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' between adoIescence nd adulthOOd a bondina agent mtroduced by the,
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Adolescence is 4 flxed pemod in the\ human developmental sequence

bordered by childhood and aduH:hood Whﬂe in this state of Himbo, thé

1nd1 v1du_al 15 both a- Jmaseekapparatus ln the perpept‘mn—of‘the—worm
and a theoretvca.l 1dea]1st . The ado]escent craves to j:xpress hmse]f
whﬂe attenpting to 'Iammate his existence to that of adult soc1ety

s !
In the creation of a model to express his 1mmed1ate world, the . I

1 BN .

Renaissance artist investicated- the totahty of- nis physical environ- .

ment throuah an 1nqms1twe contextual analyS\s of the spec1f1cs in his

immediate phys1cal realgty H1s model crystalhzed thfugh the many

°

1abor1ous mod1f1cat1ons of his 1mane ‘to express hvs mned1afe worfd, and

through the persevemng v1s1on°of molqu his work to that of th eter-

-nal power he saw portrayed.in the Greco- Roman works .

I\rt as defined by Renaissance man, nay become the bondinq aqent\ S )

. -
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< .
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P adolescent a vehiclTe of expression. The process of this vehiclescould ,} .
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5 . aid the adolescent to achieve a, smooth\ fusion to adulthood. The pro- i
x ! . ' ‘. i
T ¢ ducts of the adolescent's pictorial process could aid the adult to- ™ ! {,
g ’ . remove the wall he has. constructed between the adolescent and himself.. « ! o
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Lo The "Art" activity may, amonq’ nen, vary in anproach, nurpose, c
&nd meanlng when, associated w1th the p1ctor1al, scu1ptura]. architect—
= ural poettc, musical, and qeneral v1$ual ta;tlﬂe, voca), ‘and’ 1nstru-
’ mental image, mampulated by man. Th1s image may produce a subjective |,
stimulus, an objective }vzam’ng,, or a combination of Subjective and ob-
. ) . . St . ° e N ~—— _
' . . - jective reactions. The image is manifested through a specific medium.
; g The mediim is subjected to the personality, impulses, social background,
physical stature ,- scientific knowledge, technical knowledge, and .gen-
- . .eral interests of tpe..indiilidual ‘- tackling a specific problem. Any ~
1 N ’ .
‘good bo‘ok on' the history‘oi’a l\apt1 will demonstrate tke many ~de£11.n1't‘ions .
X .
' I \ assomated with the actw1ty termed “Art". .
. L’ Tms paper wm center. mamly aroynd the visual arts, to be '
' |
~Spec*iflc, around thesvisual arts as 1nterpreted by the Renawssance
- o . . Y . . >
v , ' « artist ‘ 0 . . ! \
. a s ' ' . ————_ ,
, S / wes'tern man. does have a definite tradition in the visuaT‘arts.

V.

[y B i “ ;

N e T
,

. o The/nonadm Paleoﬁtmc man created paintings in the deep dark mterlor

/ , LT ,Janson.‘H_ig._tﬁo_r_'x of: Art (New York: Harry N. Adams,41966).
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' of his caves expressing scenes of animals and hunters for the "relig-

- V.

o dous mach"2 belief that he may be engaged in‘Q successfuT hunt Their
' superst1t1on was carr1ed furth/y/A Sculptures, over exaggerated statu-
“ettes, took.an abstract, impersonal, and spiritual form to express the.
need for a sensuous and ferti]e fema]e. Neol?thie‘man, the settler, 1
introduced gods and goddesses into his everyday life; consequently, his‘
art form centered around the visual representat1on~of his belief Tmage -

.t i

_ thé creation of tegples decorated to pledse the gods.

Ancient Egypt, strong]y knlt by the belief in the many qods and

< >« the be]1ef of.an after 11fe created a two-dimensional sty11zed v1sua1

1anguage, a language recalling the deeds of the pharaoh This art ﬂgrm

was buried with the king-god, the "Ka". Monumental burial grounds were
‘ . . , . . . .
greatly engineered and conétructed to house both the body and soul of

-

the mater1a11st1c and Sp1r1tua] leader Temp]es became the wonymental

- » .

phy51ca1 rea11t ymbo]1z1ng the strength of the god.

Art in Angient Greece'centered around. the strugg1e far perfect%on'

- ~

and beauty.’h Ihi struggle for Merfection and beauty was expressed
. ' ' [

"+ throujh the mathematical architectura]'solutions of the temples, the
creafion of the|perfect proportions of man.~ Sculptures, for example,

.. were devéloped to portray perfect human proportions. Also, a magnétic

relatiorship was| created between the masses of the carved solid mass of
stone and the spaiis surrounding the mdsses to keep the eye circulating

within the work. work true to the real physical body. The image

\
A

created, within the one work, was: the perfect assinittion of all of

' et N R
- - .

M 2A Malshack The Roots of C1v11lzatlon (New 'York: McGraw-Hi 1
Book Company, 1972) . e ) . .

!
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~ the best 1ooking physicaf part§ from various men. This sense of per-

fection and beauty was manIfested not only in the contept of man but

. . ‘.

also into the technlcal YenderJng of the physrcal space. .
An§1ent Rome was inhabited by pragmatic and eff1c1e?t‘men. A]-
thoﬁgh the Roman int}oduced no eew reactieeary ar§ concept, he did meke
,use of gﬁe Greek experts'to beautif§ ﬁgs cit}, and to give evef]astiﬁg
'Wife to his exisienee His great englneerinq m1nd led him to the d1s-
, covery of the arch and the//u44d1nq of br1_ges. aqueducts, roads, ten-
ples, and mahy public bur]dvngs The v1sual and tact11e ﬁmaue used by

the Roman w@s that of the Greek The p ) ose of the image was-to tell

tH% story of the" ﬁowerful and‘tr1umphant oman. He was a rea11st His -

P

1mage was in accordance w1th the real physical wor]d
W1th the r1se of Christianity, the iwage becawe’ flat and remote
“from the_physucal world. The sole purpose of the Chrvstlan 1magevwas
%0 instrdcf man about Christianity. The iﬁage, through the rhythmic
qqality of eemi—abstract shapes, told the sfory,,not of the real phys- -
'ical'worle, but of eveats wﬁieh would lead man to the spirifual/king-
_dom of after death. Man was not al]pwed te compete with the creation
of the Christian Goe. S . ®

Reﬁ%issgnce man developed a strong desire to qna}yze the world

St

and to Ereate a model to descr%be it. In the creation of the model and:

in the desg¢ription-of the world, the. Rena1ssance artlst took‘!p the

challenqe of representing the rea] phy51ca1 space as qeen by a fixed '

point in time and space. In th1s quesq,‘the Renaissance artist revived

the art trends impfemented by the Greeks ‘and the Romans to achieve per-

fect compositional harmony - as a faithful creator of nature. He

.
«
v / [
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« Strived for objective %ntgrprétafions to his wdrkT

. There were many creative followers of the Renaissance trend.

[

However, through the Romantic’artist§, in their oppositién to rational
- -ﬁ’

w3 R IS 3 s

]

- thinkind and 1pgic,,élthough rooted in'the~5tudy of nature, the art -

~

B
4 PN o BT S BER
+ s e S s o -
.

o, '+ image exploded into an emotional orgy.

o

Nature, through the Jmpressio%ists,‘began t6 be studied in sec-
tions. Paintings were expressive of the illusion created by the re-

flection of light on form. The Post-lmpressioqists began the portpaya] ’
. ‘ . 3 - . \
of the personal subjective statement. The-Neo-Impressionists created

[N

painted mosaics to reduce the app]ication‘of color pigments into sci-
‘ X o

\

entific experiments and scientific procedures.

[n the Twentieth gentury,'art, the two-dimensignal image and the

-

sculptural image, is seen as an experimentation with both enotions and e

t

the art mediums. A partiCQ]ar section of the overwhelming world of,

color, fonﬁ} and texture has been exploited. Some aspect of the human,

mental, social, or po1i;ica1 fife can be seen throdqh the many experi-
ments. A work could be a subjective or objective, abgtract or repre-
crowe. <« sentative statement involving a peculiar medium, a specific tool, a

type of fogﬁ?-or lack of form, or specific peculiarities of design. The

e * . . [} ‘ 4 . !
¢ worg is a derjvative of a particular aspect of human intelligence, or

hd .

human emotion. Art today may be aimed at stimulating the senses, play-

v - ing with the human mind, or shock, revolt, depfess, enfighten, or \
_ . : : ! .~ :

tranduilize the spectator.

* Adolescence is that peﬁjod in time when‘an individual is locked i
betwggp citildhood and adulthood. He is sexually mature but, chained

to the bounds of sociéty (Western society), unable to enjoy his fruit.




" e e

. artist.

He is in the process‘ of acquiring the necessay ski.lls to Join the ranks - .
.of adulthood. - He is troubled. He wants to be recogmzed Family ties

and social bonds oppress his 1dent1ty, but he does have a unique ident-. ‘

ity. Thws uniqye 1dent1ty, a particular derivative of his soc1al en-

vironment, could manifest 1tse1f through - his peer oroup In his indw.-

idualistic and group efforts he forms a mode}: of his world. The world

of the adolescent is a world of idealism, a wdrid offering no compro-

mises, a world he wishes to implement, a world he wishes to communicate

to his.social structure and his famj'ly circle. In the implementation

and coum1_unication of his idealized world, the adolescent heeds a lang- -

uage which can express him both through his emotional and coghitive

‘

powers, a vehicle eapat)]e' of being objective, a vehicle commnicating _

in an international lenguaqe to capture the mind, the soul, and the

. , . : . L .. D N . . .
emotions of his audience, a medium ne is wore than willjng to submit

to, if it resolyes his identity crisis. “

/\

Art, fﬁrough the various centuries has been a 'vety effective
s

too] in the conmunication of sﬁbJectlve and obJectwe statements,

statements derived from some aspect of the physmal and’ menta] world.

[N

Art,” theri, through a selected format, may be a.very effective tool to
be used by the adolescent in the expression.of his feelings and asp1r-

atlons.‘ The art language to be used shou]d be objective and true to

both the adolescent's idealistic world and the real physical world.

Such a lanquage was discovered.'mastered, and used by the Renaissance

o

»
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CHAPTER 1 L,

. - ’ -
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o . . ] (/
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3 ' . . . - .

e © Definition -

Adolescence is that. tran51t1on pertod in an individual's life

“

. 1ocked between ch1ldhuod and’ adul thobd. .

The adolescent is many th1ngs s1multaneous]y, and he 13 an
individual, person ‘as well as a meniber of a general age group.
He is a member of his qeneral ‘culture and he ref]ects his
; culture. He is also a member of various subgrouns or sub-
.. cultufres within a 1arger cultlire, as well as a product of
"hlS ‘time and history. UK ‘

’

. -
, -

~

j- . One may be tenpted to- aéﬁecvate ado}escence with the advent of

N puberty Stud1es shbw‘4 that "the average- age at the advent of puberty

uppears to fall between 12 and 13 for girls, and between 14 and 15 for

boys."5 In real)ty, ado]estence is a psycbo]ogwca] state whose task -

"

3
« "

-3

J. E~ Horrocks, The Psychology of.Adolescence (Boston: Houghton

o Mifflln Company, 1969), p. 4,

k]

e 4df E. Horrocks. The Psychology of Adolescence (Boston: 'Houghton

|Miff14m Company, 1969), pp. 339-408.

SJ E. Horrocks, The Psycholqu of Adolescence (Buston: Houghton

“Mifflin Company. |969). p. 403. . .
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. ) to'hiS'physical body (so cleerly described*in parehts' suggestive guides,"

' seemé/;o be "discovefing one's own ‘identity, becomiug‘fndependent from

< ome's parents, developing one's own system of values, and becoming able .

to form mature, interdependent relationships of friendship.and love_.‘;6

'Theories on Adolescence / - ‘ ’ boes
St B o ' ; ) - / .
Adolescent behavior could be the product of a particular develop-

4

ment. Sigmund Freud,7 through his "Bevelopmental Theory", identifies
" adolescence iﬂﬂhis last stage of a sequential process. His five stages are:

-

« ,oral, anal, phallic, latent, and genital. The feeding habits of the baby;

.. ltoi]et training of the toddier, and the manner in whiéh‘the child adjusts

when bringing upchildren, by writers 11ke Dr. Benjamin Spock, Or. Haim G.

