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Introduction to the Fifth
Vikror Lowenfeld Monograph Series

Edward L. Mattil presented the talk on which this paper is based at the
National Are Education Association Conference in Dallas, in April. 1971,
as the Fifth Lowenfeld Memorial lecture. Dr. Mattil is known here and
abroad for his record of leadership and innovadon in art cducation. Fle is
perhaps less well known for his scholarly concerns and for the thorough
preparation and carcful organization he brings to his own teaching and
writing.

The word “sclf”, on which this Monograph is based, is a highly charged
and ambiguous term on which we, as art cducators, have projected changing
meanings. Dr. Marttil ranges widely across history and a diverse licerature to
lay bare this richness. In so doing, he provides us a means whereby we can
reflexively Iearn something of oursclves. \We can. that is. assimilite our
projections hack into our own “selves™, whence they originated.

Ir is certainly "not chance that this topic appears at cthis point in tme.
I. mysclf, for example, have used lately the concepr of the “myth of sclf-
identity”—as a necessary belief svstem allowing one to think of himself as
having form. continuity, and meaning. The sclf. at least so Buber tells us,
cannot arise out of rchition to itself. but only out of living relationship with
“otherness”, toward transcendence in art. love, and religion. Jung. on the
other hand, rather suggests that the sclf “contins multitudes™ (in that
striking phrase from Whitman), and that we need to bring to consciousness
these hidden parts of our own psyche. Tt is clearly evident. then, as Professor
Henry W, Johnstone of Penn State’s Philosophy Department puts ic: “If
there is a problem of the self, it is that the sclf is a problem.”

But this is to intrude on the fagcinating and timely coneepe which is fully
clucidated in the pages which follow.,

Kcnneth R. Beiteel
The Pennsylvania State University
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THIE SELF IN ART EDUCATION: Edward 1., Matil

The inviration to prepare a paper for this Dallas mecting provided me with
the kind of stimulation | needed to review much of the literature in art educa-
tion covering the past ten vears. It gave me the chanee to see where we were
in our thinking. what directions seemed most obvious, where we were placing
our prioritics. and what, if any. new purposes for art education were cmerg-
ing. Several things 1 had read in recent vears seemed to be sticking in the hack
of my mind and were troubling me a little. Some of the truths which have
Mways scemed so precious to me no longer seem quite so precious to others,
and. of course. none of us is very comfortable when those things in which we
strongly believe are questioned as to their validicy or importance. Yer I know:,
as you know, that education and life are constantly shifting and changing
processes in which nothing remains the same or seands still for very long.
Thus. while we seck to preserve and. as teachers. encourage others to preserve
cerrain ideas and principles. we recognize that we are caught up in this cver-
changing stream of education, and. quite frankly. we have to move forward
with it. not try to stop it from flowing.

Both simple statements and big projects have kindled my reinterest in the
topic The Self in Art Education. which T have chosen as my topic for the
Lowenteld Memorial Lecture. The topic seems appropriate to me because no
single individual in art education was ever more concerned with the self as a
ceneral mission of art education than Vikeor Lowenfeld, and this concern
was not limited to just students. but also to every teacher as a self. as an indi-
vidual. as a special personality,

Although T am deeply steeped in the Lowenfeld eradition and could be
called. with some truth. one of his disciples. Thave tried as 1 know he tried to
remain open and not to fear or oppose the honest theories, research, investi-
gations. and practices of others. in fact. by coming to understand the signifi-
cance of openness through the writings of people such as Carl Rogers and
A W Maslow, | have been able to recognize. as Rogers puts it. “The facts
are always friendly.™F How foolish of us to worry or fret about someone
shaking or disproving our belicfs, showing us that our opinions perhaps arc
not so good. The fact is that every shred of evidence. every new investiga-
tion. cevery new practice only leads us closer to some truth, and when we
get a licecle closer to a truth, it can.only have a positive and satisfving effect
upon us. I helieve that Dr. Elliot \V. Eisner. one of our associates. illustrated
this situation very well when he wrote in 1964 regarding research in Studies
in Art Education:




