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ABSTRACT

Beyond The Anti-Aesthetic

This thesis is a critica1 examination of postmodernist pedag09Y

currently used in the education of visual artists. It is

particu1arly concerned vith the teachinq of the tradi.tiona1

disciplines of painting and drawing within a postmodern

contexte My hypothesis is that the teachinq of visua1 arts

within a postmodern orientation more or less relies on an anti­

aesthetic stance that is content-centered, with an insistence

on critically and politically aware art. The overall objective

of this thesis is twofold: First, to qenerate SOlDe questions

and ideas that could be of assistance to post-secondary art

instructors. Second, to estab1ish a framework for an extended

qualitative research that will address the ~pact of

postmodernism on education of artists. The title -beyond the

anti-aesthetic· does not necessari1y present itse1f as a

negation of the postmodernist paradigme It identifies a need ta

revitalize visua1 art instruction vithin the postmodern mode1,

ta re-address the interplay between form and content in visual

art and enhance critica1 thinkinq•

1



•

•

RÉsUMÉ

Cette thèse comporte une épreuve critique du pédagogie

postmoderne applicable dans l'enseignement des arts visuels.

Elle touche particulièrement sur l'enseignement traditionnel

de la peinture et du dessein, qui se retrouve dans un

contexte postmoderne. En un mot, mon hypothèse maintient que

l'enseignement des arts visuels dans ce contexte postmoderne

se fie, plus ou moins, à une politique contre-esthétique.

Dès lors, cette pol.itique contre-esthétique devienne contenu­

fixé avec une insistance sur l'art qui est conscient des

critiques et les po1.itiques qui 1.' entourrent. L'objectif

principal de cette thèse se reprend en deux points.

Premièrement, d'invoquer des questions et des réflexions qui

peuvent être applicables pour les enseignants post­

secondaires. Oeurièment, d'établir un cadre défini pour une

recherche qualitative qui va, en revanche, démontrer l'impact

du postmodernisme dans l'enseignement aux artistes. Ce titre

de «(Beyond The Anti-Aesthetic)) ne se représente pas

nécessairement comme une négation du paradigme postmoderne.

Au contraire, il identifie le besoin de revivifier

l'instruction des arts visuels dans ce cadre postmoderne. En

plus, il cherche re-reconnaître l'enjeu entre la forme et le

contenu dans les arts visuels et étendre la pensée critique•
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IN'l'RODUCTI:OH

A. Hypothesis

This study critically addresses the education of visual

artists in the postmodern era. Throuqhout this thesis l will

address my research question fram a twofold point of view, as

an art instructor and a visual artiste More specifically, l

will examine a post:modernist pedaqOC)Y that draws upon an anti­

aesthetic stance. My hypothesis is that an anti-aesthetic

stance has become a dogma exercised in bath the lDaJtinq and

teachinq of visual art over the past twenty years. Hence, the

extreme formalist approach to art of an earlier era and the

accompanyinq .. pedaqoqical formalism" (Feldman,1992) has been

replaced by an equally extreme anti-aesthetic stance. In SOlDe

sense this study examines the educational potential of a fusion

of these two apparently diametrical1y opposed points of view.

B. The Anti-Aesthetic Stance

In this thesis the tera anti-aesthetic IDAY be considered a

synonym for postmodernism and its artistic practices. In his

early definition Foster( 1983) underlines that the term If anti­

aesthetic also siqnals a practice, cross disciplinary in

nature, that is sensitive to cultural forma enqaqed in a

politic (e.g., feminist art) or rooted in a vernacular--that

3
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is, ta forDIS that deny the idea of privileged aesthetic realm·

(Foster,1983,p.xv). In short, an anti-aesthetic stance

represents a criticislIl of modernislIl and its ae8thetics vith an

intent ta promote a socially and politically aware art. In the

teachinq of painting and drawinq, the anti-aesthetic stance

identifies a pedaqoqy that focuses on the exploration af

content that arti.culates social concerns and appropriates

images of popular culture. However, this is generally practised

thrauqh the verbalization of ideas and postmodern art theory

rather than on the actual process of makinq art~ that is,

little attention is paid to how the concepts are transfonaed

through the mecüum (Richmond, 1996, Becker, 1996) •

Even though the effects of this situation have yet to be

fully determined there is a notion that today's education of

visual artists lacks serious interest in the IllAStery of medium

and the formal visual structure of art (Becker,1996). The

popular phrase" anything qoes· that underlies postmoderni.SIIl has

became synonymous vith the education of visual artists.

c. Background and the Problem

When l was an art student, l became aware of the gap

between the traditional aesthetic or formalist approach :in

teaching visual arts and a postDlodern one. The latter often has

been called anti-aesthetic, anti-forma1i.st, anti-paintinq and

even anti-art. At firet, this gap seemed to me loqical in the

postmodern art climate and regarclinq the backqround and the age

4
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of my art instructors. The yaunqer generation of art

instructors was much more familiar with postmodern art theory.

Also, their artistic practice reflected an anti-aesthetic

stance.

:In stride vith the popul.ar tendencies in the artworld DlOSt

of the students adopted an anti-aesthetic stance as introduced

by the younger generation of art instructors. The traclitional

aesthetic concerns for visua! form and medium were seen as

academic and anachronistic ta art while the post-modern anti­

aesthetic stance became the right recipe for creating a

significant conteaporary art work. This recipe can be

formulated as an insistence on the political content in art

that reflects socia1 and cultura1 issues such as racis., CJay

liberties, feminism, postcolonialism, ecology, etc.

In Buch an atJDosphere ". • • students in visua1 art

classes in universities and elsewhere are just as likely to be

asked to deconstruct and rewark existinCJ art in order to show

its inadequacies, or politicize chosen issues and events, as

develop their own creative vork" (Rî.chJllond, 1996,p.2). By

contrast, instructors and students who are interested in the

more traditional approach to visual- art via perceptual

experimentation and formalist questions have been criticized

for their individual escapism and socia1 irresponsibility

(Richmond,1996). l arque that this situation does not stimulate

the visual curiosity of young artists and stifles an open

mindedness to a multitude of approaches to art •

5
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D. Statement of the Probl&a

There are two main problems that 1 identify in the

postmodern education of visual artists. First, post1llOdern

instruction of visual arts fails to relate content to forme

There seems to be a refusal. ta acknowledge the relevance of

visual art form in relation to content. The loqical conclusion

ta this line of thinldnq ia that in today's teachinq of visua1

art an idea is more important than a visual image. Visual art

within a postmodern framework has empbasized the discourse of

art and hyper politicized statement making rather than an

interest in how the ideas involved in discourse becOlDe embodied

through the medium (Becker, 1996).

Second, in spite of its insistence on critical thinkinq

and political art, postmodern education does not really train

arti.sts to be socially responsible for their intentions in art

and life outside the art school (Becker,1996). It needs to

address more enerqetical.ly issues of audience, art market and

the institutional context of art. This also suggest that art

schools should consider the relation between ethics and art,

and how to teach this.

Throuqhout this thesis l will argue that a current

postmodern anti-aesthetic stance does not provide a relevant

theoretical framework for teachinq visual arts, particularly

for those involved in the traditional disciplines of painting

and drawing. Also, in attackinq the more oppressive notions of

6
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modernism postmodern model forgets to critica11y address its

own practice and the oppressive systems of the present.

E. Objectivees)

The objectives of thi.s thesis are twofold. The first is to

examine the problems of current postmodern art educational

practice, as revea1ed throuCJh a critica1 analysis of the

literature. The resu1tinq questions and ideas shou1d provide

building blacks for an evolving mode1. -Beyond the anti­

aesthetic" does not signal the negation of the postmodernist

paracügm but its revitalization. r will rely particul.arly on

David Trend' s ( 1992) cultural pedagogy, critical questions

borrowed fre. Becker(1996) and Gablick's(1990) .:xie1 of

reconstructive postmodernism.

Trend(1992) sees cul.tura1 pedaCJoqy as the fona of cultura1

politics which should address not only how art gets produced

but also how it cames to function in the vider socia1

community. rt involves a variety of discourses, texts, images

and actions throuCJh which students construct their

understandinq o{ reality in light of their cultural and

individua1 identities. Becker( 1996) raises a set of important

questions in regard ta the issues of political art and its

content, audience and art market. In turn, she questions how

these issues should be addressed in the education of artists.

Gablick( 1990) di.stinguishes betveen deconstructive and

reconstructive postmodernism. l support the latter orientation,

7
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as an attempt to brïng back sometbinq that we have lost in

attention to deconstructive postmodernism. A postmodern

consciousness needs to reqai.n SOlDe faith in the emancipatory

effect of art and its spiritual dimension that reaches beyond

the materialistic, poli.tica1 and tecbno-scientific world.

The second objective of tMs thesis is to contribute to an

apparent need .in the field. Even thouqh there are numerous

volumes written on postmodernism and even on pre-university

postmodern art education, there i8 very li.ttle material that

addresses the influence of postmodernism on the education of

artist8. Moreover, there ia very little research in generaI.

that examines art instruction at the po8tsecondary level, as

exemplified by the fol1ovinq journals: Studies in Art

Education, VisuaI. Arts Research, Aesthetics Education, Canadian

Review of Art Education, Aeathetic8 and Art CriticisDl. Why ia

pedagogy in B.F.A. and M.F.A. curricula not more regularly and

critically addreslled? Why do many art instructors Bee

themselves only as artists who also teach rather than as

possibI.e educational researchers as well? There is a need to

generate more knowledge about the education of artists

regard.inq bath practical JDethodology and its underlyinq

theoretical pedagogy. Otherwise, we will. continue to have an

atmosphere in which the practice will rema.in obscure and

segregated from the wider field of art education.

rn the l.ast part of this study r will refer in particular

ta a qualitative research methods that seem to offer promise

8
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for an investigation into visua1 art instruction at the

postsecondary level. l will conclude with an outline of a

preliminary proposa1 for an extended qualitative field research

study to address the effects of postmodern thinkinq on the

education of visua! artists. This thesis a1so sets the stage

for my own Ph.D. research in the future.

F. The Stylistic Fona

Part of the stucly IDaY be seen as a critical writing that

exists in the form of a collaqe of various quotations and ideas

by clifferent authors. Bernatchez ( 1995) comments that If recent

critical writinq appears more often as an assemblage of

quotations than as a creation by a single author (e.q. ,

U1mer,1983, Foster,1983) " (p.160). The collaqe format seemB

appropriate to me insofar as it shows clearly who are the

original authors of the ideas expressed herein; i.e., at this

stage l am still very much a beginning researcher.

The idea of thesis-as-collage reflects also the

poststructuralist viev of the postDlOdern artist as collaqe

maker or bricoleur(Kearney,1988). Bernatchez(199S) explains the

method of decoupage and collaqe as ". • • a technique by which

we remove certain elements from their larger context (in this

case, some authors frca athers, SOlDe texts by an author frOlll

his other texts, some parts of the same text • • .), these

elements are then juxtaposed; thi. juxtaposition forma a nev

context throuqh what one might ca11 an interactive effect"

9
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(Bernatchez,1995,p.163). In this thesis the new context should be

seen as a c~uster of ideas that suggests a pedagogy beyond the

anti-aesthetic.

G. The Content

This thesis consists of five chap1:ers: i) postmodernism in

education ii) postmodern art iii) teaching visual arts in

postmodernism: critica1 exillDjnation, iv) beyond the anti.­

aesthetic; snmmary of the ideas and v) implications for the future

research: outline for a qualitative research investigation.

The objective of the first chapter is to introduce the

term postmodernism and to discuss postDlodern thinking as it is

currently practised in education. It is important to

distinguish among the set of associated teras such as

modernity, modernization, modernism and postmodernity,

postmodernization and postJDodernism. rn education, they are

very often used in an interchangeable and confusinq manner.

Also, l am presentinq postmodernism as an open-ended and

flexible term that should be seen as continuous with

modernisme In diseussing postmodern thinldnq in education r

will qive particular focus to critical thinkinq (Usher &

Edwards,1993) and cultural pedaq09Y (Trend, 1992) •

The second chapter deals with postmodern art and its aesthetics

(anti-aesthetic). The objective of this section is to describe

10
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postmodern art vis-à-vis the di.chotaaies 1DOdern/postmodern,

aesthetics/anti-aesthetic.

In the third chapter r will address critica1ly the

education of vieual artists in postmodernism. l will examine in

particular the anti-aesthetic stance, whi.ch fails to brinq

content to form in teachinq of art. Also, l will address the

issues of the artworld, audience and art market, which seem to

be overlooked in the postmodern approach.

Chapter four is a constellation of ideas and questions

resultinq fram the previous chapters. It offers a myriad of

possibilities to reach beyond the anti-aesthetic and, l hope,

sets the stage for further research and examination of issues

and ultimately influences the education of artists.

Fina1ly, in the last chapter X will introduce qua1itative

research methods and outline a preliminary proposaI for a field

research study. This thesis becomes a theoretical framework for

my future field research that will question the effects of

postmodern thinkinq in the teachinq of traditiona1 visual arts •

11
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CBAPTER 1: POSTMODE1UttSM III EDUCATION

In arder ta address critically postmodern pedagogy it is

important ta clarify the texms po8taodernisDl and postmodernist

education. The objective of this chapter is twofold. First, it

is ta introduce the term POStllloderniSDl which appears ta be at

once fashianab1e and el.usive (Sarup, 1993). Second, l want ta

discuss postmoderni.st thinldng as it re1ates ta pedaqogy.

1 • 1 The Etymol.oQY

The tenn ·postmodernism- pervades the cu1tura1 strata of

our lives. It is definitely one of the most popular words of

our age (C1ark, 1996). Whether we ta1k about the ecstasy of

communication (Baudrillard, 1983), cyber space, the global

village (Jencks, 1986) or siJDp1y the 1ate corporate capita1ism

(Jameson,1983), our discourse remains identified with the term

postmodernism. Bernatchez ( 1995) interprets postllloderni.sm as the

cultural version of the post-industrial or post-capitalistic

wor1d of globa1ization. In defining the teDil Jenks(1986) points

out that, If in short it means almost everything and thus nearly

nothing n (p.30). largue that in today's education of artists

this term has been used to demarcate the break from modernist

aesthetics rather than to exp1ain cantemporary cu1tura1

practices .

12
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1.1.1 The Bîstory

The idea of postmodernism. vas first introduced in 1934 by

the Spanish writer Federico De-Onis in his Antoloqia de la

poesia espanola e hi.spanoamericana to describe a reaction

within modernisme In 1938, the term postmodernism was used by

Arnold Toynbee in hi.s A Study of Ristory. Toynbee identified

postmodernism as the new historical cycle epitomized by the

decline of Western capitalism. and rise of Hon-Western cultures

and pluralism (Jencks, 1986 ) •

1.2 Ambivalence and Elasticity of Po.taodern:ism.

In discussinq postmodern art education Clark(1996) sounds a

cautionary note :in reqard to the cc.anm:icative elasticity and

deliberate ambivalence associated with postmodernism. He

emphasizes three main characteristics aSBociated vith the term.

First, postmodernism is transitory : ,r••• it sugqests only what

it is not rather than what it is or.1 Second, postmodernism is

transcendent, which means that postmodernism i5 reflected in a

variety of disciplines. It can be seen as a cross-disciplinary

practice. There is a specialized terminoloqy that demarcates a

postmodern discourse(e.i., master narrative, silllulacra,

decentered subject,etc) and theoretical frameworks such as

poststructuralisID., deconstruction, reconstruction, and feminism..

Third, Clark sees postmodernism as transitional, which means that

postmodern theories do not alvays depart frOll m.oderni.st

principles (Clark, 1996) • He points out that a feminist or

13
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postcolonia1 theorists may speak froal the perspecti.ves ,. that are

modernist, postmodernist, or somewhere in-between"

(Clark,1996,p.l).

1.3 Defininq Postmodernism

Why do we need. a c1ear definition of postIDodernism in

education? As a prelimînary response to this question, the

followinCJ paraqraphs point ta the variety of 1anguaCJe and

concepts covered under the umbrella term " postmodernism If •

In some sense, any atteapt ta define fu11y postlllodernism,

that is, to provide fixed explanations seems to be

antithetical to its underlying premî.se1 that is, the nature

of postmodernism is ultimately against totalization and

fixed concepts (Usher & Edwards, 1993). The postaodern

condition can be perceived as a 'sensitivity to differences'

or a 'var on totality'." It is a period in which everythi.nq

is deleqitimised" (Jenks, 1986,p.l0). It was modernism that

was interested in defi.nitions and descriptions of itself in

order to underline its timeless ideals (Sarup,1993).

In today's educati.on of artists, postmodernism is mainly

discussed as a radical break from modernism and its formalist

discourse. The irony here is that in takinq such a stance these

advocates have made postmodernism as fixed and doctrinaire as

the formalist approach ta art once vas. But education in a

rapidly evolving world needs to remain flexible and open to

discourse frOlll a Dlultitude of perspectives. If postmoderni.SIll is

14
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te be a creclib1.e and viab1.e educational. i.nf1uence, it too must

be capable of flexibi1ity. As Usher & Edwards ( 1994) state,

To talle about postmoderni.ty, postDlodernism or the

postmodern is not therefore to designate some fixed and

systematic 'thinCJ'. Rather, i.t is to use a 100se umbre1.1a

term under whose broad cover can be encompassed at one and

the same time a condition, a set of practices, a cu1tura1

discourse, an attitude and a mode of ana1ysis (p.7).