G1nott ‘etc.) make up the f1rst three stages of Jife in the deve]opment !

of personal assurance, seif- conr1dence, and the acceptance of the, sexua1
phx51ca1 body., The early through to the middle years of childhood, codeg’
by the phalli¢ phase, is a pe#iod of courtship with the parend ot the . |
opposite sex. The hhallic peried is a time of overwhelming creativity

, and constructivenesé and it converges‘itse]f'into'the latency period. La-

tency 1s a stage of ego maturation. - Th1s staqe is characterized by the

2

2,
thought process; the abi]1ty to work, interact, and form relationsh1pg

outside the inmediate<family. From a statlJ charge attracted*to the oppo-

site ‘parent, the child may now be compared to an electron gn motion

) ®hiane E. Papalia and Sally Wendkos 01ds, A Child's World (New
York: McGraw-Hill Company, 1975) p. 539

Sigmund Freud Three Contrfﬁutvons to. the Theor of Sex, trans.
A. A."Bill (Hew York:eNervous and Mental Disease PubT shing Co,, 1916).

'

" P — - . - = e o e e
“ % LT T - "‘z-l el Al e .

]
{

-

'pre~occupat10n w1th the deve]opmént of social skills; the development of 0




o , ‘ A\ C S .
3 3 q. - . . - 0
, ~ creating>a strohg magnetic bond with another elec\{on moving in the same

,direction\; his parent of the same sex. With the adyent of puberty and
the entrance into adolescence, the child completes his final stage -

.- . 3 :

_the genital stage. Sexual urges oppressed during the latency period are

*

now impulsively re-surfacing. The once static and neutrally charged sexual

chlld is propelled into motio”because of his sexual 1dent1ty

Sigmund Freud S daughter Anna8 elaborated on adolescence behav1or

1

{

!

i

f

i .

. l ‘ by taking the position .

d

|

. -
. that inconsistent and unpredictable behavior is normal in: Y
~adolescence. ' The adolescent-accepts his impulses and re- -
jects them; he loves and hates his parents and alternates )
between .dependence and revolt; he seeks a secure Lgentity C
. : . but equally tries to merge his identity with othens; he is
. idealistic, generous, artistic, and unselgish (5t alter- ’_J
_‘~jﬁ;{// _nates with self-centeredness and egotism. . )
. .Afred I\dler‘,]0 a follower o;zﬁreud rejecte the sexual etiology of

the neurosés to 1nterchange the Oedipus.-comples with the 1nfer1or1ty com-

plex For Adler, the basysc detenmnant of persanality 15 the attenpt é:o

adJust to the feellng of 1nfer1or1ty present at all Stages of life. A ‘

ch1ld, if feeling 1nfer1or, seeks ways in which he can feel superior.-_In i

the quest for superiority, the child enters the realm of the struggle for ¢ ) ’

power. Man ts a creature with a social nature. Adler believes that

math's social nature is inborm,and not acquired. As one human being °

( . a
. interacts with another human peing, each human being acquires a 'setf -
Anna Freud, The Ego and the Mechanism of Defense (New York: . S .
International Un1vers1t1es Press, 1970), pp. 137- l72 . .

. . 9J ‘E. Harrocks, The *Psychology of Adolescence (Boston Houghton
- Mifflin Ccmmany, 1969) p. 30.

10Alfred Adler, The Individual Psychologﬁ of Alfred Adler, ed.
and annotated by H. L. Ansbacher and R. R. Ans acﬁer'(ﬂew’YBfK‘"Harper
. and Row Publishers, 1964), pp. 101-125, 259-261.

-d
i
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’ '
- cence, and adulthood. Growth in the ability to use speech 15 the in- .

N

i

identity in a unique "lifestyle".
Oevelbpment\progressgs in stages,‘accbrding to Henry Stack. Sulli-

van.]] They are infancy, childhodd, juvenile, pre-adolescence, adoles-

fancy stage. Childﬁobd is the abifity to use speech, and culminates

in the need for a playmate. The élementary schoal years describe the

Jjuvenile stage. It is during these years while in the e;ementary séhool
grades that'fhe juvenil? tests the need for s‘p1aymatg. Adolgfcence

has two'phases. The first phase, termed "pre—adolgsce&g". is mahifested
by the need to create strong fr1endshap bonds between two people of the

-

\same age. Parents are still, as in the previous stages, very s1gn1f$-
cant to.the pre-adolescent, however, because an individual in this '

stage craves for intimacy, lustful gatisfactions, and personal secur;

ity; at the same time, he wishes to be free from énx3éf} and td Toosen

parenta% ties. Late adelescence is the second phase of adolescence.

29

It is during th1s stage that 3n individual d1scoVers the plﬁ;sures of
genital behavior and wonders how this behavior may fit lnto his later
Tife. The 1ate—qdo]escent per51sts in the quest to obta1n a def1n1t19n
of himself. It is.a period'of internal physical and‘nenta% experiences,
experiences which the adolescent will intefpret and test with reility.:
Adolescence is ,the fifth stage of ;rick Er'i(;kson‘s]2 develop-
mental sequence (for a table of h{s 8 stages, see-figure.l). This_per-

iod .in the adolescent's lite is marked by the confljct between identity

“

1]

{Hew York: W. W. Norton and Company, 1953).

' ‘2Erick Erickson, Childhood and Soc1ety (New York W. W. Norton

and Company. 1950)

- e -
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‘versus role diffusion. In the develgpment of- the ‘ego identity, the

.- adoléscence - is the High School world. The youth may apply for High

“individual who is a product-of a particular social group, a /member of;

v \ : '
o

onus is placed on the adolescent as to how he is seen f:y others as &

compared to that which he feels he is. The Gole of the self, in the “ :~ ] ;

developrent of the e€go, is fogged during this period. The individual

over-identifies himself both to his peer group and to an ideal figure.

This is also the perjod of passivjty and analysis. This state of -

limbo frees the adolescent from the responsibilities of ‘adulthood, and

unchains him froﬁ the bonds of childhpod. Although not yet a contribu-

ing faetor to society, rapid grdwth'and éenital maturity grant the ad- . ] 9
' |

01escgnt a ticket to the voyage ot full adulthood. What is the role

l
of this limbo state of humanity, adolescence in society? - A search :
for humanity. "According to Erickson the most important aspect of the

' 1
. | 1
search for identity is the decision one makef towards a career."]3 v 1
‘ \ § ,\ \ :
. \ N \

The High School Adolescent

A world whose citizens are made up from that limbo state of life

School citizenship if he lacks both the qualities of childhood/and
adulthood. The North~Ameri€§n educational system accepts him atuagé
12., Citizénship comes through the registration in a program of study.

The high school adolescent is an individual person.

t I

13Diane E. Papalia and Sally Kendkos O1ds, A Childfs World.

a social group from.a particular social backgpound. As a product and - E
i
|

(New York: McGraw Hi11 Book Co., 1975), p. 546. !
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radian energy - of a given cultural milieu, he reflects not.only the
R
wishes,| aspirations, and accomp11shments of his cultural heritage, but
also those of h1s peer grodp The edo1escent f?ee]f and willifigly en-

llsts with his peer group as an. act1ve membeg of a sol1d m111tary

- tos

force loyal to each member in his ba&ggry, K \
’VThe ado[escent; howeyen, finds himself in a state of torment.

He is neither the child he once was nor is he the adult he aspires to

be. A sixteen year old bqy expressed this state of 1imbg by question:~

ing himself “Boy or Maﬁ“ in, the following poem:

7 | '

»  Caught in the crossroads = "

Heart of a boy

Brain of a man . 5 -

Life seems a circle - ‘

A.circle of doubts. and fears . -

0f nothing right . -
Everything is as dark as n1qht {

[ hope one day I will see the Tight

w1ldo G1ard1n1]5
* q

;The metaphor'may be carried further by quoting another poem by a‘'six-

téen year old girl. Reflecting on her "reality“, she states*

I am the corn fields under a b1anket of fog
Swaying softly in the wind

/ Wishing to be delivered C B .-
From nature's bonds

4
Radiant energy here implies that the adolescent does have a

mind, temperament, and physical disposition equal to and different from .

his soc1a1 milieu. Because he is-completely assimilated in his cult-",
ural milieu and because he 'is a bging having unique characteristics
(such as a unique physical body and an 1ndependent brain triggering
independent méchamical and mental impulses) he is capable of internal-
fzing that which he has learned from his surroundings, interpret his
sensory data and, in his ogyn humble or stubborn way, express his
un1que reactions to.# particular situation.

15
Wildo™8iardini, "Boy or Man," Labyrinth II.
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. - So that freedom will be mine
_ ‘ Before peopde pyt me _ - . .
* Into their. labelled cans. . o

Silvia Cate]]an1]b

“General high school exper1ence as an adult w1th1nrthe teathing

. ¢ ranks, dictates that perhaps adolescence-is not a clear-cut phase of

¢

human development. This period of an individual's life s a develop-

. men§a1'fusion of human knowledge, sensory experjenﬁes, body chemistry,
18

; " environmental factors, and general “growing-up".]7 Peter Bloss - has

broken up this adolescent trend into phases. The phases are:
. . 4 s
,bre-adolescence, early ado]esEenqe, ado]eséencelproper, late. adohescence,

)
; and post-adolescence Using this breakdown, the ideas set forth by
\ Peter B]oss. genera] classroom experlences, and the en]1qhten1nq works
. of Sigmund, Freud Anna Freud, Alfred Adler, Harry Stock Su111van, and

Erick Erlckson‘to trace the evolution of the adolescent, thenathe high
school ‘adolescent can be descr1bed through the fo]low1nq squ\hce
Latennu Pnrvdd This is the period in which the rnd1v1dua1‘deve]ops a

growhuxcontrol of his p6werst .The individual converges his efforts

TAEII e AR T 1

\ upon his newly found powers of reason and logical thinking. His social,

1]

° ' intelYectual, and motor proficiences have widened in scope.‘_Dependency'

on parental assurance for the feeling of worth and significance are now

i o replaced by a self esteem derived trom-personal achievements and per-

si1via Catellani, "My Réality - Not Yours," Labyrinth I1.

| ]7"Grow1ng -up" implies a general amalgamation of the conscious
* and unconscious experiences, experiences the high school 1nd1vidua1 will
encounter before he steps into the adult world.

]SPeter Bloss, On Adolescence (New York: The Free- Press, 1952), .
pp 52-158,

+

‘ ', iy, | ‘ . . ‘ 14

i LT o o o e s
L T N R T ‘ .




N "14

sonal masiery The new1y found capacwty to abstract the 1dentity of

an ongct replaces the old 1nfant11e comparat1ve mode] A growing pro-.

fictency in language skills he]p the 1nd1vidua1 to exnress his emot1ons

and his desires. Art1st1c self- express1ons compensate for the lack of

spont;neous-bodily expressions. e ‘ ‘ ' ' |

P{'e-a_doleécance: The p‘re:ado]esénkt'_is r‘sti-ll.;t')a/sicallyl a child. He is ¢

an exp]bsive being. 'His interest can.be easily fostered; however, his - -

attent1cn span is very 11m1ted The child/ at this stage become; more ' "
S d1ff1cu1t to reach, to teach, and to control Although self propel]ed ) .

he is very dependent on the aduLt world for worldly knowledge and tech- o .)
nical ski]]s'J”He is a thinker. :He incorporates into his total being
‘what he hrs learned and tries to use his past experiences in his pres-

[N

ent situations,. H1s energ1es are exerted in spurtS\ Physical endur- S #f

“""Tance .and physical pressures are 1nterchangegb1e Knowledge seeking ° i l
tasks become interrelated with pleasure seeking tasks. This is the’

stage When the peer group dietates the mofq] code. Skills and inter-

“ests must carry peer abproval and peer prestige. . — i
‘ ,

2" Maleness anﬂ fenﬁleness lead -to a different play configu;r:ftion~
for the boy*and the girl. " The boy deqfés his anxiety in his refusal
- to establish a relationship Qith the'girl The girl den1es her femin-
; . iﬁ?ty to become a "tomboy" or a young aggress1ve female. Sexual cur-

iosity in boys and girls shif* iven the anatony and content to function .
» . ° . C , 1
and process. A i <. . ' i

!

