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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



Cray Clayton 19,

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,




Gray Clayton 22,

31 METHODO? .

Given the purvose of this exercise (to examine a
process 0 classroonm llm-poking in order to gain some
insight into the educulional opportunities which
appear o exi -t or whicn seem feasilLle' -~ gee !'Introduce
tion') decisions had tv be made concerring the method
wiich should be used to ccconplish tuis examinsation,

Having asserted that it is not sufficient to base
objeetives for Tilm upe on extant theories based on
other ¢ ncerns nor on e eralised estimations of
possible media effects, and having set the task of dige
covering what processees and outecomes do pertain to film
meking clesees (pee 'Tntrcdvcticn) it would seem
inaporepriate to mount & research exercise designed to
ascertain the occurre ce or non=occurrence of particus
lar phenorena in Filme-making clugeeg in genersal,

T™he type of study underta:en, which can be
described as & particiyant/noneperticipent obse-rvational
study , was chosen because it seemed to offer the best
chance, given the objectives set and conditions
pertaining, of providin; informetion of the type
sought,

The structure o the study was based largely on
the methodology outlined by &mith and Geoffrey in
their book The Co-plexities of in Urban Classroom (1968).
The following quotations from that book ere presented
e a brief and scmewiat superficial summary of concerns
taey had arnd positions they encountered which seen
pertinent to thi: study,

They state thelr primary intent as being *to
descridbe the silent lan uage of a culture, a classroom
in a slum school , so that t .ose who have not lived 4n
it will avpreciate its cubtelties and complexities,
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flecondly, we wanted to develop a scientifie language
about the phenomenon for more productive research about
ites functioning, PFinally, we hoped to state
hypotieses that are worthy of intensive verificational
investigatvion®, (¥hile tine emphasis in this study is
more on the third of t.ese 'intentae?!, the basic
nethodolo,y used still seeme appropriate,)

The yrocess concerans both the observer and the
teacher, "The teacier, who had an inside look at what
was going on and why it was goins on and the University
inveatigator who Lad an outsidorto view of what wae
happening and why it was happening” (Ibid)

"The puwrpone of the principle investigator was
two fold, Me wanted to look at the "real world®
and desceribe 1t carefully and in congideradble
detail, "™en he wated to back away and
conceptualise this 'real world' in broader,

more abstract terms that would de applieabie

to any classroom," (Ibid)

*"The protbdn of blas, or opreconception, is a

eritical one, Melinowski subtly captures the

point we are trying to make:
'G00d trainin. in theory ... is not identi~
eal with bein: durdened with "preconceived
ideasy +evse¢ TPreconceived ideas are
pernicious in any scientific work, but
foreshadowed problems ere the main endowe
ment of a gscientific thinker, and these
problems are first revealed to the obeerver
by hie theoretical studies,' (Malinowski,
1922, p 8«9 ,.)

In effect our nets were spread to catch some
elusive quarry, At tue same time, partly because we
were 80 unsure of how one "ought to behave" in
teaching thece children, we tried to be a2lert to
novelties, inconcruities, and new ideas, Serendipidy

was one of our goals,” (Smith & Geoffrey, 1968,)
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*The fimal stage of snalyelis in the field
conslets of incorporeting individual findings
into a generslised wmodel of the mociel system
or organisation wnder study or some part of that
erganigation, 7The oonceprt of social system is @
basie intellectual tool of modern sociklogzy. The
kind of participant observation discussed here
is related directly to this concept, explaining
particular social facte by explicit refevence

to their lnvolvement in a complex of ianter-
connected variadles that the observer constructs
aa a theoretical model of the 6rgnn1lat£on. In
thls final stage, the observer designs a
deseriptive nodel which best exvlaing ¢t e data
he has asseabled,* (Becker, 1958).

The way in which this stance was incorporated
into this rresent study cen now be 6utlined more
specificelly,

AL RPOHUIR]

Before observations could begin, 4t was necessary
to gein access to a class engaged on a filmemaking
course, Two concernms & ply te thig, apparently
simplistiec assertion, Firast, the ¢lass should be of
e type which would illustrate the [ilmemaiing process
in as *typical' way as vossidle, Tt was decided that
classes sut of the norm may not yield information which
would Le seen to be ertinent to schods generally,
(This is unproved, and in fact this observers experience
with Speeial school and Special Class filmenaking
classes would lead him to suspect that geeral
theoretical considerations applyin: to Yspeoial!
cases are also pertinent to 'nommel' cases,) In any
event it was decided to avoid extremes, such as
classes which haditually worked from ‘formal' English
textbooks exercises and 'production' classes run by
expert film-maiers, Aef & search for the 'normall
elase would probably prove unproductive, & e¢lass which

did not appear excepti.oma!ly a-typical was chosen,
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Secondly, a nd aore ifuportantly, the cooperae
tion of the teacher, and the school, was esasential,
fs the teacher wes required to play an important role
in the total eaterprise, it was iqaperative that his
objeetives for nis c¢lues did not cilast with the
obaerverts objectivas for hie rese vcu effort,
furi.ermore, the teacher wae reguired to be sufficle
ently au falt wita tue rescarch ailme and sufficiently
interested intueir successful accomplishment to
cooperate fully in the running of the exercise, In
the event the final choice of teacher, class and
school proved very fortultous,

COOPERATION .

In order to record the "real world" situation
in tho classroom as 'realistically' as possidle, the
observer's notes were augmented by a full tape recorde
ing of ever, leason and a‘aorioa o’ interviews with
the teacher between each lesgon. The administration
ataff cooperated in providing full access to the
achool®s facilities aud to the @chool itwelf and the
teacher provided opportunities for the researcher teo
maet other staff and Yo explore the school, Thies
cooperation enabled a more detalled 'picture! of the
clange's activities Lo be drawn than would have been
powsible without it,

DATA_CO1LTRCPION.

The obesyrver met with the teacher before the
course started, During these interviewsthe teacher's
wlng aad objectives were ocutlined, and the processes
Lo inteded to use vere sxnlained, Between each lesson
the teacher commented on courses of action he had taken,
'e elso outlined his decisions for future lessone (new
obJectives occasioned by particular phenomena which
had developed, or actions designed to further the
a-ttainnent of exinting objectives.) Some of the
information from these interviewswas recorded in note
form, other was incornornted into the Summary




Cxray Clayton 264

Observatuddas & Interpretations recording for that day
(see below),

The observer attended every class btut did not
take part in cless cotivities, He recorded the actions
of the class and the notes written on the chalk board
as fully as possible, These constituted the rield
Notes, A tape recorder was used ineery class to
record as much of the verbal interations as possible,

Immediately after each class, the observer
recoried on tape 'Summary Observations & Interpretaw
tiong' which consisted of his understanding of the
eonduet of the cless, On these tapes such thinge as
enotional attitudes were commented oun with the intent
that evidence be sought from the Vield Notes and
clags tapes at o later date, These tapes (the Summary
Observations,,) do nct represe:it coucrete data, but
are & means Tor alding any later synthesis or
abvstraction,

Some still photographs were taken of the eclass
at work, and their fi-isheé film exists as a record of
their achievenent, ¥xanples of the clasa's work
(their Pilm Diaries) a:d the completed 'soriptt of
shooting: cards, as well as tne answer sheets to the
Pupil cuectionaire wore also collected,

DATA AVALYEIS,

A conscious effort was made to defer analysis
and to put off maki gy definitive conclusions while
the project was proceeding, This was done totry €o
avoid the production of "pre-gonceived ideas", To this
and, we attempted to make a record of 'what aotually
happened! without making any assertions of a
theoreiical nature, lowever, on the grounds that
this might prejudice an attenpt to formulate
theoretical proposions fwhich was the object of the
exercise) the Sunmary Observal lons & Interpretations
tapes vers coupiled ap a separate entity from the notes,




