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ABSTRACT '

: Harvard "Proiect Zero ™ is an interdisciplinary
inquiry into problems connected with education, understanding, and
creativity in the arts. The project conducts tasic¢ and applied
research, an arts orientation prodram, and a summer course in arts
management with the Harvard Business School. The chief research -
activities of the project are: investigation of the symbol systems
peculiar to the various arts, experimental analysis of the cognitive
-and manipulative skills constitutive ¢f different arts and media, and .
testing and development of methods of nurturing and improving
artistic abilities. The ultimate goal is improvement in art education
at all levels. This implies not only researches into symbol systems,
perceptuial and motor skills, and rroblem solving in the arts, but
also practical criticism of the teaching methods, programs, and
rresentations of institutions concerned with the arts, such as
-schools, museums, and universities. (Three related studies in music.
are described as illustrating the sorts of conceptual, psychological,
" and curricular researches currently underway.) (Author/GT)
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A HARVARD PROJECT-ZERO:
G- A FRESH LOOK AT ART EDUCATION

Y - - 'Abstraét |

RS Harvard Project Zero 1s an interdisciplinary inquiry into pro-
. - blems connected with education, understanding, and creativity in the
*, arts. The Project conducts basic and applied research, an arts orien-
./ tation progranme, and a summer course in arts management with the:
-t Hepvard Business School. -

. The chief research activities of the Project are: (1) investiga-
tion of the symbol systems peculiar to the various arts; (2) experi-

. -mental analysis of the cognitive and manipulative skills constitutive
of different arts'and media; and. (3) testing and development of methods
of nurturing and improving artistic abilities. " | ‘ ”

The ultimate goal 1s improvement in art education at all levels:
- children, adults, artists, audiences, and management. This implies
not only researches into symbol systems, perceptual and motor skills,
and Rroblem solving in the arts but also practical criticism of the
teaching methods, programmes, and presentations of institutions con- .
cerned with the arts such as schools, museums, universities, and other
orqganfjzations. , » §¢L;QQ¢3 ’
These aims and activities are discussed ‘relative to some popular
misconceptions about the nature of art and the psycholoaical processes
involved. Espectally prejudicial is/ the tendency to view science as -
. the realm of truth, facts, and understanding versus art as the realm
"of subjectivity and emotion. e '
. L
. ‘Three related studies in music are described as illustrating
the sorts of conceptual, psychologital and curricular researches
currently underway. '

V.A, Howard (Ph.D. Indfana, 1965) {s Associate Professor of
Philosophy and Head, Philosophy Department, Althouse College of
Education, University of Western Ontario. During 1969-70 he spent
a postdoctoral year as Research Associate with Harvard Project
Zero. He has published articles oh anthropological theory, phil-
osophy of education, and musical aesthetics. He {is also a lieder

- and opera singer. .




Under the wry title, "Project Zero"l, faculty and graduate students

j in education, philosophy, psychology, mathematics and music at Harvard
dre confronting the basic probleﬁs of education for the arts.? Initiated
by the Harvard Graduate School of Education in 1967 and funded by grants
from the National Science Foundatidn. the 01d deinion Foundation and

the United States Office of Education, Pfoject Zero s an outgrowth of

Director Nelson Goodman's work on the general theory of symbols which led

to the publication of Languages of Art (Indianapolis. Bobbs-Merrill, 1968).

1. Background: The Theory of ‘Symbols

Everywhere our eiperience 1s mediated by 1inguistic and non-1inguis-
tic sym601§; that,is. thing; déed to “stand'fof" or refeé to other thingé
and requiring.interpretation to be understood; Each morniﬁg.lfor'exampIe.
I survive a number of coﬁﬁIex symbo1 situations with a mintmum of confusion. |
I read a newspap?r before ]eiving my apartment (warmly designated “401").
lnvakiany,ll pﬂéss the familiar "1" elevator button, and on my'Qay out
check a mail sIét 19be11ed "V.A.Howard" withpuf ever finding myself in it.
Thereupon 1 cross the street dutifully between two white stripes promising

a measure of (1§ga1) safety. 1 wait at a designated spot for a bus marked

T}or purposes of writing this report, permission was granted to quote or
paraPhrase from a collection of unpublished memoranda (hereafter cited as
'P-0" or "internal memorandum") compiled by Nelson Goodman, Howard Gard-
ner, David Perkins and Paul Kolers. These records are not available for -
pub}ic distribution. Wherever possible, references are to works published
or in press. :

Zpresently there are twelve part-time research associates and assistants
connected with the Project. Several are proficient in one or more of the
arts, and a1l have special research competencies ranging from applied mathe-
matics and com?uter techniques to deve1ogmenta1 psychology, philosophical
analysis, and logic. The group also includes a musicologist and a special-
{st in the photographic arts. Individuals from schools, museums, and other
universities and divisions of Harvard are associated with the Project as
consultants or guest lecturers on ‘special topics. |
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“heruard Squore“"which. for those acquainted with the scene, says
something about its passengers as well as. its destination.

