Copyright is owned by the Author of the thesis. Permission is given for
a copy to be downloaded by an individual for the purpose of research and
private study only. The thesis may not be reproduced elsewhere without
the permission of the Author.



FULL RAMF:
JEAR:

A thesis presented in partial fulfilment
of the requirements for the degree of
M.A. in Bducation at Massey University.

Cray Clayton

1976



Grateful acknowledgenent is here made to Mr Stuart A
Middleton, without whose help and enthusizsm this
work would not have existed, Mr Middleton ga-ve
gladly of his time and considerable expertise as a
classroonm teacher to help bring this research to
fruition,

Acknowledgement is also made to Professor
R 8 Adams, Mr Peter Smith and professor L M Smith
for assistance and encouragement in formulating the
design of the research,

i1)



Acknowledgements
Table 0Of Photographs
INTRODUCTION

AESTHETIOS IN EDUCATION
Introductory
Historical Considerations
Inter-disclipinary Considerations
Applications in Fducational Contexts

METHODOLOGY
Introductory
Structural Requirements
Cooperation
DPata Collection
Data Analysis

RYPORT

GENERALISATIONS
Introductory
Teaching Style
Pupil Attitude
Modes of Visualisation
Aesthetic Involvement

CCNCLUSIOKS

BIBLIOGRAFPHY

24

25
26

b1

63
63

888

7



TABIF OF PHOTOGRAPHS

Frontispiece preceeding pege
The Classroon
Plate ITI

"The class were split into ,.s EYOUDPE eee
to prepare scripts®

fhooting began on Wednesday morning
"Shooting went well"

Plate VIIX

1

43

57

59

62



whon

=}

o

~
a

Gcray

b
:
£y

%

[




Gray Clayton 1.

s JITRCDUCT LON

In recent years, schools ad educationalists have
shown en ingreasing awareness of the function of
educational media in the claseroom, V¥hile much
educational media is concerned with presenting or dise
pleying inforunation es an aid to learning, there has
aiso been an increasing awareness that film ( or
television) preduction can play a useful part in a
school curriculun, (fee, for example, Sereen Rdugge
Xion (1963),

A wealth of inctructional texts on film use
abounds, but almost all of 4t 1s concernmed with
preseriding appropriate methods for 'handling the
hardware' 4in order to utilise a group of novices in
produeing & film, (Downde, 1938; Roberts & Sharples,
1971 ete), '

However, in loo:ing for theoretical stances on
which to base filmenmaking sctivities, one discovers
that there is an important, and boaic omission in the
literature, Some theorists (Meluhan is probadly the
best known) have made bwoad assations about the effects
of media use, some research has beea done on the
peyehology of media use (see Mimlaret, 1966),
research existes iu reloted areas such as the psychoe
logy of perception (Vernoa, 1971; Ittlesen, 1968)
Crombrich & Cregory 1973 ete), philosopy of acsthe-
tice (see Rader 193¢ for example), but all this work
is periphersl, or supplementary to our main conoesn
unere, which ie involved witi a rationsle for rilm
use in the classroom,

It is here assarted that 1t is not sufficient
to bage odlegtives for film use on extant theories
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which are based on other concerns (perception,
aesthetics ete) nor on a generalised estimation of
possible media effects, Vhile these may be laporte
ant ingredients to a theory of film use, a statement
of the likely outcomes of film use in the classroon
should surely be btased on classroom activities as well,
This means that, instead of planning class activities
on theoretical stauces of the outoomes we a-ssume
apply to filmemaking, we should find out what
outcomes (and processes) do pertain to filme-making
classes, Then will be the time to apply knowledge
gained from other research,

Tom put it more simply, DBefore deciding %o
make films in schools, it is surely good practice to
have reasons for doing so. We should have some ideas
about what effects are likely to ensue from such a
course - S0 we cen base teaching practice on methods
designed to maximise the learning opportunities
aveilable, and kmow what objectives it is realistie
and appropriate to hold,

The first step in deciding reasons for making
films should be (it is suggested) to exaaine the
process of clagsroom filmemaking as it currently
existe, in order to gain some insight into the
educational apportunities which appear to exist, or
which seen feasibvle,

The next step is to utilise research from appro=
priate areas to gain information on processes and
methods which can be utilised, and to gain some
indica-tion of the likely effects of these Processes,
with regard to the, already decided, odjectives of
the activity.

