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FOREWARD 

The somewhat unusual blend of research methods used in 

this study has created a need for issuance of a caveat 

and/or rationale regarding several of the procedures 

followed. The dissertation is a hybrid one, in that it is 

in part a descriptive study in art education and in part a 

philosophical study in aesthetics. The philosophical 

portion is used to establish a model or metaphor for the 

nature of artistic process. That model is then compared 

and contrasted to methodologies for the teaching of art as 

generally advocated by a number of prominent art education 

textbooks. Due to the dual nature of its method, the 

study's literature review is subsequently spread over two 

chapters. 

It was also the specific intent of this investigator 

to rather strictly limit the review of art education 

literature to the contents of six highly influential 

textbooks commonly used in the preparation of prospective 

art teachers. By limiting the literature review in this 

way, it was hoped that a clearer focus would ensue, one 

which would illuminate many of the methodological 

foundations regarding the nature of artistic process upon 

which the field has relied for more than a quarter of a 

century. Of course, the authors of these texts are or have 

been individually responsible for other large bodies of 

important research relevant to artistic process beyond that 

• « 
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contained in the books reviewed; however, those articles 

and/or writings were purposely excluded from consideration 

in this study upon the premise that in most college art 

education methods courses, prospective teachers are exposed 

to a breadth approach (usually consisting of a single 

textbook), with only occasional readings assigned or self-

selected from outside sources. Therefore, the influence of 

these methods textbooks upon prospective teachers and the 

development of their individual educational philosophies, 

specifically as pertains to the nature of artistic process, 

has most likely and substantially superceded that of other 

professional publications. 

Other notable leaders within the field of art 

education, whose lifetimes of research bear strongly upon 

many of the issues discussed in this study, are only 

briefly cited herein, their work not having taken the 

specific form of college level, methods textbooks for use 

in the professional preparation of art teachers. The 

paucity of reference to their research was not due to any 

intentional slight or professional ignorance, but was 

deliberately done in order to preserve the original 

integrity of method within the prescribed limits of the 

literature review. Newer textbooks in the field, many of 

which have just begun appearing on the scene within the 

last five years, were also not included in this study for 

the same reason. 
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ABSTRACT 

Using existentialist philosopher Martin Buber's 

concept of I-Thou relation as a metaphorical model for 

artistic process, this study proposed to examine and 

compare six prominent art education methodologies grounded 

in the pragmatic tradition, for purposes of illumination 

and expansion of the field's theoretical base. The 

research method was a composite, in part a descriptive 

study in art education and in part a philosophical study in 

aesthetics. The literature review was purposely limited to 

provide a clearer picture of the field's basic underlying 

assumptions regarding artistic process, which most commonly 

affect the developing educational philosophies of 

prospective art teachers. It was concluded that art 

education textbook methodologies have generally tended to 

focus primarily upon the psychological, practical, and 

technical nature of an individual's artistic process and/or 

experience and less on what might be termed its spiritual 

and humanistic aspects. More specifically, this study has 

concluded that artistic process involves or is a type of 

bipolar, interactive form of communication, which may take 

the form of either a dialogic relationship or a problem 

solving activity. In addition, it was concluded that the 

art object is a result of the artist's intention to create 

it and is produced, at least in part, through his ability 

to identify and/or relate to a medium and some particular 
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experience he wants to express. As such, the artwork may 

be considered, among other things, either a "by-product" of 

artistic process or an active participant in it. 

Implications of the study include the need for development 

of art education courses within higher education, dealing 

specifically with aesthetic (in conjunction with 

psychological) theories and the roles they play in 

determining what one actually teaches and/or learns about 

art. Specific implications for artmaking include that of 

placing new emphasis on the artwork as an essential 

participant in the dialogue of both the artistic process 

and the comprehensive art experience of the individual. 
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CHAPTER I 

INTRODUCTION 

The goal of research within art education is not 

limited to providing the field with new, quantifiable, 

scientific data regarding the psycho/social aspects of 

teaching and learning in art, but also includes the 

application of "analytical, critical, and speculative" 

methods of philosophical inquiry to existing theory and 

practice (Eisner & Ecker, 1966, p. 25). 

Eisner and Ecker's call (1966) for increased 

philosophical inquiry within art education acts as one 

justification for this study's examination and discussion 

of the nature of artistic process, particularly as it is 

presented by several of the field's most prominent teacher 

preparation textbooks and as it is compared to the 

existentialist philosophy of Martin Buber. In his 

discussion of the ongoing "nature/nurture" controversy in 

psychology and its pronounced effects upon the direction of 

art education, Michael (1991) asserts the need for the 

field to stay on task: "We always must take into 

consideration the teaching situation, those we teach, and 

what we teach [original italics]" (p. 23). One way to 

ensure satisfactory achievement of that professional goal 

comes via a thorough application of hindsight in vigorously 

reexamining the field's basic underlying assumptions and/or 

popular philosophical trappings. 



Concern for "what" school students are actually being 

taught, by way of their own teachers' college exposure to 

textbook methodologies, prompts Lipman (1987) to contend: 

Unfortunately, teacher education can be no better 
than the materials used in the teacher-training 
process. Dumbing down the curriculum need not 
lead to dumbing down the way teachers are taught 
to teach, but it generally does. Texts and tests 
are the engines that drive the schooling 
operation. The professor of education is a 
prisoner of the same system as that in which the 
teacher is incarcerated, even if, in the long 
run, it is the children who suffer most from that 
system [original italics!. (pp. 92-93) 

This professional predicament warrants deeper investigation 

and suggests that an examination of well known and commonly 

used textbooks for the preparation of teachers, might 

reveal important clues as to "what" is being taught in 

school art classes today. 

Eisner (1988), anticipating the advent of "a newer 

view" of art education, identifies several vital research 

agendas for the future. Two of these areas are: (1) that 

of developing "a theory of artistic learning" prerequisite 

to any meaningful evaluation of art programs, and (2) that 

of constructing "a taxonomy of learning in the visual arts" 

to assist in the identification of artistic competencies 

and in the organization of the curriculum (Eisner, 1988, 

pp. 26-27). These needs, identified by Eisner, act as 

another justification for this investigation into the 

nature of the relationship between the artist and the 



visual artwork, especially as that relationship is 

presented by the methodologies of art education. 

Describing subtle, yet pervasive paradigm shifts 

occurring within the "cognitive revolution," Jerome Bruner 

(1990) claims that the original emphasis on the 

construction of meaning has gradually been exchanged for an 

emphasis on the processing of information. This event was 

precipitated by: "...the introduction of computation as 

the ruling metaphor and of computability as a necessary 

criterion of a good theoretical model [of mindl" (Bruner, 

1990, p. 4). Combined with Eisner's concern (1988) for 

establishment of an artistic learning theory and 

development of a visual arts taxonomy of learning, Bruner's 

misgivings (1990) about information processing as the 

current model of mind, suggest the needed application of 

new metaphors to old contexts for the purpose of 

illuminating and/or refining extant theories in the field 

of art education. Philosophical inquiry has traditionally 

offered the best means for accomplishment of that goal. 

Dobbs (1988) claims philosophical research in art 

education: 

...advances new ideas and builds support for them 
by citing theoretical precedents, logic and 
reason, and by developing persuasive arguments. 
Philosophical research often breaks conceptual 
boundaries and precedes empirical and 
experimental inquiry, as it focuses upon ideas 
which are the fruits of speculation and 
intellectual problem-solving. This kind of 
research may draw heavily upon concepts produced 



in related fields and disciplines. It is 
basically theory-making, (p. 7) 

Existentialism derives its name from its proponents' 

interest in the nature of man's existence or the question 

of what it means to be. In existentialist philosophy, 

isolation and/or estrangement of the individual from 

himself, society, the environment, and/or God, are commonly 

explored themes. Threads of consistency among 

existentialists, however, are difficult if not impossible 

to trace and several of the most prominent philosophers 

popularly associated with the movement deny any affiliation 

with it. Due to these factors, existentialism cannot be 

approached as a precise, concise system of thought. Martin 

Buber is only one of many existentialist philosophers and 

his own approach to existentialism differs in many 

important ways from other major thinkers of the movement 

and/or the times. 

Buber posits that as an event, art, at its point of 

origin, is essentially dialogic in nature. As the 

individual creates art, the dialogue of artistic process 

occurs in the ensuing relation between the I and the Thou 

(i.e., subject and subject) or the artist and artwork, 

respectively. Buber believes the artist's final product 

attests to the occurrence of this important dialogic 

relationship. A similar relationship becomes possible when 

the finished artwork is subsequently encountered by a 

viewer, in the spirit of genuine dialogue. 



A type of dialogue can be said to occur between artist 

and artwork during the creative act; that relationship 

continues to evolve over the period of time taken to 

complete a work. Several aspects of I-Thou or dialogic 

relationships, as described by Buber, are comparable to 

many of those found in artists' statements about their work 

and descriptions of their own creative processes (Adams, 

1983; Benton, 1973; Brassai, 1966; Duchamp, 1973; Hockney, 

1977; Kallir, 1982; Leymarie, 1972; Lisle, 1980; Malraux, 

1974; Meryman, 1973; Miro, 1969; Newhall, 1973; O'Keeffe, 

1976; Schendler, 1967; Stein, 1986; Vickrey, 1979; Wheat, 

1986; Wyeth, 1978). These similarities provide additional 

grounds for further inquiry into the nature of 

artist/artwork relationships. 

Purpose of the Study 

Using existentialist Martin Buber's concept of I-Thou 

relation as a metaphorical model for artistic process, this 

study proposes to examine and compare six prominent art 

education methodologies grounded in the pragmatic 

tradition, for purposes of illumination and expansion of 

the field's theoretical base. 

Research Questions 

Can a philosophical metaphor or model of relationship 

be considered relevant to the nature of artistic process 

and thus to the teaching of art? 



Specifically: 

(1) What generalizations, if any, can be drawn from a 

comparison of the basic assumptions (particularly regarding 

the nature of artistic process) contained within the six 

art education textbooks reviewed? 

(2) According to Buber and to the authors of the six 

art education textbooks, can an artwork or other inanimate 

object be considered an active participant in artistic 

process? 

(3) What is the nature of the relationship between 

artist and visual artwork, particularly as it is revealed 

through comparisons between Buber's view of artistic 

process and those views promoted by the art education 

textbook writers? 

Limitations of the Study 

This study is limited to: (1) a presentation of 

selected portions of the existentialist philosophy of 

Martin Buber which most directly pertain to the nature of 

artistic process and the central proposition; (2) an 

investigation of the basic assumptions, specifically 

regarding the relationship between an artist and his work, 

made by six prominent art education textbooks commonly used 

in the professional preparation of art teachers; (3) a 

discussion of the nature of relationship between the artist 

and the visual artwork, with implications for the 

viewer/artwork relationship; and (4) an examination of 



philosophical, rather than psychological ramifications of 

Buber's concept of relationship. 

Assumptions 

In this study, it is assumed possible to generalize 

from the six art education methodologies selected for 

examination to art education methodologies as a whole. 

Definition of Terms 

In the following alphabetical list of definitions used 

within the study, all words displayed in italics appear 

elsewhere in the list. This is done to facilitate cross-

reference by the reader. Buber's vocabulary frequently 

attaches special, technical meanings to common words (i.e., 

experience, individual, person, etc.). In the main body of 

the text, all words which are specifically Buber's 

terminology also appear in italics for purposes of 

clarification and reference. When such words appear in 

regular type, they are being used in their usual sense or 

meaning. 

1. a priori - The term, a priori, indicates the presence 

of an innate quality of existence; more specifically, one 

not learned from experience. Buber (1970) holds that the 

only innate quality of existence is the a priori of 

relation (i.e., every man is born with the potential or 

capacity to relate). 
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2. ait. - For the purposes of this study, art, unless 

otherwise noted, is considered to be those physical objects 

with visual properties which have been constructed, formed 

and/or created in any media by humans, and which are 

commonly thought (within their given culture) to possess an 

artistic nature and/or value. In this study, art is used 

synonomously with "artwork," "art object," "artistic 

product," "work of art," and "art (as product)." 

3. art experience - In this study, an art experience is 

considered to be an artistic response and/or production 

activity or event, involving the individual's participation 

in at least one (simultaneously or sequentially) of art's 

group of disciplines: production, criticism, history, and 

aesthetics. 

4. artist - Here restricted to the visual artist, for 

present purposes, an artist is considered to be any person 

engaged in the production and/or creation of works of art 

in visual media. 

5. artistic process - For the purposes of this study, 

artistic process is defined as the artistes progression 

from the point of initial perception/conception through the 

final achievement of a visual form. The term, artistic 

process, is also used synonomously with "artistic 

activity," "artmaking," "creative act," "creative 

activity," "creative process" and "art (as process)." 



6- artist's intention - An artist's intention is 

considered his solitary purpose and/or his willful 

direction toward achievement of a particular end, 

especially in conceptualizing and producing a specific 

visual artwork. 

7. authentic - For Buber (Schlipp & Friedman, 1967), man 

becomes authentic or achieves authenticity through the 

process of realization (i.e., the moment in which man 

supercedes his egocentric self [having been the I of I-It] 

and enters into the intensity and mutuality of a dialogic 

relationship [as the I of I-Thou]). 

8. being - The word, being, is used in this study in two 

significantly different ways. A being, used with a 

preceding article or descriptor, is considered to represent 

an actualized existent (i.e., a thing or human whose 

existence becomes validated through participation in an 

interactive, dialogic relationship); for example, a rock is 

treated as a being by the human who, with no thought of 

personal gain, singles it out, studies it, and seeks to 

know it in its uniqueness. The term, being, used in the 

singular and without a preceding article, however, refers 

to an elevated, interactive state of existence (e.g., 

through its encounter with a human, the rock, formerly a 

thing among things, attains a state of being or actual 

existence). When the rock attains a state of being it can 
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then be referred to as a being, rather than as an object or 

a thing. 

9. between - According to Buber, there are three distinct 

ways of knowing reality--objectively (externally and 

physically), subjectively (internally and mentally), and 

from the between of genuine relation; these ways of knowing 

are actually postures toward reality. The objective and 

subjective postures toward reality include bias, therefore, 

in relationships they are examples of the I-It. Within the 

posture toward reality that Buber refers to as the between 

of genuine relation, there is no bias, no ulterior motive, 

there is instead mutuality, reciprocity, and participation 

between equals. For those who assume and/or maintain an 

objective or subjective posture toward reality, there is 

mere existence il-It). For those who venture into the 

between of genuine relation, there is being (I-Thou). 

10. dialogue - Buber defines dialogue as a rare and often 

brief form of interaction, either spoken or silent, which 

occurs between two beings--each affected by the uniqueness 

of the other and each desirous of turning toward the other 

"with the intention of establishing a living mutual 

relation between himself and them" (Buber, 1965a, p. 19). 

11. dialogic relationship - For Buber, dialogic 

relationship is a living, mutual relation established 

between two beings participating in genuine dialogue. 
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12. encounteî  vs. experience - These two terms are 

antonyms in Buber's vocabulary; they are synonyms for 

meeting and mismeeting, respectively. Encounter invariably 

indicates the I-Thou; experience, the I-It). 

13. form - The word, form, is frequently used in this study 

to indicate the physical body of an artwork. The phrase, 

"achievement of form," refers to the artistic process as a 

means of concept embodiment or of movement from the 

internal realm to the external. 

14. inclusion - Buber (1965a) defines inclusion as the 

simultaneous perceiving of a situation from both sides; 

inclusion occurs as a result of the reciprocal action of 

dialogic relationship. 

15. individual - Buber (1965b) treats the individual as an 

egocentric entity with the potentiality for becoming a 

person (i.e., an authenticated individual or one who has 

achieved a state of being through mutual participation with 

another being in dialogic relationship). 

16. I-Thou versus I-It - There are only two basic words man 

can speak, according to Buber. These two basic words are 

actually two sets of word pairs, I-Thou and I-It, and are 

derived from what Buber calls "the twofold attitude" of man 

(1970, p.53). In Buber's view of reality, every life event 

involves the confrontation of some aspect of the 

environment from the attitude of either an It or a Thou by 

an I. Even the I is qualitatively twofold—the I of 
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encounter, meeting, and dialogic relation is the I of I-

Thou. The I of experience and mismeeting is the I of I-It. 

17. map - In this study, strictly for the sake of 

consistency (with the translations of Buber) and clarity, 

all of humankind is referred to by use of the masculine 

gender. 

18. meeting versus mismeeting - These two terms, meeting 

and mismeeting, are antonyms in Buber's vocabulary. A 

meeting is an event where two separate and unique beings 

meet and initiate a dialogic relationship between 

themselves as I and Thou. On the other hand, a mismeeting 

occurs when an individual (as the I of I-It) approaches an 

animate/inanimate object or thing with some motive toward 

its use and/or manipulation for personal gain. 

19. monologue - Buber uses the term, monologue, to refer to 

conversation or communication superficially directed by man 

toward some other individual or thing, but because there 

has been no meeting or encounter between them, he has the 

effect of talking only to himself--as the I of I-It. 

20. mutual or mutuality - Usage of these terms indicates 

the presence of dialogic relation and refers to the event 

of incluslon--where the partners act in concert. 

21. object - For the purposes of this study, an object, as 

opposed to a subject, is generally considered to be a 

tangible thing or entity; exceptions to the question of 

tangibility occasionally occur in usage within the context 
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of a particular issue, for example: an object of the 

artist's thought or intent. 

22. objectĵ vQ - In this study, the term, objective, as 

opposed to subjective, is used to refer to a human 

perceptual attitude which construes all elements of the 

environment (i.e., animate and inanimate) as objects or 

things with the potential for personal use and/or 

manipulation. 

23. other - The term, other, when italicized, is used in 

this study to refer to a thing or individual other than 

oneself, with the potential to become an unthing or a 

person. 

24. person - Buber (1965b) describes the person an 

individual who has become authenticated (i.e., achieved a 

state of being) through mutual participation with another 

being in a dialogic relationship. 

25. pragmatic tradition - The term "pragmatic tradition" is 

used occasionally within the text of this study in 

reference to the theoretical base upon which art education 

has primarily relied since the turn of the century. This 

pragmatic orientation became even more strongly entrenched 

within art education after the impact of psychology on the 

American educational system during the 1940's (Betenas, 

1985; Freedman & Popkewitz, 1985; Ozmon & Craver, 1986). 

Several of art education's most notable pragmatic roots 

(with links to John Dewey and William James) are revealed 
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in its usage of such popular educational jargon as: 

"problems-centered learning," "core curriculum," "project 

method," "problems approach," "back-to-basics," "academic 

disciplines," and "discovery learning" (Ozmon & Craver, 

1986, p. 112-123). Additional pragmatic concerns, 

reflecting the powerful influence of psychology and 

affecting the development of art education curricula since 

the 1940's, have included: experiential learning, 

experimental methods of scientific investigation, 

consequential outcomes, problematic situations or felt 

difficulties, idea workability, skills acquistion, 

creativity, practicality, and functionality. 

Efland (1979) has described the pragmatic orientation 

to aesthetic theory as one in which: 

Works of art can be known through the effects 
they have upon their audiences. A viewer's 
experience is determined by the transaction 
between the object of perception and the 
disposition of the viewer. Though artists may 
create works out of their imagination certain 
assumptions about the nature of the audience may 
play a role in the creation and presentation of 
the work. (p. 23) 

In addition, Efland (1979) discusses the cognitive 

orientation to psychological theory by saying: 

Behavior is mediated by the prior experience of 
the individual. These experiences affect the 
ways new events are perceived and understood, and 
these understandings enable the individual to 
adapt his behavior to his environment. Children 
represent what they know in the artistic 
expression. How they choose to make these 
representations will be affected by their 
knowledge of the intended audience, i.e., what 
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will please or evoke a response. (Efland, 1979, 
p. 23) 

Efland maintains that within the Pragmatic/Cognitive view, 

teachers are seen as responsible for creating artistic 

problem solving situations in which the student's 

expectations, predispositions, and/or assumptions regarding 

artmaking or art viewing undergo "...some kind of reality 

testing" (1979, p. 23). 

In this study, the term "pragmatic tradition" is used 

to refer to the combined influence of the two theories, 

aesthetic and psychological (specifically, their pragmatic 

and cognitive orientations), on curriculum development 

within the field of art education. 

26. relation - In Buber's terminology, the word relation, 

describes both the dialogic action which occurs between two 

beings (the I and Thou) and the action of I-It, which takes 

place as the separate experience of two individuals/things 

and invariably involves monologue. Genuine dialogue cannot 

occur within I-It, as there is no between in the 

relationship, each addresses only himself, not the other. 

27. spirit - Buber (1970) defines spirit as the response 

man makes to his Thou and says that it occurs "not in the I 

but between the I and Thou [italics added]" (Friedman, 

1960, p. 62). 

28. spiritual - The term, spiritual, is used to connote 

man's responsive participation in spirit through dialogue 

with another being (i.e., his Thou). 
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29. subject - For the purposes of this study, subject, as 

opposed to object, is generally considered to refer to a 

being (defined earlier), not necessarily human, but 

nonetheless capable of participation in a dialogic 

relationship. 

30. subjective - In this study, the term, subjective, as 

opposed to objective, is used to refer to a human 

perceptual attitude in which any particular element of the 

environment (i.e., animate or inanimate) is construed as a 

being. 

31. thing - In this study, a thing is considered to be any 

inanimate element or part of the environment, susceptible 

to man's use and manipulation. 

32. unthing - Buber uses the term, unthing, to refer to a 

thing which has attained the status of a being via its 

meeting or encounter with a person. 

Plan of the Thesis 

In Chapter II, a brief overview of existentialism is 

first presented to give the reader a simple frame of 

reference for consideration of the research questions posed 

by the study. Second, a general explanation of aspects of 

Martin Buber's existentialist philosophy is given for the 

purpose of acquainting the reader with his basic thoughts 

on the nature of relationship and/or existence. Next, a 

detailed exploration of the most relevant aspects of 

Buber's philosophy is provided, where the artist is 



17 

presented as one who is involved in the creation of an 

artwork based upon his ability to intimately and 

subjectively relate to a thing, object, or idea. A brief 

summary of the chapter is presented, reviewing Buber's 

concepts of art and relation. 

Following the introduction to Buber's philosophy, an 

exploration is made in Chapter III into the nature of the 

relationship between artist and visual artwork, 

particularly as it is addressed by selected art education 

methodologies. Aspects of the artistic process are 

presented via an analysis of six art education textbooks, 

written by Edmund B. Feldman (1970), Elliot Eisner (1972), 

Reid Hastie and Christian Schmidt (1969), June K. McFee 

(1970), Laura Chapman (1978), and Viktor Lowenfeld (1947) 

with Lambert Brittain (1982). These methodologies are 

investigated for the purpose of illuminating the basic 

assumptions which serve as springboards for classroom 

instruction, particularly as they pertain to artistic 

process and nature of the art object. This examination 

proceeds from the general to the specific and addresses the 

following issues for each text: (1) the definition of art, 

(2) the mission of art education, (3) the definition and 

nature of artistic process, and (4) the role and/or status 

of an art object within the course of artistic process 

(and/or a comprehensive art experience). Material drawn 

from each textbook is summarized, critically analyzed, and 
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discussed. Next, important points of intersection or 

congruency found among writers' views are compared for 

purposes of generalization. Generalized assumptions made 

by the art education methodologies regarding the nature of 

artistic process are then compared and contrasted to 

Buber's philosophy of relationship as model. The chapter 

closes with a brief summary. 

The study concludes in Chapter IV with a comprehensive 

summary of conclusions, general and specific implications 

for art education, and recommendations for further study. 



CHAPTER II 

A BRIEF OVERVIEW OF EXISTENTIALISM AND 

AN EXPLORATION OF MARTIN BUBER'S 

CONCEPTS OF ART AND RELATION 

Existentialism derives its name from its proponents' 

interest in the nature of man's existence or the question 

of what it means to be. In existentialist philosophy, 

isolation and/or estrangement of the individual from 

himself, society, the environment, and/or God, are commonly 

explored themes. Threads of consistency among 

existentialists, however, are difficult if not impossible 

to trace and several of the most prominent philosophers 

popularly associated with the movement, deny any 

affiliation with it. Due to these factors, existentialism 

cannot be approached as a compact system of thought. 

Martin Buber is only one of many existentialist 

philosophers, and his peculiar variety of existentialism 

differs in many important ways from other major thinkers 

commonly considered to share the label (i.e., Kierkegaard, 

Heidegger, Sartre, et al.). 

Beginning with Descartes, Western philosophy's focus 

abruptly shifted to ways of thinking in which mind (as 

internal reality) and body (as external reality) ultimately 

became separated. Traditional views of both reality and 

man's existence within it were split asunder and 

subsequently became either objectively (i.e., externally 

19 
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and physically) or subjectively (i.e., internally and 

mentally) linked to experience. The question of existence 

of the whole man—the individual--eventually ensued. 

Existentialism, a form of protest and reaction to such 

dualistic philosophical tendencies, most commonly calls the 

suffering, alienated individual to an inward, affective 

self-examination pursuant to self-knowledge, and away from 

an exclusively reasoned, external search for knowledge and 

understanding within an absurd and meaningless world 

(Barrett, 1958; Copleston, 1965; Ferm, 1950; Friedman, 

1964, 1986; Marcel, 1966; Wahl, 1965; Wood, 1969). 

Precisely due to this philosophical emphasis upon the 

individual and the uniqueness of his existence, as many 

varieties of existentialist thought have evolved as there 

are individual thinkers and writers in that vein. Most of 

the philosophers traditionally and/or historically included 

in the existentialist camp, whether or not they prefer to 

specifically classify themselves as such, heartily deny the 

validity of constructing or imposing systems of any sort 

upon their separate or collective works. The invalidity of 

systematizing these philosophies stems primarily from the 

fact that what is meaningful and applicable in the case of 

one individual, might be completely at odds with the lived 

experience and needs of another; in certain respects, 

systematized thought is more or less antithetical to an 

existentialist approach or analysis. 
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Existentialist Themes 

For most existentialists, meaningful solutions to 

life's problems and frustrations can only be found by the 

individual in the creation of personally relevant ideas, 

solutions, and applications, not in some delusional 

rationalization or analytical justification of his 

experiences (Barrett, 1958; Wahl, 1965; Wood, 1969). 

Relying solely upon objective analysis of his experiences 

is thought to numb or warp human perception, causing man to 

see certain absurdities of his existence as logical or 

reasonable. 

Isolation and/or estrangement of the individual from 

himself, society, and the environment are themes that are 

also common to most existentialist philosophies. Some 

existentialist philosophers feel that the isolated 

individual is one who is spiritually cut off, not only from 

humanity, but also from God, and thereby unable to 

meaningfully communicate with others due to his (as well as 

society's) overly impersonal, objective attitudes 

(Kierkegaard, 1954a). Others, believe that the isolation 

of the individual is a natural state; a state in which man 

becomes authenticated through the anxiety and perseverance 

of self-assessment, a task which assists him in achieving a 

higher plane of existence than the masses of inauthentic 

others (Heidegger, 1968). On the other hand, some 

philosophers consider the individual condemned to an 
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anxious existence, not by some higher, supernatural 

authority, but rather, by nothing more than his own 

inability or unwillingness to make conscious, responsible 

decisions and thereby attain personal freedom (Marcel, 

1966; Sartre, 1956, 1965). 

The Existentialism of Martin Buber 

Occasionally controversy accompanies discussion of the 

status of Martin Buber (1878-1965) within the philosophical 

community. Many consider his work primarily theological in 

nature, as opposed to philosophical with theological 

overtones (Buber, 1967; Friedman, 1981; Wood, 1969). The 

influential nature of his thought is felt today within such 

broad fields of interest and endeavor as education, 

psychology, psychiatry, literature, philosophy, and both 

Christian and Jewish theology (particularly, Hasidisra) 

(Friedman, 1981; Wood, 1969). 

Buber, an Austrian-born and European-educated Jew who 

fled the growing oppression of Hitler's Nazi regime, was, 

in his youth, most strongly influenced by the writings of 

Soren Kierkegaard and Ludwig Feuerbach (Buber, 1965a, 1967; 

Friedman, 1981; Wood, 1969). Others whose works had a 

decided impact upon the young Buber are two of his 

teachers, Wilhelm Dilthey and Georg Simmel, professors at 

the University of Berlin, where Buber wrote his 

dissertation in 1900 (Wood, 1969). Simmel's work 

concentrates "...upon the role of religion in life...." 
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while Dilthey's main focus is upon "...the unity of life 

which attained multiple expression in various types of 

world views" (Wood, 1969, p. 6). 