Carrying out this ante meridiau routine ‘depends in no small way up- |
on my abiiity. and that of others. to understand and use ‘varfous kinds of

; symbols. The white stripes in the street do not “speak“,to me in the

’ same way as.my newspaper, the label on my maii slot, or the driver of .
the bus, Nothinq says "Hurry up!"'quite 1ike a bus driver.'not‘even my
watch. A sign over the exit ordering "Watch: your step!" speaks to me of
similar things as the white stripes but aqain. not in the same way.

The essential task'of a general theory of symbols 1s to develop a

. complete taxonomy ofveii the kinds of symbolic reference. Words are used
To comrand, {nform, or express, to make war or make love. Electrocardiograms -
show the pattern of heart beats. and novels the patterns of 1ives. Portraits /ﬁ
represent persons and usually express somethino ebout them. Scores indicate -
what pitches to play and scripts what 1ines to deliver,

Assuming, then. relative ease in recoanizing media and most of their
messages. what are the symbolic differences between media? What, for in-
stance..distinguishes.a picture from a paragraph, graphio representation
from 1inguistic description? ‘It cannot be enough to say that one s 1in
colour and the other in.print-it only because my typewriter will print W;i
in two colours (assuming black to be a "colour"). The symbolic structure
of media is a matter of their referential use to represent things, exé ; |
press feelings, issue warnings, desoribe'situqtions. exemplify formal |
properties -- all the things that poems and white stripes, number "1"
buttons, and portraits normally do. -

In Languages of Art, Nelson Goodman analyses media in terms of the
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"domlnatlon of certain specific characteristics of symbols" (LA, p. 264).
In literature, for example, the medium 1s grouped into characters (letters
and words), so that for any two characters. of the language. a glven ut-
terance_nr written 1nscr1ptlon'can be determined &0 belong to at most

one of them, | ,

A symbol schema having this property is said to be "syntactlcally
articulate" (LA, pp.152-153.). Standard muslc notatlon is similarly
artlculate. consisting also of an array of dlsjolnt characters (quarter
notes, half rests, etc.). Paintings, on the other hand, differ markedly
from natural languages and notatluns in that chips and bits of colour are

‘not unambiguously asslgnable to definite characters in a syntactically ar-
ticulate schema 1ike, say, the alphabet. Thls lack of articulation is called
"§yntactic density" (LA, p.136), and is a distinguishing feature of many |
of the symbol systems of the so-called "plastic" arts. Venus on Botticelli's.

~halfshell may have character, but she is not syntactically assignable to
* a character. : |

Tradltlonal music notation differs from natural language in being
for the most part semantlcally as well as syntactically articulate. That
is, wlthln 14mits, none of the compllance classes of characters (in this
case, sounded pltches corresponding to the'notatlon) in the system inters
sect; and ; pitch by any other name sti11 sounds the same (c#.IDb). Class
intersection and inclusion is a conspicuous and highly desirable feature
'of all natural languages, however, making possible both the economy and
generality of 1inguistic communication. Thus, while music notation is |
both syntactically and semanticaily articulate, English {s syntactically

articulate and semantically dense.'”Palntlngs. unlike descriptions, belong

I:R\(Z | | 6
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t0 symbol systems that are both syntactically and semantically dense,
So too does music considered as sound event, even though Western music makes
_frequent use of notations having the exact,oppbsité properties. |
I¥, for a moment, we think in @ﬁe'o]d-fasﬁioned way qf\aesthetié
experfence as essentially "semiotic", it behooyes-us_to strike for clari-
”ty'bn both sides of the'transaction between symbols and pegple, in syntace
tics and éemahtics as well as pragﬁatics. The theovy of symbols focuses
on the nature and«rgiations between Qymbol systems, thus“oweﬁing'tha way
for the 9sycholo§icgl study of their learning and use in artistic contexts,
“ane we possess a satisfactory taxonomy of the symnl:ol syﬁtems'df umt,'we
are {n a superior position to broach such gquestions as: ;what are the
psycholoafcal conditions for the undewstandiﬁg and production of srt? Are
there.cerﬁain“sk$lls“ constitutive of proficiency in the arts? If éé;
how can we identify them; and'once“we'have. how caw'théy be "taught*?
Can they be taught at all? Perhaps proficiency in art is a matter of W3a¥
tonic inspiration after afl. Or, 45 seems moré likeﬁy,'dg the arts draw
~ upon the qrdinary range ofcognitf;e and motné abil1ties pogsessed by
mos ¢ pedﬁ?e?' What constitﬁteg a “problem" in the arts? How does a problen
differ from afitask“? Are_the stlutions of artistic problems anything 11ke
the solutions of sciani%fic problems, say, in the ways in which they are
generat@d?.‘rhas% are but a few of the questions the staff of Project Zevo