Reésearch both beging and ends in theory and if suceessful, culminates in
more pmduunc more precise and hence. more useful theory, Good sci-
entific theory is needed in order to beteer anticipate the conscquences of
actions in the chssroom and clsewhere. Good philosophic theor v is needed
to point our logical errors and to make ic possible to identifv the (covert)
assumptions that all of us make in our work. Good histovical theory is
needed to provide a sense of perspective. and to gain, therefore. a clearer
view of the present,®

As strongly as | feel about the importance of rescarch, 1 also feel thar we
nay be Insmtr our courage when it comes to depending upen our own expe-
ricnce and the so called “gut feeling™ approach to art education. We must
continue to-trust our feelings, as well as rescarch feclings which grow out of
our daily experience. When we put trust in our own experience and when we
have strong positive views of self, we can afford to -ake chances and do not
need to fear doing what scems right—even if it is new and different. It mav
take a long time to ¢gain confidence, and ic lcqulrcs a lot of persona} convic-
tion. bue the fact of the matter is as Rogers points out thar when somecthing
fecls as though it is valuable and worth doing. it is worth doing, | bhelieve
we all learn that in time.

So. where one fecls deeply, we ought not be easily swaved in the popular
movements in order juse to fccl like we arc part of the “now thing.” Joshua
Taylor called it “being with it.”™ Qur classrooms have been filled to overflow-
ing, at times, with faddish things that were nor thought rln()u"h or which
had lictle or no meaning to teachers or children, but they were “in’ rhmns' at
2 given moment. (I hope I never see another picee of ceramic plc) An “in”
thing now is to state uncquivocally that are education has three major tlnusrs
the “troika™ as David Iunplunn calls it, consisting of art production, art
criticism, and the historical-cultural significance of are. T doube if there is
anyonc here who cannot aceepe this apparent “Motherhood-God-Counery”
approach to art cducation. It scems so balanced. so clean. so wholesome, so
defensible, and it probably is. We all scem to be caught up in its simple
purity. But the truth of the matter s, a liccle historical research reveals that
cach of these three clements has heen around a long time, although they have
not necessarily always been harnessed together in the same progran.

I.con Frankston. onc of my closest friends, brouglit me up short when he
wrote recently, “The view of are education which maintaing that its main
(and often sole) objective is the development of sclf-expression and creativicy
is now ontdated and not in keeping with the many changes which have




Epgretiig

O

ERIC

Aruitoxt provided by Eic:

occurred in our socicty and our schools during the pase few vears.”™* l.con
was not trving to denigrate cither self-expression or ereativiey: racher he was
making a case for broadening art education. This is commendable; but it
troubles nie. nevertheless, in a time when | feel compelled 10 strengthen
cvervehing dealing with seff—in an age of nameless people. autonated com-
municadion, in a period where loss of identity is a most serious problem.

It is statcments such as this and papers such as the one our good friend. the
late Dr. Manual Barkan. gave in Prague several vears ago that made me want,
one more tme, to review the concept of seff. Manny's paper, which was
certainly a good one, as were all of his many contributions to art edueation.
was about a basis for 2 “new art education. an art education which is more
considered in relation to ends and means, more extensive in terms of content.
more disciplined and controlled. with studious ateention being directed to the
identification of relevant hehavioral objectives as guidelines for teaching.™!
In his paper he made a strong case for the re-examination of the goals of art
cducation and questioned the validity of continuing those goals of the 20
to the 30's which focused primarily on the influence of are educacion on the
persomality of the scudent and his general behavior, As I perecived Manny's
views, he wasn't attempting to wipe our these goals bur wangeed to reduce
them substantially in importance beeause, as he purt i, they had entered art
cducation as “scntimental and romantic™ notions and had long governed the
teaching of art. Fle looked to this “new art education™ to come, ar least in
part, through the scholarly study: of university faculty members and graduate
students who arc confronting some of the fundamental theeretical problems
through incisive philosophical and empirical research. T mwst say that while
I wholeheartedly support the work of these scholars and students, and have
spent a good portion of my life trying to be one of them. I would suggest
that vou ot postpone any critical decisions on next vear’s curriculum while
waiting for any of us to create a “new art education.” T am afraid we will
have the old one with us for a long time. in continually changing form. I am
not heing facetious; rather | helieve thar the fundamental goals and purposes
of art education have been clear for some time. but our mechods of achieving
our goals have not been quite so clear,