This current exercise was concerned to obsorve
a filmemaking class in action, and to record the
progress of the clase in such a way as to provide
data from which can be identified areas of concorn
which anpear to be eppropriate in outlining a
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rationale as e basis for providing a field from
which feasible objectivea for clussroom film-making
can be selected,

A discussion on the advantages and limitations
of this type of exercise, together with an outline
of its method, appears in Chapter 3 of thls papers
tMethodology ',
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2i  ARSTHRTIOS IN EDUCATION

LNTRODUCTORY
Film meking is not merely a practical activity,

Making a film is not merely a matter of following
construction instructions (like building 'kitset!
furniture), it is also an art, All films, even
*technical filma', are concerned with presenting
pictorial corea tions in such & manner as to make theiyr
perception a 'pleasing'* occurence, 'Pleasing' is
not a wholly satisfactory concept here (see footnote hmim
below), and the fact that & concern has developed
intrying to objectively identify the action of
ereativity in film production indicates the need for
this section,

In that some of the energy expended in film
production is necesparily creative energy, and some of
the response to produced filme is emotional, it seens
appropriate that some of the objectives utilised in
conducting a film course be concerned with operations
in an eesthetic domain,

Unfortunately, no ‘assthetic domain' has been
identified in a way which can be clearly utilised in
thie discussion, ZEloom's (1956) "Affective Domain®
contains some criteria which might apply, but as
excellence is an important factor in aeathetioc
Judgenents, 1t is clear that cognitive factors apply
- and peychomoter skille are not unimportant, at least
in producing artifacts of aeathetic worth,

* Pleasing 1is not here meant to infer pretty (chocolate
box') pictures, but emotionally satisfying or
appropriate, (S0 that 'good' horror movies can de

more emotionally satisfying « or horrifying <

than 'bad' horror movies,)
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Further, it can be argued that an 'aesthetic
sense' ca:not exist, in that agreement as to asstetic
worth must be allowable in a theory of aesthetice, It
ie less tha n pufficlent to say that there is object
ively 'right' and 'wrong' art: that those with a fully
developed 'aesthetic sense' will always identify
right art as good,

In view of these complexities, i1t has deen
deened adviseable to include here a brief consideration
of the place of aesthetics in educa tion, and in
particular, to identify the emphasis this writer places
on aesthetic objectives, 80 that their consideration
in the report of the clasa's film-uaking asctivities,
and in the Coneclusions reached can be assessed,

RICAL COHSIDERATIONS,
ere io & consideradble literature concerned
wvith the nature of sesthetic values or aesthetic
experience: some of itconcerned with explaining ite
effect in implenenting or recommending Pine Arte
programmes in schools, or integrated arts prograsmes
based on Visual Arte (such as Fducation through Art
progrannes), Interestingly, very little of this
investigative and expository prose has any aesthetie

value ftself, It has not alays been so,

Sir Philip Sidney's 4 defence Of Poetry (written

about 1581) descrides the poet's function, and that
of his work, in a way that stretches and manipulates
the langua-ge, setting up intonations through
connotations which act themselves, as much as the
factual descriptiones contained in the bare words, tos
explicate notions of sesthetic worth,
"Among the Romans a poet was called vates, which
is as much as a diviner, forseer, or prophet ,.., ®0
heavenly a title did that excellent people bestow
upon this heart-ravishing knowledge ... Only the
poet 4.4 lifted up with the vigour of
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his own invention, doth grow in effect another
nature, in making things elther better than
nature bringeth forth, or, quite anew, forms
such as never were in nature, as the Heroes,
Pemigods, Cyclops, Chimeras, Puries and such
like s« That im to say, & representing,
counterfeiting, or figuring forth « to speak
metaphorically, a speaking picture - with

this end, toteach and delight,"