Buber follows Simmel in seeing no value in a religion 

or faith that separates or detaches itself from the lived 

experience of an individual (Buber, 1967; Wood, 1969). 

Dilthey's influence is seen and felt at the very heart of 

Buber's philosophy as a primary concern for both the one 

and the many—the simultaneous experiencing of unity and 

polarity (which Buber later terms inclusion) (Buber, 1967; 

Wood, 1969). 

In direct contrast to several other existentialist 

philosophers, Buber does not view the individual's 

existence as meaningless or without purpose (Buber, 1967). 

Instead he believes there is a certain, God-given 

meaningfulness in creation; that in sincerely and 

responsibly going out to meet one's destiny, the individual 

contributes to the realization of personal as well as 

common spiritual goals (Buber, 1967). Buber's philosophy 

is a variety of optimistic, theistic, and yet strongly 

humanistic existentialism (Barrett, 1958; Friedman, 1960), 

in which the personal freedom and responsibility of 

individuals play a major role (similar to those described 

by the philosophies of Heidegger and Sartre). However, 

unlike the two aforementioned thinkers, Buber regards 

interaction and communion between human beings as essential 
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to personal and spiritual growth (Buber, 1957, 1965a, 

1970). The development and nurturance of genuine 

dlalogical relationships is central to Buber's philosophy— 

those occurring between human beings, those occurring 

between humans and other entitles, and most Importantly, 

those occurring between Individual humans and God (Buber, 

1957, 1965a, 1965b, 1967, 1970). 

The philosophy of Ludwig Feuerbach, according to 

Robert Wood (1969), produces a twofold influence on Buber's 

thought. First, Feuerbach specifically focuses his work 

upon the Issue of man as a whole, rather than as primarily 

a cognitive entity (Wood, 1969). Second, Feuerbach centers 

his entire philosophy upon the concept of man's achievement 

of existence only In the midst of relationship between man 

and man--as the I and the Thou (Wood, 1969)--the Influence 

of which Is distinctly and obviously visible in Buber's 

most significant work. However, Feuerbach's I and Thou 

(specifically, two persons) Indlstlngulshably and 

completely merge or coalesce In the midst of genuine 

relationship, a concept from which Buber eventually (and 

radically) deviates In his own mature philosophy (Wood, 

1969) . 

Buber: Ontology 

Buber's ontology or theory of existence revolves 

around a concept of relation. Persons and/or things are 

seen to exist only In relation to other things and/or 
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persons. in common terminology, the word, "relation," 

suggests a state of affairs which In some way connects two 

separate entitles. For Buber (1965a), the very essence of 

any existence Is this connecting state of relation, which 

he calls the between (Friedman, 1960; Wood, 1969). 

Relation, as an event or action, occurs between two 

entitles—between a person, whose attention Is completely 

turned toward someone or something other than himself, and 

another person or thing (or group of persons or things) 

who/which confronts him In the same spirit. Buber (1970) 

posits: 

In the beginning Is the relation—as the category 
of being, as readiness, as a form that reaches 
out to be filled, as a model of the soul; the a 
priori of relation [original Italics].... (pp. 
25-28) 

When Buber speaks of the a priori of relation, he refers to 

man's and nature's (I.e., aspects of the physical 

environment) Innate potential to relate. That Is, each man 

and each thing of nature possess unique characteristics 

that set them apart from other persons and things. It Is 

this uniqueness that endows man and/or thing with the 

potential to enter Into relation (I.e., the ability to 

actively confront the other. Idea, thing, artwork, 

material, etc.). 

At the point In time when this confrontation of the 

other occurs, man enters Into relation and thus comes to 

exist or to be. In the spiritual sense. "It is solely by 
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virtue of his power to relate that man is able to live in 

the spirit" (Buber, 1970, p. 89). Spirit, or world 

transcendence (i.e., freedom from earthly limitations and 

concerns), occurs only in the between of man's relation to 

the other person or thing. This is not to suggest that 

spirit is some magical, mystical, elevated state of 

existence in which man, beyond and outside of himself, 

knowingly escapes or separates himself from the woes of a 

less fortunate world. Attainment of spirit would then be 

no more than another I-It experience, with man desiring to 

use the spiritual state of existence to his own advantage. 

While in the spirit of relation, according to Buber, it 

would be more accurate to say that man is most genuinely 

himself (i.e., focused on someone or something beyond 

himself and his own needs/desires). Accordingly, Buber 

would hold that man's participation in spirit enlarges 

and/or delimits his existence to the point of wholeness 

(Buber, 1970). Thus, spirit does not set man apart from 

his physical environment in the manner of an ascetic, 

rather, it creates a bond between the two--a dialogic bond 

leading to mutuality of purpose and concerted action. 

Spirit, then, as Buber defines and uses it, is not 

some quality or state that one either possesses or does not 

possess. Buber (1970) says, "[It is] delusion that spirit 

occurs in man. In truth it occurs from man--between man 

and what he is not" (p. 141). Man cannot possess spirit, 
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neither does It reside in him, nor can he actively seek It 

(with the hope of ever finding It) as he would some 

desirable personal acquisition. Spirit cannot be produced 

on demand by either man or his partner In relationshlp--

demands exist only outside of spirit. According to Buber 

(1965a), "There Is no ordering [demanding] of dialogue. It 

Is not that you are to answer but that you are able 

[original Italics]" (p. 35). One philosophical dictionary 

presents the following discussion of "spirit" In a 

definition of the word, "ontology" (as the study of the 

origin of existence): 

...spirit appears as the place where the existent 
[man or thing] as such or In Its existence 
manifests Itself. Thus spirit appears as the 
primordial type of existence where existence Is 
most Itself, where It Is wholly present to 
Itself. Therefore, the more an existent [man or 
thing] approaches spirit...the higher It stands 
In the scale of existence. (Brugger & Baker, 
1972, pp. 381-382) 

That Is to say, man Is born with the potential to relate to 

other persons and things, but he ceases to genuinely exist 

In spirit apart from the actualization of that potential 

(I.e., from his response to other persons and things), even 

though he may be physically alive. 

Buber: Epistemology 

In the history of aesthetics, raging debates asserting 

the primacy or ascendancy of either subject or object 

(I.e., person or thing, respectively) have tended to end In 

stalemate (e.g., Colllngwood's subjectlvlstlc "art as 
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imaginative expression" [1958] versus Bell's objectivistic 

"significant form" [1958]). One frequently adopted 

solution to this intellectual dilemma, and certainly the 

one which has endured In educational practice today, was 

developed by Immanuel Kant, and based upon the 

subject/object dualism of Cartesian philosophy. Kant 

maintains that a subject's knowledge of any given object 

depends entirely upon his relation to it, as established 

via the senses; that is, to know the object, the subject 

must be sensibily affected by it (Copleston, 1985; Walsh, 

1967). Buber does not deny that this is so--that the 
s 

knowing, feeling subject is necessarily the sustalner of 
f 

all relation; -however, he introduces a new element by 

suggesting that the specific event which. In effect, 

actualizes the object (i.e., calls it into existence or 

Being), occurs in the between of relation rather than 

primarily as the result of any isolated activity on the 

part of either subject or object (Wood, 1969). 

This Is possibly the most critical and important 

aspect of Buber's philosophy, namely, that the 

subject/object dichotomy is spanned by the concept of 

action in the between as a third, and alternate, way of 

knowing (Friedman, 1960; Wood, 1969). That is, no longer 

is knowing limited to either a subjective or an objective 

orientation toward reality. Instead, Buber's concept of 

the between, establishes or allows for another way of 
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knowing, specifically, an orientation toward reality from 

the unbiased perspective of the middle ground between 

subject and object. 

"All reality [knowing persons and/or things In their 

particularity] Is an activity In which I share without 

being able to appropriate for myself. Where there Is no 

sharing, there Is no reality" (Buber, 1965a, p. 180; Wood, 

1969, p. 82). "Sharing," In this case. Is used to name the 

action that occurs In the between of relation—the action 

which comprises the third and alternate way of knowing 

reality (as opposed to knowing from a biased point of view. 

I.e., subjective reality and/or objective reality). To 

share implies reciprocal actlon--partlclpatlon—give and 

take behavior. What can be known through reciprocity 

and/or participation cannot be known through Independence 

or dependence because of the Interference of personal 

motives and/or bias (I.e., In each of these two cases, the 

other Is viewed as the It, in that it serves some 

particular purpose or accomodates a certain perspective of 

the I). It Is the concept of a particular action, sharing 

or participating, occurring between two parties or 

polarities (I.e., Buber's I-Thou, but commonly referred to 

as subject and object), upon which Buber's entire concept 

of relationship Is based. Buber says, "...the perfect 

relationship can only be seen as bipolar, as coincidentia 
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oppositorum, as the fusion of opposite feelings" (Buber, 

1970, p. 130). 

Apart from such participation and reciprocation 

occurring between the two poles of relationship, there Is 

mere physical existence, rather than actualized existence 

or being. Reality (as all particular knowledge of persons 

and/or things), then, according to Buber, Is "grasped as 

being. In which everything psychological and everything 

cosmologlcal...are embedded...." (Wood, 1969, p. 110). 

Buber: The I and Thou 

Buber, In what Is considered his most significant 

work, I and Thou, first published In 1923, considers there 

to be only one genuine relatlon--that of the I-Thou 

(subject and subject). In addition, Buber recognizes a 

type of non-relatlon--the I-It experience (subject to 

object). Relationships between an I turned-toward a 

certain other (Thou) are characterized as brief, but 

Intense meetings or encounters, grounded in mutual respect 

and appreciation and most often resulting In genuine 

dialogue (Buber, 1965a, 1970; Friedman, 1981; Wood, 1969). 

I-It experiences, at their worst, are seen by Buber as 

cases In which a self-centered I sees the other as It, as 

an object to be manipulated for personal benefit; for 

Buber, this sort of existence (In the I-It) Is viewed as 

meaningless (Buber, 1965a, 1970; Friedman, 1981; Wood, 

1969). 
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Buber (1970) begins I and Thou, with a reference to 

what he calls "the twofold nature of man's world," which, 

he says, is in harmony with man's "twofold attitude" (p. 

53). Man knows and can address the world of persons and 

things In two ways, as subjects and as objects. As a 

result of the twofold nature of the world, Buber maintains, 

there are only two basic or primary words which can be 

spoken. These two basic words are actually two word pairs: 

I-Thou and I-It (Buber, 1970, p. 53). These word pairs are 

basic in the sense that every utterance of man necessarily 

revolves around one or the other of the concepts to which 

they refer. 

Both basic word pairs contain "I"; however, Buber also 

claims that man's I Is twofold (1970, p. 53) or, in other 

words, there are two distinctly different types of I 

(Friedman, 1960). The I of I-It is the antithesis of the I 

of I-Thou. The I of I-It is turned inward, self-serving, 

and manipulative, while the I of I-Thou is turned outward 

toward some other, open, and reciprocal in nature. The I-

Thou refers to a relation occurring as between subject and 

subject, while the I-It, refers to an inauthentic relation, 

according to Buber, involving the subject's personal 

experience or use of the object. In changing It to He or 

She in the second basic word (I-It), the nature or meaning 

of the word pair, Buber claims, would remain the same. 

Within these two types of basic polarity {I-Thou and I-It), 
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the difference is discovered in the formation of attitude 

and intent by the I as the initiator of action. 

To become the I of the I-Thou, man must, in a special 

sense, turn his attention outward toward some other (i.e., 

something apart from and other than himself), rather than 

inward toward himself. This turning outward Is described 

by Buber as a sort of opening of oneself before approaching 

the other as Thou. Buber describes this event: 

The relation to the Thou is unmediated....No 
purpose intervenes between I and Thou, no greed 
and no anticipation....Every means is an 
obstacle. Only where all means have 
disintegrated encounters occur [Italics added]. 
(Buber, 1970, pp. 62-63) 

For this opening of self or turning outward to occur, 

man must first be aware of his own unlqueness--of those 

qualities which he possesses that set him distinctly apart 

from others. When this occurs, he begins to perceive the 

world of reality (i.e., knowledge of persons and things) in 

terms of otherness (i.e., he begins to recognize and value 

the uniqueness of each person or thing he encounters). Man 

becomes increasingly aware of his own uniqueness as he 

focuses upon the unique characteristics of some other 

aspect of his environment (I.e., or the other). Second, in 

opening and/or preparing himself, man must rid himself of 

purpose or intent toward the other (of the I-It attitude), 

before he can enter into genuine relation or encounter the 

other. "Every actual relationship to another being in the 

world is exclusive. Its Thou is freed and steps forth to 
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confront us in Its uniqueness" (Buber, 1970, p. 126). The 

man, turned outward In this way from his own concerns— 

distanced from the egocentric I of I-It—has freed the 

other from thlnghood. That man Is now prepared and poised 

to become the I of I-Thou. 

As the I turns outward toward the other—and so 

addresses or confronts the other In Its particularity, and 

to the extent the other reciprocates (I.e., Is focused upon 

the I), the other simultaneously becomes Thou. Buber 

explains It thus: 

The basic word I-Thou can be spoken only with 
one's whole being. The concentration and fusion 
Into a whole being can never be accomplished by 
me, can never be accomplished without me. I 
require a Thou to become; becoming I, I say Thou. 
(1970, p. 62) 

Buber maintains that In becoming the I of I-Thou, man 

cannot hold anything of himself back, he must confront the 

Thou with his "whole being." Withholding some aspect of 

self or placing It In reserve, destroys the opening or 

turning outward process. In that It derives from and 

signals the presence of some Interfering purpose or Intent. 

In the quotation above, Buber Is also reiterating his point 

that to exist In spirit, man must relate. 

Meeting. As the I of I-Thou turns toward the other as 

that which is apart and distinct from Itself, a point of 

meeting occurs. Meeting, as it Is used by Buber, refers to 

the event of becoming I and Thou, or the point at which the 

two relate. Buber often uses the word, encounter, as the 
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synonym of meeting. When the two encounter each other in 

their particularity, the resulting mutuality of purpose 

lays the necessary groundwork for a genuine or authentic 

dialogue to occur between the two. Buber claims: "The 

Thou confronts me. But I enter into a direct relationship 

to It. Thus the relationship Is at once being chosen and 

choosing, passive and active" (Buber, 1970, pp. 124-125). 

Mutuality of purpose prevails. 

This form of mutuality Is not to be interpreted as 

involving the sacrifice by the partners In the relationship 

of their separate Identities. One of the themes that Buber 

vigorously pursues In his thinking Is the concept of 

separateness where there Is, at the same time, unity. The 

I-Thou does not represent a complete merger—in that each 

of the partners retains his separate and unique Identity as 

a being or an existent, even as he willingly puts aside his 

autonomy of purpose for the sake of relationship. For the 

partner that comes from the world of things (i.e., the 

environment), this means, for example, that the beauty of a 

rock confronts a man who attends to it as his Thou; the man 

may pick up the rock and admire It more closely, however, 

the rock retains its "rock-ness" and the man retains his 

"personhood." At the same time, the two have entered Into 

a dialogue and have achieved a common or mutual purpose 

(I.e., an action achieved In concert—the rock's reality 

becomes affected by the man, as the man's reality is 
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affected by the rock). It is not difficult to imagine how 

the man's reality might be altered by his encounter with 

the rock. Later in the text the question of how Buber sees 

the rock's reality affected by the man is discussed at 

length. 

According to Buber, the child is able to discern his 

innate potential or capacity for relation (the a priori of 

relation) in his everyday contact with what he meets and 

what meets him (Friedman, 1960, p. 60). Eventually, as a 

direct result of such encounters or meetings, he attains a 

conscious acceptance of his own uniqueness among things. 

This occurrence permits the emergence and recognition of 

otherness--one's development of an awareness of the 

existence and nature of things outside of and apart from 

the self. Buber feels that for the infant, meetings occur: 

In the drive for contact (originally, a drive for 
tactile contact, then also for optical contact 
with another being)...and it becomes ever clearer 
that the drive aims at reciprocity.... (1970, p. 
79) 

Buber (1970) also maintains that: 

The development of the child's soul is connected 
indissolubly with his craving for [meeting with] 
the Thou, with the fulfillments and 
disappointments of this craving, with the play of 
his experiments and his tragic seriousness when 
he feels at a total loss. (p. 79) 

The child's physical and spiritual development proceeds 

from the "inborn Thou" or the a priori of relation. That 

is, the child's growth and development, both physically and 

interactively (I.e., in his ability to respond to others). 
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is a result of the activation of his innate potential to 

relate. As the child grows, this initial drive for 

physical contact or meeting wanes and 

the inventive drive...emerges...(the drive to 
produce things synthetically or, where that is 
not possible, analytically—through taking or 
tearing apart), and thus the product is 
'personified' and a 'conversation' begins. 
(Buber, 1970, p. 79) 

In the child's active play, he begins to speak to 

objects as though they were persons (i.e., speak to them as 

Thou instead of It). This speaking to the object as to a 

person, often assumes the nature of a "conversation" or 

dialogue, with the child often insisting to bystanders that 

a toy, say, is also speaking with him. The "conversation" 

can also assume a silent nature, where the child is 

completely absorbed with an object and in the give and take 

of his physical activity behaves as though it is in some 

way responding to him. 

Mismeeting. The child, eventually undergoes and 

succumbs to the influences of socialization and/or 

acculturation, becoming aware of himself as a member of the 

world of things (objective reality) much like others around 

him. 

Finally, however, he [the child] loses his 
relation with the Thou and perceives it as a 
separated object [I.e., separated from the 
relationship], as the It of an I which has itself 
shrunk to the dimensions of a natural object. 
(Friedman, 1960, p. 60) 
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This realization of and focus upon the similarities (I.e., 

the sameness, rather than the particularity) between 

himself and other things, not only occasions the child to 

lose sight of himself as the unique and conscious I of 

genuine relation and causes him to become. Instead, the 

egocentric I of the I-It, but It also Invokes the It as 

replacement for the manifest Thou. Buber terms such an 

event a mismeeting or the result of experiencing the other 

(Buber, 1965b; Schlipp & Friedman, 1967). For Buber, 

experiencing, connotes "using" or "sampling" (i.e., taking, 

but not giving In return). In a mismeeting, the child may 

approach an other, but at the point of contact, he "uses" 

or "samples" what the other is or has to offer and then 

turns Inward again. There can be no between in the case of 

a subject, turned Inward (I.e., focused upon himself and/or 

the satisfaction of his desires) and the other, perceived 

by him only as an object. Buber (1970) claims: "A subject 

that annuls the object to rise above It annuls Its own 

actuality" (p. 137). In seeking some personal gain, the 

subject (I) that refuses to recognize or denies the being 

of the other (Thou), denies and Invalidates his own 

existence as a being. 

A mismeeting also occurs when the I perceives the 

other to be an extension or likeness of himself, (i.e., 

similar to the psychological description of "projecting")--

In this case, the between Is precluded by the individual 
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who views the other as object. That is, he misses the 

uniqueness of the other, and instead focuses only on the 

qualities he identifies as being most like his own. A 

mismeeting such as this can be considered a version of an 

I-It experience. In Buber's words (1970): 

Though the Thou is not an It, it is also not 
'another I.' He who treats a person as 'another 
I' does not really see that person but only a 
projected image of himself. Such a relation, 
despite the warmest 'personal' feeling, is really 
I-It. (p. 61) 

Then, too, there are those who conceive of relation as 

security. This also ends in a mismeeting. Buber explains: 

"Wishing to understand the pure relationship as dependence 

means wishing to deactuallze one partner of the 

relationship and thus the relationship Itself" (Buber, 

1970, p. 131). Viewing the relationship as security is 

another way of using the other for selfish reasons. The 

man who attempts to relate to provide himself with security 

or for the purpose of having the other depend upon him, 

deactualizes his partner and thwarts all development of the 

between (I.e., denies the other as a being and excludes it 

from participation in dialogue). The two remain locked in 

I-It. 

Buber: The I and It 

Buber distinguishes between the person and the 

individual. The person is the man who has become truly or 

authentically human, that is, attained being or spiritual 
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existence as the I of the I-Thou relation, through his 

encounter of the other as Thou. The individual, however, 

is the I who has only experienced or used the other as his 

It, the object of his intent or purpose. Considering the 

"twofold attitude" of man, and thus, the "twofold nature" 

of his world, there Is another situation which compounds 

the problem of I-It. Buber explains: 

In the course of becoming human there appear. 
Incomprehensible in their origin, two constituent 
factors of the human person closely bound to each 
other: dissatisfaction with being limited to 
needs and longing for perfected relation. (1970, 
p. 163) 

In other words, for the man who has become human or person, 

contentment and satisfaction cannot be found in mere 

fulfillment of his needs, he longs for more than the I-It--

he longs for perfected relation. 

Friedman (1960) describes the disparate actions of the 

two I's this way: 

...It Is only the free man [the opened man--the 
man who wills unselfishly] who really acts In 
response to concrete external events. It Is only 
he who sees what Is new and unique In each 
situation, whereas the unfree man sees only Its 
resemblance to other things, (p. 67) 

Buber; Dialogue 

The heart of Buber's philosophy might be considered to 

be In his conception of dialogue. Like his reference to 

the two "basic words" man can speak, he refers to dialogue 

as the "basic movement of life" (1965a, p. 22). In an 

ordinary sense, dialogue Is often thought to be a situation 
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where two people talk to each other. For Buber, dialogue 

Is a kind of movement—an essential action (i.e., the 

action of turning towards the other in his particularity, 

not necessarily In the physical sense, but rather. In the 

spiritual (or in his reponse to the other). This action is 

necessary for genuine relation to occur. When man 

sincerely turns toward the other, he Invites and "brings 

about a reply, however Imperceptible, however quickly 

smothered " (Buber, 1965a, p. 22). The two have 

encountered each other, and thus begins the moment of 

genuine dialogue, a moment which, Buber (1965a) declares, 

is typically brief and rare. Man lives, to a great extent, 

by means (i.e., ways of ensuring his own survival). Living 

by means typically constitutes a major portion of one's 

dally activities, that Is, man (In general) lives primarily 

in the I-It relation. As a result, occasions when the I-

Thou Is able to Interrupt this chain of events are usually 

brief and rare. Buber distinguishes between the "life of 

monologue" and the "life of dialogue" (1965a, pp. 19-21). 

This reference is to the attitude man permits to dominate 

his llfe--elther an attitude of I-It or an attitude of I-

Thou. The basic attitude man adopts toward the world as 

other (I.e., either as a means toward achievement of his 

personal ends, or within a deeper, reciprocal partnership), 

determines whether he lives the life of monologue or the 

life of dialogue. 
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Genuine dialogue may also be silent and, Buber feels, 

nonetheless Intense because of that silence. The essence 

of dialogue Is "not that you are to answer but that you are 

able [original Italics]" (Buber, 1965a, p. 35). In the 

characteristic manner of true dialogue, the I does not 

demand or order that the other respond to him. Rather, the 

critical factor of the dialogic relation is that the other 

(i.e., as a being) has achieved the "ability" to respond to 

or to answer the I. Inanimate objects are seen as "able" 

to sensibly affect and/or penetrate the awareness of human 

subjects. Once viewed by such a subject as a being, an 

object becomes capable of further response and a dialogic 

relationship is established--even if no word is ever 

spoken. Buber gives several examples of unexpected ways 

and seemingly Insignificant places one might find such 

genuine dialogue: "...in the tone of a railway guard's 

voice, in the glance of an old newspaper vendor. In the 

smile of the chimney-sweeper...." (1965a, p. 19). He 

continues: 

...genuine dlalogue--no matter whether spoken or 
sllent--[occurs] where each of the participants 
really has In mind the other or others in their 
present or particular being [I.e., Is open to the 
uniqueness of the other or others] and turns to 
them with the Intention of establishing a living 
mutual relation between himself and them. (Buber, 
1965a, p. 19) 

This "living mutual relation" can be established in the 

briefest and slightest of encounters, in that Initiation of 

such relation need Involve no more than fleeting 
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recognition and acknowledgement (i.e., the smile of the 

chimney-sweep) of the other's uniqueness as a being. 

Buber also identifies another variety of dialogue, 

technical dialogue, a necessary product of modern times. 

This dialogue, he claims, is prompted "solely by the need 

of objective understanding" (i.e., an understanding of the 

mechanics or function of the object, directed toward some 

technical application or purpose) (Buber, 1965a, p. 19). 

In other words, the purpose of such dialogue is 

communication of technical particulars between two persons, 

necessary to achieve working agreement or compromise. For 

example, when an architect discusses the specifics of a 

blueprint with a construction worker for the purpose of 

coming to some sort of understanding about the building 

project, technical dialogue occurs, according to Buber. 

There are some similarities In the structure of genuine 

dialogue and technical dialogue, however, the purpose of 

technical dialogue is focused upon the critical exchange of 

information rather than upon establishing a spiritual 

relation. 

Buber (1965a) also describes a false dialogue--a 

dialogue of appearances. Descriptively, it is: 

...monologue disguised as dialogue, in which two 
or more men, meeting in space, speak each with 
himself in strangely tortuous and circuitous ways 
and yet imagine they have escaped the torment of 
being thrown back on their own resources, (p. 19) 
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Monologue, as described by Buber, also has a "basic 

movement" (Buber, 1965a, p. 22). If turning toward the 

other Is the basic movement of genuine dialogue, then one 

might assume "turning away" to be the basic movement of 

monologue. However, Buber explains that this Is not so, 

rather. It Is what he calls "reflexion" or turning inward. 

Turning Inward Is an action directed toward oneself, 

"turning away from" is an action associated with the other. 

The I of I-It Is concerned only with his own perspectlve--

In monologue, he reflexively turns inward toward himself. 

Instead of just away from the other. Buber does not 

consider reflexion to be merely a matter of ego: 

Reflexion Is something different from egoism and 
even from 'egotism'....reflexion [is] when a man 
withdraws from accepting with his essential being 
another person In his partlcularity--a 
particularity which Is by no means to be 
circumscribed by the circle of his own self.... 
(Buber, 1965a, p. 23) 

Here, Buber is saying that reflexion occurs when man either 

denies the uniqueness of the other or tries to limit or 

define the boundaries of that uniqueness to suit his own 

ends. In doing this, man forbids the other to confront him 

and/or declines to be confronted by It. The Inherent 

uniqueness of the other Is not determined by man, but 

rather recognized and acknowledged by him. 

p^aloglc Relationship. A dialogic relationship Is one 

where genuine dialogue occurs between partners. However, 

Buber claims, "Dialogic is not to be Identified with love" 
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(1965a, p. 21), nor Is It sentimental in nature (i.e., a 

vehicle for delicate feelings) (Schlipp & Friedman, 1967). 

That is not to say, according to Buber, that love (as 

affection and caring between persons) cannot be dialogic. 

In fact, he maintains that, "...love without dialogic, 

without real outgoing to the other, reaching to the other, 

and companylng with the other " Is false (1965a, p. 21). 

However, It Is possible for genuine dialogic to occur 

without the presence of love, while love without the 

presence of dialogic is a love in appearance only. 

Love without dialogic is I-It in nature. Man sees the 

beloved as an object (It) for his own gain (e.g., his 

emotional wellbeing, his sense of security, the receiver or 

returner of his affection, etc.). This promotes the 

occurrence of a mismeeting, even though the pair may have 

known each other for years. 

Instead, Buber (1970) maintains. In the In pure 

dialogic relationship, the I-Thou: 

...you felt altogether dependent, as you could 
never possibly feel in any other--and yet also 
altogether free as never and nowhere else; 
created—and creative. You no longer felt the 
one, limited by the other; you felt both without 
bounds, both at once. (p. 130) 

Neither is dialogic a state of existence which only 

the intellectually elite can attain like dialectic. Anyone 

Is capable of dialogue, not just those with special 

education and/or training or certain Innate levels of 

Intelligence. Buber (1965a) says: "[Dialogue] does not 
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begin In the upper story of humanity. It begins no higher 

than where humanity begins [there are] only those who 

give themselves and those who withhold themselves" (p. 35). 