1.4 The Continuation

Lyotard( 1984) sees postmoderni.sm as the state that both

precedes and conditions modernisme He exp1ains the apparent

contradiction in terms in the fol.l.owinCJ manner. Lyotard sees

postmodernity as the force, the perpetua1 avant-qarde that

precedes modern.ity hence it is premodern in its nature.

Postmodernism ". • • understood is not modernism at its end but

in the nascent state, and thi.s state is constant. A work can

become modern on1.y if it is first postmodern" (1984,p.S63).

However, Lyotard' s view seems to be contraclictory to the

very nature of postmodernity, that it is not reflected in

progress and innovation but ratber in reification and

repetition. His discussion does not explain satisfactori1y, at

1east to me, how samethinq can be bath • pre· and • post·

simultaneously. Even if the event cao be, both "pre" and

upostW
, then the desiqnation· post" is inadequate and

15
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confusing. 2 Lyotard apparent1y proposes this view in order to

maintain continuity between moclernism and postmodernism, but

his explanation does litt1e to clarify issues for the

university art class.

1.5 The Confusinq Terms: modern, modernisme modernization

Foster(1983) states that If what postmodernism is, of

course, depends 1argely on what modernism is, i.e., how it is

defined If (p.189). As an aid to that cryptic definition in this

section l wou1d like to distinguish éUlonq the associated teras:

modernity, modernization and modernisme In education these

terms are very often used as interchanqeable; but such

flexibility does not help to clarify issues (Sarup,1993). The

clarification of these teDIUJ might help students to understand

better the historical context of bath modernism and

postmodernism.

Usher ~ Edwards(1994) look at modernity as a distinct

historical epoch that finds its roots in the late eighteenth

century Enlightenment philosophy in which the economic and

socio-eultural development of the society and the roots of the

nation state had been initiated. With more specifie reference

to art Habermas(1983) identifies modernity with the ideal of

European high art and its development under .. the project of

modernity" (p.9). This project can be formulated as an attempt

ta .. develop objective science, universal mora1ity and law, and
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autonomous art according to thei.r inner loqic"

(Habermas,1983,p.9).

The Enlightenment narrative vas conceived on the

principles of universal reason, objective knowledqe, rational

emancipation and autoncmy of the individual self. Habermas adds

that cultural modemity had been particularly formulated

throuqh the segregation among the three spheres of science,

politics (ethics) and art (aesthetics). Ultimately, the term,

modernism has come to be associated vith art and its discourse

(aesthetics).

The last associated term, modernization refers

particularly to the economic development of society,

capitalism, industrialization, and qrowth of science,

technoloqy, and urbanization. In other vords, it does not put

special emphasis on art.

1.6 Loss of the Master Narrative

Lyotard( 1984) identifies the loss of so called master

narratives such as, liberati.on of humanity, proqress, the

emancipation of the proletariat, equality and increased power

in postmodernism. In addition, he distrusts any form of

universal philosophy as promulqated by authors such as Marx and

Hegel. Therefore, " the grands récits of modemity - the

dialectic of Spirit, the emancipation of the vorker, the
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accumu1ation of wealth, the classless society - have al1 lost

credibility" (Sarup, 1993,p.145).

In addition, Lyotard notes the gap between narrative

knowledge (e.i.,myth, magic, folk wisdom) and science, which

accordinq to ha! has led to the disappearance of the former.

However, he insists that the flexible capacity of the narrative

knowledqe can encœapass aIl three spheres (science, ethics and

aesthetics) without 10sin9 their particular characteristics

(Bernatchez,1995).

1.7 The Lats Modernism and The Anti-Aesthetic

In discussing modernism art critics often refer to the

Late or High modernism of the early 1960's and the art

criticism of Clement Greenberg and Michael Fried. In Ruys8O's

( 1990) words High modernism is identified with the specia1

status of the aesthetic and the idea of art work as

autonomous. 3

Thus, postmodernism refers to the artistic practice which

opposes high modernism and Greenberqian formalist aesthetics.

In addition, postmodernisDl challenges the very special status

of the aesthetic. Bence, the term anti-aesthetic becomes a

synonym for postmodernism. Ba1 Foster( 1983) underlines that,

anti-aesthetic signaIs. that the very notion of the

aesthetic, its network of ideas, is at question: the idea

that an aesthetic experience exists apart, without
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1 purpose', all but beyond hiatory, or that art can now

effect a wor~d at once(inter)subjective, concrete, and

universal - a symbolic totality (p.xv) •

In light of the foregoinq l wi~l use to the term anti-aesthetic

ta demarcate a practice that breaks fram aeathetic and

formalist discourse.

1.7 • 1 Postlllodernisa of Resistance

Faster distinguishes between the postmodernism of

resistance and that of reaction. The former is concerned vith

the critical deconstruction of tradition in order ta resist the

existinq social and cu1tural status quo. The latter repudiates

modernism but celebrates the status quo in a neoconservative

fashion (Foster, 1983,xii). Foster supports the postmodernislll of

resistance which •• • • seeks to question rather than exploit

cultural codes, to explore rather than conceal social and

politicalaffiliations· (p.xii). Conqruent vith thi.s view

Fehr(1994) sees art educators in the postmodern arena as the

leaders of a resistance to the oppressive notions of the past

reflected in the dominance of Western fine arts, the concept of

artist as the bearer of meani.nq, marqinalization of women in

art, etc (Fehr,1994).

I Agree with Febr that art educators should become the

leaders of the resistance, not only to the oppressive systems

of modernislll but also to thoBe of the present•
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The place of postaodern art education lies outside

reified modernist conventions .•••The modern art

educator iqnored the art vorld and produced a visua1l.y

illiterate generation. Today's art educators can learn

fram this lesson. Post.xlern art education BlUst be more

than a chronological terme It cannot reject the

oppressive notions of the past unl.ess it understands them

(Fehr,1994,p.214).

However, l do not agree vith a notion that modern art

educator produced a visually illiterate generation. rn the

modernist approach to teaching visual arts the developaent of

vision and the perfection of medium vis-à-vis visual art form

w~re privileged over anythinq e1se (Foster,1985, Wolcott,1996).

Haanstra(1996) states that one of the central goals of art

educators in this century has been the perceptual learninq •• •

. in terms of development of the faculty of sight and the

developaent of the 'appreciation' of the beautiful" (p.197).

The real problem within the modernist approach in teaching

visual art vas that there vas little concern for the social and

cultural context of art (Anderson, 1995). By contrast, a

postmodern approach that relies on an anti-aesthetic stance i5

much more interested in art as ideational and contextual than

as visual and formal. Therefore, the issue of a " visual

literacy " is much more doubtful in postmodern art education•
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1 .8 Postmodern Thi.nJti.nq in Education

In this section l wou~d like to sketch briefly some

characteristics of postJDodernist thi.nkinq in education. In

particular l will addres8 the critical thinkinq and pedaqogy

which i5 at the core of postmodernist education.

Education does not accept easily postmodern thinkinq

because bath educationa1. practice and theory vere founded on

the modernist tradition of the Enlightenment narrative~ and

education is, by nature a conservative institution, that is,

slow to change (Usher & Edwards 1993). Lyotard(1992) states

that the project of lDOdernity was dependent on education which,

in turn was seen as a vehicle of emancipation and progress of

society ". • • that wi1.1. a180 produce enlightened citizens ,

rnasters of their own destiny" (p.97). In spite of the strength

of the modernist tradition and education's conservative

tendencies, in the last fifteen years the influence of

postmodernism on arts and education has been enormous

(Trend,1992).

The very core of postmodernist pedagoqy lies in the

criticism of rnodernism, or the challenge ta what Habermas(1983)

cal.ls the Iproject of Dlodernity'. Generally speaking,

postmodern education is refl.ected through the persistent

debates on issues such as pl.ura1isa, hiatoricislD,

representation, gender, cannon - all of which challenge the

modernist paradigm of universal. knowl.edge and progress •
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Postmodernist education jettisons the IDaster narratives of the

Enlightenment, which were conceived on the principles of

universal reason, objective know1edge and rational se1f as the

prerequisite for the emancipation and progress of society

(Carr,1995,Keith,1993).

Such a move ia the resu1t of another influence within

postmodernism, a reliance upon a post-structuralist paradigme

Post-structuraliSDl deaa.rcates the vay of thinkinq or a mode of

analysis interested in the productive signification of any

textua1 structure (written or di.scursive) vis-à-vis its context

(e.i. ,practices and institutions). Relying on post-structuralism,

postmodern education deaands that its discourse needs to assert

its leqitimacy within a re1evant social and political contexte

Post-structuralist concerna and questions - about

language, texts, interpretation, subjectivity for example,

specifically lend themselves to larger historical,

cultural questions which inhabit the post-modern moment

(Usher 5 Edwards, 1994,P .18) •

1.8.1 Deconstruction and Education

Another important issue within post-structuralism is that

of deconstruction, the term that has been appropriated from

Derrida's(1994) texts. Derrida(1994) talks of deconstruction as

neither a 'deconstruction' nor a method of readinq and
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analyzinq texts. It refera to the reaclinq texts within and how

texts deconstruct or subvert themselves (Usher & Edwards, 1994) •

FurtheDlore, deconstruction is not on1y the strateqy for

reading texts, it refers to a 'deconstructive process' that i5

always present in texts and waitinq ta be read (Payne,1993,

Usher& Edwards, 1994). As such deconstructive process helps the

openinq up of texts in order to show •• • • how meaning is

organiaed in powerful interpretations, and what function that

orqanization serves-sOlDe interpretations are more plausible and

powerful than others If (Usher & Edwards, 1994,P .145). Of what

concern ia deconstruction to education? In describinq the

meaning of education in Derrida'8 texts and vis-à-vis

deconstruction Usber & Edvards(1994) state,

Derrida's texts suqgest, however, that the 'meaning' of

education is not to be found in this •outside' but

rather in the inside, in the story or stories (narratives)

which education tells about itself or, perhaps more

accurately, the stories told for and about it (p.145).

The construction of meaninq and a critical analysia of its

production vis-à-vis the representation and the dynamic social

power structure is at the core of postmodern pedagogy. Language

ia seen as the key to adynamie process of becominq " • • • a

means by which individuaJ.s and social groups enter into and

construct the world for themselves throuqh the medium of vords,

spoken and written- (Jackson,1991,p.130). The emphasis stresses
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that what we know about the vorld iB deterDli.necl by what we say

about it. liso, representation is not seen as a neutral process

or value free, there is a politics of representation that must

be questioned (Usher 5 Edwards, 1994). Instead of perceivinq the

world as an objective reality, as vas the case in modernislIl,

the world becomes a constellation of signs; hence, everything

we perceive becomes part of the narrative. In this sense

pedaqogy represents bath a discourse of critique and a project

of possibility (Giroux, 1992) •

Furthermore, postmodern education constructs itself

through constant questioninq of epistemoloqical abso1utes such

as truth, certainty, reality and beauty. As such it is opposed

to the modernist paradiCJlll •• • • which treated abso1utes as

articles of faith" (Clark,1996,p.10). Postmodernist orientation

is underlined by the sense of doubt, and this is why often it

has been seen by neo-conservatives as sceptical, cynical and

nihilistic (C1ark,1996).

In the writinqs of Derrida, Lyotard, Jameson and Spivak,

postmodern thinkinq moves beyond a criticism of the moclernist

paradigme 1t becomes a aethod of questioninq our ability to

perceive and recognize the truth. As opposed to the modernist

paradigm of know1edqe as di.sinterested or objective and

separated fram power, postmodernist education relies on the

Foucaultian stance that knowledqe ia a1vays found in relation

to power; If no power can be exercised without the extraction,
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appropriation, distribution, or retention of knowledge·

(Foucault,1990,p.87). In this vay postmodernist thinking in

education exposes ail master narratives as social.ly

constructed and open to subjective interpretations. These show

that our vorld is made of a Dlu1tiplicity of voices, realities

and histories.

The relation between power and knovledge is crucial in any

attempt to address the issues of truth in regard to society,

its asymmetrical power relations and the structure.4 The truth

is not a matter of methocloloqically controlled rational

investiqation a10ne but a camplez process operatinq at a

multiplicityof levels (Usher & Edwards 1994). In addition,

individua1s are the vehicles of power, not its points of

application (Foucault, 1980).

1.8.2 Postmodern Pedaqoqy and Democracy

One of the effects of postmodernism on education can be

seen aiso in the shift in focus on the practice of pedag09Y.

There is a shift from seeinq pedagoqy as the concept of

transmission of knovledqe and skilla to the pedaqogy as a form

of cultural politics (Giroux, 1992). Trend( 1992) sees pedaqoqy

as a form of political and cultural production that is involved

in the construction of knowledge(as opposed merely to its

disseDÜnation), the questioninq of representati.ons and social.

relations. The goal is a more democratic society (Trend,1992).

This seems to be congruent vith Carr's(1995) global view on
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postmodernï.sm as an attempt to reinforce the relation between

education and democracy. The followinq quotation signals the

direction that r talce throuqhout this thesis.

The real challenqe of postlnodernism is to reconceptualise

the relationship between education and d_ocracy in a vay

which acknowledqes - rather than simply repudiates - the

postmodernist critique of Enliqhtenment philosophical

thought (Carr,1995,p.79).

1.9 Cultural Pedaqoqy

What l would identify as postmodernist pedaqogy,

Trend(1992) calls a cultural pedaqoqy. The qoal.s are

inseparable from those of a cultural democracy. Trend sees

cultural pedaqoqy as the dynamic process of openinq up ta

discussion and expandinq the diverse principles of liberty,

human clignity, recoqnition and social justice. rt becOllles the

strategy within a political movement to establish and develop

democracy. Moreover, "cu1tural pedaqogy encompasses a cultura1

production via construction and orqanization of knowledge,

values, desires and socia1 practices" (Giroux, 1992, ix). It

involves a variety of discourses, texts, images and actions

through which aeaninq qets constructed and students shape their

individual and collective identities.

As part of his definition of cultural pedaqoqy Trend( 1992)

notes a relationship between art and pedagogy. This relation
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should reveal. a wbol.e spectrum of human experiences and val.ues •

It becomes adynamie process in which a variety of voices and

views coa1esce vis-à-vis their cul.tural., ethnie or social

background. The principles such as free expression and free

speech are pivota1 to Trend's(1992) lIlOdel of cultural pedagogy.

However, it seems to me that even in Trend's ideal relationship

between art and pedagoqy tbe focus is rather on discourse than

on an artistic forme

In Trend' s model pedagogy is œainly seen as a form of

cultural politics that does "••• not only address how the art

gets produced, but also how art comes to func:tion in the wider

social community Il (Giroux,1992,p.viii). This i& an important

point, however, art educators need to establisb pedagogy that

will foster the production of art via development of skil.ls and

technique and equally an understanding ho. art functions in

society.

On the other side, Trend' s view of the artist is

interestinq for its ramifications on the education of artists.

He sees the artist as a cul.tural worker, however, not in a

romanticized view of the artist who works on the margins of

society. In Trend's model it is important to expand the concept

of cultural work; this will lead to the inclusion of a variety

of professions such as law, social. work, architecture,

medicine, theology, education, and l.i.terature. The issues

related to public philanthropy, media reception, town meetings,
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and popul.ar education are al.so incorporated into the model.. In

this way it becomes possible to cr~tical.1y ana1.yse different

forma of representation and hov tbey are perpetuated and

control.led through particular social. and cul.tura1. institutions.

In short, the redefinition of the concept of cu1tura1

worker as imp1.icated in the education of artists can open up

the debates on the position and possibil.i.ties of art in the

capita1.ist art worl.d. Trend a1.so questions vhether art can

resist the arbIOrld? He worries that the once radi.ca1 and

critical postmodern art has become commodified by the

institutions of the art vorld. Ronetheless, Trend be1ieves that

art can always have power to promote a political action.

1. 9 • 1 Critica1 Thinki.nq

Trend's(1992) cultural pedagoqy is based on the

essential.ity of cr~tical thinldnq and self-reflexivity on the

part of both instructors and students. What we teach, why ve

teach, and how ve teach are questions that pervade cul.tural

pedagogy (Keith, 1992, Hamblen, 1991). In addition, U postmodern

education, then, requires a questioninq, critical. Ddnd -­

education is bath content and an examination of content and

pedagogy • (Keith, 1994,p.52) •

Where Trend's emphasis is on cu1.ture, for Usher and

Edwards(1994) postmodern pedagoqy i8, above a1.l, critical.

thinking. 5 It draws upon the principles of the FranJefurt
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scbool, fem.inislIl, Freirean pedaq09Y, postcolonia1i.sDl ,

poststructural.ism and postmodernism in order ta crea.te a

radical. approach to education. The eclecticisDl and plural.i.sm

that comes vith a critical. pedaq09Y reflect directly a

postmodern atmospbere. The principal issue is to introduce

heteroqeneity, and embrace the differences. The objective i8 to

emancipate through fiCJhtinq oppression on every sinCJl.e level,

whether ve tal.k of gender, race, class or sexual preference. In

this vay" education as a fona of cultural politics is an

attempt to reconceive and reconfiqure the notion of citizenship

in the postmodern JDaDent" (Usber 5 Edwards, 1994,p. 215 ). The

failure of the modern liberal. state lies in its inabil.ity to

include al.l citizens in the dynaai.c participation of creating

a more democratic society. As Usher 5 Edwards( 1994) state,

Thus modern conceptions of citizenship in which

'proqress' comes about throuqh the nation-state are

displaced by a pos~ern notion where the state no longer

has primary responsibility for producing proqress and

where citizens are requi.red ta becoae active on their own

behalf. Critical peclagO<JY aima ta support such activity in

order that the oppressions and exclusions of modernity are

not reinforced (p.216).

