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ABSTRACT

The present research consists of tvwades: asurvey study andh quasi experimental
quantitative study. Researcher conducted the survey research; the questionnairat aimed
assessing the opinions andtatfies of 50 art instructors concernitige art curriculum in

Tehran universities. It is assumeattifference between the current art curriculumliran

and approach would be withthe content of the curriculum. To erae the applicability

of art theories to the art curriculunthe researcher concentrated the survey in seven
universities inthe Tehran province. Samples were drawn from the painting field of the
visual arts departments in the selected universities.cipanits were chosen based on their

i nstructorso year s of e X phe rstarelarcc questoomaire e d u
consisted of mulple questionsThe results showethat all of the participants (100%)
agreed that some changes are needed in the tarteurriculum. The purpose tife quasi
expeimental study was to examirieehran Universitys t u d ability ® dink art critical
knowledge to their studio practice clasfeTotal number of students in this study was 30
students; they dividkinto an experimental group and control group. The task was
adopted studentdés artwor k, critical analy
Blooms Taxonomy. The surveys (gest, midtest and postest) usednultiple questions
thatwere designed to delct the data. Data collection was done during one semester from
March to Jun€012. The experimental groupceived the treatment, but tbentrol group

did not. Data wasollected and analyzedsing quantitativedescriptive and inferential
statisticaltechniques using SPSS version 18.0. The scores were viewed in the fibren of
mean score and frequencies to determine students' performances in their criticalagbility,
well as in thdPearson Correlation Coefficient to find out the significant correldietwen
students' studio practicart critical ability scoresand mixed repeated measures ANOVA

to determine the contributing factors. The findings showed that most students performed
slightly better than average in the critical analyses and perfdoesdn selecting analysis
among the four dimensions assessed. In the context of the students' studio practice and
critical ability, findings showed there are some connections between the students' art
critical ability and studio practice.



ABSTRAK

Penydidikan ini terdiri daripada dua kajian; kajian tinjauan dan kajian kuasi kuantitatif
eksperimental. Penyelidik menjalankan kajian tinjauan; soal selidik bertujuan untuk menilai
pendapat dan sikap 50 pengajar seni terhddagkulum senidi universitruniversiti
Tehran. la diandaikan bahawa perbezaan antara kurikulum seni semasa di Iran dan
pendekatan akan berada dalam kandungan kurikulum. Untuk memeriksa tahap aplikasi
teori seni kurikulum seni, penyelidik menumpukan tinjauan di tujuh universiti di wilayah
Tehran. Sampel telah diambil daripada bidang lukisan di Jabatan Seni Visual dalam
universiti terpilin. Para peserta telah dipilih berdasarkan tempoh pengalaman sebagai
instruktor dan tahap pendidikan mereka. Piawaian kajian soal selidik terdiri damzdaia s
beraneka pilihan. Hasil kajian menunjukkan semua peserta (100%) bersetuju bahawa
beberapa perubahan diperlukan dalam kurikulum seni semasa. Tujuan penyelidikan kuasi
eksperimental adalah untuk mengkaji pelajar di universiti Tehran terhadap keupayaan
mereka untuk menghubungkait pengetahuan seni kritikal dengan kelas amali di studio.
Jumlah pelajar dalam kajian ini adalah 30; mereka dibahagikan kepada kumpulan
eksperimen dan kawalan. Tugasan telah diadaptasi dari karya seni pelajar, analisis kritikal
menggunakan model kritikan seni Feldman dan Blooms Taksonomi. Kajian selidik (pra
ujian, pertengahan ujian dan pasg@an) menggunakan pelbagai soalan yang telah direka
untuk mengumpul data. Pengumpulan data dilakukan dalam satu semester dari Mac hingga
Jun2012. Kumpulan eksperimen telah menerima rawatan, tetapi kumpulan kawalan pula
sebaliknya. Data yang diperolehi telah dianalisis secara kuantitatif dan deskriptif dengan
kaedah inferensi statistik menggunakan perisian SPSS versi 18.0. Skor diperhati dalam
bentuk skor min dan kekerapan untuk menentukan persembahan pelajar dalam keupayaan
kritikal, Pekali Korelasi Pearson untuk mengetahui korelasi yang signifikan di antara
amalan studio pelajar dan keupayaan kritikal skor seni serta lategigtah mengulagi
campuran ANOVA untuk menentukan faktor penyumbang kepada hasil. Dapatan kajian
menunjukkan bahawa prestasi kebanyakan pelajar adalah lebih baik daripada purata
analisis kritikal dan dapat memilih antara keempat dimensi analisis yang dinilai. Dalam
konteks amalan studio pelajar dan keupayaan kritikal, kajian menunjukkan bahawa terdapat