i5 attempting to: refine and answer,

2. Foreground: Factors Affecting the Undérstanding and Production of Art

/

The principaj research tasks of the Project are: (1) to analyse and -

classify the types of éymbol systems and symbolic reference characteristic /

Ry
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of diffﬁ?ent art form?;'€2) to 1dentify and.study experimentally the skills

and abiliﬁies required for the understanding and maripulation of art

symbols; and (3) to investigate methuds of murturing and tratning those

abilities uenera??& and as they~be5r upon partituiar arts. Aithough the

ultimate goai is improvement 1n art éducatﬁom, emphasis througﬁout 1s on

long term, basic research, aiming at clarification of issues, 1dentﬁficatiubW“

of problems, and proposal of hypotheses for'testing. In this context, mich

attention i3 given to canvassing~and concebtual analysis of. the Viterature

and experimental data relating to the concerns of the Project. Contact

with working artists 15 frequent, and staff members, some of whom have | »

elementary or secondary teaching e ‘rience, have made wecobnafséance

vigits to'schoo1s, conservatories, col?eges,-uﬁiversitie&, museums, com-

munity'artrpepiers, and rther institutions concerned with the arts. Al-

" though the‘Prbject is not equipred for labofatpry puperiments, some are

being conducted by staff members having access to the necessary facilitieQ:“
Before rehearsing some of the salfent sub-features of the aforemen- -

tioned trinity of tasks, two qual{fications are.noteworthy in advance.

First, the stress upnn delimjting fundamental- abi1ities 1s nnt an attempt

to discern a fixed set of atomic ski1ls of "faculties” unique only to

the arts. Nor is 4t an attempt at a logarithmic reduction of aesthetic

sensitivity or its cultivation to ;'number of oat formulae. Rather, the

point is to devise*"a taxonony of tasks and of abilities to perform them

that 1s serviceable for our particular purposes, and then investigate

how development of some of these abilities may enhance or inhibit the

de?elopment of others"., (P-0, p.12.) Second, 1t is not assumed that
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the requisite abilities for art are drastically different from those
requihed by the sclences. Both art and science call qun'the samg funda-
mental human capacities to recogniie auditory'and visual bbtterns, per-
cefve rhythm and symmetvy, use language, and develop motor skills. Noé' A
is 1% taken for granted that the arts are ail alike. On the contrary,
it seems that certain areas of the arts arc more like some aspects of
seience than other arts both in regard to the abilities and types of
symbol systems involved. In terms of what a composer does with notation,
~he may have more in common with a logician than a sculptor. And should
it turn out that artists are divinely inspired after all, there is no-
reason to suppose the gift to be withhield from scientists, though we may
wish to reserve ju&gment regarding technologists. B )
| Among the results of the philosoph(;al analysis of art>symbolism.
1s a series of regulative 1nsightslchst1ng doubt on some commén.assump-
tions about the arts. The compilers of an internal memorandum put
the matter this way: | |
| Perhaps the most bervasive misconceptions construe art as a
matter of immediate experience, emotion, and values in contrast
with science as a matter of inference, cognition, and fact. The
conclusion 1s drawn either that the arts are unteachable or that
methods for teaching immediate awareness, feelina,:and:appreciation
should be sought. This 1ine of thinking seems to us wrong in o
its conception of the arts, in its tacit identification of education
with teaching, and in each of 1ts alternative conclusions. In
part, it derives from venerable hut untenable epistemological dich- -
otomies: the "given" or immediate versus the inferred or mediate,
the emotive versus the cognitive. In part, it derives from 1so-
Yating the functions of understanding and evaivation from one
another, and absurdly assuming that while understanding is ulti-
mate for science, "apprectation" is ultimate for art.(P=0, p.7).
Vis-a-vis the curious tendency to overrate aesthetic "value" and

feeling at the expense of cogn!fion and understanding, PrqjectIZero




tentatively subscribes to the following: 1

" (1) That rather than being opposed, art and science are alike
in aiming at understanding, though in different ways_and via a variety
bf symbbl systems, linguistic and non-linquist1c; The symbol systems
of art and science share many syntactic and semantic features cuttinq '
acress naive divisions between art and science based upon simplis
conceptions of their respe;tfve aims, fields of reference, or methods.

(2) That “appneciation“ and pleasurable feelings are subsidiary
to the cgntral.function_of art as of science which is to increase our
underﬁtanding'of the worid through 2 perceptual grasp-of symbols and
their referents. Like the products of sciepce, yorks'of art' call for
interpretation, not mere passive emotional attendance.