In the late e¢ighteenth and early nineteenth
centuries Coleridge and Yordsworth were wrestling
with complex ideas about thie way language and
emotions interact in experiencing literature, In

Biographia Iiteraria, Coleridge saye:

"It has been before observed, that images
however beautiful, though faithfully copied
from na-ture, and as accurately represented in
words, do not of themselves characterise the
poet, They becone proofs of original genius
only asfay as tuey are modified by a predomine
ant passion; or by associated thoughts or
images awakened by that passionj or when they
have the effect of reducing multitude to unity
or succession to an instant; or lastly, whea a
human and intellectual life is transferred to
them from the poet's own spirit,®

a principle he tried to put into practice, for example

in "pejection: An Ode" (VII)

".ee Thou Actor, perfect in all tragic sounds)
Thou mighty poet, E'en to freusy bold}

What tell'st thou now about?

'Tis of the rushing of an host in rout,

With groans, of trampled men, with smarting
wvounds -

At once they groan with pain, and shudder with
the cold}

Put hushy There is a pause of deepest silence}
And a2ll that noise, as of a rushing erowd,
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with groans and tremulous shudderings - all
is over -

It tells another tale, with sounds less deep
and loud}

A tale of less affright,

And tempered witn delight,

As Otway's self had fremed the tender lay, =
'Tis of a little child

Upon a lonesone wild,

Not far from home, but she hath lost hexr ways
And now moans low in bitter grief and fear,
And now screams loud, and hopes to make hex
mother hear ,.."

"The poet, described in idesl perfection,

brings the whole soul of man into activity,

with the subordination of its faculties to each
other, aceording to their relative worth and
dignity. 1lie diifuses a tone and spirit of
unity, that blends, and (as it were) fuses,
each into each, by that synthetic and magical
pover, to which we ave exclusively apiroprias
ted the name of imagination, This power, first
put into action by the will and understanding
and retained under their irremissive, though
gently and unnoticed, control (laxis effertur
habenis) reveals iteelf in the balance or
reconciliation of opposite or discordant
qualities: of sameness, with difference; of
the general, with the concretej the idea, with
the image; the individual, with the repre=
sentative; the senee of novelty and freshness,
with old and familiar objects; a more than

usual state of emotion, with more than usual
order; Judgement ever awake and steady selfe
poasession, with enthusiasm end feeling profound
or vehement; and while it blends and harmonises
the natural and tue artificial, still subordinate
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art to nature; the mamner to the matter; and our
adniration of the poet to our sympathy with the

poetry,"”

Again we can turn to Coleridge's own poetry for an
exemplification of these proposals, From "Dejections
An nde" (V) 3

".ee JOY, virtuous lLady} Joy that ne'er wae
given, /Save to the pure, and in their purest
hour,/Iife, and Life's effluence, cloud at

once and shower, _

Joy, Tady} is the spirit and the power,

Which weddin; Nature gives us in dower

A new Parth and a new Heaven,

Undreamt of by the sensual and the proud =

Joy is the sweet voice, Joy the luminous cloud =
We in ourselves rejoicel

And thence flows all that charms or ear or sight,
All melodies the echoes of that voiece,

All colours a suffusion from that light ,.."