beberapa hubungan antara keupayaan seni kritikal pelajar dengan amalan studio.
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CHAPTER |

INTRODUCTION



1.1 Introduction

During the last 30 years, the number of schools, colleges, univeraiti@ther
educational institutions has extraordinary increased and the number ehtstuahd
lectures in different levels has also risen accordingly (Kiani, 2009). In Iranian society and
culture, education habad aspecific importance since ancient tisnd.ack of quality
resourcesand alsoan increasing number of students in higleglu@ation are two of the

challenges which currently face teducation system in Iran.

One of the major concerns of art education is its effect on both the individual and
society in general. To live cooperatively as waljusted human beisgn this society rad
to coown it creatively have become most important objectives for education (Lowenfeld &

Brittain, 1969).

Djehane (2000) stated that higher education sieadorofessional plan for
academic programs; although it is significant for universitiesetoommitted, to prepare
their studentsand improve theioverall quality. According to the Farasatkhah (2008) lack
of suitable and weltlesigred systens in higher education is the weakness in the learning

and teaching process of the Iranian universities.

Here the researcher draws a scheme for the chapter one which inckidese(

1.1: First phase of thesis: planning



Identifying the Issue

Problem Statement

Identifying the Objectives & questions

Significance of the study

Scop of Study

Limitation

Definitions of terms

Figure 11: First phase of thesis: planning

1.2 Problems inArt Education in Iran

Students, whom after successfully passing their entrance exams into the art schools
in the visual fields without assessment by the education system, should be properly
influenced by personal training instructors. Each step in the patipioven unreliable and
unstable in its identity. Yet, there are various reasons for this, including weaknesses like:
the lack of academic ability and taste, the lack of understanding, and the general lack of
using of appropri@ methods in the fieldofeThe ef fects of teacher
characters are very crucial and decisive, and are not comparable to any degree with any
other science. Art educators in this time agéhave not only progressed, but we have also

decreased (Bolkhari, 2003)



Because of this disintegration of faculty members and refer young novices to apply
to programs in the different art forms, was carried out continues so far. Codified education
system, with different functions of the traditional education system aimgdrisfer pre
determined data, for a degree and gain social status, with no relation to the needs of the

community rapidly expanded (Haraty, 2002).

However, despite many years of training in the program, no revision of the
shape and content of prograarsd innovative formdone by professors is possilffeayaz

& lzadi Jeyran, 2009).

1.2.1 Art Education Difficulties in Iran
Different policies observed in the universities may be attributed to dependence on
the government; managers have been generallycoessful in organizing the educational

system with the needs of Iranian society in miRidre 1.2)
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The academic level in Iranian art education hasen falling There are various
reasons for this, some of them beirtlge weaknesses of contetite lack of academic
ability, and thelack of appropriate methods used in the field of art (Zadeh Mohamadi,

2005). Although there are more issues in art etitucén Iran such as

I. The important structural issuee Iran's system of higher edatton at the university level
is the lack of operational independence for the desirablEnmar of administration.
Resolving this problem would requieelegal frameworkand institutiongacilitated bythe

government, universities, through and the adoption of a particular laws.