One of the basic questions in critica1 pedag09Y is, " Who

speaks?" The deconstruction of the authoritative voices ­

those who speak for and on behal.f of others is at the core of
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critical pedagOCJY. Thus, individua1s are seen as the active

producers of knowledge that is not a stable and objective

entity but as • • • • a particu1ar and hi.storical relation vhich

individuals enter as active constituents" (Jackson,1991,p.127).

Usber fa Edvards ( 1994) underline that a critical pedaCJogy

struggles on two fronts. On the one side it rejects Marxist

correspondence or the conflict theory of schoolinCJ in which the

function of education is entirely determined upon the needs of

the capitalist econcay that produces the workers. On tbe otber

aide critical pedagoqy rejects the new-right cultural

restorationist8 interested in the concept of cultural oneness

conceived upon their set of shared values and a curriculum that

relies on cliscipline-regulated knowledge.

In critical pedagogy educators are not seen as ". • •

the helpless agents of the system but as transformative

intellectuals" who are empowered in order to empower

students (Usher fa Edwards, 1994,p.219). In tbis situation the

dialogue between teacher and student is tremendously

important. 6 They work as partners and their dialogue is seen

as the dynamic structure. The overall goal of critical

pedagogy .as such is emancipation as opposed to oppression.

Therefore, it foregrounds politics and hence emancipation,

by l.inkinq educational practices at the IIli.cro-level vith

political action at the macro-level (Usher' Edwards,1994) •
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1.9.2 The Criticisa

Usher and Edwards ( 1994) demonstrate that what is presented

as a discourse on postmodern education appears to be at once

bath over-theorizec:l and under-theorized; over-theorized because

it i8 not quite sure how most of the argument can be

transformed throuCJh an educational practice; under-theorized

because most of the modern goals of education are sti.ll shared

wi.th a postmodern critica1 pedagOCJY. Also, critica1 postmodern

texts forget to subject themselves to the critical method they

infl.ict upon tbeir moderni.st targets. For eltélllple, Keith(1994)

emphasizes the positive poBtmodern challenges to aesthetics and

traditional western education however, without questioning

possible limitations within the postmodern model. Genuine

critica1 thinking aust be reflexive and able to critically re­

address its own practice and institutions and fight the

oppressive notions which a1so exist in postmodernislD. In the

third chapter l will examine some of the limitations and

contradicti.ons inherent in a postIDodern approach in the

teaching of visual arts •
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CBAPrER 2: POSTMODERR ART

This chapter exaJÜnes current definitions of postmodern

art and aesthetics. FrOlll illY perspective as a visua1 artist l

will try to demonstrate the dichotanies, modern/postmodern and

aesthetics/anti-aesthetic. 7 Moreover, this chapter initiates my

conceptual foundation for a critical examination of postmodern

education for artists.

2. 1 ls there postmodern art?

In the previou8 chapter X argued that postmodernism should

not be discussed as a fixed concept. In education, the term

postmodernislIl has to be presented as open ended and flexible in

order to explain the artistic and cultural practices of both

past and present. In this section the first question l will

address is, Il Is there a truly postmodern art? U Should we talk

of postmodern art as a particular style in art that has been

recognized within a framework of art history? Shapiro(1980)

defines style as

••• a system of forma vith a quality and a meaningful

expression through which the personality of the artist and

the broad outlook of a group are visible. • • .It is

besides, a common ground against which innovations and

the individuality of particular warks may be measured

(p.137) •

32



•

•

This concept of style appears ta be antithetical to the

very core of poBtmodernism whieh refutes modernist aesthetie

criteria sueh as idi.viduality, stylistie innovation and

originality (Hart,1991). In the same fashion, Morqan(1996)

argues that there ia no postlllodern art style. A postmodern

approach to art iB reflected through repetition and reifieation

of abjects fram the past rather than the innovative creation of

new forms. By bringing historieal Bymbolism into the present

most of the art created in postaodernism appears rather as an

homaqe to the past. n The same signs get repeated; thus there

is no forward motion. There is a stasis. There are no cause and

effeet relationships in Most forma associated with

POStmodernï.SID" (Morgan, 1996,p.15).

Rather, we should talk of postmodern art as an umbrella

that encOlDpasses pluralistie ancl eclectie practices in art.

Jeneks(1986) states that postmodern art emerqed from the the

social and political fenaent of the 1960's and 1970's, it

appeared through a number of recognized movements such as Pop

art, Hyper-realiam, Photo Realism, Conceptual Art, Alleqorieal

and Political realism, New Image Painting, Transavantquardia,

Neo ExpressionislD (Jencks, 1986). Be claiJDs that the main

underlying principles of postmodern art are stylistic and

philosophieal. plural.ism, ecl.ec:tieism and a eritical approach to

p~eexistinq ideology•
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More precise1y, Jencks ( 1986) exp1ains postmodern art as

the methocl of double coclinq, that includes modern techniques

and someth.inq else seen as traditiona1, however presented

through irony and al18CJory. For Jencks, a postmodern art is

aIso" •• influenced. by the vorId village and seDsibi1ity

that cames with this, an ironie cosmopolitism" (1986,p.22).

Ta sum. up, postmodern art shou1d not be thought of as a

style; rather it is more of a movement that starts in the late

1960'8 consistinq of de1iberate departures frca modernist

formal.ist aesthetics. These depatures may be loosely

cateqorized. not on1y as postD:»dern but as anti-aesthetic or

anti-formalist.ln this section l will try to show what maltes

postmodern art above a11 anti-aestbetic in its character. In

order to do 80 we should first look back at the Greenberqian

aesthetic8, the core of hiqh modernism (Benjamin, 1996) •

2.2 Greenberqian Ae8thetics

The art critic, Clement Greenberg(1966) remai.ns a key

figure in any postmodern debate. The art criticism of Greenberq

relies on the Kantian philosophica1 view of aesthetics and art

as unique and autonomous from the other two 8pheres,

cognition( science) and ethics (po1itics). Accordinq to Greenberq

there is a1ways somethinq integral and intrinsic to specific

artistic practices that has to be recognized. The problelll is

that in his model these practices and experiences are seen as

autonOlllous from any other mode of human experience inc1uding
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coqnitive experiences. 8 Greenberq argues that the unique va1ue

of modern art lies in its own self-referential nature and the

unique aesthetic experience it provides.

The concept of purity is pivotaI to Greenberq's definition

of art. rt refers to the self-definition of the mecti.ua and the

specifie disciplinary practice of art (Foster,19S5). As

Greenberq says, If the essence of .-odern.isa lie., as r see it,

in the use of the characteristic methods of a discipline to

criticise the discipline itself - not in order ta subvert it,

but to entrench it more firmJ.y in its area of competence"

(Greenberq,1965,p.193).

Consequently, the disciplines of painting, sculpture, or

architecture were seen as distinguished from each other and

dependent upon a specifie system of historicaJ. codes and

aesthetic criteria. Greenberq bestows upon this system

exclusive attention to the perfection of mediwa and visual

formaI structure of art works; the Greenberqian aesthetics,

was, par excellence, formalistic. Thus I would define formalist

art criticism as a methodoloqical orientation to the discussion

and eva1uation of art based strictly on the consideration of

the medium (e.i. ,ail paint on canvas) and the substantial

formal aspects (line, color, shape, texture, light and shadow,

mass and volume, space and depth) in their morpholoqical desiqn

rel.ati.onship. Consequently, the teaching of visual art within a
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modernist framework vas establ.ished upon a so-cal.led

pedagogical formalism (Feldman, 1992) .

• • • the doctrine that ul.timate focus of aesthetic

attention and critical meaning is, or ought to be,

organi.zation and presentation of tbe visual. el.ements of

works of art; line, shape, color, texture, mass, space,

volume and pattern (Felc1man ,1992,p.122).

It is important to underline that Greenbergian aesthetics

was not on1y form centered but al.so painting centered. It

favoured the pictorial paradigm of paintinq, and more

precisely, non-representational. abstract painting, over the

other forms of art. This contributed to the domination of

painting in lIloderni.sa and a general anti-paintinq reaction in

postmodernism. It was crucial to Greenberq to distinguish

between paintinq and scul.pture as vell as between abstract

painting and representational art. He saw the latter linked to

literature. In order to overcOllle the literary cbaracter of

representation visual art must refer only to the medium vis-à­

vis its visual structure.

For Greenberg, the flatness of the canvas, it8 two­

dimensional surface possessed a hidden potential. for embodying

a spiritual reality. This view focused on an artist's inner

beinq and the self conscious experi.lllentation within the

perceptual possibilities of the medium. In this way the

sensuoue aspect of art becomes dCDinant (Benjaa.in, 1996). The
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experience of art becaaes more or lees a m.ere opti.ca1

experience entirely dependent on the seeing and the close

attention to the mec:li.um.

For GreenberCJ tbis viev reflected a histori.ca1 approach to

art that was inaugurated by the impressionists, in their

re8ponse to the invention of photography. In di.scussinq the

influence of the impressionists Greenberq did not inc1ude thei.r

reliance on representaion. Accordinq to Greenberq

representationa1 art, which relies on subject matter and

narrative description, was disqua1.ified as impure or as non­

art.

2.2.1 Apolitica1 Discourse on Art

Another important aspect of the Greenberqian formalist

aesthetic is that it claimed a universa1 applicability, because

the formal apsects of an artwork (e.i., symmetry, proportion,

balance) are qeneric and intrinsica11y present in a1.1 art

forms, no matter what the cultural background (Hamblen,1991).

It i8 apparent fram the above description that the social and

cultural context of art and the issues of artistic cu1tural

production were not a part of Greenberqian aesthetics. These

were seen as extraneous to artistic practice. In late

modernism, art was identified vith hiqh culture and as such it

has become elitist and separated from society. The dichotomy

between art and society pervades throuCJhout modernisme
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Therefore, we can tal.k of modernist art and aesthetic as

largely apolitical.

However, Efland( 1992) brinqs up the interestinq point that

in spite of the insistence of Greenberg on the autonomy of art

from political and social issues, the popular magazines such as

Time and Life, which can be classified as magazines for the

masses ( i.e. , non-el.istist) frequently contrastecl the art and

artists of America to those of communist Soviet Union. The

freedom of expression in American art vas seen as the freedom

of American people.

2 .3 Bringinq Art back ta Life

The significant feature of postmodernism i5 the breaking

down of the bi.erarchical. barriera between hiqh and popular

culture, art and everyday life leadinq to •a stylistic

promiscuity favouring eclecticism and the mixing of codes;

parody, pastiche, and irony; a pl.ayfulness and the

celebration of the surface depthlessness of culture (Usher

& Edwards,1994,p.12)

On the other hand, we can talk of postmodernism as an

attempt to bridge the dichotCDi.es of modernisme Postmodern

art is interested in bringinq art back to life and to its

social and cultural contest from whi.ch it derives. This iB

reflected through art that appropriates images of popular

cu1ture and content that dealB vith social and political
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issues (Holt, 1995,Wolcott, 1996) • The postmodern discourse on

art is contextually focused on cultural criterias and with an

••• emphasis on decontextualizinq, reframinq and

recontextualizinq aqreed upon social and philosophical

realities" (Anderson,1995,p.49). Therefore, the practice of

postmodern art If••• is not defined in relation to a qiven

medium--sculpture--but rather in relation to the loqical

operations on a set of cultural terms, for which any medium-­

photoqraphy, books, lines on valls, JDirrors, or sculpture

itself-miqht be used" (Kraus,1983,41).

By abandoninq the disciplinary character of modernisa and

its formalist discourse interested in fortll, medium and seeinq,

postmodern art ia above all anti-formalist or anti-aesthetic.

It presents itself as a form of political and critical

rhetoric, the fora of cultural activisDl. As Foster( 1983) puts

it,

anti-aesthetic also signals a practice that is cross

disciplinary in nature, that is sensitive to cultural

forms engaqed in a politic(e.g., femi.nist art) or rooted

in a vernacular-that is, to forma that deny the idea of

a privi1eqed aesthetic realm (Foster,1983,p.xv) •
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2.4 The Critical Inversion

The term anti-aesthetic became a synonym for postmodern

visual art practice (Bolt,1995). Tbe problem vith this tenl is

that it assumes a narrow definition for aesthetic identified

with the ahistoricéÙ concept of aestbetic experience and

forma~ist discourse on art. one of the basic problems in

postmodern art theory is that it often interpreta modernist

aesthetic criteria narrowly and without explaininq the

philosophical and bistorical context in which these criteria

emerged (Holt.1995, Shuste~an,1997).

I believe tbat tbe function of aesthetic and its

re~ationship to art needs to be clarified in teachinq art. l do

not aqree vith SClDe of IlY colleagues who describe the

relationship between aeathetics and art by referrinq to Barnet

Newman's phrase" aesthetics is for me like ornithology must be

for the birds" (quoted in Mattick,1993,p.253). Rather l talce

the position that in the education of artists, aesthetics and

art are inseparable.

By clarifyinq the relation between art and aesthetics we

could enhance students awareness of the relationship between

experience and discourse, practice and theory, artists and

theorists. Besides makinq art, younq artists should also know

how their art ia discU.8ed, treated and understood within the

culture(Feaqin,1995). l would aqree vith Mattick(1993) that,
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Artists, unlike the birds in the vild, are engaqed in a

cultural and therefore historically evolvinq activity. For

this reason aesthetics is actually quite unlike

ornithology. The birds do not, for example, question the

concepts evolved by theorists to describe their

activities. The rise of art-world anti-aesthetics sets a

valuable example for a critical engaqement vith the

assumptions, anci so with the history, of aesthetics

itself (Mattick,1993,p.258).

2.5 Radical Anti-Aesthetic of Joseph Kosuth

One of the most influential advocates for the separation

of art fram aesthetics was Joseph Kosuth(1972), a conceptual

artist and critic of modern art. Be argues that," all art after

Duchamp is conceptual in nature because art only exists

conceptually" (1972,p.33). Kosuth's radical anti-aesthetic and

conceptual approach ta art has been very influential. As

Morqan(1996) says .. conceptual art became a code for anythinq

that could be called an "idea" and vas fast becominq a radical

presence on K.F.A. proqrams, an alternative to formalism"

(Morgan,1996,p.71).

In his vell known york Art After Philosophy( 1972), Kosuth

insisted on the elimination of aesthetics fram art. He claims

that the relationship between art and aesthetics emerqed out of

assumption that "••• Any branch of philosophy that dealt with

"beauty" and thus, taste, vas inevitably dutY bound ta cliscuss
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art as vell and, this ia false- (Kasuth,1972,p.158). In

addition, Kosuth sees the aesthetic cüscourse as formalistic in

its nature; it is restrictecl ta the morpholoqica1 context of

art. Furthermore, aesthetics deals with our opinions on

perceptions of the world and as such, it is unable ta provide

an understanding of the conceptual meaning of art.

I argue that an aesthetic cüscourse draws upon the

experience of art, which involves more than the perception of

the physical form of art. Alsa, our visual perception is

inseparable from the feelings, ideas, values, associations and

cultural prejudices which all come 410ng with the physical

reception. Reqarding the implication of this view in teaching

art l would refer specifica1~y to Ber~eant(1991). He states

that,

What adds to the marvelous complexity of perceptual

experience is that it is more than sensory in its

qualitative content. As hUllan beinqs we are cultural

creatures, unable to sense without the the presence of

associations and meaninqs. The very process of sensory

development is, in fact, a process of acculturation

through which ideas and beliefs become emtvxfied in our

direct experiences (1991,p.48).

However, Kosuth(1972) insists that· •• aesthetic

considerations are extraneous to an object'. function or

ureason-to-be-, unless of course, that abject's reason-to-be is
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strictly aesthetic ,. (p.159). In his opinion, a purely aesthetic

abject is a decorative object, its status is determined upon

the process of ornaJDentation, that is, adding samethinq to malte

it more appealing to our senses. Kosuth is even more radical

when he states that, If••• foraal.ist art (paintinq and

sculpture i8 the vanguard of decoration, and strictly 8peaking,

one could reasonably assert its art condition is sa minimal

that for all functional purposes it is not art at all, but pure

exercises in aesthetics" (p.159).

However, Bernatchez(1995) raises a concern that , Ir if

aesthetics beccaes divorced frca artworks, then the other

structural accident happens in which art warka no longer

8ignify anything" (p.l39). Re1yinq on Kosuth's radical notion,

most of the postmodernists dismissecl aeathetics and criticized

painting as anachronistic and academie. The death of painting

has been repeatedly proclaimed for the last twenty-five years).

As Lawson(1985) explains there iB, ..... continuing debate

between the Mmoderns w and the postmoderns w that i8 so often

couched in teras of the life and death of painting" (p.l64).