Mol -

Early Adqlnnvenng: This is «the stage in whieh the individual Eompletely
S ) !
loses his childish innocence. He is now a self-centered individual

whose only interest-is himself. The whole world owes him and he owes

-
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 the world nothing. At ti\mes he is capable of great inductive and de-

S T~ . -
ductive reasoning, but the ba?hrreaso.mng denominator is himself.

N A o Theories pertainino fo the purpose of the ph’ysic‘ai world and

the social structure are now being developed by the individual. He is

o -

high]y idealistic. He expe‘ctsv, wants, and demands all social, mental,

e et

and physical detachments from his family and social Etrgcture. He

1on§s for the material coqurts}of the physical world and its inhab-

itants; however, hellaéks\ the morietary bargaining power and the comple/te
social freedom. ) - '

This is the Beriod of search. He wants to f1:nd out about and -
know the underlying princtples of 1ife, but ldoes -not have the,persistihg

self—propelling power He wishes to be'a leader but €an best foﬁow | . .

. Although a rebel, in h1s e%arness to become the superhero of h1s peer TN v
—— group, he does conform to authority, and he is capable of endurmg
great physical and mental strain. He is aware pf the difference between

- the objective and the subjective, the relative and the absolute. He

F e

is a highly competitive and exhibitjbonist creature.

[

Sexually, the youth has reached pubertal maturation. The boy'is
discov‘ering ‘the female magnetic powers‘. The girl develops her femin'in—
fty. .1t is that period in the individual's life when a friend is needed.
The boy idealizes his maje f'riend. The girl .needs compahiohship among-

her sex. The stage 1is 'set, for the girl to begin her flirtation with

ma;\ in a non-adulterated form. It is the beginning of her terminatory

bisexual mental play. ‘ o : .

.
SIS S

Adolezccnee Propor: In conjunction with the last phase, ‘the' youth now

.

‘

cpmpletely breaks away f'rom his infantile love objecfsh. The individual
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for the first time comes to rea11ze his phys1ca1 and mental weaknesses.
The ego wh1ch was so highly va]ued in the prev1ous life sequence is
" now the focus of personal attacks “The result is: the repression of p

the 1nst1nctua1 drives; the 1ncapac1ty to extend the biological and

sensual infantile Jové to‘his immediate environment; and” the 1ncapac1ty
to accept the enotions radiated by his inféntile environment.
A direct result of the 1mpovérished ego is the development of

the defensive and .adaptive narcissistic mental mechanism, The pgeviouslyq

admired parent is now seen to have the shabby proportions of a falfen

ido]l lle is arrogant and rebellious -in his défiance of fules and to

»

et e

his set mold of parental authority. That Qnich he accomplishes is
interchangeable in nis mind with that which he wishes to accomplish.
Po11t1ca1 naiveté and prov1nc1a11sm of h1s younger days are now theatri-
cally portrayed by a consc1ous dranat1ca1 awareness of the world-wide
socio-political theorética] structure. People, p1aces, and events are

used to create, in the mind of the adolescent make-believe re]at1onsh1ps.

T A St 5, D g i

"Fantasy llfe and creativity at this stage are at a peak; artis-

-

tic and ideational expression make it possible to communicate highly

personal experiences which as such become a vehicle for social partic-

5

19 ! .
fpation.* Mother nature becomes the “individual”s personal respondent. - o

The overpqwering beauty of natyre is. discovered.- Glorified emetional

effort to accompl?sh urgent tasks of 1nterna1 transformatlon6 A .

The process of creativity in .adolescence enhances 1nfatuat1on with the

)

19 .
, Peter Bloss, On Adolescence (Hew York: The Free Press, 1962),
p..92. s |

states are experienced "The creative production thus represent an o ;
|
|
|
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+ se1f; it is often accompanied by e§§¥tement and carries the convict1on

of being a chosen or special person. w20 ’ v ’

" Sexually he is developed. He now.begins to see the opposite‘sei

as an individual, a human being, not just a sex object of pbysicéf/
. . . ~

beauty but a person with character. Although capable of platonic aﬁ& ,

sexual love, his feelings are rooted in a hallucinatory make-believe

® )

world. ‘ |

Adolescence Goal Oriented

Adolescence, although examined as a disected propelling unit,

must not be isolated from man's global development. “It is essent1al
N y ’

to remenber that an adolescent’ isra human’ being before he is an ado--

lescent, and much of his behavigr is 'human behavior' rather than .

! b .
‘adolescent behavio%'."ZI Adolescent behavior can be assumed to be

.

goat orientgd.22 The human being may be conscious of the goal he is

r
striving for or he may be directed to a specifjc goal thrqugh an un-

{ -

conscious s€arch for equilibrium. “"The maximum equilibrium will not -

involve a state of rest but,rather a maximum of activity on the part

of the subject, which will compensate both for, the actual intrusion and

for the virtual intrusion.m23 DY(inq adolgsc}nce, peer approval and
e ter Bloss, On Adolescence (New York: The Free Press, 1962),
p\ ]26. : )
21

Mifflin Company, 1969), p. 87.

22John E. ‘Horrocks, The Psychology of Adolescence (Boston Houghton
Mifflin Company, 1969), Chapter V.

23Jean Piaget, Six Psychologlcal Studies, ed. David Elkind, trans,

" Anita Tenzer (New York: V1ntaqe Books , 1968) p 101

John E. Horrocks, The Psychology of ﬁdolescence (Boston: iloughton

LR
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q
emanc1pat10n from actual authority and controls argiooals important to
ch11dren v24 The speed, energy, and peristence to reach a state of

equilibrium determines the import plyaced on a given goal by spe-

-—

cific individual. .
The determination and insistence of .an individual to achieve a
I3 . N ' ‘ a

specific goal may be Examined from two general sets of qoal ofiented
drives. First,. the basic psychological drives whose set is [hungér,
thirst, sex satisfaction, bowe]lyovement,'. . .. lhe powerful moti-
‘vational faétor of this set to determine human béhavior is based on:

s the nature of the individha]qfthe nature of his cultural system; and

. .
the nature of his environment. Tne second set are made up of dcjves

which are derived from specific psychological motives. » The set was

25-torbe [subsistence, emotional- ten-
4
sions, mastery, social approval, conformity, sex, mixed]. A goal in .

this set sequenée is fbcused upop the achievement of a spécific exter-

formulated by Shaffer and Shobern

nal object. _The achievement of this §pec1f1c object may be’ d1rected by
specific inmediate motyve51 Each 1nmed1ate motive may be rooted Ip the
~ quest'foq a do}mant personal gratification. Since the immediate mot1ve
is triggered by the external cfréumstances circdmscribing the individual
and not the external sfimulﬁs of the specific befng,_then~the being can
progran himsan through trial and error to resppnd$§p an external fac-

tor’through a,series of goal oriented activitiés. Thrngh such a method -

i

. 24John E. Horrocks, The Psychology of Adolescencé (Boston: Houghton
Mifflin Company, 1969), p. 89,

1

N John E. Horrocks, The Psychology of Adolescence (Boston: Houghton
Mifflin Company. 1969), p. 89. .
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the individual becomes an efficient'p?ggrammed being capable of im-

Do . \ ‘ -
pressing the external world with an appropriate response. Tﬁe result
is a confus1on\between the needs and desires of the individual to both

himself and the observer. ’ . .

An educational system, fn setting up a program of study,'must

x

deal with: ;hat the individual really needS'as'a‘primary goal; as a
secongary goal what the individual wants. In order to determjne the
primary and secondary needs of the individual the system i;'compelle& "
to study the 1nd1v1dua1 to study socjety,. and look at its resources.

The resources of a particular educational system are a deriv-

ative of-society.- Sotiety is a product of & particular theoretical

stru;ture. If we assumé that the theorgtical structure of society is
based on the mentai, emotional, and materialisfi& needs of the produc-

tive individual, then society becomes the §pon§or of the educational

Syétem to cater to the needs o% the adolescent. 'Since the adolescent,

in timé, is required to create and replace vacant po§§l,in society, )
society's needs are the developing of a potengial'produﬁpive individual
within a specific theoretical social structure.’ The adolescent ngt yet

being a fully pledged member of the social theoretical structure, he is’

- confronted with specific needs in his apprentiéeéhip period. His needs’

are social, physical, and mental: Combined with the .needs of the social

- theoretical structure and the personal needs of the adolescent, the

educatiohal system has io overcome- the desires of theﬂgdoiescent.

The adolescent, as we have seen, lives in a world of constant
change. The change is both physical and psychological. WNew sensory
and mental experiences'are the order of thé day. With so much external

3 . )

3

* , ’ 5




*flux penetratine his mind, coupled with so many physical and psychi&

i

changes, the youth %s'compelled to create a model to describe himself,

his environment, and his role within a socialestructure. He is a mew-

ber of the strongest clan of idéalists among men. To create a model” °

¢ . *

-and keep it locked within himself is not-the general desire of the ad-

-

olesceut;: He neéds to express his‘étate of being. Coupled with his

strong urge to express is the desire to comunicate. : In the desire to

)

comunicate, the adolescent aspires fér a universal 1qngu;ge.

v




CHAPTER 1T -+ -
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vz ART AND THE ADOLESCENT .
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4

There seems to be\a physica],'mehtal, and spiritual need for the

' adolescent to be able to expfess himself through static pictoral and -

sciﬂptura] images'; kinetic pit;toral Qan; sculptural images; rrhytﬁmic
instn}mpentél and vocal s’ot'ings; deri\)ed from the inner depths of his
mind and based on his externai kinetic physfca] body and the ever-
changing world of color, ,sognd, form, qnd ideas whict; surround his
senses and -infiltrate his mind. These llndivjdualistic external mani- =~
festations become food. for the” senses of the c'r\eator and his Timited

audience, and thé bbssib]e source of new creation." ‘Hence‘ the possible
intuitive, gestural, __and‘ spontanec;us image could be repeated, altered,

modified, and-'sliced to engage the sense and the mind of the spectator

in the production of a ‘desired or- undesired reaction. Cdnsequent]y,

- the need 'to,iﬁvestibaté, analyze, and try out the many tools; mediums,

and possibjlities of the physical world and its human inhabitarits bé-

. come the inmediatwqurce of creation for the individual, in the ex-

pression of*his sEacific prison locked by time, space environment, body~

.
-

-
\

s
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impulses and mental sensations. . -

A poia]. energetic, spontaneouss and careful investigation of
the rhythmic qualities of color, sound, and divisién of space can, =
through.its final product, alert, infofm, shock, and revolt the spéc-
tator and can, through its process, satiﬁfy the analytic_and spontan-
. - éous qualities of the ‘creator. Such an ;xperience involves: oné's Yo

own process in the creation of interpretations; a study of final pro-

ducts and processes of those individuals who are generally accepted as

experts in the production of sensual experiences.

- ©As part of thg mental growth of .the adolescent, history has
shown that the child in)pigh sch001 should be trained in the acadepic .
éubjects so that he may become a knowledgeable individual. An individual
g ’ exposed to such. an a;adem}c trainina could, in his adult .life, use these
" skiTls to accomsdate “himself within a qiven political, economical, and
+ 'social structure. At the same timé, in order for this indiyjdual to
' grasp. realize, and inéorporéte the learnimg skills he is introduced to,
;he must be given the time, the qxpertise, and the vehicle to find him- . f

. self and fq expose and compare his inward thoughts to his peers. L. . |

- Singer states in his article onlfantasy: "Fantasies may be foundations

to serenity and Durpbse in our lives. . . . The risk of .an undeveloned

P . N P I}» N A / !

~

fantasy life may include de]inqueﬁc;,‘gjolence, overeating, and the use
26 ' ’

N of dangerous drugs."