ii. Unlike in their many courseshe absence dd labor market can be a large part of the
information and trainingtudentsin working in other prts of the communitymainly in
artistic disciplines to produce and supply artwork for labor market efficiencycahdost
thelack ofa labor market. This lack of a labor market is a big blow to studerdle and

the procesby whichthey will live (Gaodarzi, 2002).

iii. Society cannot attract art graduates that only have to provide a form of scientific

knowledge of the art.

iv. The large gap between educational content and the actealsnef the religious
community are caused kgrtistsdrawing away from the community and providing their
criticism of society. Tiese criticismsrereflected in their art andrenot accepte@sworks

in the community, and this leads toiatensifyingspiritual crisis(Gol Mohammadi, 2007).

v. Training programs in the wersities have not been updatied the last three decades

(Radfar, 2006).



vi. Teaching site areold, lifeless and inadequateaccording to the rate of population
growth in student numbers. Moderate teaching spacequired for ach of the visual art
studentsand by the perceptionof public education institutiondgs less than a third of

international standards (Halimi, 2001).

vii. 20" century Iranian Art University librariea r e n 6 td accqrding toethe recent

outburst of relevant informaticend fave a disreputable stat(&miri, 1998).

viii. Art in society hasiot found universadspectsthe main emphas on art is on moderate
people. Artneed some kind of social demand for the donethere, andor that society to

come to understand art (Anzaxleh Lichaei, 2009).

iXx. Teaching and learning in Iranian society are far away from original and innovative

practices.

X. Universities do not havle ability to be #igned and compatible enough wite rapidly

upgradingworld (Boghrati, 2003).

xi. Disahblities and deficiencies in the content of art training and course descriptions,
especially when these deficiencies coordinate with personal tastes of teachers (Bonyanian,

2008).

xii. Art education in universities is nauitableand not deals to the pasteritage of Iran

(Goodarzi,2008).



1.2 Research Background

Presenpractices of art education, artistic knowledtyecusseso thecapabilityof
art learnersto handle productiormoncernsof art, including practical studiocartwork and
critical knowledge From thetraining viewpointthe learning of studio practicespsovided
through practical subjects dealirgjraight with disciplines such as drwing, painting
photography and many more. As for learning of critical knowledge it is delivered through
theoretcal themedike art criticism, aestheticLearnerattainmenthe ability in art mustbe
able to display nosimply mastery of contents of eaelement but alsocombinationof the
two components. In other wordgeparatelyfrom being skillful in art making, learner

necessityo be knowlegeble in talking or writing about §&ubramaniam, 2009).

One of the popular methodsto art learning inimproving st u d enti¢ald s
knowledge is to teach them art criticisim.such an approackearnerare notusttrainedto
study thesuitablephase®f making criticismnonethelesto apply theappropriatestrategies
of making criticism that they can carsyraightinto their studio practiceS.he educational
purposeof art criticism according to a leading ghilosophelis to aid learnerscontribute
in the chain ofobserving seeing and experiencing and later to transfer what they have

educatedo do with art to the world at large (Eisner, 1988).

1.2.1 Design Strategy

Strategic design emphases on the design implicatbriee connections of the
products, and the procedures for their use, with the entire user system it goals tolserve.
significance of strategic design is exemplified by the numerous examples of design fineness
that have been challenged by poor stratelgisign, delightful lessons, assessment tasks,
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and expert improvement activities that are never .s€ka discipline of design strategy
helps firms regulate what to do and make, why to do it and how to revolutionize
contextually, both in short anldng tem. This process creates systematic metlabfor
integrating aHinclusive research approaches that offerdesign context. Though not
needed at all times, design strategy frequently uses methods of social research to help
ground the findings and alleviatiee risk of any sequence of action. The method has shown

beneficial for firms in various tactical situatiors¢eze% Chung,2008.