Pron a ILiter ag

"A poem ig that species of composition, which s
opposed to works of science, by proposing for

its immedinte object pleasure, not truth; and
from all other species (having tais objeet in
common with 1t) it is discriminated by proposing
to itself such delight from the whole, a« ie
compatible wit: a distinet gratification from
each component part,"

In short, Coleridge is concerned with the operation of
wvords in stimulating the 'ima inationt'! of the reader by
"the pleasurable activity of mind" excited by the
regenplastie” qualities of the worde and phrases
chosen, And tiis he sees as a prime concern, From
Biographia Literaria;
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® see if in after time I have sought a refuge
from bodily pain and miemanaged sensibility in
abstruse researches, which exercised the
strength and subtelty of the understanding
without awakening the feelinge of the heartj
8till there was a long and blessed interval,
during which my natural faculties were allowed
to expand, and mi original tendencies to
develop themselves: my fancy and the love of
nature, and the sense of beauty in forme

a nd sounds,"

Wordesworth and Coleridge, who were neighbours,
worked together on "the two cardinal points of poetry, ikm
the power of exiting the sympathy of the reader by a
faithful adherence to the truth of nature, and the
power of giving the interest of novelty by the modifying
colours of imeginstion® (Ibid), Together they
planned The ILyrical Rallads which Wordsworth
eventually produced alone, And despite Coleridge's
seening refutation* of the "Freface to the Second
RPdition", much of the epirit of the writing agrees
with his own publisghed views,

From the "Preface to the Second Editions®
"The principle odbject,$hen, which I proposed
to myself in these Poems was to choose incidents
and situations from common life, and to relate
or deseribe them, throughout, as far as

*# "yith many parte of this preface in the sense
attributed %o them and which the words undoubtedly
seem to authorise, I never concurreds but on the
contrary objected to them as erroneous in principle,
and as contradictory (in appemreance at least) both to
other parts of the same preface, and to the author's
own practice in the greater number of the poems

themselves," (Diographia Literarias)

MAGSSEY UNIVERSITY
LIBRARY
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Poseible, in a selection of language really
used by men; and, at the same time, to throw
over them a certain colouring of imagination,
whereby oxrdinary things should be presented to
the mind in an unusual way; and, further, and
above all, to make these incidents and pituse
tions interesting by tracing in them, truly
though not ostentaciously, the primary laws of
cur nature: chiefly, as far as regerds the manner
in which we associate idese in a state of
excitenent, Low and rustiec life was generally
ehesen, beceuse in that condition, the essenw
tial passions of the heart find a better soil
in whieh the: can attaln their maturity, are
less under restraint, and speal a plainer and
more eaphatic langusgep because in that
condition of 1ife our elementary feelings cow
exist in a state of greater simplicity, and,
consequently, may be more accurately contemplated
and more forcibly communicated: because the
manners of rural 1life germinate from thooe
elementary feelinges and from the necessary
craracter of rural oeccupations, are more easily
comprehended; and are more durable; and
lastly, because in that condition the passions
of men are incorrorated w.th the beautiful and
permanent forms oY nature,®

¥ordsworth sees the "purpose® of his poems as
being to *illustrate the manmer in whi ch our feelings
and idesas are assoclated in a state of exclitement®
{Ivid), He deseribves the production of poetry thuss

*1 have said t .t poetry is the spontaneous
overflov of powerful feelings: It takes ite
origin fron ewotion recollected in tranguility
the emot.on is countenmplated 4111 by a species

of reaction the tranguillity gradually disappears
end an emotion, Lindred to that which was before
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the subjeet of contemplation, is gradually
produced, and does itself asctually exiet in
the mind, In this moocd successful composition
generally tegina, and in a mood similar to this
it is carried ony but the emotion, of vhatever
kind and in wvhcotever degree, from various
cuauses 1s quolified by various pleasures, 50
that in deseribing any passions whatsoever,
which are voluntarily describved, the mind will
uron the whole be in a state of enjoyment, Now,
if Nature be thue cautious in preserving in a
state of enjoyment & being thus employed, the
Poet ought to profit by the lesson thus held
forth to him, and ought especlally to take
ecare, that, whatever passions he communicates to
his Reader, those rascions, if his Reader's mind
be sound and vigorous, should always be
accompanied with an overbalance of pleasure,*
(Prom "rreface To The Lyrieal Ballads%)
And tuere is ample evidence in vWordeworth's poetry to
support these yrineiples, (See "The Prelude¥, or exw
amples from The Jyrical Jalladg such as "Simon Lee",
Michael®, "iines Composed A Pew Miles Above Tintern
Abbey" ete,)