Oray Clayton 27,

After the course, & report was to be written,
using the Tleld Notes and chissroom tapes as evidence,
From this evidence, and using the 'Sunmary ﬂbﬂ'ﬁ"tiﬁﬂ'oot'
tapes where necessary, generalimations were to be
generated which would Ve chegked wiith the data, Where
tie date indicated that these ge eralisations held,
they would be reportsd,

Prom the data, and any gereralisations it genex=
ated, positions could be stated which might illustrate
educational opportunities which appear to exist in
film-making classes and possiblg areas which might
prove productive to further research,

The two concerns walch seemed to warrant particuw
lar attention were those reported in Smith and
Geoffreys (1:68) as (i) tue problem of biss or
preconception, and (i1) the'two realities problem,

The 'two realities problem' points out that the
rpeal world® and tne researcher's data are not one and
the same, The 'problem? e¢xi-ts because it is from
the date that gereralisations are made and models
built, The 'Summary Observations .. tape is one
attenpt to generalise from the 'real word', Ite
failinge ave veadily evident (the tape is recorded
after the cluss; tue effort itself endangers the
oboerverts ability to reecord objectivelyy 4t is
danzerous to more ceneralisations on small amcunte of
evidence etc,), however, it is esserted that its benefits
(of imnedimey, actuality ete) can make it a worthwhile
aid -~ to an observer a-ware that there are limitavions
to the exercise he is undertakin., However, the use
of this technigue (making Summary Observations &
Interpretations) does not eliminate the probelm, and
21l assertione made from a etudy of this kind should
bear this faet in mind,

™he secocnd problemt of bias and pre-conception,
required a careful and continual check on the
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observer's recording sctivities, The distinction
made, by “alinowski, boetween pre~conceived ideas and
foreshadowed thou;hts is an important one, In order
to extract 'pertinent'! information from a body of
data, one must haeve some notions of what might be
pertinent (and to what ends), One should also have
access to this 'pertinent! information in the data,
To thie extent, forevhadowed thoughts are obviously
functional,

Yor exauple, our concern (o understand the
nature of the aesthetic involvement component of the
exercise led to a prior examination of the nature and
extent of the field of inforzetion seen as possidly
relevant (see 'lesthetics in Edueation'), Arsmed with
the *foreshadowed thou:shts' generated by this
exonmination, data recording proceeded - the observer
intent on recording what actudly happened, dut alert
to actions which night cast light on the nature of
aesthetic involvenent by the class, :

The congern of the observer should be to prevent
these 'foreshadowed thoughts' from excluding informae-
tion which might either refute them or suggest a
pertinence to other phenomena which are not appropriate
to thelr immediate concern,

To this end, an attempt wes made, in recording
data, to abetain from any aetion which might be

termed gynthesis or abstraction, The attemnpt was to
record sctual events and to leave model building

until later, The classroom tapes exist as none
inferential recorde of the portion of conversation ete
available to the nicrophone, The Field Notes, while
obviously selective (one physically cannot recoxd all
the 'real world' ) were recorded with the conscious
intent of recording (but not analysing) all that might
possibly be 'pertinent', and as much as possidble of
anything else,
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A concern which is also worthy of consideration
is that surrounding t.e phenomenon of 'Observer
Interference', It can be posited that the existence
of an observer, and observational apparatus (recorder,
note bods ete) 4in itself alters the nature of the
real world! he is observing, vhile this cannot be
refuted, it does not imply that studies of thie
nature have no value,

The only way to be really sure that the ‘real
world! is not being contaminated by observer interferw
ence is to not obeerve it, The next bect thing is
to hide the obgervation apparatus, Now, apparatus
(including observers) can be hidden physieally (e.g.
behind one-way glasses) or by naking them increasingly
unobtrusive, Both have drawbacks, To physically hide
observers is to exclude them from participation in the
‘real world! being observed and to limit what they
can observe, To keep a n observer unodbtrusive aleso
inposes limits on his ability to observe.

The real question is not whether the observer is
interferring with the real world situas-tion, but how
much, Would tuc phenomena observed have been different,
in a way which would matorially * effect the outoomes
reported, had the observer (or his equipment) not been
there,

In the case of tnis present gtudy, the observer
sat apart from the class and took no part in the
agtivities of the class; his recorder was set up
unobtrusively anong speakers and record players which
woere kept in the class and he consciously tried to
take no part in either the instructional progremme
of the teacher or t.e classwork of the pupils, To
attemnpt to measure the scope of his interference, a
pupil questionaire was completed at the conclusion

* 'Mattrially‘ is decided with regard to the
objectives held in mocunting the observation,
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of the course and is reported in the 'Report' chapter
of this paper,

SORCLUS TONS AND REZCRT,

The method by which data is reported and conclue
sions made has been outlined in the previcus (Pata
Analysis) section, In that the process is essentially
a syntheslsing and abstracting process, great care
has to be taken thi.at ohenomena reported do relate to
the actuality of the "real worldw,

To carefully substantiate each assertion would
require that all the information from the data bde
presented as evidence. Clearly, to do less than
include all the data in the report is to make assere
tions which are partly the result of the researcher's
analyeis (rather than concluding generalisations
from extant particulurs),

In that the analvsis of the data is an important
part of this study, it is clarly inappropriate to merely
present the datay some analysie must be done, The
problem is to decide how much data to record as
verification of the ascertions made,

™m this study it was decided to use data illuse
trativelyy so analycls is 4llusirated with examples
from the date, Tuis is clearly not substantive, and
was undertaken on the following rationals

i) The data remains extant and can be referved to
in settling any queries, It seems pointless to
overburden this, already lengthy document by
reproducing information which is already avallabdle,

i1i) The nature of tiis study is illuetrative, or

suggeative, rather than assertive, As no
specific conclusions ere claimed, but rather
suggestions made about phenomena which appear
worthy of attention, the need for substantial,
conclusive evidence geemns somehow less impera=

tive, TuLe fact that a phenomenon occurred is of
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interest in itself; it ls not necessary at
this stage to prove that it always occurs or
what conditions prouote it,.

The next chapter then, the 'Report!, attempte
t0 record what happened in our film-making slass and
presents illustrative evidence for assertions made
where it seems necessary for the following chapter,
the 'Ceneralisations', PREverything in the report is
taken directly from the data collected,




Cray Clayton 51

4+ REPORR

The 'practical'! part of this exercise began with the
process of choeing & clase and a teacher to work with,
™wo main restrictions applied: that the class not be
notiooahlr a-typieal and that the school and teacher
be willing to cooperate in the exercise (as mentioned
in the previous chapter) also it had to be close
enough to the observer's home for him to visit it
casily,

The first school approached was willing to allow
the exercise to proceed, but the teacuer allocated to
the project wae not willing to introduce & new couse
into his programme,

The seccnd schoel had an Bnglish Department which
had come to include filmemaking as part of its regular
programme, The Head of Department wav keen to take
advantage of the opportunity to use 16mm equipment
and materials, On the cbserver's second visit to the.
school, to arrange & t.me to start and a class to
obaerve, the teacher whose class was eventually
observed took advai.age of the lead of Department's
teuporary abeence to offer his own classes for the
project,

The project, then, was undertaken with a let of
enthusiasn andgood will on the part of the school and
its English Department, This necessarily affected our
ability to take full advantage of every opportunity to
tinfiltrate! to some extent into the school's activities,

