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Abstract 

This work is a qualitative inquiry, using naturalistic, descriptive methods 

of educational anthropology to form a case study of the teaching and learning 

environment in a particular graduate teaching assistant's (GTA) university 

Foundations drawing classroom. Data reveal relationships, patterns and forms in 

the GTA's teaching behaviors, classroom phenomena and the student's learning 

behaviors. Inferences are drawn from the descriptive data and hypotheses are 

formulated that concerns itself with how the particular graduate student teaches 

studio art and why. 

By recording a GTA's personal pedagogical evolution and investigating 

the assumptions and values that underlie the process, the researcher has 

discovered general characteristics of university visual arts teaching for structuring 

knowledge in that area. Conclusions are education in the arts is personality 

driven, good teaching is a sustained and willful act and curriculum must be 

sequentially ordered for optimum student learning. 
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Prolegomena 

A work about art and the teaching of art skirts pretentiousness for, 

in a very basic sense, art communicates on its own level while successful 

teaching in art remains a very personal affair. The arts are felt directly 

through the individual senses, emotions, and perceptions. They are 

created in unique and complex ways, while teaching is largely a sequence 

of particular interpersonal relationships achieving its most desirable 

condition under the subjective I-thou dialogue of which Martin Buber 

wrote. To reduce these emotional and sensual characteristics to words it 

is to do them a disservice, unless it is through poetry, for they tend to 

become adulterated. Yet arbitrary convention and academic propriety 

often veil the directness of art and the methods of its teaching. This, at 

the best least, suggests that it is important to lift the veil wherever 

possible and point to some of the external conditions and attributes when 

these can be recognized. (Kaufinan, 1966, pg. vii) 

The following research addresses the very problems suggested by Irving 

Kaufman in the above quote. It is the intent of this thesis to "lift the veil" and 

reveal through qualitative inquiry some of the internal and external conditions of 

university visual arts teaching as it is done by a graduate teaching assistant in a 

school of visual arts. 
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Chapter 1 

Introduction 

Participants. Terms and Language 

For the sake of clarity and as a result of frequent reference to the 

following persons and terminology, a brief explanation of the study's 

participants and esoteric terminology follows. 

List of Participants 

Mr. Echa Solovino, Graphic Arts MFA candidate and Graduate Teaching 

Assistant who is the focus of the study. 

Professor Danny Nash, Assistant Professor and newly appointed head of 

the University of Arizona's Foundations Program. 

Abbreviations Used in the Bodv of the Text 

BFA Bachelors of Fine Arts, the degree awarded for successful completion of 

the requirements in undergraduate fine arts studies. 

MFA Masters of Fine Art, the degree granted to those who have successfully 

completed requirements in graduate fine arts studies. The MFA is a 

terminal degree in the fine arts; none higher exists for fine arts endeavor. 

GTA Graduate Teaching Assistant(ship). The position implies that the MFA 

candidate who has been awarded a GTA is solely responsible for teaching 

a full term, i.e., semester long, 3 credit, class of 15-30 students under 

university faculty supervision. 
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Esoteric Word Usage 

Visual Arts education quite simply denotes educational processes in the 

visual arts that include both the theoretical, pedagogical and practical. 

Art or Arts refers to the visual arts alone and does not include any other 

forms of the arts. 

Pram refers to the active use of knowledge or skills, i.e., experiential 

reflective action. 

Teaching Practicum, the system implemented by the University of Arizona, 

Department of Art whereby GTAs are provided the opportunity and the 

structure to teach beginning (Foundations) arts classes. 

Foundations Program  ̂ the aggregate of required beginning studio arts 

classes for students seeking the BFA degree. These classes, 101 - Beginning 

Drav^ng and 102 - Basic Color and Design, serve as the basis for further 

development toward the acquisition of visual knowledge. 

Introduction 

Historically, learning to teach visual art at the university level has been 

devoid of specific and established pedagogical practices (Morrison, 1970; Martin, 

1988; Stroh, 1989; Barzun, 1991). Curricular and instructional emphases in 

college visual arts education are most often placed upon an individual visual art 

student's development as an artist rather than as an artist who will eventually 

function as a teacher of (post-secondary) visual art and are rooted in the 

individual artist-teacher's notion of what should be taught and how (Roush, 



1970; Risenhoover & Blackburn, 1976; Martin, 1988; Stroh, 1989; Noonan, 

1991). 

The content of individual studio courses in most university art 

departments is left to the individual instructor. The same course, such as 

Introductory Design, might be taught with completely different content by 

Instructor A and Instructor B. (Stroh, 1989, p. 45) 

This would imply that college visual arts pedagogical practices are mostly 

idiosyncratic and are based upon the transference of the artist's peculiar 

knowledge of technical skills. The term 'idiosyncratic' is used here in the 

context of its actual denotation as opposed to the connotation which carries with 

it an unfavorable implication: idiosyncratic, then, is used in the context of 

Webster's New World Dictionary definition as "a mixing together, peculiar to 

the individual" (1980, p. 697). The result is that most post-secondary teaching in 

the visual arts is the individual artist-teacher's peculiar method for 

conraiunicating his or her craft to the student and has little concern with 

pedagogical methodology or uniform content. 

Classes in "art education" (curriculum development, pedagogy and 

methodology) traditionally have been reserved for the training of school art 

teachers (K-12 grades) rather than the preparation of university art teachers 

(Stroh, 1989). A sampling of MFA catalogues from visual arts schools, colleges 

and universities reveals that requiring or offering courses in studio arts pedagogy 

is the rare exception, rather than the rule. Post-secondary teacher education 
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programs in the visual arts are all but nonexistent. Most training "do[es] little to 

enhance the individual's (MFA candidate) teaching ability" (Martin, 1988, p. 35). 

But, "if students [are] to become artists through university education, then 

permanent artist-teachers [are] needed in the academic community" 

(Risenhoover & Blackburn, 1976, p. 9). The hyphenation of 'artist' and 

'teacher' implies that those persons functioning in that capacity should operate 

as both artist and teacher simultaneously. Such an interrelation of artist and 

teacher would also seem to demand some form of teacher training or teacher 

education. Attempts to include or require classes in "art education" in visual arts 

university curricula are frequently met with disinterest and suspicion by faculty 

and students alike (Cox, 1991). 

When visual arts students reach the graduate level, the emphasis in their 

education shifts from an external to an internal locus; from mastery of technique 

to engagement in developing a strong personal voice (Barzun, 1991; University 

of Arizona Graduate Catalog, 1992; Rogers, personal communication, 1991). 

Graduate education in the visual arts (obtaining an MFA) is not requisite to 

becoming a working artist; one has only to make art diligently and sincerely to 

be an artist (Riddell, 1989; DePillars, 1991). With rare exception, acquiring an 

MFA is a necessary prerequisite, however, for artists who desire employment in 

academia as visual arts teachers (Risenhoover & Blackburn, 1976; survey of 

College Art Association job listings, 1992). Graduate studies in the visual arts 
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are, then, often pursued for the sole purpose of making one eligible for hire as a 

university visual arts educator. 

One might assume that as prospective college visual arts educators, MFA 

candidates would be offered some form of organized instruction concerning how 

best to teach their particular craft. This is rarely the case, the assumption being 

that a skilled artist makes for a skilled teacher, or simply, a good painter equals 

good painting teacher. 

As art has gained in academic respectability, as graduates have moved out 

of the colleges into the academic marketplace, the degree syndrome has 

influenced administrative judgements. Art faculty members are not quite 

the free agents they once were; the degree credential, having become 

more common, has been confused with artistic or teaching competence. 

(Rice, 1972, p. 52) 

Programs do exist, however, where interested MFA candidates are 

provided the opportunity to study college visual arts teaching in much the same 

fashion that medical interns study medicine; by actual praxis in the field. That 

is, leam about teaching by actively engaging in the teaching process. "One's 

ability to acquire tacit knowledge on the job is a key factor to one's success or 

failure as a teacher" (Irwin, 1988, p. 24). Irwin's quote suggests that the more 

practical knowledge an instructor acquires while engaged in teaching, the more 

effective that individual's teaching might become. Research has shown that 

college teachers most often duplicate the pedagogical methods and practices by 
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which they were taught in college regardless of the appropriateness or relative 

efficacy of the aforementioned practices and are reluctant to effect changes in 

pedagogy (McKeachie, 1988; Cox, 1991; Svinicki, 1991). Given the opportunity 

to engage in pedagogical praxis, one may develop an appreciation for the 

methodological adaptability required to be an effective instructor. "Anybody who 

has ever taught knows that the act of teaching depends upon the teacher's 

instantaneous and intuitive vision of the pupil's mind as it gropes and fumbles 

to grasp a new idea (Barzun, 1991, p. 20). 

Implementation of the intuitive resolutions that are the most appropriate 

responses to classroom contextual needs requires actual engagement in the 

process of teaching. There can be little or no practical teaching experience for 

the aspiring or novice visual arts teacher without programs that provide for and 

encourage such experience. 

One such program exists in the University of Arizona's Department of 

Art in the form of a Teaching Practicum and a system of GTAs who are solely 

responsible for teaching freshman drawing (101), 2-D color and design (102) and 

3-D design (104). 

The University of Arizona's teaching practicum with its system of OTA 

taught foundations classes provides an opportunity for visual arts graduate 

students to teach as well as create an environment where implementation of a 

GTA's personal solutions for conceptual, curricular problems are encouraged. 



16 

(Penn, 1992). The teaching practicum also provides the participating GTAs with 

an arena for continuous pedagogical self re-formation. 

Statement of Problem 

The following study is a qualitative investigation into the aforementioned 

teaching practicum that focuses upon one young OTA, Mr. Echa Solovino, who 

is an MFA candidate engaged in executing his own artistic work and an 

instructor (GTA) involved in his teaching novitiate. Mr. Solovino participates in 

the Foundations program by teaching a section of Foundations drawing known 

as Drawing 101. 

The study attempts to understand and delineate the internal and external 

processes involved in Mr, Solovino's evolution as a university visual arts teacher, 

while illuminating a small segment of his journey from novice to expert teacher . 

The internal processes refer to the cognitive and ethical choices (or in John 

Henry Cardinal Newman's words, the "first principles") that guide him, while the 

external processes refer to pedagogical and methodological preferences and 

content selection (Newman, 1992, p. 21). 

By recording important processes, variables and interactions that 

developed in Mr. Solovino's 101 classroom and using these descriptions as data, 

the researcher sought to develop hypotheses for further study in the area of how 

artists teach. The researcher aspires to discover the behaviors that comprise 

effective visual arts teaching for the ultimate purpose of describing what 

methods constitute effective university visual arts teacher training. 
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The following are some of the questions attended to in this work. If there 

are methods for visual arts teaching that are more efficacious, then what are the 

dominant characteristics of these methods; what are the metaphors and the 

themes; what are the "first principles" involved? Perhaps the most important 

question which of the following study investigates is: Is "good" Foundations arts 

teaching a leamable phenomenon; is it teachable? (Evett, 1976). Or is it, as 

Itten (1932), Sevigny (1977, 1981) and Barzun (1991) have suggested, contextual 

and germane to the persona of the teacher and solely the result of his or her 

reflective classroom praxis? 

This work, then, attempts to understand how teaching (visual) artists 

teach; how they learn how to teach; as well as what systems and structures 

enhance the process of learning how and what to teach in Foundations visual 

arts; and what teaching behaviors are the most effective for encouraging strong 

i.e., a precocious level of skill in student work. By investigating the classroom 

practices of one GTA, recording his specific actions and behaviors and the 

assumptions and values that underlie these, the researcher has sought to move 

toward the discovery of more general characteristics of visual arts teaching. 

Accumulating the above information would begin to illuminate that which lies 

beneath what Irving Kaufman refers to as "the veil" (1966, see prolegomena) -

the mysterious sequence of interpersonal relationships that is teaching. 

What follows are two brief histories: one is of the evolution of the 

inclusion of visual arts education in the university, and the other, the 
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development of arts education specifically at the University of Arizona. An 

understanding of these two phenomena will provide some insight into current 

visual arts education structure(s) at the University of Arizona, because, 

according to Jane Maitland-Gholson (1989) "structures create behaviors" and, in 

the words of Jaroslav Pelikan: 

Another first principle at work in this...is the conviction 

that the tradition out of which the modem university has come 

is not to be dismissed as a quaint museum piece, with the ease 

and glibness that sometimes proceeds as though we in the present 

generation were free to define the university in any way we wish without 

paying attention to its heritage. (Pelikan, 1992, p. 31) 

A Brief History of the Visual Arts in Academia 

The teaching of visual arts has traditionally been the domain of the 

atelier, studio or the small arts school. The first formal institution established in 

the United States for the education of artists was the Pennsylvania Academy of 

the Fine Arts founded in 1806 (Rice, 1972). Later in the same century, George 

Fisk Comfort and John Ferguson Weir along with many others, "conceived 

practice in the arts as having humanistic values that were compatible with other, 

more literary, university pursuits." (Rice, 1972, p.49) Art programs proliferated 

in colleges and universities and began to function within the constraints of the 

academic system. Art education became an accredited pursuit and the BFA was 

established as a respectable degree. Often an art institute would join forces with 
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a neighboring university to provide its students with an academic environment 

where the liberal arts courses required for the BFA could be taken, separating 

the loci of a student's practical from his or her liberal arts education. (Larrabee, 

Roush, & Watts, 1970). 

Prior to the Second World War, visual arts education had grown slowly 

on the campuses of the colleges and universities of the United States, but a large 

flow of returning veterans armed with tuition from the GI bill expanded the art 

programs not only in numbers but in academic importance. (Rice, 1972, p. 51) 

Debates raged as to whether the university was the appropriate place for visual 

arts education, but, nonetheless, art departments continued to proliferate until 

the new locus of visual arts education became the university or college campus 

(Larrabee, et al., 1970; Morrison & Rice, 1985). As an accepted member of 

academia, the visual arts were required to comply with the dictates of the 

academic infra and super-structures, both ideological and curricular. For those 

persons whose behavioral and philosophical inclinations were those of the 

"artistic type", adherence to these dictates, e.g. formalized instructional methods; 

inclusion of non-professional art students in art classes; the issuance of grades; 

testing of knowledge acquisition and mandatory general education or liberal arts 

classes, were looked upon as processes that compromised art itself as well as the 

artmaking process. (Csikszentmihalyi, 1976; Larrabee, 1985; Wright, 1985). 

I think the fundamental relationship is one of compromise in teaching 

and being an artist at the same time....Teaching takes a lot out of an 
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artist^..Not only is there a fundamental inconsistency in trying to teach 

art, but the whole idea of artists being in the university is, in some ways, 

absurd. I have plenty of friends here who are scholars and highly 

trained intellectuals and 1 sense that they regard an artist in the 

university as something of an interloper. In some ways I agree with them, 

because what they have to contribute is of a certain precision and clarity 

and has a background of tradition and organization that makes it possible 

for them to function effectively. (Evett, 1976, p. 54-5). 

As a result of this shift of locus of the majority of contemporary arts education 

from the artist's studios or the professional visual art schools to the university 

with its concomitant accommodation to the external structures of academia as 

well as its ideologies, the definition of what constitutes 'good visual arts 

teaching' has shifted to accommodate and embrace the academic ethos 

(Larrabee, 1970; Rice, 1970; Risenhoover & Blackburn, 1976; Lund, 1991). 

Because how the arts are taught has changed to embrace the academic ethos, 

how those artists who aspire toward university teaching careers learn how to 

teach has changed as well (Martin, 1988; Kravitz, 1992; lizza, 1992; Mayor, 

1992; Penn, 1992). 

A Brief History of the Visual Arts at the University of Arizona 

Teaching art was one of the original missions of the University of Arizona 

and was stated as such in its original charter. The charter of the University of 
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Arizona began as an "extract" from the Revised Statutes of Arizona, Chapter 

Two dated August 26, 1897, that read as follows: 

Paragraph 2487, Sec. 2. The object of the university shall be to provide 

the inhabitants of this territory with the means of acquiring a thorough 

knowledge of the various branches of literature, science and the arts. 

(Charter, 1897) 

David H. Holmes, a graduate of the St. Louis Manual School, was hired by the 

College of Arts and Letters at the university and was made Professor of 

Mechanic [sic] Arts and Drawing. The first drawing class was offered in 1898 

and held in the original university classrooms of Old Main. Arts education grew 

at the university; enrollments rose 500% from 1912 to 1922. (Administrative 

Bulletin, 1923, p. 16) Eventually the arts acquired their own building and later, 

in 1934 become a separate college within the College of Arts and Letters - the 

College of Fine Arts that offered both undergraduate and graduate studies in the 

arts. In 1956, construction on a new Fine Arts Building was completed and the 

various visual arts disciplines were housed in one edifice that is still in use today. 

(Ball, 1986). In 1982, then president of the University of Arizona, Henry 

Koffler, restructured the university's Colleges of Fine Arts and Liberal Arts to 

create the College of Arts and Sciences which included the faculty of Fine Arts, 

the faculty of Humanities, the faculty of Science, and the faculty of Social and 

Behavioral Sciences. A new and larger complex designated to house the arts was 

approved and provided for by the university and is currently under construction 

and nearing completion in the fall of 1992. 
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Historically, the University of Arizona has been committed to arts 

education although in a capacity that is greatly reduced when compared to its 

concerns for scientific research. However, continued financial and ideological 

support for the arts implies a sustamed administrative concern for the "future 

education of artists and art audiences alike" (Koffler, 1985, p. 5). 

Over the past century, faculties and colleges of fine arts have become an 

inextricable part of the university system and are subject to the infra- and super

structures of that system. Since its creation, the university has been a site for 

visual arts education with visual arts education expansion proportionate to the 

growth of the university. Increasingly, larger numbers of students from the 

general education population are enrolling in Foundations visual arts classes at 

the University of Arizona. As a result of these increased enrollments more 

students are exposed to instruction by the visual arts GTAs (Annual Report, 

Department of Art, 1991). 

The expanding phenomenon of the GTA taught class, as an alternative to 

the faculty taught class, is a current reality that cannot be ignored because of the 

possible consequences such a system might have upon the future of visual art, 

artmaking and how art is taught in academia (Sykes, 1988; Barzun, 1991; Martin, 

1992. 

Use of GTAs in visual arts education is not widespread; most Art 

departments reserve Foundations teaching for the experienced faculty and many 

are conservative and resistant to the concept of student taught classes (Roush, 



1970; Cox, 1984; Gardiner, 1990). As budgets tighten and fewer resources are 

allocated for faculty salaries, the use of GTAs as Foundations visual art 

instructors seems the logical alternative. 

Structure of Fonndations Teaching Practicum Program 

The following is an explanation of the structure of the University of 

Arizona's Foundations Visual Arts Program and its 2-D Visual Arts Teaching 

Practicum with its system of GTA taught Foundations classes. A knowledge of 

the program's structure will allow the reader an insight into Mr. Solovino's 

particular behaviors within that program (Maitland-Gholson, 1989). Much of the 

information was taken from Assistant Professor Danny Nash's paper presented 

to the March, 1992 F.A.T.E. (Foundations Art Teaching and Education) 

Conference held in Philadelphia, Pennsylvania. It is as follows: 

The University of Arizona has a long history of graduate T.A.S 

functioning as the first year teachers of undergraduate education. Campus 

wide, there is a determination to make undergraduate education effective 

through strong TA. endorsement. In the visual arts, particularly, this 

endorsement has shown itself valuable in creating an art program where 

its beginning classes are handled solely by well supervised graduate 

teaching assistants. These G.T.A.S (as they are called) teach a fiill, 3 unit 

class for the entire semester in either Drawing, Color and Design, or 3-D 

Design. They are given full responsibility for their sections and. 
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generally speaking, teach only one class. The format of the Foundations 

classes is this: 

Foundations: 

Art 101, Beginning Drawing 

Art 102, 2-D Color and Design Foundations: 

Art 104, 3-D Design 

Training begins with an extensive, two day orientation program provided 

by the University Teaching Center of the College of Education. G.T.As 

are then required to enroll and participate in a visual arts Foundations 

Teaching Practicum class. This practicum includes a weekly meeting for 

all the G.T.As engaged in the program as well as faculty supervised 

observations of their individual performances. Currently, I supervise a 

total of sixteen G.TA. taught Art 101 and 102 sections and teach the 2-D 

practicum. Prior to awarding MFA candidates a GTA, they are require 

to spend a semester as a practicum assistant. As a practicum assistant, 

MFA candidates are required to work with G.T.As who are engaged in 

teaching a section of either 101 or 102 for one semester, before they will 

be considered for a position as an independent teacher or G.T.A There 

are some G.T^As who as first time G.T.As may opt out of taking on a 

practicum assistant In other areas such as 3-D (104), photography, 

printmaking, ceramics, fibers, etc., T.As often work as soon as they are 

needed, that is, they are teaching without the rehearsal period that is the 
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practicum assistantship....The requirement for the "rehearsal interim" or 

for holding a practicum assistant position before one teaches is not 

mandatory as a rule across the university. The notion of a practicum 

assistantship has proven to be a sound precept behind the teaching of Art 

101 and 102. This maxim gives graduate students the opportunity to 

become familiar Avith and observe the physical application of the syllabus 

and the teaching of the class by a peer who holds a G.T.A.. The GTAs 

are expected to work with the material covered in the established syllabi, 

but I am also vested in the idea that effective and innovative teaching can 

happen as a result of some flexibility and practical interpretation of the 

larger plan. During the practicum assistantship, the MFA candidate is 

responsible for designing and implementing a two day class project that 

will be reviewed and assessed by the supervising GTA who will measure 

the assistants' connection to the content, delivery (presentation of 

problem to the class) and student outcome as it pertains to the material 

taught Student examples of the project as well as a detailed statement of 

objectives and criteria are brought to the practicum meeting for 

evaluation by the other GTAs and practicum assistants and the 

supervising faculty member. In the short time I have been involved with 

the program (Professor Nash was hired in the summer of 1991 and began 

her tenure at the University that Fall), GTAs have shown that they move 

forward when initially given a sound structure and predetermined 
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framework within which they may take the opportunity to enact 

experimentation. It usually works in favor of the program when GTAs 

know that they can move beyond the measure or the required outline. 

Another favorable aspect of the visual arts GTA structure is that it 

invites a network of sharing among the GTAs and acts as an agent of 

mutual support. 

Professor Nash's remarks indicate a firm belief in the rehearsal period 

that is the practicum assistantship as well as a high regard for the effect such an 

interim has upon the MFA candidate's teaching skills. She sees the logic in 

providing, for the GTAs an external curricular structure, i.e., a carefully 

constructed syllabus consisting of the concepts to be addressed, yet allows for 

creative interpretations of the curriculum by granting GTAs the license to 

formulate and implement new methods for addressing the various conceptual 

problems that constitute Foundations education. 

Critical evaluation of individual GTA designed 101 projects by members 

of the entire teaching practicum class and the supervising faculty member with 

its concomitant, formative evaluation is an invaluable component of the 

practicum program. The critical inquiry method is familiar to artists and one 

that provides the critiquee with a forum for soliciting and eliciting from one's 

peers informed suggestions for improving a particular endeavor serving as a 

venue for curricular and pedagogical re-formation (Sevigny, 1977; 1984). The 
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101 project critique serves as a group dialogue with the student work (the 

outcome) and the GTA (the intent). 

Background of the Study; Physical and Ideolo^cai Settings 

Physical Setting of the Study 

A description of the room where Mr. Solovino teaches will allow one 

insight into the physical environs of the study. The physical site is an element to 

be considered in assessing this study because the physical conditions of the 101 

classroom do affect the pedagogy. 

Mr. Solovino's 101 Drawing classroom, studio 303 in the Joseph Gross 

Building, is located on the third floor of the Art Department. The Joseph Gross 

building is a red brick and concrete structure revealing both its Bauhaus heritage 

and 1956 genesis. Studio 303 is a rectangular room, accessible from the third 

floor hallway by two wooden doors, situated at either end of its southern wall. 

The floors are covered in institutional whitish-gray linoleum tiles that bear the 

evidence of fine arts endeavor despite a vigilant janitorial staff. The walls are 

constructed of cinderblocks and painted white. A large green chalkboard spans 

the area between the two doors on the southern wall with a group of paint 

encrusted stainless steel sinks occupying the southwestern comer of the room. 

A storage cabinet for Foundation's materials and a large wooden work 

table cluttered with odds and ends stand against the western wall of the room. 