- s e

7 g ' ,
, Kandinsky};k}41ustrates this point in the following manner:
1 ' A . . !
. " &, - .
o 26 L h 4

. Jeropfe L S1noer, "The Foundation to Serenity," Psxcho]ogx

bert\L Herbert ed., Moderh Artists omrArt (Englewood
rentice iHall, 1964), pp. 27, 35.
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Jonal image is not understood by the three-dimensional beings. The

23
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Already as a child I knew the tormenting, happy hours of
that inner tension which promises to take on a concrete
form. These hours of inner trembling, of unclear longing S
calling for something we do not understand, which by day '
oppress the ineart and fill the soul with unrest, and by -
night make us live through fantastic dreams fu]] of horror
and joy. Like many children and young people, 1 atterpted
to write poetry which soener or later I tore up. I can
remember that drawing released me from this condition, that
is, that it let me live outside of time and space, so that
I no longer felt myself. . . . Painting ¥ thundering

- collision of different worlds, intended td create a new
world in, and from, the struggle with one another, a new

world which is the work of art.- Each work originates just

as does the cosmos - throuoh catastrophies which out of the
chaotic din of instruments ultimately create a symphony,
the music of the sbheres The creation of works of art is

* . the creation of tne world.

The purpose of the art exper1ence for the high school ado]escen#
is not for him to become a P1casso, a Van fHogh, a Brancusi, a Mondr1aﬁ

etc., but to foster individual growth. The individual should receive *

enbugh help so that hic ideas are made visible. Although the high

sthool individual, through thé art experience, is expressive of his own

fnﬁer feelings, his pictures and objects shou1dlbé.objective in the

b

visual language to be understood.®

As the child scribbles his many inward thoughts, he is forced

“tc qive-a verbal explanation to his pfctorial image. ‘The two-dimens-

v

adolescent is in a state of physical representation. He i$ involved

with- the representation of the three-dimensional world. He does want

_ other people to read his image. Parallelling skill formatien, the ad-

-

. olescent should be exposed to other people's points of view. ' /

A work of art must have a double function: be eipressive of/the

inward thoughts; be able to communiféte the inward thoughts to another~ -

— . P

. ‘ .
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'

\ o indfvidua?. 'fhe art experﬁenéef for the hioh school adolescent, mus?
do much more than just express and communicQte; it must oblige the ad-
olescent to look,-to analyze, to investigate, to think about, and to
fbrmhmodels. Ft must -force the indivjduaJ, for‘examp]é, to look at a
: tree, to look at the fence on the side of nis houge; to'looﬁbat é leaf,
to Took at an ant, to experience the world, éo think about his. inward
; thoughts. ‘it must force the individual to think about those elements
which will make his feelings concrete and visual., The art experience

“

must cater to the needs and desires of the adolescent and to the needs

of the theoretical structure in‘which the adolescent, in time, volun-
tarily, becomes an active wember. The sculptor Henry Mdore28 reaffirms
e : ) 4
this statement by sayimg—that:—
Each sculptor through his past experience, thrbugh obser-
- vation of natural laws, through criticism of his own‘wogi;
and ‘other sculpture, through his character and psycholog-
‘ . ical make-up, and according to his stage of develophment, Yy
finds that certain qualities in sculpture become of fun-
damenta1€§mportance to him. ‘ j
Such an artistic\é§per39nce can be provided, to the adolescent,
' by having him experience.an artistic enlightenment based on the prac-
tices developed during the Renaissance period. .
- ‘ ’ / ‘ ’
o+
. ) ' N
28RObert L. Kerbert, ed., Modern Artists on Art {Englewood &
. Cliffs: Prentice-Hall, 1964), pp. 138-139. . e
\ . e . .
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CHAPTER 111 L e

" THE RENAISSANCE

Evglution of the Dengissance

The Renaissance pesu]ted from the mental arowth and cultural.cie—~
velopment of the barbarians. Two eléments came forth during the Rénais-
sance period: firstly. there was a great mental activity arising out
of the individualism of western,E-'urer;29 second1j, the old c]afsical
culture of ths sreeks and the Qomaﬁs was actinc as a fresh stimulus
to theR;lert 15th century man. The oreat era "The Qéngissance" was
the prodUCt\BT an evolution whose starting point\were the Greeks and
the Romans. The fGreeks influenced man with th%§; spirit bf individual
creativeness, and the Pomans with their qreat organizational power,
.Consequent1y, between the years 1400 A.D. and 1600 A.D. there were a
rebirth of the whole 1nte1]ectua1 life of Europe, ayrevival of individ-

¢

ua11sm, a recreation of the artistic, scientific, political, and soFia]

e h 2. 6, vells, "The Dutline of History (Garden City: Doubleday agﬂ
L Company, 1940) Chanter 33, %
. W, Janson, History ‘of Ar Art (New York: Harry I..Abrams Incors
.porated, ]968) \gf 305-373,"
25 ‘ : :
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life of several nations. - i .
\\W»nJ Nith-the‘estaplishment of the Christian church as a nower in the

Roman State in 311 A.D. by Emperor Constantine, and the overthrow of

Rome in 476 A.D., "only the papacy remained as a guarantee of the lest-

. , .3 Cpiiel % . f
® ern Empire's survival over barbarism.'  Christianity in its bitter

and unrelentinaq var against paganism resulted in the mass destruction
‘df freco-Roman viorks., Therefore, during the years 500 to 1000 AD., .
Europe experlenced a time™ef_almost no 1nte11ectua1 st1mu1at1ow The
Dark Ages overpowered the}European mind and body to a state of humble

s]avery. g

However, tne early Christian artisf de:ived his<iconogranhic
imagery from the Greco-Roman image,‘32 although he was not a realist.
'Hié pictorial and flat sculptural images were meant to communicate -
and sér&e as a spiritual uplift., The dark and linnt rhythm and con-
trast createdvby the Greco-Romen columnades were transferred to the
painted image. | ] |

The years'SOO A.D. to 800 A.D. ‘resulted in the artistic advance;
ments nf the East and the artistic sunnression of. the Mest. nagia Sophia
with its.]argest dome of its period was the monumental architectual
structure of the East. bome, nediment, half domes, auarter domeg, etci,

" created both a cascade. of movement and a sense of ceaseless arowvith.

Through its mosiacg, the East exnloited the Christian theme through the
o h .

—

3]Esmond Wright and Kenneth Stampp, eds., I11ustrated Horld
History (Mew Ydi McGraw-Hill Book Company, 1964), p. 79.

’

32One example would be the winred Mike of the Hellenistic areek
. neriod to be replaced by the angel.figure. .

%
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Juxtaposition of colored stones to assimilate the three-dimensional
technically per%ected skills of the Classical Greco—Rpmén pe;iod into

a flat two-dimensional puzzle invo]ving—lfﬁht, fprm, and compgsitional
skfl]s. The ?nly artistic activity éf the West took form in the i71luni-
inated manugcripts in Eng]andI(Book 5¥ Durrow, Book of Lindesfarne, Book

of Kells). - Entire pages covered wifﬁ the most intricate linear designs

~employed 1itt1é else but the spiral and the interlace of the barbaric

images in the form of animal heads and legs.

“With the crowning of King Cha}les of France by Pope Leo III as ™

emperor of the new]y created Holy Roman Empire in 800 A.D., learning

began its rev1va1 This new proc1a1med emperor known as Charlemagne -

brought from England the fine scholar Alcuin to act as’a minister of
education, to enlighten the clergy in becoming learned men. Iﬁ art,
thréugh the Gospel book of Char]ewdgne (i1lustrating the four evangel--

ists-Matthew, Mark, Luke, and John), the'human figure again seems con-
4

vincingly modeled in a three-dimensional space portrayinc a high degree

)

of anatomical mastery. However, because of the active brush stroke,

-the nervous line, and the f]uttering agitational edoges; ‘these works

¢

lack the tranqui]ity of the classiéal style. Gold, the hedfeval symbo]
for. rad1at1ng 11ght was used #h the relief work of the Lindau Gospels
to portray a half-nude, smoothly mode]led tr1umphant Christ,. The

human proportions of the sculptured Christ (big head, small body) makes

this work a spiritual rather than a physical symbol of beauty.

The revival of learning was pursued further by King Alfred the -

Great (848-900 A.D.) of England: King Alfred the Great, unlike Charle-

mhgne, was an educated man; consequently, he personally translated part'




28

o

of the Bible. into Anglog§axen”aﬁa imported manuscripts from Italy,

—

- ] 4/ ' LIS
France, and-Spain. ‘
( AY

Through the Ottonian dynasty the'cathedrql began its strong

e,
.
SN o e e gy T

e S e,

roots iﬂ Europe. , Monumental séu]pture wes re-introduced. Anatomical
_ detail was restored through the Gero Crucifix of th& 10th century. The
tubular body of the Werden Crucifix in the 11th céntury reverted natur-
alism to a 13near abstraction. The manuscripts from the goépels of
‘Otto4III are illuminated through the use of gold and purple and abstract
. designs.
‘ , , "
,The Romane§que period {1050-1150) was characterized by a unique
mixture of reinal, rivalry, and reform.. The papacy, having reached
its Towest point in the 1040's, was now reviving.. Monastic orders be-
o came leaders 1in the Fevival of 1earniﬁg and art, keenly interested in-
! civilization. The revival of ghe secular power resulted in the bitter‘

I . and bloody rivalry between churcnh and state. During this turmoil,

town and urban:life reappeared. Communes surged in Northern Italy.

- L

4 . The crusaders, the great eyeébpeners of Western man, not only united -
all parts of the quanesque society (church and state, merchant and / |

P monk), but also developed the desire in Hestern man to know more about

the East.

v

During the Romanesque period, architecture became an innovative .

‘ _experimental endeavor in the solution of technical and aesthetic struc-

p . .
tural problems. The tympana over the front doors of the cathedral
took form through relief works certered around the Christ. Western

Romanesque Christ, like its Edgxern Byzantine counterpart, was not

1
§
!
!
b
P
[
t
i
H
i
i
X

loving and tender, but majestic, remotg,'and awesome. Drapery,.on - .

| ‘ ‘ ?

| — - - .
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sculptures, was executed through a rhythmic manipulation of flat sculp-
tural decorative planes. Painting, executed in the apses, centered

o . ' .
around the popular theme "The Last Judgement" to portray strong comp-

. ositions, swirling lines, and brilliant colors.

During the 12th and 13th centuries, ‘the Gothic era, thrdugh a
devotion to arch{te;:ture for the 'Dsaké of the church, reawakened the .
who}e artistic sense, reaching its climax in fhe 16th century tlhrouqh
the Great Masters of the High Renaissance. Cathedrals were an™inter-
1a9e of pointed arches, flying buttresses, oblong bays, and stained )
glass. Ornamentation of the cathedral was keqt to a minimum. Sculp-

ture served as an instrument of instruction and an encyclopedia of

medieval knowledge. The subtject matter of these sculptures centered

'around "The Wirror of Nature",“"The Mirror of History", "The Mirror

of Doctrine". The relief image of xC‘hri'st in his "Last Judgement" on

[}

the tympanum is depicted, as a humane, gentle, and compass i‘onate judge.
. ¥

Scu]pture‘s in the round during the Gothic period (Reims Cathe-

Y

dral) were ~convincingly three-dimensional. Gestures are casual yet

dignified. The mood_is calm. Paintings of the Gothic périod are
styh'z;d to portray ;eéhnit‘al delicacy and expressive of the conven- °

2

tional gold b«::ckgroun'ds. ‘ ) ) ,

-

Séhoo]meb, 1ike Abélau, Anselin, Thomas Aquinas, and Roger Bacon,
a group of church scholars from the l3ltP; c&htury, Stl.Jdied the Greek
philosophers from Latin translations. Rogér'Bacon insisted on the
sqien'tific approaéh rather’ than the metaphysic'al approach. Hemin-
sisted in the study of nature and experimentation rather than philt;sia

ophizing. ' " : .

g &
A




The climax of the slow evolution converged in the Holy Roman
Emperor Frederick 11 (1154—1250 A.D.), the ruler of Maples, and the

. dominating power of Sicily and a large part of Southern Italy. His

court became the center of Tearning. To his court Moorish and Jewish

scholars from Spiin and learned men from Africa were invited. The

lectual intereét spread rapidly. By the 1400's artists of Ital} and the

@

Low Countries excelled in individuality and natura}ngfs.
\

2

Immediate Sources of the Renaissance

The immediate sources of the Renaissance were: the development

+
N

of new inventions and techniques; the great 1nterco$rse between Eﬁgt

nd West; the sp1r1t of trave], .investigation, and research; the chanqe

in attitude of the “secuiar popes towards art, science, and liter-
) 3 '
1 ature; the new spirit of individual freedom. 3

v 1 Great progress was made in the early part of the 15th century

r
in the product1on of _paper through the gfforts of the Moors in Spayn

and the manufacturers of F]orence. This boom in the paper industry
provided a better, cheaper, and more abundant supply of paver. "The

invention of the movable iype prinfing process, in the 1440's, by

33
Company, 1940) Chapter 33).

University of Salerno was established. From 1250 to T400 A.D. intel-

Kester at Haarlen and.Gutenberg in Maintz, proved to be a more effic-
ient tool for mult1 pub11cat1ons, to replace the already popular wood-
block stamp1ng techn1que. To couple these 1nvent1ons, the artist Le-

gan to experiment with the printing techniques of the woodzcut,and the

H. G. Wells, The Outline of History (New York: Doubleday and

ot

Womem m e g
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metal engraving.. From é'wood-cut, and later a metal'enéraving, many ,

- 1

prints were possible. As a result of the multi-image, prints spread ] ‘ R

. : § :
all over Europe; confequently, the artists from the various countries

in Europe learned from each other.
. Shortly after the 1400‘5,.the great interest in ocean Eravel

resulted in a desire to travel and to eip]ére. Voyages by Spantsh, '
Portugese, and Ita]ian\ﬁaviﬁztors resulted in the discovery of Amer{
ica in 1492-1497 A.D. The route around the southérn tip of Africa to
India was discovered in 1498 A.D. The idea of the flat earth, pre- , ‘ i’
dominant in the Middle Ages, reverted to the 01d C]as§iéa1 idea of the
Earth being shabed 1ike—§ sphere.