~ Related here is the view that like'appreciafion, "evaluation" in

the sense of rank ordering of_yorks in point-of.ther "merit" {is subsid-
fary and best treated as an entree to understanding'them. An alternative
is to conside? appreciation and evaluation as themselves cognitive |
activities implying conceptual and perceptual skills amounting to connois-
seurship in specific areas. Either ‘Way seems preferable to thinking of |
thgm as pleasurable-response-plus-ranking-procedure as in happily listing
race winners at the track.

(3) Preoccupation with aesthetic value judgments has the tendency
to divert attention away from the symbb) systems and psychological pro-
‘cesses of art to the search for fixed standards of Judgment on the one
hand and to misguided attempts to "Justify" art itself on the other.

When such standards are located within art works (e.g., 'good' means

”'éxemplany“of.style X'), the result is ethnocentric, or at best, ex pbst




JE T T O P A

-8

facto bronounéements of i{tfle cognitive insigﬁt. Similarly obnoxioqs
are attempts to justify art from without, say,‘by 1t§ "social value" -
by 1ts|éqpapity to brighten our days, alleviate tensions, sublimate |
hostilities, and, in genera),'to sooth our savage breasts. However
- desirable such effects may turn out to be,. they do not justify art but
monly suggest its calculated use as a social conditioner and palifative
of psychological pains. o | |
fThese and othgr-issues deserve extended treatment. However, this
seleétion of operative hunches is presented here, without supporting

arguments, mainly to indicate the orientation and conceptual organization
-of the Project. . |

The second general aim of Project Zero is to stdy the human psycho-
ldgical and manual processes involved in the arts. According_to the in-
ternal memorandum: |

One of the major questions the Project seeks to answer is whether
the linguistic-nonlinguistic distinction has psychological sig-
nificance, whether different information processing skills are neces-
sary to deal with such different symbol systems and to produce:
effective art within them. This conjecture receives some unex-
pected -support from the work of physiologists (especially Sparry,
1964) showing how certain brain damages destroy linguisti: ab-
111ty while Teaving non-linguissic functions unimpaired. Em-
phasis on the distinction between the 1inguistic and the non-
Tinguistic not only raises interesting questions ubout transfer
of 1earning between ard within the two realms, but tends to

focus attention upon non-linguistic symbol systems -- kinesthe-
tic, gestural, graphic, etc. -- which as compared with language
have been very 1ittle studied. Thus the Project has considered
Brown and Krauss' work on children's coding abilities (Krauss,
1968), Bruner's work on infant development of manual behavior
(1968), and in general questions of motor learning and its
interaction with other abilities. (P-0, p. 17) -

Researches in these areas are grouped according to whether they

deal with so-called "simple processes" which tend to be one-sense-one-
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task in ;ature; likg the scanning activity of the eye in visual -
percgption; “complex pfocesses" involvirg more fhan’one sense and
utilizing pFevious1y learned behivior such as reading. st&iépdetection;
~and the learning and modification of ‘routines; or'"pérceptioﬁ of
patterns prdminent in the arts" which, 11ke rhythm or,sywmetny. occur in
different arts and can be either simple or complex.3
Under simple processes, work thus far focuses on "depth cues” in

.line drawings (Pgrkins.'lsss) and apparent mbtion as in film:gﬁ;ects~where
the visual apparatus supplements the sequentiai present;tion‘éf neighboring
objects to préduce the 11lusion of smootﬁ motion fron onset to offset
(Kolers, 1964). Perkins' study of the'ang1es at which three'radiating
lines are perceived as a "cubic‘cdrﬁén" suggests the possibility of paral-
lel studies of depth cues provfded by differences in colour aﬁh texturé
1n¢épendeht1y of identification of whole objects. Similar studies of
"direﬁtionai" and othér fundamental properties.o¥‘auditory stimul{ are
"contemp1ated. | ‘

~ Among combl@x proceéses. seveful stndies of ";¥91e",detection
and transformation have been conducted (Gardnpf. 1969 a, b, ¢). These
have to do with childven's ability to reproduce a style of story tel-
1ing or to recognize style similarities in an array of.paintingsxof
varying pictorial contént.,gExperiments by Kolers and Perkins (1969)

on reading attempt to'qeljnﬂt and determir “he effects of well developed.
: 1inguistic skills on the correct reading or texts mutilated by 1nve§sions. |

The popular exprassion "simple processes" is misleading 1a the suggestion

of atomic or non-complex psychological processes. The contrast batween
- Hierarchicay TheTusion of some Processes wishin the relativaly broader

scope of others. For example, visual scanning is a prominent feature .in

the perception of whole objects. "Ubiquitous” versus "special" processes
- 1s.another, though hardly better, vubric. 4
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letter alternations, and other transformations. B. W. White's study
(1960) of the recognition of merdies subjected to 1inear and non-linear
transformations undertakas a similar anaI&sis of auditory Strategies'hsed
to 1dentify familiar tunes. |