So with the opportunity of having vour cars for a brief time, I have chosen
to review some of the wayvs the romantic notion, the sentimeneal concept, of
self has gotten into art education, But not all of the self influences were really
so romantic. Take Maric Montessori for example, We think of her as a nmjor
influence in education and ro some extent are education, She was particularly
interested in one aspect of self—sclf-control. Tlere we have a female Tealian
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doctor working in the shums of Rome 70 vears ago who set up whar she
called “houses for children™ and began an educational program which
strongly stressed the training of cach of the senses. She used carcfully pre-
pared didactic (teaching) materials which would assist the child to the great-
est advantage. She strongly believed in the frecdom of the child but with the
cmphasis on his self-control, In drawing. children were constantly shown the
importance of observation and of noticing detail. The pupils tried to copy
or reproduce with great visual accuracy. She kepe progressive drawings on
cach child to show how cach improved from drawing o dra wing. Since cach
child could draw whatever he wished, his drawings revealed those things in
which ke was most interested or which most aceracred his ateention, Dr.
Montessori was interested in what she called a “spontancous self-discipline,”
a discipline coming from within, She felt that as sclf-discipline or sclf-control
grew. it was clearly observable in body movements, facial expressions, height-
ened interest. and independent personalities of the children.

Marie Montessori was not especially in tune, in fact she was out of tune,
with the more romantic “progressives™ and the psychologists who during her
time were encouraging another tipe of self activitv—free self-expression.
Shé wrote against such are:

Even the smallest children try spontancously to draw outlines of the
objects which they see; but the hideous d rawings which arc exhibited in the
common schools, as ‘“free drawings.” characeeristic of childhood are not
found among our children. T'hese horrible daubs so carcfully collected.
observed and catalogued by modern psychologists as “documents’ of the
infant mind are nothing but monstrous expressions of intellectual lawless-
ness; they show only that the eye of their child is uneducated. the hand
inert, the mind insensible alike to the beautiful and the ugly, blind o the
true as wellas the false,

Like most documents she goes on to sav collecred by psychologists who
study the children of our schools. they reveal not the soul but fue errors
of the soul; and these drawings, with their monstrous defornaities show
simply whar the uncducated hunmn being is like. Such things arc “frec
drawings™ by children. “IFree drawings™ are possible only when we have
a “free child” who has been allowed to grow and perfect himself in the
assimilation of his surroundings and in mechanical reproduction; and who,
when left free to ereate and express himself. actually docs ereate and express
bimself.?

The concept of self seemed to spring up in many places at different times.
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generally on the ideas and feclings of a single individual; then it would dis-
appear and again reappear at another time and place. As one writer stares it
“The self has ebbed and flowed with the currents of philosophical and psy-
chological pondering since the 17th century when Descartes firse discussed
the cogito or self.”* Certinly there scemed to be no strongly organized
movement for self in education until the progressive cducators of America in
the 1920°s and 30°s under the leadership of people like Flarold Rugg 7 and
Flugh Mearns.

For example. Siegfricd Levenstein® an Austrian writer in 1905, was inter-
ested in the drawings of children as to the ways they presented themselves
in their drawings. including the appearances, moods, and stvles of expres-
sion. L.evenseein was convineed thar the inclusion of the self was the highest
form of arr. (Interestingly. Phto. centurics carlier, viewed the zbsence of
the self or ego as the highest form of art.)