. During the Middle Ages the individual freédom was gulped by the
two great powers:,the universal state, the Holy Roman Empire; and the Ty ‘
univérsal church, the Holy Romén Catholic Church. In the 15th éentury

ML
man began to think jn terms of the individual as a creative power;

hence reverting to the Greek ideal of the free and creative power of j
the individual. Luther proclaimed the universal priesthood elevating !
individualism to a divine.status in the early years of the 16th cent- /
ury. Calvin, during the same period, proc]aimed the'Bible to be the

, quide to 1ife:\éhrough the individualistic interpretation of the Bible.

In 1453, Constintﬁnople was captured by the Turks. This major

turning po}nt.drove many fine Greek scholars into Europe, who brought
with,tﬁgm many priceless manuscripts. The Renaissance man was now the.

proud possessor of the original classical sources and had amongst him

men who knew these original sources thoroughly. This Greek revival

cuﬁﬁnéd with the interest in classical Latin resulted in the~redisco§ery ’
. . vy o :
N ,

" .




of ‘the Classical authors.

The 14th century witnessed the development of the ngern lang-
vages. Tuscan dialect, through the works of\ Dante (1265-1321), Pet-
rirch (1304-1374), and Boccione (1313-1375), became the literary lang-
uage of Italy. France, England, anﬁ Spaiﬁ soon developed nationa! ‘

© -

languages. These new lanquages became not only a vehicle for liter- -

ature buf also a binding agent to create social and cultural unity for

~
@

these young nations. .

The pope, once the major oppressive destructive fofrce to art,

now became, its chief patron. Literature and science flourished also
under this new line of secular pqﬁg;. Léo X (a Medici) began.Ludeing
St. Peter's in ﬁ:ge, involving Bramante, Da Vinci, Raphael; Michelan-
gelo, and'ggrugino. "Science, whose uﬁ?erlying principle is‘liber@y of
thought and action - whosé ney interest during this time flourished
through mathematics, physics, astronomy, .geography, and anatomy - pre-
#'pe1]ed the church's shdttefing'concept, that the earth is round, and

that the sun is the center of the universe.

®

The Renaissance Artist . /

The Renaissance artist lived in a period of exploration and.
realism. Tne symbo]ic_;epresentation of humanity, whitch prevaifed
during the Middle Ages, ng longer quenched man's thirst for a realistic

. W o
approach to the world. He now.foqused his attention on the essence of

the external world. The immedjgte environment was studied in detail

from the fier“reference system - himself, The artist thk up the role

of both the camera and the treator. " The result was the 1evelopmqnt of

J i \J
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the formal rules of perspective to be used in the creation of a picture,

a picture exSressive of the individual artist and true to nature. . The

Renaissance -artist was a master craftsman. The eye worked in perfect

harmoﬁy with the acquired skills. o ’

The artistic revival devé]oped through timabue in the Gothic

period, thep by the help of Giotta and consequently picked;uﬁ by otﬁer
" artists. In the Style of Giotto, Giogio Vasari tells us, "the profile
. ;urrounﬂing the whole figure [was])-abandoned,_as wé]] as the lustress

eyes, the tiptoed feet, the'intenuatgd hands, the abseﬁbe of shadow

*and all the other'Byzantine absurdities, . . . were replace by grace- ,

" ful heads.and beautiful coloring."3? Lo o I
‘ ‘ 4;;Q:E§t wave of ‘artists improved on the style of Giotto's fol-
lowers 1in "éu]e,‘qrder, proportions, design, and style . . . ."35

Among
.these were thg sculptors Ghiberti and Donatello’ thé painter Masaccio, and
) -the architect Brunelleschi. Ghiberti, in his re11ef work "Th Sac-. .
‘ rifice of Isaac" portrayed Isaac in the nude. This work is "not on]x
thé fgrst true expogition of the.HUmaﬁ body since antiquity, butoé'
: ‘ render1nq which is fairly bursting with 1ife, composed to display the
| power, vitality, and poetry of the human body to its fullest. 36 Don~
ate1Lo's‘free standjng massive figurative scu]ptgres need no supports;

they stand independently in space. These bo]d and massive sculptural
. ! :

k3

-7 3popert Goldwater and Marco Treves, eds . Art1sts on Art (Mew
-~ York: Pantheon Books, 1972), p. 96. . \
) 35Robert Goldwater and Marco Treves, .eds., Artists on Art (New
York: Pantheon Books, 1972), p. 9. . .
\ 360, 1. Rough, Art History (New York: Stmon and Schuster, 1974),
. . p.108.

‘a
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", forms personify, thwrough their body language and facial expressions,
. . thettivic'ﬁridg)anq human ordeal of the: Florentines. Masaccio exce]léd‘

. in his search for the representation of reality in his painting. .In

hfs “works Masacc1o used the one point perspect1ve (discovered by Bru-

1n the representatmon of landscapes, foreshortening in his solid simp-
11f1ed f1gures; light and shade to create’aJnore convincing tHree-

‘dimensional illusionary forms.

.Perhaps one of the major coﬁtributi%ns, in describing dnd dis~ -

iqﬁting the physical worl&,‘made during the 1400's’ by Brunefleschi, is

.. o 1inear'bersbectﬁve° Da Vinci (1452- 1519) described thg procgdure in
* the fo]]ow1ng manner (see illustration 1): 37 ‘ “x\’ .
w, Tt~
. ; , - Take a piece of glass the size of a ha]f sheet Qf royal, . ™
! v s, b folio paper'and fix it well in front of your eyes, that
bl : . is between your eye and the obJect you wish to portray .
7 Then m ve(away until your eye is  two-thirds of a braccio
N away from

the piece of %ﬁéss, and fasten your head by
means of. an instrument W such a way as to prevent any
movement of whatsoever. Then close or cover up one eye,

, . . and with a brush or a piece of red chalk "finely ground - o
™s mark out on the glass’what.is visible beyond it; after-
g /ﬁ - . wargs copy it bygbracing on paper’ from the. glﬁss e e
~ . _*Through ih}§>method the following rules may be used in the re-
- . . ‘f.fcoqstruction of a work in 1}hear perspective (see illustrdtiqns 2, 3,
... 4, and 5): _ et AN

1) A11 lines which are yertical or horizgntal with respect to the

. \ . K2
' - observer remain vertical or horizontal on the picture plane.
r‘ - . 'lg?

e, " ‘ 2),Al] Tines which are neither vertical nor-horizontal. with res-

-

s

peét to the observér (1ines which define the side of an. object other

“ '
o ' o !

0 * -

neT]esch1) to portray Roman arch1tectura1 sett1ngs, aerial perdﬁect1ve‘

. s ‘t. g 3Tg. MacCurdy, ed. and trans., The”Notebooks of Leonardo Da, V1nc1
RN e (New York Reynald and Hichcock 1939) pp. 877- 878

;0" ; ) . i o - . ’ ) . . . 4’ N
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on a line which represents the level of the observer's eye on the pict-

i ure”plane. . (
' -

3)'A11 curved objects derive their form from an imaginary‘rec-

)

) X 38
- than the frontal plane) converge on one or a series of -vanishing points . ‘
{

Ry oz R I -
RGO Che
B

tangular box under the restriction of the above two rdles.

this view of the world, it shou]dfbe.noted, is in direct con-

Y

. - ~
~tradiction to the way the eye gathers information. The human eye ts .
not fixed in space §or a prolonged period of time to take in the phys-

ical image. For the Renaissance man, such was the accepted represen- "
X .
L tation of the real world in painting and in relief works. It is also® .

interesting to note that the same reality is taken for granted by con-

temporary man in still photography and the moving image.

.

Although the .early 1400's whs\a period of great artistic search,

Vasari criticized the artists of the period as not being able to
. : ‘ . !
) attain to the final stages of perfection, for they lacked
| a freedom which, while outside the rules, was gquided by
them, and which was not incompatible with order and cor- -
rectness . . . . In proportion they lacked judgement .
. . They did not attain the zenith of design because,
. - although they made their arms round, and their leas
' straight, they were not skilled in the muscles and
Jacked that graceful and sweet ease whig) partly seen,
partly felt, in matter of flesh and living things, but '
they were crude and stunted, their eyes being difficult
and their style hard. . . .All these endeavors to attain
the impossible by their. labors, especially in foreshorten-
ing and unpleasant objects, but the effort in producing
them was too apparent in the [awkward] result . . . .38

t

The problem described above,by Vasari was beautifully solved by

., the painter, sculptor, architect, scientist, musician andlengineer - i q

-~

' 38R Goldwater and M. Treves, eds ,- Artists on Art (Hew York
Pantheon Books, 1972), p. 96. -
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Leonardo Da Vinci in his few completé paintings. Leonardo was a true

etudent of nature; he studied néture in all its facets. He studied
man beyond the apparent flesh. He disected corpses and analyzed the
dumb to achieve both the muscular build-up and the language of the °
quy. He studied how fonns behaved in the preeence,and absence of
light. He stuo;edlsing1e forms and forms placed in groups. .He stud-
ied the effects produced by the distortion and exaggeratuon of a form -
to render a qreater sense of reality. When his studies and ana]ys1s
were brought together in a painting, Vasari complimented him for
“boldness of des1gn, the subtlest imitation of‘nature in trifling de-
tails, good rule, better order, correct proportions, perfect design
and divine grace, prolifﬂe and divine to the depths of Art, endowing
his figures with motion and breath. 140

Another great giant of the High Renaissance was M1chelange1o
buonarrot1.4] He, like Da Vinci, studied the human body in detail.
Because of his prolific ease with the human body, his twisted and dis-
proportioned bodies escaped a marble block into a form more real than
the human body.

The accomplishments of HNorthern Europe (north of the Alps Ger- .
many, Ho]land Frandeé provided further kndwledge in- the, quest of the

Renaissance ideals. It is in this part of Europe that the printing

39Edwar‘d MacCurdy, ed. and trans., The Hotebooks of Legnardo Da
Vinci (Yew York: Reynald and Hitchcock, 1939), "Anatomy, pp. 93-212,
"Precepts of Painter" pp. 857-920.

. 40R Goldwater and M. Treves, eds., Art1sts on Art (New York:
Pantheon’Books, 1972), p. 97.

4]G1ora1o Vasari, Lives of the Most Em1nent Painters, Sculptors,
ggqnprchitects. ed. Robert N. Linscott (lew York: The Modern Library, 1959),
397-396, ”Study of Anatomy." p. 314, ‘
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techniques'deve1oped:to proyide the artists, throughout Europe, with

samples of other artists’ discoveries. Qi), as a binder to the pigment
was used in thé cgloring medium to give the artist the power to work
jin semi-transparent glazes. The images gn the panels took form through
the build-up of minute_detai]s. The pqinted image of reality_ﬁag not |
acéomp1ished through man-made models and scientific innovations, for
the North?rn artist, but through the depiction‘of the humble everyday
life. It is in the North that the wealthy merchants became the Romaﬁs

of the. Renaissance, in the quest for their portraits. -

’Throughout the Renaissance, the artiql vorked on commissions.