Referrinq to Kant'. distinction between analytic and

synthetic propositions, Kosuth proclaims that " warka of art

are analytic propositions If 1 their validity depends solely on

the definitioDs of symbols they contain and the artiBt'.

intention (Kosuth,1972,p.165) •
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The véÙidity of artistic propositions is not depenclent on

any empirical, much less aesthetic, presuppositions about

the nature of thinqs. For the artist, as an analyat, ia

not direct1y concerned with the physical properties of

thinqs. He is concerned onl.y vith the vay, ( 1) in vhich

art is capable of conceptual qrowth and ( 2) how his

propositions are capable of loqically fo11owinq that

qrowth? In other words, the propositions of art are

not factuêÛ, but linguistic in character - that is,

they do not describe the behaviors of physical, or even

mental objects: they express definitions of art, or the

formal consequences of definitions of art. Accordinqly,

we cao say that art operates on loqic (Kosuth,1912,p.165).

It seem8 to me that Kosuth' s view on artworks as analytic

propositions leads to a state in vhich interest for the visual

structure of art, its form , becomes replaced by the interest

in structures of discourse, wbich cao justify art as a concept.

At that point art work starts to lose its body, and M anythinq

visual can be called art .... [t]he sentence -this i8 art- is a

convention. Historieal knowleclge alone ia required to make and

judqe art, some intellectual curiosity or interest for tbe

'loqic' of Moderni.m, some strateqie desire or interest to see

it further extrapolated and tested on lllere institutional

qrounds. Art fades into art theory" (Duve,1990,p.272) •
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l think that today's teachinq of visua1. arts more or less

relies on Kosuth's radical anti-aesthetic viewwhich approaches

art exclusively as ideational and conceptual. In that situation

the discourse of art talces over the practice of makinq art; the

teachinq of visua1 art bec::caes no different frcm teac::hinq

critical social sciences. Richmond( 1996) argues that Ir the real

tragedy of postmodern thi.nki.nq in art and art education is the

privileqinq of theory over prac::tice and the consequent neqative

influence on student understandinq and artistic capability·

(Richmond,1996,p.2). This effect will have particular

consequences on teachinq acre traditional disciplines such as

painting and drawinq to which the formalist concerna vith the

medium are constitutive to the makinq of art. In the next

section, l will try to describe the structure of postmodern

anti-aesthetic:: art.

2.6. Beyond the Surface / Collage

If the qrid is an emblem of modernism, formal, abstract,

repetitive, flatteninq orderinq, literal - a symbol of the

modernist preoccupation vith fora and style, then perhaps

the map should serve as the preliminary emblem of

postaodernism: indicatinq boundaries beyond the surface of

the artwork and surfaces outside art, implying that

boundaries are arbitrary, and flexible, and JDan-lDëlde

systems (Kraus,1993,p.9) •
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In lookinq at today' 8 visual art one must notice that very

often the surface of postmodern art shares some formal features

with art of the early Avant-garde, in particular vith Dada and

Surrealism in ite use of text, photoqraphy, and stylish1y

orderecl juxtapositions of :images and objects. The surface of

what l ca11 anti-aesthetic art is very often shapeel through the

method of collage. Tberefore, the formalist principles of

organization such as orqanic unity, movement, ba1ance,rhythm

are of very little concern in the postmodern visual surface

(Mattick,1993). In painting, there is a shift in attention from

the brushstroke, medium and the spiritual gesture in painting

that was seen in modernism as the IIlOSt privileged signifier of

the pietorial paradiga (Kelly, 1980) •

Postmoclern art can be also explained tbrough a theory of

photographie intervention vithin Idœainant visual ideology'. It

signals the emaneipatory transformation and the end of the

dominant -masculine' high-arts of painting and sculpture

(Owens,1985). Foster(1985) reminds us that contemporary visual

art does not necessarily abolish an interest in perceptual

experimentation, but it insists on its relation with other

praetices.

2.7 Art work as Text

Very often tbe Burface of much of contemporary visual art

is not only meant to be seen but to be read aB welle There i5 a

stronq implication of language that has been explored by
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artists as both descriptive of process and part of the process •

Therefore,lanquage and image seem to be treated without

priority; as well as, tbere is an interest in tbeir interplay.

Moreover, the text ia very often used as a formal visual.

element... Whether printed or painted, xerozed or sculpted,

typed or taped, words have 8urfaced both as a praninent image

within the visua! arts and also in many cases as a central

subject" (Prinz,199l,p.l). The concept of art work as text i8

well reflected in the work of artists Barbara Kruger, Jenny

Holtzer, Philippe Perrin and Bruce Nauman. Describing the work

of the artist Barbara Kruger Ricbllond( 1996) callDents,

Throuqh photomontage, often involving large letters of

text, Barbara KruCJer sets about disruptinq viewers'

responses to images that shape ideas of power, gender,

and CODsWDerisa, while escbevinCJ notions of aesthetic

intent (p.13).

The construction of meaning and its interpretation i.

central in the postmodern art paradigme The art work as text

can be seen also as an "event" which ties the verbal to the

visual. body of an artwork. "The material.ity of the practice:

initially defined in terms of the constraints of a particular

medium, it must now be redefined as a specifie production of

meaning" (Kraus 199U,p.99). Bowever, the meaninq appears as

ambiquous provoking the viewer to qet involved in its playful

construction. Regardinq this Lawson(1985) notes,
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Meaninq is intimated but tanta1izingly withheld. It

appears to be on the surface, but as saon as it is

approached it disappears, provoltinq the viewer into a

deeper examination of prejudices bound inextrieably vith

the eonventiona1 repreaentations that express the (p.159).

Within the formalist aesthetic the meaning of the visual

image vas reqardecl in relation to its fOrIR as a visual symbole

By contrast, the postmodern visual image is often considered as

"tert- that is po~yseaie and open ended (Fehr,1994). This

reflects a poststructuralist view on text that can be

experienced on~y through ita dynuaie production; meaning is

seen as contextual henee always open to new interpretations

(Barthes, 1985) .9 Fehr( 1994) defines an image not as •• • • a

bundle of shapee releasing a single theologieal meaning - the

message of the &rtists God-but a multic:limensional spaee in

which variety of shapes, none of them original, blend and

clash" (p.210).

rn the lDOClernist paradiga, the viewer vas expected to

adopt an aestbetic attitude, the key to an aesthetic experience

(Stolnitz, 1960). This lIleant to adopt a passive appreciative

role that involves a disinterested contemplative perception of

artwork for its own sake alone. Any other interests such as

ethieal, politieal, or praetical vere seen as extraneous to

both art and the ae8thetic experience. IO
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In postmoderniSIIl, the vie-.er is not a -passive· consumer

of meaninq but the active co-producer(Barthes,1977,Fuller,1982,

Walker,1995). The meaninC) in postmodern art appears as a

socially constructed entity, thus one must go beyond a

contemplative seei.nq of art work. Postmodern visual art

requires the viewer If. • • to look beyond the formalist

compositional qua1ities of a work, decode its symbolic imagery,

and expose its embedded cultural assumptions" (Clark,1996,p.2).

2 .8 Postmodern content

If modernist aesthetic ce1ebrated the object of art and

the appreciative seeinC) of art form, postmodern aesthetic is

interested in meaninq that ia constructed through adynamie

relationship between an experiencing subject and the content of

art works. Therefore we can ta1k of postmodern aesthetic as

content centered. l would define content of art as the body of

ideas, the know1edqe attached to the physical form, and linked

to the representation and its interpretation (White, 1993) •

Dzi.emidok( 1993) states that content i8 .. everything repreaented

and expressed in a work while the form may describe the means

and the ways of representinq and expressing that somethinq"

(p.186). Bernatchez(1995) sUCJCJests that it might be useful to

distinquish between the meaninq and content. Deinhard( 1970)

defines the meaning as an outcome of the interpretation on the

given imagery, i.t is continqent on specifie tilDe and p1ace •
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While the content is the resu1t of the ana1ysis on the forma1

aspects of painting (Bernatchez,1995).

In an enigmatic fashion Lyotard(1984) a1so ta1ks of

postmodern content that presents unpresentable. Il What is

characteristic for the visual art of 1990's is that its content

very often articulates the popular social and political issues

related to racism, aicls crisis, rights of gay/1esbian in the

society, feminism, post-colonialism, ecology,etc. Postmodern

art relies on so-ca1l.ed social. aesthetics (Deitcher, 1990), - ••

. it addresses the concept of power - its source, exercise, and

consequence- (Cl.ark,1996,p.2). If modernism, treated art as

sacred, in postmodernism art is 1inked to the 'profane' ,

referring to various 1evels of daily 1ife and culture. Fina1ly,

the image becomes ••• ,

an ama.lgam of quotations cobbled together in countless

corners of culture••••Sociopolitical subject matter­

advocating the concerns of ethnic, religious, and other

minorities as weIl as women and environmental groups - is

now cOUIllon (Fehr, 1994,p. 212) •

2.8.1 Oefining a Hypothesis

My starting hypothesis is that education of visual artists

in the postmodern era directly reflects these ideas and

assumptions. Postmodern pedagogy is highly content-centered

and it is underlined by an insistence on the politicization of
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art. This is what l identify as an anti-aesthetic stance•

However, the stance is dogmatie in its ignoring of the generie

visual nature of art; that is, it refutes foDDa1iat concerns

with the medium as anachronistie. It fails to relate content to

form or simply ignores the possible importance of their

relationship in teaching visual arts. In diseussing art in the

postmodern cli.JDate Bernatchez ( 1995) notes,

The particular quality of art could be derived from

the fora in which content ia expressed ••••Rot only

that, but much current work that is defined as art i5

overtly textual and verbal, vith fairly expl.icit content

and minimal 5ymbolic quality (p.llO-lll).

This result ia that an anti-aeathetic approach in

teaching art does not sufficiently address how ideas are

transformed through the medium. This has particular impact on

students who are working in a more traditional fashion of

perceptual experimentation (such as accora in painting).

Furthermore, anti-aesthetic stance is not far from an anti-art

attitude, ..... that refuses to take pleasure in its own

formal properties or denies conventional forma or complexity of

form and defies traditional expectations" (Becker, 1996,p.45).

This brings us to the question, U Of what concern is the

mastery of medium and the visual structure in the postlllodern

education of artists? U What makes the teaching of visual art

in postmodernism indeed visual.? In the nen section l will.
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introcluce soae inconsistencies withi.n current post1llodern

approach in the teaching of visual arts. Moreover, l will

insist on seme pedagoqicêÜ strateqies that are basec:l on

critical thinkinq, however, without losing a concern to qet

students interested in the interplay between content and fona,

between ideas and medium.

2.9 Post Modern Artist

In his definition of the postaodern artist Lyotarcl( 1984)

claims that " a postmodern artist or writer is in the position

of a philosopher; the text he vrites, the worka he produces are

not in principle governed by pre-established rules, and they

cannot be judged accordinq to a deteraining judgeal8llt, by

applying familiar categories to the test or to the work"

(p.564). In this view the postaodern artist i& workinq in the

avant-garde fashion which challenges the tracütional aesthetic

criterias for judginq art and the established bourqeois

institutions of art. (King, 1996)12

On the other side Kerney(1994) sees the post1llodern artist

as a bricoleur or collagist who i8 the cultural producer. This

seems to be quite opposecl to the lIlOdernist view of artist as

individual innovator. The postmoclern artist does not rely on

innovation and oriqinality but on pastiche and al.legory. In

the postmodernist paradigm ". • • there are no original ideas

in art; images can alvays be deconstructed to reveal

Antecedent constructs and concepts" (Clark,1996,p.28) •
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Jameson(1983) points out that it vas the lIlodernist

aesthetic that vas bound to the concept of the unique

individual self, that is, a prerequisite to innovation and

oriqinality which leadB further to the recognition vis-à-vis

individual style in art. By contrast, he sees poetmodernity as

identified with the late corporate capitalism in which the

individual self has been marqinalizecl, w•••that kind of

individualism and personal identity i8 a thinq of the past; the

old individual or individualist subject is dead w

(Jameson,1983,p.llS) Jameson Adda that the identity of the

individuétl subject is al.so denied by poststrueturalist theory.

According to poststructuralists, the individual subject i8 a

'myth'; it never existed beyond the eonstruct of philosophieal

and cultural mystification vhich convineecl people to think that

there i8 such a thinq as a unique individual self

(Jameson, 1983). This notion appears as a negative based

universalislIl. It is unacceptable ta an edueational environment

that has to be able to recoqnize and encourage the development

of bath, individual and cultural identities of 8tudents.

2.9.1 Critical reflections

Mueh contemporary art i8 made by MFA'd, academically

trained, T.V.-saturated artists who are equipped vith

the -right- references, buzz words, and recipes for

"success lF
• The majority read the same books and art

magazines, attend ·canned lectures- by travelinq
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cultural eminences, and pay close attention to the

blockbuster exhibitions showcased at the Wright museums"

with the same artists (King, 1996,p. 86) •

In this section l would like to addre8s the question,

How different i8 postlllOdernisa today frca that of the 1970's?

Why should this difference be addressecl in the education of

artists? King ( 1995) says that the early postaodern art of

1960'8 and 1970'8 can be identified as the last avant-garde.

It had a two-fold point of resistance. First, the early

postmodern artists rejected the Greenbergian formalist

aesthetics and the dcai.nance of abstract painting. This

resulted in a plurality of expressions and a vernacular art

criticism which brouCJht the art frca variou8 strata of

culture. Second, the early pos1:modern artists questioned the

context of art and the relationship between art and its

value determined by the institutions of the art world such as

galleries and IIlUseUIIS. As a result of this trend an

institutional theory of art and a contextual art criticism

emerged (Danto,1964, Anderson, 1995). Early post:modern artists

exhibited their work outside the conventional gallery and

museum spaces and questioned the role of the art critic.

Havever, the definition of postmodernism today i8

different and so is the concept of the poatmodern artiste The

postmodern artist of the 1990' s relies heavily on postmodern

art theory and shelhe is followinq rather than challenqinq the
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already established issues of postDKXlerni81ll. Pos~rni8lll is

largely ideologieal rather than practieal. The use of

technologie and electronic media as weIl as the appropriation

of images and the issues of popular culture as a content of art

has become a predi.ctable formula of postlDOderni&1Il • As

Kinq(1996) points out," the new post-modern, sees life and the

world as an extension of television, zeroz copy of culture,

society and economy" (p.83).

Also, Morgan( 1996) arCJUes that • beinq an artist today is

a matter of tryinq to locate one's position in Postmodern­

culture· (p. 75). The possibility of artist-as-individual self

becomes questionable. 80th teaching and makinq visual art today

have beccae lIlore or les& the process of followinq poetaodern

paradigm and fitting into the postmodern culture. Today's

postmodern pedagOCJY tenc:la to continue to kick the dead horse of

modernisme It seldom critically addres.es its own concepts vis­

à-vis practice. The education of artists needs to be more

reflexive and to critically addres8 postmodern clichés. In this

way challenging idea& and issues can be brought up which should

result in art that points the vay out of prevalent ideoloqical

cul de sacs of postmodernism.

This leads us further to the questions of art in the

world of postmodernism. 'loday, • one'. suceess in the art world

i5 determined upon vhether or not one, appears in the 'hottest'

exhibitions ••••and represented by the coolest art
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qalleries" (lting, 1996,p. 81 ) • Most of the even radical

postmodern art has been commodifiecl just like the other

moclernist objects of art (Trend, 1992). This brings us to the

questions which can enhance a critical pedaQ09Y in the

education of arti.ta. Bow did once radical postlllOdern art

become co-opted by the same systems that it wanted to resist?

Is resistance possible vithin the art world? Should we help

young artists to find their place in the art world or to resist

it? If the latter, wbat practical alternatives we can offer to

them?
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CHAPTER 3: TEACBING ART IR POSTMODERHISM

In this chapter l will address critically the education of

artists in the postmodern c1imate. l am particularly concerned

with the teaching of traditional disciplines such as painting

and drawing in postmodernislD. The objective of my criticism is

not to reinforce a formalist approach in teaching traditional

visual arts but to promote a pedagogy in visua1 arts that is

sensitive to the social, political and cultural d~ension of

art without 10sinq an appreciation for its qeneric visua1

character.

3.1 The Effects of Postaodernism

One of the primary effects of postmodernism on the

education of artists is that it chanqed how and what artists

choose to study and to specialize (Becker,1996). They are not

only still qravitatinq towards the traditional disciplines in

painting, drawing, and sculpture but also ta video art,

computer art, performinq and an interdisciplinary art. The

study of art in the postmodern climate i5 underlined by a

freedom of choice and expression that vas lacking in the

moderni5t disciplinary paradigme A young artist i5 given

freedom to explore new media throuqh a challenqinq cross­

disciplinary practice•
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The teachinq of art in postmodernism expands over the

realm of fine arts and includes a1.l visua1. imaqeS(Duncum,1997).

This becomes an important and positive effect of postmodernism

which encourages open-mindedness in students." Imagery is now

infinitel.y more p1entiful, pervasive, i.mmedi.ate, and ephemeral.

than ever before" (Duncum, 1997 ,p. 73). The distinction between

art and popul.ar cul.ture SeeJDS to erode in postmodernism. What

makes an art imagery different fram an image of popular

cul.ture? ls there a need for a specifie discourse which wil.l.

address the human experiences and val.ues that May be found in

the popul.ar electronic media? If art education in this century

has been founded on a distinction between high culture and

popular cul.ture then it has to find a new theoretical

foundation (Ef land,1990, Duncum,1997).

particu1.ar1y regardinq the interest of young artists in

the new technologies (e •i., computer art, video art) l would

like to point out that the education of artists should go

beyond the mastering of new technologies. The question is what

makes these new ways of expression artistic? What distinguishes

video and computer art from the everyday electronic imagery?