The northern wall is a continuous bank of windows with shelving below that has 

its share of junk piled about. Positioning the windows on this wall provides the 
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studio with the coveted northern light that artists prefer. Despite this northern 

exposure, the room is not well lighted. The eastern wall consists of a continuous 

whitewashed bulletin board extending roughly from floor to ceiling for posting 

student works during critique. In both the northwestern and northeastern 

comers of the room are aggregates of still life objects ranging from old tires to 

headless babydolls and broken umbrellas. The ceiling is a patchwork of 

perforated white acoustical tiles overlaid with a grid of electrical pipes and 

heating ducts as well as lighting fixtures. The lighting is a combination of long 

rectangular neon fixtures that emit dull, cold light (a staple of institutional 

illumination) and spotlights attached to a black metal ring suspended from the 

center of the ceiling. 

A model or still life stand, painted gray and approximately 5x5 feet, sits 

on the floor near the front, roughly in the center of the classroom. The model 

stand is surrounded by assorted rag-tag drawing horses, metal easels and an 

array of odd chairs ranging in style from conservative wooden government-issue, 

circa 1920 to 1960's injection molded orange plastic. 

Studio 303 is, intentionally, an institutional version of the artist's atelier 

turned classroom. It is crowded, dirty, functional and interesting. 

Ideological Setting of the Study 

An analysis of the mission statement of the University of Arizona as well 

as that of the Department of Art, the Foundations Program and Teaching 

Practicum, and Mr. Solovino's own sense of mission for his 101 Drawing class 
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will allow the reader to develop a sense of the ideological environment that 

nurtures the ethos of the 101 classroom. 

By moving from the general of the University's sense of mission to the 

specific of Mr. Solovino's overarching purpose behind his classroom actions, we 

may trace the gradual ideological shift that occurs from theory to practice. 

The University of Arizona is a land grant university whose mission it is to 

"provide the inhabitants of this territory with the means of acquiring a thorough 

knowledge of the various branches of...the arts." ( Revised Statutes of Arizona, 

Paragraph 2487, Sec. 2, University of Arizona, 1897) This Jeffersonian notion of 

mission affects the structuring of the University of Arizona's role as a learning 

institution as a whole as well as that of the individual departments within the 

larger system. The mission statement of the Art Department of the University 

of Arizona reflects this overarching notion of civic mission and reads as follows: 

The Department of Art is engaged in creative achievements, performance, 

and educational programs in a variety of traditional and innovative forms. 

It plays an increasingly prominent role in the cultural life of the 

University, community, and state. A variety of strengths in the Art 

department, particularly in sculpture and graphic design, is complemented 

by the nearby presence of a strong Museum of Art. The partnership 

between the community and the fine arts department is truly a reciprocal 

one, and one that the University greatly values. Audiences are a vital 

part of each of these programs, as central to the learning process of 
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resident faculty and visiting artists and performers....Tliese artists and 

performers bridge the gap between the academic campus and the 

professional world of work in the fine arts. ( Mission Statement, 

Department of Art, 1987, pg. 2) 

An addendum to the mission statement written in 1991 indicates a concern with 

the Foundations program and improving the quality and efficaciousness of 

(visual arts) undergraduate education: 

Goal #1 To develop excellence in undergraduate course content over a 2 

year period. Consistent with the Art Department mission statement and 

that of the University and with the goals determined in our faculty retreat 

during Februaiy, 1991, the Art Department plans to review and re

structure the Foundations courses towards (sic) improved rigorous and 

rounded Foundations offerings for all of our majors and towards (sic) 

serving the needs of all studio areas....To provide the best possible 

facilities for excellent teaching. 

The mission statement of the Foundations area for the 101 classes is 

primarily practical in its focus addressing itself to the task of "acquiring fluency 

in the language that is visual knowledge" (Penn, 1992). GTAs are expected to 

operate under the following aegis: 

101 will focus on perception and the representation of forms in space: 

proportions, surface topography, light and shadow, media techniques, 

hand-eye co-ordination and perspective. (Penn, 1991, p. 2) 
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Mr. Echa Solovino, the GTA featured in this study made a statement of 

his personal mission or philosophy of teaching in the 101 classroom. The 

statement was made in response to the following question posed in a written 

questionnaire, "As briefly as possible, please state your philosophies of teaching 

in the 101 classroom." Mr. Solovino described his philosophy as follows: 

As a 'beginning' art class: (my goal in) 101 (is) - To educate students of 

their drawing abilities with (drawing) concepts, mediums, etc...and also to 

educate students to (learn to) draw as a process. (Solovino, 1992) 

In a subsequent taped interview Mr. Solovino expanded upon his sense of 

purpose in the 101 Drawing classroom. He responded to the question, "Is there 

any one principle that guides you in your teaching, even if it is a personal 

principle?" with: 

The thing that I want students to get out of my class, even if they don't 

take any drawing skills with them, is just to get this in their mind: that 

anything they do in life will fall back on something (else). Like anything 

that they do in drawing, you know, that the process of drawing is gonna 

help them throughout their lives. Like: you start at the simple things, 

then from simple...it becomes integrated, and from integrated it becomes 

complicated and after complicated, at the end, it becomes unified. 

Everything that you do, you have to go step by step. Same thing from 

drawing, you go from simple to complicated to unification at the end, 

that's the whole process. That's the only thing I want you (the student) to 
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remember after this class even if you don't know how to do (tonal) values 

or drawing but in the end just use that method anywhere you want. Then 

I think you can be successful with it. (Solovino, taped interview, 1992) 

What Mr. Solovino intends to offer his students is a system or process 

having potential universal application for solving problems. Whether the student 

must solve a visual problem presented in the drawing classroom or face a 

difficult task later in the course of life, Mr. Solovino has taught his class a 

process for creating solutions to problems. He has, perhaps unbeknownst to 

him, followed Aristotle's advice in the Analytica Posteriora; that is, "the 

superiority of universal to particular demonstration" (Aristotle as cited in 

McKeon, 1947, p. 6). 

In tracing the ideological progression of the various mission statements, 

we see how they move from the very general, the University charter with its 

dictate of providing territorial inhabitants with the means for obtaining arts 

knowledge through the why of the Art department's mission and the what of the 

Foundations program to the how suggested by Mr. Solovino. The movement has 

been from the physical to the theoretical to the practical: from locus to theory to 

practice. 

Purpose and Rationale of the Study 

A search of the Educational Resources Information Center (ERIC) failed 

to reveal the existence of prior research in the area of GTA taught Foundations 

visual arts classes. Veiy little information exists, as well, that addresses university 
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level Foundations visual arts instruction, i.e., how artists teach beginners in the 

studio environment By recording the variables, pedagogical processes and social 

interactions in the Foundations classroom and attempting to discern which first 

principles underlie these phenomena, the researcher will be able to develop 

hypotheses for further longitudinal study that will illuminate how teaching artists 

teach. Hammersley and Atkinson (1990) state the importance of such research 

because discoveries in "areas of ignorance previously of no importance come to 

take on great significance" (p. 7). The self selecting process by which an artist 

becomes an effective teacher of the visual arts is another area that this 

researcher can begin to clarify. Developing insights into how one learns to teach 

in the visual arts is often problematic because much of the phenomena are 

opaque and difficult to record (Noonan, 1991). Irving Kaufman (1966), in his 

preface to Art and Education in Contemporary Culture (see foreword), describes 

the conundrum that is learning to teach art and attempting to understand how 

one learns how to teach. 

Teaching is largely a sequence of interpersonal relationships....This 

process cannot always be a simple and straightforward one; the elements 

involved are intangible and just as often inconsistent. To speak of 

sensitivity and awareness, both basic to the making, appreciating, or 

teaching of art is to grapple with amorphous shadowy attributes of 

human nature that dangerously approach meaninglessness because of 

their generality and tendency toward cliche presentation. These qualities, 
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however, are much more important as objects of examination than all the 

skills and techniques of art and education....Imaginative and intrinsically 

significant qualities make art and good art teaching meaningful. These 

are often devious in their development and uncovering them may also 

lack a logical directness. Intuition more nearly comes to the heart of the 

process. (Kaufinan, 1966, p., vii) 

The intuitive choices that the GTAs make in teaching their classes are of 

particular interest to the researcher. These idiosyncratic decisions engendered 

by the GTAs' first principles and subsequent actions are the behaviors that 

distinguish an effective teacher from a less effective teacher (Dow, 1912; Henri, 

1923; Itten, 1975; McKeachie, 1988; McDonald, 1989; Svinicki, 1991). Reflective 

praxis in teaching is not unlike the reflective praxis required in artmaking; both 

are a dialogue vdth the work in progress (Progoff, 1989). Learning to teach 

exists as a constant metamorphosis of decisions based in the contextual reality of 

the classroom (Sevigny, 1977; McDonald, 1989; Noonan 1991). This self 

regulating system, based in context and on feedback and reflection, is similar to 

Gregory Bateson's idea of 'schismogenesis' (p. 347). Schismogenesis is a "self-

corrective process" that can reverse degenerative pattem[s] in a runaway system 

that were leading to destructive consequences" (p. 347). Bateson (1958) believed 

that individuals in the system could learn about the processes and with conscious 

purpose, introduce corrective change into the system or social network. The 

Foundations classroom is, precisely, such a social network. 
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...we must think of a social network changing from moment to moment 

and impinging on the individuals, so that the processes tending toward 

disintegration will be corrected by activation of other processes tending in 

an opposite direction, but also we have to remember that the component 

individuals of that network are themselves being trained to introduce this 

type of corrective change in their dealing with each other. (Bateson, 1958, p. 

291) 

Thus, both the teacher and the student, operating in tandem, are mutually 

evolving in the process of learning. 

The study also offers an opportunity to investigate a compelling duality in 

the genesis of both visual knowledge transference and acquisition because not 

only are the GTAs novice teachers, but aspiring artists engaged in their 

professional artistic novitiate as well. The dialectical tensions and exchanges 

that exist between teaching and research are explored in the course of this study. 

Teaching is often viewed as a routine function, tacked on, something 

almost anyone can do, it is both a scholarly enterprise and a dynamic 

endeavor, because it means that faculty [GTA] themselves are learners. 

Moreover, in the end, inspired teaching keeps the flame of scholarship 

[meaning here, apparently, the scholarship of discovery [i.e., research] 

alive. (Boyer, 1990, p. 16) 

Because the GTAs are teachers as well as students, that is, they are actively 

participating in the processes by which visual knowledge is advanced (MFA 
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research), they are adding to the existing knowledge in the field for others, 

presumably their students and peers and stand enticingly near the intersection of 

teaching and research (Boyer, 1990). John Henry Cardinal Newman, in his 150 

year old thesis. The Idea of a University stated, 'To discover and to teach are 

distinct functions; they are also distinct gifts, and are not commonly found united 

in the same person" (preface). Nowhere are these distinct functions and gifts 

more closely united than in the person of the GTA who is both 

student/researcher and teacher/researcher simultaneously. 

As difficult as capturing the elusive qualities that comprise visual arts 

teaching is, determining the GTA's role in and the effect upon the visual arts 

higher education process is crucial to the future of the visual arts. By gathering 

empirical data that attempt to understand how and what the GTAs teach and 

attempting to decipher why they teach the way they do, the information collected 

can be used to construct future visual arts curriculum and pedagogy as well as 

provide a better understanding of the principles behind Foundations instruction. 

Research Questions 

As was previously mentioned in the introduction, the questions central to 

this inquiry are: 1) how do teaching artists teach, and 2) why do they teach the 

way they do? 

In attempting to answer the above questions, other subordinate questions 

arose that, when answered, will contribute to the knowledge of not only how 
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artists teach but why they teach the way they do. A list of these questions 

appears under the heading "Recommendations for further Study". 

The researcher's overarching concern is to develop an insight into the 

behaviors and structures of visual arts Foundations teaching performed by 

GTAs. Therefore, the purpose of this work is to understand the personal, 

pedagogical evolution that occurs in one specific university visual arts teacher (a 

GTA) and the how and why of his actions in the classroom, so that the 

information may be used to broaden general understanding of university visual 

arts education. By ascertaining the recurrent themes, the metaphors and the 

analogies that arise while studying how Mr. Echa Solovino learns how to teach 

one may enlist the data gathered to structure programs for educating future 

university arts teachers. If his effective classroom behaviors can be recorded, 

encoded and, later, duplicated in other Foundations arenas, the visuals arts are 

all the better for it 

Significance of the Study 

No prior qualitative investigations exist into the evolution of the GTAs 

Foundations visual arts teaching methodologies. Although the study has 

generated more questions than answers, the work will further current 

understanding of how teaching artists teach, in the broader sense, and point to 

information for creating more effective visual arts foundations teachers by 

classifying what are deemed to be "good visual arts teaching behaviors" they 

may be duplicated by others in the field. 
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The study contributes to assuring the survival of the visual arts in a 

system, l.e., academia, that is rooted in the verbal rather than the visual as a 

knowledge base (Bateson, 1972; Risenhoover & Blackburn, 1976; Barzun, 1991). 

As GTAs have proven an effective and reliable body of visual arts educators 

who can be trusted to perform with the same level of expertise, professionalism 

and student performance outcome as the faculty, the GTA-taught class can be an 

inspiring and cost effective alternative to the faculty-taught class as well as 

assuring a continuing supply of effective visual arts Foundations teachers for the 

future. The fresh insight (the challenging of expertise by naivete) and teaching 

enthusiasm that GTAs bring into the classroom are benefits that cannot be 

overlooked. 

Assumptions 

The researcher began her inquiry with the assumption that gathering data 

from direct observation of GTA classroom teaching behaviors would provide 

insight into how (by which processes and interactions) novice teaching artists 

learn how to teach. Mr. Solovino's class was chosen based upon advice from the 
I 

head of the Foundation's program and the researcher's reaction after viewing a 

group of his students' drawings. Both the head of the Foundations program. 

Professor Danny Nash and the researcher agreed that the students in Mr. 

Solovino's class, as a whole, produced intelligent and precocious work. The level 

of student accomplishment that was so advanced, coupled with the fact that the 

majority of the students enrolled in Mr. Solovino's class were not visual arts 
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majors, proved for the researcher an investigative opportunity too enticing to 

ignore. That is to say, the researcher entered into an investigation of Mr. 

Solovino's 101 Drawing class as a direct response to his students' level of 

accomplishment: the assumption being that his classroom was an environment 

where great strides were being made in visual arts teaching and learning, and 

that his classroom would provide an arena for observing behaviors that might be 

responsible for such excellence. The curriculum Mr. Solovino chose to 

implement was laden with his values and reflected his personal sense of what 

constituted good Foundations 101 teaching. 

Limitations 

The inquiry is a single site study with the limitations and narrowness of a 

single site perspective. Along with the single site perspective is the difficulty of 

value neutrality, because the researcher is a product of the university system 

under investigation. 

The researcher has taken precautions to keep the study objective but 

objectivity is a virtual impossibility in any form of qualitative observation 

because the data are a series of notations on behaviors made by a value laden 

himian being based upon what that individual found to be noteworthy (Torrance 

& Frazier, 1988; Hammersley & Atkinson, 1990; Eisner, 1991). Kant (1959) 

noted that the act of scientific observation itself was an act of aesthetic 

judgement and that there are multiple perspectives on a selected piece of reality 

(p. 353). Maintaining any sort of value neutrality in conducting research is 
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difficult for any personality ^e but especially so for the artistic type because it 

is this type who operates, most always, from a subjective-intuitive perspective 

(Getzels & Csiksentmihalyi, 1976; Risenhoover & Blackburn, 1976; Cheatwood, 

1979; Amabile, 1982). Eisner (1991) among others, suggests that the qualitative 

researcher reveal himself or herself to the reader to expose any personal bias. 

A word about voice....! want readers to know that this author is a human 

being and not some disembodied abstraction who is depersonalized 

through linguistic conventions that hide [her] signature (Eisner, 1991, p. 3-

4) 

The Myers-Briggs Personality Inventory has shown the researcher by definition, 

perspective and temperament, an artistic type. This has been stated not to 

unload one's personal baggage but rather to come clean. Locke, Spirduso & 

Silverman (1987) suggest that "coming clean means a creation of awareness, not 

a divestiture of self' (p. 93). An artistic nature brings with it certain perceptual 

limitations and advantages as well as an active participation in a specific 

tradition, history and subculture. As a member of the visual arts subculture, the 

researcher has a greater understanding of her subjects (Roman & Apple, 1990). 

The researcher was concerned, as well, with utilizing theoretically neutral 

observation language to record her observations (Hammersley & Atkinson, 

1990), but such neutrality is difficult to maintain and the researcher's voice 

resonates with her prejudice. Frymer-Krensky (1992) describes the dilemma of 

value neutrality in the following passage: 
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Part of the scholarly ferment in recent years has been the realization that 

the reader is always present in the reading of texts, and that the present is 

always part of the interpretation of the past. There is no such thing as the 

totally objective recovery of history, for something informs our choice of 

questions to ask and our selection of data that seems significant to us. 

There is also no such thing as one true reading of a piece of literature-

even the author's own explanation of the meaning of a work could not 

encompass the totality of what the work means. Gone is the naive 

assumption that knowledge is absolute and absolutely attainable. Instead, 

we work in a sophisticated universe in which we interpret the data, 

knowing full well that we are part of the interpretation of that data. But, 

if total objectivity is chimera, how does one distinguish between free 

interpretive speculations and responsible scholarship? After all, pure 

subjectivity is an artistic enterprise, not a scholarly one. The answers to 

this problem are still being articulated, but one working principle is that if 

the reader [author] is crucial to the interpretation then the reader 

[author] should be revealed. (Frymer-Kensky, 1992, p. ix) 

One might best describe this study, then, as an objective exercise in a subjective 

arena. 

That the researcher is a student in the Department of Art at the 

University of Arizona and is familiar with and fond of her subjects can be 

regarded, by some, as a limitation to the study. She has, however, attempted to 
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remain as objective as possible in conducting the study and in analyzing the data 

without over rationalizing, because as Milton's Belial stated, rationalization 

"could make the worse appear the better reason" (Milton, as cited in Barzun, 

1991, p. 113). The philosophical position the researcher has chosen is one that is 

in harmony with her artistic persona, and one that seemed the least obtrusive 

and dogmatic as well as the most likely to reveal the 'why* or in Newman's 

words the "first principles" behind the observed behaviors. She has approached 

the study as a relativist ex post facto. 

Relativism ex post facto...represents the admission that after thinkers or 

scholars or judges have done their best to be honest and not to intrude 

themselves and their prejudices on their material, the results of their 

research and thought will still be flawed and will bear the marks of the 

time and place and personality in which they have arisen. This is an 

admission that keeps scholars honest. But if it is a relativism a priori 

rather than ex post facto, it can bring on the 'paralysis of anaylsis,' 

bankrupting the entire intellectual enterprise; and it is this second 

approach, relativism as itself a first principle, that is responsible for the 

bankruptcy and for the resistance to first principles. (Pelikan, 1992, p. 29) 

This study has been conducted with full knowledge of Heisenberg's paradigm; 

that is, the researcher's mere presence in the classroom may have affected the 

behaviors of both student and instructor. 
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The brevity of the time spent observing Mr. Solovino is also a limitation 

of this study. The researcher realizes that the study constitutes but a speck in 

time and exists as a mere slice of the continuum that will be the lifelong process 

of Mr. Solovino's development as a teacher. 

The population of the study may also be regarded as a problem, for the 

students and instructor are from the University of Arizona and do not constitute 

a random sampling of students and instructors from all over the United States. 

Information gathered may be germane to the university alone and not 

representative of other regions and populations. 



44 

Chapter 2 

Literature Review 

Introduction 

Literature is scant concerning the teaching of visual arts in the university 

studio classroom and virtually non-existent on the subject of the GTA taught 

visual arts Foundations class. Whenever possible, the researcher has sought to 

use material that concerned itself only with the teaching of art by artists and the 

learning about teaching by artists. This narrow and esoteric literature base was 

chosen because artists are regarded as having a specific temperament and vision. 

(Henri, 1923; Csikszentmihalyi & Getzels, 1976; Amabile, 1982; Birg & Peterson, 

1985; Hassler, 1990). Literature that concerns itself with teaching and learning 

in general may apply but only obtusely. Csikszentmihalyi & Getzels (1976), 

among others, have shown that there exists an artistic type and that this type 

perceives and interprets physical reality and constructs meaning in a maimer that 

is distinct from that of non-artists. This study was concerned with how university 

artists teach and, consequently, how they learn how to teach. 

This thesis also concerns itself with the teaching of visual art in the 

context of the university system, i.e., visual arts education that is structured to 

encompass both the liberal education of the university and the vocational 

training of the atelier/studio (Risenhoover & Blackburn, 1976; Fichter, 1989). 
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"The divergence between the values and the goals of typical university people" is 

significant here because the: 

...artist deals with the particular, the subjective, and the unique object, 

datum, or experience as opposed to the scholar's search for the universal, 

the objective, and classifiable objects, data or experiences. Further, the 

university's is a verbal tradition whereas artists claim their creations are 

not reducible to words, that analysis can destroy beauty. (Risenhoover & 

Blackburn, 1976, p. 11) 

Or, as Eisner (1991) has stated more eloquently and succinctly, "one must be 

able to use language to reveal what, paradoxically, words can never say" (p. 3). 

The university system, however, requires of its artists an ability to 

communicate effectively in both the visual and the verbal domains, especially in 

that area where these domains intersect. As a result, the training/education the 

GTA receives is simultaneously that of an artist and a scholar. In his essay "On 

Modem Art", the painter Paul Klee sees the use of the verbal element in an 

artist's training as an opportunity to place more stress on content. 'To my mind, 

the real justification for the use of words by a painter would be to shift the 

emphasis by stimulating a new angle of approach." (p. 75). Artists who record 

their ideas through visual and verbal notations are of particular interest to the 

researcher because they operate precisely at that nebulous area where the two 

expressive forms intersect. 
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Many authors have written "how to" books that address both learning and 

teaching in the arts. These are primarily technical manuals whose orientation is 

more toward a recreational and topographical rather than an ideational and 

meaningful emphasis in explaining and acquiring visual knowledge. Charles 

Stroh refers to these sort of publications as "little more that studio cookbooks" 

(1989, p. 39). 

A universally acceptable definition of art is beyond the scope of this 

thesis. But for the purpose of establishing solely for this thesis an operative 

definition of art, for example, say that a drawing becomes "art" when it has gone 

beyond the state of existing as a mere rendering of physical reality to exhibiting 

a form of consciousness or Itten's "heightened awareness" (1975, p. 7) that 

anticipates life, or in Hany Broudy's words, "that it portray the potentiality of 

human feeling in aesthetic imagery" (1987, p. 93). 

This study, then, concerns itself with that group of individuals who 

constantly strive in their creative endeavors toward transforming representations 

of physical, emotional and psychic reality into the existential state that is art, and 

who in their teaching strive to communicate both visually and verbally the ideas, 

principles, and methods that underlie such transformation. 

This literature review has been organized in an unconventional manner. 

The subject areas are grouped thematically and take the form of an annotated 

bibliography arranged chronologically; therefore, the cited information is more 

accessible as a reference tool. 
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The subject areas are arranged in the following sequence: 

1. Qualitative method of inquiry 

2. The artist as type 

3. The artist as teacher 

4. The Graduate Teaching Assistant 

5. University teacher education and training 

6. The teaching practicum 

7. Reflective teaching/The contextual classroom 

8. University visual arts teaching 

9. Visual Arts Foundations 

10. Foundations curriculum 

11. Critique 

Specific Content Areas that Pertain to the Study 

Qualitative Method of Inquiry. 

Anthropologists Gregory Bateson and Margaret Meade can 

be regarded as two of the earliest proponents of qualitative inquiry 

(then referred to as research; the term inquiry is Eisner's [1991]) for 

investigation into natural phenomena. Using qualitative methods they sought to 

perceive social systems in terms of relationships, patterns and forms and avoid 

perceiving them in terms of things and objects (1977, p. 246). 

Aware of the potentially problematic nature of objectivity in qualitative 

research, Bateson (1977) acknowledged Kant's (1959) point that the act of 



48 

scientific observation itself was an aesthetic judgment because the act of 

perception was based on unconscious judgment, and that an act of judgment was 

influenced by observed culture as well as the persona of the observer. 

Bateson realized there are multiple perspectives on any selected piece of 

reality and the perspective is always that of the researcher. He also proposed 

that there is no such thing as raw data for "data was always cooked" (p. 353) by 

the researcher and the research context. Thus, the perspective of the observer 

must be noted and made clear to the audience in terms of its limitations and 

illuminations and the context of the observation revealed. 