In the nineteenth century, John Ruskin preached
the need for a reswa:ened artistic faculty to an
Industrialising ¥angland, Conce:trating on painters,
sculpters and arcnitects as exenplifiers of the age's
artistic endeavours, he saw civilisationéntering a
erisis of ugliness and wrote a2t length on the need
for aesthetically saticfying environments as a social
necensity,

"] s-ay that the art is greatest which conveys to the
mind of the gpectator, by any means whatsoever, the
greatest number of the  reatest ideas; and I call an
idea great in proportion as it more fully occupies,
and in occupying, exercices and exalts, the faculty

by wnich 1t is received,” (¥rom lodeym Painters)
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On the pereevtion of art, he sayst

*ind thus, unless the minds of men are particue
larly directed to the impressions of sight,
objects pass verpetually bvefore the eyes without
eonveying any inpreseion to the brain at all g
With this kind of bodily sensibility to colour
and form is intimately connected that higher
sengibility wnich we revere as one of the chief
attribvutes of 21l noble minds, and as the chief
epring of real toetry, I believe this kind of
genoibilit, may be entirely resolved into the
acuteness of bodily sense of which I have been
speacing, associated with love, love I mean in
its ianfinite aud holy functions, as it embreces
divine and human  and brutal intelligences, and
hallows the physical perception of external
objects by assoclation, gratitude, veneration,
and other pure feeliigs of our moral nature, And
although the discovery of truth 4is in iteelf
altogether intellectual, and dependant merely on
our powers of physiecal perception and abvetract
intellect, wholly independant of our moyal
nature, vet tiese instruments (perception and
judgement) ore so sharpened and brightened, and
so far more swi tly end effectively used, when
thes have the ener.y and passion of our moral
nature to bring them into acti n - perception is
#o quickened Ly love, a.d judgment so tempered
by veneration, that, practically, s man of
decdened moral sensation is always dull in his
perception of truth.* (From Mod

saer L el CRLLIIUEE )

80, in eriticising tue *dead void of uniform grey" de-
pleted in "the dAietant city on the right bank of the
river in Claude's Marriage of lseac and Reobecea, in the
wational Callery™, he sayst
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*Nature would have let you see, nay, would have
compelled you o see, thousands of spots and
lines, not one to be absolutely understood or

or accounted for, but yet all characterietie

and differeat from each othery breeaking lights
on shattered stones, vague shadows from waving
vegetation, irregular staing of time and weather,
moulding hollows, sparkling cesements; all would
have been there; none indeed, seen as such, none
comprehenslivle or like themselves, but all
visible; 1little shadows andéd sparkles, and
scratehes, making the whole space of colour &
trangparent, palpitatlng, various infinity."(Ibid)

The conclusion he works towarde, and which foirms a
basis of all his writing is stated, in Modern Painte
thuss *that the greatest thing & human soul ever aocl
in tiis world is to gee something, and tell what it
saw in a plain way, Hundreds of people can tell for
one who can think, but thousands can think for one whe
ean see, To see clearly is poetry, prophecy and
religion* ell in one®, I understand this to mean
that %"eeeing® in thnis way is "poetry" in that 4t

is to recognise besuty in the natural world, It is
prophecy in thet this eilaorged porcepntion enables us
to order our world by recognising a reality (infinity
in each spot) which makes general principles apparvent
to us which are availablie for application in social
nanagement, Divinity becomes apparent in the combinae
tion of these facultlies,

This brief, and somewhat superficial overview of
pone exploraticns in aecthetics in other times than
our own disploys, I believe, a concern with values and
emotions which have proved difficult for social
sclentists to isolate, In our time Social B¢ience
peens to have acguired a reputation for dissection

* Underlining is mine.
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and atouisation us a means to identification, and
measurement &s a way ol arriving at, or meving towards
description and rediction,