Here l wou1.d like to refer to the comment of Don Foresta, a

professor at the Ecole Superieure des Arts decoratifs in Paris,

who states that art schools shou1d not on1y teach students to

exp1.ore the new technologies, vis-à-vis technique and skills,

but shoul.d al.so he1p young artists to understand techno1oqyFS

humanistic, historical and phi1.osophical. dimensions .
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Art schoola should provicle an important forum for

discussion about technoloqieal development and

artistie endeavor throughout this eentury. It ia not

enough for students to master the operation of the

machinea, they must understand artistic, acientifie,

philoaophie aspects of the twentieth century history

(FOresta,1997,p.267).

Traditional Visual Arts in Postmodernism

•

In this atudy, l ail particularly eoncerned vith the impact

of postmoclerniam on the teaehing of painting and drawing. As l

mentioned earlier, moderni•• and it8 aeathetics vere very much

painting-centered. The focua was qiven to a self-conscious

experimentation vith the mediua and formal viauaJ. structure of

a painted surface. A reliance on Greenberqian aesthetics meant

that there was no need to interpret painting vithin the

framework of representation (Benjamin, 1996).

The moderniat-oriented teaching of painting and drawing

was more or les8 defined by a pedaqogieal formalism which

directed studenta' attention onl.y towards the formal aspects of

art work (Feldman,1992). Content and the subject matter vere of

a secondary concern or, as Piper(1993) says, -•••social

content - partieularly explicit politieal matter vas demoted •

• • to irrelevance, as ·sullying' the purity or iapeding the

·transeendence of a work M (p.S8). Such an approach further

perpetuated the isolation of painting and fine arts frc::a the
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other art fOnDS such as craft and folk art; as vell, it

separated art from its socia~ and cu~turêÙ contexte

In an anti-formalist(anti-aesthetic) fuhion

postmodernists oppose this view, opening a whole spectrum of

pluralistie praetices vithin an overa11 objective, ta bring art

back to life. This has chanqecl attitudes towards the teaching

af the more traditional media. The effects of post1llOdernisDl

such as the decentering of the subject, de-emphasis on the

abject of art, and an intercüsciplinary tendency, have bath

liberated art fran the strict disciplinary criteria and chanqed

the ways in which students approach their artwork and the world

around them. (Becker, 1996) •

However, the teachinq of tradi.tional vi.uu arts within a

postmodern orientation still nece8sitates the exploration of

the ideationa! and critical. capacities of visual art, its

textual and verbal character. Consequently, young artists have

became more interesteel in philosophieal issues and their

articulation (conceptual intents) than in the aetual making of

art. Becker(1996) states that in post:lllodernisa the traditional

medium is not sa interestinq to young artists as the ideas they

want to transfora and cœaunicate. This is what 1 identify as

an anti-aesthetic stance in teaching visual arts. If art

instruction i8 IIlOre focusec:1 on the verbalization of ideas and

concepts than on the making of art, anything could be a medium
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of art, and anything visual. could be art when approached frœa a

critica1 anti-aesthetic stance and postmodern art theory.

Steiner( 1989) argues that the insistence on the anti-aesthetic

in Western societies results often in the emphasis on postmodern

theory over artistic practice (quoted in Richmond, 1996). Therefore,

we can assume that teachinq art within the postmodern paradigm a1so

demonstrates a dichotcay of theory/practice. rn spi.te of its

theoretica1 burden the teachinq of visual art in postmodernism and

particularly teaching of painting must continue to encourage the

makinq of art. It has to provide an atmosphere in which students

cao master their JDe<Üum, skills and technique vis-à-vis their

ideas. In this way ·great" art may continue to be produced in the

future and the meaninCJ of an art .chool in postmodernisDl may become

revitalized.

4.3 Basic Problemts)

One of the basic problem in the postmodern education of

artists is that the whole concept of postmodernism tends to be

seen as a radical break frOlll modernisa and its aestheti.cs. What

rep1aced aesthetics and formalist art criticism in the teachinq

of visual arts is more likely to be a body of app1ied theory

appropriated fram. the disciplines of philosophy, anthropology,

socio1ogy of art and psychoanalyais (Morgan, 1996). What impact

this has on teaching the traditional disciplines has to be

detexmined•
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Becker( 1996) warna that tlùa shift becaae a problea to the

art facu1ty, "•••some of whom are comfortable vorking vith

such constructs and vith difficul.t theoretical texts, sœae of

whom are not" (p.98). Also, there is a question of how truly

knowledgeable these staff are in the various disciplines. In

such an atmosphere there i8 a gap between the younger and the

aIder generation of art instructors in which the former is auch

more aligned vith postmodernism. There must be a better

interaction betveen these t1llO groups. 1 believe that in the

teaching of visual. arts both formalist and postmodernist

experiences are of importance. What 118 need is a practice that

encourages young artists to explore and understand art on bath

conceptual-ideational and f011Dal.-structural leve1.8.

However, much of toclay's teaching of visual arts iqnores

the traditional ae8thetic and formalist question8 as

anachronistic and trivial to art. 1 arque that in traditional

disciplines sueh as painting, forma1ist questions are generie

to the process of making art; but the perceptual ana1ysis of

form shou1d not be seen as the 801e legacy of modernisme It

i5 natural ta art as bath perceptual and qualitative.

Therefore, foraalist ae8thetic que8tions If•••shou1d be

reviewed as examples of particular art theory influenced by a

distinct set of historieal and phi108ophical circumatances"

(Jones,1980,p.50) •
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What r a1so find problematic in postmodern education is

that it criticizes modernism and its aesthetics without a clear

explanation of the context frOID. which modernislll derives. There

i5 a article by Dziemidok(1993) on Artistic Formalism: Its

Achievements and weaknesses which could be useful to all of us

whose pedagoqy refers to the criticism of formalisme In this

article Dziemi.dok discusses formalisa within a consideration of

its historica1 and philosophïcal contexte He also refers to the

contemporazy anti-formal.ism which does not ignore the

significance of the formal aspects of artworks. Such a model

seems ta be much more suitable for an art education

environment.

Contemporary anti-formalists reject only the tendency

toward absolutization of the formal aspects of artworks and

the claims of radical forma1ism which postulate that a) the

extraformal (substantive, cO<Jnitive, philosophica1 and

historical) aspects are absolutely irrelevant to the

artistic value of an art-work and that b) application of

any nonforma1 criteria of valuation is unjustified

(Dziemidok,1993,p.190)
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3 • 4 Relatinq Content to Fona

The appropriation of imaqes fram the popu~ar cuJ.ture and

the sociopolitical subject aatter in postmodernisDl leads to a

notion in which "•••art work is looked at as a document; what

does it have to say 1- (Wolcott,1996,71). With a focus on an

exploration of ideas and postmoclern issues, the teachinq of art

in postmoderrdSDl becOll8S content centered. l bave identifiecl

content as the ideas, or a body of knovledqe attaehed to an

imaqe, everythinq expressed and represented (Wbite,1993,

Dziemidok,1993). , Form' may be understood as the means and ways

of expressing and representinq those ideas. In the teachinq of

visual art we can also talk of foCll as a structural arrangement

of content as it ia represented in terms of substantial

elements such as lines, shapes, and colors in their

relationships.

My next argument is that teachinq visual art vithin a

postmodern paradigm fails to bridge the dichotomy of

content/form. l3 As vell, it neqlects the possible educational

significance of their interplay. In the teachinq of visual art,

both form and content need to be addressecl equa11y because,

there is no form without content as there is no content without

form (Feldman,1992,Rader 5 Jessup,1986). In this notion,

Bernatchez(1995) proposes that, " the '~' in art work is what

cannot be assignect. It does not have to do vith specifie form,
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nor with specifie content, but vith the relation between the

two" (p.137).

l believe that visual art instruction should be able to

address this relation, the interplay between content and forme

Also, there is a need to look at relations between the visual

context of art(pictorial orqanization) and the social, cultural

and economic contexte The question of how content is expressed

in form should be foundational to visual art instruction.

Students look for the means whereby they cao deal vith

their content: thi.s invisible that wants to speak. It is

through the procass that they can find the lDeans to make

the invisible, visible, where the form will carry the

content but objectifY it, even veil it sufficiently, but

appropriately carry its meaning; and where the student can

say, 'This is me, but in a space where l can be me and

not-me' (Duncan,1992,p.69).

In addition, how a work of art is expressed is crucial to

the concept of a senauous understanding. By sensuous

understanding l Dlean an understandinq throuqh the senses that

involves both sensory perception and cognition, that is, the

interplay between fora and content. Such understancünq is

inseparable fram recognition and acknowledgment of our values

and feelings in the experience of art (Berleant, 1991). In

searching for an epistemoloqical justification of ae8thetic

experience in an anti-aesthetic cli.aate sergman(1993) arques
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that the interplay between form and content shoul.d be l.ooked at

as a possibil.ity for gaininq knowl.edqe about the world around

us. By goinq in this direction it is possible to link percepts

to concepts, feel.inq to reason, visibility to invisibility,

materia1ity to spiritual.ity in art. This is exactly what is

missed in Most of the postmodern discourses Oil art

(Shusterman,1997).

3.5 Institutional Theory of Art

Janet Wol.ff ( 1983) distinguishes two main devel.opments in

aesthetic theory: the theory of aesthetic attitude, and the

institutiona1 theory of art. Whi.le the former relies on the

Kantian concept of disinterestedness and the aesthetic

experience, the latter demarcates a postmodern shift fram the

concept of aesthetic experience. It emerged in the late 1960's

as the so ca1led - new art theory W which stresses the issues

of an art world, and its contextual. and institutional aspects.

Mattick( 1993) reminds us that .. an anti-aesthetic If trend

within aesthetics made its first appearance in 1964 in an

articl.e written by Arthur Danto under the influence of Andy

Warhol' s Stable Gallery show of that year" (p. 254) •

r have described postmodernism as a revolt against

modernist aesthetics and fODDa1ist art criticism. The resul.t is

a whole spectrum of pluralist practices in art which brought a

variety of art forma and expressions. The Dlodernist aesthetic

framework is no longer seen as a viable form for discussion of

66



•

•

these ne.- practices. ODe outcaae of this n8W orientation is

also an emergence of new discourse on art. Part of that

discourse i8 an institutional. theory of art. In thi8 section l

will concentrate in particu~ar on the institutional theory of

art and its implications for the education of arti8tS.

3.5. 1 Theory of ArtWorld

Wolcott(1996) look. at the iaplications of Danto's (1981)

theory of the art world and the teaching art. The artworld can

be defined as an institutional systesa that provides background

for the conferring of status on objects and practices we call

art. 14 The theory offera an understandinq of the coaplex

structure of art in a postmodern climate. According to Danto,

in order to understand art, one aaust ackDowledge the non

exhibited aspects of art work. Referrinq to the Andy Warhol's

Brillo Boxes, Danto states that the perceptual qualities of an

art work vis-à-vis a restricted, formalistic sense of aesthetic

experience cannot provide an understandinq of the work. Be

claima that, aesthetic understanding is far closer to

intellectual action(cognition) than to a mode of sensory

stimulation and calls for an aesthetic stance as somethinq that

has to be constructed (Wolcott, 1996) •

What canplicatea the issue of aesthetic understandinq for

Danto is that the perceptuü-formaJ. properties of art work vis­

à-vis aesthetic experience are not sufficient to permit

distinguishing between art and non art (Shusterman,1997). It is
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crucial to brinq the philosophical, historica1 and social

contexts into an interpretation because these determine both

the meaninq and value of art work... To see scaethinq as art

requires somethinq that eye cannot decry - an atmosphere of

artistic theory, a knowleclge of the history of art: an

artworld" (Danto,1964,p.575).

Wolcott(1996) claiJas that Danto's theory of the art world

provides a definition of art that recognizes the complexity of

art work and influential social, cultural and bistorica1

conditions. In addition, Wolcott insists on the inclusion of

external information regardinq an artist' s bioqraphy and the

social moment in which the artist works. However, she does not

forget that only the cambioation of the variety of

interpretational approaches can provide a fair understandîng of

bath fODll and content in an artwork.

3.5.2 Critical Reflection

As in the case of IDOst of the postmodern theories, Danto' S

theory is blind to the affective insiatence in the experience

of art (Shusterman,1997). Jameson(1984) identifies

postmodernist aesthetics with the "waning of affect" while

Shusterman( 1997) questions if there is an end ta aesthetic

experience in postmodernism.

Most of the postlllodern discourse and anti-aesthetic

discourses on art convey a lack of interest in bridging the gap
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between pleasure and lleaninq, feeling and cognition, enjoyJDent

and understandinq. It i8 important to relate these and

revita1ize wbat l call a humanistic approach to art that will

address the variety of human values immersed in the experience

of art. Wolff(1983) argues that the experience of art,

• • .cannot be reduced to the totally extra aesthetic

aspects of ideology and poli.tics, aJ.though as we have

seen, it is equally true that an aesthetics which ignores

the social and political features of aesthetic judgment is

unacceptable and distorted (p.107).

18 there a need for an aesthetic stance in education of

artist8? If there i8 then it should be approachecl vis-à-vis the

experience of art .s an event of participation, in vhich

students malce, feel look, reflect and discuss their art, and in

the proce8s articulate a variety of human values. These values

appear in their imaginative, sensory and social dimension. A

genuine aesthetic stance involves both the sensual and

cognitive, because it relies directly on one's horizons. By

horizons, l mean the constantly evolving history of an

individual, one's knowledge and sensibility, and social and

cultural backqround. White( 1993) defines horizon as,

. . .it is almost synonymous vith context, that which

surrounds each act of experiencinq. Horizon is that which

in seme measure pre-establishes or pre-determines our

experiences. It includes our individual, constantly
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renewi.nq histories, 8ocietal. influences, the era into

which we are born. We may or may not be avare of our

multiple horizons but they influence U8 all the Salle

(White,1993,p.l16).

In the teachinq of visual arts today there is a need to

establish pedagoqy that will be sensitive to students's

horizons and those influences vhich cletenaine bath individua1

and cultural character of art.

3.6 The Issues of Art Market

The implication of Danto's theory of an art world for the

teachinq of art offers a posBibility for a discourse on values

related to the art market and the institutions of art. In

today's education of artists, these iS8ues have not been

sufficiently addressecl. In fact a postmodern education of

artists continues to fail to prepare young artists for life

outside the art school. We end up vith a population of young

artists who are not prepared to cope vith the hiCJhly

materialistic artvorld &round them.

l remember tbat in my education there vas no sinCJle course

which help me understand how to write a contract vith an art

dealer, how to write CJrants, hOIr to approacb galleries or

simply, how to find ways to live frcm art. The question here

is how young artiste can survive as artists. Why do we have

such a big population of artists who live in poverty? Should
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the art educators take responsibility for this situation?

Should we find ways to resist the art system or to learn how to

manage it. Therefore, if we accept Danto's tbeory of an

artworld then it i8 loqical to adelress it vis-à-vis the future

of young arti8ts we eclucate. In his vell known article, Art and

Its Market, Carrier(1985) raises some interesting issues about

the teaching of painting within the university.lS Should we

teach only skills to younq artists or a180 find the ways to

prepare them for an art market in which tbey are expected to

establish their practice? Bow does University education

prepare people for the world?I believe that we DlUst provide our

students with an understandinq of the art world. Becker(1996)

raises a set of iJDportant questions for art educators which

should help us realize our dutY to belp young artists cope with

the world around th...

How realistically have we prepared them( artists) to bandle

the art world that they must master in order to survive as

artists? How well have we prepared them to write qrants so

that they might qet fellowships and buy themselves time to

be artists? Bow well do they understand the market place

they are enterinq? (Becker,1996,p.88-89) .
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3. 7 The Issue of Audi.ence

In spite of usinq a politica1 content that portrays the

social and cultural issues in a recoqnizable imagery most

postmodern art appears to be a1so hiCJh1y eniCJDl&tic and

ambiguous. The meaninq becomes accessible only ta an "educatedR

audience that is fami.liar vith ironica1ly depicted politica11y

correct issues typical. of the poatmodern agenda. Therefore, ve

can argue that elitism is as prevalent in postmodern art as it

was in modernisme For example the political voices in the works

of Chris Burden, Mike KelIey, Barbara Kruger, Jenny Roltzer are

understood only by those who are enqaged in art and the current

debates around power, domination and gender reflected in their

work (Becker,1996).

Relyinq on the DlOst pronounced ideoloqical examples of

postmodern art and theory introduced by their instruetors,

young artists explore the political content in art without a

sineere interest in the topie of audience. l believe that the

postmodern education of visual artists fails to address the

issues of audience in art, and thus loses its critical and

political credibility. It does not sufficiently train students

ta question if their work is really communicating their

intentions. Becker( 1996) points out that" students need to be

helped to understand not only the subject of their work but its

objective, they must learn ta ask thelll8elves who would be thei.r
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idea1 viewer and who, IlO8t likely, will be their actual viewer?

" (Becker,1996,p.68).

Art educators should pay particular attention to the issue

of audience as vell a8 the historical examples of politic:al art

and artists and their actions which were cœlllitted. to social

change. We have to train young artiste ta take social

responsibil.ity vis-à-vis their intentions. l do not say bere

that students should be taugbt ta simpl.ify and adjust their

work ta a qeneral audience but tbat by developinq their sense

of the audience, students will be more avare of the social and

political di.JDensioDs of their work. To end thi8 8ection, l

borrow a quote frcm Becker( 1996) which seems to sum up the

importance of adelressinq the iS8ue of audience in

postmodernism.