Another advocate of qualitative research, Irving Kaufman (1971) 

suggested the appropriateness of qualitative methods for investigation into the 

visual arts educational milieu. He sensed that: 

^.objective research...is predicated upon some kind of uniformity of 

elements or predictability of ends, and can only regard a student as a 

specimen and art as an instrument. The arts are by their very nature not 

only forms with intrinsic meaning offering private experiences, they are 

unique, necessarily shifting within a context of immediacy and 

contingency. (Kaufman, 1971, p. 538-9) 

Kaufoian insists that to understand the visual arts teaching/learning processes we 

must examine the interdependence of people and places and the mix "of 

institutions and surrounding social patterns, the interaction between culture and 

habitat, the relationships of art to life" (p. 533). The use of qualitative research 
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in the visual arts classroom offers just such an opportunity with its system of 

"descriptive methods that attempt to define the phenomena without affecting it." 

(Hoffa, 1971, p. 549). 

like Bateson, Meade and Kaufman before him, Maurice Sevigny (1981) 

admitted that the complexity of events that comprise classroom learning can only 

be understood by knowing the situational contexts against which the variables 

are to be considered, yet he advocated the use of quantitative methods as well to 

add other quantifiable dimensions. This mixing of qualitative and quantitative 

research methods called triangulated inquiry or multiple data collecting 

methodology is a combination of qualitative and quantitative methods that 

allows the researcher to quantify through observation and qualify through 

participant perspective. Using Sevigny's triangulated system, the data are 

gathered from the multiple perspectives of the observer and participant alike. 

Such a method forms a more holistic account of the classroom actions; actions 

that do not occur as isolated events but, rather, are linked to each other by the 

social interactions of the group. Like any social order, the classroom exists as an 

emergent phenomenon that is developing temporarily, reflexively and as a direct 

result of the participants' perspectives. 

Atkinson & Hammersley (1990) see qualitative inquiry as a method 

where "areas of ignorance previously of no importance come to take on 

significance" (pg. 7). For them, thick description (Geertz, 1973) of the 

particular culture becomes the primary goal. Thus, the importance of 
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understanding the perspectives of the people under study is paramount to the 

investigation, especially where the arts are concerned and in regard to how 

artists teach. 

The arts operate and the artist teaches in a context of discovery. This 

context of discovery also extends to the qualitative researcher's methods, 

paralleling the method employed by artists. As a result, Hammersley & 

Atkinson feel the artist and the qualitative researcher share the reflexive 

epistemology of the context of discovery making qualitative research the ideal 

method for investigating artistic phenomena because it maintains "fidelity to the 

phenomenon under study" (pg. 6). 

Eisner & Peshkin (1990) are concerned with the value of qualitative 

observations, because all methods of observation are inferential and stand as a 

form of judgment. To them, "good judgment is not a mindless activity, it 

requires attention to detail, sensitivity to coherence, appreciation of innuendo 

and the ability to read texts as well as subtexts" (p. 12). They also suggest that a 

researcher who is a member of the specific subculture or group under 

investigation will have a greater understanding of the subjects and the context. 

For this reason, it is beneficial for both the research and the researcher that she 

is an artist 

Isaac & Michaels (1990) state that the nature of the problem plays the 

major role in determining what approaches are suitable and that the purpose of 

descriptive research is "to describe systematically a situation or area of interest 
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factually or accurately" (p. 42). Use of the words factually and accurately run 

counter to the previous authors' concepts of the very nature of qualitative 

investigation. Research design should depend upon purpose and, to paraphrase 

Gropius, investigative form must follow the ultimate function of the inquiry. For 

the purpose of description, Isaac & Michaels suggest using "questionnaire and 

interview studies, observational studies, job descriptions, surveys of the literature, 

anecdotal records, critical incident reports, test score analysis, and normative 

data" (p. 42-3, 46). These methods parallel the multiple data collection of 

Sevigny (1977, 1981). 

Of the sources on qualitative research used for this thesis, 

Eisner's (1991) text The Enlightened Eye: Qualitative Research and the 

Enhancement of Educational Practice proved to be the most suitable for the 

context of this particular inquiry. Eisner is an art educator who sees the arts as 

paradigm cases of qualitative intelligence in action. He admits that a qualitative 

investigation of visual arts teaching is an attempt to "use language to reveal 

what, paradoxically, words can never say" (p. 3). To alleviate this difficulty, he 

suggests the use of allusion and metaphor as the qualitative researcher tools. 

Eisner states that knowledge accumulation through qualitative method is 

horizontal; paradigms are multiple and there is no single theory resulting from 

inquiry. "What may be said to occur in conducting [qualitative] research is the 

creation of resources that others can use to think about the situations in which 
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they are interested" (p. 210). Thus, data reported in this inquiry can serve as a 

resource for others interested in university visual arts teaching. 

Eisner also sees revelation of personal voice in the text as an enrichment 

of its texture. 

The Artist as Type 

Prior to any description of artists as teachers it is necessary to reveal the 

attributes of the artist as type because who and what these persons are and how 

they behave and think better illuminates how they teach. 

Artists are often regarded as romantic individuals who exist on the fringes 

of society, walk a fine line between madness and genius and are given to 

indulgent lifestyles. Wittkower & Wittkower (1963) have referred to artists in 

general as "a race apart from the rest of mankind" (p. xix). Most research in the 

area seems to concur with their statement. 

The operational definition of artist also includes a preferred method of 

inquiry. Jason Seley (1965) defines visual artists as those individuals who 

approach creative endeavor as problem finding rather than problem solving. 

"Problem finding is a more luxurious, indulgent method that requires the 

freedom to engage in the process in a 6*66 associative way, uninterrupted by 

time and without foreknowledge of the aesthetic dimensions" (p. 147). Only 

through this method can the artist feel he or she has been truly creative. Seley 

also feels that one cannot be taught to become an artist; one either already is or 
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is not an artist. This would imply that artistness is some sort of biological or 

psychological predisposition. 

The extensive research of Getzels & Csikszentmihalyi (1976) confirms 

Sele/s proposal concerning creative endeavor. They have shown that for 

creative enterprize the problem solver must become a problem finder. 

It is clear that finding a problem, that is, functioning effectively in a 

discovered problem situation, may be a more important aspect of creative 

performance than is solving a problem once the problem has been found 

and formulated, (p. 81) 

Getzels & Csikszentmihalyi have also found that visual arts experiences are 

autotelic; that is, the goals for doing the activity are contained in the activity. 

They have also concluded that applied artists operate in a problem solving mode 

while fine artists function in a problem finding manner. This discovery is 

significant to this thesis because Mr. Solovino is an applied artist working in 

graphic design and Getzels & Csikszentmihalyi's conclusion implies that he 

would operate in a problem solving rather than a problem finding mode. 

Erickson (1979) states the popular conception of the artist is a romantic 

one. "The artist is stereotypically seen as a person who acts irrationally, 

emotionally and intuitively" (Erickson, 1979, p. 11). Cheatwood's (1979) 

research suggests that artists do not precisely fit into the general consensual 

structure of the greater society and that they have a greater reliance on their 

own self image and their own definition of reality. 
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The artist does not use socially accepted conventions as a base for 

building his/her self image, reflecting the extra degree of disassociation 

from worldly concerns and the social solitude of the creative personality. 

(Wilson, 1964, p. 7) 

Thus, the artist's concept of self is characterized by non-integration and 

contradiction; that is, "in artists no pattern of consensual progression evolved" 

(Cheatwood, 1979, p. 18). 

Regarding the artistic notion of self. Burke (1988) has found that for the 

artist to open himself or herself up to the full range of sensation it is necessary 

to "avoid the restriction imposed by a single, consistent self definition and 

approach" (p. 183). This would imply that the artistic identity is essentially an 

absence of limitations and that such freedom, such absence of control, may be the 

necessary ingredient of the creative personality. 

The status of "artist" is conceptualized such that illegitimate actions 

(behaviors which violate the shared but essentially unstateable basis of 

human behavior) are seen as inherently necessary for the proper 

execution of the expectancies of the role artist as institutionalized 

stranger thus the ideal or purpose of art as an institutional form seems to 

be to directly challenge the institutional forms of the society. (Cheatwood, 

1979, p. 26) 

Such an institutional form would be the university. 
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Creativity is another quality most frequently associated with artists and 

artist behaviors. The work of Amabile (1982) has sought to define (artistic) 

creativity in terms of process and product. Her work concludes, 

the qualities of novelty and appropriateness differentiate creative from 

uncreative products. The definitions of the creative product or response 

(are) that it must be unusual, statistically infrequent or completely 

unique, and it must also be correct in the context of the problem or 

audience to which it was addressed, (p. 999) 

Jacques Barzun (1978) states that deep contemplation or "naked thinking" (p. 

110) is a necessary component of creativity. 

Birg & Peterson (1985) conclude that visual artists consider themselves to 

be their own source of creativity and that creativity is a psychological urge, 

compulsion or yearning. 

The research of Harris, Perricone, and Smith, (1988) shows that artists 

tend to have self images which are androgynous in terms of sex stereotyping, 

while at the same time, they see other artists in general as relatively more 

masculine. The researchers have also proven that while artists tend to view their 

colleagues in favorable terms, they view themselves significantly more favorably, 

confirming the popular notion of the artist's great ego. 

Hassler's (1990) work in the area of hemispheric lateralization confirms 

Seley's implication that one is or is not an artist. A study of the functional 

asymmetries of the brain (left and right lateralization) in artists, musicians and a 
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control group (of both genders) concluded that the right hemisphere is the 

portion specializing in spatial processing and that the relationship between 

lateral dominance and cognitive variables was influenced by sex, musical abilities 

and the ability to paint. Ms. Hassler also concluded that female painters were 

superior to male painters in the verbal fluency measure. 

If a summative statement is to be drawn from the information above 

concerning the nature of the artist, it will have to conclude that the artist is an 

androgynous, antisocial, creative, egocentric, eccentric, emotional, intuitive, 

irrational, non-consensual, problem finding, right brained and rebellious loner. 

That such persons can teach at all, much less within the structure of the 

university, seems a miracle. 

Artists as Teachers 

Before entering into a review of the literature on artists as teachers, it 

seems appropriate to offer a definition of teaching. Schwab's heuristic of the 

commonplaces of teaching offers such a definition: "for teaching to occur, 

someone (a teacher) must be teaching someone (a student) about something 

(the curriculum) at some place and some time (the milieu) (In Smith, 1991, p. 

26). 

Much of the literature for this review on artists as teachers comes from 

professional teaching artists' reflections on their careers or from their research 

into the teaching artist. 
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The earliest texts on visual art education were "recipe books of art" 

(Raleigh, 1972, p. 421). Initially, teaching and learning in art was an 

apprenticeship that involved no more than the imitation of a master craftsman 

who had perfected an imitative and iconographic style. The criteria for 

becoming a master artist and thus gaining admittance to a guild was the 

production of a qualifying example of the artist's knowledge and skill, quite 

literally~a masterpiece. Little has changed in visual arts teaching from the 

medieval era to today as evidenced in the language of the qualifying titles 

Master of Fine Arts and Master Craftsman. Visual arts teaching, especially on 

the graduate level, is still directed toward the production of the qualifying 

master(ful) piece(s) of work. 

Griff (1960) has noted that "art in the sense of a process and product, is 

socially valued; art as an occupation is not" (p. 220) and "no one wants his or her 

child to become an artist" (p. 221). The artist's life can be financiallyly insecure 

when no other means of income, save for art sales, is available. What a position 

as a teacher of visual art can offer the artist, then, is an appealing form of 

financial security. 

Using artists as teachers (of art) assures that the student receives 

instruction from one who knows art. 

We need scholars in a university because students are given their best 

chance if they learn philosophy from philosophers, sociology from 

sociologists and not from historians or appreciators of philosophy and 
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sociology, so they have their most real introduction to the arts from 

artists, not from historians or appreciators of the arts. (Smith, 1963, p. 69) 

Larrabee (1970) makes a case for the arts and the artist as a necessary 

element in the culture of the university. He feels that the university artist must 

function effectively and simultaneously in the role of artist, teacher and 

researcher. Larrabee points out how artists have historically functioned as 

agents of social change while the role of the university has been that of "staffing 

revolutions" (p. 45); that is, training "agents of social change" (p. 45). In this 

endeavor, the artist and the university are like-minded. He also describes the 

university artist as an educator of popular taste, one who encourages aesthetic 

development in the students who may become what Robert Frost has referred to 

as the great audiences of the future. 

Getzels and Csikszentmihalyi (1976) found that through the formal 

encouragement of grades and signs of approval, artist teachers have the potential 

to confirm some students in their purpose (of becoming artists themselves) while 

discouraging others from it. They also caution that "because the artistic role is 

so fragmented, the teacher's criteria of selection vary depending on the 

specialized function that the student intends to pursue after graduation" (p. 73). 

Kamys (1976) sees visual art teaching as a continuing opportunity to 

learn, "And to this day I say to my students on the first day (of class). What 

will you teach me? I think this (teaching) is the most influential aspect of 

anyone's life, I don't just mean the teaching; I mean the receiving..."(p. 86-7). 
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The printmaker Pozzatti (1976) describes the role of the artist teacher as, 

"My job is to bring out what I consider to be some of the individualistic qualities 

of each student (p. 114). "Sometimes I think the greatest thing I feel that I've 

done for some of the students is to really find what it is that they can say better 

than anyone else can say" (p. 115). 

like Kamys, Altman (1976) sees teaching as an interplay of ideas 

between student and teacher. He also confirms how one's experience as a 

student influences one's pedagogy and how great artistic accomplishment is no 

indication of teaching ability. 

My own experience at art schools was pertinent. Sometimes I worked 

with teachers of reputation who had little to offer as teachers; they were 

competent artists but never really gave to the students. And sometimes I 

worked with people who were not known but had an approach that was 

understanding [sic] and very helpful to me as a student, (p. 15-6) 

Altman does not believe in a democraqr of talent; students come with varying 

levels of skill and intellect that no amoimt of good teaching can surmount. 

A recurrent theme concerning the artist as teacher is that of verbal acuity 

and eloquence. Wright (1985) among others feels that art teachers must learn to 

be eloquent as well as accurate in their discussions of art so that they can defend 

the visual arts in (to) society and in (to) education. He also describes "teaching 

as balancing act" (p. 41) that matches the appropriate action to the student's 

skills. "This balancing act must change in dynamic dyachronic interaction 
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between the student's emerging skills and the increasing complexity of the action 

system" (p. 41). 

Wilson (1985) stresses the importance of artist teachers knowing content, 

distinguishing between knowing something and knowing about something (p. 87). 

Smith (1991) echoes Wright's (1985) caveat that artists must be able to 

communicate their knowledge effectively. His research into Kokoschka's tenure 

in the Schwarzwald school in Vienna revealed that Kokoschka did have a 

problem articulating his ideas about his own art. "Despite an inward creative 

fire, the artist may simply not be able to put into words what he or she knows 

about art, or it may be too idiosyncratic or special a knowledge to be 

generalized for use by others" (p. 246). like other artist teachers, Kokoschka 

preferred not to work with the untalented yet ultimately did have a positive 

effect about helping everyone to learn art. Smith feels that the artist as teacher 

has a natural "anti-pedagogical bias" (p. 247). He describes how one artist as 

teacher realized that "I am learning all the answers, I'm becoming an educator, 

not an artist. I am no longer qualified to carry out the purposes of this program" 

(p. 247) Le., artist-in-the-school. 

Virginia Commonwealth University's Noonan concurs with Kamys and 

Altman (1991) that artists as teachers never really cease being students. He has 

concluded one's own artistic work is inseparable from one's teaching and that 

(his) visual arts faculty think of themselves more as artists than as teachers. To 

remain effective as teachers the faculty must stay active as artists because that is 



61 

how learning takes place in the arts; problems are solved by thinking and doing. 

Dr. Noonan has offered the most compelling statement concerning the artist as 

teacher, a statement that can serve to summarize the essence of artist as teacher. 

'Unless he has made his craft obtainable to students, he is not an excellent 

teacher" (1991, p. 6). 

Graduate Teaching Assistants 

Many Masters of Fine Arts candidates function as graduate teaching 

assistants and consequently as visual arts Foundations teachers in several 

universities nationwide. Although they teach much of the same material that 

established faculty do, theirs is a distmct teaching milieu because they are visual 

art students who are also students of teaching. Noonan (1990) argues that all 

artists are students for life but in the case of the GTA, this connection is more 

acute. 

Raphael and Rosenblum (1989) have discovered that students come to 

graduate school with well developed attitudes about self and society. Given the 

opportunity to teach, GTAs genuine engagement with the field of instruction 

enables them to make use of these life experiences and skills and reach a fuller 

understanding of student populations and the university community. Many of 

these life experiences and skills come directly from their current tenure as MFA 

candidates; learning from this arena is transferred into their teaching behaviors 

in the Foundations classroom. One might say they teach as they are being 

taught as opposed to only teaching how they were taught. 
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Data from a GTA teaching field study executed in conjunction with the 

study of Mr. Solovino revealed this bit of information from the GTA under 

observation, Sinead Mahoney. She offered the following concerning the 

influence of her student experiences upon her Foundations teaching, **1 don't 

harass my students about the content of their work like they do to us in (MFA) 

critique. I could never be that oppressive." What has been revealed here is that 

Ms. Mahoney crafts her teaching behaviors directly from her current student 

(MFA) experience. She not only decides what is appropriate but what is not 

appropriate. 

Egan's (1989) work into GTAs confirms Ms. Mahoney's critical behavior, 

stating that graduate students must adopt a critical perspective on life; a 

perspective formed and manipulated by a certain academic discipline, in this 

case the visual arts. Thus, GTAs individual and disciplinary perspectives 

resonate in the curriculum. 

Salmon and Grizer (1990) studied the use of liberal arts subject matter in 

the studio classroom; their research has shown that applied artists (Mr. Solovino 

is an applied artist) and female artists are more likely to incorporate liberal arts 

into studio curriculum. GTAs are also more likely to incorporate such subject 

matter than older tenured faculty. The research concluded that younger faculty 

used liberal arts more extensively and the level of liberal arts use declined 

substantially for full time faculty as length of tenure at their current school 

increased. This information has serious implications for the visual arts as part of 
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the institution of the university. Most GTAs are the product of university and 

college undergraduate programs, programs whose orientation is more toward 

liberal arts education with its emphasis toward practical training than a fine arts 

school. Again, the GTAs teach as they were and are taught; if liberal arts were 

an important portion of their education, they comfortably integrate it into their 

curricula. 

GTAs are students and faculty simultaneously, making GTAs and their 

students more alike than different. Noonan (1991) feels that words like "student 

and teacher connote superior and inferior caste systems" (p. 3). The GTAs' 

state of studenthood puts them "on the same side of the desk" (p. 6) with their 

students because both are making art and experiencing a visual arts education. 

Noonan feels that art is the strongest common denominator that GTA and 

undergraduates share because without their art, students have no way to leam 

and the GTA nothing to teach. 

The empathetic connection between GTA and student is a very strong 

and positive one. "...When older pupils are asked to teach younger ones-as has 

happened many times in history-their success is often remarkable. They 

understand the difficulties they themselves have undergone, just as the good 

teacher does" (Barzum, 1991, p. 6). 

Perhaps one of the most important things to consider concerning the use 

of GTAs as teachers is that for many students GTAs serve as their initial contact 
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with a professional artistic role model and as such, GTAs are often solely 

responsible for which students do become artists (Lund, 1991). 

University Visual Arts Teacher Education/Training 

How (and if at all) visual artists are prepared for the prospective role of 

teaching in the university is crucial to both the quality and the survival of the 

visual arts in higher education. 

As early as 1928, Wallas outlined the 4 stages of the inventive or creative 

process. 

1. preparation 

2. incubation 

3. illumination 

4. verification 

Dr. Wallas' discovery could provide an excellent framework for visual arts 

teaching if prospective visual arts teachers were only made aware of the system. 

Breaking the inventive process into stages allows the visual arts teacher to 

better understand the cognitive progression from idea to artifact. This provides 

the teacher with a system for determining in which stage of the inventive process 

a student might need more encouragement or guidance. Mr. Solovino has stated 

that: 

Some students need help getting started while others get stuck in the 

middle and some others don't know when they're finished. You have to 

know when to step in and help them. And then there are some you just 
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have to leave alone until they ask you for help. (Solovino, personal 

communication, 1991) 

His observations of student behaviors reflect Wallas' theory of the inventive 

process. In Drawing on the Artist Within Betty Edwards (1986) uses these 

stages of invention as a pedagogical tool in developing her teaching. 

Whether it is through adopting a cognitive system for pedagogy such as 

Wallas' or the writing of a popular drawing text, visual arts training and visual 

arts teacher training need to be professionalized. Larrabee (1970) advocates 

defending and protecting the arts by professionalizing them and basing them, not 

unlike other professions, in advanced university training where they will 

participate in activities having scholarly and intellectual substance. "Professorial 

training of any kind can always be pushed forward by political pressure from the 

constituency the (university system) which hungers for its products and, in effect, 

guarantees them jobs" (p. 48). He goes on to say that: 

There is much to be said for playing the game by the existing rules-that 

is, for defending the arts by professionalizing them by basing them as 

other professions have been based in advanced university training, and by 

nourishing their scholarly and intellectual substance to match that of 

other disciplines, (p. 49) 

Judith Adler (1976) agrees with Professor Larrabee and adds that the arts 

are not difficult to professionalize. Embedding the arts in bureaucratic work 

settings like the university will further their conventional professionalization, 
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since it will encourage and eventually demand restricting positions only to 

persons who have completed a prescribed course of training. 

As it currently stands, the MFA is that prescribed course of training. 

The university is, however, a milieu which has traditionally valued scholarship 

above aU other activities. Consequently, "the creation of art has suffered the 

same taint of vocationalism and faced the same initial difficulty in gaining 

acceptance as a legitimate academic pursuit as the laboratory sciences did during 

the nineteenth century" (Alder, 1976, p. 48). 

If college and university programs are becoming significant channels into 

the elite sectors of the art occupations, it is because they...increasingly 

control access to the occupation of academic teaching. High proportions 

of university educated artists seek academic positions when they 

graduate... making the possession of academic credentials all the more 

crucial in the competition for one of the few available sources of secure 

employment-university teaching, (p. 47) 

College education is therefore a perceived good for artists and non artists 

alike and, as Adler has pointed out, a prerequisite, with rare exception to 

employment in the university. Seley (1976) confers with Adler's position yet 

warns that artists need a liberal arts education and a thorough education in the 

visual arts; that the education for an artist and a non-artist consists of, at a 

certain point, "a different language" (p. 151). He states that only trained visual 
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artists should teach art "not Ph.D.s who believe in some kind of a dogma of art 

education" (p. 151). What Professor Seley fails to mention is the necessity for 

some sort of training for those artists who wish to teach professionally in the 

university other than the traditional MFA coursework with its liberal arts and 

studio emphases. 

Altman (1976), however, sees the limitation of the traditional MFA for 

university visual arts teacher preparation. He finds "the candidates with their 

masters degrees just getting jobs," problematic because "they've just been taught 

and they start teaching, and there's nothing that they're teaching from, no real 

on-their-ownness, no [teaching] experience" (p. 29). 

In The Maturing of the Arts on the American Campus: A Commentary. 

Jack Morrison (1985 ) acknowledges that "the degree credential (MFA) has been 

confused with artistic or teaching competence" (p. 52), but reciprocally warns 

that the over-academization of art adversely affects the arts as well. The result 

of this over-academization of art is teaching an art that is more conceptual, more 

idea oriented and less concerned with form and that is "capable of thinking art 

as object right out of existence" (p. 52). What he has stated is the age old rift 

between theoiy and practice and the resistance to inclusion of pedagogical 

training in the MFA curriculum. 

There is a difference between training an artist and educating one that 

exceeds the semantics of the statement. 
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In many art disciplines, especially in the visual arts, subject matter 

instructors do not have training which addresses instructional methods. It 

was suggested that an examination of the acceptability of subject specialty 

masters degree [ex: MFA in studio art] as a terminal degree in higher 

education ought to be reexamined. (Detmers, 1985, p. 114) 

Conclusions by members of the national symposium on Teachers in the Arts 

were that university art teachers must have a broad liberal arts education, 

extensive visual arts training as well as training and experience in higher 

education teaching methods and practices and be knowledgeable "where the 

wisdom of the world can be found" (Mooney, 1985, p. 116). 