™yo brief meetinge with the teacher preceeded
the first clecs, These were concerned with clarifying
our aims and objectives in broad outline and with
arranging proceedural mattera, As our objeetives
proved compatible, these meetings, in fact, resulted
in statements frum esc. which were agreed to by the
other,
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The teachers position on filmemaking classes
can be driefly summarised as "opportunities for students
to engnge in a visuasl mode of languege manipulation
which requires written work in several styles, together
with owal work in the form of discussion, and drama,®
His emphasis is on the preduetion of written and oral
language which film production facilitates,

This observer's objectives were to observe and
record np much as possible of what ogours in a filme
naking class in a 'real! school situation,

¥We we-re both able to accept each other's aims
without requiring any restraints on either's activities
to facilitate our objectives,

The research did not require that the classbe
any perticular age or gtream, In fact, the less
specialised or a typical the elass, the more realistie
we consideredthe 'picture' which cculd be generated
of filmemaking classes in general, And, while this
does not pretend to illustrate normal trends, it was
considered that the clase was 'unexceptional' enough
for useful observations to result, The teacher chose
a thixd form class which had not made a film before,
and with whom he had plamned to make a film before
the end of the vear,

mhe first lesson observed was the first lesson of the
third torm, This observer arrived early enough %o
td:e to the teacter, briefly, about his intent for the
plan of that dey's leseon, This became a regular
pccurrence, Usually, immediately before each lesson
the tescher outlined to the observer the activities
he intended to pursue, Oceasionally this was done at
the end of the previous lesson, After each lesson,

& brief resume of the work and the progress of the
clage was held and any factors which might influence
decipiong abeut future cetivities were mentioned, The
obaerver endeavoured not to influence any of the
teacher's decisions, except to point out technieal
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requirements of e uipment and material use, (The
teacher was experienced in the use of Smam filmemaking
equipment, but not the larger 16mm formet equipment
and materials,)

By the ti-we the class arrived in the classroom,
the obeerver was alveady pomiticned at the desk he
haditua’'ly used end hic recording equipment wvas set
UDe
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Tue desic uged by <he otserver was in fact a table
on one side of the class wuere recoxd players otc were
stored, It wac not one of the pupilst! desgks, it was
not new furniture iuntroduced into the room and 1t
gave & ood view of the whole class and the teacher
wihlle eneblin; the obuerver to be apart from the area
o! usual clagsroon iatercctions, Thuls i{a born out in
pupil responsec to the guestionalre ut the end of the
cours€ 4in which 14 out of 25 renlies to the guestion
"yaps Mr Clayton in the way - did his mresence change
your behaviour?" were variations of "No, we forgot he
was there", or "Ho, I didn't really notice him" and 8
replied "No" or "lo he didn't (the other 3 replied
e helped", "He helped Terry with the canera®
(taught him to operate it and "he helped alot",)

This is one indication that the obdserver's effect
on the class weas ninimal, The teacher confirmed that
the clase behaved 'norzally', It can be argued that
the introduction of any observer toc a social situation
has an effect on tiat situation, In this case it is
pogited that the effect was minimal encugh for obsere
vations made to be treated as representative of the
real life situation of the class,

The first lesson was introduetory, Tue observer
wvag lutroduced and hls purpose stated, The class were
told that they were to make a film, and spent the
period delineating some of the requirements and
rectrictions whioch misht apply and deciding the kind
o film they might make,

The class sit at 5 large tables and =much of
their work is done in the groupe formed by tuese
tables, The teacher would typieally introduce & topie
and then outline its requirements by calling for key
ideas from clasz menbers, bullding the information 4in
note or diagram form of t e board , then set some work
relatin: to it for groups to do, DNach group seemed
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to have ite own informal leader who organiged the form

or direction of the discussion (while not necessarily
providing ell the information needed), The teacher

would eirculate durin_ these discussions, listening

and occasionally joinin. in, and then call for order

to amalganmate ideas, illustrate ideas which seem to

be causing some problems, or to record progress so that
the entire class kept some cohesion towards producing

one product from several groups' consensuss (See Fig, TI)

This had the effeet of making the pupils partici-
pate actiively in all agpects of ti e course, The film
which wae produced at the end of the course was,
therefore, largely their own work, and wae perceived
by the class ap being entirely their own work, The
teacher's role could be loosely deceribed as 'director!,

Apart from the first 20 minutes of the firet
period, during which tive the teacher outlined the
Lasie process necessary for making a‘ftln. there was
almoegt no oceasion during the entire course where the
teacher acted as 'lmowled, ¢ resource' and told t e
pupils indrmation which they were supposed to accept
and 'learnt,

Pour guidesheets were issued which outlined the
process necessary, and some of the technical language
used in filmemaking, Apart from these occasions, the
teaching style used waec to draw information, opinion
and suggestion from pupils and to make the pupils
repponsible for as many declislions as possidle,

One of the interesting factors of this course
became evident very guickly in the first few minutes
of the first lesson: the clase's enthusiasm and
congentration, The response to the teacher's announcee
ment that the elacs vas to make a film was a general
'"bugs' of chatter, some excited "ooh's" and smiles on
the faces of &'l the pupils whose faces I could see
at that moment, The Summary Observations & Conclusions
tape recorded immedicately after the lesson statesg
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"The amount that got done in this one period was
really quite phenomenal, The kids all seemed ‘on
tagk' most of the time, and aus the leeson went
on, 4it seened that interest was generated more
and nore, The kids reslly seem very enthusiastic
about what they are doing,"

This 'positive! attitude was obvious throughout the
course, and the teacher remarked on several occasions
during the course that the elass were well involved in
what they were doing and were working hard and
enthusiastically,

Having had the film-making procese outlined to
them, the eless worked on decidin; on the type of film
they would make and the subject they would treat,
Apart from physical limitations imposed by the teachert

1) that tuie film be 3; to 4 minutes duration,
i1) that the class should *do everything* involved
in making the film,
111) that it be black and white and
iv) silent,
other limitations came from the class as groups ‘ree
ported' decisions to the class,.

The firet to appear, and a concern which was &
feature cof much of the early work, was that the film
be "feasible", The clage kept a vigilant check on
the enthusiastic inmainations of some members, The
fourth limitation was challenged by a girl who asked
wvhether a tapedcommentary could be produced, and that
linitation was ammended by acclamation,

By the end of the first period, the class had
cone through four 'group decision making and reporting!
progesses and consencus had been reached that thelr
£ilm was to be a dramatic comedy, They were now
faging the task of thinking up an appropriate situae
tion and events,

In ine with i objeective to enphasise written
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work, the teacher sct homework (the announcement

of which was grected by a few dismayed "ooh's® ) =
that each pupil write up & 'diary' of the day's
decislons (which was to be kept for the entire course)
and that they "work on specifie ideas for a plot©,

Most pupils kept their diaries for most of the
co.ree, although several reminders were necessary in
the earlier lessons to achieve a majority of those ‘up
to date', After the early reminders, emphasis on
diaries was reduced, At lot of writing was dome, but
most of it peemed to be in constructing and revising
vlot cards and scripts.