- The works were usually bubl{c in nature. The SFtisp evolved from a

o~

-

B T R

simple craftsman to a master of the arts, pertraying in his work‘the
scientific, poetic, philosophical, po]iticgl, and psychological state -
of the Renaissance man. Art, tq/ﬁhe Renaissance artist, was both pro-

cess and product. The process took form in the constant search for

,////?eality, beauty, and idealism. Reality was exploited through the many

studies of human nature. Beauty was investigated through the constant
search- for & plegsing arrangemént éf the aesthetic elements in aFt and
the drive for technjcal ﬁerfection. Idealism was Fhe r%construction of
the(world! a world existing in the-mind of the artist and interchange-
able Qith the real physical world. The product of these efforts took

~ .

form in the portrayal of the artist's search - through the concrete

. painted image,. the release of a form from a block of stone, or the

~assembling of s tone in an architectural structure. The painted and
'chlptured ihage portrayed raﬁggd from bible scenes to Greek myfhol-

.ogies to genre works.

-] ' .
- L
¢ -
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CHAPTER IV

ISPV RRE A i Ak L
P i h ~

RENATSSANCE AND THE ADOLESCENT

¢

Similarities Between the Adolescent and

N

~\ the Renaissance Artist

If we examine the adolescent from latency to adolescence proper

we note the following points to be common with the Renaissance period:

(1) A prope]linp)se]f esteen derived from personal achievements. ~(2)

A growing sense of individualism. (3) A sensitiveness to the immediate

] -e )
environment. (4) A venturefulness in the development of theories re-

lating to the physical world. (5).An impulsive desire for a strong

social, mental, and political bond among a qiven'gnoup. (6) The view-

ing of the great author1tat\ye f1gures as fallen idols. (7) The need

to express internal- feelings through art fonms (8) The accessibility

AEE_EEE products of the printing press and the visual medid.

When we examine the desires of the Renaissance artist in the

productlon of a work of art and compare them to the adolescent ; we’ nofe

; ' | : that they are one and the same. Viktor Lowenfeld has formulated the

) . 42yiktor Lovenfeld, Your Child and His Art (New York: The Mac-
. - Millan Company , 1957) ~
4 .
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desires of the adolescent (special attention given to the 12 to 14 o 1 |

year old) to be the need to draw photographic-]ike and the desire fbr ' ]

perfecf?bn in his modelling. By this time, Lowenfeld tells us, .the

adolescent has made his preview with distance and is ready -to learn L

skills and techniques.

The Renaissance view of the world was that of a fixed point in

/

time and space. Why the Rendissancg\grtigt considéred this concept to

PSSR s

© be the representation of thé real world is not tully known, but as to
i l why the adolescent of modern society wishes to express reality in such
a n?nner'can'easily be guessed. The adolescent, from chiidhood, has

been unconsciously subjected to the repye§entation of the physical world ,

. through the lens of a camera. What the individual sees through a

b photograph or the moving image on the popular T.V. screen is ‘either an “\ ,
> ! .

image frozen through a small incremeqt in time seen from a particular

spot in space or a series of- frozen {;EEEE\plgced one after the other

to create a sensation of movement. , ~

[f we examine the evolution ofithe Renaissance period and compare
. o A
it to.thaf”b(g:he adolescent, we note\qet another startling resemblance.

As a child, the individual is the true\preco-Roman artist with the emo-

’

tional, intellectual. and manual capaciéy of a great organizational

power in the creation of spontaneoq% individualistic expressions. Henry
Shaefer-Simmern4? goes further to say; ‘ e e b

A11.normal children display this infer drive for oiétoria] ' a1
creation. Drawino on walls, doors,,pavements,‘are visible '
., proofs of the child's inborn creativeness. But because, -

4

. 43 .
N Henry Shaefer-Sinmern, The -Unfolding of Artistic Activity
(Berkeley: University of California Press, 1948], p. 29.
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in the general education, attention is still mainly .
directed toward acquisition of conceptual knowledge, )
the chitd's spontaneous drive for genuine visual
cognition is neglected. As he grows older, the
creative urge diminishes.

>

This tremendous creative urge is revived at adolescence. Peter
44
Bloss states:

The heightened introspection or psychological close-

. ness to internal processes in conjunction with a dis-
tance from outer objects allow the adolescent a free- T
dom of experience and an access to his feelings which
promote a state of delicate sensitivity and percept1ve-
ness. ‘

Jean Piaget,45 in his essay "The Mental DEVE1°DWFDI_EI\:TE-Child",

links the adolescent to the child in the following manner:
The intellectual egocentricity of adolescence is com-
parable to the egocentricity.of the infant who assim-
jlates the universe into his own corporal activity
and to that of a young child who assimilates things
into his own nascent, thought (symbol p]ay, etc.).
Adolescent egocentr1c1ty is manifested by belief in

. the omnipotence of reflection, as though the world
\ . should submit itself to 1dea]1st1c schemes rather

than to systems of reality. . It is the metaphysical
age par excellence the-self is strong enough to re-

' construct the un1verse and big enough .to encorporate . ..
. it.
Developlng a Program/Of Art ;é

An art progr m to be set up for the adolescent should fulf111

the need for the 1nd1 idual to express himself and the desire to crea;e

44

- Peter Bloss, On Adolescence (New York:'Free‘Press, 1962), p. 125.

45Jean Piaget, Six Psyc hological Stud1es, intro. David Elkind,

Trans. Anita Tenzer, ed Davi ind (ﬁew York:Vintage Books, 1968)
p. 64.
[
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an image‘representative of the real physical world. Both the need and
" the desire of the ado]esee:t, we haVQ\ een, have been met by the Ren-
.. aissance artist. The Renatssance artist made use of all the tethnical
- and §c1ent1f1c knowledge available to h1m from his historical period
to quench his thirst for personal express1on 1n the expressiom of a
real and perfect ‘image. : )

*The adolescént is in the state of limbo; he is neither the thild
nor the adult. He is n1ether a techn1ca11y independent creature nor
an unchained self-supporting being. If we trace the evolution of the
Renaissance period, we can pick out spécific historical trends that
chained Greco-Roman-man. Throughout this chaining trend, historical
spurts of‘heroism led to tHe cutting of the chain to free man.‘ The . ~

accumulatior of specific recordable immediate events_finq{1y broke ‘the
k;ha%n and opened the doors to individualism and mental freedom. The -
\vo]ution of the human. being betwee? his golden years of childhood and
his adolescent period cannot be pin-pointed. It is a prehistoric evo-
lution. At the enh of the evolution we experience the impulsiveness
of the Renaissance mind, a tremendeusly exp1o§ivé eqgocentric power
impatiently str1v1ng for self-expression, sensual experiences, and

" physical and menta1 sk11]s The exact reasons as to why the adoiescent
éxggﬁiences this Renaissance revival can only be speculated as geo-
logical anthropologists have done tO/Fescribe that period in history
when man did:eoEbrecord his thinking, his failures, and his accomplish-
ments. We do know that the adolescent is the produci and in the pro-

| cess of physical, mental, an? psychological change. He is an adult

in the becoming. He is a rebel. He is a threat to the adult authority

»

Y
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and a cancerous growth to law and order. : | v -
. ‘ - .
This individual, however, becausé of his egocentricity, does
accept respect and adm1re profe551onJI1sm\ He is ready and willing df
o

to listen to, respect, and model his behavior to that of a master who

¥ "
% is an experi in the technica! representations”of‘the physical space and qﬁd
% human emotions. Gottlieg and Gyttman46 reaffirmed this cencebt when,

: in the 1960's, they proved their assumption that the ' ‘

% ’ adolescents . . . will become oriented gg‘(invo]ved

3 , with) referents whdm they perceive as having the
‘ ' desire and ability to help them attain skills, goals,
and roles (ends) and that they will not become or-
- iented to referents whom they perceive as having
. . neither the desire nor the ability to nelp them
- attain these same ends.

‘The Renaissance aﬁtist Leonardo Da Vinci had this advice for the

student of‘art:47 .
First study science, and then folow the prac- B
tices based on science. -
The painter who draws from practice and judge- ’
ment of the eye without the use of reason is like
the mirror that reproduces within itself all the

. objects which are set opposite to it without know- - \
Tedge of the same. PR
‘ oo The youth eught first to learn perspeem1ve, s

then ;proportions of everything, -then he should S
‘learn from the hand of a good master in order to ‘
accustom himself to good limbs; then from nature
in order to confiwm for himself the reasons for .
what he has learned; then for a time he showld -

' study the works of diffeyent masters; then make
it a habit to practice #nd work at his art.

Society, the'ﬁatron of the-adolescent mind, needs from the .ed-

ucational system an individual who can both adapt and contribu€e to the

46
J. E Horrocks, The PsychoIogy of Ado]escence (Bbston Houqhton ‘
Mifflin Company, 1969), pp. 13,

47Robert Goldwater and.Marco Treves, eds » ArtiS¥™ on Art (llew
\ York: Pantﬁeon Books, 1972), p! 49
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humanity.
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¢ E ' \
, political and\pora1 stabil-
ity of each individual within the theoretical structu

growth of thelphsycial, mental, economical

the egorcentered cumulative aytist of society, is equ

ipped With “"ag-’

-gressive dominance, ‘competitive superiority, and hostile ex#ffusiveness."

Western society, for examp]e, is n need of a systeh o further the

a

deve]opment of a personally d1fferent1ated and individualized adoles-

cerit, and to a]]eviate the burden of a dey1ate and’ pqt%o]og1ca] ado-

lescent ¢itizen produced by.self-determ1nat1on due to ﬂ@ck of institut-

1

' i
ionalized patterning. '

> \ 9
' 4
" During the Renaissance period, c]aSS\distinctions\were not

caused through the age factor but through experience. The individual

worked towards 1ndependence through the mastery of ‘his craft The art-
jst elevated his status Py incorporating his craft to his mental in-

i
telligence. Competition fostered perfection, perfection fostered in-

. |
quisition, and iaquisition brought order to the spontaneous desture,

|

A youth through such a system became the student and worklnh partner

of an expert.” His ego flourished both as a vesse] of knowl dge and as_

a usefu] contribuent to a so//@] obJect Masters in the art field

.ehp]oyed the youth and payed:him with knowledge, expert1se, and spurts

of social gratification. The artist became the divine creator of urban

centers In his visyal creations he formed a bond among his fellow
be1ngs and a documented visual expression of his greup.
The contemporary adolescent is a member of a part1cu1ar clan -of

He is a creature in the process of reconstructing his world.

,

48Peter Bloss, On Adolescence {New=York: Free.Press, 1962),

p. 204. N

\ .
e, . The adolescent,
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‘from the world that which he neéds. " As a child, the Greco-Roman world

- environment. The adolescent phase is the-world of Da Vinct, Bramante,

-‘aissance man. Today's adolescent is engaged in a visual courtship with
13 . .

-

He -is in the process of deve1oping“hié egocentric style by abstracting

2

in him compelled him to master his body. In the* latency period he, T /

like Giotto toPallaiuoto to Ghirlandajo, found the need to master the

-
@

2 ' - ")
Michelangelo, Raphael, and Titian as he ventures into the mastery of
AN !

his emotions. He is in need of experiencing the revival of his classi- ' o
cal younger days fhrough the Renaissance world.