Kneiter (1985) suggests including social anthropology classes for studio 

teacher training. MFA candidates should be required to personalize their 

curriculum and learn to think in another discipline to expand their intellectual 

abilities. This might be done by taking courses in algebra, philosophy, physics, 

engineering or any other discipline that is usually not included in the MFA 

program. He feels that successful visual arts teaching requires global literacy 

knowledge because arts are now taught on a planetaiy scale. 

There are parallel processes between classroom learning and the prior 

of university visual art teachers; therefore, such teacher training needs to address 

what constitutes a valid learning process in the Foundations classroom (Martin, 

1985). These learning constituents must be incorporated into teacher training 

because a great part of the teaching process is the educated vision. 
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Zeichner and liston (1987) advocate the preparation of university 

teachers who are willing to assume more central roles in shaping the direction of 

the departmental environment by encouraging teacher education programs that 

encourage self directed growth of prospective visual arts teachers and thus, 

promote their full professional development. Such programs indicate fostering 

personal, professional and pedagogical reflection in the Deweyan sense to mean 

"the active, persistent and careful consideration of any belief or supposed form 

of knowledge in light of the grounds that support it and the consequences to 

which it leads" rather than established routine, again in Dewey's definition as 

action guided "primarily by tradition, external authority, and circumstance as a 

methods of doing so" (p. 26). Reflection rather than routine and custom should 

guide visual art teacher education. 

Reitman (1990) considers teaching to be an art suggesting that the way 

teachers are trained should be altered accordingly. Reitman also sees a parallel 

between teachers and creative artists advocating that teacher training should be 

organized according to principles employed in educating artists. 

Salmon and Gritzer (1990) underline the relationship of the mental to the 

manual components of artwork that has been important to the development of 

artists and the training of art teachers. Consequently, the process of making 

meaningful connections between these components in the training of artists 

requires conscious effort to achieve the desired integration as well as practice in 

verbalizing and effectively communicating said integration. 
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In the end, one can conclude that teaching is a highly subjective endeavor 

embodying paradox and mysteiy and generating much debate as to its 

constituent elements (Reitman, 1990) and that the topic of university teacher 

training/education is equally paradoxical, mysterious and contentious. 

Nevertheless, ideas, methods and structures for the education of future university 

arts teachers must be created to provide not only practical and intellectual but 

pedagogical experience for those entering into the field: experience that exists at 

that point where art making, art thinking and art teaching intersect. 

Practicum 

The teaching practicum might be one arena where art making, art 

thinking and art teaching intersect. 

Nearly 22 years ago, Eric Larrabee (1970) put forth the proposition that a 

university art department should be run like a teaching hospital with its 

component of practical apprenticeship and professional-on-site training. Like 

novice doctors, novice artist-teachers would accompany an established faculty 

member on his or her rounds observing how that faculty member operated in 

living laboratories (classrooms). Supervising visual arts faculty would, like their 

medical coimterparts, ask students to assess and diagnose various situations and 

often handle patients (students) on their own but always under supervision. 

Such a system would offer the novice artist-teachers an opportunity to practice 

what they have learned and would serve as a practicum. Learning to teach is 
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like learning to make art; it requires an engagement in the process, and field 

practicum is a venue for such praxis. 

Garland (1983) argues against the traditional technique of complete 

immersion into teaching for the novice university teacher trainee (or GTA) and 

suggests that a graduate teaching assistantship should be approached like an 

apprenticeship where apprentices are granted gradual autonomy as they 

demonstrate teaching competence and gain teaching experience, like Larrabee, 

Garland makes a case for a creating a teaching practicum to serve as an arena 

for acquiring practical teaching knowledge and argues for the value of 

knowledge acquired in such an environment. 

In the field of engineering all firms know that the first two years of work 

represent the learning phase, such as residencies in medicine or clerkships in 

law. Kneiter (1985) thinks it advisable to consider some form of teaching 

apprenticeship at the master and doctoral levels. "The practice of providing 

increasing (teaching) responsibility under supervision (the practicum) allows for 

appropriately placed maturation of the professional" (p. 70) because the terminal 

degree alone is not enough. Universities who have such practicum programs "do 

make a difference" (p. 70). 

Zeichner and liston (1987) propose that the milieu of the practicum 

program be inquiry oriented rather than traditional in relation to authority 

relationships between GTAs and Foundations supervisors. There should be 

opportunities for independent decision-making by GTAs, because it concerns the 
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education of their Foundations students for who best but the responsible GTA 

knows the context of his or her particular class? The two proposals by Zeichner 

and liston currently exist as components of Professor Nash's Foundations 

practicum structure. They also feel a practicum program should experience 

continuous self renewal through an ongoing re-examination of its "curriculum, 

organization, pedagogy and authority relationships based in experiential 

knowledge, research and evaluation" (p. 28) that work toward its progressive 

improvement 

Working from the ideas of Gregory Bateson, Kobayshi (1988), like 

2^ichner and Uston, sees the teaching practicum as a self regulating system 

based in feedback and information theory (cybernetic systems). Bateson in 

Naven (1958) as cited by Kobayshi (1988) interpreted certain rituals in the 

latmul culture as: 

Self corrective processes that reversed the degenerative pattern which he 

called schismogenesis-a term that anticipated the notion of positive 

feedback in the cybernetic view of self-regulating systems. Bateson noted 

that individuals within a system could leam about the processes and 

introduce corrective change into a runaway system that was leading to 

destructive consequences. (Kobayshi, 1988, p. 347) 

GTAs are like Bateson's latmuls because as individuals they are learning about 

learning within a system and introduce corrective change or affect 

schismogenesis in their dealings with one another and their students in the 
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context of the Foundations practicum and classrooms. In opposition to Dewey's 

idea that all thinking must be practical in the end, Bateson emphasized searching 

for "the insights of art" (p. 350) that come from using the total mind and the 

integrated (whole) self. Teaching practicum offers GTAs the chance to operate 

in Bateson's milieu called an ecology of the mind (ecology defined here as a 

complete and fimctioning living system) using their total experience and mutual 

positive feedback in the form of student performance critique and shared field 

experience. 

McDonald (1989), in his critique of Schon's (1987) book Educating the 

Reflective Practitioner feels that professional practice is leamable under the 

conditions of the reflective practicum (p. 254). He describes the ideal teaching 

practicum as the opportunity for beginners to leam by doing and reflecting in 

the presence of a coach who is experienced in the intricacies of doing and 

reflecting. Schon suggests the term 'coachable' as more appropriate to teacher 

education than the term 'teachable'. The focus of a teaching practicum should 

be less on performance and more on th[e design of performance and there 

should be a parallel between practicum and the activity it coaches. 

McDonald states that practicum is more effective if the parties involved 

in it are at various career stages rather than at the same stage. This implies that 

faculty, "master GTAs", inservice GTAs and pre-service GTAs alike all 

participate. McDonald suggests that a reflective practicum in teacher education 

differ in significant respects fi-om the convention of student teaching. What is 
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wanted is some means of doing so that does not overwhehn the beginner's 

critical perceptions and innovative inclinations. Rather than total inunersion 

without support, he suggests a year long paid internship supported by a system of 

multiple mentors within the school and a network of peer interns outside the 

department and perhaps other disciplines. 

And like Bateson and Kobayshi before him, McDonald views the teaching 

practicum as "reciprocal reflection in action" (Schon, 1987, p. 254) that involves a 

willingness to investigate the other's frame of reference, to reflect not only on 

the work of practicum, but on the other's descriptions of the work and on the 

other's reactions to those descriptions. 

The research of Raphael and Rosenblum (1989) finds that the expression 

of difference in field practicum (teaching) was generally perceived to strengthen 

both student practice and the student instructor relationship. "An open 

expression of difference led to desirable outcomes. Such differences are a 

natural part of learning" (p. 115). These findings concur with Nash's 

encouragement of GTA's creative and individual interpretation of the syllabus 

(Foundations Mission Statement, 1991) and Bateson's (1958) notion of 

schismogenesis and Schon's (1987) "reciprocal reflective action" (p. 254). 

Instructors need to demonstrate the belief that philosophical, curricular and 

epistemological differences are normal and healthy and ultimately useful in the 

educational process; thus instructors should encourage expression of difference 

in the teaching practicum. 
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Perhaps one of the best reasons for having a teaching practicum is Egan's 

(1989) notion that The faculty must represent and implement the collective 

judgment of its profession as the best means of reproducing itself' (p. 201). In 

the sense of practicum this guarantees the discipline's continued existence as 

well as a supply of those who can successfully perpetuate the existence. 

The recurrent themes of the literature on teaching practicum are that it 

offer an arena for guided practice and that it reflect on the nature and the 

design of teachmg performance. Reflection whether done as an individual, or as 

part of a group, seems the key issue in learning to teach. 

Reflective Teaching 

Reflective epistemology is constructivist; meanings are reciprocal and 

constructed not only contextually but in relation to the cultural whole. 

The human being is able to reflect on a situation, and then act on that 

reflection, and as a consequence culture becomes constructed on the basis 

of that reflection. The culture, in turn, also shapes the ways of perceiving 

and acting of those [participating] in it. (Bateson as cited in Kobayshi, 

1988, 

p. 353) 

Thus, culture and meaning are interactive and continuously form and reform one 

another. In his famous text Art as Experience (1934), educator John Dewey 

states: 
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The material of aesthetic experience...is social. Aesthetic experience is a 

manifestation, a record and celebration of the life of a civilization....It is 

produced...by individuals [who] are what they are in the content of their 

experience because of the cultures in which they participate, (p. 88) 

Sevigny (1984) echoes Dewey's sentiments on contextually bound and socio-

culturally constructed meaning. His research in this area illuminates the 

difficulty in translating visual into verbal (and vice versa) learning exchanges by 

classifying the various steps through which such learning can occur. He points 

out how language, too, is contextually bound and culturally constructed especially 

in the studio environment where visual experiences must continually be 

verbalized and such translations are frequently idiosyncratic. 

Fichter's (1991) statement "Culture begets its own language, which in turn 

begets the evolving layers of that culture" (p. 2) compresses the ideas of Bateson, 

Dewey, Sevigny, and Kobayshi concerning the role of reflexitivity in studio 

teaching. 

Contextual classroom meaning is constructed by and as a result of the 

particular classroom culture; aesthetic experience is social and derived from its 

constituents, i.e., artists and students who construct esoteric yet universal 

epistemologies using visual and verbal symbols. 

University Visual Arts Teaching 

Unlike the previous topic "artist as teacher" which was a typology of 

university visual arts teacher education/training that addressed how artists are 
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prepared for the role of teaching, university visual arts teaching is more a 

taxonomy of how research defines university visual arts teaching. 

It seems fitting that any discussion of visual arts teaching begin with John 

Dewey (1934), a man who assigned the visual arts status as a cognitive process. 

It is by way of communication that art becomes the incomparable organ 

of instruction, but the way is so remote from that usually associated with 

the ideas of education, it is a way that lifts art so far above what we are 

accustomed to think of as instruction, that we are repelled by any 

suggestion of teaching and learning in connection with art. But, our 

revolt is in fact a reflection upon education that proceeds by methods so 

literal as to exclude the imagination.... 

Dewey's description of teaching in the visual arts as imaginative thinking has 

been established as a paradigm of visual arts pedagogy and is echoed in the 

work of most subsequent scholars in the field. 

Arnheim renamed this imaginative thinking visual thinking, a term that 

has entered into the vocabulary of art education. Shaeffer-Simmem (1970) saw 

visual thinking as a process by which we might contribute to all cognitive and 

intellectual growth. He felt that the entire field of mental comprehension was 

dependent upon some type of structure (p. 80). For artistic development and, 

subsequently, visual arts teaching, this structure includes general perceptual 

structures (Eisner), psychological structures (Hochberg), functional structures 
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(Gibson), cognitive structures (Schaeffer-Simmem), and physiological structures 

(Sherman) (p. 80). 

like Dewey, Amheim and Shaeffer-Simmem before him, John Roush 

(1970) views the visuals arts as a cognitive process. Visual arts students often 

harbor a romantic notion of artistic self expression that ignores the necessity for 

hard work and discipline. He argues that students suffer if they are taught and 

consequently come to accept the implication that there is a distinction between 

art and serious thought. Regrettably, this notion is often implicit in the attitude 

academic institutions have toward the arts and is echoed by administrative 

procedures or instructional dogma. Artistic endeavor is regarded more as play 

than disciplined inquiry but the pursuit of art is a disciplined inquiry; it is the 

acquisition of visual knowledge and must be taught as such. 

For Roush, the visual arts may serve as a tool for understanding tradition; 

visual arts teachers can help a student in this time of cultural impermanence, 

where fantasy and material or environmental reality are blurred, to make 

personal and meaningful choices. With proper pedagogical guidance, the arts 

can function as a method to make the past accessible to the student that 

encourages the development of cultural self understanding and the making of 

intelligent and thoughtful choices that also are forms of responsible self 

expression. He emphasizes the need for beauty in our processes and events and 

stresses a conscious aesthetic pedagogy. 
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For Raleigh (1972), "The purpose of formal education is to accelerate the 

process of selecting correct actions and reduce the enormous waste of 

committing error" (p. 424). In reference to university visual arts teaching, this 

would imply teaching a right and wrong way of art making. His ideas are 

contrary to more accepted notion that art teaching and learning are more 

qualitative, subjective and intuitive. 

Professor Kamys (1976) feels the university is designed primarily for the 

student (p. 93) inferring that visual arts teaching is a student-centered activity. 

Eisner (1979) reiterates the notion that the visual arts are a cognitive 

process, "...what we are seeing when we see artists work-...in the studio and in 

the classroom~is not the absence of rationality and intelligence, but the ultimate 

manifestation of its realization." 

Madeja (1985) reveals how James Gibson's theories of cognition and 

aesthetic perception have implications for university visual arts teaching. Gibson 

(1988) advocated a controlled progression of problematic situations and skill 

development tasks that relate to drawing and design activities in the classroom 

(p. 79). 

The characteristics of a master teacher and, therefore, the requisite 

behaviors and components of masterful university visual arts teaching are 

defined by Kneiter (1985) as: 

1. expertise in subject 
2. commitment to the discipline 
3. interest in the student 
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4. firm but fair standards which are always challenging 
5. sense of humor 
6. flexibility 
7. continuing professional development (p. 70). 

Echomg Kneiter's definition of master teacher is Miller (1985) who feels 

teaching in the arts requires a deep personal involvement from the teacher that 

reflects optimism and a joy of doing. He stresses the importance of university 

visual arts teacher as role model as well as the value of genuine instructional 

enthusiasm. 

Morrison's (1985) view of visual arts teaching is that it "teach the route 

towards [sic] development of the coupling of maximum freedom with maximum 

discipline" (p. 84). 

Becker (1989) has found that student work at the undergraduate level 

often lacks depth and analysis. She states "They [students] are not told that the 

thinking process must be as thorough, and may take as much time, as the 

physical execution of a work" (p. B2). 

McDonald (1989) describes teaching as knowing in (and through) action. 

Effective teaching is not [just] the application of curriculum, but the continual 

invention, reinvention and improvisation of curriculum. 

In his 1989 Reston Prize article, Charles Stroh reveals that university art 

departments have paid too little attention to integration and sequencing of 

content in the curriculum. The impact on arts education of the combination of 

Lowenfeld, abstract expressionism and sociocultural trends has been affective 
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Avith methodology becoming more important than content and process more 

important than product. Limits have been set by the individual and authority 

imposed from outside was not generally welcome. 

like McDonald's knowing in action, Fichter (1989) calls for a knowing 

through action. She advocates a return to direct experience in formulating arts 

curricula and teaching practices because praxis leads to an authentic aesthetic 

coherence that no amount of academic investigation can replicate. "Concepts 

become enfleshed by the act, a powerful testimony to the incamational aspects 

of both art and education" (p. 4). 

Stroh (1989) continues Itten's (1975) notion of "heightened awareness" (p. 

7) by advocating that the university devote attention to the cognitive dimension 

for the visual arts teaching, advising university visual arts teachers to pay close 

attention to content. University visual arts teaching should operate on that 

common cognitive ground where images and words are integrated combining 

context, content and form into the structure of learning. 

We are reminded once again of institutional prejudice concerning the 

visual arts in Kay (1990) who notes that the term nonverbal is used to describe 

all perceptual, spatial, and any figural subtests on the standard IQ (Intelligent 

Quotient) test used by many universities. Thus, the term nonverbal indicates an 

educational bias that implies a diminished and less valued form of knowing. 

Visual arts teachers must remind their students that perceptual, spatial and 

figural abilities are truly cogent forms of learning. 
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Reitman (1990) feels that there is a similarity in the visual arts and 

teaching. 'Teachers do best what all creative artists strive to do~organize their 

resources of talent and technical skill in the individual pursuit of a vision of 

perfectibility which they-not some external power groups-hold in their mind's 

eye" (p. 22). His notion of an individual vision of perfectibility implies that 

visual arts teaching is structured largely as the result of the particular artist's 

inclinations and is not administratively formed. 

In reference to the structure of visual arts teaching Moore (1990), like 

Stroh (1989), has concluded that experienced teachers impose an experiential 

structure to the content of a lesson, whereas novice teachers have mastered the 

content aspect of a lesson but not its structure. 

Depillars (1991) sees the instant and continuous feedback faculty give 

students in studio courses an essential component of university visual arts 

teaching. 

Noonan (1991) like Dewey, Amheim and Shaeffer-Simmem among 

others, sees art as a "way of thinking" (p. 3). University visual arts teaching also 

requires that the values and assumptions that students come with must be 

challenged and eventually superseded implying that teaching includes processes 

for doing so. He also argues that visual art teachers' artistic work is inseparable 

from their teaching. 

Katharine Cook (1991) recorded the following verbal exchange between 

Peter Selz, retired professor of University of California at Berkeley and curator 



of the Museum of Modem Art, New York and Peter Frank, independent 

curator, lecturer, critic and editor of Visions magazine. Their conversation has 

important implications for the method and ideology that underlie university 

visual arts teaching. 

Peter Frank to Peter Selz: "Why do you suppose that artists who are 

making it don't want to teach, as compared, to, say, musicians like Pablo 

Casals who considered teaching to be very important?" 

Peter Selz: "I don't think that you have that situation in Europe. I'm 

thinking about all of those hot assed German teachers, Baselitz, Hodicke. 

They have created whole generations of artists. Beuys taught. He saw his 

pedagogy as part of his art" 

Peter Frank: "Art in California currently has a greater (market) 

independence than in New York. I think this is due to the fact that there 

is greater artistic discourse centered around the schools. This is based on 

the two or three generations since the war creating a virtual tradition of 

teaching both at the art schools-but particularly at the universities" (p. 

81). 

Another visual arts professor from the University of California system, 

Fred Martin (1991) writes of the effect of the institution upon university visual 

arts teaching. He points out how the site for American professional art 

education has changed from the artist's atelier to the university professor's 

classroom. Concomitant with the change of site is a change in pedagogy and 
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content; firom a studio master (Bohemian artist) working in a single medium to 

the university with many professors and a variety of non-art subjects. The 

university itself has changed to the contemporary multiversity with its 

fragmented, technocratic tendencies that are contrary to the university, albeit in 

definition only, with its universalist, naturalistic goals. Professor Martin is 

concerned with how does this change of venue alter the character of what is 

taught and the student who leams it and the teacher who, in the future teaches 

it? 

Foundations 

Johannes Itten's (1975) Basic Course (1923) at the Bauhaus served as the 

foimdations for all further basic visual art studies by exposing students to the 

various media and techniques for manipulating such materials. 

The ultimate aim of any creative activity is building...no essential 

difference exists between the artist and craftsman, the artist is a craftsman 

of heightened awareness...but the basis of craftsmanship is indispensable 

to all artists. It is the prime source of all creative work. (p. 7) 

The obviousness of technical complexity and the appreciation of it 

constituted the substance of Foundations art training until the present time. 

Raleigh (1972) makes the following analogy concerning the Foundation portion 

of visual arts education. "Multiplication tables cannot be learned in any efficient 

way other than sheer repetition and accomplished drawing for the artist is only 

gained by the labor of, often dull, constant practice" (p. 421). His statement 
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implies that Foundations demands rigorous and often repetitive work to gain 

knowledge in the visual arts. 

The findings of Zeichner and Liston (1987) suggest a Foundations 

program should draw upon the existmg practical knowledge of the students, 

GTAs and experienced faculty alike, the knowledge flowing in and from all 

directions fortifying the Foundations experience and curriculum. 

According to Miller (1985) Foundations programs are the roots or basis, 

the "building materials for the creative life ahead" (p. 54). These programs need 

to include "essential investigation of sound drawing and painting techniques" (p. 

54), programs that are, for the most part, "conservative, speaking of established 

and workable truths and are necessarily observant of the past. 

Jack Morrison (1985) characterizes Foundations as the objective first 

phase of arts education, with phase two being more subjective. Once students 

have firm ground and a clear reference system established, they may move ahead 

and past Foundations into more experimental, less structured creative endeavor. 

Foundations must be constructed as a series of orderly and well disciplined steps, 

consisting of a sequence of projects that serve to hone student skills and 

perceptions. This sequence of projects is often necessarily attentive to what have 

historically constituted the canon of Foundations education. Why protect the 

canon? "Newness means little in and of itself, and total dedication to change can 

be self destructive especially in a group who have no firm grounding in the 

discipline" (p. 55). New foundations curricula should "distinguish between the 
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shallow vogue and the meatier stuff of content" (Miller as cited in Morrison, 

1985, p. 56). Strength for Foundations would derive from interdisciplinary unity 

for "institutional isolation" (p. 56) is debilitating especially in the university 

milieu. 

Hurwitz (1985) reminds his readers how visual art Foundation learning 

does not cease at the end of the freshman year; it becomes incorporated into all 

future artistic efforts and must therefore be viewed as essential to the student's 

future as an artist 

Charles Stroh (1989) indicates art is changing from a basically private 

activity to a more public one with emphasis on content and not methodology; a 

notion echoed in the recent Gablik (1992) lecture at the University of Arizona. 

Therefore, the teaching of content must be emphasized. To do this, he envisions 

a Foundations that parallels the structure and nature of Discipline Based Art 

Education (DBAE) with the emphasis on design education in art. Stroh calls for 

a common ground shared by studio and art education faculty alike, "where 

images and words come together" and the disciplines are integrated. 

Becker (1989) warns how the romantic paradigm of the arts has 

obfuscated the need for development of sophisticated, intellectual and emotional 

tools in visual arts education. To compensate for this anti-intellectual attitude, it 

is necessaiy to design and implement a rigorous Foundations curriculum that 

includes courses in art history, critical thinking, and social, cultural, 

philosophical, and literary history, taught in sequence and at the same site 
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(Lund, 1991). A rigorous Foundations emphasizing the cognitive nature of the 

visual arts would provide art students with the tools to place themselves and 

their work within the cultural and intellectual continuum. 

And finally, Barzun (1991) in his volume Begin Here makes this 

observation concerning the nature of Foundations education: 

Is there something which is to the arts what arithmetic is to the higher 

mathematics, what reading and writing are to literature and all other 

written discourse? Drawing serves all the arts and crafts that consist of 

making visual patterns. The photographer and film maker work with 

design as much as the sculptor, architect, scene painter, weaver, jeweler, 

or dressmaker. What is more, the rudiments are equally useful in the 

sophisticated and in the popular form of every art. (p. Ill) 

Foundations are then the practical roots of all the arts. The special use that 

each art makes of these fundamentals varies indefinitely and the school cannot 

begin to teach all of the applications but a cogent Foundations program can 

serve to open the way to the full range of later individual interest by 

concentrating on the root disciplines. In other words, Barzun urges that 

Foundations be comprised of the basics in art "the teachable-what can actually 

be taught, the common ground of mental and physical activity that is the 

foundation of all self development, self-expression, and self-satisfaction" (p. 111). 

He, like Raleigh, Miller and Morrison, cautions that learning these basics 

can be tedious. "Developing a genuine interest in a subject comes only after 
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some drudgery, and only when the learner gets to the point of seeing its order 

and continuity, not its intermittent peaks of excitement" (p. 44). 

Curriculum 

Visual art curriculum should be structured to include a method of inquiry 

that addresses the imknown. Ackerman (1970) writes: 

One deficiency of training in the Bauhaus tradition has been the setting 

of problems that have pre-established solutions or a restricted range of 

solutions known to the instructor but not to the student, so that 

investigation becomes constricted and precise search for the known rather 

than a penetration into the unknown, (p. 74) 

His notion concurs with the research of Getzels and Csikszentmihalyi (1976) that 

true creative endeavor is a problem finding rather than problem solving process. 