The secondpart of the 'homework' was done very
conscientiously and it sguickly became evident (as a
quick cheek with & pupll after the second lesson
vevealed) that a lot of discussion and decision
making wac going on out of class time, ®so that pupils
cane to glass with ideas ready for mresentation to
the whole class, and'lobbies' formed, of small groups
who orgonised themselves to influence the class
towards their preferred suggestions,

For the first 2% minutes of t.e second period
(on the 2né day) the teacher showed examples of
films made previously by other classes at the school,
The class watched tlem attentively, After the filme,
the teacher as-ked for thoughts on possible topics
for their film, Irmediately ome pupil suzgested making
& film of a pop record and another suggested the vecord
"Newecastle Song" be used,

It quickly became obvious that the majority had
already decided that they wanted to do this, and,
after a brief classdiscuseion on the meaning of the
conecept, groups were set to decide on & fredtment
for their film, A few fragmentary discussione on
possible incidents in the f£ilm resulted, which were
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interrupted by the end of the period, The teacher
announced that the clase could appoint two 'eo=
directors' on the next day and the class ended,

" Newengtle fong"
(The words of the song, which is a monologue

with a mueical chorus, are reproduced here)

Introductions
*pont! you ever let a chance go by, oh Lerd,
Dontt you ever let a chance go by."

Sequence 13
"Course up in Newcastle they have very strange

mating habite, 211 the young wonmen of Hewcastle
wilc down the main street, which is called
Hudder Street (for reasons which will become
cbvious later on in the mong)s and all the
young men of Newcastle drive down Nudder Street

in their hot FJ Holdens with chrome plated grease

nipples and doudle reverse overhead twin cam
door handles, sitting Seabreast in the front
geaty and thev lean out the window and say real

ecool things to the Sheillas on the footpaths « like,

er « Gtdayl

And every now and then, of course, one of
the young ladies thinks to herself "Coer® she
thinke, "Unn® -

Choruss

Don't you ever let a chance go by, oh loxd,
Pon't you ever let a chance ge by,

Pon't you ever let a chance go by, oh lLord,
Doa't you ever let a chance by by,

Sequence 21

Anyway, there waes this mob of blokes driving down

fudder Street in the front eeat of the hot PJ

with chrome plated grease nipples and twin overe
head foxtails - and the coolest of them all (who
got %o sit near the window) was Young Nowxm, They

pulled up outeide the Parthenon Milk Bar, And
Stendi:g outside the Parthenocn was thie
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beautiful looking sheila, "Ooh ... Ooh$" said
Young Noxm, who'd come top in his class in
English, "Oohii" he said, 8o he leaned out
the window and he said, real, real suave like,
he said "G'day,."

This nine~foot-tall Hell's Angel came out
of the Parthenon Milk Bar, He looked at Norm and
said "0Oh, what are you?"

Norm said "What are you?"

The bloke on the footpath said "Do you went a go,
do you, eh?"

Norm said "Yeah, do you want & go, mate?"

The bloke on the footpath said "Yeah, I'll have
a go."

Noxm said "Do you know who you're picking?"

The bloke on the footpath said "No, Who'm I
picking?®

Norm said "You find out, matel"

And all of a sudden there was a break in
the traffic, And as every young Newcastle lad
knows, when you're being monstered by & ninee
foot-tall lell's Angel, and there's a bdreak in
the traffic ...

Don't you ever let a chance go by, oh lLord,
Don't you ever let a chance go by.
Don't you ever let a chance go by, oh Loxrd,
Don't you ever let a chance go by,

{ REPEAT LAST CHORUS )






cray Clayton 44,

The following day the guestion of 'teaching
style' was further illustrated in the teacher's effort
to turn over control of the entire enterprise to the
pupils,

After a brief introductory period, when diaries
were checked, Co-direators were elected, The teacher
directed the procese of voting, the class nominated
and voted for their own choices for Directors.

This part of the lesson was conpletely teachere
directed as far as decisions on the processes which
should occur were concerned, It was a happy, produce-
tive exercise with good nstured banter from most pupile
about the outcome of the elections,

Polloving the electiona, the record (which had
been brought to school by one of the pupils) was
played, Then the teacher asked the Co-direcectors to go
to the front of the clase and "take over” the process
from there, The teacher had agreed to be coopted as
Production Seecretary and was to keep notes on decisions
made "just as one of the group,"*

The result of this action was an immediate 'freese’
by the eclass, who quickly lost all impetus for progress
and spent some tine worrying about unrelated evente
(*vho will be the nine-foot ilell's Angel®, "where will
ve get a car?" ete) but ceemed unabdble to devise and
follow & general scheme which would (1) help them
progrees towards sclutions for these problems and

(i4) provide a
means for accomplishing the activities necessary to
complete the film,

This lasted 1 5 « 10 minutee until someone
suggented they hear ihe record again, The teccher
plaved the Yecord and then listed its structure on the
board - he had resumed his role ae divector of
activities, and this st le was maintained for the rest

of the course,
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It 13 pure gpeculation to puece at reasons for
the class's inadbllity to be self directing, It can be
argued that half a period 1s notl long enough to decide
that the pupil-directed process wus not working, and
that, given more time, they might have completed a
very satisfactory {ilm, It was definitely noticeable,
however, (to the teacher and to the observer) that
the 'atwosphere' of the class was more vital and
productive under tracher guidance and more bewildered,
uncertain and incohesive without it, It does also
seex 'common sense' that a clees leayning a new
process, profit {rom some guidance in the management
of that process, -

The problem of the role of the teacher, or the
teaching style, wss an luportant iesue for the teacher,
and is commented on more fully in the chapter on
Generalisations (sud headed Teaching Style),

Another, related, problem arcse at this times
tThe Car Issue', 'The Car Issue' eventually split
the e¢lass into two fagtions, and may have identified
particular cognitive processes in individuals which
would provide interesting material for further study,

One girl, Loulse, raisedthe question of dorrow-
ing & car %o uge in the film, About the sane time one
of the boys, Craeme, suggested using bieyecles or
wheelbarrows and making the £ilm a 'spoof'! on the song,
Sides were quickly tazen, and for the next three
periods Craeme's Set lobiled for a spoof film while
Touise's Set lobbled for a direct illustration of
t.e song, A further complication was that Iouise's
Set had declided tiat the vehicle most easily used was
the teacher's, and he was reluctant to let the class
fremodel! his car, iis dilema was to persuade then
not to deface his car while allowing them to create
their own seript for the film, In fact the problem
was less straightforward than that,
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By lesson four, the class had dbeen split inte
four groups (compoaltion of thelr own cholee) to
prepare cseripts for (1) the Introduction,

(1L) sSejuence 1,

(111) echoruses and

(iv) BSequence 2, (This wasg
soon anended 8o thut the 'Chorus' and 'Introductiont
groups could work togelher), As scripts progressed,
it becwae obvicus LLut tie clavs was divided into
two t pes of seriptwriter, One type seemed to see
the seript being writte. in terms of actual events in
the real world, Lound by 'real' place and time, (e.ge
'The car comes down Broadway, turms into High Street
and pulls up outside Smith's Dairy, Norm leans out
of the car and saye ""'day®* to the girl standing
outside?), ‘This is visualieing the location and
imagining the acticn taking place on that location,
ag il seen by & hovering fly, It is as if the world
were & glant stage and the audience could somehow see
it 2ll, The other tvve of seriptwriter seemed to see
the seript in terms of its appearance on the sereen,
free of 'real! time and place, encompassed in
'filmic' time and space, (@.5s 1 "The milkbar and
girl outside it, 2 -~ The road, girl in foreground,
vehicle ayproaches and stops, 3 « Norm and girl telke
inge 4 -~ Worm and girl in foreground, Hell's Angel
appears behind,) , This is visualislag the end
product in two dizensions, on a sereen, The imaginae
tion is limited by the boundaries of the sereen and
the action ie not continuous in 'fact' but eplit
into 'shots' which form a continuous sequence in
tappearance',

By observing scripts beiag written - and asking
pupile questicnse about how they visualised the preduct

it became arnerent to the teacher, and the gbeorvor
that the two groups of 'reality visualisers' and

V£ilmie visualisers! coincided almost exactly with
those s-ets lobbyinz for a car (reality visualisers)
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and for a snoof (filmic visualisers), There were
two, maybe three (a couple of 'don't know's!
flucthated bYetween setm) who wanted %o use a ecar
(an 'old bomd') and could visualise filmicelly,
but the majority fell neatly into two groups.