1.2.1.1 Features oEducational Design
There arethree main aspects of educational desidnch are, Stategic, Tactical

and TechnicalKigure 1.3)

Technical design is the comprehensive development with which any designer is
acquainted. It is concentrated on the design of specific basics of the product (e.g. an
instruction unit; a professional improvement module; an assgggask). Technical design
is concentrated on the finale users and their environment (learners and the educator in
classrooms; teachers in specialized improvement activities; the varied learners taking a test,

and those who will score their answers).

Tacical design is concentrated on the general internal structure of the product (e.g.
a multry e ar set of teaching resour ces; a yeas

package).
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Figure 13: Kind of straegy design

Strategic design is apprehensive with the total construction of the product set and

how it will communicate to the ussistem. It relates in dissimilar forms to most of the
products and procedures that educational designers challenge: loorrgpecifications;

assessment; instruction resources; qualified improvement procedures and materials;
building system capability in numerous ways. Characteristically strategic design includes
not only the endisers (e.g. teachers and their students) hetess all the key communities
complicated who will influence choices on the framework within which the users work

school leadership; school system leadership; politicians; parents; and many other

professions, such as assessment designelisvestigator{Goodlad,1994.
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Design strategy may shevan important part in aiding to resolve the subsequent
common problems: Elevate the extraction of a technology, Recognizing the most
significant questions that a colleges curriculum designer have to discourdainiaxgp
understanding into suable solutions Prioritizing the order that a curriculum designer have to
be start up, unify curriculum design as a important feature of planned in education intent

(Freeze & Chung, 2008

A module designedfor present studywhich combines art criticism theory
(Feldmands Theory) with Bloomds taxonomy &
art production for undergraduate student in painting course. It is planned that the design of
art criticism with the hierarchical classifitions of Bloom's taxonomy suggestions a much
needed methodological property that also endorses learner attention and the improvement
of analytical skills.The Li ber al Arts and Sciences fo
evolution easily applicable in theclassroom, while the Fine Arts loyalists maintained

tradition Webb, 200Y.

Art criticism could suggestion the learner enhance and concentrating experience in
the analysis and evaluation of a diversity of designed artworks. It is a theoretical model
advanced on the assumption that an art criticism strategy with the framework to Bloom's
taxonomy could develop art critical skills and also might be useful to basic quastoer

discourses in the art class.

Students have the chance of valuable experientteast criticism that encourages
logical and careful thought for everyday teaching and experiences to assess various
Vi ewpoints. It can be an inspiring exper.

The method of inquiry has numerous advantagespared to a lecture method, by

11



motivating students to be active learners instead of passive and by permitting the addition
of seveal insights to the curriculumGuided inquiry warrants that the vocabulary and
language is suitable for the ability or dgeels, and encourages teamwork and cooperation

in finding solutions to problems.

1.3 Statement of problems

With the applicatonof art criticism as a compone
processeghe researcheintendedto display how knowing about actiticism will not just
involve learners in ctical thinking around their art, it will alsmfluence their ability to
articulate those concepts in a more meaningful way. A main educational aim of art theory is
to improve the ability to recognize and apgate art (Smith, 1989). Therefor@ good
curriculumdesignshould beat least partiallybased offa sound analysis of the nature of

artistic forns.

Including aesthetics in the curriculum of art education brings scholastic
opportunitiesto students Y including technique for teaching critical thinkindor a better
understanding of art. Aesthetic approashtowardart can have positive effecon a
s t u d eppreciaton abilitiesThrough these approachesydents can understand the
association beteen art andocietyin many instanceshis may affect how they recognize
beauty and the way they understand and appreciate art. Critical amsdach
interpretatios of art allowstudents to make individual verdicts abtvow and why they

react toart invarious waysKigure 14).