Altman (1976) advocates that visual arts curriculum consist of "as much 

professional education as one can possible give to the student and fulfill the 

maximum requirements of general education" (p. 29). He does not, however, 

specify how this might be done or which courses would comprise this curriculum. 

Wright (1985) feels that all curricula should be seen as evolving and all 

programs should be subjected to an intensive review at least every five years. A 

curriculum must be based on up to date knowledge of the learner thus cognitive, 

developmental and motivation theory must be integrated into the arts 

curriculum. 
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Morrison (1985) concludes that in the visual arts the artist is the 

curriculum and ultimately controls student mastery of the subject and maintains 

creative controL 

In his discussion of curriculum, Knieter (1985) notes the importance of 

the teacher by stating that before the curriculum can be changed the first change 

must occur within the teacher himself or herself and involve a 

reconceptualization of the curriculum that is free of the (previous) stereotypical 

thinking). Cox's (1984) research into visual art faculty's attitudes toward 

instructional innovation conclude that new faculty, i.e., GTAs are more likely to 

initiate such change. A curriculum must be interdisciplinary and include art 

studio, art history, art theory, art education and a study of the philosophy and 

p^chology of the discipline and the learner. 

The work of Zeichner and liston (1987) insists a curriculum should 

reflect in its form and view of knowledge as socially constructed rather than 

given, implying that it be reflexive rather than received. GTAs should not be 

passive but should actively respond to and criticize the concepts that underlie the 

program and its curriculum. They should use conceptual tools to understand and 

alter their actions in the classroom and their structuring of knowledge. 

Charles Stroh (1989) feels the distinction between the applied and fine 

arts is artificial as is the separation of art histoiy and studio arts; these 

separations serve only to further fragment and confuse the structuring of visual 

arts content Curriculum must be constructed to blur any epistemological 
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distinctions; a substantial curriculum is one that integrates the word and the 

image. 

For Sullivan (1989) curriculum is the pivotal link between theory and 

practice. All stages of curriculum contain stages of uncertainty-uncertainty in 

the Heisenbergian sense, where randomness and chance are physical 

phenomena. In the case of teaching, the uncertainty principle reflects the reality 

of the practice of teaching. Sullivan suggests that teachers accept and 

incorporate this phenomenon into their theories and methodologies. The 

uncertainty principle also implies that the cognitive processes in the arts are not 

linear and are thus "chaotic," placing artmaking at the core of the art education 

process. 

Fichter (1989) agrees with Sullivan's notion that artmaking is the core of 

the art learning process by stating: "A curriculum is a system and the nature of 

the system should grow out of that which is being systematized" (p. 4). 

Curriculum, then, should be predicated upon the nature of the visual arts and all 

disciplines subordinate to it. 

The head of the Foundations department at the University of Arizona 

insists that curricula must be structured/organized to be clear. Curricular 

problems (studio projects) students are to address must be carefully articulated 

or there will be a "problem with the problem" (personal communication, 1991). 

Such a lack of initial clarity will result in the generation of problematic student 

work. Designing such problem free curricula demands practice and the ability to 
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implement said curricula in an experimental arena (Penn, 1991). The GTA 

Practicum class is precisely such an experimental arena. 

Critiqyg 

Critique is by far one of the most problematic and vital areas of visual 

arts teaching. For many, the word critique or criticism itself implies negative 

judgment 

Bantock (1967) suggests that since emotions perform different functions, 

"critical judgments need to be made in relation to specific contexts or forms of 

expression...for, emotions do not form homogenous classification" (p. 45). He 

sees a need to maintain balance between opposing forces such as subjectivity and 

objectivity, an idea he has termed "coalescence" and has defined as "an ideal to 

be achieved within spheres of human endeavor" (p. 48). Critique must reflect 

intellect suffused with emotion and emotion controlled by intellect. In such a 

fiision, intuitive insight and moral control coalesce. 

Raleigh (1972) writes that prior to enacting criticism in the classroom, the 

artist must be verbally capable of reflecting upon his or her own process of 

working and the processes of communicating this in an articulate form. He or 

she must be quite clear about judgmental criteria used when teaching; this will 

come about only when he or she is completely familiar with the range of 

technical and expressive information that make up the craft. 

"I want some contact with the student" says Altman (1976). "He can best 

use me if 1 can see the thing as it develops: I see his thought processes, and I 
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understand how he's going about it rather than seeing the finished work. With 

work presented when finished, the scaffolding is gone; one does not see the 

thought processes." His statement suggests that the visual art teacher consider 

how the student constructed the work—by which processes and include 

knowledge fi-om such observations in the critique. In this way, the structuring of 

knowledge becomes imbedded in the evaluation of the product. 

Geahigan (1983) feels like many others who are concerned about the 

nature of critique. "Criticism is a polymorphous and essentially contested 

concept." There is no one best way of criticizing art because the process is a 

divination through visual form whose language is opaque at best. 

Sevigny (1977, 1984) has devoted a great amount of research to the 

question of the language of studio critique. He views the studio critique as 

historically problematic because of the difficulty involved in matching verbal 

symbols to the attributes of visual phenomena. For this reason instructors must 

be careful of the language they use in either critique or in the assigning of task 

criteria. The language used by the faculty to students should be clear and 

specific, because criticism functions as a directive to point students to alternative 

values, perceptions and directions and, thus, is essential to the aesthetic learning 

process. All judgments, be they ever so informed, are made from a specific 

value stand and aesthetic perspective that includes both external and internal 

appraisal. The external is that which is overtly communicated; the internal are 

those thoughts and actual feelings not often divulged and constitute non-verbal 
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dimensions that affect students. Purely subjective judgments do not constitute 

responsive evaluation. Faculty must therefore strive beyond mere labeling of 

work and offer students criteria plus application options (methods). 

Hurwitz (1985) is more optimistic concerning studio critique stating a 

student teacher (GTA) working from a single example of [student] art should be 

able to analyze a learning episode in critical terms and be capable of making a 

wide range of inferences. These inferences should include the critical processes 

of description, analysis and interpretation as a model for studying the 

performance of others. He defines studio critique as "the ordering of 

impression" (p. 81). 

The well known artist, David Hockney (1988) is more pragmatic on the 

subject of critique reflecting, perhaps, an artist's concern with the practical 

aspect of visual art critique and its inherently subjective nature. 

Some things you're a little more sympathetic to, some things you aren't. 

You're supposed to go and speak to them all (students), and sometimes I 

never knew what to say. If I didn't care about the painting, if that kind of 

painting didn't really interest me, I felt, I can't say its rotten or bad, a lot 

of people do it, it might be interesting to some, but to me it's not, so 

what do I do, what can I sc^l (p. B-2) 

Barrett (1988) cites the Feldman (1973) definition of art criticism broadly 

as "talk about art, talk which is informed and organized for the sharing of 

discoveries about art and the human condition" (p. 22). Barrett's research 



94 

concluded that the goal of studio professors in critique is the improvement of the 

artmaking of their students. Studio artists see critique as the evaluation of art 

and define criticism as judgment In lower level courses, the intent of the 

professor in making the assignment was matched against the students' solution to 

the assigned problem. Thus, the intent of the professor in making an assignment 

or the spoken intentions of the student in making a piece of art was the major 

criterion for the judging of art. In accordance with Sevigny, Barrett found when 

the improvement of artmaking is chosen as the goal of critique, then 

employment of explicit criteria and the use of clear reasons in support of critical 

judgments would make those judgments more understandable and more 

acceptable to students. 

Fichter (1991) reiterates the "metaphoric currency of the arts" (p. 8), 

writing that art is a language that often eludes the literal; it is metaphoric and 

adaptive and as a result, elusive. Talk relevant to the arts can be equally elusive 

and resist definition and clarity making studio critique problematic and obscure. 

Critique is defined by DePillars (1991) as "evaluation through dialogue" 

(p. 2). Critique is a direct response to the actual work of the student who must 

articulate and defend it to classmates as well as the instructor. Ongoing 

evaluation is "absolutely part and parcel of the arts and unique to our way of 

teaching" (p. 2). As an evaluative tool, critique is, he warns, problematic for 

"you can't quantify subjectivity!" (personal communication, 1991). 
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Chapter 3 

Methodologies ' 

Method 

The use of qualitative research methodology as a method of inquiry into 

the Foundations art classroom allows one the opportunity, in this particular case, 

to understand how Foundations art is actucdfy being taught by a GTA. How the 

social-contextual environment or in Gregory Bateson's words "the ecology of 

ideas" (ecology of mind[s]) (1971, p. xv) of the 101 classroom influences both the 

teaching and learning transpiring within is apprehended using this naturalistic 

method of data gathering, 

"What follows is a brief introduction to the primary method of inquiry 

used to gather data for this thesis. Information for the study was gathered using 

the methodologies of qualitative or naturalistic research familiar to sociologists 

and anthropologists, that is, case and field study research. The form this work 

has taken reveals the influence of Wolcott's (1990) and Eisner's (1991) work on 

qualitative research as well as that of Bateson (1971), Sevigny (1977, 1981), 

Eisner & Peshkin (1990), Hammersley & Atkinson (1990) and Isaac & Michaels 

(1990). The qualitative inquiry method was chosen because it provided the most 

suitable means for gathering data that are records of the interactions of an 

individual, Mr, Solovino, with a group, his class. That is, it proved to best suit 

inquiry in a socio-cultural environment such as a college classroom (Bateson, 



1971; Sevigny, 1977; Atkinson & Hammersley, 1990; Eisner & Peshkin, 1990; 

Wolcott, 1990). Qualitative research allows one to perceive social systems in 

terms of relationships, patterns and forms and avoid perceiving them in terms of 

things and objects (Bateson, 1977, p. 246). Another reason behind the 

methodological choice was the Aristotelian notion that "only demonstration 

(action) can reveal the essential nature of things which have a cause other than 

themselves"- i.e., attributes (Aristotle, p. 6-7). Irving Kaufman (1971) confirms 

the appropriateness of qualitative research for investigation into the visual arts 

classroom stating that it allows one to examine the inter-relation of the subjects 

and the institution and the social patterns of the culture and the habitat. 

The model for gathering information was based primarily upon methods 

employed by Sevigny (1977) in his seminal work in the visual arts classroom 

entitled: A Descriptive Study of Instructional Interaction and Performance 

Appraisal in a University Studio Art Setting: A Multiple Perspective and Elliot 

Eisner's The Enlightened Eye (1991) because both these scholars are art 

educators whose research was conducted in visual arts enviroiunents. Professor 

Eisner sees the arts as paradigm cases of qualitative intelligence in action. One 

can only infer from this form of research and hope that the data collected from 

a visual arts classroom will provide insight into the structuring of teaching 

knowledge by the observed subject(s). 
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Research Design-Qualitative Inquiry 

The researcher took detailed written field notes for the duration of each 

class period that was observed, attempting to function objectively like a tape 

recorder and camera might simultaneously. Objectivity is potentially problematic 

in any form of observation but especially in qualitative inquiry. Kant (1959) has 

pointed out that the act of scientific observation itself is an aesthetic judgment 

because the act of perception is based on unconscious judgment as the act of 

judgment is influenced by the culture under observation and the persona of the 

observer. Bateson (1977), too, observed that the perspective is always that of 

the researcher who produces data that are never raw but always "cooked" (p. 

353). For this reason, Bateson as well as Eisner & Peshkin (1990) and Eisner 

(1991) suggest that the researcher reveal his or her voice. Wolcott (1990), too, 

advises that subjectivity can be a strength of the qualitative approach as opposed 

to the detached objectivity of the quantitative method. Eisner and Peshkin 

(1990) write that a researcher who is a member of the specific group under 

investigation will have a greater understanding of both the subjects and the 

context of the inquiiy. For this reason, the researcher will reiterate that she is 

an artist enrolled in the art department under investigation. Eisner (1991) feels 

that such revelation of voice serves only to enrich texture of the study. 

Data were selected from the field notes based upon the researcher's 

judgment of the relative importance of the material as well as the material's 

potential to reveal the underlying first principles and metaphors of Mr. 



Solovino's classroom behaviors. Field notes were reviewed in the 

anthropological sense, that is, looking for evidence of relationships, patterns and 

forms. 

The data selected from the field notes were then read, reviewed and 

specific topics were selected for what Geertz (1973) has termed "thick 

descriptions". These thick descriptions were the primary goal of the researcher 

because through such descriptions can come an understanding of the perspective 

of the subjects and the phenomena under investigation. Eisner and Peshkin 

describe the value of such thick descriptions because they require "attention to 

detail, sensitivity to coherence, appreciation of innuendo and the ability to read 

texts as well as subtexts" (p. 12). A record of these descriptions and subsequent 

analyses follows in Chapter 4, Case Studies. Data collected were then compared 

to existing research in the field and inferences were made. 

Following the advice of Sevigny (1977) and Isaac and Michaels (1990) to 

triangulate and include other methods for gathering data, respectively, the 

researcher constructed two questionnaires and administered one to the instructor 

and the other to students of the 101 Drawing class. Results of the student 

questionnaires were tabulated to establish a demographic and ideological profile 

of the student population as well as ascertain why students were enrolled in the 

class. Information fi'om the instructor's questionnaire was used to facilitate an 

understanding of who he was, how his beliefs may have influenced his teaching 
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and how he viewed his role as teacher. Samples of these questionnaires are in 

the section entitled Appendices. 

A taped interview was conducted with the instructor one semester later. 

The majority of the questions directed toward Mr. Solovino were of a reflective 

nature and were constructed to elicit biographical information or were 

concerned with his perspective on his pedagogical practices in the 101 classroom. 

The researcher constructed an evaluative instrument for the purpose of 

measuring the physical evidence of the students' learning outcome, i.e., drawings, 

that consisted of a combined anchored rating scale and semantic differential. 

Two e;q)erts in the field were given these instruments and asked to evaluate a 

group of drawings that Mr. Solovino had selected from his students' portfolios as 

their best work. The level of student skill exhibited in each work was rated on a 

numerical scale of 1-7 with 1 being the lowest and 7 the highest ranking. An 

average of the evaluative scores was tabulated and a mean score of 6.58 was 

determined. A more detailed description of the instrument follows in the 

section entitled Evaluative Instrument and an example of the instrument is found 

in the i^Tpendix. 

Subjects 

The student subjects were all enrolled in Mr. Solovino's 101 Foundations 

drawing section, chosen for the superior quality of work generated by these 

students. Subjects consisted of 15 females and 11 males whose ages ranged from 

18 to 47 years with 23 as the mean age. Students came from varying disciplines 
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within the university system, the bulk of whom were not fine arts majors. Of the 

23 students participatmg in the class, 3 were studio art majors, 2 graphic arts 

majors and the remaining 18 represented disciplines that ranged from 

engineering to biochemistry with 4 students coming fi-om the department of 

anthropology. 

The GTA was a 26 year old Hispanic male, Mr. Echa Solovino, 

participating in the MFA program in Graphic Design, whose area of 

concentration was Illustration with an emphasis on computer generated graphics. 

A quote from Torrance and Frazier (1988) that "a person's life experiences and 

styles of processing info are related" (p. 93) would indicate that Mr. Solovino's 

inclination toward and training in graphic design would have some effect on how 

he thinks and, thus, how he teaches. 

Mr. Solovino had been graduated from another southwestern university 

with a BFA degree in graphic design before transferring into the MFA program 

at the University of Arizona. The study was executed when Mr. Solovino was in 

his second semester of Foundations teaching. It should be noted that he had 

never taken any education classes in his undergraduate course work and his 

preparation for teaching in the 101 Foundations consisted of the requisite 

Practicum class and an apprenticeship to another GTA as a practicum assistant. 

During the taped interview, Mr. Solovino divulged what he learned most from 

his practicum apprenticeship was "what not to do" and he judged the 
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drawing class to require more order and structure than he had witnessed while a 

practicum assistant. 

Analysis of Questionnaires 

One must consider the validation of self-reporting when using data 

collected via questionnaire. Based upon the responses from students and 

instructor alike, the researcher senses that neither were threatened by the 

questionnaire and, for the most part, responded honestly. Several students used 

the questionnaire as an occasion to make humorous or cynical remarks 

concerning the 101 class but on the whole they were sincere and informative in 

their replies, 

Mr. Solovino's questionnaire responses could be cross-referenced with his 

remarks £rom the taped interview. A comparison of the two showed his answers 

were consistent and revealed the same philosophical orientation. 

Evaluative Instrument 

Assessment in the visual arts has traditionally been problematic. 

Historically, fine arts assessment has taken the form of a critique, a highly 

subjective method of evaluation rooted in the individual evaluator's taste(s). 

Critique is discussed at length in Chapter 2, The Review of Literature. The 

language of the critique is varied and idiosyncratic (Sevigny, 1979) and open to 

interpretation by both the critic and the executor(trix) of the work considered. 

The form of the critique is as varied as the work itself because it responds 

specifically to the individual work and is, therefore, difficult to consider in terms 
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of having a universal application or consistent form that could function in 

another context or adapt to another image. One might say that each critique is 

a subjective assessment of a subjective reality where the data are unique to the 

context. What was needed for this thesis was an instrument for or a form of 

visual arts evaluation that is universally applicable, reliable and valid. It was the 

intent of this researcher to create such an instrument for use as an evaluation 

tool to assess the overall quality of instruction as it was made visually manifest 

by Mr. Solovino's students in their 101 drawing work. 

Evaluative Instrument Desi^ 

The instrument constructed was a combination of a semantic differential 

(Osgood, Suci and Tannenbaum, 1957) and an anchored rating scale containing 

five conceptual categories to be evaluated using ten polar adjective pairs 

anchoring the scales with seven undefined positions between each pair. The 

language chosen for the polar adjective pairs was of particular interest to the 

researcher for language alone most frequently describes accomplishment in 

visual arts critique, that is, the visual is habitually translated into the verbal for 

purposes of assessment (Sevigny, 1977). 

The five conceptual criteria categories for evaluation were: 

1. Evaluation 

2. Communication 

3. Intensity 
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4. Creativity 

5. Completeness 

Each conceptual category was composed of two pairs of polar adjectives. For 

example, the first concept, evaluation, consisted of the opposite pairs good-bad 

and successful-unsuccessful. The language of each set of polar pairs was chosen 

so that the sets functioned as synonyms asking the same question using different 

words. The purpose of this design was to test the accuracy and the internal 

validity as well as the reliability of the responses. If the two pairs of conceptual 

responses correlated, the instrument was, in fact, capable of obtaining stable and 

dependable results and could function as an accurate tool for future visual arts 

evaluation. If the mean of the evaluation responses to the same group of 

student work from the same 101 classroom correlated as well, the instrument 

would be reliable, dependable and have predictive qualities. 

The two evaluators were faculty members of the Department of Art 

Education. The team consisted of a male and a female Ph.D. of different ages, 

academic interests and positions within the department. O'Hare (1976) 

discovered that trained subjects, sophisticated in art, are more perceptibly aware 

and, thus, are significantly more efficient in obtaining relevant information using 

a standard concept identification task (Schneider & Giambra, 1971). 

The instrument constructed is represented in Table 1 as are the five evaluative 

conceptual criteria and the polar pairs chosen to define them. 



104 

The instrument was designed specifically as an evaluative tool to look for 

physical evidence of artistic achievement in student work. If^ when using the 

instrument, student work consistently indicated perceptibly high levels of 

achievement in the various conceptual criteria categories, the quality of the work 

was labeled as superior. Consistently superior work emanating from a particular 

101 classroom could possibly reflect the sort of instruction the student(s) 

received; that is to say, superior work might reflect superior teaching. The 

original purpose behind the design of the instrument was to create an evaluative 

tool for student work that would serve as an assessment device for discerning the 

quality of classroom teaching. 

The five evaluative concepts were designed to have those persons using 

the instrument ask the following questions of the work under consideration. 

1. Evaluation: good / bad 

successful / unsuccessful 

Does the work show an over all high level of skill? Is it good drawing; is it a 

successful drawing? 

2. Communication: clear / confused 

articulate / inarticulate 

Does the work read clearly? Is the content apparent; are the ideas explicit? 

3. Intensity: energetic / passive 

strong / weak 
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Does the work show a level of energy? Is there a strong work ethic manifest in 

the drawing? 

4. Creativity: predictable / innovative 

boring / interesting 

Does the work indicate ingenuity? Is the drawing clever; is it inventive ? 

5. Completeness: resolved / unresolved 

solution / problem 

Does the work seem finished? Is it a purposeful resolution; is it conclusive? 

A semantic differential is a method for measuring the meaning of 

concepts. It consists of three elements; these are, (1) the concept to be 

evaluated in terms of its semantic or attitudinal properties, (2) the polar 

adjective pair anchoring the scale, and (3) a series of seven undefined scale 

positions (Isaac & Michaels, 1990). The scale positions were converted to 

numerical values ranging jfrom 1 to 7 for the purpose of assigning a numerical 

value to each conceptual pair. 

Persons using the instrument would place a mark along the continuum 

indicating where the work ranked in terms of a particular concept. For example, 

if the work was particularly innovative the evaluator might place an X in the 7th 

position or the high end of the predictable / innovative or interesting / boring 

polar adjective pairs. Results were then tallied for the overall mean score as 

well as the categorical mean for each of the conceptual criterion of every 

drawing. Mean scores were also determined for each of the persons using the 
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evaluation instrument. If the evaluator's scores correlated and the paired 

criterion scores correlated as well, then the instrument was internally valid, 

reliable and of practical use for assessing the work generated by Mr. Solovino's 

students as well as other fine arts teaching and products. 

The researcher sought to control for possible sources of error by 

constructing the experiment in the following manner and administering it as 

follows. 

During the week of departmental finals and portfolio reviews, the 

researcher obtained from the Mr. Solovino a group of student works he felt were 

"the best and finest examples of his 101 classroom's drawing experience". The 

researcher then numbered and labeled each of the 14 drawings for purposes of 

identification. Copies of the evaluative instrument were prepared in sufficient 

quantity so that each evaluator would have one for each drawing evaluated. 

These instruments were numbered and labeled as well with the name of the 

evaluator and the number of the individual drawing. 

The instrument was administered at two different times but always under 

similar circumstances (same lighting and time of day) and within the same 

environment. Each drawing was presented singularly, tacked upon a white wall 

and prefaced by the researcher to the evaluator, with a brief verbal explanation 

of the drawing's criteria. For example, if the main objective of the drawing was 

to have been a study of texture and pattern, this was stated for the evaluator's 

edification so that he or she might effectively judge the work presented. The 
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researcher also explained the various methods and media of the individual 

drawings. Each of the 14 drawings were evaluated using a separate copy of the 

instrument 

The results of the evaluations were then computed. A mean score was 

obtained for each faculty evaluator by averaging the 10 individual scores for tJbe 

conceptual categories within a single drawing. The 14 mean drawing scores were 

then combined to discern a single, over all mean score for each evaluator. Nn a 

scale of 1 to 7, with 7 being the highest possible score and 1 the lowest, 

Evaluator #1 had a mean score of 6.59, while Evaluator #2 had a mean score of 

6.57 The initial difference between the mean score for Evaluator #1 (6.59) and 

Evaluator #2 (6.57) was .02. 

Evaluator #1 Evaluator #2 

XI = 6.59 X2 = 6.57 

The results of the correlation between the two sets of evaluator's scores were 

statistically not significant due to the initial uneven distribution of the responses, 

and the numerical paradox that resulted from this unusual collection of data. 

Both sets of evaluator's scores, that is 140 pairs of responses fell in either the 

5th, 6th or 7th position on a 1 to 7 step continuum. In 45 instances out of 140, 

both judges responded equally with a 7; in 24 instances out of 140, both judges 

responded equally with a 6, bringing the total of identical responses to 69. In 68 

instances out of 140, the judges responded within 1 digit of one another with the 

numbers 6/7 or 7/6, and of the 140 paired scores there were only 3 instances 
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where scores were two, rather than one digit apart. Thus, the evaluator's 

individual scores were either identical or within one point of one another (either 

7/7, 6/6 or 7/6, 6/7 ) on 98% of the responses with only 3 occasions where the 

scores feel 2 positions apart (5/7 and 7/5). There was no significant difference 

between the judges' evaluation scores of Mr. Solovino's students with both 

evaluators judging the work to be of superior quality. 