How the teacheriu preblem, with regard o the
car use, wviaa compounded by this fact, One ol the
cbjectives oY this course, he decided, was to encourage
pupile to think '"filmically' in oroducing a film,
And, wuiile he shoulin!t interfere with their ineginae-
tive areations, he should encourage excellence in
produgtion, Aud a film which tried to illustrate the
song from a real world perspective was {apart from
being impractical) lilely to be leoe successiul as
an artistic creation than & film symbolising the
song's intent,

Nefore class on the fifth day, I gquestioned the
tercher on this phenonmenon, He agreed that the
observetionn recorded nbove seemed to a-ooly, and
(as we had dipcussed heotween classes) was worried by
the considerations in 'The Car Tssue' that have been
mentioned, e had decided to resclve the issue by
specifically disallow ng the use of a car in the film,
The way he pwonosed %o aceomplish this was (1) %o
$ry "tnai® (a 'qgonmeroial'! extolling the use of
wheelbarrows), 47 thias failed (i4) ¢o
ravolve the Zrouns, (It happened tiat most of the
far set were in the group working on thae first sequence
and most of the Spoof Set were working on the choruses,
Ae the car (or wheeldbarrow) featured most in the first
sequence and least in the choruses, rotating script
rerponsibilities would prebably resclve the issue in
the way he nre-errec) and 4if this failed (4141) nake
an arbitrary decieion for t e class,

In the event, pronosition (1i) worked, and the
class yecognigsed that it had been manipulated into
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providing the '»irht? cnpver, Wren the Qecirion
wes put on the eexrd, (%t vep creeted by & chorus of
¢ood natured 'leering’,

¥hatever the effect of the arbritary decision
would have been is unknown, but the process used seemed
to produce very little ill feeling, or apparant loss
of face for the Car fet, They were & little guieter
for a fow moments (the "ield Notes immediately after
the decislon was made records "lLouise is a bit surly -
she has been adanent about using a car and led her
group in a lobby and lost, Her group doesn't take 1%
ag hard &s she does") and Youlse, the leader was still
a little crestfaller lor the reet ol the peried, but
they all enthusiestica.ly teek port in the production
of the rest ¢f the £ilm, (The next day the PField
Notes record; "Louise wants to know 1{ they can cast
roles (tfhe's ba ck in tle swing of things despite
losing the C&r lodby).

Anothar espect 1llustrated by the Cer lasue, was
the amount of cuteofezehoel thought which obviously
went inte the whole courese. Mertion hae already been
rade of one cceacion when decisions were made out of
elass, TMuplls Wrought to school perts of soripts
written at home, spent tirme copylus outl words of the
song, timing the vecord and srrarging costumes., And
curing the Car Icsue & 'running debate! ocourrvred,

The Cer Sgt propoced thLat the film should be 'like

tio song', the Spoof net contested that it should be
veemic”, the teacher suggested that the types of cay
evailable locelly were not 'realistic' Yolden FJ'e,
The next period the Car Set arrived to announce that
they cculd "dress up & ecar to look like a hot rod with
two overhead foxtaile by using poster palnts and
eollotape® ~ which would come off readily, The teacher
suggested that that may take scme time, The Tollowing
day the car Set contested that "it would also tuke
time to deccrate bikes or wheelbarrowe", The debate
was obviously continuing in class with work going om
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out of clasels duilling up thelr cuie,

Pron period four, the class hegame more and
nore hesvily involved in cweating, modifying and
finishing the seript, The precegs by which this
creative process was schieved ie of interest,

Somé mention uas alrveady Leeu made ol the
teachier's mode of opereation in gulding decisiocus
(See Fig I1)s This appeared to by very effective
in accomplishing seripi writing, The requirements
of the exergise could be summarl ol as followss

(1) Composition of & cohesive, unilfied storyline.
(11) Production of a detailed seoript, iteulsing
iadlvidual shots,

(111) Pupils to be ovecouraged to expldt their own
inaginations in producing a seript which exercises
thelr creative ina inations,

(iv) rupils to be encouraged to aim at excelleace in
producing & 'worthwhile' script,

While there is wr appurent teasion hetween (1)
aad (11) (requirin: aneeific, crntelled, particulaw
produgtion) ond {111) and (4v) (requiring some free
redge to the imaginailion) ‘here appeared to be little
coaflleot or coufue.cu in practice. Tue teacher set
outlines of regulremenis (which were progressively
wore detallod) for smell Saroupe Lo wWoIk ony
cunbinually drawiug (.0 ¢less togetu.r to report
progressy 80 that tLe'coateni! of vach wection of work
was the pupile’ owu, wulle a cohesive unity wos
achieved,

{7agh group wae given a section of the song to
work on, They decided on a goneral theme and reported
to the olass, urinz tuls 'report' session any
inconsistencies between groups could dbe discussed by
the elasa and renmedies suggested, Croups then
produced a storyline Zor their section, and reported
bagk to the elass, This storyline was then divided
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into sequences and finalily chots,)

In an interview with the teacher at this time,
he stated, of this technique s "It's a matter of
tlea ing' them to the point where they can make their
own deeisions, PRach day you hope to lead them less
far -« until e change of task, when you need to show
them the 'new way', All the time you can see the
direction they're going end so ecan guide when
necessary."

By the end of peried four, an outline of the
story had been produced (each group producing its
own section), confirmed by the clacs, written on the
board and copled into their exercise books by each

pupil,
QUTLINE OF STORY

As  Chorus 1
A "chance" (monster) running - is chased by 3
people at a distance of 15 £t (approx.)

B. Sequence 1

Ceneral scene of 'unter's Cormer, Girls walke
ing, boye in vehicle, general scenes of people
hanging around,

Cs Chorus 2

As for Chorus 1 but with 10 people getting

closer,

n. qi' gquence g

Story ae in record, Boys see girl, S8top,
Norm attem ts to chat up girl, Out comes 9' tall
Tell's Angel / challengee boy (VNorm) - argument,
break in traffic - Norm “tal.es off" through gap
in traffic ("Cross Mow")

L. Choxus 3
Large crowd ci.asing Chance, which the, cateh,

FIG III: QUTLINE OF STORY AS RECORDED BY THE CLASS
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Period six started with the teacher explaining
the technical terms listed in the guidesheet "The
Language of Making Pilms" which had been handed out,
and a guidsheet showin: how to fill in a Shooting
Card, Times were recorded for each chorus and each
sequence,

A lot of guided discussion went on about the
method of producing shote, The teacher explained the
process by using the chart reproduced here as Pig.lIV.