12
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Moreover, while there are several critical teaghmethodologies the literature
of art educationthere are limitedesearch studies concerned widtitical learnng and
thinking emphasis related tart aiticism content. Few studielsave been conducted on
learning in art courses at the college level. The area of art criticism in course content for
this study helped t@cquire perspectives of college students about an informbatdg
without any clear, straigHorward responses but necesstaa negotiated implication
derivedthrougha dialogic survey in accordance wilarone & Eisner (199%pat is central

to higherorder thinking.

The National Standardas well as some educators in the Visual fstate that the
teaching of art should not emptsaze only on its production.Separate goals and
opportunitiesmust be offeredo conveyknowledge to studentsecessaryo completely
comprehend and acknowledge art. The National Standards designate that the opportunity
should be given to students to experience art visually throughout history and to employ
various media via practical activities. Broad rasgé media shoulddexamined, anthe
students should adapind applythe learned knowledge. They should scrutinize art by
observing and examining its meaning. To conclude, students should integrate their own

work with this knowledge (Berghoff, Bixler, & Parr, 2003).

Engagng education students in the discussion and implementation of art theory
can lead tahe meaningful analysis ahallengeghatteachers face and perhaps, ultimately,
to changes in teacher education programs and, thereby, in classrooms the/Ssalesds
in Tehran University are not provided with opportunities to specificallynledgth and
through theory becauske subject on which they had many of these opportungasting
course is shrinking and being dismissed by most administrations. Whatadosators and

most administrations neglect to recognize is the potential for students to use their creative
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skills to explore different methods of learning through variety of sign systems such as

visual media, oral presentation, or text in visual art ao(iBerghoff, Bixler, & Parr, 2003).

Visual arts education focusem the visual worldand is interested in aiding
studens to become sensitive, sociaihyformed interpreters of art theory (Duncum, 2002).
The study of art theory and aoperative art ductionis essential for students in Tehran
University who are living ima visually saturated society. Perceptions of the role of visual
arts curricula must evolve, not only to remain relevant in the curriculum, but to educate

students to become visuallierate members of society.

Redefinition and connection with other disciplines to situate learning are important
in visual arts education. These can take place within the current mandates of the Tehran
University, which outline that pedagogy be based tbeory, creation, and analysis.
Tangible teaching strategies that accommodate the Tehran University curriculum guidelines
most be established in order for educators to effectively initiate th@rngaof art theory in

their studio classrooms (Almasi, 1998

The goal of this studwasnot only examine the significance of painting but also
to introduce a new method of teaching painting using art criticism in studio basesk class
To further develop and improve art education in Iran, its curricular scopeuapdse need
to be revolutionizedAfter studing several models, the researcher decided to used Feldman
critical model with Bloom taxonomy. This is because the Feldman model is a systematic
approach to interpreting visual art and it is widely applicableaching student at various

levels in art appreciation; this model offers anyeasfollow critical method.

Redefining the approach used in teaching art will help provide a basis for this
change. This change can occur only with updist@ning andcurricular revision Research
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performedabout art education turn back to the last two decades, betteusducatioal
crisis, especiallyconcerningart educationshould be reviewed and updated. Bainside,
what researchers mean bBgrto is far fromthe ideal dignity of art Additionally, research
already conductedoncerningart educatioriargely involves primary and guidance school

(Almasi, 1998).

What could the study of art theory provide for Iranian students and teachers? In the
case of art teacher edwicm in Iran, art theory studies could provide a meafs
distributing a critical pedagogy thiicuseson examining critical inquiries that are relevant

tostudeh s® soci al | jibut also bayanduniversitg t dur i ng

1.3.1 Problems in Classify @Gassroom Discourse

When instructors asfor a given kind of critical statement, at first students try to
recognizewhat is being asked of theand then fulfill it. Teachers ar¢hen capable of
categorizingthe statemest madeby students This is one of tB assumption®f the
recitation method ofriticism. Students and teachers could do these things after acquisition
of the meaning of critical perceptiomdich epitomizes theresent models of art criticism.
However teachersusing requirements and incoctedefinitions given by aestheticians
really misrepresenthe essence of critical statements. Therefaithe possible origin of
s t u d éewildsridentmay occurduring thisintuitive realization wkre students and
instructors have these expressiand exfications of these statements contained in present

models of art criticism (Geahigan, 1999).
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When instructors and their students communicate, it may be due to their own
intuitive comprehension of critical perception that to explanation and definitioredffer

some model of art criticism.