Tne‘yooth and tne.educator, today,-is not tﬁe oroduct of the

A

Renaissance period. A course of study based on the Renaissance period

must’ accompany the technical, art1st1c scientific, and pol1t1ca]
3
1nnovat1ons, commod1t1es, and restrictions present in the contemporary

o
1

society. Art, like science, has progressed from the Newton1an notion
of large particles to c&np]ex experiments involving complex technical
knowledge to verify and 111ustrate minute physical phenomena. Tne
educator today is equipped with techn1ca1, v1;ual theoretical, ano

o

historical knowledge far more complex than that available to the Ren- -

contemporary technology to drive him into a state of confusion and

panic. The ado]es;::;}i§ bombarded with so much sensory information,w .

gxgrtlsements,49

t“at he is left naked on the battlefleld trying to survive. The strat-

including the sly pfychological undercnrrents of

weapons. : .
N “ \

&

ol

3
9wﬂson Bryan Key, Subl1minal Seduction (New Ybrkc Thi/“ew
American L1brary, 1974).
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camouflaged through color, shape, and pgttern so that the essence of

. , A
-

<
o

From'my own m%rsona] experience afid from the documentations ;I

- of Viktor Lowenfeld the ado]escent seems impressed, perhaps through 5 \,%

#he photographic techno1o§x by the two- gemens1ona1 representatvon of J
the window to the worldhfrom a fixed reference system (see illustration E

6). In ht% everyday encounters w1th~obgects he, the adolescent, does x
not have, conscfous]y, the eye pf a caaera. He sees a floor below his

.,
>~ Iy

feet. The tiles are square. A person standing on the floor is mainly '

" seen as an erect pole from a s1de A w1ndow is seen as a rectangle

»

(see i]lﬁstration 7). Perspect1ye is unconsc1ously aspired but not ’ J
consciously aiscovered’ Because\of our limited ang]e of view and

because of our mental focus on spép f1c forms, colors or textures, the
5

externa] wor]d may not be grasped as a total unit. The location, size,
and function of the bathroom mirror, for exampleg‘emphas%zes facial .

2

characteristics and ignores body limbs and body gestures. Texture is

thé medlum is diluted.

Reflections on the Education System -

_ Education seems -to have leaped into packaged compartments of

informatlon rather than a systematlc fusion of human knowledge. Emile

°

Robichaud criticizes the Canadian and in particuiar the Quebec edu-

cational system of the 1970's by emphatically stating: ~ ; '

' Le’grand drame de notre réforme scholaire (the moving
»  from a general-subject teacher to a specialist within
- a specific subject) se situe vraimegt au niveau de la

e
5oEmﬂe Robichaud, Les Educateurs Sont Ils Coupables (Montreal: L : \

‘!

Bouchemin, 1971}, PP 6-7.

©
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vie meme de 1'école:(je parle surtout ici de 1'école
secondaire). Les bureaucrates, pour repondre aux
. impératifs de Teur aproche dite scientifique, ont 3
. . ce point pratiqué '1a distanction, le détachement d'
- avec 1'object' qu'ils en sont arrivés a mettre au
point des structures administrativement logiques
mais humainement inviables-. . . . Par ce qu'elle
compartimente et diss@oue la Réalité, une approche
exq]us1vement scient1f1que fait perdre le sens glo-
bal de la vie au détriment.du particulier et du
fragmentaire dans 1a mesure ol elle donne naissance
. 3 1a pensée m&canique. -

o

Mani because of his ;‘ rent queét for glory in a social struct-

ure, has reduced education to a pragmatic;function. The key te success
seems to be financial power ("earnings and ability has a steeper slope X
for college graduates than for those whose education ends with high |
school . ) and the ability to becmne the puppeteer of humans

(schools especially public schools, prV1de lessonsin the power

. n52
® game . . ."5 ). Sholild educational courses be rated on the smooth
: 2
'y fusion between the needs and the desires of the adolescent to those

of society, or should educat1ona1 courses be an educational adminis- \

trative dec1s1on53 based on the needs of a particular social theo-

retical structure?

‘ SlSewell Houser, Education, Occupation and Earnings (NeW‘York:
Academic Press, 1975), p. 189. .

52Michael Korda,‘ower in the Office (London: Weidenfeld and
Nicolson, 1975), p .

? 53In an article in The Montreal Gazette entitled "It's Not Easy
- to Beat the Education System" (February 19, 1979, p. 4), Ken'Enhofer
quotes a school official, Lavare, as saying that.the Quebec education
system "is an unwield and bureaucratic organization." The reported
goes on to say that if a Quebec school board wants "to change the basic
curriculum it would take years to convince the provincial government
of the need for it." .

-
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Program of Study

The Renaissance artist made it his business to study nature and

: g
. 7 the forces regulatipg nature. The Renaissance man strived for a com-

plete comprehension of himself and the wérld around him. He was the
scientist, thé grtist, the musician, the philosopher, .etc. 0Of course
Renaissance man héd fewer books in his library and less technical
equipment- in his buildings and on the road than we do today. Then,
the adolescent should pekgiven a geneﬁal\systema&ic amount of infor-
mation that can both describe the adolescent's world and link him to
his theoretical social structure.

A course of study to be used with the adolescent sﬁoﬁid develop

~ the total being. The mental, emotional, and physical aspects of the

adolescent should be stimulated, expressed, and allowed to grow. Lang-’

uage is a basic tool used by man in the ability to communicate to
another being. In the study of Tanguage, both the oral and the written
craft must of necessity be mastered in order for it to become an effec-
tive anq precise tool in communication. Language, however, {n modern
societies, is not only used as a téo] of coomunication, but also as

a vehicle for seqf-expression. Consequently{ the adolescent should be
introduced to the poetic and 1magjnative role mastered 6; language.
ILanguage should coﬁbel the adolescent to, perhaps, express his aspir-
ations, feelings, Lnd state of mind. He should be exposed to the works
'of ind{vidua]s who have pushed language skills to a level beyond their

basic communicative powers. The adolescent shoﬁld be exposed to works

of people who both share his view and oppose it.

The adolescent is a product of a particular social milieu locked

J .

el o
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within time and space. As a product of a social milieu he reflects both

the aspirations and desires of his particular environment. At times ° o .
he finds himsg]f locked and isolated within such a structure. His \?

world is limited. Consequently, it becomes tﬁé duty ot an educational

system to open up the limited restricted hoﬁzon of the adolescent. '!n

opening up his horizon, inéohrmation and expe,{"ience should be.fused witll

an individual in a clear and systematic fashion. Human cultures, his-

torical trends, and geographical regions should not be introduced as . !
independent units. If té]king ébout Ancient Rome, for example, one

should not only introduce a political version or a geographical \vers‘ion ‘ /‘
or#n artistic version or a linguistic version, etc., but a total poh"t‘-

jcal, geographical, artistic,-and Jinguistic version of Ancient Rome.

\Perhaps the amount of detailed information describing Rome should be

limited so that a global view of the historical culture cﬁan be qras'ped'..

The Roman Empire was not just the product of the written.word, but a ,

specific place with real people engaged in all facets of life. They

did produce works which can be ;‘).hotoqra'phed and brought into_ the class- .

room. A historical cultural heritage ‘can be studied through the written,

language, the spoken word;, the visual medium, and the rhythmic sounds
produced by the heritage in question.

As an inhabitant of the earth and the universe, the adolescent,

-~

througH careful analysis and investigations, should be made aware of
- . \ ) f L.
his immediate physical environment, his commodities, and the laws gov-

erning His planet in general. In the stqdy of the laws go&erning nature. ‘

the information should be systematic, and the toolssa'should be both

S4700LS here imply: (1) mathematical skills, manipulation and
theories. (2) The use of measuring instruments, to measure length area,

¢ -

"
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studied 1n themselves and in their application to the scientific
know]edge.s5 The information should not necessarily be limited but
// edited so that the sequence becomes comprehensible. ‘ .
| qugugh the norm&?, everyday existence, man is forced to express
himself through his physical’body. This expression may be in the form
of speech, written word, pictoria; and sculptﬁral image, etc.  The
human body is foqfﬁed upon during adolescence, more Fhan at any other
period of man's life. It is only.normal, then, that the human body '
should be studied and exercised. The body should be physically exer-
cised and developed in rhythmic movements. The body should become the
tool of the adblescent mind. . ‘ ,
To facilitate expresﬁion,(the pictorial.and sculptural images
should become a natural sequence to ihe adolescent years. Since the
“individual is interested in the physical world and is creafiné models
pertaining to his'barticular existence, he should be given the guidance,
the-eiposure, and the stimulus to create his imaées - expressive of his
state of mind. The Art Program (see Appendix 1 for one possible Art ’
Program) should be structured to féster the need to express-himself
(the adolescent) and the desire to create an objective image.
An important, useful, and much desired corollary of the Art

Program is the public display of final products produced by the ado-

lescent. The public display should infiltrate the ranks of adulthood

" to smoothen the fusion and create an understénding between adolescent

. and adulthood. Through the imrage-making process, the adolescent could
N } S .
N\

\ ; .
N\ 555c1entif1c knowledge implies:  physics, chemistry, biology,
‘anatomy, etc.

B
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become the constant recurr1ng Borduas (The Presence of Paul-Emile_Bor-
duas Arts Canada, December 1978/January 1979) not in the evolution of .,

- a group of peop]e locked together through physical space, cu]ture, and -

language, but knit into a cross-cultural web to provide the adult world

with the turmoil exﬁérignced by the adolescent.

T
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CONCLUSTON

llhen the adolescent steps into the high school world, he does have

.specific ideas about himself, his peers, his parents, and the rest of

" the world. It is with these 1deas that the ant educator is compe1led to

work within a group interaction. The str%teg1es used by one educator
may not be paralleled by another mortal whose roots are based on the same

fbundation;,however, the accumulation of the daily spontaneous influences

‘upon a student within a given period of time should sum up to produce

equivalent results, that is, satisfy the adolescent's need to make works

» - » . 3 (3 - (3 ,
of art which are subjective statements about his immediate environment
-expressed in an objective manner.

Since I have shoun,that the youth from the latency period tO‘ﬁ

| adolescence proper, is comparable to that period in pistory‘which began

with Giotto and evolved to Titian, then a course of study should‘in-
volve both the physical and mental state of the youth and the 1nquis-

ition of the Renaissance within the rules of a specif1c theoretica]

.

structure 0f course, one should also bear in mind that each 1ndiv-
"{dual youth within a particular 1evel will not fall exact)y into the

mold of the total group. Consequently, each individual should be

{
i

\
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@

approached from his particular needs. A course of study in art should

be flexible enough and free enough to'aﬂf individual growth. .

At the dawn of his high school career, the student enters the

_school art studio full of energy and vitality: He is ready and willing

"‘;; to experiment. le has not yet achieved self'-dependence; consequently, !
-3 He is in need of the adult leader. At the same\time, he has made his ?
%& debut with the physical.world, and is interested in its general phsy-

i ‘ ical appéarance. As theladolescent matures in his developmental stages,
| : '

he develops the need for a detailed study of the worldkaround him, and
v is eager to discover Mewtonian laws governing the worlid. The interest . ‘
of the early adoh;scent phase is in the materialistic commodities pro- ]
vided by a givep environment. As the youth gath~ers more information
concerning his social.structure, he develops the desire to compete in
P a manner similar to that of the adult world.: Examples- from the War
yea‘rs\h“ave shown that the gap bet’wéen the adolescent years and the
adult years has a smoother fusion if the youth is allowed a certain
amount of responsibﬂity “in the shapiﬁg of his envi.ronment.

Society has the responsibi]i'ty to provide the time, the physical

space, anq the challenge to the adolescent in the becoming of a con-

tributing factor to his social theoretical structure. -A school envir-

[
[
i

onment is faced with the task of prdviding the adolescent with the
e

challenges, with the pressures, and with the responsibilities to.help

shape his physical, social, and cultural envi_ronment. Consequently, .

the art course should provide the adolescent with a self-nropelling

€

stimulus in the shaping of himself.. In his works, the adolescent is

revealing himself. Exhibifions of students' final products should not '

[ [
. .
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only be held within a §cﬁoo1 environment, bu? must also be displayed
' in the physical sphere of the general public. The adolescent is an
. artist of the Renaissance school, and as such an active, inquisitive
beinq and eye opener to the "labelled cans" of the adult world.
, Art is to-thg adelescent what art was to the Renaissance artist
- "the rgpreséﬁfatioh of ihe individual. The educator .is the Tink between ‘
the %dea and the representation of the idea. In trying to represent \\

the idea, the stddent will be forced to work with the aesthetic ele- - h ro

ments in art. ‘ , o

The art prdgram will not only work as a veséel into which one

releases onese]f, but aTso as a stimulant to increase one's language .
1 ( .

s skills, mathematical logic, and scientific concepts.