-'Rhythm.and symmetry are the two most conspicuous patterns prominent
in the arts mediating between simple -and complex processes. Both'are#'
hanifestedvgloba11y and sub-globally in aesthetic contexts ranging from
music and architecture to Iandécape'bardeninq. The experimentq1311ter-
ature here 1s more extensive but much in need o%‘édhceptuaI clarification,
Symmetryri§ frequently confused with simplicity in the litzer?at:ur'e.‘4 and |
mostﬂgenéral definitions of rhythm afe'metéphortca1 (e,g;. “the_wthe
feeling of movement in music®)S, Preﬁéntly. staff members aré“eipIOring 
the 1ogicaifpossib111t1es of improved rﬁythﬁ notation tofféciIitate em-
'.pirica"l “studies. worfﬁy of note in conhection with rhythm and sMetry -are

- W. R, Garner's s:.udies of the perception and 1eé¥n1ng of temporal pat-

. terns. _Among other 1pfr19u1ng thingé} Garner‘réports that "...the im-
mediate use'ofhresponding does ‘not interfere with the‘iearning of a. Lo
pattern...nor does it facilitate 1earn1ng"(1968. pﬂ109); This raises
questions.about the scope and 1imits of the "feedback loop" in sensory-
motor syétems investigated by HeId,(1§63. 1965). Work 1s also underway |

.to‘¢ev1§e a mathematical standard of ﬁictoriaI symmetry focusina on sub-

Jects' ability to recbgnize. reproduce, and reorganize symetric patterns.

-4p, Handlin (1968), unpublished "Report on Symmetry".

SHarvard Dictionary of Musté. second edition, Cambridge, Massachusetts:
zh? Belﬁnap Press of Harvard University Press, 1969, p. 729, Rhythm,
olumn 1. .
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A connectihg thread uniting these spec1$1 inquiries is a persistent
interest in the éignificance of "routines" or habitual patterns of
problem solving in the arts, If practice makes perfect, it can also make

" rigodr unto mortis. Thus 1t is of .considerablé bearing to determine how
and 1n~what'ways deliberately entrenched behavioral patterns can contri-
bute to or inhibit performance in the arts. ' Among other misleading Con?
sequences of an overweaning stress onlinspirationaI. grace-like "creati-
vity" is the discouraging notion that anyfhing 1ike rational dzcision -
procedures or a "logic of discovery" is absent 4f not 1mpbssib1e in art.
‘But 1t -appears thaf'heuristic. problen solving‘routines are as much a part
of origina1. 1m§ginat1ve. and even rebellious work in art-as in sctence.
Just what part remains to be seen.

The third major interest of Project Zero in the methods of art edu-
cation presupposes and is an outgrowth of the foregoing considerations.
The heuristic routines of mature artists, though interesting in themselves,
may or may not be gufficient to develép the artistic skills of children or
neophyte adults. Accomplished musicians, for instance, may continue to
honé their talents on the same set of exercisés throughout tﬁeir careefs.
but presumably “My'Summer Holidays" 1s a dispensable Season&1 exercise for
mature 1iterary artists; Hence, 1ntefést in art education -- that is, 1ﬁ
the methods of conveying and acquirinq fac111ty in and understandinq of
art «- emerges as a natural corollary of the study of the symbol systems
and psychologica] processes of art. Supposing some know)edge of the latter,
the question arises, "What are the best methods for developing tﬁose

skills of problem setting and solving, of decision making and discovery

14
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in the different media of art whether paint, print, sound, gesture, or
stone?" ' The question is impossibly vague unless cast against the back-
" ground, first, of extensive analytical efforts to understand what is
presupposed in asking 1t; and second, of attempts to establish experi-
mental parameters relative to specific, clearly defined tasks., '

It is singuiarly unproductive to speak of teaching creativity. in-
spiration. intuition, or even appreciation. We are not required to teacn
genius how to be ingenious or to prescribe precise routes to uholly
emotional end-states. Useful results are more 1ikely forthcominq from
an'anaiysis in art contexts of (1) general teaching “methods“.iike task
setting, prescribing procedure, informing, inciting._evaiuating.'iiiusr
trating, and the 11ke; and (2) aspectsAof the art educationai environ-

ment such as stress on control and discipline versus permissiveness, be-

coming aware of one‘s limitations and strengths, the reiative merits of
display -- perhaps even imitation -~ versus conceaiment of the instruc-
~ tor's work, the reievance of historical information. exampies. and so \

on. An increasing amount of attention is being directed to these and

other aspects of art education, inciuding various testinq ‘devices em-.

ployed by teachers to detect artistic potential.
If this approach to the problems of art education should appear
~unduly cold-blooded, the alternative {s to abandon efforts at a scien-
“t4fic understanding of art. Scientific understanding 1s of course no
substitute for art or aesthetic response.‘and one suspects detractors of
tumbiing into the "reproductive fallacy" -- that is, of supposina tnat
explanations must somehow reproduce direct experience of»the things they
explain (Rudner, 1966). Einstein's famous remark about the relation ofi
15
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‘physics to 6rdinaryexpegiénce is.apposite. namely, it is not the
'purpoSe of science to recreate the taste of the soup.