Dialogue cannot be arranged, planned, or deliberately 

executed (Buber, 1965a). To do so, signals a lack of 

turning toward or opening by the I and Implies the presence 

of some personal purpose In and/or expectations for the 

event. In cases such as this, a mismeeting invariably 

occurs--whether or not the Individuals ever become aware of 

it—and no matter how deep their conversation and/or how 

much they felt they accomplished. 

Dialogue is both brief and rare. As much as persons 

would like to remain In a perpetual state of dialogue, that 

Is not possible. However, Buber does speak repeatedly of 

"the life of dialogue," as opposed to the "life of 

monologue," for example (1965a, pp. 19-22). Such a life of 

dialogue Is based on man's awareness of his potential to 

relate, his recognition and acceptance of the uniqueness of 

other persons and things, and his ability to act on those 

qualities. Even so, he cannot maintain a perpetual state 

of I-Thou relation. Because of the "twofold nature" of the 

world and man's "twofold attitude," there Is only one 

alternative to I-Thou--the experiencing of another as I-It. 

Alarming as this may sound to those who would aspire 

to the pure dialogic relationship, Buber claims that the 
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story's ending need not be considered a sad or hopeless 

one. Friedman (1960) explains Buber's thinking: 

However exclusively present It [a Thou] may have 
been In the direct relationship—as soon as the 
relationship has run Its course or Is permeated 
by means, the Thou becomes an object among 
objects [original Italics] (p. 68) 

Such an event Is Inevitable, according to Buber (1965a). 

Not that the dialogic relationship Is doomed to oblivion. 

By nature, I-Thou relationships both wax and wane (Buber, 

1970). Buber extends hope for the full return of the I-

Thou by saying: 

Every actual relationship In the world alternates 
between actuality and latency.... In the pure 
relationship, however, latency Is merely 
actuality drawing a deep breath during which the 
Thou remains present. (1970, p. 148) 

The It can become Thou when actively encountered by an I in 

genuine relation, and later revert back to It again. There 

Is no limit to the number of occurrences of this process. 

Neither Is the I-It always undesirable or evil 

(Schlipp & Friedman, 1967). The I-It becomes so only when 

man permits that attitude to control hlm--when he desires 

only to experience the world as It and subsequently 

excludes himself from the world of genuine relation. This 

Inwardly turned man lives outside of spirit, he never 

becomes actualized in the between of relation. He never 

engages in dialogue. In that sense, he is non-existent. 

When an I-Thou relation has "run Its course," no 

matter how long or short that may have been and whatever 
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the likelihood of its return, its natural departure brings 

on the arrival of the I-It. This shift in man's attitude 

cannot always be visibly identified. Schlipp and Friedman 

(1967) discuss one particular way that it often can: 

This is part of the basic truth of the human 
world: only It can be put In order. Only as 
things cease to be our Thou and become our It do 
they become subject to coordination. The Thou 
knows no system of coordination, (p. 81) 

"Coordination" here refers primarily to the manipulation of 

circumstances and/or events surrounding the relationship. 

To attempt coordination of aspects of relation, meeting, or 

dialogue, confounds the between through implantation of 

some sort of personal intent or private expectation within 

the event. Evidence of coordination, of any sort, however 

harmless and/or necessary, implies the presence of I-It. 

Buber (1970) summarizes the trappings of I-Thou and I-

It in this way: 

Every Thou in the world Is doomed by Its nature 
to become a thing or at least to enter into 
thlnghood again and again. In the language of 
objects: every thing in the world can--either 
before or after it becomes a thing—appear to 
some I as its Thou. But the language of objects 
catches only one corner of actual life. 

Buber (1970) continues: 

The It is the chrysalis, the Thou the butterfly. 
Only it is not always as if these states took 
turns so neatly; often it is an intricately 
entangled series of events that is tortuously 
dual. (p. 69) 

Because life is necessarily lived in a world of persons and 

things, every waking moment of man's life he confronts 
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and/or is confronted by those aspects of reality. He is 

bombarded by sensory Information demanding his attention. 

With those persons and/or things which he is able to single 

out and focus upon, bestowing his full and undivided 

attention, he establishes genuine relation. 

In reaching out toward the inanimate other as Thou 

rather than It, Buber (1965a) says: 

...when a man draws a lifeless thing into his 
passionate longing for dialogue, lending it 
Independence and as It were a soul, then there 
may dawn In him the presentiment of a world-wide 
dialogue.... (p. 38) 

The Between. Various ways of living in the world are 

developed by all men during their lifetimes (Wood, 1969). 

According to Buber, these ways or modes of living, seen as 

historical world views (i.e., traditional ways of thinking 

about the world), tend toward one of two possible 

foundations, either that of the between or that which is 

removed from the between (Buber, 1965b; Schlipp & Friedman, 

1967; Wood, 1969). Peculiarities and differences in the 

world views of various cultures and the Individuals who 

live within them, are dissolved by man's primary presence 

In the between of genuine relation (Wood, 1969). Buber's 

view of this situation is also described by Friedman 

(1960) : 

Each culture tends to take over the world of It 
[accept the I-It as the only view of the world] 
from its predecessors or contemporaries....As a 
result, there is a progressive development from 
generation to generation of the Individual's 
ability to use and experience. For the most part 
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this development is an obstacle to life lived in 
the spirit, for it comes about in the main 
'through the decrease of man's power to enter 
into relation', (p. 62) 

Until such time as men, individually, come to realize 

and embrace the totality of their own uniqueness, they live 

and operate within the realm of the unconscious or non

existent self (i.e., unaware of the qualities that set them 

apart from others, and unaware of the unique qualities of 

others as well). The development of consciousness or the 

growth of awareness of the distinctness and individuality 

of self, occurs through a gradual quickening or stirring of 

spirit within man (i.e., as man becomes aware or conscious 

of his and others' unique qualities, his ability to respond 

to those qualities is activated) (Wood, 1969). Buber 

defines spirit as that which occurs between man and that-

which-transcends-the-world (i.e., the other as a being); 

or, more simply put, spirit is the response occurring 

between the I and Thou. 

The between "is the presence binding together subject 

and object In every act of awareness [i.e., attentiveness]. 

It is neither subjective nor objective" (Wood, 1969, p. 

110). Man attains being, Buber posits, only through 

transcendence of the attitudes and arguments of 

subjectivism (i.e., perceiving the existence of objective 

reality as a construct of mind) and objectivism (I.e., 

perceiving the existence of objective reality as 

independent of mind) (Wood, 1969). For Buber, 
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transcendence of these Irreconcilable differences and/or 

limitations can be found exclusively within the context of 

the between. That is to say, the between (as a way of 

knowing reality) exists apart from either view (I.e., 

subjectlvlstlc or objectlvlstlc) as It represents the point 

at which man attains being or true existence (Wood, 1969). 

However, unless man consciously confronts the other In his 

particularity, meeting cannot take place, subsequently, 

where there is no genuine meeting, there can be no 

dialogue, no between, and therefore, no transcendence of 

the arguments of subjectivism and/or objectivism. 

Buber: Art 

The nature of art. In man's ancient and ongoing 

philosophical quest to discover the origin and/or source of 

knowledge, Buber (1965b) declines the basic question. What 

Is art?, and Instead chooses to focus on another, but 

similar, question, "What can be said about art as about a 

being that springs from the being of man?" (p. 149). At 

this point, it Is noted, Buber Is careful to avoid making 

any assumption that art (as product) Is "a being that 

springs from the being of man," but prefers, instead, to 

hypothesize. If art (as product) is like "a being that 

springs from the being of man," then It must possess the 

characteristics of that being. 

Creativity, a universal human quality (present in all, 

but In varying degrees). Is seen by Buber (1965a) as 
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needing proper "cultivation" (pp. 84-85). Art, as a 

production activity, provides an occasion for such 

cultivation (I.e., bringing man's creative task to 

completion). Hence, art (an activity), as an offspring of 

man's being, may be considered the cultivation of part of 

an Inherent and universal human quality, creativity. 

Buber (1965b) devotes a chapter of his book. The 

Knowledge of Man, to the topic of art. In it, the nature 

of art and artistic activity Is specifically addressed. 

Buber (1965a) writes, "...art [as activity] must be 

regarded as the Image-work of man, the peculiar Image-work 

of his peculiarity" (p. 149). The word, "Image-work," 

refers to the artist's perceptions of his own relation to 

things and the particular action he subsequently takes to 

bring those Images Into being (Wood, 1969). Also In this 

quotation, Buber points out that the uniqueness or 

peculiarity of the art object stems from dialogic 

Interaction with Its maker—through Involvement In artistic 

process, the product Inherits certain aspects of Its 

maker's own uniqueness or peculiarity. Buber (1965a) 

declares: 

It Is neither the mystery of the things nor 
that of the spirit that Is represented in art, 
but the relation between the two. If I may quote 
myself: 'Art...is the work and witness of the 
relation between the substantia humana and the 
substantia rerum. It Is the realm of "the 
between" which has become a form', (p. 66) 
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Art (as product), then, according to Buber, Is the 

between of relation made manifest in physical form. An I-

Thou relation may remain a private event (e.g., between man 

and Idea), however, when that dialogue becomes art, it Is 

made visibly manifest In physical form. The artwork Is a 

testimony to the genuineness of the meeting which has 

occurred between subject and object-as-subject (i.e., the I 

and Thou of artistic process, the artist and artwork, 

respectlvely)--a visual representation of the Interactive 

relationship between creator and created (i.e., subject and 

object-as-subject). Buber describes initiation of that 

Interactive process In the following manner: 

This Is the eternal origin of art that a human 
being confronts a form that wants to become a 
work through him. Not a figment of his soul but 
something that appears to the soul and demands 
[calls for] the soul's creative power. What is 
required Is a deed that a man does with his whole 
being: If he commits It and speaks with his 
being the basic word [I-Thou] to the form that 
appears, then the creative power Is released and 
the work comes into being. (Buber, 1970, p. 60) 

"The eternal origin of art" of which Buber speaks, is 

the event of meeting or encounter. The artist recognizes a 

particular potential In materials and In recognizing that 

potential Is confronted by It. One might ask how inert 

materials could "want" something, as Buber asserts. This 

usage of the word, "want," Is somewhat unusual, but 

suggests a requirement of some sort (I.e., the materials, 

in order to attain form, require or want the artist's 

help). The artist Is one who Is capable of seeing or 
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recognizing a material's potential to become form, his 

openness to the other (I.e., material, idea, etc.) permits 

It to confront him In Its uniqueness or particularity and 

call for his assistance in becoming form. As man Is able 

to respond to this call for help, he enters Into dialogue 

with the other (i.e., the material, idea, etc.). 

Then, all of the prerequisites for an I-Thou 

relationship are present In Buber's description of an 

artist's Initial act or process of conceptualization. 

First, the artist, as I, recognizes the unique potential of 

the materials (I.e., he distinguishes between what the 

material Is capable of becoming or lending Itself to and 

what It Is not), and as such, he Is confronted by the 

material as his Thou. The true nature of the process Is 

determined by the artist's ability to. In effect, "speak 

the basic word, I-Thou." Second, to do this he must open 

himself or turn himself toward the materials (e.g., put 

aside his thoughts that creating this work might bring him 

fame or fortune, that the artwork would make a nice gift, 

that these materials remind him of someone he knew long 

ago, etc.). Third, a meeting must occur between the artist 

and the materials, one In which he willingly enters into a 

complete and exclusive mutuality with the materials as his 

Thou. This Involves turning his undivided attention toward 

the materials (as Thou), and waiving imposition of his 

will, to join with the materials In a mutual or common 
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purpose (I.e., of working toward the achievement of Ideal 

form). Ideal form. In the case of the I/Thou, Is whatever 

form Is achieved as the result of genuine dialogic process 

between artist and medium. Ultimately, dialogue occurs 

between artist and materials in the activity of giving form 

(artistic process). Buber feels, "To all unprejudiced 

reflection It Is clear that all art is from its origin 

essentially of the nature of dialogue" [original italics] 

(Buber, 1965a, p. 25). The artist and material become 

Involved In a reciprocal action (I.e., give and take 

activity) In which both the artist and the material 

alternate In Initiating new directions and responding to 

those directions Initiated by their dialogic partner. For 

example, the artist (the I) applies a vibrant watercolor 

wash to wet paper (the Thou), and as a result of the fluid 

action of the medium, (I.e., bleeding into the wet paper) 

he responds to the resulting shapes and develops them Into 

representations of clouds. It Is this sort of reciprocal 

action or dialogue, according to Buber, that Is a necessary 

condition to the production of art. 

Although art originates as a product of dialogic 

relationship, it does not necessarily remain In that state 

from the time of Its creation forward. The product takes 

Its place as a thing among things—It then has Its own 

existence, and as such. It Is a separate entity. The 

essential nature of dialogue requires two participants 
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(Buber, 1965a). Until the object is once again encountered 

and confronted by a subject (as Thou) and a dialogic 

relationship begins anew, object (as art) and subject (as 

man) each remain Isolated and solitary In their existence. 

A sculpture, for Instance, is encountered by a viewer in 

much the same way as the artist Initially encountered the 

idea for It, and/or the materials from which It was 

created. The viewer recognizes the uniqueness of the 

artwork (I.e., as the other), and he Is confronted by It--

the dialogue between the two Is established. However, the 

mutual purpose of the partners In this relation Is not, as 

It Is In the case of artmaking, to give physical form to 

the work. It already possesses that. The common purpose 

between viewer and work, and the outcome of their 

participation In dialogue, is that of shaping and forming 

an Idea or a concept. To qualify as the product of genuine 

dialogue, this concept or Idea Is not necessarily something 

that was Intentionally Incorporated within the artwork at 

Its creation (I.e., some message from the artist to the 

viewer or viewers), but Is a singular meaning, derived from 

the exclusivity of the two partners' dialogic relationship. 

Buber (1965a) claims that the viewer's pre-encounter 

knowledge of commonly assigned meanings and/or value 

judgments associated with the work (e.g., art critics' 

published reviews and/or comments, museum announcements of 

upcoming shows, etc.) Influence and occasionally cripple 
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the ability of the pair to establish dialogic relation. 

While it would seem, on the surface at least, that such 

advance knowledge might assist the viewer In coming to know 

the work more Intimately, It actually Inhibits or gets in 

the way of his ability to encounter, for himself, the 

essence of the work and Its uniqueness as a being. 

When a new encounter occurs between a viewer and the 

artwork, the process of dialogue Is repeated In the acts of 

"describing," "analyzing," "interpreting," and/or "judging" 

(Mittler, 1986), provided that in these activities, the 

viewer has opened himself to and confronted the work 

strictly on the basis of its particularity. 

Nature of artistic process and Its motivation. Buber 

(1965a) asks: "What can be said about art as about a being 

that springs from the being of man?" (p. 149). If art (as 

product) can be considered as though It was a person or a 

being (which springs from the being of man), then the 

creative activities of other persons or beings, with like 

origin, should possess many of the same characteristics. 

Buber (1965a) claims that a child's desire or need, at 

a young age, to give form or to make manifest a figure, as 

well as his aptitude for doing so, arises from and within 

the context of meeting. Buber (1965a) terms this desire or 

urge: 

...the 'originator Instinct'. Man, the child of 
man, wants to make things. He does not merely 
find pleasure in seeing form arise from material 
that presented Itself as formless. What the 
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child desires is its own share in this becoming 
of things: It wants to be the subject of this 
event of production, (p. 85) 

The creative act, then, according to Buber, Is one the 

child (and man) desires and enters Into, not primarily for 

the sake of mere manipulation of materials or the novelty 

of making something as ends In themselves, but rather, for 

the pleasure of productive Interaction or dialogic 

relationship which occurs between himself and form. Buber 

(1965a) does not deny the importance of also understanding 

artistic production as a cognitive event: "Thinking and 

art certainly supplement each other, but not like two 

connected organs; rather they are like the electric poles 

between which the spark jumps" (p. 152). The spark jumps 

between artistic thinking and making—It does not merely 

flow from one to the other like from organ to organ. 

Buber (1965a) claims that, "Hitherto man thought with 

his whole body to the very finger-tips; from now on he 

thinks only with his brain" (p. 198). By this, Buber 

refers to the division created In man's perception of 

himself, wrought by Cartesian dualism of mind and matter. 

If art (as process) is dialogue, it cannot also be the 

product of only part of a man (i.e., his brain, his hands, 

etc.) in that dialogue cannot occur unless man withholds 

nothing of himself in the between of his relation with the 

artwork. To be genuinely whole, man must exist in 

relation. In that wholeness, he thinks with his "body to 
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the very finger-tips" (I.e., giving all of himself to the 

process), not just his brain (Buber, 1965a, p. 198). 

One might ask how a specific mind set, on the part of 

an artist and/or viewer, can be extinguished long enough 

for a dialogic relation to be established between 

artist/viewer and visual artwork. The nature of the 

dialogue between the I and Thou Is such that neither 

partner becomes the focus or subject, rather, the pair 

seeks to extend what Belttel (1979) refers to as "the 

qualitative Immediate present" through exclusivity and 

reciprocation (p. 33). Belttel (1979) notes that Buber 

distinguishes "...between responses which do and do not 

qualitatively extend the qualitative Immediate present" (p. 

37). Those responses which do not qualitatively extend the 

qualitative Immediate present, are usually those that mar 

the sense of Immediacy present between artlst/vlewer and 

visual artwork, by adopting either the past (historical) or 

the future (scientific) as a frame of reference (Belttel, 

1979). 

Buber (1965a) sees perception as critical to artistic 

activity, but not synonomous with It. He says: 

In human perception,...something which was hidden 
In nature Is drawn and lifted out of It. It Is 
not, to be sure, art. But one may label it 
'visibility' (In the pregnant {fullest} sense of 
that which can be apprehended in vision). All 
visibility, the visibility of all the senses [all 
sensory perception], has a direction toward 
figuration [forral. (p. 159) 
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Perception, then. Is the earliest point at which man 

and idea encounter each other In their common movement 

toward figuration. As the I-Thou they share a common goal 

toward which they progress--the achievement of visual form. 

Buber describes the basic events within perception as: "a 

meeting with the world and ever again a meeting with the 

world" (Buber, 1965a, p. 151). The meeting between artist 

and the unthing (I.e., the thing-as-person, the world-as-

person) Is of a singular Intensity. Such intensity propels 

the artist beyond his Initial perception In meeting, toward 

realization of perfect relation through dialogue. In other 

words, the artist is motivated by the Thou to particular 

action (I.e., the act of forming and shaping). This action 

occurs In the between of the relation—both the I and the 

Thou necessarily participate. 

As discussed earlier In the chapter, "turning towards 

the other" Is the term Buber (1965a) uses for the basic 

movement within dialogue (p. 22). By this, he does not 

mean merely a physical turning, but also, to a certain 

degree, a turning with the soul. Turning "with the soul" 

is Buber's way of saying that the one who turns, does so 

with undivided attention. In turn, this action brings 

forth the other, as a unique presence. Buber (1965a) 

declares: "Now to our perception the world ceases to be an 

Insignificant multiplicity of points to one of which we pay 

momentary attention" (p. 22). By virtue of this "elemental 
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renunciation, through a productive shrinking of the world 

to the excluslveness of a single sphere," the pathway to 

all artistic activity Is cleared (Buber, 1965a, p. 161). 

The world Is thus shrunk by the turning toward or opening 

process of the I (I.e., man's laying aside of all other 

considerations and his turning toward the other). 

Artists often speak of an idea simply occurring to 

them. Buber (1965a) maintains, "What occurs to me 

addresses me" (p. 11). This event invites the artist to 

confront that which has addressed him. 

...direct relationships Involve some action on 
what confronts us....The essential deed of art 
determines the process whereby the form becomes a 
work. That which confronts me Is fulfilled 
through the encounter through which It enters 
Into the world of things.... (Buber, 1970, p. 65) 

In the course of the encounter between artist and 

material (as I-Thou), the artist recognizes the unique 

potential within the material, rather than viewing It as a 

thing (It) for his manipulation or use. The difference 

here Is In the artist's attltude--lf he approaches the 

material In the spirit of dialogue, he focuses upon the 

qualities of the Thou (the material) in the between of 

relation. As the I of I-It, when he looks at the material, 

he sees only what he can gain from the experience. Buber 

(1965a) explains it thus: 

The artist is the man who instead of objectifying 
[seeing Itl what is over against him forms It 
Into an Image. Here the nature of the action In 
which perception takes place no longer suffices: 
the working must play a substantial part If that 
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which stands over against him is to become Image, 
(p. 160) 

When Buber refers to the object or thing "over against" the 

artist, he Is portraying the artist and thing (i.e., idea, 

materials) as polarities, so that the thing, is at the 

opposite pole--"standlng over against him." Buber is also 

declaring the initial perceptual activity (as the I-Thou 

between artist and some thing) to be waning and in its 

place, the meeting between artist and materials occurs. 

Dialogue or "working," as Buber uses In this 

quotation, necessarily supercedes perception In the Imaging 

or forming process, the I-Thou "having run Its course" 

(Friedman, 1960, p. 81) or temporarily moved into a period 

of "latency" (Buber, 1970, p. 148). The established 

dialogue between artist and materials and their subsequent 

mutual intent to realize the potential that exists between 

them, leads the artistic process from the point of 

percept/concept Into the realm of visual form. 

Buber (1965a) reiterates that the artlst/thlng 

dialogue occurs 

...between the being of the artist—not his 
perception alone, but his belng--and the being of 
the X [the unthlng--the thing is freed of all 
sensible properties or representations], (p. 161) 

In the activity that Is described above, the artist as 

a being, having distanced himself from his own desires and 

expectations regarding the thing or object, confronts the 

thing as a being (i.e., the unthing or the thing as person. 
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in its particularity) and Is confronted by It. To 

accomplish this action, the artist must give more to the 

event than just his perceptual attentlon--he must give all 

of himself and withhold nothing. Not only that, but "in 

the act of forming, the artist necessarily maintains a 

'faithfulness' to the being of the Other, not Its 

appearance" (Buber, 1965a, p. 159). For a thing to be 

Thou, It must be treated by the I as though It was a 

person. Buber maintains that there Is a vast difference 

between what one Is (its spiritual essence) and what one 

appears to be (its physical existence). The artist, he 

feels, must be true to what he knows the Thou to be (I.e., 

to Its essential nature), rather than true to Its physical 

appearance. An example of this might be the artist (as I) 

who Is confronted by the play of light upon a building (as 

Thou), and through the dialogic of artistic process, 

subsequently comes to paint that light In a manner 

Inconsistent with established artistic style and/or 

practice, but consistent with his encounter with the light. 

In this case, the artist was being true or faithful to what 

he understood the light to be (Its essence as other), 

rather than to how such light Is commonly portrayed or 

thought to appear. 

Buber distinguishes between the "observer" and the 

"onlooker [original Italics]" (1965a, pp. 8-9). The 

observer, he claims, is one who "is wholly intent on fixing 
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the observed man [for Instance] In his mind, on 'noting' 

him" (1965a, p. 8). By contrast: 

The onlooker is not at all Intent. He takes up 
the position which lets him see the object 
freely, and undisturbed awaits what vlll be 
presented to him. Only at the beginning may he 
be ruled by purpose, everything beyond that Is 
Involuntary. (Buber, 1965a, p. 9) 

The main difference between the two, observer and onlooker. 

Is that the observer wants to In some way possess the 

object of his observations (I.e., In his memory, on paper, 

etc.) il-It), and the onlooker, after having intentionally 

set out to be receptive to that which confronts him, sets 

himself apart from any other considerations (I-Thou). 

Good examples of these two attitudes might be seen In 

the art museum. The student, who studies a great work of 

art, say, for the specific purpose of examining Its 

composition, acts as an "observer" (I.e., he looks at the 

work of art for the purpose of using It as a means to 

answer some question, solve some problem, or meet some 

need). The viewer who comes to the museum to browse among 

Its artworks, and who remains open and receptive to 

whichever Individual works may confront him. Is the 

"onlooker" (i.e., he looks to the work of art, inviting and 

reciprocating response). Buber says, "All great artists 

have been onlookers" (1965a, p. 9). 

Role of object in artistic process. Buber's question, 

"What can be said about art as about a being that springs 

from the being of man?" (1965a, p. 149), Is once again 
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posed for consideration. If art (as product) can be 

considered a being, and if a characteristic of beings is 

their capacity for response, then an artwork can be 

considered to be capable of Interaction with other beings. 

Buber, discussing man's ability to make present the 

other, describes how art (as product) or any individual or 

thing, attains being: "This person Is other, essentially 

other than myself...I confirm It [this otherness]; I wish 

his otherness to exist, because I wish his particular being 

to exist" (Buber, 1965a, p. 61). This remark by Buber must 

be carefully Interpreted and placed within the context of 

his concept of relation. Man desires the other to exist 

for its uniqueness alone. In acknowledging that uniqueness 

(or turning toward the other), he enters into relation with 

it. 

Wishing the object's otherness or being to exist is 

the necessary, but final, act of man's autonomy prior to 

the occurrence of meeting and the entering into the 

mutuality of I-Thou relation. It Is man's Intention to 

make present the other, thereby liberating the object (from 

thlnghood) and the limitations Imposed on It by the sensory 

world—he relates to It, not just experiences it. Man's 

Intention here seeks a certain outcome--not Its own demise, 

but rather, the demise of Its own autonomy. To set aside 

his own Intent permits the object (Thou) to participate In 

the dialogue of artistic process (i.e., permits It to play 
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an active role In creation). Intention or purpose from the 

point of meeting onward becomes mutual or shared, and is 

specifically directed toward the achievement of form. This 

common Intent or purpose prevails until such time as the 

relationship Is terminated. 

According to Buber, nature strives for Its own 

completion and toward Its own manifestation. The world is 

twofold, Buber says, consisting of man and environment. As 

such, one, outside of genuine relation with the other. Is 

Incomplete. Nature stands as though with extended hands, 

seeking Its own completion through relation with man. Man 

plays the critical role In this process. In that It Is he 

who "makes possible Its [nature's] new constitution...." 

(Buber, 1965a, p. 158). This new constitution of nature, 

refers to the completion and unification of nature and man, 

reconstituted in the form of an altogether new existent or 

being. 

Buber continues by saying, "Man belongs In nature not 

merely with his vital acts, not merely as one who moves, 

but also as one who perceives" (Buber, 1965a, p. 158). 

Man's perception is the vehicle for his initial meeting 

with the world (i.e., nature, environment, etc.). Man can 

opt for moving through nature directed by his own needs, 

however, he Is also capable of a genuine meeting with 

nature through his perceptual processes. As one who 

"belongs In nature", man Is responsible for perceiving it 
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as other. Buber claims: "It Is only through him that it 

has become nature in the real sense of the term as a whole 

that may enter part after part Into manifestation" (1965a, 

p. 158). Nature consists of a multiplicity of things, and 

as such, it stands divided and Incomplete. Only when 

encountered by man as his Thou, does nature come to exist 

as a whole. Man's ability to relate and draw nature Into 

dialogue with himself, offers It Its only opportunity to 

join with him In becoming whole. This union of man and 

nature In the I-Thou of relation, is manifested in the 

artwork, for example. The artwork comprises a new existent 

(half man, half nature), visible evidence or manifestation 

of man's and nature's mutual completion. 

Nature's striving for completion can only be satisfied 

through the initial event of man's perception. However, 

for a meeting to occur, nature must be grasped by man 

independently of his own movement and perception. That Is, 

following Initial perceptual contact, man must subsequently 

free nature (as an object) from the sensible (I.e., divorce 

It from the common associations and limitations of 

perception) in order to make present the other. Buber 

occasionally refers to an object that has been freed In 

this manner, as the unthing; it Is a thing stripped of the 

common similarities of thlnghood, recognized In Its 

uniqueness, and set free from man's Intention. The unthing 

Is a thing that is no longer perceived as ordinary. It 
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becomes unique, and as such, confronts man in genuine 

meeting, where all other considerations have been set aside 

in deference to the relation. 