The romantic ideas to which Dr. Barkan referred are dramadicalls illus-
trated by Bernard Perez® of France who is 1888, writing on children’s art,
carried on Rousseaw’s ideas thar the child has distinct characteristics and
needs of his own and a mentality: matched o those needs. e believed, as
did Rousscau, that macure equips a child with certain characteristics which
shouldn’t be disturbed, As an example of his poctic nature, he wrote that one
should, “Fnjoy the bud before i is a flower. A flower is closer to fading.”
Now that's romantic! His attitudes toward teaching included the all-too-
familiar “don’t touch him™ and »don’t disturb him” approaches which later
were adopred by some art educators. He believed that in carly childhood
no drawing lessons were possible because what was taught could come only
from the adult. which in turn would disturh the growth of “the hud.”
Whatever was taught would only be foreign to the child.

The romanticisim of Perez, was not too different from that of some Ameri-
cans who followed much later, such as Florence Cane, FHugh Mearns,
Margarer Mathias," and others who during the 207, 30’s and 40’s nade a
very decep. important, and hsting impression on art educarion.

For example, Mrs. Cane’s teaching and writing conrained a sincere con-
viction of the importance of self. She wrote: “Creation is a process like life
itself, It riscs out of a state of quict, a sacred spor wlere the miracle is horn.
Ourt of the dark, the unconscious, a spring wells forch, and like a stream
cutting its own bed through the meadow it flows.” “That’s romantic too. She
gocs on to say: “Afrer this process a detachment scts in, and the artist vicws,
judges. and develops according to his taste and maturity. In the voung child
oOr a great genius, a state of unity may exist and the two processes oceur ar

wi
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the same time, Beeause of this simple wnicy in the voung child, painting is
play for him and he is almost berter off with no teaching.” ¥ "I'his romantic
statement reaffirms the position of Perez fifix vears earlier. Althongh perhaps
not so well-known to many y ounger art educators, Fioreanee Cane's ideas and
writings were an influenee among the progressive art edueators of the 30's
and 40's. She nor only added the quality of romance to art teaching, but in
some respects added interesting qualities of mysticism and spiritualism. Fler
basic work was founded on the belief that every child was horn with the
power to create and that this was the power of the spirit. Through the wse
of his creative power, the child awakened and grew, Are. she believed. con-
rained some. in fact, most of the problems chat have parallels in life. “Thus, by
facing art’s problems, she believed that the child was learning 1o face life’s
problems. "I'his was the transfer coneept which many are educators still hold.
She thoughe of this as a cyelic process. by which as the child inereased his
capacitics as a2 hunnn through are, he also inereased his eapacities as an artist.,
reaching ever higher levels of expression in an ever progressing evele of
growth. Mrs. Cane was prinmarily concerned with self-expression, helieving
that the primary value of the creative experience for the child lay in the
power to release his emotions and ideas. and that when he gave his ideas form
through ereative activity. he heeame integrated and more fully developed as
a human being, She worked toward frecing each child throngh rhyehmic
body movement, through faneasizing, through chanting, and chrough breath-
ing exercises. She sought to release each child physicaily, emotionally, and
spirinially—but she never lefr the child alone to do iz all for himself. In fact.
she never soughe to lessen the child’s self-cricicism.

The unforomare notion of laisses faire. such as that promoted by the Perer,
methocd. which entered art educadion in the 30's and 40's—thac is, the notion
of the teacher who stood aside and did nothing bue wateh the child’s growth,
was a serious misunderstanding of the progressive movement. I'hree main
causes scemed to be behind the progressive education movement. These in-
cluded a new spirit of radicalism and reform which probabiv had its genesis
with Francis Parker in Quiney, Mass., and was heightened later by Dewey's
work in the elementary school at the University of Chicago. And it may
have been an interese in Froebelianism which emphasized self-realization
through sclf-activity, And perhaps it came from the exploitation of e
Montessori method. These interests combined with the inereased study of
child development, with the idea that the interests and actividies of the child.
unhampered by external compulsion or authority, coukd he completely
trustedd.