Although what the researcher has empirically proven is that there is no 

significant difference between the two judges' evaluations of the drawings when 

using the instrument, the researcher will make the following intuitive 

conclusions. Any created thing is a physical manifestation of a particular 

ideology; whether that of the creator(trix), his or her social, cultural, or 

environmental situation or the influence of an external force such as a teacher, 

for example. The judges' consistent high evaluations of Mr. Solovino's students' 

drawings indicate either a serendipitous gathering of extremely talented young 

artists (it is necessary to point out again, here, that the majority, approximately 

75% of students enrolled in the particular 101 drawing section were not fine arts 

majors) or the influence of a gifted young teacher. The researcher prefers to 

believe that it is the later, rather than the former, explanation for excellence. 

Procedure. Triangulation; 

The results of the data collected from the field notes, information fi-om 

the students' and the instructor's questionnaire(s), data from the instrument 

evaluation, an edited transcription of the taped interview, and a review of 
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pertinent research literature were combined or "triangulated" using Sevign/s 

model for triangulated inquiry (Sevigny, 1981) and Wolcott's (1990) suggestion 

that only the issues most central to one's research be triangulated. The 

researcher acknowledges that Dr. Sevigny's definition of triangulation insists 

upon a study of greater longitude, but the essence of his method has been 

preserved, though in a greatly truncated form. Triangulation or multi-instrument 

approach is, however, no safeguard against error, if there can be such a thing in 

qualitative inquiry. The result of the triangulation of data is the body of this 

thesis. 

The cases that follow in Chapter 4, have taken an unabridged form based 

upon Wolcott's (1990) suggestion that subjects be given a forum for presenting 

their own case. This would imply that the subjects' voices remain unaltered and 

appear as originally spoken in the cases. 

Conclusion 

The researcher has shown previously the use of qualitative methods for 

data collection as the design most appropriate to the purpose of this inquiry. As 

qualitative methods offer a more holistic view of the university visual arts 

classroom, the information has been generated from multiple perspectives for 

the eventual purpose of generalizing and adding (subjective) conclusions to 

extant research in the field. 

The instrument the researcher designed for evaluating levels of artistic 

achievement in Mr. Solovino's student's work might prove to be a valuable, 
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accurate, consistent and reliable tool for fine arts critique and all fine arts 

product evaluation. Pedagogy may also be assessed by using the instrument as 

an indicator of an individual teacher's overall efficaciousness in the classroom or 

within a particular subject Use of an instrument that has pre-established 

conceptual criteria moves the arts products critique process a bit further away 

from the usually subjective state of critique into a more objective and consistent 

form of evaluation that has universal rather than situational aesthetic and 

conceptual applications. 
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Chapter 4 

Thick Description: The Case Studies 

Three Instances of Echa Solovino's Teaching 

Introduction to the Cases 

The researcher's original plan for her qualitative inquiry into how GTAs 

leam how to teach consisted of observing two 101 GTAs engaged in teaching 

their classes as well as observing the individual who headed the Teaching 

Practicum and the Foundations Program, Professor Danny Nash, who also taught 

a section of 101. Professor Nash would serve as a control for the researcher 

against which to contrast the teaching behaviors of the two GTAs. On the first 

day of classroom observations in Professor Nash's class, she suggested to the 

researcher that observing a class other than hers might prove to be more 

informative and more in keeping with the researcher's intended goal. Professor 

Nash then went into the adjacent classroom returning with a sheaf of charcoal 

drawings executed by the students of that class. The drawings addressed 

the concept of representing space in two point perspective. Students had been 

asked to select an image from a magazine that exhibited a dramatic view of two 

point perspective, xerox the image to create a black and white version onto 8 

1/2 by 11" paper, and affix the xeroxed image to a large 24 by 36" sheet of rag 

drawing paper. After doing this, students were asked to expand and further 



112 

develop the theme of the xeroxed image to the edges of the drawing paper, 

filling up the sheet with a fantastic extension of that image that was true to the 

perspective in the pasted seminal image. Professor Nash showed these drawings 

to her class hoping to inspire them by demonstrating what is possible. The 

drawings were precocious, beautiful and witty, exhibiting both accomplished 

drawing (technical) skills and a strong work ethic. These drawings were 

executed by Mr. Solovino's students. 

What follow are three examples of Mr. Solovino's teaching in the 101 

Drawing classroom. The first illustrates the phenomenon of critique; the second, 

the transformation of a 2-D computer generated drawing into a 3-D illusionistic 

drawing; and the third demonstrates how he introduces a new, potentially 

problematic area of content and teaches a system of proportions for drawing the 

human face. The cases remain nearly as they were originally transcribed by the 

researcher while in the studio classroom using the Geertzian manner of thick 

descriptions. This has been done to preserve the context of the cases, because 

meaning is contextually constructed (Sevigny, 1977; 1988) and the "studio 

[classroom] really is a mirror of the person(s) who work there" (Noonan, 1991, p. 

7). 

The researcher's reflections, editorial notes and asides are also included 

in the text of the cases to give the reader a more fiuid reading experience and 

more holistic sense of the various situations. 

The term 'mand' is used throughout the body of the cases. It is a word 
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coined by Sevigny in his 1977 doctoral dissertation meaning, as a noun, an order 

or a command; as a verb, to order or to command. 

For the sake of brevity, Echa Solovino will be referred to as ES 

throughout the case studies, a student as S and or two or more students will be 

referred to as S or Ss, respectively. 

Session 1; The Critique 

Introduction 

Criticism in the visual arts has traditionally been the art of saying useful 

things about complex and subtle objects and events. "Within the arts, a primary 

learning process is through criticism. Criticism requires the ability to 

communicate and our communication becomes more perceptive through 

criticism..." (Martin, 1985, p. 29). Critique is one of the essential aspects of 

teaching in the arts. It is an intense "evaluation through dialogue" (DePillars, 

1991, p. 2) not found in the typical academic classroom. 

In the arts critique, students and faculty meet together periodically to 

discuss students' work...There [is] a kind of judgement quite different 

from comments written on an exam or student paper, or the stark 

notation of a grade. The critique is a direct response to the actual work 

of the student, who must (verbally) articulate and defend it to classmates 

as well as to the instructor... Art students tend to be more vested in their 

work than students in other disciplines. For them the critique can be an 
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exhilarating experience - or a devastating experience-but always a 

learning experience. (DePillars, 1991, p. 2) 

The language of this process is often as complex and subtle as the process itself 

(Sevigny, 1977; Lankford, 1991; Noonan, 1991). 

"What we choose to bring into critical talk about a work of art affects 

how the work is understood and appreciated" (Lankford in Simpson & Smith, 

1991, p. 294). Sevigny (1984), too, has pointed out how language used in the 

classroom constructs an idiosyncratic system of meaning peculiar to the 

individuals who comprise the classroom culture. ES's word choices in the 

critique indicate what concepts he thinks are important for students to know and 

which skills he feels they should work toward improving. The meaning is 

contextual and reciprocal, because as students construct meaning so does the 

instructor. 

Criticism can be differentiated into two categories; interpretation and 

value (Eaton, 1991). "Interpretation involves describing the meaning of a work 

and its properties and characteristics whereas criticism attempts to estimate its 

value" Eaton, 1991, p. 58). Beginning students tend toward a more descriptive 

form of critique and usually offer the phrase "I like it" as a value judgment. 

Regrettably, both interpretation and criticism are elusive, eluding concrete 

definition and are peculiar to the evaluator or the critic and the individual work. 

Observing the critique process allows one to see how ES re-constructs 

the students thinking and working processes from the product using both 
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subjective and objective criteria. This synthetic-analytic process of re-construction 

is, in the true sense of the word, a form of divination. 

The Case 

ES discusses his plan for the next class project. It is a proposal to leam 

how to use the computer as a tool for drawing. (This ties in neatly with his 

discipline and area of major interest, computer graphics and stands as evidence 

of artists teaching what they know and love most). He has a xeroxed leaflet in 

hand from which he reads. One particularly cantankerous older student 

demands to see the leaflet while he reads from it to the rest of the class. 

"...I just want to look at the stupid thing..." 

ES- " It's not stupid !!! If you want to make it stupid, it'll be stupid!" An example 

of his philosophy that intent is everything in art. 

He then goes on to explain that the computer paintbrush sessions will 

take two classes to leam and that the classes will be held at the Center for 

Computing Information and Technology for the next week. 

Class then moves to the next item on the agenda. A critique of the 

previous classroom and homework project. The classroom portion of the project 

consisted of a study in two point perspective where students were asked to draw 

seven boxes of varying sizes and positions above and below the horizon line 

using charcoal as the medium. The boxes were to have been rendered with the 

charcoal in tonal values appropriate to the position of the boxes in relation to a 

light source, that is, shaded to indicate dimension, mass and volume. The 
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homework assignment consisted of converting the existing box drawings into a 

"fanta^ castle" by drawing directly into and on top of the already finished work 

onty using two fixed light sources as opposed to one. ES showed slides of the 

work of M.C Escher to give the students an indication of innovative possibilities 

for the project Today these drawings were being critiqued by ES and the rest of 

the class. The drawings are push pinned to the newly white washed wall of the 

classroom and students are gathered in a semi-circle around the work. 

Individual works are critiqued. After ES selects a work to be discussed 

the student who created the piece is asked to explain his/her method and 

inspiration to ES and the other students. 

ES- "What do you guys think of the light source?" 

A student answers that it seems uneven as though there are two light sources 

and not one. The student who executed the drawing defends his work to the 

class. He knows the terminology required to adequately explain his position. 

He seems to have done the pertinent reading in the text. ES suggests that in the 

future the student "push a little more to make distinctions." The preceding 

quoted phrase is an example of Sevigny's (1984) idea that classroom meaning is 

constructed in terms of indexicals or contextually bound terms that trigger visual 

^ification and eventually construct learned meaning. Students eventually 

discover what application options will satisfy the directive "push a little more to 

make distinctions" and will engage in the appropriate processes to do so. 
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The second drawing is chosen for critique. The student responsible 

attempts to explain the work, discussing the short comings as well as the 

successes. She covers the particular technique as well as her personal 

methodology. 

ES- "Be careful when you scratch out on scratch board. I think that you should 

push a little more to make it look finished. Push it a little more especially with 

this (indicates an area with his finger). Really nice concept, though. And 

perspective." 

The next student's work is very dramatic and deals with the theme of 

good and evil. A student comments that she "likes the trees." 

ES- "Why?" 

Student- "Well I was sitting next to her. It has more movement." 

ES- "Concept-wise, I think it's one of the stronger. Stay away firom conte 

(crayon)." He then goes on to discuss certain focal point techniques to bring that 

concept further. 

The fourth drawing is selected. The student who created the work says, 

"I just wanted to create a fun type castle, like a carnival in space." She is very 

shy and has her face lowered as she speaks and her arms folded tightly across 

her chest She is embarrassed as she states that she "needs to work on it." The 

rest of the class knows that the drawing is "terrible", but they remain silent. 

ES- "I think that it is a great idea. She's been improving a lot and she's still 

improving. I think it's working really good but she needs to re-enforce her 
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shapes." ES has chosen to critique the girl's work on the basis of her steady 

improvement for it is the most positive aspect of her work. McKeachie (1986) 

and Svinicki (1991) suggest evaluating students based on theu- personal progress 

rather that normative standards. 

The next student's work is unfinished. This is unfinished. I drew the 

boxes and had a hard time coming up with an idea (for the castle)." 

ES- To the whole class, "She says it's not finished. How can we help her finish 

this?" ES uses the unfinished drawing as an opportunity for a cooperative 

learning session in which students can actively participate by inventing solutions 

to their classmate's problem. 

Students- "Make it dark. She said it was in a cave.." 

ES- "Stand here, on this side. "What are we gonna recommend here?" 

Another student- "She needs to put it in a place, an environment." 

ES- "She needs to define the environment." He then suggests to the student that 

she take some of the advice offered by her peers into consideration as she 

completes the work. 

The sixth student to be critiqued is very confident and self assured. "I 

want to show desolation. A kind of Star Trekky thing." Student then proceeds to 

critique his own work. His peers find fault with the light source but the author 

of the drawing defends his work fiercely, intelligently. 

ES- "I said not to use this type of outlining (points with finger and traces an 

edge) but in the creative process of this drawing the outcome works." ES 
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commends the student on the use of a creative solution even though he forbade 

the use of that particular solution because it was an appropriate method for 

solving the problem. In doing so he has reinforced the student's particular 

aesthetic choice. 

ES directs his attention to the class as a whole and says, "You have to learn for 

yourself and make judgments. About the two light sources. He has to push it 

more. Think about where you put the light source(s). I think this is working 

really good. You need more planets and plant life. But the overall drawing is 

working really good, the over all affect is good." 

The next drawing is chosen. 

Student- "It's kind of an outer space castle with streaks of gases going through 

the ether. The image flips. It works upside down and rightside up." 

A fellow student comments, "Cool! I think it's really neat. I like it. It looks 

really comic bookish." Robert Kaupelis (1983) makes the following observation 

concerning the comic book and art. 

Almost every artist I have talked to over the years copied comics as a 

youngster. Don't misunderstand me~I am not advocating that you and 

other art students across the country stop producing your own 

creative/expressive work and start copying comics...but on the other 

hand, to ignore the lessons available to us from old and modem masters 

is nothing less than stupid, (p. 10) 

The student population is rather young so the term 'comic bookish' is a positive 
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critique and one that indicates an admiration for the work. This descriptive, 

complimentary term is further evidence of the idea that each classroom 

establishes itself as an individual culture in which meaning is contextual and 

constructed in accordance with the participants various philosophies and tastes. 

ES- "We keep going through the same thing, too much outline !" 

ES uses a shut-up movement. He draws the stiffened fingers of his hand across 

his throat in a cutting motion. He then calls out the names of the individuals 

who disturb the class using a low voice and lots of direct eye contact. The 

offenders pay attention to his signal and ES makes another hand gesture that is 

a combination of the signal 'cut' and 'down' by pushing his flattened palm down 

and then making a slashing stroke. 

ES- "I know you're gonna hear it again, T, but this looks unfinished..." 

Student interrupting, "I like the marks." 

ES- "Why ?" 

For the most part, the students have taken the castle idea literally. 

There are lots of drawings of swords, chalices, dragons and other medieval 

Arthurian trappings. ES critiques the perspective, finding it imbelievable and 

then goes on to say, "Your idea is great. The comic book idea needs to be 

pushed a little more..." The references to TV and comic books are not lost on 

the class for the kids know the aesthetic and have a feel for the look of the two 

media. 
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The last student critiqued that day is apparently the class jokster. He has 

done a drawing of the castle of the La:^ Boy (as in recliner chair company) King 

in his La2y Boy castle. The other students critique on how technically to 

improve the image and not alter the content. They concentrate on the technique 

because it is how the student has drawn rather than what he has drawn that 

concerns them. The 101 students are concerned with mastery of the technical 

aspects of a work rather than its content because they are in that stage of artistic 

development known as foundations where acquiring technical mastery; that is 

mastery of the materials, is stressed (Itten, 1975) They rarely address content 

other than with "it's really cool!" 

ES- "Ideas are great! Drawing works, but the light source should be more 

concentrated. Darken the background so that the spot(light) is more in 

evidence; then, it will emphasize the focal point. Needs to be more dramatic. 

Future light. More dramatic values. Just because you can't make your castle 

dramatic, you can make your values dramatic. The marks are really great." 

The length of the critique has run to 1 hour and 45 minutes. Students 

are restless. They fidget, stretch and whisper. 

ES- (continuing) "Finish things off so that the viewer doesn't finish it off. K you 

leave it for the viewer, the viewer will finish it off." 

'The autonomy of the art experience is essential to curricular design" (Fichter, 

1989, p. 7). ES is aware of this and has cautioned his student to complete the 

work/the process so that his intentions are not misread by the audience. 
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He stresses the importance of a strong and defined focal point again. In 

this particular drawing, it is a lightpost that acts as the focal point and a light 

source. Take care of the requirements !" Critique of the piece is over and the 

student who made the work walks up to ES and says in a joking manner, "You're 

a good instructor but I wanted to hang you from the lightpost (in the drawing)." 

Both ES and student then laugh! 

Session 2: Computer Generated Image; 

Moving from 2-D to lllusionistic 3-D 

Introduction 

A recent PBS television special offered the following query as an 

advertisement in the local paper: "Which is the greatest revolutionary?" Depicted 

in the ad beneath the copy were photographs of Lenin, Gorbachev and a 

computer. The answer clearly is the computer. 

ES, too, is acutely aware of the importance of computer technology as it 

pertains to the visual arts because he is a graphic artist concentrating on 

computer generated imageiy. Fichter (1989) has said: 

As we seek a multicultural literacy, let us also seek multiliterate culture 

and realize that art literacy and computer literacy are both powerful and 

desirable languages, operating sometimes in different psychic 

neighborhoods but both capable of opening 'the doors of perception.' 

(P-4) 

How the computer generated image affects aesthetic perception as well as 
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creates aesthetic sensibilities is not only a reflection of ES's own inclinations but 

stands in recognition of the revolutionary importance of the computer on human 

cognition, imagination, perception, and aesthetics. Once again, has come to 

this knowledge on his own and has chosen to add this "computer visualization" 

portion of study to his 101 curriculum by choice rather than administrative 

mandate. His 101 Foundations is the only section that participated in this 

"computer visualization" project. The term computer visualization, ES's phrase 

for the project is a telling one because it suggests using the computer as a tool 

for seeing. 

The project consisted of a week long training session in the university's 

computer laboratoiy, learning how to manipulate the computer to generate 

images. After students had drawn the desired image with the mouse and 

elaborated upon them with the various enhancement tools in the Macintosh 

computer, they printed them. The images were taken to a local photocopy 

center and printed again onto 18 x 24 inch high quality drawing paper. 

The "computer visualizations" (computer drawings) are two dimensional; 

it is the students' task to transform them into illusionistic three dimensional 

drawings using various traditional drawing media. Wilson & Wilson (1983) 

believe that one learns to draw by building upon one's former drawing 

knowledge. ES recognizes this but adds another dimension to the conjecture by 

keeping the site of the previous drawing knowledge fixed and requiring that new 

drawing experience take place literally on top of previous drawing experience. 
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Judith Barton's (1983) work in transformed imagery, i.e., the overlaying of one 

image into another offers this on the subject: 

From the unmodulated and separate lines and tones of the earlier 

drawing to the modulated and integrated lines and tones of the last 

drawing, we witness evolving abilities directed towards achieving fully 

illusionistic form and realistically rendered images. Here, striving for the 

tangible, the solidly 

present, calls upon a language of universally accepted graphic 

conventions, (p. 39) 

The project also addresses the inter-relationship of the second to the 

third dimension as well as pointing out the differences between the two. The 

students are required to think in terms of linkages, growth, and transformation. 

"Drawing development may be likened to a gradual process of organic growth 

wherein a new configuration grows out of an old one, as the individual learns to 

perceive increasing amounts of information" (Wilson & Wilson, 1983, p. 13). 

Knowledge students have acquired during the computer visualization drawing 

will directly affect the manner in which they approach the illusionistic rendering 

that is placed on top as well as the aesthetic form it will take. 

The most important data generated in this session was ES's explanation 

to a student of the process by which she was to draw a rock. The student evoked 

the explanation by complaining bitterly that her rock drawing did not actually 

"look like rocks." 
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The advice and method he proposed to her for solving her dilemma was 

in keeping with the McFee (1961) notion of the contribution that exercises in 

perceptual learning could have upon a student's drawing behavior and 

McWhinnie's (1972) idea of teaching a change of behavior to improve drawing 

skills. ES was not familiar with the work of either of these professors but came 

to the same conclusions as they had though through personal experience. 

This session also shows ES's habit of intervening in the students drawing 

process to inject a suggestion or a mand for corrective change. 

Without an art teacher to provide instruction in the discipline of drawing, 

most students will remain subject to inhibiting intrinsic biases, and 

develop only to the regrettably low level of drawing generally achieved at 

present by the majority of our culture. (Wilson & Wilson, 1983 p. 16) 

The Case 

ES shows me the results of the CCIT computer drawings. They are 

wonderfuL The class is fairly empty due to the impending holiday. 

Students evaluate ES today using the ASTEQ Form. He reads the pre

amble to the form to the class explaining that he will not see the results of these 

forms until after the final grades have been turned in. He has pencils with him 

for the students to use to fill out the questionnaires. The students have one half 

of an hour to do so. ES then leaves the classroom so that students may fill out 

the questionnaires unobserved. An older student has been selected to cany the 

completed forms to the office when all have been collected. I sit next to the 
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student appointed to orchestrate the evaluation event and ask him questions 

once he has completed his form. As the students turn in the forms, I strain to 

see how the rankings fall. The majority look high on the "strongly agree" and 

"agree" end of the questionnaire. Evaluation is over; ES returns and class 

resumes. 

Students have a choice of working on their planar analysis drawings or 

the drawing of the computer printout. ES had taken his Ss to the CCIT to learn 

how to use the computer as a tool for image making. Ss drew with the mouse to 

create images on the screen . These images were then elaborated upon with the 

various enhancement tools in the Mac system. Ss printed out their final graphic 

image and then had it enlarged and printed onto a 18 x 24" sheet of good 

drawing paper. ES calls these images "computer visualizations." 

ES writes on the chalkboard located in the front of the classroom: 

Computer visualization 

2D —> 3D (Illusion) 

Ideas = imagination, visualized imagery, (memory), invention, 

transformation, new image. 

"Ok, I put some of the ideas you can play off of. Creativity. Visualizations you 

can come up with. Objects or transformations you can come up with." The task 

he requires of the class is the transformation of the enlarged 2-D computer 

visualizations from a flat computer image into illusionistic 3-D drawings. As ES 

speaks a S rolls a bowling ball around on the linoleum floor with his feet 
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creating an intrusive noise. ES calls the student's name and tells him to "quit it." 

Ss choose to work, for the most part, on the computer visualizations. 

This would indicate that the class has a high level of interest in the project. 

Perhaps it is due to the relative novelty of the idea or perhaps it is because they, 

as a class, are comprised of primarily yoimg students who are quite familiar with 

computer generated art 

A student is talking away to another student. He is flirting. ES, in a 

loud voice, (he is a few yards away) says, "A-, hey, what are you doing? Why 

aren't you worldngT 

S replies that he's been thinking about it (the drawing) for an hour and a 

half. The Tm thinking" remark of the student is evidence of the Wallas (19) 

theory of the four stages of inventive process; that is, preparation, incubation, 

illumination and verification (or in the language of the visual arts, execution). S 

is at the preparation and incubation stage. Research suggests that artists 

consider the preparation and incubation stage of the inventive process 

components of creativity (Birg & Petersen, 1985). ES seems to respect the S's 

need for this preparatory/thinking process (Herrigel, 1971; Barzun, 1991). He 

asks A— what it is he wants to do. S relates what he would like to do, but that 

he cannot figure out what to do to make it happen. He wants to use black and 

white ink to create volume and the illusion of the third dimension but he cannot 

decide how to do so. Part of the problem is that this particular student as well 

as many others are hesitant to make an initial mark upon their computer 
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drawings. The drawing is too precious to be desecrated and the image seems 

resolved and not in need of any further manipulating. As ES circulates, it 

appears as if many other Ss are reticent to build another image upon the existing 

drawing. 

A student has a planar analysis drawing that is very crude and flat. The 

S has obviously failed to understand the concept behind the assignment. ES 

looks at the image for a few minutes and then begins to draw upon it. He 

encourages the S to darken areas for contrast to work with it using more 

'commitment' Use of this term implies that making a drawing is taking a stand 

of some kind. The non-committal work manifests itself as weak and undecided; 

it is vague and lacks the definition of form that conviction creates. 

The Japanese student comes over to request help from ES. She is very 

facile and has a keen eye. She knows how to look and how to depict what she 

sees in front of her. It is a planar analysis drawing of two cupped hands holding 

doves that are either taking flight or alighting. The subject is trite and rendered 

vdth much facility. ES grabs a tool from her drawing box and goes over the 

drawing with her. He draws upon her work, a behavior he engages in frequently 

vdth those Ss who do not resent the action and who benefit most from seeing 

actual physical corrections to the work. ES seems, again intuitively, aware of 

the Wilson and Wilson (1983) statement that the "central task of the teacher 

who would teach the discipline of drawing is to find ways to teach drawing 

through drawing" (p. 16). He not only shows students slides of drawings but 
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draws into the students' work to illustrate solutions to particular problems. By 

watching him actually draw into their work, they can see him enact a solution 

and see the process unfold. ES says, "Eveiything has to be connected" (the 

notion of a continuum in drawing; holistic approach, visual sequences) He tells 

her to simplify the background and to bring it into harmony with the rest of the 

drawing. Here again he is stressing continuity. 