In addition to these research activities, Proje;t Zero 3lso spon-
sors a series of qrts'orientationprbgrams; Pianned_in consultétion with
brofessional artists, presentatioﬁs are designéd to acquaint staff ﬁem-
bers and audiencés of teachers, educationists.‘;ﬁd the generai-bubiiéq

with the special probléms and decision procedures peculiar to an art

form.6  This is another area in which research is facilitated by feedback .

‘from artists and their audiences, |
In July 1970, the Harvard Sumer School Institute in Arts Adninistra-

tion was initiﬁted in cooperation with the‘HarQardﬂBusiness School. 'Usinq

~the case analysis method, courses focus oﬁé basic management subieqts; N
o administration of arts'drganizations SuChfas muséqms. civic art centeré;
theatre comﬁanies. orchestras, and'thg"iike; and_the'effeCts on manage-
ment of artisiic concerns. The arts orientation and administration bfo-_
grams filT‘odt the full range of Project Zerois concern with art eduéa-*ﬁ

tion for artists, audiences, and management.

} " ®

‘6Lecture-performances in thé'1969-70 Arts Orfentation Sertes include: m

“Sti11 Photography" by Alfred Guzzetti, Assistant Professor of Educa~
tion and Yisual Studies, Harvard Graduate School of Education. .
“The Director Who Chooses" by George Hamlin, Loeb Drama Center,

Gugw Dogi a Poem Protect Itself?" by Professor 1.A.Richards, Harvard
niversity. L “ N . _
“Dance Ma{ingé A Lecture-Performance in Modern Dance" by Anne Tolbert and
the Dance Circle Company. ‘ | "
"Mime, Mask and Contra~Mask" by Jacques !220q, Director, School of Mime
and Theatre Movement, Paris.,

"E:om Sign to Sound" by Leon Kirchner, Professor of Music, Harvard Univer-
S yo . ' ' ’ .

16
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3. Musical Postscrugt S !

‘Four studes in music recently begun by staff members are suffi-

ciently fer along to permit summary description. All are tentative.

._subject to radical revision, and merely illustrative of particular musi -
cal interests of staff members , | |

Mrs J. Bamberger (1969) is 1investigating some relations between no-

tation. perception and 1eerning in music. For Iaoh of systems of nota- .

-------------

Pt

se~pitches and durations oppear to be 9 ”erned b¥ aurelly derived “rules"
or habits. These are acquired by listenin_ to many rleces exemnlifying .

certain generalized structures: “the orQer in”vhich phrases“occur. the

~relationships between phrases (ending, preparetion;‘ciinax), the qeneral

pitch shape within phroses together ‘with certain points of reference '
1ike beginning and ending formuias“ (p 3). This sugges ts "a kind of
Iearhing where myriad tunes are reduced to fewer structural desians ---

abstract, -always operational generative principles for the invention of

| more tunes"(p.3). While such leernino processes tend to disappear with

the advent of'notetional systems, it is plausible ‘to hypothesize that

‘ much;of a chili‘s "ontaught“ musical development proceeds in a simiier

fashion,‘rathern]ike languaqe learning, "through imitation.to oomprehen-
sion and production"cip.4). In testing for the presence of an.“integrated
grammar" of music..Mrsu Bamberger found that "the first two‘phases of
development seem to happen with iittle formal intervention. The third does
not. However, in some informal experiments“(e.g. oskinp 6 to 8 year old