6
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One of the chief proponents of the progressive movement in the creative
q arts was Hugh Mearns, who as a teacher in the famous Lincoln School of
Columbia University published his book, Crearize Poszer, in 1929 and set in
motion a minor creative revolution i the schools, Akhough every bit as
rontantic as the others in his writing, \learns cautioned teachers time and
time again that thisiyepe of creative teaching - “ereative artistry™ he called it—
was not obtamed simpid by letting the children be natural, *To do ag they
please. to grow without cultivation or special nourishmene like the lilics of
the field." ¥ “No.™ he said. *"I'he seeret lies i the environment which we as
teachers skillfully and knowingly ser up day by day and hour by hour,” %

How weas individuals or as art educators become interested in the self as
a central goal in art education probably ean never be clearly demonstrated.
As far back as the 17th century we can find John Amos Comeniug in his hook.
Orbis Pictus or World in Pictures) stating that the child should be express-
ing himself and learning about his environment, Somewhat hirer we have
Frederich Froehel (1830), whom we have come to regard as the father of the
kindergarten. msisting that through art the personaliye of the child could be
influenced and that the child’s development depended upon what he termed
as “inner self-ackiviee.”™ Within our lifetime there were many’ early are edu-
cators both in Furope and America who were intrigued by the idea. Some
like Walter Klar. Valentine Kirby, and Leon Winslow were flirting with
the idea of self bur weren't quite ready or able to embrace the idea fuilyv.
Those of us who are younger have had much encouragement from the edu-
cational Eumanists and the are education humanists, if there are such terms,
or perhaps some of us have had intense personal experiences which have
sharpened our awareness of the importance of the individual—of his feelings,
of his vulnerabilicy, of his potential, “Those of us who are older probably
have worked mainly out of intuition and withour much rel knowledge that
there was a growing body of support for these feelings. 1can track many of
my own hunches that way. | was so badly taughe and treaced at times thae |
kept sayving to myself, “There’s gor to he a betrer way, (a way that doesn't
destroy my sense of self-worth and my dignity).” 1 must admic there were
times kater when, as a teacher, | wasn’t sure the buitle was worth it. Some
school officials conldn’t understand why I wasted my time and school mate-
rials on certain groups of “worthless™ kids. But | persisted and began to
underseand betrer why when ! finally hegan to read Lowenfeld and hear his
lectures.

What most of us suspecred but few of us really knew was that chis remark-
able man’s insights grew our of enormous personal childhood fruserations,
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hrts so deep and powertel that he responded by developing an intense rever-
ence for life and a reverence for every individinl regardless of his condition.
in Austria, as a pre-World War Iy oungster, Low enfeld '™ had peen subjected
o muchoritarian influences, especially those of his very stern father and his
very strictschool Fyvenat that early age he longed fo: a world in which cach
person conld develop secording to his own inner gemands rather than be
subjected to rigid ontside presuces, He learned 1o ply the violin by himself
and by agc 10 could play complete concerts. 1lis potential as a violinist, for as
a child prodigy he had plaved a command performance for the Archduke of
Austria, was wiped out by an anthoritarian, tyrannical teaeher who fright-
ened hin and every lesson ended in tears, He fele, oo, the s’ being de
stroved by anti-Semitism, [t was against these pressures that he hegan to build
his own personal positive philosophy of self which later appeared in his
writings and teachings as self-identification, self-expression, and self-aware-
ness. But as his coneern for his own inner world grew, he developed a grow-
ing concern for others, Fle always stressed that a teacher needs to he able o
anpathize. to subordimate his needs and desires to the needs of the child.
Both of these strong directions are so clearly evideat in the kinds of motiva-
tiens which Lowenfeld has suggested, partiendarly those for vounger chil-
dren. \Weall know the ™1 am eating 2 picee of candy.” and I am gathering
strawherries near by home™ lessons. Then the lessons which expanded to “1
am finding flowers with my friends.” My friend and ©are building a camp.®
and T am eating with my family . then *Together. we are building a tree
house.” Underlying all of these apparently simple motivations was an attempe
to help the child become more fully aware of himself, then to begin to under-
stand his relations with others. then to amderstand himself in group sintions
so he could learn to empathize with others; and finally there were the lessons
in which children actmally ccoperated physically. ercatively. menwally. and
emotionally, to help understand the signiticance of interpersoml relationships
throngh working together. and thus to underscand the real meaning of co-
operation, “