Young artists must be tauCJht to ask themselves how far

they are willing ta go to make certain vital connections

apparent to a more diverse audience. Without such

assistance, even post-modern work seems cauqht in a

moclernist paradiga - a8 it vait8 for it& inherent geniuB

and universal appeal ta be discovered and trickle down to

the aaBses. As we offer students our knowledCJe and

experience, we extend to them ability to communicate

to as large an audience tbey chooee. As we encourage or

discouraCJe the art schoal tenclency toward hermeticism,

we either free young artists fraD. the confines of the
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art world's termi.nally hip subculture or eircUDlScribe

themvithin its discourse forever (Becker,1996,p.68-69).

3.7.1 The Political Education

Art studenta should be informed that to adopt a po~itical

content in art, which directly articulates social coneems, is

not the only way to be politically active. This possibi~ity is

very often iqnored by art teachers. Art educators seriously

cammitted to political action and social change have to teaeh

students that besides maJcinq art, an artiat is a social beinq

engaged in numeroua social and cultural activities,

organizations and institutions of society. In this vay the

education of artists becomes the education of the whole person

vis-à-vis social and cultural contexte It is the -•••

interaction of the entire person that ia deemed important and

the recognition that our lives and work are political sÏJDply

because ve activate them vithin society" (Becker, 1996, p.103) .

Further, there is a need to formulate methocloloqy which

promotes critical thinking in the education of artists. Art

educators have to be able to distinquish between the political

and politicized education (Giroux,1995). The political

education relies on a pedagoqy that a1ways questions its own

politics and encouraqes students and artists to become critical

citizens in order to challenge the dcainant cultural and

political power towards a more democratic society. The

politicized education is equal to "pedaqOCJical terroris.", it
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remai.ns fai.thful to the politica1 agenda of dœdnant culture,

". • •that refuses to examine i ts own values, beliefs and

ideological construction" (Giroux,1995,p.9) • There is a need to

brinq a visionary discourse in the education which will re­

addresses the meaninq of artist in the society and redefine

her/his role as a public intellectual.

As public intellectuals, we must define ourselves not

merely as as marginal, avant-garde figures, professional,

or academics actinq alone, but a. critical citizens who.e

collective knowledge and actions presuppose specifie

visions of public life,ca.aunity, and moral accountability

(Giroux, 1995,p.13)

3.8 Reconstructive and Deconstructive PoSt:modern.islD

Susi Gablick(1990) distinguishes between deconstructive

and reconstructive post:modernislIl. Even thouCJh both camps see

the modernist paradigm as dysfunctional, the general difference

between them lies in the way artists look at the function of

art in society as well as art's role in the future. Accordinq

to Gablick, deconatructive postlllOdernisa is dœainant and

visible in the art world. It draws upon the deconstruction of

cultural signa and their meaninq in both repre.entation and

reality. In the first chapter l have underlined that the

deconstruction is interesteel in readinq texts within texts and

how texts deconstruct or subvert themselves. Also I have

introcluced the postllodern art work as texte One cao foraulate
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deconstruction in art as the proce&s of bringinq the meaning of

artwork(text) into the interpretation vis-à-vis its structure

and context from which it derives.

There ie a sense of doubt and ultimate disbelief in the

qreat emancipatory effect of art that pervades decoDstructive

poetmodernism. A deconstructive artist relies on the

rea1ization that the value of art ia determi.ned by the

institutional art world and that any If••• positive action i5

doomed either to iapotence or co-optation by an econamic system

that has become virtua1ly uncontrollable" (Gablick,1990,p.179).

In addition, shelhe refutea the modernïst idea1s of stylistic

innovation, originality and uniquenea8 and see herself more or

less as a counterfeiter who does not invent but siJDulates the

work of other artist8 in an ironie fashion. This idea is echoed

in Baudri11ard's(1983) concept of si.aulation as the

disappearing gUle of postmodernism "where the manent of truth

becomes false" (Gablick,1990,p.181). Ky question is; What

impact can the deconstructive view have on education and the

concept of creativity in teaching of art? Should we let young

artiste think that they saulate art of others or should we

instead encourage their innovative curiosity? In criticizing

deconstructionists Richmond(1996) states,

without standards of truth, reuon, and value; without

believable conceptions of intentionality and selfhood;

without subscription to possibilitiea of creative thought
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and action beyond thos. reduced to testual and social

determ.i.nants; without continued reference to an externa1

reality; responsible,. civilized life would be

impossible (p.2).

This does not ..an tbat the education of artists should not

adeiress the limits of the art systems that are addressed in the

deconstructive mode. Bowever, we al80 have to have a vay to get

beyond these limits in order to enhance the beJ.ief of young

artists in the further production of art. As RicbIDond(1996)

argues, " the chaJ.lenge in art and education is to be aware of

the fragility and uncertainty of manyof our iIIportant beliefs

and assumptions but not to give up" (p.3). Otherwise, "••• we

have this policy of 90in9 nowhere, of not occupying a position,

becominq nothing, baving no positive horizons, no optimistic

goals t no constructive alternatives· (Gablick, 1990,183). In the

following section l will argue that GablicK'S model of

reconstructive POSt.aderniSIIl is much more suitable for teaching

art.

3.8.1 Reconstructive POStalodernislIl

Reconstructionists, on the other hand, are tryinq to malte

the transition fre. Eurocentric, patriarchal thinking and

the dominator -modelM of culture to a more participatory

aesthetics of interconnectedDess, ailDecl toward social

responsibility, paycboapiritual empowerment, deep

ecological attun..nt, good human relations, and a new
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sense of the sacrec:l - all that the old industrial

paradigm has tended to exclude (Gablick, 1990,p.18l) •

Gablick arques that rec:onstructive postaoderni.8 is less

visible in the art world. As opposed to deconstructive

postmodernisa, it is associated vith the ·re-enchantment- of

our world, by which she mean. attention to the issues mentioned

in the above quotation. The rec:onstructive artist still.

believes that art has potential to eaancipate humanity on both

an individual. and cultural strata. Reconstructive post~rn

art does not merely react to the status quo in a decons·t:ructive

fashion; it actually seeks new visions and possible pragmatic

solutions to revitalize society.

The reconstructive postaodern a.sthetics remains loyal

to the modernist view that the experience of art transcenda the

consumer culture and reaches toward the aystical., even

archetypaJ., realm of human spirituality. In Gablick's words the

reconstructive postmodern artist can be perceived as a sbaman,

concerned with the revitalization of the human soul and

expansion of our horizons. In this context the shaaan' s role is

to remind us of our roots, to enhance social dreaminq and, if

one subscribes to Jungian psychology, a sense of a collective

unconscious. In some sense, the reconstructive model becomes

the method in wbich pos'taOdernisa becOD!S re-aytholoqized.

l agree vith Gablick that the postalodern consciousness

needs to regain seme belief in the emancipatory effect of art
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and its spiritual. djftlP!18ion that reaches beyond the cliché of

the ordinary, founel in the technoscientific, informational and

materia1iatic world. This ahould not be perceivecl a8 the

mystification of art. It ia not the intent of reconstructivism

to preserve the uniquene88 of art or to increase its autonaay

from society. The recoDstructive model Decomes an appeal to

brinq back saaetbing that we have lost vithin post1lOdernisDl. l

think here of hope and optimism, which ia hard ta feel in the

hyper-politicized, anti-aesthetic iDlagery of much of pos~

art. In most of the art shows l have visited in the last few

years l bad a strange feeling of C)oing nowhere, cold reality

with no dream, no clesire. Even thouqh sacially relevant, the

meaning of SCDe art work becc-.a a burden that suffacates the

energy and pleasure that l expect in the experience of art.

What maltes art cüfferent fraa the artificial, mechanical and

cold materialistic world around us? The purpose of a

reconstructive postaoderniSDl -•••1s not the simplistic one of

a romantic return to nature or an idealizing of archaie

cultures, but the deeper issue of recognizinq that we do not

live in a dead, mechanistic world lf (Gablick,1990,p.189) •
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CHAPrER 4: IMPLlCATIOliS FOR THE EDUCATION OF ARTISTS

Throughout this thesis l have addressed critically the

postmodern education of visual artista fraD a twofold point of

view, as a visual artist and an art instructor. My objective

was likewise twofold: First, to generate some ideas and

questions in order to improve art instruction in a postmodern

post-seconclary education. Second, to establish a ground on

which to build a future research project. In the followinq

section l will 8 111Warize the main points frOID the previous

chapters.

4.1 Snmmary: Beyond the Anti-Aesthetic

In the first chapter l introduced the term postmodernism

and postmodern thinking in education. Even though it is one of

the most popular words of our time, the term postmodernism

remains eniCjlllatic (Clark,1996, Sarup,1993). In consideration of

the communicative flexibility of the term l have argued that we

do not need a finite definition of post:lllodernism. Art educators

have to be able to re-interpret postmodernism in an open-ended

fashion that i8 critical of modernisa and encourages

investigation beyond the fixed and outdated concepts.

Also, educationally effective critical pos~rn

literature has to be more reflexive and able ta expose how

knowledqe i8 linked to the power and perpetuated in the society
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in both past( modernisa) and the present (postmoderni.SID). This

is in order to preserve postmodern thinkinq fran becominq

Munder-theorized"" and dogmatic in its rejection of past lDocle~s

(Usher & Edwarcls, 1994) •

One of the lDain effecta of postaodern thinkinq on

education i8 the focus on the practice of pedaqogy. What makes

postmodern pedaqogy different fraD the traditional. modela is

the shift fram the concept of pedagogy as a form. of

transmission of know~edge and ski~ls to pedagogy as a fora of

cultural pelitics. Postmodern pedag09Y is above all a critical

pedaqogy that exposes contradictions and challenges socio­

cultural structures of representations and power. To sum up,

postmodern pedagogy is concerned vith cultural delllOCracy, to be

established throuqh a redefinition of the relationship between

education and democracy.

In this thesis l have stressecl particularly the link

between art and pedagogy in postmodernism. Trend' s (1993)

cultural pedagogy insists on the relationshi.p betveen art and

pedaqogy, artists and educators, in order to create

pos8ibilitie8 for a aore democ:ratic society. In this model, the

artist la seen as a cultural worker, a critical citizen whose

role in the society is to actively participate in the social

events and institutions rather than tO aaintain the romantic

model of lonely artist who Il&kes art on the margina of the

society. Thus, art educators should addres8 not only how art
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gets producecl but how it cames to function vithin a vider social

eontext. This is particu~arly relevant qiven the pluralistic

nature of urban university studio art classes in Rorth America.

In the education of artists, cultural pedagogy becomes a

dynamic process that involves a variety of discourses on the

images, texts, movies, street art actions in order to bridge

the gap betveen the art and society, high and poular culture.

The discourse of cultural pedagogy dravs upon the concept of

recognition. It is pluralistic and eclecticJ it invites all

voiees, no matter "bat is their ethnie, racial, gender, or

background. Bowever, there is a leqitilDate concern that the

teaching of visual art today may not be that different from

teachinq in social sciences. One of the neqative effects of

postmodern thinking and the anti-aeethetic stance in the

teachinq of visual arts 18 the dœainance of theory and

discourse over practice of making art (Richmond, 1996). In order

to move beyond the anti-aesthetic art educators have to look

for the most suitable ways to incorporate cultural pedagOCJY

within studio art instruction, and without the daDinance of

theory over practice.

In the second chapter l have introduced postaodern art

vis-à-vis the dichotomies modern/postmodern, aesthetics/anti­

aesthetic. The late moc:lernis8 relied on Greenberqian formalist

aesthetics that was about the surface and the self-conscious

experimentation vith the medium in orcier to convey an aestbetic
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experience that extends beyond ti.me, place and socia1 contexte

By contrast, the anti-aesthetic focus lies beyond the surface.

rt denies the privileged realJa of the aesthetic experience by

questioninq , ,. ls what you see what you qet? "(WO~cott,1996).

As opposed to a llOdernist ae8thetics wbich favourecl form

( appearance) of an art work, the postmoclern anti-aesthetie i8

concerned vith the content in art, and construction of meaninq.

rt relies on a content and subject matter that cürectly

articulates popular social. and cul.tural issues often Mtbcvtiecl

in ablatant recognizable imagery. Postmodern art work i8 seen

as a text, its meaninq is highly dependent upon the discursive

explanation of the social and cultural context of art

(Kinq, 1996). The problea is that today's visual art S8EJ11D8 muc::h

more textua~ and verbal than visual in relation to mastery of

the medium. For this reason 1 becaae afraid that the phrase

anything g088 started ta underline the teaching of visual arts

in postmodernism.

In the third chapter l examined the effects of

postmodernism on the education of artists. We have Been that

postmodernism has positively chanqed. the ways how and vhat

artists choose ta study. There iB a shift in their interest

fram the traditional di8ciplines to a DlOre interdisciplinary

approach to art, as weil as the implications of technologieal

and electronic media for art purposes. The new disciplines such

as video and computer art are particularly attractive to

students, but art instructors have to acldress the cultural,
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philosophica1, and the artistic aspects of these nev media. We

have to encourage students to question vhat malees the use of

electronic and tecbnoloqic media in art different frall the

everyday imagery (DunCUDl, 1997, Lovejoy, 1997) •

As a painter 1 felt the need to adelress critically the

impact of postmodernism on the teaching of more traditional

disciplines such as painting and draving. Ky criti.cism evolved

around two main problems. First, teaching of art vithin a

postmodern model has tended to be content-centered. Thi.s DIOdel

fails to relate content to forme A related issues are the

dominance of theory over the practice, and the verbalization of

ideas over the maatering of technique and the medium

(Rîchmond,1996, Becker,1"6). Tbe second problea that 1 have

founà in poatmodern art instruction i8 that in spite of its

insistence on the politically and critically aware art it fails

to malee artists socially responsible for their intentions. It

minimizes the issues of audience and the artworld.

Breaking avay from the pedagoqical formalisDl (Feldman, 1992 )

the postmodern approach bas adopted an anti-aesthetic stance tbat

narrowly defines aeathetics vith formalisme Consequently, the

formalist questions concerned vith the fora and perfection of the

medium have been seen as academic and anachronistic rather than

as generic to the visual. structure of art. That i.s why postaodern

art instruction fails to bridge the dichotomy of content/forme
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There is no fona vithout the content and no content

without forme Art instruction must be able to address the

interplay between the two. If we prCDulqate students' interest

in the content (ideas) that encourage a critical and political

consciousness we should &1so make thea concerned vith the ways

how these are transformed-expressed through the visual medium.

Art educators have to malte students question how their art

works communicate their intentions. Art instruction in the

future should address the whole spectrum of va1ues involved in

the interplay between content and form and question what these

values have to do vith knowledge of the world (Bergman, 1993) •

In this sense the teachi.ng of art becomes concerned with the

makinq of art and the development of human horizons.

In painting and drawinq we must be able to re-consider the

issues of lIleCÜum vis-à-vis its hiatory and its peculiar

physical and metaphysica1 characteristics. Postmodern art

pedagOCJY tends to overlook those farmalist concerns that are

constitutive of the perceptual and affective character of

visual art. Bere 1 think of the questions related to the

formal perceptual analysis of art work and feeling that cames

in working with mec:li..UDl. • What strikes you as formally

significant in the work? What is the intended impact on my

emotions? Why does it JDake you feel that vay? • (Anderson, 1988)

Teaching art beyond the anti-aesthetic means to relate

perception ta cogniti.on, ideas to feelings, in short the

visible ta the invis:ible. In this spirit, a process of making
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of art creates a ayriad of opportunities in which students can

shape their own individual identities while the meaninq of art

scbools gets re-aff~.

An art schoal is a ainisociety, a buffer between the art

world and the wider culture, a place where young artists

are socializecl into their chosen identities. If it is

suceessful, students learn how to think visually as well

as how to execute ideas vith the greatest deqree of

professional expertise (Becker, 1996,88) •

To teach art beyond the anti-aesthetic aeans also to find

the new possibilities for art as a fora of critical rhetoric

aIld the artist as a cultural activist. Art instruction that

moves beyond the anti-aesthetic negativity remains interested

in the political content and appropriation of images of popular

culture, however vith a concern for the audience in art. Art

educators have to train students to be able to distinguish

between the ideal and the actual audience (Becker, 1996) .

Political art has to be able to reach beyond a select

audience of like-minded practitioners. Otherwise we are 1eft

- with an elite1 and art becomes alienated frcm society even in

postmodernism. We have to teach students to be social1y

responsible for the art worlts they malte (Becker, 1996). In

practical terme, this means encouraging 8tudents to question

the possible consequences and options openecl up by the visual

statements they malte. Therefore to teach art beyond anti-
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aesthetic does not mean ta give up poli.tical content in art but

to explore it vith more sincerity and social responsibility.

The political content in art is not the onl.y vay to be

politically active. We have to address these possibilities in

the education of artists through a pedagoqical work that is

political and not politicized. The genuine political pedagogy

encourages studenta and artists ta question haw cultural work

i5 produced, distrubuted and exploited within the systems of

cultural and political power in order to envision actions vbich

will lead to a better society. On the other hand, the

politicized pedagogy remains determined by a dœdnant and

unreflexive political agenda that refuses to examine its own

values, beliefs, and ideologies (Giroux, 1995 ). X believe that

artist-as-citizen of the future should make both art and

actions to prœaote a more just and delilocratic society.