The unthing becomes "...only partner, not object" 

(Buber, pp. 156-157). The unthing, then, as partner, as 

Thou, takes part or participates in the evolving 

relationship. Buber tells the following story as an 

illustration of man's initial meeting and eventual 

encounter with an object in nature: 

I walked on the road one dim morning, saw a piece 
of mica lying there, picked it up, and looked at 
it for a long time. The day was no longer dim: 
so much light was caught by the stone. And 
suddenly, as I looked away, I realized that while 
looking at it I had known nothing of 'object' and 
'subject'; as I looked, the piece of mica and 'I' 
had been one [I.e., In harmony]; as I looked, I 
had tasted unity [i.e., accord]. I looked at it 
again, but unity did not return.... (Buber, 1970, 
p. 146) 

Following Buber's initial meeting and his ensuing encounter 

with the mica, he looked away and became aware that he had 

participated In a dialogic relationship with the piece of 

stone. Still in that objective attitude, he tried to 

recapture the lost moment of I-Thou harmony by looking at 

the mica again, only to find It Instead of Thou. 

In order to regain the presence of the mica as Thou, 

Buber knew he must once again free it as an object of the 

sensory world and return it, as a subject, to the realm of 

being. This first necessitated a shift on his part from 

the self-willed I of I-It, to the other-attentive I of I-
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Thou. Once this had transpired, he said: "...only then 

did I feel: I; only then was I. He that had looked had 

not yet been I [original italics]...." (Buber, 1970, p. 

146). The fault lay within himself. 

Buber (1970) maintains: 

Spirit in its human manifestation is man's 
response to his Thou. Man speaks in many 
tongues—tongues of language, of art, of action— 
but the spirit is one.... Spirit is not in the I 
but between I and Thou. It is not like the blood 
that circulates in you but like the air in which 
you breathe. Man lives in the spirit when he is 
able to respond to his Thou. He is able to do 
that when he enters Into this relation with his 
whole being. It is solely by virtue of his power 
to relate that man is able to live in the spirit, 
(p. 89) 

Written passages like the one above, with its several 

references to spirit, have often earned Buber the label of 

"mystic"--and a subsequent dismissal of much of his 

thinking as too vague. Inaccessible, and/or impractical. 

Actually, the word, spirit, is defined and used by Buber in 

a simple, logical, and straightforward manner. Spirit, 

Buber claims, is response; more specifically, man's 

response to his Thou. Spirit occurs only in the between of 

the I-Thou relation; art is its tangible evidence. Spirit 

cannot occur in the mismeeting of I-It, as in that event 

there is no response made. 

Buber (1970) says, "A subject that annuls [cancels the 

participation of] the object to rise above It annuls its 

own actuality" (p. 137) or its own opportunity for 

participation In spirit. An illustration of this situation 
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might be the artist who deliberately manipulates materials 

to his suit his intentions, ignoring any contribution 

(accidental effects of medium) or suggestions (in the form 

of resistance) the materials might make to his work. By 

refusing to permit the materials or medium to participate 

in artistic process (except as his It), the artist has 

cancelled out the spirituality of the activity. Buber 

would also likely claim that to subordinate the artwork to 

the creative process is the equivalent of an attempt to 

focus upon the occurrence of dialogue rather than on one's 

partner in the relation. If art is essentially a dialogic 

relationship (as defined by Buber) then the events 

described above cannot be considered artistic in nature. 

Buber (1970) maintains, "Relation is reciprocity. My Thou 

acts on me as I act on it. Our students teach us, our 

works form us...." (p. 67), but only within genuine 

relation. 

Buber (1970) claims that "form discloses itself to the 

artist" and that "it looks for the encounter with man in 

order that he may undo the spell and embrace the form for a 

timeless moment" (p. 91). "Undoing the spell" refers to 

setting the form free from thlnghood, through man's process 

of turning toward the other and meeting the form in its 

particularity. The "timeless moment" is the moment of 

dialogue, in which the form and the man form an I-Thou 

relation. The form "looks for" the encounter with man, in 
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that it waits for the man who Is capable of recognizing and 

actualizing Its unique potential through relation. 

The artist or viewer who Is capable of taking this 

action, does so because "he wants through his knowing of 

the object 'to get to the bottom'" (Buber, 1965a, pp. 163-

164), or In other words, he wants to know the object In Its 

uniqueness. In Its essence. For the man who Is Incapable 

of relating to the object, talking about the object with 

others Is the only way It can be "understood," It can never 

be truly known outside of relation. Buber (1970) asserts: 

It Is only about It [I.e., the world, the 
artwork, the thing] that you can come to an 
understanding with others; although It takes a 
somewhat different form for everybody. It is 
prepared to be a common object for you; but you 
cannot encounter others in It [original Italics], 
(pp. 82-83) 

This man does not relate to art, rather, he experiences it, 

which means to "see it as qualities, analyse how It Is 

made, and place it in the scheme of things (Schlipp & 

Friedman, 1967, p. 63). 

In true I-Thou fashion, the artist and the artwork are 

destined to part as I-It (Buber, 1970). After the 

achlevment of form, the artist "banishes It to be a 

•structure'" (Schlipp & Friedman, 1967, p. 63). The I-Thou 

has run Its course and the artwork becomes a part of the 

environment (I.e., a thing among things). However, It must 

be remembered that "the nature of this 'structure' [artwork 

as thing] Is to be freed for a timeless moment by the 
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meeting with the man [viewer] who lifts the ban and clasps 

the form" (Schlipp & Friedman, 1967, p. 63). In their 

meeting, the I-Thou is reborn. 

Buber (1965a) reiterates his point thus, "The whole 

body-soul person Is the human In man; it Is this wholeness 

which Is involved in his meeting with the world" (p. 151). 

It is this wholeness that he must bring to the making, 

appreciating, interpreting, and valuing of art. 

Chapter Summary 

In this chapter, aspects of Martin Buber's 

existentialist philosophy are briefly presented and 

discussed for the purpose of introducing readers to several 

of the more pertinent concepts with which this study is 

concerned. Those particular concepts center around the 

question of whether or not an inanimate object. In this 

case an artwork, can be thought of as assuming an active 

role In the course of Its creation by an animate subject, 

the artist. 

Buber considers there to be only one form of genuine 

relatlon--that of the encounter or meeting which occurs 

between an I and Thou (subject and subject). A type of 

non-relation also exists--the experience the I has of an It 

(subject to object). For Buber, the animate 

subject/inanimate object dichotomy of existence Is bridged 

by participation and reciprocation within a dialogic 

relationship. 



CHAPTER III 

PERSPECTIVES ON ARTISTIC PROCESS AS 

PRESENTED BY ESTABLISHED ART 

EDUCATION METHODOLOGIES 

Art education has long focused a substantial portion 

of Its attention upon psychological aspects of the artist's 

activity In the creation of a work of art. However, the 

role played by the work of art. If any. In Its own creation 

has not been so extensively Investigated by art educators 

themselves, but has been most commonly left to philosophers 

and aesthetlclans for exploration and explanation. 

Examining the history of art education and its ideological 

ties, Freedman and Popkewitz (1985) maintain: "To define 

art solely as a psychological act Is to Ignore the 

relationship of our Identities to the social world of our 

practices" (p. 24). In recent movements within art 

education, a redefinition of the field Is being encouraged 

(e.g., Dlsclpllne-Based-Art-Educatlon, etc.), calling for 

additional emphasis to be placed on the whole art 

experience of the student, rather than on the artmaking or 

production aspect alone (Dobbs, 1988; Smith, 1986). 

To accomplish that goal the student must be given 

intellectual access to each of the four disciplines of art 

identified by art educators as: production, criticism, 

history, and aesthetics. In direct relation to this 

emphasis on discipline-based art, researchers in art 

72 
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education are actively taking the initiative for posing 

meaningful questions In the philosophical tradition to help 

clarify the profession's goals and values (Battln, 1988; 

Erlckson, 1988). 

In addition, several pressing needs within art 

education have been Identified by Eisner (1988), two of 

which are: "a theory of artistic learning useful for 

moving from diagnosis to prescription" and "a taxonomy of 

learning in the visual arts" (pp. 26-27). These needs make 

It Increasingly necessary for researchers to examine 

especially relevant aspects of art education's existing 

theoretical and empirical bases, toward greater 

Illumination of the assumptions upon which the development 

of specific classroom Instructional practices Is founded. 

Literature selected for review Is limited to the 

methodological treatment of artistic process by certain 

prominent approaches taken to the professional preparation 

of art educators. These textbooks. It Is noted, are all 

roughly contemporaries and, generally speaking, have been 

the mainstay for higher education courses designed to 

professionally prepare the prospective art teacher. 

Several of these books are still commonly used by colleges 

and universities as required texts for methods courses in 

art education. For approximately twenty plus years, 

editions of these particular books have critically 

Influenced the development of educational philosophies by 
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art teachers as well as the formation of artistic attitudes 

by their students. in practice, teachers' philosophies 

(whether or not they have been formally and/or consciously 

articulated by the Individuals Involved) Initiate, foster, 

and perpetuate many students' attitudes toward art. 

Thus, the literature review was limited based upon the 

premise that, although divergent theories of art may be 

adopted and employed by authors of teacher preparation 

textbooks In art education, artistic process Is treated In 

those texts In a generally consistent manner. Indicating 

both the presence of certain basic, underlying assumptions 

and widespread acceptance of those assumptions by the 

profession. Aside from the specific theories of art and 

education directly embraced by any teacher and/or textbook 

as a basic modus operandus, subtle practical assumptions 

may unduly (and perhaps adversely) influence the artistic 

or creative experience of students. Therefore, this 

Investigation of the literature Is undertaken for the 

purpose of Identifying and calling attention to those 

assumptions within art education textbook methodologies, 

which most cogently represent the field's views regarding 

the relationship between artist and artwork during artistic 

process. Existentialist Martin Buber's concept of I-Thou 

relation Is then used as a metaphorical model of artistic 

process, for purposes of examination. Illumination, and 

comparison of the art education assumptions. 
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Accordingly, the reader Is reminded, the following 

specific research questions are posed: What 

generalizations. If any, can be drawn from a comparison of 

the basic assumptions (particularly regarding the nature of 

artistic process) contained within the six art education 

textbooks reviewed? According to Buber and to the authors 

of the six art education textbooks, can an artwork or other 

inanimate object be considered an active participant In 

artistic process? What Is the nature of the relationship 

between artist and visual artwork, particularly as it is 

revealed through comparisons between Buber's view of 

artistic process and those views promoted by the art 

education textbook writers? 

"Artistic process" Is defined In the introduction to 

this study as the artist's movement from the point of an 

Initial perception/conception through the final production 

of a visual form. The term, "artistic process," Is also 

used synonomously with "production activity," "artistic 

activity," "artmaking," "creative act," "creative 

activity," "creative process," and "art (as process)." it 

Is noted, however, that a "comprehensive art experience" 

Involves more than art production activities and that much 

of the discussion regarding the nature of artistic process 

also applies and/or relates to Its sister disciplines of 

art criticism, art history, and aesthetics. Several 
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examples of this natural crossover between disciplines are 

briefly presented and discussed In the following pages. 

In this chapter, selected textbooks used In the 

professional preparation of art teachers, written by Edmund 

B. Feldman (1970), Elliot Eisner (1972), Reid Hastie and 

Christian Schmidt (1969), June K. McFee (1970), Laura 

Chapman (1978), and Viktor Lowenfeld (1947) with Lambert 

Brittain (1982), are examined. This examination addresses 

the following Issues for each textbook and/or author: (1) 

the purpose or focus of the textbook, (2) the definition of 

art, (3) the mission of art education, (4) the definition 

and nature of artistic process, and (5) the role and/or 

status of an art object within the course of artistic 

activity. The chapter concludes with a comparison between 

intersecting or generalized assumptions of the art 

education authors and Buber, followed by a brief summary. 

Feldman: Becoming Human Through Art 

Edmund B. Feldman (1970), in Becoming Human Through 

Art, a text written for college teachers, college students, 

school teachers, and in some cases, school students, 

presents a detailed "anatomy of an art teaching practice" 

by examining and discussing various steps or stages In the 

artistic process as well as several corresponding teacher 

responsibilities (p. 196). The text focuses on providing 

teachers with a comprehensive overview of the nature, 

practice, and study of art. 
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Definition of art.. Art Is variously defined by 

Feldman (1970) as: 

...an Instrument or tool for dealing with human 
situations that call for expression; all forms 
of human creativity and communication; .and 
adventures in extending the self, combining and 
exchanging It with the selves of others, (pp. 
131-134) 

Mission of art education. The "foundation of art in 

education," according to Feldman (1970), Is the need of 

humans to communicate with others (pp. 131-133). He 

charges art education and teachers with providing students 

an enlarged concept of art, which. It Is hoped, will 

eventually bring about art's natural and official 

Integration with the balance of mankind's existence (pp. 

21-22). For this to occur, students' perceptual abilities 

must become more keenly developed and then subsequently 

applied to all facets of life. It Is Feldman's belief that 

love (not solely erotic) Is a major factor In education and 

Is seldom viewed and treated as such. He maintains: "The 

love between persons Is the best available model for the 

unity we seek between learners and knowledge, artists and 

art, between the Individual and the materials of his self" 

(1970, p. 128). Feldman feels that educational 

requirements Imposed by Institutions and bureaucracies, 

specifically In the area of cognitive achievement, can be 

effectively met by the schools. However, he considers it 

rare for programs and policies of that sort to result In 
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self-transformation of the learner, a process which, he 

feels, can be activated through involvement in art. 

Nature of artistic process. Artistic process Is 

viewed and described by Feldman (1970) In a series of steps 

or stages: (1) Identification, (2) expansion and 

elaboration, (3) execution, (4) presentation, and (5) 

evaluation. In discussing the first step or stage. 

Identification, Feldman describes art as "...a by-product 

of someone's encounter with the world" [original italics]" 

(1970, p. 196). He maintains that approaches to the 

teaching and making of art must be derived from children's 

encounters with reality to acquire noteworthy humanistic 

meaning and value. Above all, Feldman (1970) feels that 

children must be led. In Identifying a concept or concern 

for personal artistic exploration, to understand that "art 

is what you do about something that interests, worries, or 

pleases you" [original Italics] (p. 196). 

The second step or stage of artistic process, 

according to Feldman, is expansion and elaboration of the 

concept or concern identified by the child. This stage 

constitutes an in-depth, personal exploration of meanings 

embedded within the identified concept. To facilitate 

expansion of his concept, the student Is encouraged to 

actively gather and reflect upon relevant materials and 

information (i.e., for a study of trees: colored leaves, 

dried leaves, twigs, blossoms, pieces of bark, pictures of 
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trees, etc.). Beneficial effects are believed to occur 

from having slowed down the child's creative momentum with 

this Information gathering/planning activity; It prolongs 

Incubation of the Identified concept or Issue and delays 

production until peak readiness is achieved (Feldman, 

1970). 

Execution, or forming and shaping (organizing), 

comprises Feldman's third step or stage of artistic 

process. This stage is seen as one of "...transition from 

personal discovery and expression to social exchange or 

communication" (1970, p. 197). Feldman maintains that this 

stage will ensue smoothly and naturally for the child if 

the first two stages have not been neglected or rushed. 

Organizing and selecting Imagery to be used In his art 

product are readiness activities of the child that Feldman 

refers to as "getting into execution [original Italics]" 

(1970, p. 198). The teacher plays an Important role at 

this stage, Feldman feels, by acting as the child's 

backboard for Ideas and decisions regarding the technical 

aspects of actual production (I.e., selection of medium, 

selection of tools, etc.). Another role of the teacher 

directly connected to this stage of production. Is that of 

helping the child know when he is finished with his work— 

that Is, when his expressive goals have been accomplished 

(Feldman, 1970). 
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Feldman's fourth step or stage of artistic process Is 

presentation. This stage is considered to be the 

culmination of the child's creative efforts and "is part of 

the act of giving form [original italics!" (1970, pp. 199-

200). Feldman (1970) exhorts teachers that: 

...from the beginning, the child should know that 
his search for form has two purposes: 
confronting a crisis, problem, or concern through 
his own creative effort, and sharing the results 
of that confrontation with others, (p. 199) 

The individual's creative act of confrontation demands 

"ritual" or the confirmation and/or participation of a 

public audience, in order to "truly function as art" 

(Feldman, 1970, p. 199). 

As a final step or stage of the artistic process 

(particularly as It Is practiced within the schools), 

Feldman describes evaluation of the art product. He feels 

evaluation should attempt to determine what the child has 

learned through art about the human condition. Three 

desirable learning outcomes of artistic production are 

outlined by Feldman (1970): (1) knowledge and 

understanding that being human requires courage to confront 

Ideas, Issues, and concerns, (2) knowledge and 

understanding that being human requires decisions to be 

made from among alternative courses of action, and (3) 

knowledge and understanding that being human requires 

appreciation for the accomplishments of others (pp. 202-

204). Presentation Is seen as the most Important stage In 
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the artistic process in terms of learning outcomes. It Is 

at this particular stage of activity, Feldman feels, that 

the Intent which was pursued and the meaning which was 

conveyed by the child and/or his product are, or should be, 

examined for evidence of artistic merit and humanistic 

values. 

Role of object in artistic process. Feldman's 

treatment of the role or status of artistic media and/or 

the art object during the course of production Is one 

primarily based upon "Interaction of medium and meaning 

[I.e., what Is expressed!" (1970, p. 184). 

...a medium Is not just a particular material. It 
Is also a way of using that material. The ways 
materials are used affect what is expressed 
through them [original italics]. (Feldman, 1970, 
p. 184) 

Feldman feels that art education as a field does not 

theoretically pay particular attention to the deliberate 

examination or exploration of relationship between medium 

and meaning. 

In the chapter of his text devoted specifically to 

ethics and aesthetics (pp. 100-140), where Feldman (1970) 

expounds on the educational value of love (as mentioned 

earlier), a rhetorical question Is posed of particular 

Interest to this Investigation. 

So far as the erotic component of learning Is 
concerned. Is there a radical difference between 
our coming to know ideas and things and our 
coming to know persons or each other? (Feldman, 
1970, p. 130) 
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In answer to this question, Feldman presents a brief 

description of Martin Buber's concept of an I and Thou 

relationship, taken from that author's work. Between Man 

and Man (1965a). Interestingly, Feldman uses Buber's 

concept as a model for explicating the way humans learn--

that Is, as a learning theory. He posits, "Learning is 

joining the self with an other" (1970, p. 131). However, 

Feldman suggests but does not develop that idea or a 

parallel to its fullest, especially as it pertains to the 

relationship which transpires between an artist and a 

medium or the object of his artistic endeavor, other than 

to say: 

To the extent that we encounter persons and 
things [italics added] with an attitude of 
openness, and to the extent that we respond to 
them with the fullness of our being, we establish 
an I-Thou relation. But if we regard persons and 
things [italics added] as objects to be used or 
controlled, as permanently other [original 
Italics] from us because we observe them and our 
reactions to them from a dlstance--then we 
estrange ourselves from virtually everything 
valuable in their reality and we have only an I-
It relationship with that reality. (1970, p. 130) 

Feldman describes Buber's I-It relationship In terms 

of learning, by saying, "It Is the kind of relationship to 

knowledge that sets mastery or control of reality over the 

completion and wholeness of the self" (1970, p. 131). By 

contrast, the I-Thou of learning "...Is a loving relation; 

It virtually eliminates the distance between the knower and 

the known" (p. 131). In this statement, Feldman is 
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referring to knowledge or Idea as the Thou, the learner as 

the I of relationship. 

Asgymptiopg. In considering Feldman's perceptions of 

the artistic process. It Is possible to discover the 

following significant underlying assumptions: 

(1) The primary function of art Is the provision of a 

vehicle for the Individual's formal acquisition of 

humanistic behaviors and attitudes. 

(2) The art object Itself is "a by-product [original 

italics!" of its maker's encounter with reality (Feldman, 

1970, p. 196). 

(3) There are two basic requirements an artist must 

seek to satisfy through his work, those being personal 

relevance and social communication. 

(4) Impromptu works of art (especially those done In 

the classroom) are usually Insignificant, except as 

preparatlonal attempts for a major creative activity. 

Feldman advises teachers to try to delay or postpone the 

execution stage of artistic process until the child 

achieves peak readiness through various information 

gathering and planning activities. 

(5) The relationship "between artists and art" can be 

effectively modelled after love between persons (p. 128). 

(6) It is possible to have either an I-It or an I-Thou 

relationship with a thing (I.e., object. Idea, form, etc.) 

as well as a person. 
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Summary and Dlscu<̂ c;̂ «yp. Feldman's view of artistic 

process Is one where the Individual strives to: (1) 

identify and expand upon a personally relevant problem or 

issue, (2) execute and present that idea and his personal 

treatment of It to society, and (3) gain humanistic 

qualities (I.e., courage, decision-making abilities, 

appreciation) through art. Feldman makes the following 

assumptions: 

(1) Art (as process) is primarily a vehicle for the 

acquisition of humanistic behaviors and attitudes (pp. 202-

204). 

What Is at stake If art (as process) is treated as 

Feldman advocates, primarily as a means for the 

individual's acquiring humanistic behaviors and attitudes? 

Certainly such humanistic goals are desirable ones for 

every individual and art may be one means of acquiring 

those qualities. However, other means than art (e.g.. 

Improving the quality of teacher/student relationships, as 

Feldman elsewhere suggests) may prove just as effective, or 

more so. In assisting students In their acquisition of 

desirable behaviors and attitudes. Perhaps using art (as 

process, medium, or product) for the purposes Feldman 

describes can even be considered detrimental to his goal. 

In that emphasis on "use" as opposed to participation 

within such a highly personal process as art, might 

actually promote the development of selfish and Insensitive 
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attitudes. In Its past, art education has often been 

forced to offer justifications for Its Inclusion In the 

school curriculum. Promoting art as a tool for teaching 

whatever social values prevail at the moment Is no longer 

generally accepted by art educators as a viable means for 

legitimatizing art within the curriculum. Art Is Instead 

promoted for the unique benefits It offers students and 

ultimately society—benefits that cannot be duplicated by 

other course offerings (Eisner, 1990). 

(2) The art object, as "by-product," Is incidental to 

its maker's encounter with reality (i.e., his personal 

involvement in artistic process) (p. 196). 

Does the artist's experience of cognltlvely and 

physically "forming/shaping" his art product constitute an 

encounter with reality? If so, the art object or product 

cannot, as Feldman assumes, be considered Incidental to the 

artistic process, but rather, essential to it. Without the 

art object, there would be no artistic process or encounter 

with reality resulting In art. 

(3) In his work, the artist must satisfy himself and 

communicate with society at the same time (pp. 131-133; p. 

196) . 

Although Feldman wants teachers and children to 

understand that "art Is what you do about something that 

Interests, worries, or pleases you [italics added!" he 

later Identifies another purpose of art (as activity) to be 
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that of social exchange (p. 196). History has repeatedly 

shown that occurrence of these two phenomena Is not always 

simultaneous. The artist's choice of subject matter Is 

frequently incommunicative or mlscommunicatlve within Its 

contemporary social context and only becomes valued by 

society substantially after the fact of Its production 

(I.e., the works of VanGogh, Eaklns, Duchamp). Therefore, 

the expectation that a student of art achieve both goals 

simultaneously, that Is, satisfy his own expressive needs 

at the same time he successfully communicates a message to 

society, seems to be asking him to accomplish what many 

famous artists before him could not. 

(4) Impromptu art (as classroom product) is usually 

not as significant as preplanned art (pp. 196-197). 

If artists create aesthetically and personally 

valuable art objects In a spontaneous or Impromptu manner, 

or even as an unplanned outcome of beginning a work, then 

might not the child (at his own level of experience) be 

able to benefit from the same approach? Helping children 

acquire good personal thinking and working habits Is a 

major goal of art education and should not be forsaken for 

meaningless, unstructured art experiences (I.e., random art 

experiences directed toward no specific learning goal or 

objective). The child can profit, however, from setting 

out to learn the particular values (I.e., the satisfaction 

of Immediacy, the purity of experience, etc.) as well as 
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the potential liabilities (I.e., a lack of expressive 

depth, a weaker organization, etc.) of a 

spontaneous/Impromptu approach to visual expression. As 

Feldman would have It, perhaps the child's classroom 

experience with art (as process) overemphasizes the need 

for careful, methodical advance planning, to the exclusion 

of other important lessons. 

(5) The relationship between art and artist can be 

modelled after love between persons (p. 128). 

Few teachers (In any area of education) would deny the 

profound benefits accrued by students who exhibit a healthy 

love of knowledge, self, others, the environment, etc. 

Although Feldman carefully discusses the idealistic sort of 

love he refers to as an appropriate model for the 

artist/art relationship, he falls to adequately account for 

the fact that In reality, persons tend to love as they are 

or were loved (or unloved) by those closest to them. Love 

Is a powerful force, but nonetheless a universal variable 

and thus. Impossible to adequately define and/or evaluate 

as a property of the Individual's private experience. 

Therefore, love between persons may not be the most 

appropriate model for the artist/art relationship. 

(6) It is possible to have either an I-It or an I-Thou 

relationship with a thing (i.e., object, idea, form, etc.) 

as well as a person (p. 130). 
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In the same section of his textbook dealing with the 

topic of love as a model for the artist/art relationship, 

Feldman Introduces the reader to Martin Buber's concept of 

I-Thou relation. In fact, Feldman's topic of love's role 

In learning flows directly into his presentation of Buber's 

thought. Feldman seems to Imply that the I-Thou 

relationship is one of love; however, such an 

interpretation of Buber may not be altogether accurate. 

Buber does not equate the I-Thou with love. Love Is often 

highly selfish (I.e., one sees the loved one not as a 

unique other like himself, but instead, as the object of 

his affection; the loved one becomes what Buber would call 

It). Buber also claims that where the I-It occurs, there 

Is no genuine dialogic relation. However, the assumption 

made by Feldman that It Is possible to confront and address 

a thing (as It Is defined by Feldman) or a person, as 

either I-It or I-Thou, Is one that Buber would to some 

extent, support. Additional discussion on this point Is 

Included In a section near the end of the chapter. In which 

Buber's philosophy Is more closely compared to the 

assumptions of the art education writers. 

Eisner: Educating Artistic Vision 

Rather than define art per se, Elliot Eisner (1972), 

In his book. Educating Artistic Vision (a cognltlvely 

oriented text written for elementary art teachers), chooses 

to present a discussion of several functions of art as 
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justifications for Its teaching. The focus of the text 

represents an attempt to understand "...how It Is that 

people develop their ability to respond to and create 

visual form..." (p. v). Another goal of Eisner's book Is 

to address and "bridge" the established educational 

dichotomies "between the work of the head and the work of 

the hand" by "showing how experience In both the creation 

and appreciation of art can properly be conceived as a 

product of Intelligence" (p. v). 

Definition of art. Art, according to Eisner: 

provides a public outlet for visual, metaphorlc expression 

of the artist's vision and values; activates human 

sensibilities and potentialities; and raises consciousness 

and/or celebrates neglected, overlooked aspects or 

particular objects of human experience. 

Mission of art education. Eisner claims that 

justifications for art education In the schools revolve 

primarily around two polarities, those of contextuallsts 

and essentlallsts. The contextuallst Is not only concerned 

with meeting the needs of the child, but the needs of 

society as well, even though those needs may not be 

directly related to art. On the other hand, the 

essentlallst argues for the distinctive role art plays In 

human growth and development, especially when given a 

separate and proper emphasis in education. Eisner makes 

his own position known by saying, "The prime value of the 
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arts in education lies, from my point of view. In the 

unique contributions It makes to the Individual's 

experience with and understanding of the world" (p. 9). 

Nature of artistic process. The artistic process Is 

defined by Eisner as "...the task of giving visible 

aesthetic form to...Inner visions..." (p. 26). He 

Identifies a set of skills which, when taken as a whole, 

presents a necessary and sufficient condition for the 

production of visual art: (1) managing materials, (2) 

perceiving qualitative relationships, (3) Inventing forms, 

and (4) creating spatial and aesthetic order, in concert 

with expressive power. Movement toward personal 

acquisition of these requisite art skills occurs 

concurrently with a child's developmental readiness; 

according to Eisner, this Is accomplished most effectively 

when the child receives appropriate Instruction in art. 

"...the child's activity In the act of creation Is one of 

Inventing forms that will carry his Intention forward 

through some material" (Eisner, 1972, p. 101). 