This short example is nmel' too simple, bur it does serve to illustrace the
extent to which Lowenfeld scught to provide means for self-growth throngh
art experiences. Hi fater wvork with the blind, the handicapped, and black
students at Flampron Institute provided him with the opporamity to nse his
insights to further develop his theories of self-identification and self-cxpres-
siem. As an example ac ampeon Instituee, he did a grear deal to try to raise
the level of self-csteem in cach of his students, first by naking them aware of
their exeeprional ereative power throngh self-cxpression and by consistently
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showing this group the grear heritage of their are and its influences on mod-
crn art expression. 1le sincerely believed in a remaissance of Negro art. As
the works of these black students beeame widely recognized and exhibired.
it could only have served to strengthen the self-image of each of the voung
artists. Incidentally. as Dr. Mnncke Prins in her study of Lowenfeld points
out. he was very early in calling steention through these works, to some of
the svmptoms of an ailing society.

Some of the major eriticisms often leveled at Lowenfeld were his concern
for process rather than prozlucr and for his so-catled psychological or thera-
peutic approaches. He had a driving, a compelling belief thar are education
has positive values for personaliny development and that are education is
essential for all students ac all levels. (111 end my diseussion of Lowenfeld by
stating «uite subjecetively that 1 have never known anvone who was more
open to all ideas and experiences of life and thac if he were alive tclay he
would not be resting on past ideas but would be somewhere ac the very edge
of another-fronticer.)

On the issue of Lowenfeld pushing art as essential for all children, many
others had the same idea and pressed equally as hard. For example. Thomas
NMunvo wrote in dre in Amervican Life and Education thirty vears ago:

Not all the issues in art education arise from issues in the outside workd
of art preduction and consumption. Some are more indigenous to the edu-
cational realm itself. Education in vouth is nor not regarded nerely as
preparation for later life. but as a period of life that has its own intrinsic
values. Deciding on the right sort of art edueation is not. thercfore.
merely a matter of deciding what sort of mature artises or art appreciators
we wish to produce. Fyen if we knew that no students were to become
artises, and that none would have access to art in later life. there would still
be reason—so mutch the more reason—for letting them practice and enjoy
the arts in school. Are is coming to be recognized as a neeessary part of
genenal edueation for all persons, on all age levels—-necessary to the full
exercise and development of personality. especially i its sensory, cmo-
tional. and finaginative aspects, and in- muscukr coordination, 1

I want to give onc more specific example of self in art education. Toward
the end of the nincteenth century and ar the beginning of the tweriticth cen-
tury. there wis a minoy movement in Germany and Austria to refornn art
teaching. The principal innovator ac this tinie was a simple Austrian painter
named Franz Cizek.' You all know Cizel:. Civek had studied at the A sademy
of Fine Arts in Viienna where he lived with a poor family which had several
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children. Out of thisacquaintance with children and owt of the love he devel-
oped for them. he began to encourage them to draw and paine. Fle was sur-
prised mud pleased by their effores. The history of the frustrations of this
simple artist-teacher in atcempting to open a sehool where children could do
what they liked for the tirst ime is much too lengthy to cover; but he did
open his school in 1897, and he kepe his Juvenile Are Class open undl 1938,
In these forty years he tanght and observed thousands of children from ages
2-14. Flundreds of teachers. mainly from Grear Britain and America, emne to
watch these children and to observe this remarkable teacher, Many of those
who observed were “carricd away™ with the delightful paintings and crafts
and. of course. by the obvious happiness brought about by this new method
of instruction.™ Some tricd to hmnediately adape the “Cizek Method™ to
their own chissrooms. Many such etforts were disasters due to lack of under-
standing. | can remember many exmples of Cizek-like children’s work in
American schools. Some teachers actually made tracings from Cizek's chil-
dren’s work to use as patcerns, calimg it the “Cizek method.™ Cizek was a
teacher who was confident that he was on the vight track. The contrast with
the authoritarian Austrian system of the dme was dramatie  In his small
waorkroom he erowded fifty children whose delight in their work seemed to
more than justify this new method of instruetion. Cizek's method was one of
trving to maintain a stace of absolute purity, free from econtminating influ-
ences such as are works in museums or reproductions of old masters—quite a
contrast with what we now wry to do. Fle actually regarded civilization as
hostile to the child and tried to counterace what he believed were the bad
influences of adults which tended to diminish the ercative capacity of chil-
dren. But there were always influences on that self within the child which
Cizek believed needed only to be released in order to express itself. There
were the influences of the other children, the influence of the brigic peasane
costimes and furnicure, which they all knew, and mainly there was the in-
fluence of the teacher. In spite of all of his honest cffores to preserve fresh-
ness, spontancity, and honese sclf-expression, Cizek himself was clearly a
strong influcnce. and his own tastes mud ideas of what child art should be are
casily detecred in the obvious similwrity of most of the work of the children.
Burt his tessons were delighteful. and they are certainly worth re-reading time
and time again.