He fllustrated the content requirements by
referring to televioion programmes and Vesterns and
compiled shots for an imaginary scene,

This procees was largely expository, with pupil
involvement encouraged by drawing examples from the
clags in order to build on their own experience, This
was the longest teacher-directed session of the course.
It was concerned with explaining the process necessary
to complete o seript and involved no content direction,
Towards the end of tne period, the class divided into
groups to start preparing shooting cards for their
sequence and this process continued during the next
two periode (the second of which, period 8, was
supervised by & Teachers College student as the teacher
was at a neeting,)

By this stage most o the decisions about the
content of the film had been reached and prepering
shooting cards amounted to 'doing the spadework', Most
pupils worked falirly steadily at their caxrds, (all
took part) there was little 'direction' from the
teacher and no need for 'control! as the class vas
busy, invelved in what they were deoing and concentrat-
ing on their work, The teacher circulated around the
groups looking at wnat was being done, and answering
occasional questions of the type: "iow do we time how
long to shoot the sped-up bit foxr?",



r
(¢ | et e
7 "
 d ST
> —
g 1L b b S o T — &
)

_ 2 <3
\_.
\

53,

St gt
BV  SBAMK-ROIRD GHART - FERIOD SIX
eals - Shot
CLod 2 N boer
|! A
TP P———— .
1‘-_&. ¢ e LS e : =
‘.\ ' :"'(C'I\'V'. ‘(“‘) \.‘! b
g s eghon OF O Nl |

Shooting Cards:

A to B} each shot is labeled by number,

' fiCwre Of Shol.

oo

rach sequence is labeled by letter,
The end

result is a "book' of shots A1 %0 ES detailing the
film shot by shost,

uecy:s

SHOOZING CARDS
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The Fleld Notes record "There's a dusy hum 4in
the class -~ like a buey, happy, well organised primary
school class," The Sunmary Observations ,. tape
recorded after period seven recorded ",,the thing that
stood out about today's lesson was simply the
atmoephere of the class, For most of the lesson
students were workin: by themselves in their 3 groups..
and they did appear to work, the conversation was all
fon task'!, they produced work (by the end of the period
their work cards were completed to quite some extent)
and there wae no 'horsing around! ,,.S0 it was a buay
clags, it was positively directed, there was a
happy atmosphere, in faect it was generally a very
pleasant place to be,"

>

Croup work certcinly peemed most effective under
these conditions, Pupils knew what they hadto do,
how to go about it and were positively motivated
towards the task,

For moet of period eight, the class worked in
their groups, prepn ring their shooting cards , Two of
the three yroups had estabiished an informal leader,
Among the pupils working on choruses, Craeme wasg
offering most suggestions, role playing fragments
of the plot as he explained then to other members
and detailing others to work in sub-groups on
speeific parts of the plot. Tracey had evolved as
trecord keeper! ané gencral 'secondein-command?,
reinforcing Craeme's decisions and noting down respon-
sibilities, Iouise's group were under her direction,
but she seemed to be doing most of the work, She
would make decisions on how many shots, of what,
from which anile etc with very little contradiction,
outline the way the card should be filled in, and
direct others to do the 'spade work',

The third group were more 'democratic! - they
divided thelr sequence into lines of lyrie, timed
ther on the record, and prepared carde for each plece
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ef lyrie with each group member responsible for her
own line/lines and ocacl checking with the others as
they wrote that there wos continuity between shota.
Fach group also sent 'scouts" to other groups
regularly to check that the continuity of the entive
work was meintained,

Again, the class worked busily and happily fox
the entire perlod, Shortly before the end of the
veriod, the teacher (who, for this period, was a
visiting Teachers College student at the school for
a 'teaching prectice') organiced an election for
casting roles, WHominations were taken for leading
parts and the whole clace voted for their choice of
actors, COrowd and group parte were delegated to
"the reet of the boys" and "the rest of the

By period nine, the script was conplte and
general locations etc had been decided, Period nine
wag held in the *Irame Room' (& small hall which
could be used for acting clase plays) with the object
of wehearsing some of the acting and trying to
decide camera angles ete, In fact 1t developed into
a briefing session where decisione about exact
locations for each shot were made, The teacher drew
a map of the InbenemSesmaY orcs on the board, went
through the shootin: cards one by one and nade
suggestions or asked for suggestions about where
each eould be acted and where the casera could be,

There was no group work involved here.The
teacher read the directions from the cards, Pupils
su:gested locations and camera angles, The teacher
pointed out occasions where continuity would be
broken and suggested alterations where necessary,
This session also brought to light a few omissions
on the garde (no 'duration' on some cards etc, )
wiiich ecould be corrected as the film was explained
shot by stot, Decisci ons were nasde about props needed
where they could be borrowed from, what costumes to
wear, who shiould operate the camera and the stop
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watehy who should write titles ete,

The period was a tine of drawing together and
organising the detalils wiich had already been made inte
an "organiec whole", It was largely teacher directed,
but, once again, he was dealing with organisation
and leaving creative decisions to the class,

Period ten was the final class hefore shooting
began, It was supervised by another Teachers College
student, as the teacher wae again away, and it happened
to be a Priday afternoon, so lhooting vas left until
Monday morning, 8o this parzed uﬂed to make last
ninute corrections to carde, to draw titles and
anaes props, The camera was brought into elass and
ite contrels explained to the pupils nominated as
canera operators, as it was a 'tidying-up' time, less
serious work wae produced tha-n had been the case
until this time,

Monday morming dawmed wet and gustytbcq}
with rain and the wind howled around
in a fearful temper, Shooting was again deferred until
Wednesdayj,and fresh arrangemente nmade with other
teachers to provide a whole morning's shooting, The
clase continued with other work in the meantime,

Wednesday was a beautiful day - bright sunshine
and hardly any breeze, This observer was at the
TS roodegvous before the clase arrvived,
The pupiles arrived in 2's and 3's, most on bieycles,
son@ in the teacher's car, All were dressed for
their parta.

Neing out of c¢lass, formal observation wae
obviously going to be difficult for both fiking sessions;
the observer had the respousibility of expleaining
the camera operation to the camera operators, He
eloe spent sone time using a 'etill' camera to record
what was heppening in YR plctures,
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shooting began on Wednesday MOTrNing.
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As the group were moving around a lot, the recorder
was given to one of the girls who had no part to play
and she earried it with her - ecapturing a small part
of what was happening (but a different rart from that
seen and heard by the obmerver,). The observer took
ne notes during the filming but wrote up as complete
a record as possible immediately after each session,

Aga-in the teacher directed processes - working
from shot to shot, reading out thn requirements from
the shooting cards, identifying Gxact wm location as
decided in period nine, and using a megaphone to call
out "move® for action to begin, The caneraman chose
bis angles to eateh the action, the production
asslstant timed each shot according to the carde and
the actors acted according to ihe cards' directions,
¥ach shot was 'walked through' once and then shot,
¥hen & mistake ocourred or something 4id not go se
planned, another siot was taken, The teacher also
urged the elase on - ag they tended to enjoy the
novelty of being out of school in a new situation, Left
to themeseives, it is possible that much less film
stock would have been shot, and much more casual
chatter and 'horsing arownd' would have ocourrved,

fControl! wom a definite factor in the first
half hour of this sceeion: mnot to punish bad behaviour,
but to organiee the group into continued activity
gecred %o completing the film, After adbout half an
nour, the classéeemed to become more accustomed to
the new situation and this need diminished,

Shooting went well, 150 feet of film being shot
in W% under two hours, the pupils acting enthusiase
tieelly and with almost no direction,