The nature of artmaking can, according to Eisner 

(1972), cause changes to occur In the artist. He claims: 

What people do when they work at the task of 
making an art form Is not only to produce an 
object that Is public and sharable, they also 
alter themselves. This alteration, when It 
emanates from the demands that creating art make, 
might develop the abilities and dispositions 
associated with certain personality traits or 
perceptual-cognitive abilities, (p. 139) 
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Man's experiences affect his subsequent behaviors, 

therefore, artists (by the very nature of their activities) 

develop what Eisner (1972) calls, "a certain 

responsiveness" to artistic qualities (p. 282). In the 

making of art, demands are made on the creator. Eisner 

claims, "It is these demands, what they elicit, that refine 

the imaginative and sensible aspects of human 

consciousness. The work of art remakes the maker [original 

Italics!" (1972, p. 282). 

At least two dominant modes of cognitive operation are 

responsible for the actual occurrence of artistic 

production, according to Eisner (1972). Discovery, via 

free associations while actively working, comprises one 

mode of artistic production; this mode Is most often 

exploited by young children In their art. The other mode. 

Intention, Is the deliberate conversion of a private 

thought or feeling to a public form through an application 

of personal will. 

Eisner's first mode of creative activity, discovery, 

is often referred to by artists as being accidental In 

nature. Doodling, scribbling, and playing with materials 

can frequently provide the artist with an Imaginative 

Impetus toward a more focused conceptual investigation. 

In discussion of the second mode of activity. 

Intention, Eisner (1972) explains that the artist Is faced 

with the task of having to use materials to convert his 
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Idea to visual form. In this production of visual art 

forms, the artist must sequentially be able: to see 

(perceptually differentiate), to Invent and organize 

(Imaginatively conceive, adapt, and refine), and to 

construct (skillfully execute). 

The painter [for Instance] typically defines his 
own problem, selects his own materials and 
methods of dealing with It, and determines when 
it Is complete without heeding a fixed time 
schedule. (Eisner, 1972, p. 191) 

Eisner (1972) suggests that powerful influences can be 

exerted upon students when teachers deliberately display or 

model behaviors and/or attitudes associated with artistic 

production. Some argue that teachers are. In effect, 

temporarily taken away from students by becoming personally 

Involved In artmaking within the classroom setting. 

However, Eisner maintains that In such a case, although 

altered In mode. Instruction would still be clearly and 

effectively in progress. 

Role of object in artistic process. Eisner (1972) 

views the artwork as an object, produced by the artist and 

possessed of certain valued properties. As discussed 

earlier. It Is also claimed that art makes specific demands 

upon Its creator. In the course of meeting and complying 

with these demands, the artist remakes himself or alters 

development of "...the abilities and dispositions 

associated with certain personality traits or perceptual-

cognitive abilities" (Eisner, 1972, p. 139). 
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Assumptions. Eisner (1972) makes or Implies several 

basic assumptions In the material presented above. These 

are: 

(1) Art Is the product of Intelligence, not just "the 

work of the hand" (p. v). 

(2) Art Is the result of a maker asserting his will or 

Intent upon materials as a means to self-expression. In 

this scenario, the artist Is viewed as creator, whose task 

It Is to subordinate materials to his bidding and, hence, 

become what he wills. 

(3) Art production Is primarily a problem-solving 

activity. Artistic problems are effectively solved, 

according to Eisner (1972), based upon a series of 

autonomous decisions made by the artist (the child artist 

being assisted by a teacher) who: "...defines his own 

problem, selects his own materials and methods of dealing 

with It, and determines when it is complete..." (p. 191). 

(4) The process of artmaking makes demands on and 

produces changes In the artlst--ln effect, the artist Is 

remade by the experience. 

(5) Art is achieved through the artist's employment of 

certain skills. Eisner (1972), of course, includes 

manipulative skills, perceptual skills, inventive skills, 

organizational skills, and expressive skills in that 

assumption. 
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Summary and Discussion. Eisner (1972) sees the 

creative process primarily as one In which materials are 

skillfully and intentionally converted "...into a medium of 

artistic expression" (pp. v-vl). 

Several Important assumptions made or Implied by 

Eisner's treatment of artistic process Include: 

(1) Art Is the product of Intelligence (pp. 113-117). 

This assumption of Eisner's Is a valid one; not only 

has experimental and descriptive research shown art to be 

the product of Intelligence, but there are also strong 

indications that It may be the product of a particular 

variety of intelligence (i.e., spatial) (Gardner, 1983). 

This Important and Indlspenslble knowledge comes to the 

field primarily through an abundance of psychological 

Investigations. However, In art education's emphasis on 

the Issues of Intelligence and cognition, care must be 

taken not to view or treat the nature of art strictly from 

an impersonal, scientific perspective (Betenas, 1985)—a 

point Eisner also makes (p. 9). 

(2) Art (as product) is the result of an artist's 

intention (p. 101). 

Eisner (1972) posits at least two distinct cognitive 

operational modes for artistic production: discovery and 

Intention. However, he seems to assume that ultimately all 

art Is the product of only one of these modes. Intention. 

Eisner's thinking can most likely be explained thus: 
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although an artist may begin a work by aimlessly 

manipulating materials (the discovery mode), when he 

chances upon some Interesting quality or feature of the 

medium and subsequently decides to develop it further, his 

Intent takes over. Therefore, art produced by Eisner's 

discovery mode can also be considered the result of 

intention or the artist's will, even though Its conceptual 

origin may have been accidental or casual In nature. 

Exactly how and/or to what degree the artist's Intention 

affects the subsequent Interpretation and/or analysis of a 

work of art Is an entirely different issue. 

(3) Art is a problem solving activity (p. 191). 

While art can definitely and beneficially be viewed 

and approached from the problem solving angle (especially 

In the classroom). It Is risky to treat It, and all of the 

other activities/Issues of education and life, exclusively 

as problems In need of solution. Even the word, "problem," 

conjures up an Image of some sort of painful difficulty 

from which one must struggle to extract himself, and 

indeed, "felt difficulty" is a term directly derived from 

art education's pragmatic roots (Dewey, 1933). Although 

art activity may be considered to be creative problem 

solving, and thus, different from the problem, say, of 

getting out of bed in the morning (or that inherent in any 

other human activity). It Is well to remember that those 

sorts of mundane, everyday "problems" of life as well as 
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their solutions, tend to become thoughtlessly automatic and 

eventually less varied after constant repetition. Like 

readers' reactions to the standardized plots found In many 

novels, adherence to one teaching style and/or approach to 

art activities over time, can become boring, antlcllmactIc, 

and thoughtlessly automatic for both students and teachers 

alike. 

Eisner (1972) recognizes and addresses in his 

textbook, the need for teacher flexibility, however, 

prospective art teachers may tend to see, accept, and 

implement the problem solving approach to art as 

conveniently formulaic, thus gradually becoming rigid and 

impersonal in their teaching methods. Close attention and 

added emphasis to simultaneous development of the affective 

side of artistic problem solving activities, can alleviate 

some of the tedium of that oft-repeated teaching method 

(Belttel, 1977). To neglect the affective side of artistic 

process is to. In effect, make art a meaningless, rule-

governed task In which the student artist learns only to 

find the right answers to problems and thus, to achieve the 

desired results to obtain a good grade (Goldhammer, 1969). 

(4) Artmaking can place demands on and produce changes 

In artists (p. 282). 

Eisner (1972) assumes that artistic process has some 

ability to effect changes In and place demands on artlsts--

whlch seems an Interesting quality for a process to 
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possess. He says, "The work [doing] of art remakes the 

maker [original Italics]" (p. 282). This strongly suggests 

a need for Increased sensitivity and attention to the 

exercise of artistic process In the classroom. Eisner's 

assertion also suggests the need for a much closer and more 

discriminating examination of the differences between the 

changes produced In an Individual by his personal 

Involvement In artistic process and those changes produced 

In him by the teacher's Implementation of behavioral and/or 

Instructional objectives within the classroom setting. 

Access to that sort of Information Is critical to the 

developing philosophies of future art teachers. 

(5) Art production can be attributed to the effective 

employment of specific skills (pp. v-vi; p. 26). 

Indeed, art (as product) succeeds or fails 

aesthetically, critically, and thus, historically, based 

upon the artist's effective employment of art-specific 

skills. Art education seeks to provide children with the 

essential cognitive and technical skills needed to 

effectively express and evaluate their experiences in 

visual form. Eisner (1972) realizes that there Is much 

more to art than the mere application of skills. However, 

prospective teachers often arrive at their own skewed 

assumptions (Goldhammer, 1969), for Instance, that by 

having their students work diligently to perfect skills In 

the use of art media and tools, artistic success will be 
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assured. Then the "how to" of artistic process becomes 

more important than the "why." 

Hastie and Schmidt: Encounter With Art 

Reid Hastie and Christian Schmidt (1969) In their 

text. Encounter With Art, propose to provide teachers and 

students with an approach to art that treats both Its 

production and its appreciation. This goal is accomplished 

sequentially, beginning at the point of an artist's initial 

perception and moving on through the perceptual experience 

of the art object's viewer. Theoretical concepts and 

cognitive processes are presented and discussed; these 

processes Include: perception, abstraction, creativity, 

design, aesthetics, art appreciation, and art judgment (pp. 

vi-vi1). 

Definition of art. Expanding on Herbert Read's 

definitions of art and artist (1962), Hastie and Schmidt 

(1969) say: 

The artist looks at his world deeply and 
sensitively, and he abstracts, or takes out, from 
this seeing of his world that which he feels is 
important (the essence, meaning, and significance 
it has for him). Then, through the tools of his 
craft, he gives concrete physical form to his 
perceptive vision so that others can take out--
see, feel, and understand--that which he has 
formed [original italics], (p. 29) 

In this quotation, Hastie and Schmidt (1969) maintain 

that the artistic or creative process Is one where. 

Initially, the artist Is involved In "taking out" or 

extracting meaningful qualities from experiences with his 



99 

world. The phrase, "tools of his craft," refers here not 

only to those actual tools employed by the artist (i.e., 

brushes, paints, etc.), but also to his mental abilities to 

manipulate, transpose, judge, etc., visual qualities 

(Hastie & Schmidt, 1969, p. 29). 

At a subsequent point In the text where the topic of 

art appreciation Is Introduced, Hastie and Schmidt (1969) 

refer to art as the "...controlled product of the artist's 

experience" (p. 389). They further maintain: 

Art is purposeful and is directed by the 
intentions of the artist to an end. His goal may 
not have been completely and finally set at the 
beginning of his work, but there is a sense of 
direction which motivates the efforts of the 
artist. (Hastie & Schmidt, 1969, p. 389) 

This quotation further clarifies the authors' definition of 

art. In that It declares It to be the "controlled" (by 

Intention) product of the artist's experience (p. 389). 

However, their position on this matter seems Importantly 

qualified In that, despite the emphasis on control, the 

artist's Intention and/or motivation is mediated while in 

the midst of process, by a certain "sense of direction" (p. 

389) . 

Mission of art education. Hastie and Schmidt (1969) 

view one mission of art educators as that of encouraging 

and developing personal expression In their students 

through engagement In artistic process. The products 

resulting from such an educational emphasis are to be 

distinguished from those created specifically as products 
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for aesthetic contemplation and evaluation. Hastie and 

Schmidt feel that another goal of art education Is to 

foster art appreciation abilities in students, providing 

them with opportunities to describe and judge the aesthetic 

qualities of works of art. 

Nature of artistic process. Although Hastie and 

Schmidt (1969) present several researchers' findings and/or 

interpretations (e.g., Beardsley, Kirkpatrlck, Torrance, 

Wallas) of the structure of events or the presence of 

stages within the creative act, they feel that: 

...the creative process can be fully understood 
only when the whole activity of starting, 
selecting, modifying, reorganizing, and 
finalizing is seen as a unit, even when it covers 
a long span of time. (p. 147) 

These activities, then, would seem to comprise Hastie's and 

Schmidt's own notion of steps or stages existing within the 

gestalt of artistic process—starting, selecting, 

modifying, reorganizing, finalizing. The three middle 

stages (selecting, modifying, reorganizing), it Is noted 

for future reference, each connote choice, change, and/or 

alteration. 

Special attention is also given by Hastie and Schmidt 

(1969) to the role and function of psychological sets in 

the production of art. Perceptual set, a mental state In 

which one Is keenly attuned to his perceptions. Is 

considered to be more highly developed and/or uniquely 

sensitive In the artist, a fact which. It Is felt. 
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contributes substantially to the quality and level of his 

motivation to pursue a concept through artistic means. 

In the production of art the artist. In 
accordance with his own way of working, can start 
from any one of the three points of departure--
the materials, the formal design elements, or the 
Idea or content he wishes to express. Before he 
has gone very far, however, considerations 
related to the others will affect, direct, and 
condition the course of his creative process, the 
decisions he will make and the 'look' of the 
final product. (Hastie & Schmidt, 1969, p. 409) 

Three strategies for artistic production are discussed 

by Hastie and Schmidt (1969): rational-divergent, 

spontaneous-Intuitive, and academic. In the rational-

divergent strategy, the artist begins with an artistic 

objective In mlnd--a developed Intention (I.e., to express 

the physical struggle of football players trying to regain 

a fumbled ball, etc.)--and works toward that end. The 

spontaneous-Intuitive strategy is one where the artist 

begins without the benefit of a specific Intention for 

expression, but Instead, allows the medium to suggest 

possible themes or content (I.e., spontaneous strokes of 

paint resemble waves In the ocean and lead the artist to 

enhance that impression, etc.). The academic strategy Is 

considered less creative and Is described as comparable to 

convergent thinking in cognition--the artist preplans his 

work In Its entirety, using predetermined and familiar 

processes and techniques (i.e., the artist sets out to 

paint a planned composition or portrait of a certain 
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individual in a specific pose, using specific colors, 

etc.). 

In the preface to their text, Hastie and Schmidt 

(1969) give additional information regarding their view of 

artistic process: 

Encounter with Art has been selected as the title 
for this book because it expresses precisely the 
true nature of man's relationship with the art 
product and the act of its creation. In an 
encounter something takes place, something 
happens, some kind of contact is made. In a 
sense one must "put his foot forward"; it is an 
active rather than a passive engagement [original 
italics!, (p. vii) 

In this statement, Hastie and Schimdt (1969) seem to be 

saying that the production of art Is a meeting of sorts, 

where things take place and happen, where there is active 

engagement--where the artist deliberately ventures toward 

"contact" with some thing apart from himself. 

Hastie and Schmidt (1969) suggest that this meeting 

occurs initially between the artist and his materials. 

They say: 

...an excitement is generated in the workman when 
he encounters a new material for the first time. 
This excitement can sustain his interest and 
exploratory efforts over an extended period of 
time. Out of the raw material itself often comes 
the motivational cue which moves the artist in a 
direction not previously attempted and from which 
he will obtain considerable direct sensory 
satisfaction, (p. 228) 

Hastie and Schmidt (1969) say that artists are so 

strongly affected by their encounters with media that they 

often seem Impervious to the acceptance/rejection or the 
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success/failure of the final product. The authors also 

maintain that the satisfaction obtained by the artist 

working with art media Is unlike that found In most other 

sorts of activities. This Is believed to occur primarily 

as a result of the person's strong kinesthetic response to 

the manipulation of Inert materials for the purpose of 

aesthetic self-expression. 

Role of object in artistic process. In viewing art, 

Hastie and Schmidt (1969) say, "People must get something 

from art" (p. 345). This statement assumes art has 

something to offer vlewers--somethlng they can take with 

them. It also assumes that viewers approach art expecting 

to "get something" from It (p. 345). 

Assumptions. Hastie and Schmidt (1969) make the 

following relevant assumptions In their text: 

(1) The artist becomes Involved In giving physical 

form to his Idea for the purpose of public disclosure. 

(2) Art Is the Intentionally "controlled" product of 

the artist's experience. 

(3) The act of producing art Is a meeting of sorts 

where things take place and happen, where there Is contact 

or engagement—where the artist deliberately ventures 

toward some thing apart from himself. 

(4) The nature of man's relationship to the art 

product is that of an encounter. 
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(5) Art materials can provide "motivational cue[s] 

which move the artist In a direction not previously 

attempted..." (p. 228). 

(6) Art has something to offer viewers—something they 

can take with them--and viewers approach art expecting to 

"get something" from It (p. 345). 

Summary and Discussion. Artistic process, as 

Identified by Hastie and Schmidt (1969), involves 

engagement In the following activities by the artist: (1) 

starting, (2) selecting, (3) modifying, (4) reorganizing, 

and (5) finalizing. 

The key assumptions made by Hastie and Schmidt (1969), 

specifically related to art production and the artistic 

process, are as follows: 

(1) The artist Intends to make a personal disclosure 

to the public via his art (p. 29). 

Hastie and Schmidt (1969) assume that the artist sets 

out artistically to communicate something from his personal 

experience, in visual form, to the public. While an 

artist's Intention to personally communicate with the 

public may legitimately Initiate his work, beyond that he 

cannot assume that the public will understand and Interpret 

his meaning in the manner in which it was originally 

Intended. It Is reasonable, however, to assume that visual 

forms and/or symbols function as language (Goodman, 1976). 

In fact, teachers employing the artistic disciplines of 
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criticism, history, and aesthetics strive to equip visually 

illiterate viewers with effective means of response to art 

objects (I.e., visual vocabulary, critique methods, methods 

of Inquiry, etc.). Since both parties to the process 

(viewer and art object) are Identified as capable of 

communication (the viewer, of Intellectual/emotlonal/verbal 

response and, the art object, of symbollzatlon of 

expression), might not the event of their meeting be 

considered one with dialogic potential? 

The concept of art as communication is not new 

(Tolstoy, 1960). Since the word, "communication," implies 

the presence of both a sender and a receiver, theorists 

have typically assumed these to be the artist and his 

public, respectively. And yet, many artists continue to 

work. Insisting that what they do is not necessarily 

addressed to the public (e.g., Andrew Wyeth). If art Is 

communication and the artist is not particularly Interested 

In addressing the public, then whom does he address? 

(2) Art Is the "controlled product of the artist's 

experience" (Hastie & Schmidt, 1969, p. 389). 

Intention Is assumed by Hastie and Schmidt (1969), to 

be the controlling force In the creation of an artwork. In 

spite of the artist's tentative Intentional goals at the 

outset of artistic process. It Is maintained: "...there is 

a sense of direction which motivates the efforts of the 

artist" (p. 389). Perhaps Hastie and Schmidt have wrongly 



106 

assumed this "sense of dlrecton" to be a mere reactivation 

of the artist's original Intention. Another view of 

artistic intention might possibly account for this certain 

"sense of direction" felt by the artist in the midst of 

artistic process and held responsible for his renewed 

motivation. 

(3) Art (as process) occasions an encounter or meeting 

(p. vii). 

Hastie and Schmidt (1969) consider the artistic 

process to be one of encounter, where "something takes 

place, something happens, some kind of contact is 

made.... it is an active rather than a passive engagement 

[original Italics!" (p. vii). In their textbook, this 

encounter is assumed to be the artist's contact with his 

chosen medium and/or his artistic concept. Although the 

logic of this assumption seems obvious, might there be 

another plausible extension of the concept of encounter 

which applies to artistic process? 

(4) Art (as product) is expected to offer something to 

the viewer and/or the viewer expects to "get something" 

from art (p. 345). 

This assumption both reflects Hastle's and Schmidt's 

view of the art product as communication and reveals their 

belief that the viewer expects to be a recipient of the 

artist's or sender's message. The artwork. In this case. 

Is being primarily considered a visual record of the 
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artist's experience, much like a newspaper which must be 

read to learn what, where, and when events have taken 

place. If the viewer has not learned yet "to read," he 

tends to become frustrated and unresponsive toward art (as 

product). The ability of art (as an inanimate object) to 

offer something to its viewers, rather than "what" It 

offers, needs further exploration. The profession has 

already benefited by Information gained from psychological 

investigations and philosophical explanations regarding the 

nature of the viewer's response to artworks (Arnhelm, 1969; 

Belttel, 1971, 1973; DeFurlo, 1974, 1979; Dewey, 1934; 

Feldman, 1964, 1987; Gardner, 1983; Mittler, 1980; Pepper, 

1946), however, little has been offered within the field as 

to the ability of an inanimate object (i.e., art, as 

product) to actively engage and participate In a 

relationship of equals with Its maker and/or viewer. 

McFee: Preparation for Art 

June K. McFee (1970), in the second edition of her 

text. Preparation for Art, addresses differences between 

research and practice In art education and alms at spanning 

that gulf. She intends the results for use by a variety of 

individuals including classroom teachers, consultants, and 

scholars, as well as other interested persons. McFee 

(1970) acknowledges that scientific means are insufficient 

for Interpretation of human behavior; however, she believes 

they are capable of Illuminating "certain patterns and 
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consistencies" that are useful to development of a theory 

of human artistic behaviors (p. 20). A theoretical model 

of these behaviors is especially useful to art teachers for 

addressing similarities and differences found among 

students. 

McFee (1970), In her text, pays particular attention 

to: 

...the social and psychological foundations of 
art education, art as It functions to communicate 
between men and groups of men, environmental 
experiences that Influence children's readiness, 
and psychological and developmental differences 
that relate to behavior In art, particularly 
perception and creativity, (p. 20) 

Definition of art. Art Is defined by McFee (1970) as 

a "form of human behavior" employing Interpretation and 

enhancement of experience In the production of either a 

simple or complex object. She says, "Art is an 

individually expressed reaction to a collective cultural 

experience" (p. 349) and "Art is one of man's basic means 

of communlcatlon--sharing the essence of experience from 

man to man and from generation to generation" (McFee, 1970, 

p. 30) . 

Mission of art education. McFee (1970) views art 

education as a process whereby students of all sorts are 

helped to: 

...1) develop understanding of the language of 
art as it functions in society, 2) understand the 
range of art in the man-made environment, 3) 
develop the behaviors to produce creatively and 
respond to art, and 4) critically evaluate art 
through aesthetic judgment, (p. 21) 
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Art teachers must have an understanding (psychological and 

social) of the art process and their students' various 

levels of readiness for it. McFee also believes that a 

knowledge of curriculum, which can be effectively 

instituted to individually reach diverse student 

populations, is necessary for teachers. 

Speaking of what art teachers can offer children, 

McFee (1970) claims: 

We can [original italics! give them a basis for 
[aesthetic! judgment by increasing their 
sensitivity to the visual world and to design. 
We can help them compare what has been done, and 
we can increase their readiness for creative 
problem solving, (p. 5) 

Nature of artistic process. McFee (1970) defines 

process. In general, as the operation of a sequence of 

human behaviors. Behaviors specifically associated with 

artistic process are: perceiving, symbolizing, designing, 

creating, problem solving, and conceptualizing (p. 234). 

Elsewhere, McFee (1970) says: 

Perceiving, organizing, symbolizing, and 
expressing are all behaviors that develop through 
the Individual child's potential to learn as It 
transacts with his opportunities to learn. Thus 
he can be taught to Increase his readiness to 
respond to and produce art. (pp. 238-239) 

Organizing, one of the behaviors McFee (1970) 

Identifies In artistic activity. Is viewed as the process 

of mentally sorting, arranging, and/or handling visual and 

conceptual Information. Symbolizing Is viewed as the 

process of devising or Inventing a non-stereotypical. 
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visual representation of an object or aspect of the 

environment. Art's structure (composition and design) 

relies upon a perceptual information sorting process which 

must be learned by those individuals who are less intuitive 

than others. 

McFee (1970) uses the term, "transaction," to 

represent: "The result of the interplay and modification 

of two or more elements, such as man and nature, man and 

man, color and form, as they react upon each other" (pp. 

398-399). This description of transaction Is used by McFee 

primarily to refer to an Individual's response to art--not 

necessarily during the process of creating it, but rather 

within the process of appreciating It. 

McFee does not present a clear cut definition of 

artistic process nor does she list specific stages for It, 

however, she does discuss readiness for art. She defines 

artistic readiness as: "The sum of all the factors of 

growth, learning, and capacity that contribute to an 

individual's ability to perform a given task" (1970, p. 

398). 

"Creativity," as used in McFee's textbook (1970), 

refers to an individual's behavior while Involved in: 

...1) inventing a new pattern, form, or idea; 2) 
rearranging already established objects, 
patterns, or ideas; or 3) integrating a new or 
borrowed factor into an already established 
organization, (p. 158) 
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Since a substantial portion of activity involved in the 

production of art is creative in nature, these behaviors 

can also be considered descriptive of and relevant to 

McFee's concept of artistic process. 

McFee (1970), author of the Perception-Delineation 

Theory, views perception as a central cognitive operation 

involved in artmaking. For that reason, she discusses the 

perceiving aspect of artistic process at great length in 

her textbook. Perceiving refers to the mental/visual act 

of forming percepts. "Percepts" are defined as: "The 

visual images one develops when one categorizes, relates, 

describes, and differentiates processes, behaviors, 

conditions, etc., through visual memory, symbols, and 

icons" (McFee, 1970, p. 398). This definition may be 

contrasted with that of "concepts," the formation of which 

can also be central to artmaking: "The ideas with which we 

categorize, relate, describe, and differentiate things, 

processes, behaviors, conditions, etc., through thoughts, 

written words, or spoken words" (McFee, 1970, p. 396). 

McFee claims that perception can be taught to children 

through the process of Interaction, which occurs naturally 

between percepts and concepts. Teaching perception to 

students Increases the depth and breadth of personal 

artistic expressions and responses to art, according to 

McFee (1970). 
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McFee cites a study by Belttel and Mattll (1961) which 

compared the art of ninth grade students exposed to only 

one medium to that of those exposed to many media: 

The depth approach, familiarity with one medium, 
produced the most growth, according to the 
researchers' criteria of aesthetic quality. 
Perhaps the use of one medium helped children to 
go beyond the manipulation of it to concern for 
what they were saying through It. (McFee, 1970, 
p. 273) 

As might be expected, the researchers discovered that with 

practice students were able to use the single medium more 

effectively for producing their artistic expressions. 

McFee (1970) advocates that artistic problem solving 

activities should begin early in a child's school career 

and continue on through the later grades. 

Role of object in artistic process. In determining 

what role or status the medium or art object assumes during 

the course of artistic process, McFee (1970) asserts, "It 

Is the experience the child has with a medium that Is 

Important for learning—not the medium itself" (p. 313). 

She goes on to say that it is Important for teachers to 

select media with children's learning experiences In mind. 

Media only serve to provide Important processes and 

materials for artistic expression; she feels, however, that 

their use does not necessarily result In art. McFee (1970) 

claims, "The road to art has been assumed to be mainly 

manipulatory" (p. 354). Here, McFee wants to assert the 

overriding importance of the perceptual/cognitive aspects 
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of the child's artistic process in the course of 

manipulating materials. 

Likewise, McFee (1970) contends that educational 

emphasis has been placed primarily upon conceptual 

recognition of objects and less upon perceptions of their 

visual qualities. This, she says. Is responsible for 

causing viewers to categorize objects, subject matter, or 

content based upon conceptual recognition, rather than 

looking more closely for perceptual signs of uniqueness 

and/or expressiveness. 

Interestingly, aesthetic judgment Is defined by McFee 

(1970) as "...a transaction between the individual viewer 

and the work of art" (p. 386). McFee (1970) claims that 

"Interplay and modification between two or more elements" 

are typical characteristics of transactions (pp. 398-399). 

She also posits that students' "...transactions with the 

affective qualities of the work of art...." can Increase 

their readiness to respond (McFee, 1970, p. 386). 

Assumptions. Several assumptions made by McFee 

(1970), regarding the natures of art, artistic process, and 

the art object, are: 

(1) Art (as process) Is a form of human behavior. 

(2) Art (as product) is an expressed reaction. 

(3) Art (as product) Is a means of communication. 

(4) Art (as process) Is a problem solving activity. 
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(5) Readiness, "the sum of all the factors of growth, 

learning, and capacity that contribute to an Individual's 

ability to perform a given task," necessarily precedes 

artistic production (McFee, 1970, p. 398). 

(6) Media are Incidental to or simply serve vehicular 

purposes for a child's artistic experience. 

(7) A transaction (I.e., "the result of Interplay and 

modification of two or more elements") of some sort occurs 

between an artwork (or aspects of It) and the Individual 

viewer (McFee, 1970, pp. 398-399). 