The education of artists in the future must address more

the issues of artvorld and art market. 1Ie must think of art

students a1so as future professionals and prepare them better

to cope vith the world outside the studio. Bowever, there are

still fev courses to help young ar~ists deal vith art markets,

galleries, grant applications, written consent, contracts etc.

There is a need to bring a specifie marketing oriented

course(s) in an art curriculUID and find ways to share our

professional experiences as practicing artists with our

students in order to malte th.. avare of the world they are
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about ta enter. Otherwise 118 will continue to increa8e the

population of bright young artists who will continue to live on

the poverty line.

Finally, a postDKxlern c0D8ciousnes8 that relies on a

deconstructive approach needs to regain some belief and

opti.JDislIl in art and its spiritual dimension. In fact, it needs

to becane reconstructive becauae in order to move beyond the

cliché of the ordinary, tecbno-scientifi.c and materialistic

world. Reconstructivi8m i8 more suitable for teaching art

because its does not liait artistic range and activity to the

politically correct; it nourishes one'8 belief in making art

that has its iJlpetus in freedca of thouCJht. It may even be that

in order to qet over the anti-aesthetic we will have to be re­

exposed to art tbat transcenda the conSWDer cu~ture and reacbes

into the mystical, even archetypal realm of human spirituality.

Ta teach visual art beyond anti.-aesthetic means to

establish an art instruction that is above all concerned with

human values in art in their imaginative, sensory, and socia1

dimension. Practically speakinq, art instruction has to be able

to address the interplay between form and content while it

encourages critical thinking. Our future artists have to be

able not only to transfonl their idee. and create art that

continues to emancipate on bath individual and cultural strata.

They should be able to rais. their voiees and participate in
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various social actions that lead towards a more democratic

society. Art school must become a place where art gets linked

to life.

CHAPTER 5: IMPLICATIONS FOR THE FUTURE RESEARCB

There are numerous volumes written on postmodernism and

postmodern art but very little research that examines the

impact of postmodernism on the education of artists. Reqarding

the journals tbat I have examined such as Studies in Art

Education, Aesthetics Education, Aesthetics and Art Criticism,

Visual Arts Research, Canadian Reviev of Art Education there is

very little educational research in qeneral that looks at the

pedagogy and values involved in teaching visual art at the

postsecondary level. Both qualitative and quantitative research

in art education is much more oriented towards teachinq art at

the elementary and secondary levels than at the B.F.A. and

K.F.A. levels. Therefore, the rationa1e and practices

underlying the teachinq of visual arts at these latter levels

remains obscure and seqregated fram the vider field of art

education. One of the basic reasons for this situation is that

most art instructors apparently see themselves as artists

rather than as educators (Trend,1992). In addition, most of
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them are unfamiliar vith pedagoqically-oriented research

methods.

The lack of a research base in the education of artists

neither assists those who teach nor those who will teach visual

art at the post-secondary level. Therefore, the final section

of this study describes a research project that evol.ves from

the foregoinCJ and that l i.ntend to pursue in the future. In the

following section, l will introduce briefly a qualitative

research model and outline a preliminary proposal. for a field

study.

5.1 Qualitative ReBearch and the Education of Artists

A qualitative research paracliqm may be the most suitable

one to address questions related to studio art instruction.

Studio art instructors in particular have rich opportunities

for pursuing a qualitative field research, using the setting in

which they teach. The postmodern penchant for critical dialogue

finds a parallel in the research model's emphasis on

reflexivity. Qualitative research and the theory of reflexivity

recoqnize that the researcher, in our case an art instructor,

should be always regarded as part of the researched (e.i.,

studio art class). Indeed art instructors are very much a part

of the setting in which they teach. They have an opportunity to

describe a phenomena as it appears, and as part of their dail.y

routine. As Eisner( 1991) states " qualitative researchers
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observe, interview, record, descrïbe, interpret and apprai.se

settings as they are" (Eianer,1991.p.330).

Qualitative research ia naturalistic in its approach and

so is art. As opposed to positivism and quantitative research

that is conceived on a dia1ectic of cauBal relationships,

universal laws, and neutra1 observation language, the main goal

of naturalistic study is to describe a phenomena as it appears

in its natural states. One of the most typical examples of

naturalistic stucly i8 etbnography, includinq eclucational

ethnography. Qualitative research is values sensitive; it

allows one's own bias and voice to reflect one's cultural

backqround and individual identity. Bere l would draw a

parallel with the teaching of art that i8 underlined by a

concern for human values and the nurturinq of students'

cultural and individual identitie8 through art. Ve cao talk of

qualitative method as a possibility .'•••to aearch for

inaccessible or taken-for-granted aspects of the aesthetic,

personal, social and political dimensions of the art

experience" (Stokrocky,1991,p.42).

Qualitative research in art education always starta with

general open ended questions such as: What 8hould ve teach? How

do we teach? and Of what 8ignificance i8 our teaching? In this

way we provide a research context in vhich to generate lIore

specifie research questions. To SUDl up, qualitative research

methods offer a myriad of possibilities for the production of a
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truly new body of knovledqe. Xt IDêlY point to the potential

richness of an eIIphasis on dialogue between art instructors and

students. To have more reeearch that addresses the teachinq of

art at the postsecondary level means not only ta reveal and

promote human values and experiences involved in art but to

reveal and promote the potential range of their educational

dimension.

Imagine if every art instructor vere to take field notes

for only one class and send them to a national art education

association. What a body of information we could have. What

research questions we could generate. For now, our greatest

challenqe 1.i8s in how to qet art instructors aore involved in

educational re8earch that adelresses teaching visual art in

B.F.A. and K.F.A. levels. Art instructors 8hould be avare that

the examination of their pedaqogy and the context in which they

teach is neces8ery in order ta provide a fair instruction to

future artists. Also, the examination of both content and

pedagO<JY reflects directly a critical poetmodern tbinking in

education.

5 • 2 Preliminary Proposa!. for a Field Research Study

In this section l will outline a preliminary proposal for

a field study that relies on qualitative re8earch lDethods.

Generally speaking, illY future research question addre8ses the

effects of post~rn thinkinq on teachinq in tbe traditional

visual arts. What have we learned fram postmodernism? More
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specifical.l.y, l will exUline the impact of postlDodernisa on the

dichotomies, form/content and theory/practice in the teaching

of visual. arts.

The possible objectives of this 8tudy are three-fold.

First, to provîde an authentic description of postmodern

thinkinq in the teachioq of visual arts at the postsecoodary

level. Second, to prcmote the educational relevance of the

interplay between fona and content in the teaching of art.

Third, to formulate an alternative pedagogieal mode1 for the

teaching of paintinq and dravinC) at the B.F.A. level.

The expected time duration of this study is one academic

year. After choo8inC) a research setting (e.i., University

Faculty of Fine Arts, department of painting and drawing) and

qettinq research peraission it i8 important to cletermine and

outline appropriate research stepa. After outlining a clear

research question one of the most important questions for all

qualitative researchers i8 how to determine the most suitable

methods for a research study. The list of already existinC)

methods in qualitative research is helpful but it i& not the

"answer", because "•••lDOst vritinq on research methocls relies

either on abstract prescription or recounts" (Ball,1985,p.51).

The validity-trustworthiness of a res.arch study depends on

methods, their ethical and practical appropriateness in

approachinq the buman subjects, and ec1ucational issues both in

theory and in practice. Also, the validity of a research study
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stands in relation to the loqic of the ar~nts and

procedures. My proposal consists of four steps;

A. The collection and analysis of the course outlines.

8. Semi-guided interview of the art course instructor.

c. A Participant-obBervation of the studio/selDinar art

class

D. Semi-guided interviews of students.

A) In the first step 1 will examine the list and content

of courses offered in the B.F.A painting and draving

curriculum'- 1 will have to collect and examine the existing

course outlines. Even though IIOBt of the course outline. do not

entirely explain the methoclology, they should reflect some of

the effects of postmoclern thinking in teaching of art. At the

same time it will be helpful to check the educational and

cultural backqround of the instructors. As mentioned earlier

the younger generation of instructors tend to be much more

aliqned vith postaodern tbinkinq and an anti-aesthetic stance.

Followinq the examination of the course outlines l will

choose the particular course that will provide the actual

research site. In this 8tudy 1 will concentrate on a course

that implies bath theory and practice and that dravs upon the

postmodern paradiCJ1ll( postmodern theory, critical thinking,

contextual art criticisa, and an anti-aesthetic stance) •
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Therefore, r will focus on a studio/.eminar course which

involves both theory(discourse) and practice{art making). The

use of postaodern theory (poststructuralism, feminisa,

neocolonialislll etc) in a studiolseminar course demands

attention ta plurali.. and critical. thinkinq.

In my education such courses vere offered in the second

and third year of the proqram. In practice a studio/seminar

usually includee art makinq, group criticisms, presentations,

discussions on the u.igned reading. and even guest lecturers.

one such course l attended included presentations, discussions

and lectures by four instruetors, each presentinq specifie

topics. By eoncentrating on a studio/seminar class 1 will be

able to examine the dichotaaies of farIA/content,

theory/practiee that l saw as most persistent in my own

education (Richmond, 1993, Duncan, 1993) •

B) The second step in this qualitative research study

should be to interview the art instructor of the studio/seadnar

class. 1 will be using a semi-structured guide line interview.

This type of interviewing is based on four to five open-ended

questions that complement the research question, with the

possibility of more questions as the discussion proceeda. Same

questions might be; i) Of what significance is postmodern

thinking in your peclagOCJY ? ii) Which aspects of poatmodern

thinking do you find most challenging and why? iii) Of what

coneern are formalist questions in the teaching visual arts?
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iVJ Of what significance is content in teachinq art? vJ What is

the siqnificance of the interplayof formicontent in teachine;

of art? These question8 ari8e frœa ay critical ana1yse of the

literature that forma the body of the current study. There will

be a possibility ta expand, raise sc.e eztra questions and

clarify stances and issues. Sometimes just another, -why" or

-how· leadB ta a helpful clarification or simplification.

It i8 important to be aware that my stand and bias could

influence respons.s; but the open-endedness of the questions

and the dialoqic nature of the interview should put these

issues on the table. Anyhow, a guide line interview 8hould be

used cautiouBly, becaua. there ie a posaibility that a

researcher could influence or elicit a desired reBpon8e frca

the interviewed. Seidlllan' a ( 1991) view on quide line

interviewinq Bugqe8ts a reflerlve avareness to interviewing

If interviewers decide to uae an interviewing guide,

they must avoid DlADipulatinq their participants to

respond ta it. They should ask questiona that reflect

areas of interest to them in an open-ended and direct

way, perhaps acknowleclqinq that the questions come

more frODl their 0WIl interest than froaa what participant

has aaid. Interviewers must try to avoid impesinq

their own interests on the experience of the

participants. Interviewers guides cao be uaeful but

must be used vith caution (seidlDan,1991,p. 70) •
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In this interviewinq l will be usinq a tape recorder; thus

l should be a1so aware of time consumption in transcribing and

analyzing collected. data. The ana1ysis of collected data can

direct1y influence the validity and credibi1ity of a whole

research project (HarJllllLSley 5 Atkinson, 1983).

C) The next step in this study is based on the method of

participant observati.on. This aeana that 1 wi1l situate myae1f

within the studio-seminar c1ass and for the whole semester l

will observe and describe the educationa1 practice and the

climate of the class. In this vay l will be able not only to

collect and data but a180 to experience the effects of

postmodernism on the practice of teaching art.

To what extent 1 should participate vithin the setting is

always a question. " Decision about the role to adopt in a

setting will depend on the purposes of the research and the

nature of the setting" (Harmms1ey 5 Atkinson, 1983 ,p. 97) .

According ta BalI ( 1985), a method of participant observation

could be divided in two types: hard-line and soft-line

participant observation.

The former stresses the need to share in activities of the

researched in a direct and complete way, ta do what they

do, while the latter emphasizes the necessity of the

observer's presence but without specifying the need ta do

what the researched do (Ball, 1985,p. 25 ) •

97



_'-.

•

The IDOst suitab1e approach wi11 be that of a 8oft-line

participant' s observation. The soft-line participant

observation in .y research means to artieulate DlY presence and

activities within the role of the observer. Bowever, the theory

of reflexivity sUCJCJests that there is no such thing as a ghost­

like naturalistic observation. Relyinq on the theory of

reflexivity l vou1d be avare that the researcher sbould be

always reqarded as a part of the researched. This means that r

have to be a part of the settinCJ, and that there must be SOlDe

form of interaction as well as participation with the subjects.

l would try to define IllY role of observer-as-participant

focussing particularly on observinq and listeninq.

Durinq the observation l "i11 write down Illy field notes

which should help me better describe illY experiences. The

questions l wil1 be usinq for seaai-structured guide-line

interviewing could help to classify and articulate the field

notes. These notes will be analyzed, coded and indexed after

each session. One of the most important thinqs in such a methocl

is also Il. • • to not a110w materia1 to pi1e up unanalyzed, or

even vorse unread " (Delamont, 1992 , P .151 ). However there is

always a critical question as to how much field notes rea11y

describe the actual happenings in the setting. " Note takinq

and writinq demand transformation and recontextua1ization. we

claim that the scene really happened, but the scene did not

happen in precisely the fOrll we announce" (Fine, 1993,p.278) • As

a critical researcher l will be also observinq the setting
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outside the fraaework of IllY research question. X vill be

lookinq at the issues such as studio space and facilities,

number of students, c:ultura1 background of students,

atmosphere, etc.

D) The final step in this qual.itative research study vill

be to interview four students after the end of the year. By

havinq interviewed bath instructor and students X will have a

more complete picture about the effects of postmodernism on the

education of visual artists a8 well as on art produced by young

artists. l vill use questions eimilar to those l used in

interviews vith the instructor. Also l vill ask students to

evaluate the course they attended and to suqqest possible

alternatives.

At the IIl<8eIlt, the purpose of this proposal is to make art

instruetors more interested and familiar with the edueational

research. This preli.lllinary research model offera a variety of

possibilities to examine the effects of postmoclernism in the

practice of teaching visual art as it is taught. In eonjunction

with a critieal analysis of the literature this proposal offers

a eonceptual framework for my future study. The ultimate

objective will be to fo~ulate an alternative pedagogieal

approach vhich vould be exami ned in IllY own teaching of paintinq

and dravioq•
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Endnotes

1. Clark(1996) also formulates the transitory characteristic
of postmodernism as a possibility to move from postmodernism.
U As has been the case vith most previous breaks vith
convention, our present postmodernist era will likely
acquired a defininq title of its own only in retrospect by
those promotinq some future movements" (Clark,1996,p.1).

2. Lyotard's view that work can beccme modern onl.y if it is
first postmodern is confusinq. It is unclear how the teIDl
"post" can Ù80 signify the ·pre- state. To Lyotard this is a
perpetual. process which i5 the key to the continum from
modern to post:modern. In this vay post.-xlern functions in an
avant-garde fashion that chal.lenges the existinq state in
order to !DOve the whole qame ahead. Bernatchez(1995) states
that in French there is a verb tense futur antérieur, that
describes a future that will have taken place before another
future. This is how Lyotard uses post not as in after but as
in prior to an after, both tied toqether.

3. This distinctive charaeter of art vas .een in its ability
to produce an aesthetic experience that is unique and
autonomous fram other modes of human experiences. In the
theory of ae8thetic attitude Stolnitz ( 1984) defines an
aeathetic experience as a disinterested and contemplative
perception of an object for its own sake, without regard for
any external purposes or interest. The coqnitive, ethieal.,
and any other instrumenta1 purposes and interests were seen
as extraneous, hence non-essential to aesthetic experience.
By contrast, anti-aesthetic denies this special status of the
aesthetic experience and its ahistorical character.

4. l refer here to Quantz ( 1992) and his view on the meaninq
of truth within critical discourse • ., Truth is embedded in
the social relations of materia1 practices, revealed in the
demystification of ideoloqy and culture, coneeived in a
vision of freedom, and proved in the emaneipation of people.
. . Truth is often found in the free society that does not
yet exist but must be arrived at through the neqation of that
which is W (Quantz,1992,p.462-463).

5. The idea of a critical praxis had been developed in the
unegative dialectic" of the Frankfort School (Frankfurt
Schule) established in the work of Adorno, Marcu8,
Horkheimer and Habermas. They saw it as the dynamic relation
between theory and practice or the theory that is conatructed

100



•

•

in practice. For example, Horkheimer sees truth as a moment
of correct practice (Quantz,1992).

6. Felman( 1992) argues for a rich dial.ogue between student and
teacher. U The pedagogie relationship is not a substance but a
structural dynëUlÙ.c: it is not contained. by any individual but
comes about out of the mutual apprenticeship between two
partia1ly unconscious speeches wbich bath say more than they
know. Dialogue is thus the radical condition of learning and of
knowledge, the ana1ytically constitutive condition throuqh
which ignorance becomes structurally informative; knowledge is
thus irreducibly dialoqic " (Felman,lg92,p.153).

7. See Bernatchez(1995) in Art and Object-X; Thinqs 1 found
while diqqinq a pond. She proposes that· .postmodern
aesthetics can only be understood in re1ation to the
dichotomies of modernisa" (199S,p.110).