In order to more clearly see the field in
wiich soclal scientiste are curreantly eperating, let us
consider, briefly, some of the directions which the
peychology of percention end the payecholeogy of aesthee
ties are currentlyfaking, There are, of course, nany
other areas in which reeseawch is pertinent to this
theme (notably studies into Creativity) but these two
topies will suffice zs.illuastration,

Researchers in the psycholegy of perception,
following general theorists such as Tiaget, and early
researcliers such as Ames, have used illusions as 'tools!
for discovering procssees of percention and for
providing key ideas and facts about reality. Associae
tion, or correspondence is & key tern in this fields

"iiere appears to be identifiable evidence that
what we see is deteruined not only by whatevey
is "out there” but also by what we contribute
thru our own activities of looking and seeing®
(Ames in Ittelson (ed) 1568, Pg.13).

Barly experimentation coreisted mainly in identie-
fying which combinatlio @ of events typically promoted
wihich verceptions, Carmichael, Hogan and Walter
(1932) showed that characteristic modifications were
mede in a subject's reproduction of shown drawings
a-cgording to the verbal inforwation given at the
drawing'e pregentation,

Osterdieth's 'Complex Pigure! test (1945) demone
sirates a developmental aspect of perception from
perceiving disereie counponents to perceiving whole
fizures and relating interior details to thelr Tunction

in the conplex {is;ure,
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Hore recent resenrch has foeoussed on how

these effects might be produced from a physiclogiecal
or neurological point of view, BRlakemore, Muncey and
Ridley (1971) explored a process termed 'adaptiont
(1f they a-re revetitively shown z stroag stinmulug,
most neurcons rapidly fatigue and cre lees pensitive
to further etimulation) which can sccount for the
gradual ‘disapearance' of a high contrast grating,

In 4hls paper in Illusion in Heture and 533(1975)

Colin Dlakemore concludee thus:

In less than a century physiology has nade cone
siderable advance in the understanding of
perception, V¥e now have a good idea how one
sees shape and movemgnt, position and sige,

and even how stereoscopic vision works, On the
otner hand Lt is imposeible to comprehend how
the monocular perception of distance is achieved,,
Hew methods eare expanding the experimental
assazult onthe brain, Bxtraordinarily sensitive
anatonical methods, following ‘the vassa. e of
radiocactive naterids through individual neurons,
are tellin: us more about the connections
between cells, New physiological techniques
allow the injections of substances onto or into
single neurons to try to discover their
prepertiec, "

Some progression from global towards microscow
pic analyeis can, I bvelieve, be discovered, In the
field of psychological aesthetics the major concerns
2 pear Lo be global oness questions of method and of
appropriate fields or avenues of enquiry, Perhapse
this indicates the comparative sparsity of study in
thie field unt:1 recently,

In 1959 M,A.vWallach noted that "most experimental
psychologists have shown .. 1little interest in the
study of aesthetics" and proposed "an approach to
aesthetics which will generate questions answerable
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to pevecholozieal experimentation ... (to) operatione
alisc and teet views on the nature and function of
art,"

C & Mace (in Osborne (ed), 1968), proposes an
intere-reliance between psychology and aesthetice based
on hypotheses tiat aesthetics ®"opens the way to a
dietinetively human payehology in which peycholegical
needg are elearly distinguished from the sinpler
vhysiolosical or biological needs®y and that
explanations of concepts sueh as "Acsthetic satisfaote
ion " ma  be sought in psychole ical terms such ae
t.oal Terceptst'.”