Summary and Discussion. McFee's textbook (1970) 

presents art education methods primarily from a 

psychological (I.e., cognitive and developmental, with 

strong behavioral overtones) approach. She emphasizes the 

need for enhancement of perceptual readiness In students as 

a means to both deepen and broaden the quality of their 

artistic experiences. McFee views artistic process In 

terms of Identifiable and alterable behaviors: perceiving, 

organizing, symbolizing, designing, creating, problem 

solving, conceptualizing, and expressing—not necessarily 

In that order. 

The following assumptions are made by McFee (1970): 

(1) Art (as process) is a form of human behavior (p. 

20) . 

McFee's point Is factual, however, to prospective 

teachers It may sound extremely clinical In Its approach. 
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Logically, the next conclusion would seem to be: that as 

behavior, artmaking can become the subject's conditioned 

reaction to a given stimulus and thus, learned. In McFee's 

case, this might translate: art is produced as the 

artist's conditioned or learned response to perceptual 

stimuli. It Is noted, for future reference, that such an 

explanation of artistic process Involves two polarities 

(I.e., the artist and the perceptual stimulus). 

(2) Art (as process) is an expressive reaction (p. 

349) . 

Once again, McFee's term, "reaction," is clinically 

descriptive in nature, as In a knee-jerk. The Image McFee 

most likely wants to promote Is one of some specific action 

(I.e., an artist's personal experience), followed by a 

predictable reaction to It (some sort of visual 

expression). She says, "a collective cultural experience" 

produces an expressive reaction (I.e., engagement In 

artistic activity) In the artist (McFee, 1970, p. 349). It 

Is noted once again that McFee assumes artistic process to 

be the result of an action and a reaction occurring between 

two polarities—experience and expresslon--both, however, 

are seen as activities of the artist. 

(3) Art (as product) Is a means of communication (p. 

30) . 

McFee (1970) sees art as a means of "sharing the 

essence of experience from man to man and from generation 
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to generation" (p. 30). Like others, McFee assumes 

artistic communication to occur between persons, namely, 

artist and viewer or artist and society. The art object 

serves as mediator In this process. 

(4) Art Is a problem solving activity (p. 20). 

McFee (1970) treats the problem solving aspect of art 

from the perspective of Information handling, (i.e., a 

particular learning theory, sometimes referred to as 

"Information sorting" and/or "Information processing") 

which explains how an Individual processes, stores, and 

makes use of all Incoming perceptual Information. Simply 

put. In this process: (1) an Individual attends to a 

particular situation, (2) sorts Incoming coded and/or 

decoded information Into categories, and (3) mediates or 

analyzes the Information. A response or solution can then 

be determined based on relationships between the newly 

established categories of Information (McFee, 1970, p. 90). 

McFee (1970) applies this description of Information 

handling to art: 

Children's art activities involve many problem-
solving situations as they respond to experience, 
sort and organize their Information, and mediate 
It Into an art expression or respond to art forms 
In their environment, (p. 90) 

She maintains that the art teacher must be sensitive to 

students' Individual differences In cognitive style In 

order to apply an approach like problem solving In the most 

beneficial and effective manner. Information handling Is 
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seen by McFee, as one Influential way to modify "children's 

responses In and through art" (p. 104). 

The assumption Is that art and the personal 

experiences which motivate artistic activity, present 

"problems" In need of solution. McFee seeks to present 

ways In which children's reactions can be modified to help 

them more effectively and efficiently solve artistic 

problems. Developing a child's capacity for visual 

analysis, especially as it contributes to conceptual 

analysis. Is one goal of a problem solving approach to art. 

Teaching techniques which help students Identify their 

Individual cognitive approach to art and then assist them 

in seeking to maximize Its potential are valuable; however, 

the question still arises whether there might also be other 

effective methods besides behavior modification for 

achieving those same results. 

(5) Art media are Incidental to artistic experience 

(p. 313). 

It is not the artistic medium which Is important to 

learning, McFee claims, but rather, the cognitive 

experience the child has with that medium. This particular 

assumption seems at odds with her earlier assumption that 

art is "sharing the essence of experience" (McFee, 1970, p. 

349), as well as her contention that a child's "sensitivity 

to the visual world" can be Increased through learning in 

art (p. 5). Art media would seem to be part of the child's 
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"visual world" and the manipulation of art media might also 

be considered part of "the essence of experience" (p. 349). 

A child's "sensitivity to the visual world" certainly could 

not be Increased If an art teacher falls to acknowledge all 

of the distinct contributions (I.e., tactile, kinesthetic, 

spatial, auditory, visual, etc.) made to a child's artistic 

learning by various qualities of art media (p. 5). 

(6) "Readiness" necessarily precedes artistic 

production (p. 5; pp. 238-239). 

McFee (1970) is particularly concerned with the 

child's "readiness to respond to and produce art" (pp. 238-

239) and/or his "readiness for creative problem solving" 

(p. 5). "Readiness" is defined by McFee (1970) as: "The 

sum of all the factors of growth, learning, and capacity 

that contribute to an individual's ability to perform a 

given task" (p. 398). It is difficult. If not Impossible, 

to argue with such a definition or deny that "readiness," 

as defined. Is necessary to the occurrence of any artistic 

activity. McFee (1970) wants art education to focus on 

increasing a student's readiness for art actlvltles--

prlmarlly In the area of perceptual preparation. However, 

it must be remembered that while the child may definitely 

profit from an art-Induced increase in readiness, he Is 

already naturally prepared for artistic performance, at 

least to some degree. Indeed, from the moment of birth, 

one cannot participate In life without having Increased In 
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readiness for future experiences (using McFee's definition 

above). McFee (1970) maintains that the child's natural 

readiness for experiences In making and responding to art 

can be Increased through development of the learning 

behaviors of "perceiving, organizing, symbolizing, and 

expressing" (p. 234). Given that, perhaps there are other 

human behaviors or activities responsible for increasing 

the student's preparation for art experiences, which might 

be added to McFee's list. 

(7) A transaction occurs between the viewer and the 

art object (p. 386). 

McFee (1970) assumes a transaction occurs between the 

individual viewer and "the affective qualities of the work 

of art" (p. 386). She sees the nature of such a 

transaction between viewer and artwork as one of aesthetic 

judgment. In the glossary of her textbook McFee (1970) 

defines "transaction" as: "The result of the Interplay and 

modification of two or more elements, such as man and 

nature, man and man, color and form, as they react upon 

each other [Italics added!" (pp. 398-399). Webster's New 

World Dictionary of the English Language, defines 

"transact" as: "to carry on, perform, conduct, or complete 

(business, etc.)" (p. 1546). The key verbs used in these 

two definitions are McFee's "react" and Webster's "carry 

on, perform, conduct, complete". Perhaps the action which 

occurs between the viewer and the art object might best be 
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labeled "Interact," defined by Webster as: "to act 

reciprocally" (p. 761). 

Chapman: Approaches to Art Education 

Laura Chapman (1978), in Approaches to Art Education, 

a text written primarily for art instructors and classroom 

teachers, does not single out any one definition of art for 

presentation. Concern for her readers' grasp of the many 

historical, traditional, and contemporary functions and 

faces of art Is basic; however. Chapman's attention is 

purposely focused in this publication, more upon art 

education and less upon philosophical distinctions in the 

nature of art. The text particularly addresses "what to 

teach and why It Is worth teaching [original Italics]" 

(Chapman, 1978, p. v) . Children need to be made aware. 

Chapman maintains, of the significant behavioral Influences 

art exerts upon both the individual and society throughout 

the course of everyday life. 

Definition of art. Chapman (1978) writes: "The time 

Is ripe for a fusion of...three concerns: personal 

fulfillment through art; appreciation of the artistic 

heritage; [and! awareness of the role of art in society" 

(p. 18). While, as mentioned earlier. Chapman does not 

single out any one definition of art, this statement and 

her further discussion of these Issues offer some Insight 

Into the nature of art as she views It. Art is also valued 
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by Chapman as a means of expressing both one's personal 

Identity as well as any cultural or group affiliations. 

Mission of art education. when Chapman (1978) employs 

the term, "personal fulfillment through art," she refers to 

the use of art as a vehicle for self-expression and a means 

of responding to life's experiences (p. 19). Perception 

and expression, modes of art experience, are viewed as 

essential to creative activity and therefore, also to 

personal fulfillment. Chapman (1978) asserts, "The 

educational task Is to develop children's Independence In 

creating art and In fully perceiving the world" (p. 20). 

Artistic heritage. Chapman (1978) defines as 

"organized knowledge about art" (p. 20) and includes works 

of art (created by artists, architects, artisans, 

designers) from the past as well as those from the present 

in that definition. Children's study of artistic heritage, 

she feels, can "...confirm the authenticity of their own 

creative efforts" (Chapman, 1978, p. 20). 

Nature of artistic process. In an entire chapter of 

her text, "Understanding the Artistic Process," Chapman 

(1978) identifies and discusses three major steps, phases, 

or stages In artistic process: (1) Inception of an Idea, 

(2) elaboration and refinement of the idea, and (3) 

execution In a medium (pp. 44-64). In the first stage. 

Inception of an Idea, she considers the formation or 

development of the artist's Intention or motivation to be 
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most significant. Art education. Chapman feels, is 

responsible for assisting children in learning to 

deliberately generate and artistically pursue their own 

Ideas. 

The second stage, elaboration and refinement. Chapman 

(1978) considers the Important point at which the artist 

revises, adds to, pares down, and/or organizes his Initial 

concept prior to actual production. This stage, for both 

the adult and the child artist. Is characterized by 

reflection upon the significance and meaning of personal 

Ideas and/or symbology. 

Execution In a medium. Chapman's third stage of 

artistic process. Is the expressive outcome of meaningful 

engagement In the first two stages. A medium (i.e., paint, 

clay, etc.) is seen as a means to an end--a tool used to 

give form to self-expression. "Expressive art results when 

children's desire to use a medium Is fused with a need to 

share thoughts and feelings In concrete form" (Chapman, 

1978, p. 46). 

Numerous teaching approaches to each stage of artistic 

process are explored by Chapman (1978), providing the 

future teacher with both depth and breadth perspectives on 

the child's creative experience. To later identify and 

analyze basic assumptions underlying Chapman's concept of 

artistic process. It Is necessary to examine several of the 

goals and/or approaches she proposes. 
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In the first phase or stage of artistic process. 

Inception of an Idea, Chapman (1978) recommends that the 

teacher employ the following approaches and/or 

inspirational sources with students: nature and the 

constructed environment; inner feelings or Imagination; 

quest for order and/or universal themes; and ordinary 

experience (p. 61). To Chapman's credit, the variety 

represented by these approaches permits exposure of 

prospective teachers to several Important theoretical and 

philosophical Issues in art and aesthetics. 

Chapman (1978) advocates the following teaching 

approaches to the second stage of artistic process 

(elaboration and refinement of the Idea): observation 

and/or visual studies; change of work habits; exploration 

of meanings and/or symbolism; consideration of purposes 

and/or means (p. 61). These approaches to teaching art are 

viewed by Chapman primarily as methods of problem solution. 

Chapman (1978) treats the first of these possible 

approaches, "observation and visual recall," as a critical 

skills acquisition event—learning to accurately see and 

visually remember aspects of "the external world" can be 

obtained through practice In making preliminary sketches 

and studies (pp. 53-54). 

The ability to capture an idea or a feeling in 
visual form is rarely so fully developed in 
children that they cannot benefit from learning 
to make preliminary visual studies. (Chapman, 
1978, p. 54) 
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Although Chapman's use of the word "capture" is not in the 

most literal sense, it seems to reflect and perhaps convey 

an old and common assumption about art--namely, that in 

artmaking an idea or feeling is somehow snared and 

preserved in visual form, much as the camera can be said to 

capture or freeze the moment or like a child captures and 

mounts a butterfly specimen in his collection. 

Another means of elaborating and refining one's Idea 

for artistic production (the second stage in Chapman's 

version of artistic process) is to effect a change in 

personal work habits. Chapman (1978) describes several 

previously identified methods (convergent and divergent) 

(Guilford, 1966; Thurstone, 1944), approaches (spontaneous 

and deliberate) (Belttel & Burkhart, 1963), and 

orientations (visual and haptic) (Lowenfeld, 1947) to 

artistic production from which students can be led to 

consciously choose. However, Chapman (1978) maintains, 

"Art teachers should first help children become conscious 

of their preferred work methods and then show them the 

possible advantages of alternative approaches" (p. 55). 

Chapman (1978) feels that "exploring meanings and 

symbolism" is another viable approach to the elaboration 

and refinement of one's idea for art production. This 

process is often the result of an artist's reflections on 

and associations with his past experiences. According to 

Chapman (1978), the child artist can be helped to develop 
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the ability to discover and explore hidden subtleties 

within his Ideas for expression by encouraging him to ask 

questions of himself (i.e.. What are some of the many ways 

cats can be portrayed in art? As pets? As friends? As 

gods? As symbols for contentment, warmth, laziness, or 

perhaps, malevolence?). 

"Considering purposes and means" Is an additional 

approach Chapman (1978) suggests for the second stage of 

artistic process, concept elaboration and refinement. In 

this stage, the artist must examine the purpose for which 

his creation Is Intended or designed and then suit his 

choice of artistic means to that end. This provides the 

artist with a clear goal at the outset of his activity. 

Objects designed with no particular context In mind can be 

created in a more casual, carefree manner. Interestingly, 

Chapman (1978) claims, "The Intended function of a work and 

the medium It Is to be executed In both have a definite 

influence on how the artist creates the work" (p. 57). 

For the third and final stage of artistic process, 

"execution In a medium," Chapman (1978) promotes the 

following four approaches to teaching the use of artistic 

media: control; adaptation; selection; and experimentation 

(p. 61). These four approaches are specifically addressed 

in the following section, as they bear directly on the 

perceived role of the medium and/or object during the 

artistic process. 
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Role of object In artistic process. Practice is the 

key to learning control of an artistic medium. Chapman 

(1978) says. Mastery (manipulative skill and good 

judgment) of the medium Is the ultimate goal of practice. 

Chapman (1978) lists several skill levels In developing 

control of an artistic medium, they are: 

...trial and error; elimination of error by 
practice; ability to classify familiar obstacles 
and respond to them with known types of 
solutions; ability to Identify unusual problems, 
classify types of solutions through conscious 
effort, and solve problems effectively.... (p. 
58) 

Chapman also advises that It Is Important In developing 

control, to spend time with a medium and use It In a 

variety of ways, rather than moving on to work with other 

media too soon. 

Another skill Involved In the effective use of media 

by the artist. Is the ability to adapt his materials to his 

Idea and vice versa. Chapman explains that demonstration 

of this ability by the artist Is evidence of his creative 

flexibility. In speaking of adaptation of the medium. 

Chapman (1978) makes the following statements: "...an 

artist may find that an Initial idea or feeling must be 

altered to suit a preferred way of using a medium" (p. 59) 

and "When a medium offers little resistance to being 

shaped, an artist may allow ideas to develop during the 

process of work" (p. 59). 



127 

Beyond the artist's skill In using a given medium. 

Chapman maintains that he must also learn to consider the 

various symbolic connotations carried by media when 

selecting them for visual expression of his idea. This 

media selection process Is often not well developed by 

school children. Chapman claims, due to a limited variety 

of available materials from which to choose and the 

logistical problems associated with class size. However, 

Chapman (1978) advises the teacher, "In every Instance, the 

cultural, personal, and historical connotations of media 

should be explored with children..." (p. 60). 

Experimenting with media can serve two main purposes, 

according to Chapman. One, is to deliberately experiment 

with the medium in order to devise and test a means of 

creating some special visual effect. Two, is to 

intentionally develop a set of personal techniques in the 

medium which can be used for expressive purposes in later 

works. As a teaching strategy. Chapman advocates 

experimentation In media for children only If It Is 

purposefully employed toward some predesignated end. 

According to Chapman, experiments should always end with 

some sort of meaningful application of the knowledge that 

has been gained. 

Assumptions. Important assumptions made by Chapman 

(1978) Include: 
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(1) Every aspect of one's life and/or experiences can 

be viewed as potential subject matter for artistic 

expression and involvement. 

(2) The nature of artmaking is one of problem 

solution. 

(3) An artistic medium Is a carrier of certain 

symbolic characteristics or connotations. 

(4) The artist uses media (I.e., controls, adapts, 

selects, and experiments with media) to convey his 

expressive Intent (pp. 128-130). 

Summary and Discussion. Chapman (1978) focuses upon 

three artistic concerns: "personal fulfillment through 

art; appreciation of the artistic heritage; [and! awareness 

of the role of art in society" (p. 18). Artistic process, 

as addressed by Chapman, consists of at least three major 

stages: (1) Inception of an Idea, (2) elaboration and 

refinement of the Idea, and (3) execution In a medium. 

Chapman (1978) outlines and expands upon many and varied 

approaches to teaching/learning as subsets of each of these 

three stages of artistic process. 

In the course of her discussion. Chapman (1978) makes 

the following assumptions: 

(1) Every aspect of one's life and/or experiences can 

be viewed as potential subject matter for artistic 

expression and Involvement (pp. 46-52). 
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This assumption Is a valid one. In that experience 

and/or environment necessarily Influences the overall 

development of the lndlvldual--man Is a product of his 

environment, the sum total of his experiences (Michael, 

1991). When selecting subject matter or conceptual content 

for visual expression, the artist is obliged to turn for 

reference to his own repertoire of experiences--even In the 

case of an artist who strives to represent or symbolize 

some imagined experience outside of his own. Hence, for 

example, the idealization of battle as seen In many 

artistic renderings of particular events of war In which 

the artist had no personal experience or Involvement (I.e., 

physical, emotional, visual, etc.). Instead, the artist 

may have had to rely strictly upon his imagination as 

influenced by, say, his experiences at the theatre, stories 

told him by veterans of the battle, or perhaps the 

contrived poses of models in his studio. Thus, It Is an 

Individual's unique combination of experiences that both 

delineates his self-concept and Influences the direction of 

his self-expression. 

(2) The nature of artmaking is one of problem-solution 

(p. 61). 

In helping the student learn how to elaborate on and 

refine his artistic concept or. In other words, become a 

more effective problem solver. Chapman (1978) prescribes 

the following approaches for teachers: observation and/or 
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visual studies; change of work habits; exploration of 

meanings and/or symbolism; consideration of purposes and/or 

means. 

If, as Chapman assumes, artmaking is a problem-solving 

activity, helping children learn to vary their work 

methods, for example, would indeed appear to assist 

students In acquiring the creative flexibility needed to 

attack problems from different angles. Although, if the 

nature of artmaking is considered to be something other 

than one of problem solution, then perhaps acquisition of 

other sorts of skills could be shown to be equally 

valuable, if not more so. For instance, if the nature of 

artmaking happened to be one of dialogue, helping children 

develop a sensitive, "Interpersonal" approach to the art 

object or medium might be more appropriate than 

deliberately having them shift to a different or unfamiliar 

work method for the sake of developing flexibility. 

It is noted, for future reference, that each of the 

approaches identified by Chapman for the elaboration and 

refinement of artistic concepts, calls for a specific 

action on the part of the child directed toward a mental or 

physical object. 

(3) An artistic medium is a carrier of certain 

symbolic characteristics or connotations (p. 60). 

This assumption by Chapman (1978) has important 

implications for the art object. Other than Its natural. 
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physical characteristics (I.e., soft, shiny, rough, heavy, 

transparent, etc.), an art medium Is also endowed with 

symbolic connotations (I.e., warmth, luxury, authority, 

decadence, purity, etc.) associated with particular 

features of Its external appearance. In other words, an 

art object is not completely defined by what the artist 

actually does or even his Intent, but because the medium 

enters the artistic process possessed of Its own physical 

and symbolical characteristics and Identity, it is 

therefore capable of making its own unique contributions to 

the final product. 

(4) The artist uses media (i.e., controls, adapts, 

selects, and experiments with media) to convey his 

expressive Intent (pp. 128-130). 

Chapman (1978) envisions the Ideal teaching of media 

to children as a "balance between exploration and control" 

(p. 128). The child must acquire skills In controlling, 

adapting, and selecting media for the successful 

achievement of his artistic purposes. Experimentation with 

media Is Important for children as it permits them to 

discover for themselves various effects that can be 

achieved. However, Chapman points out that any 

particularly Interesting results the child achieves through 

experimentation with media, should afterward be carefully 

studied and discussed with him. This helps him clarify and 

recall (I.e., reinforces) exactly how he went about 
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creating the special effects, thereby equipping him to 

intentionally apply those same techniques to his future 

work . 

The assumption here Is that media must be used as the 

artist's means of achieving personal and/or technical ends 

(I.e., purposes, intentions, etc.). Obviously, without 

media no art object or product could exist. However, the 

question arises whether use Is the most appropriate term 

for describing the nature of an artist's relationship to 

his media during artistic process. 

Lowenfeld and Brittain: Creative 
and Mental Growth 

The first edition of Creative and Mental Growth, by 

Viktor Lowenfeld (1947), as well as subsequent editions 

with W. Lambert Brittain (1982), is written for teachers 

and any others Interested In understanding how children 

grow and develop artistically. In his early textbook, 

Lowenfeld (1947), a psychologist with existentialist 

underpinnings (Kaupplnen, 1985; Michael & Morris, 1984), 

attempts to demonstrate the Interdependence of a child's 

general growth and his creative development. The purpose 

of the book is: "...to show methods of approach In art 

education based upon psychological relationships between 

creation and creator on the different age levels" (1947, p. 

vll). Lowenfeld considers a child's art (without adult 

interference) to be the independent expression of its 
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maker's own thoughts and ideas, using whatever means its 

creator selects. 

Definition of art. Lowenfeld (1947) defines art 

differently for children and adults. Art for children is a 

means of personal expression. He feels that based on 

differences between adults' and children's thought 

processes, artistic expressions will accordingly vary, too. 

However, since a "child is a dynamic being" and "art 

becomes for him a language of thought," his creative 

expression will change as he grows and develops (Lowenfeld 

& Brittain, 1982, p. 7). For the adult artist Issues 

consciously related to aesthetics or the external beauty of 

the art object assume more Importance (Lowenfeld & 

Brittain, 1982, p. 7). Lowenfeld (1947) claims that: 

...one can be an Innate, an Intuitive artist, 
even without knowing It. The child Is such an 
Innate designer, but the difference lies In the 
fact that the artist may gain through a more 
conscious approach and the child can only be 
disturbed through it, because this consciousness 
Is something strange to him, something which lies 
beyond his comprehension, (pp. 64-65) 

Although the child's creative expression changes as he 

grows to maturity, Lowenfeld claims that his works' 

artistic content or subject matter does not change 

according to age level. This Is because art (at whatever 

age or level of development) Is always the response one 

makes to man and his environment. These two factors, man 

and environment, as the sources of artistic subject matter, 

remain unchanged. Instead, Lowenfeld asserts, "What 
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changes is our subjective relationship with man and 

environment [original italics!" (1947, p. 9). 

Mission of art education. Lowenfeld (1947) feels that 

the fine arts offer the most appropriate context for 

aesthetically considering and evaluating the artistic 

product, not art education. In contrast, he believes art 

education Is primarily responsible for promoting children's 

creative or artmaking experiences, valuing the process over 

the product. In addition. It is maintained that art Is the 

only subject area within the school curriculum that 

specifically concentrates upon development of sensory 

modalities through creative experience (Lowenfeld & 

Brittain, 1982). 

As seen by Lowenfeld, art education's goal Is: 

...to develop In the child the ability to create 
a product using whatever skills one has, without 
having to follow a pattern or methods prescribed 
by others, and without having to rely on external 
rewards for satisfaction. (Lowenfeld & Brittain, 
1982, p. 20) 

Teachers cannot Introduce appropriate art stimulation In 

the classroom without an understanding and knowledge of 

changes In the way the child relates to his world—changes 

that naturally transpire within different stages of his 

development (Lowenfeld, 1947, p. 9). Lowenfeld (1947) 

adamantly holds that: 

All modes of expression but the child's own are 
foreign to him. We should neither influence nor 
stimulate the child's imagination in any 
direction which is not appropriate to his 
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thinking and perception. The child has his own 
world of experiences and expression, (p. 3) 

The transcending purpose of art education then, according 

to Lowenfeld (1947; Lowenfeld & Brittain, 1982), is not to 

equip or prepare students for professions in art, but 

rather to provide means for promoting the mental, 

emotional, and creative development of all individuals. 

Nature of artistic process. In defining or 

Identifying stages within artistic process, Lowenfeld 

speaks In general terms with two specific exceptions. He 

believes that art (i.e., universally, as the artist's 

response to man and environment): 

...can only be understood when the driving forces 
which lead to its creation are understood. These 
driving forces are of essential significance and 
everything else is only a by-product. If these 
driving forces are lacking, not even the most 
developed skills can ever replace them. 
(Lowenfeld, 1947, p. 156) 

Lowenfeld (1947) describes such "driving forces" as a 

need to subjectively symbolize one's expressive experiences 

in a work of art. The more individualized one's need is to 

do so, the more individualized the subsequent artistic 

expression. This need of the individual is seen as 

intrinsic: "...the problem is not from outside the 

youngster, but originates within him" (Lowenfeld & 

Brittain, 1982, p. 85). 

Many people construe the presence of detail in a 

visual artwork as an Indication of both Its depth of 

expression and its value. Lowenfeld explains that, "The 
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urge for studying details develops from the individual need 

for expression [original italics]" (1947, p. 163). It is 

at this point that Lowenfeld introduces his two types of 

creative individuals, the visual and the haptic. Those who 

approach the creative task primarily from the standpoint of 

an observer of appearances, structures, and forms can be 

considered visual types. On the other hand, subjective 

experiences which emphasize or focus more upon the sensual 

quality of one's relationship to his environment serve as 

artistic motivation for the haptic Individual. 

In the midst of artistic process, Lowenfeld maintains 

that the visual and the haptic operate in the general 

fashions described above. Visuals and haptlcs are 

Identified by both their attitudes toward personal 

experiences and the end products of their artistic 

Involvement. Lowenfeld (1947) describes the visual type 

and his artistic process: 

...[he is] the observer, [who] usually approaches 
things from their appearance. He feels as a 
spectator....visual types usually begin with the 
outlines of objects and enrich the form with 
details as the visual analysis Is able to 
penetrate deeper into the nature of the 
object....the visual approach toward the outside 
world Is an analytic approach of a spectator who 
finds his problems In the complex observation of 
the ever-changing appearances of shapes and forms 
[original Italics], (pp. 133-134) 

In direct contrast, Lowenfeld (1947) explains the 

artistic process of the haptic Individual: 

The main Intermediary for the haptic type of 
Individual Is the body-self—muscular sensations. 
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kinesthetic experiences, touch Impressions, and 
all experiences which place the self in value 
relationship to the outside world...,The haptic 
type...Is primarily a subjective type.... Since 
tactile impressions are mostly partial only (this 
is true for all impressions of objects that 
cannot be embraced with the hands, where the 
hands have to move) the haptic individual will 
arrive at a synthesis of these partial 
impressions only when he becomes emotionally 
interested in the object itself Since the 
haptic type uses the self as the true projector 
of his experiences, his pictorial representations 
are highly subjective; his proportions are 
proportions of value [i.e., the artist gives 
particular emphasis in his work to those 
qualities of experience which he values most] 
[original italics], (pp. 134-135) 

Lowenfeld maintains that examination of the artworks 

of both visuals and haptlcs reveals evidence that personal 

experience with the environment acts as a stimulus for the 

visual, who responds to his own careful, visual 

observations; and evidence is also provided which shows the 

haptic to be kinesthetically and subjectively motivated by 

those experiences in which he becomes emotionally Involved 

(1947, p. 131). 

Role of object In artistic process. At the conclusion 

of the artistic process, Lowenfeld contends that the 

resultant product, by whichever manner It is produced, is 

valued by the quality and economy of Its organlzatlon--

there are no extraneous elements in it or aspects to It. 