ES walks by a S who has been filling in her computer visualization 

drawing. He stops dead in his tracks and asks, "Light source? Student rambles a 

bit and ES says, "You need to make it lighter here." He then proceeds to tell her 

how to indicate a light source and how to depict the light upon the objects in the 

image: 

"...emphasize more!" 

"Leave some texture." 

"Isolate some areas." 

Student sits isolated in a comer looking dejected. Part of the problem 

seems to be that the S appears to have a bit of a crush upon ES. She craves his 

attention and assistance, simultaneously. Sevigny (1977) has discovered that 

female students often resort to courting behaviors to sustain instructor attention. 

ES comes up to her and starts rotating his hands in short, choppy circular 

patterns saying, "Cmon, c'mon, c'mon. You need to DO SOMETHING! Figure 

out how to draw it!" This is an example of his philosophy of, action = 

production (praxis); that one thinks by and while doing (May, 1934; Fichter, 
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1989). The "figure out how to do it" mand is case in point for Amheim's visual 

thinking and knowing through praxis. 

S-"I have this idea in my head. But how do you put it on paper?" This 

particular statement brings to mind the Antonin Artaud quote that "art 

rediscovers itself at precisely the point where the mind requires a language to 

express its manifestations" (Artaud, 1958, p. 12-13). 

ES writes on the board illustrating the concepts he discusses. He 

presents the S with a metaphor as well as a method for approaching this work. 

To simplify the developmental stages involved in drawing, he uses the metaphor 

of 'term paper writing.' ES has noted that the S wants to go from the idea stage 

(Wallas, 1928) to the final product without doing what lies between the two. ES, 

"We have to talk about what you're trying to do. You're skipping the middle." 

He writes down the steps involved in creating a term paper. S is familiar with 

the process because she has written many and understands the incremental 

procedure required. She, like many other Ss, labors under the false illusion that 

art making is all inspiration. That is to say, she has been infected with the 

misinterpretation of abstract expressionist philosophy; the romantic 

misconception of artmaking as little more than the direct manipulation of paint 

on canvas with no preparatory work. To the question 'if there were one thing 

you could change about the 101 Drawing class to improve the experience, what 

would it be?' Several Ss responded with reducing the amount of time required 

to complete projects. 
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Developing a genuine interest in a subject comes only after some 

drudgery, and only when the learner gets to the point of seeing its order 

and continuity, not its intermittent peaks of excitement. (Barzun, 1991, 

p. 44) 

Students clearly preferred avoiding the stage of temporal drudgeiy for 

that of swift excitement. 

A questionnaire administered to ES at the end of the semester contained 

the question "Is there any advice that you have consistently given to your 

students, advice that you believe is essential to their receiving the optimum 

results from the 101 experience?" His response to the query was as follows. ~> 

"(Education ) — > Everything is a process - start with an idea -> Visualize -> 

Construct — > Result." This is true for any field of study. This advice is clearly 

demonstrated in the following encounter with the student. He offers her a 

system to approach the dilemma because "system runs through consciousness; it 

is the basis of mind" (Fichter, 1989, p. 7). 

Es to student, "Where have you been ? You've been gone for 3 times? 

How can I help you if you're not there?" He wants to see the S's last work done 

2 weeks ago. As he talks to her he continues to draw to illustrate his ideas so 

that she might see them made manifest. ES uses the terminology that the S 

should be acquainted with by now, for example, 'chiaroscuro,* 'topographical 

marks.' He tries to persuade her to go through "the steps;" that intelligent 

drawing requires work and that as the work evolves, so will the S's understanding 
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of and skill in the process. "Pedagogy must involve the learner in the process of 

discovery, experiencing, analyzing and ^thesizing; and if indeed our goal is the 

acquisition of knowledge and skills...self motivation" (Martin, 1985, p. 26). 

S tells ES that "she just can't draw," and that "she's been trying." "like, I 

have no idea how to draw a roach, ya' know, a 3-D roach..." 

"You're never gonna draw a roach UNTIL YOU DO YOUR 

RESEARCH (raises voice to say this), 'til you kill a roach and look at it and 

study the anatomy of a roach." He is telling her that she must look at and 

seriously study the object/subject she wishes to draw because without this form 

of visual research, she will not be able to draw convincingly. ES's advice seems 

to confer with Hoyt Sherman's (1970) notion of teaching drawing by seeing or 

perceptual learning. It also parallels the Ackerman (1970) and Watt (1970) 

notion of what constitutes research in the arts. ES is coaching her to work and 

to play the game correctly (McDonald, 1989). The talk is now on chiaroscuro; 

ES has to explain the term to the S because she doesn't understand the concept. 

This implies that she is not doing the reading in the text. He then shows her 

how it (chiaroscuro) operates, how it looks and asks to see her rock drawings. 

Using the rock drawings as a guide, he discusses how light falls on rocks. "Once 

you establish your darkened values..." 

S cuts him off and says that her rocks don't look like rocks. She is 

attempting to flirt with him by playing helpless, but he ignores that aspect of her 

behavior and doggedly pursues his explanation. This behavior is another 
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example of Sevigny's notion of female student courting behavior used to 

commandeer more of the instructor's attention and time. 

"They aren't gonna look like stones if you don't WANT them to look like 

stones." Intent is everything to ES; that is, will and effort in combination. In the 

terminology he uses to describe student work that is successful, the words 

'willful' and 'determined' are listed in the first and second positions of frequency 

of use of specific descriptive terms. "It takes time. You're not taking the time!" 

S-"I've been tiying..." 

ES-"I know you've been tiying! Go look at other people's drawings. See how 

they do it." Sending her to look at other student's work illustrates McWhiimie's 

(1985) notion of learning through (seeing) examples and the Wilson and Wilson 

(1985) notion of studying other drawings to learn about drawing. By surveying 

her fellow students' solutions to the stone drawing problem, the S can gather 

visual information to assist her in her drawing. One hopes she will discover a 

wealth of alternative methods for creating the illusion of a stone-information 

that she probably will apply to future drawing problems. 

ES, gently, "Just spend more time. I think you'll do better if you spend 

more time. Becker (1989) states that a problem with fine arts education is that 

students are "not told that the thinking process must be as thorough, and may 

take as much time, as the physical execution of a work" (p. B2). ES seems 

intuitively aware of this notion as he speaks to his student. "I know how much 

time you spent on that tree. I know the level you can draw. You just have to 
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spend more time!" Taking ES's advice S gathers up her drawing things and goes 

outside to look at stones and 'do the research.' 

A student embarks upon an especially ambitious project. ES cautions 

her and says that he is curious as to how she'll finish it because it is so detailed. 

This is the third instance of ES preventing a S from getting in over his or her 

head. It is also an indication that Ss have no real concept of exactly how much 

time is required to accomplish a drawing task. This is most likely because they 

are novices and lack knowledge of the amount of time required to physically and 

intellectually complete a complex undertaking. 

S hesitates to really do anything on top of his computer visualization. ES 

walks up and says, "You still haven't done anything" ES's approach is direct, 

fearless. He deals with the situation firmly yet pleasantly. He is ethical and 

remains consistent and firm in his standards. 

Student to ES, "Ok, I'll tell you what I'm gonna do..." S grabs a piece of 

charcoal and begins to just draw around the pre-existing lines. The student is, in 

essence, tracing his computer image with charcoal. A possible solution to the S's 

drawing reticence would have been to have Ss make two Xerox copies on large 

paper and cut up or paint on top of one to accustom them to the idea of 

desecrating the image. With the experience of destroying the one copy behind 

them, working into and on top of the other copy will come easily. 
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£S attempts to push his students forward, to prod them into action. ES 

to S: "Ok, let me see your computer drawing." Looks at it and then turns to the 

student, "Ok, what are you gonna do with it? Where are your objects here?" 

S-"They're not objects. They are a guy's head..." 

ES-"I don't want to see that again. I want you to do something different!" 

S-(protesting), "Hey just 'cuz you were my TA last semester..." 

ES pushes the S to do something that he hasn't done yet. He pushes the S 

toward invention, toward discovery through industry. 

In a subsequent taped interview, ES admitted to handling students 

differently based upon what they needed from him. He spoke of learning when 

to offer help-that some students required assistance to "get staited," while others 

needed a push in the middle and yet another group needed to know when and 

how to finish. He admitted that there were some students who knew what they 

were about and that they required almost no intervention on his part, (taped 

interview, 1992). His handling of the students is intuitive, based on interpersonal 

relations with them and given according to individual student need and desire. 

The Japanese girl's computer visualization is a classically beautiful floral 

drawing with a rich and complex textured border. ES asks her if she has ever 

used prisma colors to draw. He suggests that she use the colored pencils on her 

Xerox to complete the assignment. He cautions her not to make it too 

complicated and to work with what is there or "you'll never finish it." Another 

mand to keep it simple. 
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ES stands on top of a chair to announce that the time has come to clean 

up and put away the drawings. He appoints a student to sweep the floors. He 

then directs the students to move the easels "to that side of the room" and the 

horses to the other. Some Ss continue to work because they enjoy the class or 

are engaged in the flow process. 

"Let's make sure that everybody helps clean up. Don't leave before you 

clean up." Ss try to sneak out while others ignore the mands and continue to 

work. 

S comes over to talk to me. "How's it going?" We discuss the room itself. 

He is a jBlm student and he prefers to "work flat." He says that sometimes there 

aren't enough horses for the students to work upon and that the room is dingy 

and dirty. He also complains that the lighting is bad and that the room is 

crowded when everyone shows up. 

Session 3; The First Contact with the Human Form 

Introduction 

The following observations describe how ES approaches teaching a new, 

potentially problematic task to students; that is, the first encounter drawing of 

the human form. Also included are ES's concerns with the concepts of 

sequence, the dialogue between the verbal and the visual, the physical layering 

of problems, the importance of demonstration, the use of an objective model, 

and the inter-relatedness of artistic endeavors. 
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To learn, to acquire knowledge and skills in the arts, requires an orderly 

sequential structure. For the teacher to structure the lesson plan for 

teaching the skills of an arts process..., there is a necessary order and a 

sequence without which one does not progress within the learning 

process from 'point A' to 'point B.' (Martin, 1985, p. 28) 

ES's methodical and sequential approach to drawing the human face confirms 

Gibson's (1979) advocacy of a rather more disciplined method of learning to 

draw and design done by a controlled progression of problematic situations and 

skill development tasks that relate to drawing and design activities. 

ES is aware of the potential problems that might arise in the student's 

transition from drawing still life objects to the human form. Thus, he has chosen 

to ease this problematic transition by offering the students a system to facilitate 

the learning process in the form of a long sequential demonstration and a 

subsequent series of developmental exercises based on empirical observation of 

an objective (and human) model. Henry Raleigh (1972) offers this sage advice 

on use of the objective model: 

An objective model, the figure, landscape or still life stands for a 

conmion and infinitely variable criterion for all students. Thus the 

technical criteria may be developed more slowly and sustained over a 

longer period of activity, the real model always serving as a check for 

student and teacher, (p. 422) 
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In a less formal manner, Hockney (1988) discusses his observations on the 

benefits of teaching drawing from an objective model while at the University of 

California, Berkeley. 

The only thing I liked teaching was drawing and I liked doing that 

because you can be specific. It was life drawing; we had a model in the 

T00m...and they (students) began to draw, and I would go round to each 

one. Everybody made some kind of mark on the sheet of paper, so I 

could talk about it I knew what the marks were supposed to refer to, 

that the inspiration had come firom a human being sitting in front of us, 

and I could always talk about it. (p. B2) 

Reference to the model is another point that ES stresses in this 

particular class session. He constantly reminds students to look at the model 

and refer to her only as their source for markmaking. He reinforces the notion 

of objective reference by having students change locations with each drawing 

exercise so that they might gain a new visual perspective as well as note the 

perceptual differences between each vantage point. 

A study by Rush and Eggert (1982) concerned itself with the difference 

in students' drawing behaviors when students were shown examples versus given 

demonstrations. The research concluded that demonstration, but not viewing 

alone, significantly affected drawing behaviors. Again ES is unaware of the 

researchers' conclusion but intuitively knows their finding are true. Thus he 

teaches using prolonged demonstrations. 
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The Case 

Class will work from the live model today. It is their first introduction to 

the human form. ES has chosen to ease students into the study of the human 

body by beginning with the face and head of a fully clothed female model. ES 

introduces himself to the model, Maiy Anne. "Hello, I'm Echa Solovino." He 

closes the door so that none of the noise from the hallway disturbs his class. He 

takes roll, looking around as he calls out the names of those who aren't there, 

asking, do you know what happened to —? 

ES pulls the table into the center of the room and asks the students to 

turn in all work and re-work due for that day. The fact that he allows for and 

encourages re-work, that is the re-doing of previous work that was "off the 

mark," to obtain a better grade is significant. Students are grade conscious, to 

say the least By encouraging the re-working of projects, he is reinforcing the 

notion that through diligent work one can advance. "If you were absent you 

have one more day to get the work in." Students are slow to respond to the 

mand so he makes a spinning-circling motion with his hands, a sort of hurry up 

and me do it gesture, accompanied with facial gestures like "Where is it" and 

direct eye contact to specific individuals. "I also need your sketch books. The 

sketch book is due Thursday if you didn't bring it. Let me see a show of hands 

on who's not turning in their computer work? Thursday is the last day, I won't 

accept any more work after Thursday. Next Thursday, I'll assign the final 

drawing," 
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He goes on to explain the grading system by writing on the board. There 

will be two letter grades: 

Verbal: how well you critique your own work. 

(Communication of ideas. One of the grades is for verbal accomplishment.) 

Visual: how well you present your own work. 

(Communication of visual knowledge or the visual proficiency displayed in the 

work itself.) 

ES's system is structured like the MFA graduate school system of 

evaluation, evidence of his interrelatedness between his GTA MFA career and 

his teaching practices. Martin (1985) in her paper "On teaching arts teachers to 

teach" states that there are parallel processes between classroom learning and 

the teacher's training. ES's prior and current training clearly affect his teaching 

behaviors. He comes from a discipline, graphic arts, where temporal 

considerations, process and sequence are tantamount to success. 

ES, Today I'm gonna introduce you to the female figure. We're gonna 

work with just the facial structure. But first, I'm gonna demonstrate how I do 

it." 

He begins his demonstration on the chalkboard with the verbal 

component of the explanation because it is the symbolic system that the students 

are the most familiar with and the one that has the most consensual meaning 

and mutual understanding. Students are trained to receive instruction in this 

realm. 
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Tirst, I simplify," ES writes the word 'simplify* on the board. This term 

is the lesson's main theme and the operative word of the day. He explains the 

term 'simplify* by saying, "simplification of forms and shapes. That's been my 

theory this whole semester. You need to simplify before you do any detail." 

ES writes the second term on the chalkboard; proportions, how they 

relate. The third term written is angling. ES explains this concept by saying; 

"Next we have angles. You need to tell me what the angle of the nose is in 

relation to the face. Think about these things!" The final term for the days study 

is plumbing: 'To plot points within vertical and horizontal lines." Paul Klee 

(1924), in his treatise entitled "On Modem Art" has this explanation for the use 

of words to illuminate (and in this case, dissect) the creative process: 

«.to avoid the reproach 'Don't talk painter, paint' I shall confine myself 

largely to throwing some light on those elements of the creative 

process....To my mind, the real justification for the use of words by a 

painter would be to shift the emphasis by stimulating a new angle of 

approach; to relieve the formal element of some of the conscious 

emphasis which is given and place more emphasis on content, (p. 75) 

ES then e3q)lains that you draw horizontal lines to use as points of 

reference- Salome (1991) concluded from his studies of teaching children to 

draw that teaching students to observe points of information (reference points) 

in the contours of shapes and objects can improve their representational drawing 

abilities. Such training may also sharpen visual discrimination abilities. ES is 
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training his students in perception by teaching them to plumb points of reference 

to construct an accurate visual description of the model's face. 

£S then draws a vertical line on the board bisecting it with a horizontal 

line. "If you divide this (the vertical line between two points) into halves, the 

eyes are the distance between the top of the head and the chin. Divide the half 

into halves, that is quarters. Then divide these in half again, into eighths for the 

mouth." He draws as he speaks, verbally elaborating upon each stroke of the 

chalk. 

"You need to measure on the person you're drawing. All the facial 

structure around it will depend upon that (particular) person." He cautions the 

group that the system is subject to change with each individual's features, but to 

use the grid system he has just demonstrated as a structural basis for drawing the 

face. ES then discusses hairstyles and how to plot them on the grid. He chooses 

Bart Simpson, a popular television cartoon character that has near universal 

recognition amongst his students as an example for a hairstyle. It is an 

interesting, telling and wise choice given the median age of the students (23) and 

the popularity of the television show that the Bart character comes from. ES is 

wise in this sense because he understands more than most the power of the 

media on the collective imagination of the student group. ES knows to reach for 

the icons of popular culture when alluding to a visual referent because his 

students all have a mental image of Bart Simpson's hair to compare to the 

drawing that Echa makes. 
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"All we're doing is simplifying the shapes of the face. There's no trick to 

it; there's no genius to it." Herein lies one of the factors that contributes to his 

success as a teacher and his students subsequent accomplishments-he makes 

them feel that they have the ability to achieve success in their work and that all 

that is required is lots of intentionally thoughtful and hard work. He gives them 

^stems, sequences and ideologies with which to function and perform. Kaupelis 

(1985), author of the drawing texts Learning to Draw and Experimental 

Drawing, has this to say about sequence. "I would continue to maintain that 

although it is impossible to state a prescribed order in which things must be 

learned or experienced, there may be some logical sequences in developing 

skills. We must begin somewhere" (p. 8). 

ES also encourages and de-mystifies not only the procedure but the 

notion that art can only be made by the genius (genius in the Renaissance 

definition as the artist whose greatness exists as an almost mystical pre-condition 

to the execution of the work). 

"Ok, the width of the pupils is the width of the lips." ES draws this in on 

his facial structure grid. "The neck for men lies underneath the earlobes; for 

women, it is more fragile. It goes in like this." He sketches the various gender 

variations for positioning the neck. 

"Once you have set up the basic structure you can gesture on top. Let me 

do a little demonstration." The teaching theme for the day is re-iterated; that is, 

begin with a basic structure and then elaborate. 



144 

He goes about setting up his demonstration. He asks the class if 

someone would lend him a sheet of paper and asks for a piece of charcoal, as 

welL He sets up the paper on one of the student's drawing boards and asks 

another student to vacate his drawing horse, so that he might use it to perform 

the drawing. By setting up and using student materials and equipment, ES is 

illustrating that they, the students, have at their disposal eveiything they need to 

produce the same results as he, provided they follow the same steps. 

After setting up paper on a drawing board, he positions spot lights as 

well as arranging the house lights to give him the most effective and dramatic 

light possible. As he adjusts the lights he asks the model, Mary Anne, if the 

lights hurt her eyes. He tells the students to move in closer-that he doesn't bite. 

The first thing he draws in are the horizontal and vertical axes lines 

duplicating the previous chalkboard demonstration. He makes notations in the 

form of little symbols where the head, eye, nose, mouth and chin are to be 

positioned. ES makes adjustments on the horizontal and vertical axes in 

proportion to the individual's face. He moves up the mouth and, subsequently, 

must move up the chin. The room is silent. All eyes are on the demonstration 

in progress. Three boys, however, are clowning around but do so only with 

gestures and funny faces. ES catches sight of this out of the comer of his eye. 

He tells the offending group to "pay attention" and that if "they don't want to be 

in here, they can go outside in the hall." 
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ES has moved the students from the planar analysis homework 

assignment into the face drawing with ease because they were prepared by 

having already done work in planar analysis, the basis of the day's lesson. He 

has given the students a little taste of the concept prior to the full meal. 

"I don't want it to look like any one imtil the very end. I just want the 

basic structure. It's just like going to Disneyland for the first time, all you can 

do is pick up on the basic features. Not until the last two hours that you put 

into it will it look like Mary Anne." He uses her name; each time he refers to 

her, rather than the term model, she is not an object to him but a person. 

Once he is finished with the structural-analytic portion of the drawing, he 

goes in on top and puts the gesture and contour in. He is reinforcing the notion 

that one must have a structured basis before one can elaborate. 

ES then asks one of his students to turn o^ the overhead lights so that 

he can " put in the lights", that is, the highlights and value shapes. As he works 

he maintains a constant verbal monologue, explaining how and why he is doing 

what he is doing. He explains his choice of media as well. "Ok, I've used the 

vine charcoal so far. If I want, I can go in with the compressed charcoal and 

punch it up." He stresses the fact that it could take a least another hour just 

"getting her details in." He mentions the need to spend time in order to 

accomplish anything in drawing, just like the little lecture that he gave to the girl 

saying that she just was not spending the time to achieve the sort of results she 

desired. ES constantly reinforces the notion that art takes time. 
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"All I want you to do for the first drawing is establish all the plumbing 

points, angles and features. I don't want to see any details for now." ES is 

always veiy explicit concerning what the students are to be doing. His specificity 

in assigning the criteria to be addressed in the projects keeps them to the task at 

hand and within the concept and skill to be learned. 

He shows them how to begin. This is important, because one of the 

things that many beginning visual art students find the most arresting is the task 

of beginning a work. Blank paper is scaiy. 

He explains the various traditional views of the face; 3/4 pose, full face and 

profile for example. He explains where to position each of these views on the 

grid. "Don't start off right in the middle if you're doing a 3/4 pose, you'll run off 

the page!" He re-iterates, "I don't want to see any detail shapes. All I want to 

see are the basic geometric shapes." ES repeats what he wants the students to do 

several times, hardly altering the language of the mand. One might say that he 

is reinforcing the criteria of the task to the point of aesthetic nagging! 

Students are to move in close to the model and begin to draw, using the 

methods that he has just shown them. He reminds them again that they are to 

begin by first establishing the " basic vertical and horizontal shapes." 

ES says to a student who is not using the drawing method that he has 

just demonstrated, "No, I don't want to see that. I want to see the horizontal 

and vertical lines first!" 
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S-''So you just want basic structural lines?" 

ES-"Yes!" 

S has a question concerning the concept of angling. ES refers back to 

the planar analysis drawing that they had done earlier to explain a point. He 

refers to the student's prior knowledge, skills and experience base to make her 

understand. He is reminding her that she already has in place systems for 

tackling the problem at hand. "Measure this distance... what's the relationship 

between this distance and that distance? Start plumbing points where this one 

feature intersects the other feature." 

The class is quiet. The only real sound in the classroom is that of vine 

charcoal scraping across the rough surface of the newsprint paper. The students 

work diligently, looking intently at the model as they plot out her face. It 

appears they are 'flowing' with the novel experience. 

ES- "See, you're drawing too gesturally now!" 

The mood of the classroom is very business-like and goal oriented. 

Getzels & Csikszentmihaly (1976) discovered that fields of specialization in the 

arts are not arbitrary administrative divisions but correspond to the functional 

prerequisites of the system. Thus, graphic art "is concerned with goal 

attainment" (p. 57). Work is emphasized in ES's classroom and the climate is 

like that of the graphic arts studios where production is the main objective. ES 

is, of course, a graphic artist so he trains his students in much the same way that 

he is being/has been trained. Mimesis in teaching. The GTA's have a tendency 
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to emphasize their area of expertise. For example, ES took his students to the 

CCrr to leam how to use the computer as a drawing and design tool because he 

is a graphic designer whose interest lies in computer graphics. Sinead Mahoney, 

a painter, has her students paint often or engage in the painterly application of 

media while Kori Flaxington, a printmaker, took her students into the printshop 

to do monoprints. Jesse Hill, a printmaker, as well, taught his students the 

concept of building color by overlay using printmaking techniques in the 

printshop. He had them work with three plates; red, yellow and blue to build the 

secondaiy and tertiary colors. 

ES to S- "Don't draw the line without first measuring. Those judgments 

come later on when you start putting in the details. You're still trying to draw 

too gesturally." 

His demonstration has made a great impression upon the students. Some 

have mimicked his lines and marks and are stumped as how to progress from 

that point This ties in with the Wilson and Wilson (1983) notion that one of 

the best ways for students to leam how to draw is to study the drawings of 

accomplished artists and that demonstration is the best way to teach a method. 