In 1973 Martin 5 lLindauer, in a carefully
documented article titled"Towards a Tiberalisation of
Experimental Aestietics®, noted that "although
¥allach's comments were made over a decade &yo,
experimental aesthetics nas still not emerged as a
major topie of psycholozy®, He notes a variance
between a reductionist, atomiotic approach of mos$
peycholoszical studies dealing in aress related to
aesthetiec concerns, and the broader, phenomencloe
gieal approach he sees as being inherent in most
studies in aesthetics, lHe proposes "several reconsidere
ations and reformulations of experimental sesthetics see
concerned with ite methodeological and conceptual
aspcets®, Notable that "tue ri ors of experimentaw
tion and the precision of gquantification need not be
sacrificed in tle foce of the phenomina characterise
tice of the asesthetic experience® and "The empirical
use of non-objective aré +4(28)s. & reasonable
compromise between tihe necessary artificiality of
the labvoratory and the richness evoked by various
forms of art in realistic settinge,” "These
nethodelosieal extensions to reseurch as a result of
aosthetic considerations = the inclusions of stimulus
and response dimensions of art other than complexity
and preference, tie addition of different types of art
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and taske for subjects - attest to the conpatidility
of aesthetics to scientific enquiry,®

Before leaving thie brief overvievw of some
avenues of engulry into cesthetic concorns, mention
must be mede of the moet common approach to aesthetie
questionss the philosophic discourse, Major philosoe
phical questions abound in the area of aesthetics:
what is beauty? What counts as an aesthetic experience?
To what extent are the emotional response of the
audience or the adjudged ‘worth' of the work of art
relatively impgrtant in deciding the aesthetic value
of the experience?

Por the purposes of this exercise, it is not
nceessary to limit ourselves to any varticuler school
of thougihte It is sufficient to note that these
quostions exist, Ve do not need to confine our undere
standing of taesthetic wérth' to one sehool but ecan
accept the totality of ideas and persuasions that
enconpass the whole field of aesthetics, Ve can accept
all the ideas tihat are pertinent to aesthetics as
poesible evidence for any case, Cholces between
pversuasione have to be made when decislions for action
are made., Such decisions are best made in the light
of gll the availablie evidence,

At this point it is sufficient to recognise that
the philosophy of aesthetics comprises a vast literaw
ture wnich, by tiie nature of its sise, depth and
complexity furnishes us with a wealth of veasoned ideas
and goneerns on which to base decisions together with
warninge of sonme of tus implicaticns inherent in

taking thome course: of action,

We can now lock at this brief overview of
aesthetic concerns and try to ldentify factors which
may be worthy of consideration in a modern, educational
context, Two dimensions have been explored:
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& longitudinel?, historical dimension and a broader
toroge discipline' one,.

Aesthetic concerns have a history as long as
man's own, The interesting facet of tuis is that,
wiile time and progress in many fields (notable
scleatific fields) have let to 'improvements' and
new ideas which have superceded old ones, ‘*artistically
valuable' worke produced by philosophies of bygone
azes tend to still be resarded as artistically valuable
now, ¥ihatever we think of the reasons for holding
those philosophies, we tend to still recognise their
aesthetic vianility,

The concern of nost achdemic studies seems to de
to make disciplines accountable - to explain and
retionalise then, And tiis {s evidenced by tue
incrensing amount of research identified in the ‘eross
discipline! part of this sumnexry,

The effect of such rationalisation, when it is
applied to physical or concrete phenomina, tends to
bring to light fectore which support or refute the
vasle ideals held ebout the structure of that entity,
So that every refutation has the effect of throwing
into doubt those basic ideals,

Xow, seathetics are lorgely a matter of value
judgements. %o while the objects, or beliefs which are
held waluable mey be liable to these changes in basic
ideals (as with changes from Classical to Romantic act)
the quality of t e values themselves remain independant
of those chanzes, This enables us to admis® both
surrealiem and @truscen art a:d to recognise both
schools as belng sesthetically valuadble,

Pduecation, of course, is a somewhat pragmatio
diseipline: what is needed in the classroom are
courses of agti n ased on viable reason, Two guestions
apply, then, with regard to sesthetic objectives in
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educationt) 4s thie a concern which should be part
of an educational enterprise, and
i1) 4if it is, then how does a teacher go

about menaging 1t?