Inlight of today’s goals most cducators would condenmn the idea of reseric-
ing the putside influcnees—rather we now seek to bring into the environment
of the child cvery conceivable influence in order to let the chiid perceive and
scleet. to learn to be eritical and to make judgments. Flowever, Cizek, in his
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time, was nking a break with a static, authoritarian tradition in teaching,
and he opened the eves of the world for the fivst time to child arr and the
sigmificance of the self in are education.

Another avenue of self which has tended to support are education has been
opened in the feld of psyehology.® If one tries to read the literature on self
in psychology, he finds a bewildering army of hypothesis. measuring instru-
ments, and research. The study of self in American psychology probably
started with Willia fames about 1890, bur it was in the 1950% and 60°s in-
such books as Arthur W, Combs™ and Donald Snyeg's Individual Bebavior: A
Perceptual cpproach 1o Bebavior® Farl Kelley's and Marie Rasev's Edwca-
tiir and the Narure of Man® AL\, Maslow's Motivation and Personality =
the ASCD Yearbook, Pereciving, Bebaving, Becoming® Carl Rogers’ On
Becoming a Person* and Arthur Jersild's Child Psychology ** that art edu-
cators who had intuitively plaved their bunches and expressed their belief in
the self as pare of art education, found much support in the humanistic psy-
chology of these men. In essence. their approach to human behavior stresses
the free. responsible. ereative, and autonomous nature of man, who is con-
stantly striving to discover himself and his relation to the world around him
as he works toward becoming the fully functioning person with the sclf-
actualization of his unique capacities and potentialities.2*

Most of us have time and time again come across the words “self-actualiz-
ing” or “sclf-actualization”—terms coined some years ago by Kure Goldst in
but made popular through the writings of Rogers and Maslow., "This. put most
simply. means: “\What a person ean be. he must be.” T'o state it again differ-
ently. many of the needs—most of the needs—of an individual may be satis-
ficd. but he is not content ualess he is doing what he is capable of doing. For
example, for a musician to be happy, fulfilled. or self-acrualized, he must make
music; an artist must make art; a poet must write. Fhis is the motive or desire
for self-fullillment—in other words. to become actuaiized. and T use AMaslow”s
words, in what he is potentially. This is a strong motivation, to continually
move toward hecoming what onc is capable of becoming.

Psvehologists such as F. Paul Torranee*® made even more explicit what we
have heard many times before from art aducators such as Lowenfeld. They
point out to us that the child who abandens his creativity becomes conform-
ing and develops a Tack of confidence in his own thinking and acting; he
becomes uncertain of his own self-coneepe and overly dependent on others in
decision nmking. These educators stare thac children may fail to develop
realistic self-concepts beeause they are not provided with situations where it
is safe to work and to take risks, or where they can make mistakes without
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negative criticism, and. theretfore, they fear failure or rejection. Inadequate
self-coneepts occur when the potendially creative child never finds anyvthing
which challenges him or when he hasn’e developed sufiicientdy his hasic skills
for doing the creative work that he wishes to do.