ES to the Japanese girl who works very hard and whose work is facile: 

"You're undecided on your lines (smiles) but, that's how you draw. I want you 

to plumb your points and then draw in the lines. You don't have to draw 10 

lines just to figure out one line. You just plumb your points and then draw one 

line." He is hinting at efficacy in drawing and productivity. This is a result of the 
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sort of art training he has received in his undergraduate career, that is- as a 

graphic artist where time is intentionally saved by doing each step correctly and 

finishing one step before moving on to the next. The process is paramount. His 

actions are also an example of the notion that the arts are often taught as a form 

of training as opposed to a form of education. The implication in training is a 

narrowness of vision, whereas in education, the vision is seen as more expansive. 

His mand not to waste time and energy is reminiscent of the assembly line with 

its emphasis on economy of production and efficacy. 

ES circulates throughout the room. He goes to each S and either works 

directly upon their drawing or discusses the problem with the drawing without 

touching the surface. He appears to choose between either method (of 

instruction) intuitively, knowing which will be the most effective and which the 

student will prefer and quite possibly need. There are those students who 

receive no attentioiL For the most part, these are the students who are in the 

'flow' mode or have reached that state of coherence that only praxis can best 

clarify. 

"You're at a bad angle here to figure out the face." The S sits to the 

extreme right of the model upon a high horse giving her a vantage point that is 

almost a bird's eye view and a view of the model's face that is less than a profile 

view. He suggests that she move to a spot where she will not have such a 

difficult visual task. In doing this, he is attempting to simplify the visual 

information that she will have to deal with. Because of her lack of skill in the 
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visual arts, she is unaware of the difficulty of capturing the face at that angle in 

a drawing. 

The 15 minutes allotted for the drawing has elapsed. ES yells, "Ok, stop! 

Move around, I don't want you redrawing the same position. Let's give Maiy 

Anne 5 minutes to rest; then we'll continue to draw." A S suggests that the 

model move. ES says "NO!" and shakes his head to emphasize his words. "If 

you always stand in the same position, it's a stigma. In drawing you have to 

move your body. You have to move around. Ok, another 15 minute study." ES 

signals when it is time to begin like a referee starting a race. The students pick 

up on this and a few make the conmient, "On your mark, get set, and go!" This 

particular episode shows evidence of the notion of drawing as an active 

endeavor; think, move, draw. Kinaesthetics. 

"For every feature you put on your page, there has to be a line running 

across. I want you to think about these things, not just go ahead and do them." 

He is driving the notion home that there are no random choices in the drawing 

process; it is "artistic intelligence" at work (Gardner, 1986). ES stops a student 

who is about to place the eyes incorrectly upon the grid. "George, where do the 

eyes go?" 

S-"About 3/4 of the way." 

ES- "No, half, HALF of the distance of the face." 

S- "But it's NOT half of the distance..." 
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Trust me on this." He laughs. "I think your getting confused. You're not 

drawing what you're seeing." It is the student who was late in coming to class 

and, consequently, missed the majority of the demonstration. This particular 

interaction is evidence of the importance of demonstrating the Wilson and 

Wilson (1983) notion of learning from drawing itself and the Rush & Eggert 

(1982) idea that demonstration as a method of teaching significantly affects 

drawing behavior. 

"I've never had a problem drawing faces...." The statement implies that 

the student is comfortable working one way and is avoiding the tension that 

working in this new methods would create. ES has to use breaching mechanisms 

to force him out of his old aesthetic habits. 

"Don't draw the outlines of the face yet. Once you've drawn that you've 

committed yourself to it." This sort of language implies a seriousness of intent. 

To commit oneself to a mark made is indeed an act of premeditated choice. It 

is foresight, Prometheus in action. A faculty member once told a story about a 

drawing class that he had in college where the professor agreed with every mark 

he had chosen to make with the exception of one. The professor asked the 

faculty member why he had made this one particular mark and what did it mean. 

He then said that the mark was irrelevant and had no place in the work. It was 

meaningless, thus, superfluous to the drawing. Like words, marks have meaning. 

Conscious and deliberate choice in markmaking is essential to drawing. Each 
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mark made is a commitment to the drawing, a visual statement of the condition 

of the subject of the drawing and the individual executing that drawing. 

ES uses the vocabulaiy terms of the day's lesson to explakn the problem 

areas in a student's work. "Look at the basic structure. Where does the hair line 

start, say, in relation to the whole face?" ES tells the S to measure, take 

proportions. He holds up his thumb with the pencil tip just extending beyond the 

finger and measure the distance of one feature to another placing a mark on the 

drawing to indicate the measurement. S disagrees with his choice of placement 

of the mark. ES tells him not to worry about the details, just the basic 

structure. 

He then cautions S, "I don't want to see those details." 

S replies, "Just how many angles can you draw before you rub it out and start 

drawing the contours?" S obviously does not want to go through the process 

involved in angling and plumbing but would rather dive into the drawing of the 

model's face using only pure aesthetic intuition. This student is not a systematic 

process type; the student obviously prefers the direct intuitively guided approach, 

Csikszenmihalyi & Getzels' (1976) problem finding as opposed to the problem 

solving method of approaching a task. Elsewhere in the class students are 

restless and grow impatient with the process. It is not necessarily that they have 

all accomplished the task at hand with any great amount of expertise but rather 

they yearn for something that is more stimulating and exciting to them and that 

takes less time to accomplish. 
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ES- If you've finished the basic structure, we'll put 'em up on the board to crit." 

He is very specific about what he wants to see in the drawings. When he 

indicates a drawing that is an example of what he wants he says, "good start," 

good job." Or if there is a drawing that had parts that are working well, he 

indicates the particular part that is correct and says, "good parts." 

Those drawings that are mediocre in their level of accomplishment are 

critiqued as "nice job." Those that lie outside the bounds of what is acceptable 

are described by, "This is no good. If you don't have time left, don't put this 

kind of thing in. Leave it out! If you don't establish every relationship between 

the eyes, nose, mouth, then everything within the face will be wrong." He is 

emphasizing the concept that the face functions as a whole comprised of many 

interrelated parts. When one part is not in harmony with the rest, all the 

remaining parts suffer from the entropy. Platonic notions. This is evidence of 

the Amheim notion of order and disorder. Entropy in art causes imbalance or 

vice-versa. 

S takes a little break before the final pose. I take this opportunity to 

corral ES and ask him about his teaching. I ask who he worked with while a 

practicum student. He replies that Bob White was his GTA and that he learned 

a lot from him, from his 'mistakes'! ES saw that the class could have been a 

great deal more productive if it had been more sequentially organized. He 

noted the failure of the non-sequitur form of teaching drawing and has organized 

his class so that problem is avoided. He says that a lot of the "fine art people" 
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want to start at the top and not at the "bottom." This reinforces the Getzels & 

Csikszentmihalyi idea that fine artists are the problem finders or associationists, 

(those who think nakedly and discover through the creative act) while applied 

artists are problem solvers or rationalists, (those who think in an orderly, 

sequential manner (p. 236). I mention the girl he used the paper writing 

metaphor with to explain the evolutionary process of drawing. He says, "Yeah, 

(smiles and nods) "she always works like that." He is aware of her usual behavior 

and seeks to change it by constructing new correspondences between her ideas, 

experiences and perceptions of the world. 

Break is over and the students are to begin the final in-class drawing. ES 

makes the students move to a position that is drastically different from their 

previous location around the model. He repeats the commands for those who 

came in late from break, "You're gonna work on good drawing paper. For the 

last 10 minutes of the class, I'm gonna turn off the overhead lights so you can 

work on the values." 

ES asks a student if he is in the same place as the last pose. Tells the 

student to move. "Ok, you have 40 minutes to work. For now I want you to 

establish the basic construction. When you're done with that, go ahead and start 

softening up the lines and then on top of that, put in the gesture." He has stated 

the procedure and order of the manner in which he requires them to work. 
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Ss ask if they can turn the class drawings in for extra credit. ES says, "NO! 

Extra credit ^sposed to be from the outside of class." Many of the drawings are 

quite good and actually evidence student's reference to the model. 

Class is over. ES yells that they have 5 minutes to clean up. He wants all 

the horses on one side of the room and all the easels arranged on the other. He 

volunteers people to help and reprimands those who attempt to sneak out of the 

room without cleaning up. ES is concerned with maintaining order. 

Analysis of Events 

A consistent theme in ES's teaching is that artmaking is not the creation 

of a series of discrete products but an interconnected mesh of ideas, actions and 

enactions that exist sequentially, simultaneously and symbiotically. To enforce 

this notion, he designed a curriculum unit to create one project-the 2-D 

computer visualization and then required that it be physically incorporated into 

the following project~the 3-D rendering of the computer visualization. 

In another example ES reinforces the idea of linkage and sequence. This 

time, addressing 2 point perspective, he asked students to draw 7 boxes in 2 

point perspective above and below the horizon line. Once drawn, these 2 point 

perspective boxes were illusionistically rendered, i.e., the boxes were shaded 

according to a single, consistent light source. The finished box drawings were 

then used as the basis for the following project: a fantasy castle drawing. 

Students were asked to make a drawing of a fantastic (imaginary) castle using 

the 7 previously drawn and shaded boxes as the structural basis of the castle. 
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Like the 2-D to 3-D drawing, two distinct drawings were executed on the same 

sheet of paper in a layered effect; a sequence literally building one drawing not 

only upon students' prior knowledge and experience but the artifacts of that 

process as well. He provides an initial structure then allows for students' 

individual creative expansion. Drudgery then expression, but always within an 

orderly system, that of history and the continuum, literally and conceptually 

building upon previous knowledge. Mondrian (cited in Beiderman], 1948, p. 8) 

said, "One has only to continue what has been done." ES's pedagogy seems to 

espouse that philosophy as well as the understanding that the acquisition of new 

knowledge and technique shifts not only one's capabilities but consciousness and 

method of apprehending and, subsequently, recording physical reality. "What we 

call progress consists in coordinating ideas with realities." (Korzybski, 1948). 

ES's choice in teaching the very mathematical system of correctly 

proportioning the human face via the sequential process of plumbing and angling 

reveals his faith in structured systems for visual notation. By teaching the 

students a sequential and highly structured method for constructing the model's 

face, he gave them an almost guaranteed method for accurately noting the facial 

features as well as their relation to one another. ES re-enforced and honed 

students' newly acquired skill through a series of timed exercises or drills 

gradually allowing them the opportunity to incorporate facial details and gestural 

marks into their drawings. 
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One of his other recurrent metaphors and perhaps one of the more 

important is ES's insistence that art takes time and that nothing but tune and 

deliberate hard work can facilitate the learning process in the arts. In cautioning 

a student that "You've got to do your research," he reiterates Eisner's (1991) 

proposition that looking and seeing are the (empirical and intellectual) research 

required for knowledge acquisition in visual arts. Personal experience has 

tau^t him that "If the visual arts teach one lesson, it's that seeing is central to 

making. Seeing, rather than mere looking, requires an enlightened eye" (p. 1). 

ES's insistence that students begin with the simple things and progress 

toward the more complex implies that he believes in a foundation, a beginning, 

if you will, for learning in the arts. He repeatedly cautions his students to 

"simplify!" or "get in the basics, then make gestural marks" lest they loose 

themselves in the potentially complex and confusing array of visual information 

before them. This researcher believes that ES's training as a graphic artist-a 

discipline where process and sequence and the correct execution of each 

tedmical step are crucial-has formed his precise method of teaching drawing to 

his students. 

ES's classroom exhibited another important quality that contributed to 

his students' success-that of discipline and order. Students were not allowed to 

act out and disrupt the class; order and a crisp working environment were 

fostered and maintained. The materials were put away, the room was cleaned 
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up after each session and the horses, easels and chairs were all grouped and 

ordered so the following class might have ready access to them. 

ES's predominant pedagogical themes-his classroom practices-reflect his 

personal beliefs. These are disciplined inquiry, sincere intentionality, thorough 

investigation, order, and hard work. One can conclude that his student's 

overwhelming success in drawing comes jfrom his particular approach to teaching 

drawing. "How one draws is affected by the opportunity to learn and apply 

drawing skills, the amount of encouragement to draw, and the type of drawing 

instruction one receives" (Wilson & Wilson, 1983, p. 15). 
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Chapter 5 

Discussion of the results 

Summary of the Results 

The first question to consider is-are there really any results? Have 

data from the field notes revealed something beyond a description of Mr. 

Solovino's teaching? And can one offer any conclusions, make any 

generalizations or construct any hypotheses based upon the descriptions? Eisner 

(1991) suggests that generalizations are often made whether or not the data are 

conclusive and constitute fact, therefore, one may infer and construct hypotheses 

from the data. 

The discovery the researcher has made in the exploratory course of this 

thesis investigation that would constitute a 'fact' (in the scientific empirical 

sense) was the lack of any significant difference between the two evaluators* 

scores of Mr. Solovono's students' work using the evaluative instrument. What 

can be stated, conclusively then, is that both evaluators judged the caliber of Mr. 

Solovino's students' work to be of superior quality. Beyond that statement only 

retrospective generalizations (Eisner, 1991, p. 204) are possible, that is, inferences 

drawn by an examination of history, such as the case studies. These 

generalizations must be made by both the reader and the researcher because 
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each will interpret the data from his or her peculiar epistemology. What are 

offered in this discussion is the researcher's hypotheses from the data. 

The following is a summary of the findings of this thesis. In tracing the 

historical evolution of post-secondaiy visual arts education, we have seen how 

the site for visual arts education has shifted from the artist's studio and atelier, 

to the art school, to the university itself. An examination of the University of 

Arizona's own history, revealed a continued involvement and commitment to 

visual arts education; investigation into the University's Foundations program 

disclosed a like commitment to the use of GTAs as Foundations teachers. Mr. 

Solovino's personal teaching philosophy indicates that he believes discipline, 

hard work, sincere intent, visual research, simplification of process and 

incremental structuring of content are essential to successful learning in the 

visual arts. A review of the literature disclosed the disparate views concerning 

the ontology of art itself^ the nature of and methods for university visual arts 

teaching as well as whether or not artists are emotionally and psychologically 

suited to teach. An examination of research methods proved qualitative inquiry 

the procedure most suited to the system under investigation; that is, it offered a 

holistic view where multiple perspectives might coalesce. The data fi-om the 

case studies have described three instances of Mr. Solovino's teaching that serve 

to compare his philosophical beliefe with his actual classroom practices. 

The data have also revealed what appear to be paradoxes, the least of 

which is that the university has become the major site for post-secondary visual 
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arts educadon and that a young man, who is a student and a relatively 

inexperienced, novice teacher, could have such positive effect in the Foundations 

classroom. 

Conclusions and Possible Implications 

One may hypothesize from the data and conclude that how visual art is 

taught is subject to various individual instructor's interpretations and is 

situationally specific to the population, context and environment of the particular 

classroom. One might also conclude that how artists learn how to teach is by 

reflective praxis. 

Prior research in the field has proven the effect of environment and 

culture upon learning and thinking (Torrance & Sato, 1979). The social and 

intellectual climate of Mr. Solovino's classroom is largely a product of his 

particular epistemology as well as that of his students, the Foundations program, 

the institution and the current ideological state of the visual arts in the 1990's. 

It can be said that Mr. Solovino's prior knowledge base effects how and what he 

teaches, that his beliefs and ways of disseminating information are related and 

that his pedagogical practices come about through reflection upon actual 

classroom situations. 

That Mr. Solovino is a graphic (applied) artist and thus, as Getzels & 

Csikszentmihalyi (1976) have demonstrated, a problem solver implies that his 

classroom is a milieu for problem solving. In an interview with Mr. Solovino, he 

disclosed information that concurred with Getzels & Csikszentmihalyi's findings 
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stating that he saw the Foundations classroom as an arena for problem solving 

and that his students were expected to "be creative within the limitations 

(criteria) given." The researcher senses that Mr. Solovino's orientation as an 

applied artist has the greatest effect on how he teaches. 

A review of his word choices during critique revealed that Mr. 

Solovino describes 'successful' student work as "willful, determined, 

understanding (read, knowledgeable)" and 'unsuccessful' student work as 

"needing work, needing time, frustrated, undetermined and unwillful". The 

prevailing theme is that of sustained intentionality, another finding that seems to 

reflect on his previous training as a graphic artist. It appears that Mr. Solovino's 

personal and vocational beliefs harmonize and find common ground in his 

Foundations teaching. 

Perhaps Mr. Solovino's most revealing analogy was his advice to the 

frustrated student to "do the research" suggesting that an enormous amount of 

looking and seeing and other cognitive processes precede the actual making of 

art. 

Mr. Solovino sensed that to connect his teaching to his students 

personal experiences of the world, he must make references to the popular 

culture with which they are familiar. Again, his background as a graphic artist, a 

discipline concerned with the semiotics of popular culture as well as the 

heteroglossia of stylistic influences, is relevant here. 



163 

Limitations and Recommendations 

Limitations 

The limitations of this study will be restated briefly for the purpose of 

offering conclusions. The inquiry was conducted within a single site and upon a 

specific population of which the researcher is a member; therefore, any 

conclusions drawn may be germane only to that population. The time of the 

inquiiy is limited to a single semester and constitutes but a small slice in the 

continuum of Mr. Solovino's tenure as a GTA. The data are "cooked" 

(Bateson, 1972) by the researcher's perspective and reveal the influence of her 

peculiar vision. Mr. Solovino has been described singularly within the 

Foundations program and has not been contrasted to another GTA involved in 

Foundations teaching. The preceding may be seen for those who insist upon 

quantifiable data as limiting the study and the results as a mere subjective 

assessment of a highly contextual arena which, in fact, it is. Yet, for those of 

greater faith, the limitations can serve to enrich the investigation. Foucault 

(1976) tells us that the union of subjugated knowledge(s) (local or specific 

knowledges that have been excluded from the circles of erudition and the 

established hierarchy of knowledges and sciences) with erudite knowledge 

establishes a historical, genealogical sort of knowledge that allows one to make 

tactical use of the information. 
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Recommendations 

The most obvious recommendation the researcher can offer is that 

further, lengthier investigations be conducted into the GTA taught visual arts 

classroom-investigations of greater length and depth that address more diverse 

student and teacher populations. 

The following recommendations have been made specifically for the 

University of Arizona Practicum program. They are that: 

-GTAs continue to teach beginning visual arts classes for they offer a 

freshness and enthusiasm that often cannot be duplicated by more established 

faculty. 

-Current cognitive, motivational and social theories of learning be 

included in the Practicum curriculum as well as current critical theories from 

historical and literary discourse. 

-All faculty participate in the teaching of the Practicum class and act as 

mentors to the GTAs involved; include faculty from art history, art education 

and studio art with the ultimate purpose of encouraging these disciplines to 

coalesce in that milieu. 

-GTAs apprentice under faculty as well as "master" GTAs. 

-These apprenticeships continue for one full academic year and that 

they occur in a variety of disciplines and engage in varying degrees of classroom 

involvement. Familiarity with the structure of one discipline can greatly enrich 

the manner of teaching another; drawing and design are skills that are essential 
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to all the visual arts but drawing for the purposes of sculpture can vary from 

drawing for the purposes of film. 

-The nature of what constitutes a foundations education in art be 

determined. 

-The practicum curriculum be continuously re-appraised and revised 

based upon shifting GTA and student demographics. 

-GTAs be allowed to teach for the duration of their MFA tenure if 

they so desu-e. 

-GTAs be asked to keep journals (illustrated, written, audiotaped, 

videotaped) of their entire classroom teaching and learning experiences for the 

purpose of reflection and to serve as a record of their pedagogical evolution. 

-GTAs be paid a reasonable amount for their teaching efforts. 

-A GTA representative be allowed to attend and contribute to faculty 

meetings where issues of curriculum design are addressed. 

-The various theories of visual art education be tested in the studio 

classroom and be assessed in terms of practical applicability. 

Recommendations for Further Investigation 

The original intent of this thesis was to reveal how teaching artists 

taught and how they leam how to teach. So grandiose an endeavor indicates the 

researcher's obvious naivete and belies an ability to grasp the enormity and 

complexity of the situation. 
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The researcher recommends that extensive further investigations be 

conducted into how artists teach, how GTAs leam how to teach and, especially, 

how the institution of the university (the structures of power and knowledge) 

affects how and what is currently taught in the visual arts. 

The studies should proceed by all manner of investigation and should 

seek to create new, more appropriate methods for revealing the nature of what 

Eisner has said essentially cannot be described with words (teaching). 

According to the consensus of 1985 seminar on the maturing of arts on 

campus, "conventional 19th century Ph.D. research m the arts is dead" 

(Morrison, p. 84). This being the case, the researcher proposes that the visual 

arts be researched by varying individuals from other non-art related disciplines 

using interdisciplinary methods and multiple investigative media. What such 

methods might disclose are: Can effective visual arts teaching actually be taught 

or is instructional uniformity a desired foundations visual arts teaching behavior? 

Concluding Remarks 

To assist in the final analysis one must look to the history of how the 

visual arts have been taught and learned. The dominant historical method has 

been that of apprenticeship, i.e., learning of a craft (to include teaching) or 

medium of visual art from a master in the field. The apprentice's learning is 

directed by engagement with the materials and in the process as well as through 

complete immersion in the socio-cultural structure of the particular system. 

Significant forms in the medium are also studied and imitated to bring about an 
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understanding of the dominant aesthetic. The apprentice is provided an arena in 

which to practice the skills and thinking necessary to master the craft and 

eventually demonstrate mastery. 

It is the opportunity for practice itself that proves most valuable to the 

apprentice's learning, because without praxis there would come none of the 

discriminatory knowledge that actual engagement offers. The word P(p)raxis is 

from the Greek stem prassein, doing or action and prattein, to pass through or 

experience. Praxis is also defined as practice in action, as an exercise or 

practicing of an art, science or skill, or usual or conventional conduct: habit, 

custom. Praxis, in the iatric sense, can also mean therapeutic treatment. The 

teaching praxis offered to GTAs through the Practicum program is the most 

significant means for the apprentice teacher to gain insight and experience into 

visual arts teaching. 

It is also relevant here that an epithet of the ancient Greek goddess 

Aphrodite-goddess of love and beauty is Praxis, meaning action. That beauty 

and love can exist, in the mind of the ancients, in triangulation with action is no 

accident where the visual arts are concerned. 

Such philosophical ruminations are best left to those who can more 

eloquently and efficiently express them. Plato in his work the Symposium has 

quoted Socrates as saying; 

If his instructor guide him rightly...he [the student of art] would himself 

perceive that the beauty of one form is truly related to the beauty of 
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another; and if beauty in general is his pursuit, how foolish would he 

be not to recognize that the beauty in every form is one and the same! 

And when he perceives this he will...become a lover of all beautiful 

forms. (Plato as cited in B. Jowett, 1973, p. 353) 

We have seen in the text of the cases, multiple instances in Mr. 

Solovino's teaching where he emphasized the interconnectedness of all visual 

arts learning, that one art form is related to another subsequent art form, and 

that visual arts learning is a continuous and almost seamless process. 

One may well infer that visual arts teaching is also a continuous and 

nearly seamless process moving in a sequential yet entropic fashion from the 

general to the specific, from the essential to the esoteric and vice versa, a 

process firmly rooted in a love (enthusiasm) for both the visual arts and 

teaching. 

In addition to the historical lessons the apprenticeship systems have 

provided, perhaps the most salient conclusion of this investigation has been the 

critical role of the persona of the artist-teacher in fostering classroom excellence. 

It seems to me that the instructor is the curriculum. If he doesn't 

embolden the teaching, no manner of course description, syllabi or 

discriminating reading lists will help the student achieve mastery and 

creative control of the course material. One can speculate why this is 

so, but a fundamental point is that an artist's work spring from his 

holistic, authentic self. (Morrison, 1985, p. 91) 
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The findings of this inquiry seem to reiterate Morrison's statement and concur 

with Sevigny's notion (from personal conversation, 1991) that "the arts are 

personality driven." 

It is simply Mr. Solovino's personal qualities that influence how he 

teaches and make him a "good teacher." Mr. Solovino knew when he was in 

high school that he would teach art one day and after his undergraduate 

education, he realized that he would teach college art one day. It is toward this 

goal that he has directed his efforts, both in the studio and in the classroom. 

Through determination and sustained will he has worked to make of himself a 

"good teacher," a conclusion that is validated by a concensus of faculty and 

students and is recorded in the text of this thesis. 
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