children to'continue an -unfinished melody), I found shat the capacity is

17
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often present but unused“ (p.5). These speculations sugqest at least
two things~ first. that far greater attention should be paid to early,
informal learning processes in music. Secondly, they provide a modea#'
of musical learning inverting the usual‘pfiorities between learning J/
| notatioﬁ‘and the auditory apprehension of generalized sonfigurations.
particularly in the early staqes of musical development.
D.A. Freundiich f:969) takes a "cognitive-developmental“ approach
to problems of musical perception which 1n part stresses the psycholog-
: .ical significance for music of the theory of symbols; "In langugge. al
of the levels except the‘semantic are subsidiary. Phonetiss. phonemics,
'morphgmics. and grammar are tranSpareﬁt. and we focus on what we're talk-
ing about, which‘ishthe semantic content. In music, on the other hand,
1t is syntax‘itseiimihat s focal. We see through scpusgic and theoregi-"
'cal Jevels of Ofgsniiation and focus on the. flow and seqdence 6f the
music. Thus. a crucial difference between ‘language and music is at
the 1evel of 'hianging things together', which is. subsidiary ttranspa-
rent) in language and focal in music" (pp.9-10). ‘Anladequage develop-
mental ps&chbiogy of music recognizes'the agtono%y {in Bamberger's sense)
of musical_pércéption. 1£ will avoid feducing it efther to acquisition
serfatim of the vafious items of cohventipnal music sheory.Aor to acous-
tical,shenom§na such as pitch discriminatibn. inteﬁsity discrimination,
rhythm. and tiﬁbref Rather, "in our inteiaction with a piece of music,
‘we begin by making contact with global, diffuse aspects of the music, an&
develop inwards toward more specifis and articulated aspects of the music"
(p.s), IGis is another way of.stfessinq the non-artihulate. "dense"

character'of~music as an auditory stimulus. From a developmental stand-

Aruitoxt provided by Eic:

ERICT - 18
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point, the density of symbol systéms presupposes the ability to re-
cognize a range of Piagetian "potentialities" or alternate inier-

, _pretive possibilities ascribable to a symbol. The deveiopment of this

capacity at different hierarchicel levels in children, mature 11sten-
ers, and musicians would seem to be a presupposition also of "informetion

" theories" of musicai meaning such as L. 8 Meyer's (1956) where the abii-

ity to detect deviation from norms typical of a giVen style or period

s considered $0 essentiai a part of the siqnificance of music.

From the standpoint of the theory of symbois. the author is inves-
tigating expression by musical works of non-musieai properties and
qualities, e.g., "sad", "ferocious", "nostalgic", “n0verinq". "soaring",

| etc. 7 Previous efforts to conceptuaiiu'anaiyse expression by music can
be conveniently grouped under three headings: Soft Formaiism.uhicn arques
that statements 1ike "This music expresses sadness" are reducible to. |
metaphoricai descriptions of the form “This music is: sad” intended to
eiucidate literaiiy ineffable structural features. Hard Formalism which
holds that. all such locutions are low-ievei ambiguous proxies for the 1iter-
al language of music theory and dispensable, with training, in favour -

of the latter; and the'iconic_Sign jneory which’tonstrues metaphorical
description generally and expression particuierly es,eiiipticai 1{teral
simile via the mechanism of the fconic siqn. In other'words. the music

is sad because it 1s “morphoiogicaily" 11ke, or slmi]ar‘to.lfeeiinps N

of sadness .

Against theso interpretations it is argued that Soft Formaiism

ath

-

V.A. Howard, "On Musical Expression". British Journal of Aesthetics, -
in press.
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fails to explain métaphorical possession of éxpressed properties,
and does. not distinguish which among innumerable metaphorical proper-
, ties of music are expre§sed. a p1ece mioht be described as an "old war horse"
| not for any of fts musical features but because of its frequent perfor- |
mance. Hard Formalism errs in ignoring the fact ;hat metaphor 1s'ubiq-
‘uitous in ljnguisticudescription..1nclud1nq musfc-theqretic confexts. and
in hastily as#uming that;metaphorical*descrfptions can~tell us nothing
" about musical structures that 1iteral descriptions could not tell us bet-
“ter. The Icuntc Sign Theory mistakenly presupposes that “mquhologicai .
similarity" implies a denoting sign relation'between music and other mgn-.
tal or physical prbcesses_(that whatever expresses also'asserts);,ahd
that such sim1laritigs.’anteCefently prGCeived. explain our use of meta-
phors in descfibinq music.~wh§reas just»thé'opposite.casél(that metaphofs,.
_ may qenerg;é perceived similarities) is edually'plausible.“' o

A more_saijfactory alternative 1s'the éxemp]ificution Theory'whichj_
restricts expression to a subset of‘métaphorical exemplificaticn.a A
musical work expresses only those metaphorical properties posseased
"and referred to by the work as 2 symbol of a certain kind that is, solely
as nusic. | By

Inasmuch as metaphor aids 1in delimiting structural féatuwe§;-the'
* theory shows how we may be led anew to the music by ﬁetéphor rather than

away from it.