It woul-d be .osaible to write a very long
paper on the question to what extent'educati-n' implies
asstheotic elements and whot they night be., It is
suffiolent for tiis exercise to recognise that creaw
tive activities gre <fostered as nurt of the programne
of educational institutionss schools and universities
do teach art, music, poeiry writing ete.

The second guestion is of direct relevance to a
course of film-making, In that films expresse and
communicate thelr maker's ideas in an abstract form
which infers that those L1deas are menipulated in the
medium for effect, it is safe to sugcest that film
production infers that asesthetic judgcmont! night
properly be called on in producing and viewing the end
product, And if producing film requires cesthetie
Judgments, it would ccem proper tiat teaching filme
making should ideally require that the teacher consider
the management of his students' sesthetic values,

To return to the second question, then: how, and
to what extent should a teacher direct his pupils
agetnetic Judgements, Two extremes can he dismissed
&s impropers To direct students to hold a particular
value as right and to produce a work which the
teacher directs as bLein, valuable, per se, is
inappropriate becsuse, in effect, the pupil's values
are not belng coneidered; and, as this section has been
at peine to demonstrate, mno particular ideal can
rightly be considered the intrinsically correct
ingredient of any aesthetlic experience. Om the oher
hand, it is equally improper for the teacher tolde
nothing', but accept a'!l content without regard to
value Jjudgements, fcr the reasons discussed in the
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f=—the previous paragraph,

It bas been shown that mesthetic value ie
independent of particuler beliefs but that it relates
to personally held volues, It has also been shown that
it ie possible to identify some of the elements invole
ved in both the exominetion and the production of work
ap aesthetic, To what extent, tien, are we abtle to
formulate grounds for holding objectives with regard
to pupils! seetheilc productions”

It is the contention of tils writer that'aesthe=
tiec value! is 2 real phonomenon, and further, that
aesthetic judgements can be made about imaginative
creations, It ig susgested, as value judgements have
been popited as important ingredients, that the extent
to which these are held may be & factor in the
aesthetic quality of the process and its outcome, It
ta further suggested tint, while it soems possidle
thet eontinued research may identify the nature of
aesthetic processcs nmore cleerly, it may be of leas
congern to the classroon teacher that he understand
thege processee ae o means to providing guidlines for
appropriate agti m than that he be aware of the nature
of the process as o means to understandi.g the meaning
of (and therefore operaiing with) the concept
Yaesthetic) .

In faet, in view of the nature of sesthetic
judgements as exaniied throughout this seetlon, 1%
seems somewhat inappropriate that ‘cookboek' guidines
to teaching actionbe formulated, Some concerns should,
however, be fanillar to teachers proposing to manage
the ore:tive undertakinge of their students, These
could be summarised as followe,

(1) student action is iapordant, It hes been

gu gested tiat it is insulficlient for the teacher

to directly zontrol the content of the work

produced,



ii)

i)

iv)
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Value Jjudgements should be held by students,
While it is not necessar;, or arpropriate,
for the teacher to direct what values should be
held, he sghould ensure that the student holds
the purpose of his endeavour in some value,
Teacher awareness of aesthetic principles and
concerns is important, In view of the nature
of the aesthetic enterprise, i t would be
beneficial in mana ing pupils' progressif the
teacher was familiar with many aspects of
the place of aesthetics in education, as
swanarised here, sothat his judgement of
actions taken in his classroom may be suprorted
by evidence from tl.e many areas which have deen
identified as being pertinent Yo that concerm,
Complexity, It h:8 been suggoested (Richards,
1929) that some of a work's acsthetic value is @
function of its complexit;, Tiis night be taken
to mean that an element of the work is ‘complex!
to the extent t.at it interacts or interrelates
with other elements and with the viewer's fund
of experience and knowledge, =0 as to present
associatin g of jreater intrica-cy among that
experience ant knowledge, Towarde this end, the
teacher con encourage students to reason the
connectione between elements in thelr work, thus
providing an iacrese-ingly complex network of
associations,