} j When a child first begins teo talk, he does so in a few striét_

; minimum words. For example, if he wishes to say "I wish td sit onvthe
| chgir," he may say "sit chair" or if he wishes to consume a fruit like

a peach he may say “peach eat". As the individual develoos physifﬂljy P

-

and mentally through the act of living and'exﬁggsgnd1ng; nﬁf/aﬁiy wﬁll

his Paigetian "gchemata" evolve into—mdféTéOphi ticated classifications, -

but his thought patterns and language skills will develop too. Rudolf
Arnheim points to language as being a direct function of méﬁta1 imagery.
Consequently, when a high sdhool’student is confrontea with lines, say, . ¥
in the art studio, this.line has many characteristiics. It may be a - ) ,
curvéd{line; it may be a short 1ine; lines. may be placed next to each
- ’ other to create'area.? A‘two-dimensional 1ine may be plaked nearfa

1

ong;dimensiona1 1ine to Ereate the sensation of'depth. A line could

[P

e enclose space to create a form. A line may not be closed but .enclose
i . . . m .._,,._.—_—/'4
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enough space to give the\ﬂlus‘ju of shape and at the same time continue

(1 ' to be enraptured in the surrounding space. The line, the space pierced

and encompassed by line, combined with the developing limited manual

i

o
>

e il SR R

dexterity of the student could nrovide a Stimulating oral description
to the visual work. A cormposition invalving line, color, t;exture, or
form forcés the student Lo constder the ke1at%onship bétwgen and among
)the various elements used jn the specifig composition'.‘-A visual ima’ge/,
is a superior vehicle for communi,‘cation, explainssRudolf Arnhei’r’n\.ﬁ A,'
visqal image is 1‘ntu1‘t1"ve]y grasped in one ’glance. Language as“:to

critically break down and.analyze; analyze the individual differences

and similarities; reconstruct the unit through its parts.

There is a definite link between thWhematicﬂ classes,
the student is exposé/d/to_jﬂ))is/h"rgﬁﬁol,éareer and the informal,

un_c_orgcious”ma?hematicﬂ concepts of the Art Experiences When a student -
LRy

——

N )
sketches objects existing in the real world, when a student does a
) \ :
sketch from his inner fantasy, he is involved with the arrangements of

i
. ! . . . . .
forms. A two-dimensional representation as well as a three-dimensional
representation invoives the interpretation of the real and imaginary
-~

world into the ‘plastic 1angdage. What is the angie of inclination of

one form as related to another in a specific work? What is the size

- relationship of each form? etc. The mind must consider angles, pro-
portinns horizontal displacement, vertical displacement, etc. Thk

individual must consciously or'uncons‘.cioqs]y give the right weight, lo-

cation, and appearance to each specific %orm to create the desired im-
| ' pression. When a stu&ent expands a work from a small model to a larger

_work he is ob)ig;ed to work with proportions. An immédiate visual

v A

sty
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response triggers the student to correct or accept whaf\: he has expanded.
. The solution to equations Tike i

° ax+by+c;=d- . (M
: : ax_ = by = cz : (2)

B

is muftiplie'g in complexity in an art\work\. Mathematically, the two

o s

equétio.ns‘mi'be solved in the following “manner:
o . Fro’m'equation_ (2) -
( - x = by/a, Ve (2a)

L2 by/c /\w)

PR S

1}

Placing-the value of x and z (2a,-2b) in equation (1) yields:

y = dé3b

Placing d/3b for y ih equations (2a) and (2b) results in: ‘
x ¥ d/3a - ‘
z = df3c o ‘ .

In a’paintingm, if a student isfallowed to express himse1f using
any color he wishes but restricted if hues of the same value,. he is _
obliged to find visually the amount of black or white to be denotéd by

s “

t

the "x,y, . . . 2" factors so that all the hues in the painting would ‘\

transmit the same amount of light to the retina of thé eye (i.e., when
such a 'painting would be recorded on a black and white film, the whole
surface of the paintings would be one uniform arey).

Herbert Read56 has said: "I do not dis‘tinguish Science and Art,
except in methods. Art is the representation ~ science the exp]anat:ion

of the same reality." One of the concepts tackled by the high school - -

~—

. Serbert Read, Education Through Art (London: Faber and Faber,
1970), p. 1. . & .




physqcs student is motwn as described by Newton .(the movement of . large
particle$: in wh1ch time, linear space, and mass s m\myved) Hhen an
art student considers animating a chair on film, he too has to cons1 der
the speed of the chalr ln terms of the d1stance and the d1sp1acement

.the chair hasﬁone through in one frame. . How ? frames make up a
: ss;ond’ How fast should the chair appear to mdve when the’still 1mages

are projected at a given .uniform rate? These tasks can be accomphshed

Y 2

itwo ways: by the student's visudl intuition or through vigorous math-
f : > oA .
. ematical calcylations and meastrements .

The art of the adoieseent, under the'guidance and supervision
of an adult whose roots are implanted in Srt, "is expressive of the

adolgseent wor]d and packed with emotions. Each emotion is made vis-

E

ible \through the manipulation of physical objects and the r';aental and

l

physidal Jjuggling of the aesthetic elements of a g%ven plastic medium.

Researchers like Herbert Read®® through the emphatic thesis’

“that art should b% the basis of eeucétion," and John H'ormcks59

¢ -

- through the stubborn fact that “one of tﬁ'e most important- keys to an

understanding of adolescents' béharior is a knowledge arid appreciation

3

a &

N §7N. McLaren, Animated Motion Part I - (Canada: National Film
Board, 1976),. 16 mn. film, 9 min., color..
N. Mclaren, Animated Motion Part II (Canada: National Film
Board, 1977), 16mm fiim, 8 min., color. . : ,
* N. McLaren, Animated Motion Part 111 (Canada: Nationa’l Filh
Board, 1977) 166m. film, 9 nin,, color. ‘

58
1970), p

-y 59J E. Horrocks The Psychology of Ado\gs_cence (Boston Houghton
Mi fflin, Company 1969) , pp. 538-53‘3.

Herbert Read, Educatwn Through Art (LgndOn Faber and, Faber. .

o,
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. of their activitiesand interests . . . (and) one of the most important

Ed N

v factors in the subsistence and arousal of interes;,in success fyl expe?;

fience., a‘nd since skills r‘esuult“in s}(ccess, trali'ninqu-for skilis is an

3 _ imnaktyimejhod/c?f/b\re*o‘deninb an j{ Tvidual 's homzon," have shom

.. that the adolescent needs both the- P {ver and the freedom -to express . -
hnnself in a medium that demands both\a mentat and a- physical aware-
ness. In the quest for self:expresswn, the adolescent may be lead: .

intd the Renaissaqce art experience: to reprééent him; to make him

. readable to his peers ,and to the adult wor]d to keep his interest : ’
M s P - @ s} '<
¢ .active and fovolved. An actwe and involved mam pulatwn of the aes-
thet1c and physical elements of/an art. med1um, an art medium represen- ] ,
< tative of corftemporary soc1ety, \dea'f'ized by the Rena1ssance man, and~ .
. . ) - ) . . S
| manipulated by ‘the adolgscent mind. o * )
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. T ) , h v
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APPENDIX 1

An Example of a H\gh School Art Program

YEAR | - LEVEL I [Latency to Pre Adolescence] /

-Working under the direct quidance of the art teacher.

PART I: The copying of full-round éﬁigptures and 3-D objilts

!

found in nature.
Method: Taking a cast of the scy]p}u?e or object.

Purpose: major: The study§ form and texture (texture both
e

tactile and visyal), ’
minor: (a) Concept of the nature of a particular medium,
(b) Notion of positive space, negative SpéCE,
and back to positive space. |
(c) An uqdérstanding of the casting technique.
EABI_LLA. (a) Sketching the molded object under strong .1ighting,
using Chinese’ block ink, water, and bamb06 brushes.
(b) (i) The. sketching of a runner as he is projected

" on a screen in slow motion [using various materials].

(11) Using the tacilities of a biology lab to show
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/ . the anatomical structure of man,
(iii) Demonstration of skin, muscle, bone, nerves,
etc., through the study of an animal corpse,

(c) Outdoor sketching.

(d) Sketching in conjunction with a physical exercise

cla;S& rf
o
/"' .

PART I11: This section may exist in conjunction with PART I and
J  PART II. . ‘
(a) Observing nature, urban centers, body movements, etc.
with the CAMERA, using BLACK and WHITE film,
. ‘ (b) Analyzing the photographs from the point of view of:
{i) Form (shadow, gesture, geometrical resemblance).
(ii& Texture. 1
(1ii) Placement of ;bjects (overlapping, .juxtaposit-
ion, variation of nsject size).

(iv) Pdsition‘of picture plane . .

4

YEAR I - LEVEL 11 [Pre-adolescence]
- A Study‘in PERSPECTIVE - COLOR - and MODELLING -
PART I: Camera work (guided exercises) u;ing:
ka) Blackland white film.
/ (b) Color film. -

-\

e
&

PART II: An analysis of the photograpﬁénto allow the student to

U0 nn o rwragy o

. ‘. 4 discover perspective [(a) linear perspective (b) aerial

'perspéctive]."
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PART III: Through the use of a medium like papier-micheé, students

are grouped to create a sculpture based on the know-

ledge gathered - typical of Year I..

)

PAR% lY: (Techniqﬁes']ike Tino-printing, wood-cut, metal engrav-
ing, and serigraphy should and must be used during
this phase.) ' " -_ /
Th; use of 3-D works, creaded by students, along with
the discovered laws of persﬁé§£i¥g4,should be used to
create 2-D'compo;itions., « ‘
(Underlying princip]e:l Indirectly subject the student”

"to create thef} own world from the real'physical.world.)

PART V:  Experiments with colors and forms.

AR ‘?

YEAR III - LEVEL III {karly Adolescencel ' -

PART I: (a) A study of color, pigments, and materials in the market
that can be used to change the color of a given‘surfaée;

(b) Studehts work in color (painting and graphic works).

PART II: (a) A study of materials used in the 3-D representations
available in the market.
(b) Students work in sculptures in the round and relief

work . . /

"XEAR’iV - LEVEL IV [ Early Adolescence to Adolescence Proper]:

PART 1: Painting, sculpture, and graph;c studies are taken to

-

' .
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the science lab (full year).

PART 11: The development of a maquette for a 3-D work or a 2-D

work. v
4

- The maquette must.center around the theme - "Im‘;;ress-

ion(s) of MY [adolescent's view] VWorld".

~The maquette must be exhibitable: — —
- A team of jurors will judge all of the maquettes frem
— eachjindq'viduﬂ student for:
' {a) Originaljty and imagination
(b). The use of materials and techniques
" (c) Appea}'to a given social structure. }
- The competition s{ould be from a ‘group of schoois
“ vh‘bthin a given community. 4
- The P‘”i}e is an honorary mention.
- One work. out of ’every ten entries sh_oul& pe mentioned -
from these one or two works‘ should be the winning wur_k ‘ /
or works.
- The winning !qqdette or maquettes should be ekecuted,
the following ygar to be permanently exhibited ina . ..

public building, '

~

i

~ : -

YEAR V - LEVEL V [ Adolescence Proper] .

In this year a student may take one of three options:
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OPTION I

~
72

OPTION 11

OPTION I1I

WINNING PROJECT

The designer of the
winning project will

work in the school art

T studio with a Aand-

picked crew of students
from Year V. This
group will work under
the indirect super-
vision of thé Art |

teacher,

MINOR PROJECTS

itominee 1 out of 10
The designér of
each honorary mention
project will, with
the aid of the Art
teacher; select a
crew of students

from Year V. This

e
group will work
under the direct
supervision of '

the Art teacher.
]

Students in Year I, I, ITI, or IV may work
on pa}ticdéar;sections of a project in
conjunction with the project group; if what
they are doing, with the project gfﬁup, is

applicable to their program of study.

CULTURE STUDY

The student will be’
given:a general ex-
posure to theater, film,
paintina, sculpture,
architecture, and music
from a historical con-
text. Then, the stu-
dent must chooie a

field of study from

the six art fields and -
throuuh a tulorial pro-
cess the student s led
to the study of a spe-
cific movement in the

chosen field. The

- student would be re- .\.

quired to produce a
paper involving the r -
following pointsi

(a) A description of the

rovement and its major

contribuents,
(b) The reasons for the

artistic movenent.<

§ Mg T T
.
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(c) How the movement
spread.
(d) How, if Lhe movement

ceased, did it cease.
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