T™he lest part of this report is taken from the
tape recorded report made after the last day's shoot

ing (Thursday, Day 12),
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went well,
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"The kids really enjoyed being part of it all « they
all Joined in and they all aeted really well, Shots
wore taken with me wetcehing what was going on, taking
8iille, directing the camera and giving occesional
pieces of advice (Iwarmed them that the sped up
sequencs, for exanmple, would have to be overexposed,
or only moderately sped up and they chose the conmie
effect of sped up motion over correct exposure,) I
also relnforced (the teacher) wno had confided to me
tha-% he was a littleuncertain about using the 16mm
format, In every cace that he checked with me that
wioat he was doing was right (which was not often) I
acreed - and, of courss, it wag Decause they've
rroduced a film, which 1s theirs and that was the
object of the exercice, I algo.chatited to some of the
pupile, and, although it's often difficuit to tell,
when you're talking to kids in & one-to-one situation,
whether they're saying what they believe is *right!
and 'polite' conversation for adulte, or whether they
reelly belleve it, they saild that they had really
enjoyed the film-making and 1% had been fun end so on,
It seens it has been an inepiring exercisce for thenm,
{(The teacher) commented to me that 1%t had been an
enjoyable experience and h-e thought they had made a
go0d film,

"The thing I noticed again today, was the
'atmosphere' of the occasion, It is a difficult
thing to talk about in any clear and cohesive way,
but being with those 30 kids today and yesterday had
@ feeling about it somewhat different from the normel
classroom situations 1t was almost like bdeing out
with a large fanily on & feirly ordinary outing (like
ghopping on a Priday night)s It wes not wildly
exciting; but wae enjoyable - it certginly posed no
tareat - 80 the guestion of 'eontrol! was somewhat
altered,

"EBven the happiest classroomns exist in an awaree

ness that the teccher has a zesponsibility (to the
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School and to the pupils) to keep the school's law
and order (to whatever extent may apply in his room),
I felt on this occasion, though, that that awareness
wasn't there, They were being kept in order, (The
tea. cher) kept pushing them on to the next thing,
(much as a mother and father hurry their children wheo
a-re dawdling on a shopping expedition) keeping them
out of the woad ete ,., tut it was almost as if
teacher and ovupil had ts:en on different rolees - or
at least dropped much o their ¥in claso'! rolee,
Pupila were taking more resnonsibhility for their own
actione, joining in activities more whde-heartedly
and peomed to bhe relating to one another more as
adult and youngster than ae teacher and pupil, *
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St CPFRALISATIONS,

IHTRO ORY ¢

Many of the phenomena which have gome to light
ag apperently bdeing pertinant to courses of tiis
nature (filmemeking courses) have manifested themselves
as attitudinal conceras, Far from bringing to light
techniques or curriculum content concerns which act
as important features of a film course, it has
begoue apparent that the important considerations
could well be 'standard' edugational concerns such
as teaching style, pupll~teacher relationships,
classroom atmogphere and pupil attitudes,

One area which does seem to invite investigation
of a paxticular phenomeunon, is the apparent division
of pupile into those using one of at least two 'styles!
of visuslisation in conceptualising the processof their
creative, filmic endeavour, We alse have to consider
the question of manaing the aesthetio dimensionsg of
a film course.

This chajyter will ifdentify aspects of the data
which seem to hold pronise for profitable research
or discussion which will yiald infommation valuable
0 teacuers teaching filnm courses or administrators
planninz film currioculae,

T"hirty minutes into period three, the teacher
cane over to the obomerver's table to play the song %o
the elass again (this wes at the end of the 18 minute
'froesge' by the class, commented on in the previous
chapter, ) and the following conversation took place
between the teacher and observer {guietly enough to
be 'mheerd by the class) 1=
Teachers We're up against a problem here, aren't we?
Obgervers Oh, T think 1t will come right,
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Teacher: Oh yes, I'm sure it will, It'e mostly a
protiem about the role of the teachexr isn't 1it9

Andy, in fact, this 'prodlenm' was a main concern
for the entire course, That i1s not to suggest thet the
course was diffieult to rum, but that many of the
teacher's responsibilities with regard to the running
of the couwrse became appavent as the course progressed,
It would be bemeficial to future courses if they
could be plamned with some prior knowledge of the
nature of the derisions which are likely to have to
be nade,

‘Peaching style! is declded with regardto
objectives held by the teacher, And it became apparent
as the course progressed that the objectives stated
by the teacher at the outset of the course either
inplied a greater range of activitics than seemed at
first to be required, or were not exhaustive.

o

The firet consideration c¢an be seen as a dtere
mination to keep the course 'childeceutered!, There
was to be an emphasis on pupil production (“opprortunie
ties for Wm in ..¢ language manipue
lation® « teacher's position stated in Report
chapter) which would seem to indicate that a formal,
expogitory style of teaching would be inappropriate,
However, i1t appecred that & completely Laisse: Paive,
tdiscovery leaming' approach was not likely to be
entirely successful, on two counts 3§ (4) suech an
approa eh, which was attempted briefly in peried three
(and gee comments on the 'freese' situation in the
Report chapter #) gseens, at best, to be an uneconomie
nethod of aschieving the discovery of & process which
can be taucht by exvository teaching, gulde sheets eta,
and (i1) 4t was
deenmed preferable tuut the class be given a course
structure within which to work, as this seemed to
direct their 'creative energy'! into more profitable
areas, This assumes the existance of an objective

*See paa&”i!, paragravh'¢s "It is pure epeculation,,»
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to the effeet that the work of the class, as manie
fested in its output, should be the result of some
strivings for exoe‘éence. (That there should not
merely be content to the film, but that it be 'good!
content,) The criteria by whichk this excellence is
Judged can be particular to the class and 1te teacher
without this fact effecting the requirement that a
fquality' ingredient existe in the teacher's odjece
tives, (In this clase, 'feasibility', appropriateness
gocial concern and continuity were some of the
parameters of this conecern,) In other words, by
directing the process of the activity without
influencing the content of that process, pupils are
freed of process concerns, and their energies directed
towards creative concerns, In this clase, ¢this also
had the effect of aiding a cohesive production, and
the class seenmed to prefer working in an atmosphere
where they felt they knew what procesees were

expected of them,

The Observations & Interpretations tapes have
several references to these phenomena, Typieal is
that recorded after period nines “Teaching film in
echool seems to require of the teacher an organisae-
tional framework within which the students are free
te set, T.ey need the framework in order to know
the types of activities wh ¢l are appropriate, and
are going to be required of them by the medium, dut
they need to be free within that fremework to produce
their own work, so that, imaginatively, or aesthetice
ally, 4t is their own creation,®

Another aspect of teaching etyle which relates to
the disouseion of the teacher's role outlined above,
is the management of pupil influence in the course, It
has been sugyested that pupils need freedom and
responsibility to act, yet direction and managemen$
in the process of their activities, The tension
between these compatible, but not identical, objectives



Gray Clayton 66,

mnanifests iteelf in a conceran toc manage pupll
responsibility in them, Por thise responsibility

to exist, the teacher muct be eapadble of being
sverruled in at least sone matiers, Thie in fact
cceurred in this study, when the clase chose the
Hewcastle “ong as ithe subject of their film, This
was clearly not the film the teacher had initially
envisaged, DBut the class were able to pursue the
subject of their choice beccuse the teachexr had
decided to allow them to make decisions in this area,

By teaching the requirements of the filmemaking
process in an expository manner, the teacher provided
dirvection and manag-ement of the process,

That the two arees are not mutually execlusive,
however, was illustrated by the concern which arcee
during 'The Car Incident', inwhich aspecta of both
objectives were present, The teacher's decision at
that time wae able to be made in the light of thetwe
objectives suggested here, but finally depended on his
judgenent of the relative outcomes likely from each
type of film, and the extent to which each was likely
to fulfil or negante the objeotives held for the
COUrse,

P T .