He continues: 

Every part Is related to the whole and the whole 
Is related to every part. The foreground 
supports the background and the background brings 
out the foreground. If one can exist without the 
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other, the work of art is incomplete. (Lowenfeld, 
1947, pp. 190-191) 

Lowenfeld believes that as a product of human spirit, 

the essential nature of the work Is comprised of those 

aspects which were direct results of the artist's 

Intention. He further claims that without an understanding 

of the particular to artistic Intention, the work itself 

cannot be completely understood by the viewer. In 

circumstances where artistic Intention Is not known, 

Lowenfeld (1947) says: 

A creative product of a student or a work of art 
can be understood only by its own means, by 
studying the basic elements, such as the line and 
its relationships, space and Its relative 
meanings, and color and its individual 
interpretations, (pp. 166-167) 

Lowenfeld and Brittain (1982) view aesthetics as 

perception In action. They feel that "It Is the 

Interaction between an Individual and an object which 

provides a stimulating harmonious experience" (Lowenfeld & 

Brittain, 1982, p. 97). All creative activity is thought 

to have Its origin In the Individual's perceptual 

experiences, both cognitive and sensory. When an artist 

sets out to create a painting, for example, he Is motivated 

both consciously and unconsciously (or preconsciously). 

Lowenfeld and Brittain (1982) contend that in artistic 

process, the artist 

...selects the forms and colors which will make 
up his final painting. In the process...[he] may 
pause and say to himself, 'That Is not right.' 
Here the Interaction between the painting and the 
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artist takes on new meaning, for he has made a 
judgment about the organization and found It not 
to his liking, (pp. 97-98) 

Crucial to a creative experience in art is the 

artist's relationship to his environment. Artistic 

activity requires: 

constant...assimilation and projection: taking 
in through the senses a vast amount of 
information, mixing it up with the psychological 
self, and putting into a new form the elements 
that seem to suit the aesthetic needs of the 
artist at the time. (Lowenfeld & Brittain, 1982, 
pp. 4-5) 

Lowenfeld (1947) treats children's artmaking as a 

learning process. Such learning occurs, it is maintained, 

as the result of several complex activities on the part of 

the child: first, giving visual, symbolic form to 

abstracted concepts related to personal experiences with 

the environment and, second, organizing and incorporating 

those symbolic forms into one, signally representative work 

(Lowenfeld & Brittain, 1982). Lowenfeld and Brittain 

(1982) give the following description of a child's artistic 

activity, which suggests several possible clues to the 

role/status of the medium and/or object during the process: 

The process of drawing, painting, or constructing 
is a complex one in which the child brings 
together diverse elements of his experience to 
make a new and meaningful whole. In the process 
of selecting, interpreting, and reforming these 
elements, he has given us more than a picture or 
a sculpture; he has given us a part of himself: 
how he thinks, how he feels, and how he sees. (p. 
3) 
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The nature of a child's artistic process permits him 

to directly expose himself and his feelings without fear, 

Lowenfeld (1947) maintains. Artmaking is seen as the 

child's means of "meaningful communication with himself" 

(Lowenfeld & Brittain, 1982, p. 33). In this kind of 

communication, the child chooses aspects of his environment 

with which he has personal experience or Identifies and he 

subsequently organizes and rearranges those aspects to 

create an altogether new and meaningful form. Of 

particular Importance to an understanding of Lowenfeld's 

view of artistic process, is his concept of self-

identification: 

No art expression is possible without self-
identification with the experience expressed as 
well as with the art material by which it is 
expressed. This is one of the basic factors of 
any creative expression: it is the true 
expression of the self. The art materials are 
controlled and manipulated by one individual, and 
the completed project is his. This is as true at 
a very young age as it is for adult artists. It 
is Individuals who use their art materials and 
their form of expression according to their own 
personal experiences. (Lowenfeld & Brittain, 
1982, p. 19) 

Self-identification is deemed highly important by 

Lowenfeld, to the crucial human enterprise of learning to 

identify with others. Creating, as a process, gives the 

creator insight into, understanding of, and appreciation 

for the way others confront and express their own 

experiences (Lowenfeld & Brittain, 1982). 
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The aesthetic value of the final product or artwork 

produced In the classroom setting, Lowenfeld asserts, is of 

secondary Importance to the creative process (I.e., 

thinking, feeling, perceiving, and reacting to the 

environment) (Lowenfeld & Brittain, 1982). Lowenfeld 

(1947) also contends, "'Ideal forms' disappear when 

expression dominates" (p. 156). Expression, seen as a 

"driving force" behind the creative process, becomes 

essential to an understanding of the art it produces--the 

object Itself is "only a by-product" of the creative 

process (Lowenfeld, 1947, p. 156). 

Lowenfeld and Brittain identify and discuss several 

different and important perspectives from which the final 

product of a child's artistic activity can be considered. 

These methods of looking at children's art are: (1) the 

psychoanalytic approach, (2) the behavorial psychology 

approach, (3) the developmental approach, and 4) the skill 

mastery approach (1982, pp. 24-30). These methods are 

usually applied to specific diagnostic and/or therapeutic 

ends, as opposed to aesthetic ones. 

Assumptions. Several assumptions made by Lowenfeld 

(1947; Lowenfeld & Brittain, 1982) Include: 

(1) Art Is a product of artistic Intention and can 

only be completely understood as such. 

(2) Art education Is not an appropriate context for 

emphasis on the art product. 
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(3) Child art and adult art are different by 

definition and nature. 

(4) The Individual's creative and Intellectual 

development alters his "subjective relationship with man 

and environment [original Italics]" (Lowenfeld, 1947, p. 

9). 

(5) The artist and his work Interact during process, 

although, the artist maintains control and seeks his own 

creative ends. 

(6) Self-identification with one's medium and 

expressed experience Is a necessary condition to artistic 

expression. 

Summary and Discussion. Lowenfeld sees artistic 

process as motivated by "driving forces" from within the 

individual (1947, p. 156). Artistic expression Is viewed 

as a means of communication, "a language of thought" 

(Lowenfeld & Brittain, 1982, p. 7). Two creative types of 

Individuals are specifically Identified by Lowenfeld, the 

visual and the haptic. During artistic process, the visual 

type enriches his art with observable details as he "Is 

able to penetrate deeper Into the nature of the object" 

(1947, pp. 133-134). In the artistic process of the haptic 

type, a synthesis of tactile Impressions Is achieved "only 

when he becomes emotionally interested in the object 

Itself" (1947, pp. 133-135). Self-Identification of the 

artist with his expressed experience and with the art 
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materials he uses for his expression, is another crucial 

part of the artistic process as Lowenfeld (1947; Lowenfeld 

& Brittain, 1982) sees it. The Lowenfeldian approach to 

art education is one of valuing the child's personal 

Involvement in artistic process over the final product. 

Several important assumptions made by Lowenfeld (1947; 

Lowenfeld & Brittain, 1982) include: 

(1) Certain "driving forces" are essential to the 

production of art, "all else Is only by-product" (1947, p. 

156) . 

The "driving forces" Lowenfeld refers to are, he says, 

an Intrinsic need to subjectively (emotionally) symbolize 

one's expressive experiences In a work of art. This 

assumption by Lowenfeld seems to be just another way of 

saying that for the child, process Is to be valued over 

product. The work of art Is considered a "by-product" of 

its maker's satisfaction of a personal need for expression-

-the art object is seen as incidental, so to speak, to the 

process of creation. 

Elsewhere, Lowenfeld refers to the "driving 

imaginative forces which determine pictorial 

representations" and claims that as the result of a 

person's expressive response to experience these 

representations are highly individualistic in nature (1947, 

p. 158). As Lowenfeld continues to describe and explain 

the work of such "driving forces," it becomes apparent to 
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the reader that they function much like artist's intention. 

In that they provide the artist with a strong sense of 

purpose or motivation. The opposite of these "driving 

forces," as Lowenfeld sees it, is a "mere Imitative urge" 

(1947, p. 157), a weak Intention or purpose which tends to 

produce shallow and often stereotypical artistic 

expressions. 

In the 1982 edition of Creative and Mental Growth, 

Lowenfeld's original terminology, "driving forces," has 

been subtly modified and/or updated by such terms and 

phrases as: motivation, art stimulation, "a natural drive 

for expression," etc. (Lowenfeld & Brittain, 1982, p. 151). 

Intention, per se, is mentioned Infrequently; one example 

is: "To examine the picture without understanding what the 

child's intention was...does both the product and the child 

an Injustice" (Lowenfeld & Brittain, 1982, p. 30). 

If It Is possible to think of Lowenfeld's "driving 

forces" (i.e., motivation, a natural drive for expression, 

etc.) as artistic Intention, then his basic assumption Is 

that Intention Is not only essential to artistic process, 

but also to understanding a child's artwork as well. The 

question arises whether Lowenfeld's "driving forces" can be 

linked or attributed to some other human quality besides or 

In addition to will. 
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(2) Art education does not provide an appropriate 

context for emphasis on the quality of the final art 

product (1982, p. 9). 

Here, Lowenfeld and Brittain (1982) are specifically 

referring to an emphasis on evaluation of the art product. 

Children can best learn and grow, they feel, through 

creative and mental engagement in artistic process. Too 

much concern for the quality of the final product can 

damage or impede the child's natural progress toward an 

adult expression. Lowenfeld values the art object as a 

reflection of the quality of one's artistic process. "The 

more the child can involve himself in the experience, the 

more organized and the more beautiful is the final product. 

These cannot be separated" (Michael, 1982, p. 59). Harsh 

judgments of the child's art product, using adult standands 

for evaluation, are primarily what Lowenfeld hopes to 

abolish. 

The assumption (i.e., the inapproprlateness of 

personal product evaluation with children) is one that art 

education has somewhat outgrown since Lowenfeld's first 

writing of Creative and Mental Growth, in 1947 (Gardner, 

1989). Although, subsequent editions of the textbook, 

written with W. Lambert Brittain (1982), still strongly 

reflect that same view of process over product. However, 

if art education is concerned only for the process of 

artmaking and does not recognize, encourage, or help the 
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child learn to determine quality in the product, important 

opportunities are missed for a more complete art 

experience. Art programs have tended in the past, to focus 

too heavily on the process of making of art to the 

exclusion of its sister disciplines (i.e., aesthetics, art 

history, and art criticism). That tendency may be one 

outgrowth of a philosophical base which has traditionally 

undervalued or denied the ability of inanimate objects to 

actively participate In relationships with humans. 

(3) Child art and adult art are different by 

definition and nature (1982, p. 7). 

Lowenfeld and Brittain maintain that children's art Is 

a means of personal expression—"a language of thought" 

(1982, p. 7). The adult's art Is developed with the Issues 

of "aesthetics or external beauty" in mind (1982, p. 7). 

What Lowenfeld seems to be saying Is that the child artist 

thinks and feels like he paints, for example--ln 

spontaneous, visual qualities. The adult artist also does 

these same things, but In a more conscious and controlled 

manner, paying special attention to the aesthetic or 

external qualities of his final product. Lowenfeld holds 

that the child creates free from these specific concerns, 

hence the assumed Inapproprlateness of evaluating his 

product by adult standards. Artists, particularly 

children, can naturally and intuitively come by their 

ability and not even be aware of It, according to Lowenfeld 
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(1947). It is noted that Lowenfeld does not exclude adults 

from his description of artistic ability. Perhaps many 

adult artists are not aware (like the Lowenfeldian child), 

or fully so, that the nature and/or source of their own 

artistry or artistic process Is Intuitive. If It Is 

possible for an Individual to be unaware of one aspect of 

their artistic ability. It follows that artistic process 

could also involve the workings of some other unknown 

artistic phenomenon, even though artists, educators, 

psychologists, et al., are unable to account for It and/or 

adequately describe It. 

(4) The Individual's creative and Intellectual 

development alters his "subjective relationship with man 

and environment [original italics]" (Lowenfeld, 1947, p. 

9). 

Here, Lowenfeld (1947) posits that as the child grows 

to maturity he begins to relate to others and the world 

differently. This occurs. It is assumed, primarily as the 

result of the child's perceptual growth and/or Increased 

Intellectual awareness. Perhaps there is another possible 

explanation for the occurrence of this phenomenon and 

Interestingly, this possibility rests upon an Important 

aspect of Lowenfeld's own thinking. 

Lowenfeld (1947) contends that adult Interference in 

children's art Is the cause of much of the cramped, 

stereotypical art that children occasionally produce. 



148 

Adults, anxious for the child to represent accurately, to 

compose brilliantly, and to work skillfully, often impose 

much of their own thinking and standards on the child's 

artistic process. Perhaps, as Lowenfeld suggests, the 

child's "subjective relationship with man and environment" 

Is naturally altered with increased mental/physical 

maturity. However, that change might also be a result of 

the child's unavoidable acculturation and social 

acclimation (i.e., adult Influence and/or Interference). 

Every aspect of the child's world and his relationship to 

it Is affected by the human examples he sees all around 

him. Perhaps something Is lost In this growth process 

rather than as Lowenfeld assumes, simply changed--that 

which is lost being the human ability to genuinely relate 

to man and the environment with child-like naivete and 

acceptance. 

(5) The artist and his work Interact during process, 

although the artist maintains control and seeks his own 

creative ends (1982, pp. 97-98). 

In this assumption, one might question the quality and 

effectiveness of an interactive relationship between the 

artist and his work, especially since Lowenfeld claims that 

during artistic process the artist is in control and is 

actively pursuing his own Intention. In such a 

relationship specific "Input" by the artwork would seem 

minimal and subject to veto by the artist at any time 
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during the process. A possible analogy for the situation 

might be drawn between the artist and his work and a 

domineering parent and his child. The parent makes all of 

the decisions and rules and enforces them, while the child 

can comment or plead, but to no avail. In this case. 

Interaction may be said to have occurred, albeit not 

between equals. Lowenfeld assumes artistic process to be 

lnteractlve--perhaps the exact nature of that Interaction 

needs closer scrutiny. It Is Interesting to note that 

Lowenfeld's assumption Is likely the most common view of 

artistic process held among art educators today, partially 

as a result of Lowenfeld's continued influence in the field 

despite his death In 1960. 

(6) Self-identlfIcatlon with one's medium and 

expressed experience Is a necessary condition to artistic 

expression (1982, p. 19). 

Although no actual meeting of Lowenfeld and Martin 

Buber likely occurred and despite the fact that any 

Interest Lowenfeld may have had in Buber's philosophy was 

not of an overt nature, certain similarities may still be 

seen between his concept of "Identification" and Buber's 

dialogue (K. R. Beittel, personal communication. May, 18, 

1988) . 

"Self-identlfIcatlon" Is an extremely important term 

for Lowenfeld; he considers It to be "the true expression 
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of the self" (Lowenfeld & Brittain, 1982, p. 19). He also 

holds that as: 

a child Identifies with his own work, as he 
learns to appreciate and understand his 
environment by becoming Involved In It, he 
develops the attitude that helps him understand 
the needs of his neighbor. (Lowenfeld & Brittain, 
1982, p. 19) 

This position of Lowenfeld's almost seems to 

contradict his earlier statements regarding the autonomy of 

the artist. The assumption that in artistic process one 

can and must Identify with his medium and expressed 

experiences, and yet, can continue to perceive the medium 

as something to Intentionally manipulate and control, 

almost seems ludicrous. With such a view of the medium and 

his own relation to It, It might be difficult for the 

artist to ever develop the sensitivity to "understand the 

needs of his neighbor" (1982, p. 19). It is conceivable 

that to Identify self with materials (which are expected to 

yield to intentional manipulation and control) might 

produce that same sort of attitude toward others. 

An alternative possibility, offered more In the spirit 

of Lowenfeld If not the letter. Is the need for the artist 

to Identify self with his medium and expressed experiences, 

but with the important difference that the medium and 

experiences are perceived and treated by him, in the midst 

of artistic process, as he would treat others—as persons 

or equals. Once having had that experience, the artist 

might then logically and more naturally move from his 



151 

artistic activity toward development of the ability to 

truly "understand the needs of his neighbor" (Lowenfeld & 

Brittain, 1982, p. 19). According to Kenneth R. Beittel 

(personal communication. May 18, 1988), Lowenfeld's concept 

of Identification, did not necessarily "...presume a 

relationship of trust and assumed equality in terms of 

subject matter of the dialogue." 

Comparisons Between Intersecting 

Assumptions of the Art 

Education Authors 

and Buber 

A comparison of the assumptions contained in the 

reviewed art education textbooks written by Feldman, 

Eisner, Hastie and Schmidt, McFee, Chapman, and Lowenfeld 

with Brittain, reveals certain major points of intersection 

as well as several lesser ones. These are listed, 

discussed, compared, and ranked in order of the frequency 

and intensity of congruence. Two main levels of 

intersection occur among the art education writers: four 

unanimously made assumptions constitute the first level 

(assumptions #1-4); and two assumptions, with at least half 

of the six authors in agreement, constitute the second 

level (assumptions #5-6). In addition, two assumptions 

(#7-8) occurring at the third level of agreement (I.e., two 

art education authors agree) are briefly presented and 

compared to Buber's thought. 
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In the first level of intersecting assumptions, four 

Issues Involve all six of the art education writers. Those 

unanimously intersecting assumptions are: (1) art (as 

process, but more importantly, as a total experience) 

Involves some sort of bipolar action or interaction; (2) 

art (as process and product) is a form of communication; 

(3) art (as process) is a problem solving activity; and (4) 

art (as product) Is a result of the artist's intention. 

First Level of Intersecting Assumptions 

Assumption #1: Art (as process, but more importantly, 

as a comprehensive experience) involves or is a type of 

bipolar action or interaction. 

Art Education Authors. Five of the six writers (the 

only exception is McFee) address the production and/or 

response natures of art specifically as interaction of some 

sort. "Interaction," as they use It, is defined after 

Webster, as "to act reciprocally." McFee views the 

response mode of art as a "transaction" or as the 

"reactions" of a viewer and the affective qualities of a 

work to each other. It Is noted, despite this slight 

difference In McFee's concept of the nature of the 

particular action that occurs within artistic production 

and/or response experiences, that the art education authors 

unanimously assume that all action occurs between two 

polarltles--the artist and something other than himself. 
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Buber. Buber sees the essential nature of art as 

dialogic, that is, a rare and usually brief form of 

interaction, either spoken or silent, which occurs between 

two beings (i.e., the I-Thou). He views the nature of the 

world as "twofold," divided between two polarities, men and 

things. For a meeting of these two to occur, the man must 

respond (rather than react) to the world as a being or as 

though it were a person. Buber's notion of response is a 

turning toward the other (i.e., the artwork), giving the 

other one's full attention—an action which elevates the 

work to a state of being and opens the way to dialogue. To 

say a person reacts to the artwork is qualitatively 

different, in that it seems to imply more of a ricocheting 

or rebounding action on the part of one (i.e., artist, 

viewer) toward the other (I.e., artwork), and less of a 

reciprocating action. This would seem to Indicate, in 

Buber's terms, the presence of I-It, where the reaction of 

the artlst/vlewer represents a turning Inward to focus upon 

his own feelings, thoughts, attitudes, perspectives, etc., 

rather than seeking to know the essential nature of the 

artwork as his Thou. 

Comparison. The status. Identity, and/or role of the 

art medium and/or the art object during artistic process 

are at Issue In this first assumption. Its resolution lies 

In discovering and/or clarifying the nature of a thing's 

existence. 
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Buber would generally agree with the basic assumption 

made by the art education writers, namely, that art (as 

process, but more importantly, as a total experience) 

Involves some sort of bipolar action or interaction. 

However, the qualification he would seem to make is that as 

prerequisite to any Interaction between artist and artwork, 

the mutuality of purpose of a dialogic relation must be 

established. Outside of that, any action which occurred 

would necessarily be considered technical dialogue or 

monologue (I.e., exchange of factual Information or address 

of oneself, respectively). For Buber, art cannot occur as 

a result of these two forms of communication. 

With the exception of Feldman, who cites Buber's 

concept of the I-Thou, the art education writers In 

general, do not seem to make any distinction between types 

of Interaction or transaction, as the case may be. Thus, 

Buber sees the dialogic nature of the bipolar Interaction 

as essential to the artistic outcome, while the art 

education writers (Feldman excepted) do not distinguish 

among the outcomes produced by monologic, technically 

dialogic, and genuinely dialogic interactions or 

transactions. 

Assumption #2: Art (as process and product) Is a form 

of communication. 

Art Edu<"ation Authors: The second Intersecting 

assumption was made by all six art education authors. 
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Chapman seems to deftly sidestep too much emphasis on art 

as "communication" (It does not even appear, as such, in 

the index of her textbook). However, evidence that she 

subscribes to that view can be discovered In her writing. 

For example. Chapman (1978) writes, "The teacher... points 

out that artists often create things because they want to 

share their make-believe' [s_ic.] with others" (p. 156). 

This reveals a belief in the communicative purpose of art 

and illuminates the role, as she sees It, played by the 

artist's Intent. Eisner (1972) also addresses the Issue of 

art as communication In more Indirect, subtle terms (I.e., 

he speaks of learning to "read" the message of art, one of 

Its functions being to deliver a message) (p. 16). The 

other four authors treat the issue of art as communication 

In a more direct, simple manner and usually with additional 

emphasis on its function as such. 

Buber. For Buber, Inasmuch as art Is essentially 

dialogic in nature, it is a form of communication. 

However, the similarities between Buber and the art 

education authors are subtle and the differences, crucial. 

Buber posits that the artist produces art in relation to 

some other (i.e., thing, object, environment, etc.). As 

dialogue between I-Thou, artmaking is a joint venture 

conducted with the mutual purpose of achieving some visual, 

physical form. Buber does not see art as a creation of the 

artist for the purpose of communicating some message to 
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others. In other words, if a work was created via a 

dialogic relationship between the artist and some specific 

Idea, It is entirely conceivable that when finished, the 

work might have the potential to communicate something of 

that Idea to its subsequent dialogical partners. However, 

if the artist willfully sets out in monologic fashion to 

convey some particular idea or message via his artwork, 

Buber considers that activity to be one of technical 

dlalogue--the exchange or transmission of facts or 

Information (I.e., reporting). The maker of such a work, 

by nature of the process used to create it, most likely 

achieves his goal of some specific communication (e.g., 

advertising art) and Indeed, the work's success or failure 

may be decided upon that basis alone. 

That an artwork (as Thou) can be encountered by a 

viewer and subsequently become engaged in another genuine 

dialogue, has little to do with the artist and his former 

relationship with the artwork. This Is because Buber 

believes each I-Thou relation to be excluslve--that nothing 

else Is necessary to Its establishment, other than the 

meeting which occurs between the two. If the viewer 

happens to have Information about the work In advance of 

his actual encounter with It, that Information has the 

potential to Initially hamper his ability to completely 

free himself from personal considerations in viewing It and 

Buber (1970) says, such Intervening knowledge or purpose 
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may cloud his ability to relate to It adequately. In this 

Instance, advance knowledge regarding the work may have a 

prejudicial effect upon the viewer, which could serve to 

block attainment of genuine relation. To illustrate, many 

people today may have been rendered incapable of 

encountering Leonardo's Mona Lisa as art, due to the fact 

that so much has been publicly said and conjectured about 

the piece. In addition, that particular visual Image has 

been bandied about extensively, a fact which has likely 

robbed It of Its power to confront viewers. To have prior 

knowledge of a thing is to have formed an I/It relationship 

with that thing. 

Art history, aesthetics, and/or art criticism may 

provide a viewer with prior knowledge of an artwork. 

However, prior exposure to the work via one of these 

artistic disciplines does not necessarily preclude the 

subsequent formation of an I/Thou relationship between 

viewer and artwork, although it does impact and modify the 

process. The process then occurs in much the same way as 

when two persons meet for the first time, one of whom has 

been influenced by prior information regarding the other. 

Existing prejudices and/or assumptions must be either 

validated or invalidated before the process of genuinely 

relating can continue unencumbered (Hendrick & Hendrick, 

1983). 
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While art, for Buber, can and often does communicate 

(i.e., as genuine dialogue), it is not created with this 

purpose or function in mind. The attitude of the artist 

and/or the viewer Is the determiner of the artwork's status 

as either a being or a thing. Within true dialogue, art is 

a being capable of relation with man. Outside of dialogic 

relation art is a thing, available for man's use and 

inspection. 

Comparison. The theoretical issue at stake here once 

again revolves around the nature of a thing's existence--

communlcatlon, as the art education authors apply It, 

Implies two parties or polarities and two actions (i.e., a 

sender and a receiver, and sending and receiving). 

Resolution of this second Intersecting assumption depends 

on the resolution of the first. In resolving the nature of 

a thing's existence, the way Is cleared to delineate the 

role or status of the art object within artistic process. 

The art education authors view art as a type of 

universal communication where the artist sets out to 

express his thoughts and feelings to other persons, known 

or unknown to him. Buber insists that art is capable of 

communicating In one of two ways—either as the Thou or as 

an It--neither Involve universal communication. According 

to Buber to communicate as a Thou the work must be 

encountered by man, with whom he enters into relation. 

Even then the communication is exclusively dialogic— 
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between only those two. As It, the artwork is a thing 

among things, a painting among paintings in some museum. 

It communicates whatever message the man of I-It imposes 

upon it as he "reads" it—which cannot be considered a 

universal interpretation. This description of the artwork 

and man as I-It would seem to best fit the generalized view 

of art as communication, provided by the art education 

writers in their textbooks. 

Buber generally agrees with the art education authors 

that art can be considered a form of communication. 

Specifically, he disagrees with them as to the nature of 

that communication. 

Assumption #3: Art (as process) is a problem solving 

activity. 

Art Education Authors: The third unanimously made 

assumption by the art educators, is that the nature of art 

is one of problem solving. Among the six textbooks. 

Chapman, McFee, Eisner, and Hastie and Schmidt are the 

chief adherents to a concept of art as a problem solving 

activity. Following Lowenfeld's death in 1960, Brittain 

seems to have addressed the issue rather cautiously in 

subsequent editions of Creative and Mental Growth 

(Lowenfeld & Brittain, 1982), most likely due to Inherent 

conflicts between Lowenfeld's original child-centered 

philosophy of art education (i.e., art activity as 

reflective of human development) and the growing emphasis 
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in the 1980's upon subject matter as the focus of education 

(Michael, 1991). Feldman qualifies his view of art as 

problem solving by recognizing both its anthropological and 

cultural origins and the value of the thinking/acting it 

promotes. However, he also views the notion of problem 

solving as a potential difficulty for the teacher and 

child. Difficulty, In that the teacher may misapply the 

concept--thereby creating an artistic problem for the child 

to solve which is not relevant to his experience. Feldman 

explains that, for children, art is the expression of their 

own problems, rather than just an activity for addressing 

artistic problems in general. He claims, "...real problems 

must be brought to awareness through collaborative planning 

with students—in other words, through dialog...." 

(Feldman, 1970, p. 34). 

Buber. If art Is dialogic in nature and if in 

dialogue the partners are about a mutual purpose or intent, 

then art cannot be considered from Buber's point of view to 

be a type of problem solving, particularly as it is defined 

by the art education authors. If the artist approaches the 

thing (i.e., materials, idea, etc.) strictly as a means of 

solution to some felt difficulty or as the means to a 

desired end result, then he remains outside of a dialogic 

relation. This sort of activity comprises the I-It 

experience. It is conceivable that, in Buber's thinking, a 

felt difficulty or problem might be considered a Thou of 
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the artist. However, at the moment some medium becomes the 

logical means to solution of that problem and a mere 

Instrument of the artist's will, the Thou disappears and 

the It takes over. 

Comparison. Embedded In the assumption that the 

nature of art is problem solving, is the issue of the 

artist's role and/or status as creator of an art object. 

Therefore, resolution of this assumption regarding the role 

of the artist in artistic process, also hinges primarily 

upon the nature of a thing's existence and following that, 

upon delineation of the art object's role and/or status 

during artistic process. 

As it is generally viewed by the art education 

authors, art as a problem solving activity Involves the use 

of ideas, materials, objects, etc. toward satisfaction of 

some predetermined, particular goal and/or personal end. 

For Buber, artistic problem solving (as it is viewed by the 

writers of the art textbooks) Is antithetical to the 

essential nature of art (I.e., dialogue), in that the 

artist intentionally, willfully sets out to use the other 

for his own purposes or gain. Buber would also likely 

protest the word "problem" (Feldman agrees) as a descriptor 

for artistic endeavor or what should be a dialogic process. 

"Problem" would seem to suggest a need on the part of the 

artist to overcome, conquer, master, or somehow prevail 

against some thing—Buber wants to say that the dialogic 
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nature of art implies accord, mutuality, harmony, and unity 

achieved via a sort of reciprocating tension occurring 

between the artist and some unthing (Buber, 1965a). 

Feldman's view of "dialog" In the quotation above. It Is 

noted, refers to a conversational/Interactive dialog 

between student and teacher In the preparation for problem 

solving In art. 