Also under way is a study of the less common phenvuenon of musical

3 Exemplification is reference from an object to a term denoting that ob-
ject. For example, a coloured patch functioning as a samnle of blue both
refers to and is denoted by that term, Exemplification can be. 1iteral or
metaphorical depending upon whether the term exemplified applies literal-
1y, as in the case of the coloured patch, ov metaphorically, as in
speakinq .of a blue mdod. See LA, pp., 5067,
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denoting. Th,is includes musicﬂ regrésentation where denoting of par-

_ticular things or events (when 1t occurs) {s unaccompanied by a-score
. : 4

in standard notation as in eiectronic music; description where, a‘1though

a score s involved, the things denoted by the music are ambiguously de-
noted (e.g., Debussy's La Mev); and naming wheie notated themes are re-
coverable from 'the objects denoted (e;g.. Nagher's Sword Motif or
musical names). |

" Harvard Un‘lversi'ty
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Harvard Project Zero is a basic research program at the Harvard /.
Graduate School of Education. Its original charge was to study creation /’*
and comprehension in the arts and means toward better art education. )

A prime objective throughout the Project's history has been to provide

a sound ‘theoretical and experimental base for effective education of
artists and audiences. The Project began in the fall of 1967 in response .
to the frank admission that, however much is known about how to educate
if 'science and how to evaluate scientific work, practically nothifig is
known about the underlying principles of how to teach and evaluate in brt..
From that challenging “zero" the Project took its name and tasks. Our
research methods include rigorous: conceptual analy..s, investigation of
relevant literature, design and execution of key experiments in psychology
and other fields, visits to arts education institutions, and application
of results to proposing and assessing programs-in art education.

Project founder and former director Nelson Goodman's book Languages
of Art (Bobbs-Merrill, 1968) has provided important direction in our effort’
to isolate and imnvestigate basic skills, This work sets forth a “theory
of symbols," a broad treatment-of elements of commmication, embracing words,
gestures, diagrams, paintings, poems, musical scores, and so on. - Almost
all the ggychological.processes under consideration in. our studies of the:
arts involve extensive operation with and upon symbols of various kinds.
.Thege symbols are not merely instruments of commumication; but also instru- -
ments of cognition, tools in terms of which the mind deals with the perceptual
world. : : . —

Some of our research has examined the psychological implications of

the theoretical models of symbol systems introduced in Languages of Art.
- For instance, one question is whether different information processing
ekills are necessary to produce effective art within linguistic, versus
nonlinguistic, symbol systems. Another, complementary approach emphasizes
probleir solving and search strategies in the moﬁent-to-mpment perception
and production of a work of art. . How do subjects search for rhyme words
in poetxy or explore alternative placements of pieces in collage? A
favorite means of developing and testing new models is through:the study
of erxors. By using impoverished or ambiguous stimuli, assigning tasks .
somewhat too difficult for a subject, or working with brain-damaged subjects,
one can elicit patterns of error-making which suggest -hypotheses and select.
between alternative-models of a process. These approaches characterizeé
many of the Project's investigations mentioned below in a list of Project
+ members ‘and their particular interests. . . :
. A

 Though the development of actual curricula in arts education is.not a
puimary concern, the Project does contribute to'the field bf practical
education. Project members have responded to inquiries and requests to.
" comment on curricula from teachers in the field. Establiahment of Harvard
. Summer School's Institute in Arts Administration resulted from the Project's
reply to an inquiry frowm the director of the Harvard Summer School, and
‘menbers of the Project staff cooperated in planning the Institute, in :
preparing material, and in the actual teaching. Consideration consultation
‘hes been provided to schools, museums, television, and a variety of arts
institutions by members of the Project. . g
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The Project has also sponsored a series of lecture-performances in
various media, designed to give the general public and prospective public
school teachers and administrators better insight into and attitudes towards
artists and the arts. As the series title "Art im the Making" suggests,
the purpose of ¢he lecture-demonstrations was to reveal gomething of the
artist's way of working, rather than to display his products. In-the
presence of an audience free to ask questions, each artist explored :
altematives, exposed some constraints of his medium, compared his various
efforts, and searched for the right effect, choice by choice. .

while maintaining a major concern with the aits and art education, the
Project, under its current co-directors, has considerably broadened its fleld
of inquiry and now investigates a whole range of topics in the area of
cognitive psychology. Ome part of the Project has focussed particularly
on developmental studies. Among the topics currently being investigated
are the emergence of symbolic capacit1esmdur1qgﬂche¢firoc years of life;
the development of literary abilities, specifically ‘the capacity to produce
and appreciate metaphors and stories; Childréﬁﬂa{uﬁdetstandings'of the various
worlds presented on television; the emergence Af.ﬁrawing skills; and the
breakdown of various symbol using capacities under varigus forms of brain .
damage. The other part of the Project has condentiated;on studies in the
areas of cognitive and perceptual psychology, ones 'which utilize both normal
adult subjects and gifted artists. Among the topics investigated recently
. have been critical judgment and the sources of -eritical dlsagreement -in f
adults; the thought processes of professional and amateur poets and painters
in developing works; the role of geometric principles in vigsual perception
and picture perception particularly; reasoning about everyday matters and
the logical difficulties people encounter. T o

A list of recent papers which can be purchased from the Project
is available upon request. : '