8. Greenberg's distinction between cogni.tive and aesthetic
draws upon the Kantian view. In The Critique of
Judgment( 1790), Kant distinguishes between the pure and
impure aesthetic experience. The pure aesthetic experience is
disassociated fram any cognitive or practical interest; the
art form is enjoyed for its own sake in an enjoyable
contemplative fashionJ •• • M that is, perception without
pre-conception" (White,1993,p.71). The judqement of taste is
cardinal to this view. Kant saw it as purely subjective and
freed fran any any pre-established concepts and principles
which usually led to cognition.

9. In his well known essay From work to Text, Barthes(1985)
says, " The text i5 experienced only in an activity of
production • • •The text is plural. This is not simply to say
that it has several meanings, but that ~t accomplishes the
very plura1 of meaning: an irreducible(and not merely an
acceptable)plural. The Text is not a coexistence of meanings
but a passage, a traversal; thus it ansvers not to an
interpretation, even a liberal one, but to an explosion, a
dissemination • (p.170-171). There i8 an apparent
contradiction in Barthes'. view. How can something be both
irreducible(implied singularity) and plura1 (implied
extendability)?

10. In addition, Rader 5 Jessup point out that • aesthetic
attitude is concerned vith the imaginable perfection of the
vision and not the real existence of the object" (1976,49) •
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11. See Lyotard( 1984). In What ia poatmodernism? he states,
U Modern aeathetics is an aesthetic of the sublime, though a
nostalgie one. It allows the unpreseni:able to be put forward
only as the missing contents, but the form, because of its
recognizable consistency, continues to offer to the reader or
viewer matter for 80lace and pleasure••••The postmodern
would be that which, in the lIlOClern, puts forvard the
unpresentabl.e in presentation itself; that which denies
itself the aolace of qood fOrJD8, the consensus of taate vhich
would malte it possible to share collectively the n08talgia
for the unattainable; that vhi.ch aearches for new
presentations, not in order ta enjoy them but in order ta
impart a atronger sense of unpreaentable " (1984,p.565).

12. See Burger(1984) Il The negation of the Autonanv of Art bv
the Avant-garde-. Trans. Michael Snov.Docherty,1993. - The
European avant-garde movements can be defined as an attack on
the statua of art in bourgeois society. What ia neqated iB not
an earlier fo~ of art(style) but art as an institution that is
unassociated vith the praxis of the life of men - ( 1993,239) •
Quote borrowed fram Bernatchez (1995) •

13. r think that the clichotOlllY of form/content finds its
roots in the Kantian distinction of the pure ae8thetic
experience, in which the art fona is enjoyed for its own sake
in an enjoyable contemplative fashion. Any interest in the
content as related ta cognition vas seen as extraneous to
art. By contrast, postmodern art instruction is under1ined
with an interest in the construction of meaning as relatecl ta
content and subject matter of art work.

14. l refer here to Dickie's(1974) definition. Dy relying on
Danto's view, George Dickie(1974) defines art world as the U

bund1e of systems: theater, painting, scu1pture,
literature,music and so on, each of which furnishes an
institutional background for conferring of the status on
objects within its demain" George Dickie: What is Art? An
Institutional Analysis (p.436).

15. See David Carrier( 1985), Art and Its Market
U Perhaps there is nothing tragic in this situation, since
art students inevitably find that they cannot support
themselves as artists meanwhile,they have at least chose ta
study what interest them. perhaps however, if they understood
the art market better, fewer students would choose Buch a
career. Given is tangential relation to the art market r beinq
in the university i8 in itself not likely to give students
such an understanding"(p.195) •

102



•

•

References

Anderson,T. (1988). A structure for pedagOCJical art
criticism, Studies in Art Education, 30(1), 28-37.

Anderson,T. (1995) .. Toward a cross-eu1tura1 approach to
art criticism. Stuclies in Art Education,36(4), 198-209.

Ball,S.(1985).Participant observation vith pupils. In
Burgess,R(Ed), Strategies of Educational Research:
Qualitative Methoda.(pp.23-53). London: The Fa1JDer Press,.

Barthes,R. (1985). From work to texte In Walli8,8. and
Tucker,M (Eda), Art After Moderni..: Rethinking
Representation. (pp.169-175). The New Museum of Contemporary
Art, New York.

Becker,C. (1996). Zones of Contention: Essays on Art,
Institutions, Gender, and Anxiety. State University of New
York Press,l996.

Benjamin,A. (1996) .Wbat is Abstraction? Academy
Editions,1996.

Bergmann, S • ( 1993 ). An epistemological justification for
ae8thetic experience. Journal of Aesthetic Education,27(2),
107-112.

Berleant,A. (1991). Art and Engagement. -r..ple University
Press.

Bernatchez,E. ( 1995). Art and Object-X; Thinqs 1 found
wh!le digqinq a pond. Ph.D. Thesis in Bumanities. Concordia
University, MontreaJ..

Beuys,J. In Sacks,S.(1995) Joseph Beuys' pedagOCJY and
the work of James Hillman: The healing of art and the art of
healing. Journal of Visua! Art Res.arch.4(1), 52-61.

Carr,W.(1995). Education and democracy: confronting the
postmodernist challenge, Journal of Philosophy of
Education,29(1),75-91.

Carrier,D.(1985). Art and Its Market. In Bertz,W.(Ed)
Theories of Contemporary Art (PP. 193-205 ). Prentice
Ha1l,1985 •

103



•

•

Clark,R. ( 1996). Art education: issues in po!1:aodernist
pedagogy. Canadian Society for Education through Art and the
National Art Education Association, Virqinia, 1996.

Danto,A. (1964). The art world. Journal of Philosophy
(OCtober,1964), 571-584.

Danto,A. (1981). The transfiguration of the cOlllDlOnplace.
Cambri.dge,MA: Harvard University Press.

Dei.tcher,D.(1990).Socia1 aeathetics, In Wallis,B.(Ed).
Democracv: A project by Group Material.(pp.13-47). Bay Press.

Deinhard,B.(1970). Meaninq and Expression, Toward a
Sociology of Art. Boston: Beacon Press.

Derrida, J. ( 1978). Structure, Sian and Play in the
Discourses of Buman Sciences. Macksey and Donato, 1972.

DicJde,G.(1974). Art and the aeathetic: An institutiona1
analysis. Cornell University Press,1974.

Duncan,A. (1993). The space between tbeory and practice.
issues in architecture, Art and Design, 3(1), 66-77.

Duncum,P.(1997). Art education for nev tu.s. Studies in
Art Education, 38(2),69-79.

De OUve, T • ( 1990). The monochrome and the blank canvas.
In Guilbaut,S. (Ed). Reconstrutinq Modernism. (pp.272). MIT
Press, 1990.

Dziemidok,B. ( 1993). Artistic forma1ism: Its achievements
and weaknesses. The Journal of Aesthetics and Art
Criticism.5l(2),185-l93.

Efland,A.(1992). Ralph Smith's Concept of Aesthetic
experience and its curriculum implications. Studies in Art
Education,33(4), 204-209.

Eisner,E.(1991). The enlightened eye (Intro,Chpts
One, Two,pp. 1-41) • New York: Macmillan Publishinq Co.

Foster ,H. (1983). Post:modernisa: A preface, In The Anti.­
Aesthetic: essays on postmodern culture, Bay Press, Seattle.

Foster,R.(1985). Re: Post. In Wa11is,8. 5 Tucker,M (Ed)
Art After Modernisa: Rethinkinq Representation, (pp. 189-203)
The New Museum of Contemporary Art •

104



•

•

Foresta,D. (1997). In Lovejoy Margot Postmoclern currents:
art and artists in the age of Electronic Media. Prentice
Hall, New Jersey. Second Edition. (pp.267).

Feaqin,S.L. (1995). Symposium: On Marcia Eaton's
philosophy of art. Journal of Aesthetic Education.29(2),7-13.

Feldman,E,B.(1992). Formalism and its discontents.
Studies in Art Education.33(2), 122-126.

Felman,S (1982) psychoanaly.is and education: Teaching
terminable and inteDDinable • Yale French Studies 63.

Fehr,E.D.(1994). PrCllllise and Paradoxe Art education in
the postmodern uena, Studies in Art Education. 35(4) , 209­
218.

Fine.G. (1993). Ten lies of etbnography: Moral dil.....
of field research. Journal of Contemporary
Ethnography.22 (267-294.

Foucault,M( 1980). The subject and power. In ft. Dreyfus
and P. Rabinow (Ed), Michel Foucault: Beyond Structuralism
and Bermeneutics. Brighton: Barvester Press.

Gablick,S.(1990). The reenchantment of art: ReflectioDa
on the two postaodernis.... rn Griffin,D.R. (Ed), Sacred
Interconnections. (pp.177-193).

GiroWt,B.A.(1992). Series Forevord: Education, pedaqoqy,
and the politics of cultural work, In Trend,D.(1992).
CUltura1 Pedagoqy: Art Education/Politics, Critical Studies
and Culture Series. Giroux,B.A. Freire ,P. (Eda). Berqin fi
Garvey.

Giroux,B.A.(1995). Borderline artiste, cultural Workers,
and the crisia of democracy. In Beeker,C. fi Wien.,A.{Eda) The
Artist in Society: Rights. roles and responsibilities
(pp.4-16). New Art Examiner.

Greenberg,C.(1996). Modernist Paintinq In G.Battcock{Ed)
The new art. (pp.102) • New York: Dutton,1966.

Baanstra,F. (1996). Effects of art Education on visual­
spatial ability and aeathetic perception: A Quantitative
Review. Studies in Art Education.37(4), 197-209.

Habermas,J.(1983). Modernity - An incomplete Project, In
H. Foster(Ed), The Anti-Ae8thetic: e.says on pos~ern
culture. (pp.3-15). Say Pre.s, Seattle•

lOS



• BaqaDlall,S. (1990). F8IIinist inquiry in art history, art
criticislIl and aeathetics: An overview for art education.
Stucües in Art Education,32(1), 27-35.

Bamblen,K.A. (1991). Beyond universalislIl in art
criticisDl, In Blandy.D and ConCJdon,K.G. (Eds) , Plura1istic
Approaches in Art Criticism. (PP. 7-15). Bowlinq Green State
University Popular Press.

Bammsley,M.' Atkinson,p. (1995). What is ethnography?
Ethnograpby: Principles in Practice. Rev York:Tavistock
Publications.(pp.11-22).

Hart.L.M. (1991). Aesthetic plura~islll and aulticu1tura1
art education. Studies in Art Education,32(3), 145-159.

Beartney,E(1997). Postmodern Beretics. Art In AlDerica,
February 1997, 33-39.

Holt,K.D. (1995). Pos1:8Oderni81ll: anc.al.y in art-critical
theory. Journal of Aeath_tic Education,29(1), 85-93.

Jackson,R. (1991). ChanCJinCJ the subject: A voice from the
Foundations:ln M.Gillett , A. Beer (Ed). McGill Journal of
Education,26(2), 125-136.

Jameson,F. (1983). Postmoelernism and consumer aociety.
In H. Foster(Ed), The Anti-Aeathetic: essays on postmoclern
culture, (pp.111-126). Bay Press, Seattle••

Jencks ,C. ( 1986). Wbat is Pos~moc:IerniSDl? London: Acadeay
(Ed) Press, New York Saint Martin Press.

Jonea,B.(1988). Art education in context, Journal. of
Multi-cultural and Cross-cultural research.6(1), 38-52.

Kant,I. CritiQUe of Judmpent(1790), J.C. Mereditb transe
Oxford:Clarendon.(1952).

Kearney, R. ( 1988). The wake of iJaaqination: Toward a
postmodern culture. Minneapolis,MN: University of Minnesota
Press.

Keith,F.C.(1991). Politics, art and education: The positive
postmodern challenges to ae8thetics and traditional Western
education, Canadian Review of Art Education, 22 « ( 1), 40-55.
c

Kelly,M. (1995). Re-visitinq modernist Criticism. In
Wall.is,B. 'ï 'l'ucker,M. (Eda). Art After ModernislD.: Re1:hinJcinq
Representation(Ed) • (pp.87-l0S). The New Museum of
Contemporary Art, New York.

106



•

•

Kinq,E.A.(1996). The Post-Modern,Avant-Garde Enigma: Who
and What is Killing Art? Journal of Art Criticism, 11 (2) ,
80-91.

Kosuth, J • ( 1972). Art after phi.losophy In Meyer, U• (Ed) •
Conceptual Art. E.P.Dutton & Co. Inc.New York, pp.155-171.

Krauss,R.(19S3).Scu1pture in the expanded field,
In H. Foster(Ed), The Anti-Aesthetic: essays on postmodern

culture(pp.31-43). Bay Press, Seattle.

Krauss,R.(199J) In Prinz, J.(1991). Art
Discourse/Di.course in Art. Rutqers University Press.

Lawson.T.(1985) Last Exit: Painting. In Wallis.B. &
Tucker.M. (Eds) Art After Modernism: Rethinkinq
representation. (pp.153-167). The New Museum of Contemporary
Art, New York.

Lovejoy,M. (1997). Post:modern currents: art and artists
in the age of Electronic Media. Prentice Hall, New Jersey.
Second Edition.

Lyotard,J.F.(1993). The Subl.ime and the Avant­
garde.Docherty •

Lyotard,J.F. ( 1992). The Postmodern Explai.ned to
Children: Correspondence 1982-1984, London: Turnaround.

Lyotard,J.F. (1984). What is postmodernism? In The
Postmodern Condition: A Report on Knowledqe. Minneapolis:
University of Minnesota Press, 1984.

Mattick,p.Jr.(1993). Aeathetics and anti-aesthetics in
the visual arts. The Journa1 of Aesthetics and Art
Criticism.S1(2), 253-259.

Morgan,R.C.(1996). The end Of the (art)world. Journal of
Art Criticism,11{l), 70-76.

Nicholson,C. ( 1989). Postmodernism, feminism and
education: The need for solidarity. Educational Theon J9{J),
197-205.

Owens,C. (1985) .The a11egorical impulse: Toward a theory
of postmodernism. In Wallis,B. &: Tucker,M.(Eds) Art After
Modernism: Rethi.nlti.nq Representation. (pp.203-237). The New
Museum of Contemporary Art, New York •

107



•

•

Payne,M. (1993). Reading Theory. OXford: Blackvell •

Piper,A. (1993). The loqic of modernism: Bow Greenberq
stole the Americans away from a tracütion of Euroethnic
social content. Flash art,269(168), 57-58.

Prinz , J • ( 1991 ). Art Discourse/Discourse in Art. Rutgers
University Press.

Quantz ,R. (1992) On critica1 ethnography (vith SOlDe

postmodern considerations), (Chpt 10,pp.448-505). In the
Handbook of Oualitative Research in Education. Academie
press.

Rader, M. & Jeaaup. B. ( 1976). Art and BUDlaD Values.
Enqlewood Cliffs NJ, Prentice Hall, Toronto.

Richmond,s. (1996). In Praise of Practice: A Defense of
Art-Making in Education, Simon Fraser University, Faculty of
Education, British Columbia, (pp.1-19).

Sarup,M.(1993). An Introductory Guide to
Poststructuralis. and Postmodernism. London: Harvetater
Wheatsheaf.

Seidman,I.E.(1991).Interviewinq as Qualitative Research.
(Chpts. 6-7,pp.56-84) Teachers' College, Columbia University.
New York.

Shapiro,M.(19S0). Style. In Philipson,M. &
Gudel,P.J. (Eds) Aesthetics Today. (pp.137-164) .New American
Library,New York.

Shusterman,R.(1997). The end of ae8thetic experience.The
Journal of Aesth.tics and Art Criticism,55(1), 29-41.

Steiner,G. (19S9). Real Presences. Chicago: University of
Chicago Press.

Stolnitz,J.(1984). Painting and painter in aesthetic
Education. Journal of Aesthetic Education, 18(3), 23-35.

Stokrocky,M. (1991). A decade of qualitative research in
art education: Methodological Expansions and Pedagogieal
Explorations. Visual Arts Research, 17(1), 42-51.

Trend,D.(1992). Cultural Pedagoqy: Art
Edueation/Politics, Critical Studies and Culture Series(Ed)
Giroux,H.A. and Freire,p. Bergin il Garvey •

108



•

•

Usher, R. 5 Edwards, R. ( 1994). Post:modernislIl And
Education, Routledqe, London and New York.

Wa1ker,S.R. (1996). Thinkinq strateqiea for interpretinq
artworks. Studies in Art Education 38(1), 43-55.

Wartofsky,M••• ( 1993 ). The politics of art: The
domination of style and the crisis in contemporary art. The
Journal of Aeathetics and Art Criticislll,51(2), 217-225.

White,B.(1993). Aesthetic judqments as a basis for value
judgments, Canadian R.vi., of Art Education,20(2), 99-116.

White,B. (1993). Imagination and the Contemplation and
Production of Art: An Historica1/Critica1 and
Phenomenoloqical Investigation. Unpublished doctoral
dissertation.

White,B.(1993). The Ingredients of Art and Row we
experience them. In Press , Mcqill University. Faculty of
Education.

Wolcott,A. (1996) la wbat you see vbat you qet? A
postmodern approach to understandinq works of art, Studies in
Art Education, 37 (2) , 69-79.

Wolff,J. (1983). A.athetics and the Sociology of Art.
George Allen & Onwin, London•

109