Othiers like Kelly and Coinbs have stressed thar the self has to be achieved
or learned; it isn't just automatic. Kellv said, “People learn who they are and
whar they are from the ways in which they have heen treated by those who
swrround them in the process of growing up.™ =

I have tried to point out in this brief paper only a few of the many ways
that self has become a integral part of are educadion and to some extene how
the concept of self has reached its present form. or more accurately its many
forms. In reviewing an extensive amount of the literature in are education for
the presentation of this paper, it was interesting to note the nnusual amount
of consistencey in fundamental purposes or goals in art education that we have
had over our brief history. Personally 1 do nor think thar a “new are edu-
cation™ is waiting in the wings ready to dance on stge. Our central goals are
really quite sound; our knowledge and our procedures for reaching those
goals have Leen much improved. but many other conditions have entered the
picture making the romantic notion of self much harder to achicve. That
ever changing, swiftly flowing stream of education and life forees us to row
a litele harder every day just to keep from sliding backwards. In spite of all
changes. regardless of any new goals. we still seem to cling to a hunanistic
approach for contemporary art education—a philosophy which says in effeet
that cvery man. cvery child has the potential for continuous growth and
development and that he should be an active, creative, self-disciplined inno-
vator. We are trving to develop children who ean be responsible, frec.
creative persons who make decisions, discover themselves and the world
around them, and relate to others. We wane children who are able to select
front stimuli by their own choice, and who create through self-intermalizing
their own pereeptions—thar is in choosing, in judging, in sclecting. and orga-
nizing their thoughts and feclings for the purpose of self-realization, What-
cver the child Tearns—faces. skills, processes. biases, attitudes—all hecome part
of his actions, his thinking. and his feelings. Flis peculiar and individual inter-
nalizations of all his learnings are what he ultimately expresses as distinetly his
own. Every child wants to express what he has learned. He runs home from
school and tells his family what he has learned. or seen. or heard. Fe dances
and sings when he is happy. Fle draws and paints when his mind is full of
ideas secking an outlet. Expression in children rakes on many, many forms,
and universally, people have shared the learnings they have internalized. and.
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in so doing have revealed themselves as unique individuals. Seriving for sclf-
expression is a basic hunan maotive, and in every culture some form of sclf-
expression is present and accepeable.
It is toward these ends. in addition to all other goals, that are education
must continually address itse!f and use the special qualities of art and educa-
tion. Whar cach child learns in his vears in school. parcicularly his carly
vears, about hinself abour others, of the world. of the ways of behaving and
ways of thinking will influence his atticudes abou life and school. Through
the way he is accepred and treated. particularly by his teachers. he learns to
know and think of himself as a person who has worth or as a person who is
inferior. “I'he feclings of self-confidence. of personal self-estcem which help
him to take an active role in scheol and to face his problems outside of school
arc largely a resule of the environmental conditions which accepe him and
where he is understood and valued as a person as well as a learncr. This is
perhaps his strongest motivation in life. | tend at the end of this discourse to
think of myself as mainly in the humanist-romantic camp of are education, if
there is such a camp. | hope, as Sconaid Robertson said in her recent INSEA
lecture in New York that. “We may be on the brink of a re-emergence of l
intuitive values.” 2 |
|
I'tend to find considerable comforr and agreement in a statement by Clark |
Moustakas. a psychologist especially interested in the self, who savs: i
In spite of all the advances in tests and measurements and in amlvzing |
human behavior, understanding the person from his own point of view, in
light of his own unique experience. is the most real way of knowing him.
More and more we are realizing that the self expression of the individual
in true experience is complete inieself. 10 see the person as he sees himself
is the deepest way to know and respect him,

We have tried and we are trying through good are experiences to develop
sclf-confidence, self-awarcness, sclf-esteem, and self-growth. | hope these re-
main as central goals. | recognize that my views are over-generalized and
simplistic. They are contaminated wich ronmnticism, sentimentality, and old
fashioned idealism. | do not apologize for those shortcomings, T mean it that
wav.,

Edward L. Mattil is head, Arc Department, North Texas State University,
Denton, Texas. .
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