Buber, then, does not agree with the art education 

writers' generalized assumption that art Is a problem 

solving activity. Problem solving as artistic process. In 

general. Is antithetical to genuine artistic dialogue and 

the two result in qualitatively different products (i.e., 

artwork as thing and artwork as manifestation of spirit, 

respectively). 

Assumption #4: Art (as product) Is a result of the 

artist's Intention to create an object having visual 

qualities with artistic merit. 

Art Education Authors: The artist's Intention, as the 

determining force of artistic production, is the fourth 

unanimous point of intersection among the assumptions made 

by the study's art education writers. Four of the 

textbooks give much more emphasis to the Importance of 

Intention during artistic process than do the other two 

(I.e., Chapman and McFee). The angle Chapman adopts for 

her textbook, by her own admission, deliberately avoids 

placing emphasis on any one theory of art or aesthetics, in 
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favor of presenting a variety of approaches for art 

educators to investigate with children. While Chapman 

(1978) does not avoid discussing the role played by the 

artist's intention, neither does she confront it head-on--

it remains more of a subtle undercurrent in her writing 

(e.g., "Adolescents consciously use color for dramatic 

effect...." p. 203). McFee frequently couches her 

discussion of intention in behavioral terminology (i.e., 

the "expressive reaction" of the artist to his experience). 

Each of the six authors assumes an art object to be a 

direct result of the artist's Intent to create it. 

Buber. Buber, too, considers an art object to be the 

direct result, at some point during its production, of the 

artist's Intent to create it. Buber sees the role of 

artist's intent as critical to the occurrence of artistic 

process. In that only the artist can make the choice to 

Initiate relationship. Perception is the means by which 

the artist initially encounters a thing (i.e., object, 

environment, idea, materials, etc.). However, past the 

point of initial encounter the artist's original intent is 

replaced by the mutual purpose between himself and the Thou 

(i.e., materials, object, idea, etc.). This mutual purpose 

is directed toward the achievement of visual, physical 

form--both partners in the dialogic relationship actively 

participate in the artistic process of forming. The 

object, medium. Idea, etc. becomes "able" or empowered to 
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participate when the artist acknowledges it as a being. To 

some degree, then, Buber continues to see artistic intent 

(i.e., the will to create) as a catalyst for the production 

of art. 

Comparison. The nature of the relationship between 

artist and artwork (i.e., superior/subordinate, 

equal/equal, being/being, person/thing, etc.) is the main 

issue of this assumption. The resolution of this fourth 

assumption depends upon the satisfactory resolution of the 

three preceding it: establishment of the nature of a 

thing's existence, defining the role or status of the art 

object in artistic process, and defining the role or status 

of the artist in artistic production. That Is to say, once 

the nature of the art object's existence Is resolved and 

the roles and status of both the object and the artist are 

delineated, then the way is cleared to define the nature of 

the relationship between artist and artwork. 

The differences between the art education writers and 

Buber center around the degree to which the artist's sense 

of direction, will, and/or purpose Influences the creation 

of a work of art. The art education authors. In general, 

see artistic Intent as the controlling factor In the 

production of a work. Art teaching devotes much time to 

the acquisition of technical, perceptual, and conceptual 

skills, primarily to assist the student in accomplishing 

his Intent or purpose In his artwork. Buber is not opposed 
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to the acquisition of skills, rather it is the 

misapplication of skills he protests. Buber feels that 

students are being taught to view the world (i.e., other 

persons, things, nature, etc.) from an attitude of It. All 

the skills man can acquire cannot create art for Buber, if 

it Is attempted outside of an attitude of dialogic 

relation. Buber (1965a) claims that while Intent may serve 

to spark a dialogic relation as artistic process, intent is 

only half responsible for the actual creation of the 

finished product; the Thou (materials, idea, etc.) being 

responsible for the other half. 

Buber agrees. In general, with the assumption made by 

the art education writers that the final form taken by the 

art object Is, to some degree. Influenced by the artist's 

Intention to produce It. However, for him, art is the end 

product of dialogue, not will. This also applies to the 

viewer's response to an art object, who may have had no 

prior knowledge of the artist's original purpose or of the 

dialogue that ensued between artist and medium. The lack 

of such knowledge would not jeopardize the establishment of 

a dialogic relation between viewer and object on their own 

terms, according to Buber. 

g^rnnd Level of Intersecting Assumptions 

Assumption #5: It is essential that an artist 

Identify with his medium and the particular experience he 

wants to express. 
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Art Education Authors: The second level of 

intersections demonstrates congruency among four authors in 

the assumption that prior to any artistic activity It Is 

essential for an artist to Identify with his medium and the 

particular experience he wants to express. Adherents to 

this assumption are Lowenfeld and Brittain, who use the 

term, "self-identification," for the process of identifying 

with one's work; Hastie and Schmidt, who maintain that an 

artist must "encounter" an art medium and Idea for 

production; Feldman, who asserts that love between persons 

Is an appropriate model for the artist's Identification 

with his Idea; and Chapman, who believes that all of his 

own lived experiences provide potentially expressive 

subject matter for the artist. 

Buber. Specifically to "Identify" with one's medium 

and the Idea one wants to express through art Is not 

dialogic, according to Buber. Man must be his unique self 

and must confront the other (i.e., materials, object. Idea, 

etc.) In Its own uniqueness in order to establish dialogic 

relation. To identify with one's materials. Ideas, 

experiences, etc.. Is to think of them In terms of oneself 

or as an extension of oneself—that Is, associating self-

characteristics with qualities found in the medium, etc. 

Buber would likely say this is looking for a likeness of 

the self (I) in the material (It). To identify with a 

certain experience one wants to express, is to focus on 
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some personal intent or specific purpose within the 

artistic process—thus, negating any potential for genuine 

dialogue. Within the inclusion of the I-Thou dialogue both 

partners retain their own identities entirely—there is no 

merging of Identity, only a merging of purpose. 

Comparison. This assumption rests on the premise that 

some action must be taken by the artist prior to beginning 

work, that will somehow put him more in touch with both his 

medium and his experience. In order to resolve the 

assumption, the exact nature of the action taken by the 

artist must be understood and defined. 

Hastie and Schmidt come the closest to a definition or 

interpretation of "identification" that would agree with 

Buber's concept of encounter. In fact, they use the same 

word in very nearly the same context as Buber. In spite of 

the fact that Feldman cites Buber and discusses the I-Thou 

relation, his interpretation of I-Thou diverges from 

Buber's in at least one Important way. I-Thou cannot be 

modelled after love between persons, in that some of the 

characteristics of love between persons can too frequently 

act as intervening variables in their dialogue (i.e., in 

love the loved one is an object, in I-Thou the other is not 

an object) (Buber, 1965b, 1970). Feldman also does not 

extend Buber's concept of I-Thou to include things other 

than one's artistic idea and/or teacher/student 

relationships. Buber would likely agree with only Hastie's 
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and Schmidt's assumption that the medium and/or artistic 

concept must be encountered by the artist in the manner of 

a Thou. 

Assumption #6: The art object is a "by-product" of 

artistic process. 

Art Education Authors: Curiously, a point of 

Intersection among three writers, Lowenfeld, McFee, and 

Feldman, Involves the particular usage of the word, "by

product," in referring to the art object's status during 

and/or following artistic process. In art education, 

Lowenfeld Is known for his strong emphasis on process 

rather than product In the art experience of children. He 

refers to the object as the by-product of the child's 

Intellectual and expressive activity and feels that it 

should not be subjected to adult criticism. McFee, taking 

a behavioral approach to art education, naturally sees the 

cognitive process of the child artist as the main learning 

activity—the medium he uses and/or the product he creates 

are Incidental to his mental/physical activity. Feldman, 

In contrast to McFee, claims the same thing (that product 

Is Incidental or the by-product of the process) but for 

different reasons. He claims that the most Important 

feature of artistic process Is the artist's encounter with 

reality (as learning) and that the product Is mainly a 

visual record of that experience. 
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Buber. The art product is the manifestation of spirit 

in the between of dialogic relationship of artist and other 

(i.e., medium. Idea, object, etc.), and as such, it cannot 

be considered a by-product (It) — it is Thou to the artist. 

However, following the event of production, as a new 

addition to the world of things the art product becomes 

available for man's inspection and/or use and can, outside 

of dialogic process, be considered incidental to the 

process that created It. 

The nature of artistic process, according to Buber, Is 

dialogic. In light of that, which would he feel is more 

Important, process or product? If forced to make that 

specific choice, within the particular context of art 

education, Buber would most likely choose process over 

product. This is because without the appropriate process, 

an artistic dialogue, the product has no particular value 

or Identity as art and cannot achieve being as such. Until 

and/or unless actualized by dialogic relationship, the 

product simply remains another thing among things. 

Comparison. In this assumption it is once again the 

nature of the existence or the being of the artwork that is 

in question. Resolution of the assumption rests upon 

clarification of that Issue. 

In the art education of children the product Is 

frequently treated as simply another thing among things, 

with most of the emphasis being directed to the child's 
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development and coordination of cognitive and technical 

skills during the act of creation. Buber would most likely 

not approve of such an approach to art education, in that a 

conscious, overt focus on process is not conducive to 

dialogue (i.e., dialogue cannot be planned, orchestrated, 

etc.) and that the lack of focus on the evolving and/or 

final art product (as other) provides the child with a 

model of the I-It experience, rather than an I-Thou 

encounter (Buber, 1965b). Conversely, neither would Buber 

approve of an approach which focused primarily upon the 

artwork or object, to the detriment of dialogic encounters 

with media during artistic process. Learning to value 

one's own (or even someone else's) art product In an 

appropriate manner is conducive to helping the artist 

realize his potential for dialogic relation--a positive 

outcome which can become self-perpetuating. 

Buber generally agrees with the four textbook writers 

who feel that process (as dialogue) is more important than 

the end product of that process. However, it must be 

remembered that the dialogue of which Buber speaks occurs 

between the artlst/vlewer and an object or product either 

during or following artistic process. Specifically, he 

would likely disagree with the methods used in art 

education to teach awareness of process and evaluation of 

product, in that they often tend to focus upon both the 

process and the product as It. 
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Below the second level of intersecting assumptions, 

the incidence of congruency among authors Is greatly 

diminished if not completely dispersed. Assumptions made 

within a solitary textbook, revolving mainly around its 

author's or authors' Idiosyncratic Interests or views, are 

specifically identified, discussed, and compared to Buber 

earlier in this chapter and are not presented here for 

further consideration. 

Third Level of Intersecting Assumptions 

Assumption #7: Change in the individual's subjective 

relationship with man and environment is reflected in his 

art (Lowenfeld, Feldman). 

Buber. Based on the concept of art as dialogue, how 

man views the world is critical. He can approach it as 

Thou and relate to it or he can use it and manipulate it as 

It. The artist's relationship to his environment Is 

reflected in everything he does. If he relates to It as 

being, art results. If not, he merely produces a thing. 

Comparison. This assumption Is built upon a belief 

that man's subjective relationship to all aspects of the 

environment and any changes in that relationship play an 

essential role in the making and understanding of art. The 

essential nature of artistic process is at issue once 

again. 

If, as Lowenfeld and Feldman generally assume, change 

in the child's subjective relationship with man and the 
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environment is reflected In his art product, then it may be 

a strong indication that Buber's concept of the dialogic 

nature of art is a particularly persuasive one for art 

education to consider. Buber discusses the child's natural 

Inclination toward dialogue which tends to be traded for 

adult behaviors as he gradually becomes acculturated and 

socialized. 

Perhaps the change In the art of maturing children is 

a testimony to man's "twofold attitude" {I-It and I-Thou) 

or ways of seeing the world. For example: As a child, one 

came by the I-Thou naturally, as he matured, he carefully 

observed adult models or examples and subsequently learned 

to see the world more and more as It. On those occasions 

when he actually encountered the other and engaged In 

genuine dialogue, he was completely unaware of the nature 

of the process other than to qualitatively feel the 

difference between that encounter and his other 

experiences. Not having been aware of the nature of the 

process, he did not know how to apply his understanding of 

It to new situations or even adequately explain it to 

others. 

Assumption #8: The acquisition of perceptual 

readiness for art is essential to artistic process (McFee, 

Eisner). 

Buber. Perception plays a key role for Buber in the 

initial meeting of man with the other prior to the 
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establishment of dialogue (or artistic process). Working 

to help children acquire stronger percipient behaviors 

benefits the individual child by helping him become more 

aware of the unique features of his environment. However, 

Buber (1965a, 1965b, 1970) would likely Insist that the 

child not just be taught how to acquire and handle 

perceptual Information to suit his own ends, but that he 

also be taught an awareness of "the twofold attitude of 

man" (I-It and I-Thou) as two distinct ways of perceiving 

aspects of the environment, human or otherwise. 

Comparison. This assumption arises out of art 

education's need to establish the skills, attitudes, 

beliefs, behaviors, and activities essential to the making 

of art and to Illuminate the nature of those qualities and 

events in order to facilitate and/or enhance their 

operation within the art classroom. 

McFee and Eisner treat the acquisition of perceptual 

skills as a critical component of artistic process. Buber, 

too, values perception as man's initiator of meeting with 

the world. The difference In the two positions lies in how 

children are taught to view the world. Art education. In 

general, seems to emphasize the thlnghood or It of the 

environment rather than its being or Thou, especially in 

perceptual readiness activities. 
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Chapter Summary 

An investigation of the literature was undertaken in 

this chapter for the purpose of calling attention to 

underlying assumptions within art education methodologies, 

particularly as they address and/or reveal the relationship 

between an artist and artwork during artistic process 

(I.e., response and/or production activities). 

Textbooks, frequently used in the professional 

preparation of art teachers, written by Edmund B. Feldman. 

(1970), Elliot Eisner (1972), Reid Hastie and Christian 

Schmidt (1969), June McFee (1970), Laura Chapman (1978), 

and Viktor Lowenfeld (1947) with Lambert Brittain (1982) 

were examined. This examination addressed the following 

Issues for each textbook: (1) the definition of art, (2) 

the mission of art education, (3) the definition and nature 

of artistic process, and (4) the role and/or status of an 

art object within the course of artistic activity. 

Several intersections occurring among the assumptions 

contained within Individual textbooks were revealed through 

analysis. These Intersecting assumptions were then 

compared to Buber's thinking for the purpose of 

Illuminating and examining differences in the two positions 

as well as drawing conclusions to the research questions 

posed by the study. 



CHAPTER IV 

SUMMARY, CONCLUSIONS, AND IMPLICATIONS 

Summary 

Using existentialist Martin Buber's concept of I-Thou 

relation as a metaphorical model for artistic process, this 

study proposed to examine and compare six prominent art 

education methodologies grounded In the pragmatic 

tradition, for purposes of illumination and expansion of 

the field's theoretical base. 

Research Questions and Resolutions. Resolutions to 

the research questions which were posed and addressed by 

the study are discussed in the following section. 

Can a philosophical metaphor or model of relationship 

be considered relevant to the nature of artistic process 

and thus to the teaching of art? 

It has been the intention of this study to employ 

Buber's philosophy of relation much as one might use a 

flashlight to retrace steps taken years ago down some now 

overgrown path. It was hypothesized that by examining that 

early path in a new light, the field of art education might 

gain a fresh perspective on the Important events, issues, 

and directions of today. In that spirit, this study has 

pursued the relevance of a philosophical metaphor of 

relation to the nature of artistic process as established 

by certain art education methodologies. 
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If an inanimate aspect of the physical environment can 

be considered capable of confronting or affecting man In 

some way, and if man has the capacity to view some 

inanimate aspect of the physical environment as a being, 

then artmaking (as an activity occurring between an 

environmentally-affected human being and some inanimate 

aspect of the physical environment seen as other), has the 

potential to become a dialogic relationship as described by 

Buber. Thus does a philosophical metaphor or model of 

relationship become relevant to the nature of artistic 

process and subsequently to the teaching of art. How the 

nature of artistic process is professionally perceived and 

presented to prospective art teachers enrolled In college 

methods courses, influences both the development of their 

personal educational philosophies as well as the art 

experiences of the students they encounter over the span of 

their careers. 

Specifically: 

(1) What generalizations. If any, can be drawn from a 

comparison of the basic assumptions (particularly regarding 

the nature of artistic process) contained within the six 

art education textbooks reviewed? 

The following is a list of assumptions unanimously 

made by the writers of the six textbooks: (1) art (as 

process, but more Importantly, as a comprehensive 

experience) Involves what is described as a sort of bipolar 
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action or interaction; (2) art (as process and product) is 

a form of communication; (3) art (as process) is a problem 

solving activity; and (4) art (as product) is the result of 

the artist's intention to create an object having artistic 

merit. In addition, other assumptions, not unanimously 

made by the art education authors, but included in the 

discussion, are: (5) in artistic process, it is necessary 

for the artist to identify with his medium and the 

particular experience he wants to express; (6) the artwork 

Is a "by-product" of artistic process; (7) change in the 

Individual's subjective relationship with man and 

environment is reflected in his art; and (8) the 

acquisition of perceptual readiness for art is essential to 

artistic process. 

In the first level of Intersections, four assumptions 

were made unanimously and thus were deemed generalizable. 

In the second level of Intersections, congruency was 

demonstrated by four of the six textbooks (or 2/3) and the 

results generalized. Assumptions seven and eight comprised 

the third level of intersections and lacked sufficient 

support for generalization, with only two (or 1/3) of the 

six textbooks found to be in agreement. However, 

assumptions seven and eight were briefly included in the 

discussion as they were also supported to some extent by 

Buber. 
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(2) According to Buber and to the authors of the six 

art education textbooks, can an artwork or other Inanimate 

object be considered an active participant In artistic 

process? 

Buber's philosophy suggests that both sides of a 

relationship must assume an active role In order for it to 

become dialogic in nature. In this case, the artwork, 

idea, or medium is considered equally capable of exerting 

its Influence (e.g., by commanding attention visually or 

auditorlally) upon the artist, as he is his own upon it. 

In light of Buber's description of the I/Thou dialogic 

relationship, is the artwork also treated by the six art 

education writers as an active partner or participant in 

artistic process? In the views of the art educators, the 

artwork, idea, or medium is clearly and consistently 

presented as the artist's passive partner in artistic 

process, with the artist assuming the role of active 

partner--a situation which Buber would most likely describe 

as the monologue of I-It. Therefore, Buber's concept of 

I/Thou and the views of the art educators remain at odds 

over the question of degree to which an artwork or other 

Inanimate object can actively participate In artistic 

process . 

(3) What Is the nature of the relationship between 

artist and visual artwork, specifically as It is revealed 

through comparisons between Buber's view of artistic 
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process and those views promoted by the art education 

textbook writers? 

Although the art education writers all, to varying 

degrees, assume artmaking to be a problem solving activity 

or behavior of the artist, Buber firmly declines to agree 

with that assumption. Dialogue, as he defines it, does not 

and cannot involve the action of one partner upon the other 

as in most cases of problem solving, but rather results in 

mutual action occurring between participating, 

reciprocating partners. Several of the textbook writers do 

describe artistic process as "Interactive" In nature; 

however, that interactive relationship is still presented 

as primarily a function of the artist or Individual, in 

which he is encouraged and/or expected to exert his will 

upon a largely passive, dependent partner (i.e., medium or 

artwork), thereby achieving his goal and/or experiencing 

personal satisfaction. 

Conclusions 

There are a number of conclusions which may be drawn 

from the comparisons made In this study between certain art 

education methodological assumptions and the particulars of 

Martin Buber's philosophy of relation. The following 

conclusions act to Illuminate and/or expand aspects of art 

education's theoretical base as It pertains to the nature 

of artistic process. 
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General Conclusion. Following the application of a 

philosophical metaphor of relation to a set of 

methodological assumptions regarding the nature of artistic 

process, the general conclusion of this study Is: In the 

past, art education textbook methodologies based on the 

pragmatic tradition, have generally tended to focus 

primarily upon the psychological, practical, and technical 

nature of an individual's artistic process and/or 

experience, rather than on what might be termed Its 

spiritual and humanistic aspects (I.e., man's responsive 

participation in dialogue with a Thou and those behaviors 

commonly and historically associated with man, 

respectively). Teachers thus prepared, tend to approach 

the teaching of art from a lopsided base, affecting their 

students' attitudes, beliefs, and values regarding art for 

years to come. 

Specific Conclusions. Specifically concluded are: 

(1) Art (as process, product, and/or comprehensive 

experience) necessarily Involves or is a type of bipolar 

action or Interaction. The exact nature of such action or 

Interaction remains In question. 

(2) Art (as process and product) Is, among other 

things, a form of communication. The nature and purpose of 

such communication remains unresolved. 
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(3) Art (as process) is, among other things, either a 

dialogic relationship or. a problem solving activity (I.e., 

the two are mutually exclusive). 

(4) Art (as product) Is, among other things, the 

result of the artist's Intent to create It. The nature of 

such artistic motivation and the extent to which the work 

Is influenced by the artist's Intention remain unresolved. 

(5) Identifying or establishing dialogical relation 

with a medium and a particular experience the artist wants 

to express. Is considered a necessary, but not sufficient, 

condition to artistic process. 

(6) The artwork is, among other things, either the 

"by-product" of artistic process or. an essential actor in 

the creative event (I.e., the two are mutually exclusive). 

Additional Comments. Conclusions drawn from the 

seventh and eighth assumptions cannot be generalized, due 

to insufficient support found In the art education 

methodologies. 

(7) Change In the Individual's subjective relationship 

with man and environment Is reflected In his art 

(Lowenfeld, Feldman, Buber). The nature of man's 

relationship with the environment and the means by which It 

affects his art remain unestablished. 

(8) The acquisition of perceptual readiness for art Is 

a necessary but not sufficient condition to artistic 

process (McFee, Eisner, Buber). The issue of how children 
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are to be taught to view or perceive the world remains 

unresolved. 

Summary of Conclusions. Using philosophical inquiry 

via the application of metaphors to existing theory, has 

been shown to be valuable for purposes of illumination and 

clarification of basic theoretical assumptions directly 

influencing the teaching of art. Art education textbook 

methodologies have generally tended to focus primarily upon 

the psychological, practical, and technical nature of an 

Individual's artistic process and/or experience and less on 

what might be termed Its spiritual and humanistic aspects. 

This study has specifically concluded that artistic 

process involves or is a result of a bipolar, interactive 

form of communication, which may take the form of either a 

dialogic relationship or a problem solving activity. In 

addition, it was concluded that the art object is a result 

of the artist's Intention to create It and Is produced, at 

least in part, through his ability to Identify and/or 

relate to a medium and some particular experience he wants 

to express. As such, the artwork may be considered, among 

other things, either a "by-product" of artistic process or 

an active participant in it. 

Implications for Art Education 

The several points upon which the six art educators 

unanimously agreed and which Buber supported, suggest that 

Buber's concept of relation as a model for artistic process 
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is not an altogether radical or preposterous one for art 

education to theoretically consider. However, it must be 

noted, the finer points of Buber's divergence from the 

writers' positions (e.g., the nature and purpose of art as 

a form of dialogic communication rather than as the 

recording, reporting, or presenting of visual Information), 

are considered crucial to the occurrence of true dialogue. 

While art is frequently taught and emphasized as a means of 

communication In the schools, and while dialogue (In the 

usual sense of the word) indicates the presence of 

Interactive communication, artistic endeavors in the 

classroom are generally not approached in the manner of 

Buber's genuine dialogue. This suggests the need for an 

expansion of current teaching behaviors or techniques 

(i.e., modelling, valuing. Inquiring, challenging, guiding, 

etc.) to include alternative ways of helping students learn 

to relate in a deeper, more meaningful dialogic fashion to 

artwork and/or the environment. 

In debating a return to basic issues within art 

education and with the Increased attention currently being 

placed on Integration of the artistic disciplines (i.e., 

art criticism, art history, art production, and 

aesthetics), many leaders in the field have purported a 

need for reassessment and redefinition of professional 

goals and directions (Chalmers, 1987; Dobbs, 1988; Duke, 

1988; Eisner, 1987; Hamblen, 1988, 1989; Hausman, 1988; 



184 

Kaufman, 1989; Lanier, 1987; Smith, 1986). This study 

would seem to support not only the call for a careful 

reassessment and expansive redefinition of the field's 

goals and directions, but a thorough reexamination of art 

education's existing theoretical base as well. 

Also Implied by the conclusions of this study is the 

need for development of art education courses within higher 

education, dealing specifically with aesthetic (In 

conjunction with psychological) theories and the roles they 

play in determining what one actually teaches and/or learns 

about art. Although several new art education methods 

textbooks have recently appeared on the scene, additional 

texts are badly needed by the field, particularly those 

which will provide prospective teachers with a deeper 

understanding of the comprehensive art experience and its 

formative effects upon the Individual's physical, mental, 

and social environments. The basic assumptions contained 

within these new textbooks, specifically regarding the 

nature of artistic process, should be carefully examined 

and compared to those which have gone before in order to 

obtain a clearer picture of the field's philosophical 

underpinnings and Its proposed educational directions for 

the future. 

Specific Implications for Artmaking. This study has 

been primarily concerned with, but not strictly limited to 

the relationship occurring between artist and artwork 
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during artistic process. Implications for the making of 

art Include that of placing a new emphasis on the artwork 

as an essential participant In the dialogue of both the 

artistic process and the comprehensive art experience of 

the individual. From start to finish (I.e., from the 

artist's initial encounter with a percept/concept through 

the Interaction between a viewer and the final work), art 

would seem to be a bipolar, dialogic activity. As such, 

greater care is implied not to unnaturally interrupt or 

prematurely foreclose on the fragile process of such 

artistic dialogue by separation of art classroom activities 

into precise categories of production and response. Also 

implied. Is the need for some sort of sensitive assessment 

of the Individual's response to or dialogic interaction 

with his work during production activities, rather than 

focusing exclusively and quantitatively upon the technical 

merits of the finished product and/or the achievement of 

behavioral objectives. 

Specific Implications for Art Criticism. Within art 

criticism methods, careful attention to an achievement of 

balance between the twin response activities is implled--

l.e., a balance between objective assessment of the work 

and subjective Interpretion of It. Buber's thought on the 

waxing and waning of the I-Thou relationship also has 

significant implications for the nature of a viewer's 

involvement with an artwork, and thus for possible 
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adjustments to art criticism methods specifically 

addressing aspects of that same viewer's Initial 

confrontation by a work and his subsequent response to it. 

Recommendations for Further Study 

Recommendations for further study call for a more 

thorough investigation of art as a bipolar, interactive 

form of communication. What is and what is not considered 

communication as well as its purpose (especially as these 

issues pertain to art) need reexamination in view of 

redefinition. In particular, the traditional constructs of 

to whom, by whom, and between whom artistic communication 

Is directed or occurs are also In need of reevaluatlon. 

Too, additional analysis of and attention to the ways In 

which children are taught to perceive, communicate, and 

Interact with both animate and inanimate others (i.e., 

aspects of the environment, pets, toys, persons, ideas, 

artworks, etc.) is indicated. Such investigations are 

essential to development of an adequate understanding of 

artistic perception and communication, to arrival at a 

clear definition of the specific roles these two activities 

play In the operation of artistic process, and finally, to 

enhancement of a student's comprehensive artistic 

experience. 

Comparing and contrasting the effects of a 

practical/problem solving approach to artmaking (as It 

affects students' artistic attitudes) versus a 
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dialogic/response approach to a discipline-comprehensive 

art experience, may reveal important indicators for more 

effectively addressing the needs of the whole student and 

his individual differences within the art classroom. 

Inquiry of this sort Is prerequisite to any reconsideration 

of an appropriate balance between philosophical (i.e., 

aesthetics) and psychological approaches to teaching and 

learning in art. 

Additional investigation is needed into the question 

of degree to which the artist's motivation may be 

Influenced, altered, and/or interrupted by his response to 

the evolving art object, or by its response to him during 

the course of artistic process. Extensions of the field's 

qualitative research base into the dialogic process by 

which an artist comes to identify with or relate to his 

work, the medium, an Idea, the environment, etc., could 

suggest important directions for refinement of existing 

Instructional methods and/or development of new ones for 

art education. Increasing the frequency with which 

philosophical inquiry is actively employed as a research 

method within art education can further serve to illuminate 

and/or expand the field's theoretical base and enhance Its 

professional standing within the educational community. 
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