A prositive attitude towerds the tasks to be
perforned, is obviously highly desirable in a course
which intende so much pupileoriginated work,

such & positive attitude was obviously in
evidence during this course, ™ipil re-sponses to
the gquestion "Did you enjoy the course® in the pupil
guestiona-ive, were § "Yes", or "Yes, very much,® =«
243 "ro a certaein extent " « 1, At this stage 1t
io possible to do no more than hypothesise reasons
for this phenomenon,

- ‘Novelty' is one poseible reeson, (However,
the school does have a regular filmemaking



Gray Clayton 6T

Programme, )

- 'rracticality? is another: that the pupils
pereceive the exercise as having a concrete
outecome (that it is not only an academic
exercise; that what they are doing has rele=
vanece in the production of a 'real' product)

- The fact that a small part of the course
(shooting the film) involved activities outside
the classroom and also involved the manipulation
of equipment night aleso play ite part,

- The fact thet most pupils seemed to receive a
lot of filmed or televised communications oute
side the school may make film work seem more
relevant to them,

vhatever the reasons for their positive attitude
towards the film-mcking course, it was clear that it
existed, The existance of such an attitude towards the
work of the class can be seen as a factor in the
organisational arrangenent of the teaching style, The
type of groupeworketo-whole-class-declsions management
of the class which occu:red was aided by the fact that
pupils were ready to work together on their project
without constant supervision and direction fom the
teacher, This method of instruction, as has been
suggested (see Report chapter), in ite turn aided the
teacher's objective that the pupils participate
actively in the production of their film,

Purther evidence accrued from the amount of
outeof=glass work voluntarily done by %ue pupils (see
Report chapter), The pupils, then, could be said to
be highly motivated towerde the tasks of the course,

Azother aspect of pupll attitude, allied to
this, and to the previous seetion, was the relatione
ship which exieted between pupils and teacher, A very
friendly atmosphere existed in the classroom, The
toacher habitually Joked with the class, and engaged
in repartees with: upile over events which occurred,
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There was never any maolice obvious on either part

in thes-e good humoured exchanges, The teacher was
quiekk to praise end was enthusiastic about their

class endeavours, Such a positive attitude, of

course, greatly faclilitates the management of clase~
room organisations and also promotes positive attitudes
towards their work,

MOprS COF VISUALISATION,

There is very little concrete evidence for the
phenomenon which apparently manifested itself in the
division of the class inte seriptwriters using two
different styles of imagié& the content of their
produetion, The prhenomenon was obvious encugh for
both obeerver and teacher to accept that it occurredp
and 1t ie obviously a pheonomenon worthy of doser
examination, However, it was decided that it would
not be pragtical to investigste it fully within the
confines ¢f this current research, so it is noted
here as a factor which may play an important paxrt
in & film course, but about which little is yet known,

2 MR

This is another area which was not explicitly
contained in the teacher's ori;inal objectives, but
wvhich became o factor which was having an obvious beare
ing on his decisions as the course progressed, In
particeular, he had %o determine the extent to whiche
pupilts creative endeavours should be directed, And
this brought forth ceveral considerations which seem
to 20ply %o proposels for managing aesthetic endeavours

These are sunnmarised in Chapter 2, visg: studeat
action is important, value judgements should be held
by students, teacher awareness of aesthetiec principles
and concerns ig imprortant, and conplexity is a
factor, It Lo obviocusly necessary for the teacher
to make decisions about the extent and the direction
in which he will direct pupils creative endeavours,
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There is a compliete chanter in this peper concerned
with aestheticey the factors it recises as iesues
proved appropri~te to the course, and decisions vere
made on most of them during 4t,

One factor not dealt with in Chapter 2 dut which
seens appropriate to coasider, briefly, at this point,
is a 'learning componentt,

This exercise was a new experience for the class,

And early efforts at production in most art forme are

often characterisced by two phencmenas

1) A comparitively great concera with managing the
equipnment used for production in the media
(paint brush, cemera, shooting cexrds etec), This
concern diminishes rapidly as excellence
increases - it could be said to bear some
inverse relationship to the comparative aesthetic
worth of the product,

11) A comparitively small knowledge of the intricae
cies of technijue used by ortists to manipulate
the nmedium for aesthetic effect. This phenomenon
could be said to bear some direct relationship
with the excellence of products created,

In brief; ao & class gains familiarity and
experience in making films, they could need less
direction in 'practical! considerations, and.?%hio
experience increases their level of sophistication
in understanding the opportunities for media
manipulation, they could become capable of considere
ing finer points o- tecnique and managing more
subtle nuances in their production methods,

nf course, tuile does not change the teachexr's
role with regard Lo hies need to manage the class's
aesthetic endeavours, This 'learning component' may
bring avout an increacingly sophisticated product
from pupile, but whatever level of ability is
displayed, the teacher must still consider how, and
to what extent, to direct his pupilts aesthetic

judgenents,
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This question was exnlored in Chapter 23 It
is sufficieant to note here that many of the factors
{llustreted in the 'Teaching Stylet! section of this
chapter are concerned with encouraging pupils to
produce imeginative creations. and to strive fox
excellence in their creations, If these considerations
are implied from objectives which arpear appropriate
in running a film-maling course, then the considerations
of aesthetie involvement outlined here and in Chapter
2 would seen to follow,
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61 QONCLUSIONS

Thie exerc:ce .ag been concorned to gain some
insight into the operetion of s film class, within
a classroom situation in an endeavour to attempt to
identify concexms which it might be appropriate to
hold in planning, running or investigeting filme
naking as an educational activity,.

The structure of the exercise has been such as
to identify areas which seem pertinent to such a
congern, It is not sy ested that these areas are
exclusive, nerely tuat tuey seem to exist,

It has Dbeen suggested that filmemakilLg, by its
nature, and by the types of objectives which seen to
be able to be facilitated by it, requires that
consideration be siven td 'teaching style's And
that some styl. es and teacher roles may be more
pertinent than others,

It has been suggested that many pupils tend %o
be positively motivated towards perticipation in filme
making eourses and that this fact can be taken advanw
tage of, both in guiding pupil activity profitably and
in facilitating 2 elassroom atmosphere in which
ereative endeavours can be encouraged.

It has also been suggested that a teacher
attempting to run a filmenmaking eourse, will prodbably
proceed more easily in managing it as an enterprise
of creative production if he holds some notions
about the way in whieh the process and its productts
aesthetie worth should be encouraged and evaluated,
And, further, that these notions will be easier to
sustain and manage to the extent that they are based
on the teacher'es knowledge of extant principles and
theories concerning sesthetic judgements,

T.ese areas of concern stand now as suggestions,
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based on the generallisatlons gleaned from thio exercise,
They can now be made more particular, more limited, or
even refuted, by epecific researca undertaken in
classrooms, under controlled conditions and gaged to
measure and evaluate sach assertion,

(me other phenonmenon has been recorded without
being investigateds the anparent division of pupils
into two groups using diferent modes of visualisation
or conceptuaslisation of their cereative productions,

It would require a2 major research enterprise to
accurately identify and analyse thie phenomenon and
the seope of this present work did not a low thie,

This writer believes, however, that the cutcome
of such research might rovoai'lapOrttnt information
which could suggest (i) the nature and secope of the
differences between the groupe, and what other areas
these differences night impinge on (e.g, To what
extent the ability to operate in another frame of
reference from ones own is corelated to ones mode of
vigualigation and to factors such as academic success,
tolerance, ability to learm abstract notions ete
and (11) means by which this information
might be put to practical, educational purposes,

This exercise, then, has identified phenomena
which seem pertinent to some particular educa-tional
pursuits, It has suggested processes which may
facilitate those pursuits and ways in which further,
more particuloar, information could be ascertained, It
is hoped that the information gathered and presented
here will be of use, both to t ose engaged in the
practical concern of managing classes and to those
engaged in further researching this area,
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