Teachers and students probably rely upon the ordinary measfirigescribing’
Aanal"yziinmgt erfpvalating whgrmmaking such statements in the classroom.
However, thiscauses more problems since therererexplicit and certain bordearound
theseideas. We recognize little about how educatdeke the lead and address with
communication probl ems. It is kind od str

the obviousproblens withindiscusgonswith their students.

An explanation for this can be found in the lack of philosophical expertise of most
teachers and the low priority given to teaching art criticism. In the classroom, most
probably muddle through communication problemglmgsingover any hat arise. So little
instructional time is deoted to criticizing art that these inherent discussion problems
probably donot matter much to nsb teachers. Though all of thiso e s n 6 t count e
reality that it is hard to organize classroom discussihimvthe lines introduagin recent

models of art criticisnthan instructors have understo@kahigan, 1999).

One way in which teachers commonly address such problems is by reinterpreting
the meaning of critical statements. Teachers using the Feldmael wiodriticism, for
example, commonly treag his stage of interpretation as simply talk about the expressive
properties of a work of art (in reality, a form of description), and his stage of evaluation and

judgment as talk about one's own personal peefees.

Although students are readily able to do these things, they represent a distortion of
the Feldman model. Theost commortly misconstrued of Feldmanviews concerning
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interpretation are especially serious for they lestulents with a radically ippverished

idea of meaning in a work of art. By restricting interpretive talk to expressive properties,
students are not given the opportunity to focus on puzelating tothe subject matter,
symbolism, or possible metaphorical significance in workarbfThey leave their critical
encounters with a truncated understanding of the actual complexities and richness of

meaning in works of art (Geahigan, 1999).

1.4 The Aim of the Research

The purpose of this study was summarizing what was attained bystercker.
These aims should be linked to the researdblpm. The overall purpose of tihesearch
reveals whathe researcher assumes to attain by the study in general terms. The overall
purpose of this study was to design a module for unddugitestudents in painting
course; the researcher combideart criticism and artmaking together to focus on art

theory knowledge and improve art production by linking criticism and art making.

1.4.1 Research Objectives
I. To identify approaches and contgmbblemsin art education in contemporary Iranian art

universityéds curricul um.

ii. To reviewsystematiditerature from 192€1990concerning art criticism in relation to art

education.

iii. To specifythedegree of understanding and knowledge on art critialsomdergraduate

students at University of Tehran.
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iv. To establish and improveitcal thinking through the mode of art criticism theory at

University of Tehran.

v. To identify the significant relationship between scores of art critical ability ang stud

practice of students at University of Tehran.

15 Research questions

RQ1. What are the pr obUnenstiesoufricuam? educati o

RQ2. What are overall strategies and ideas have impressed the art criticism curricula?

RQ3. What are thievels of art criticism knowledge of the general student at University of

Tehran?

RQ4. In what way are the students just in their critical performance with regards to the four

critical scopes at University of Tehran?

RQ5. Are there considerable relatioqpshbetween scores of art critical ability and studio

practice of student at University of Tehran?

1.6 Research Process: An Overview
In working towards the above objectives, the researcher carried out the following
stages ashowed inFigure 15. (More details of the research methodology are discussed in

chapter3).
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Figure 15: Research process
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1. Conduct a literature review to well understand tlea af art criticism.

2. Define of the barriers and gap that affect the art criticism.

3. Improve an initial conceptual framework for art criticism implementation based on both

Bloom and Feldman theory.

4. Chose research methods, which divided into suavelyexperimental study

5. Then data collection will be stad

6. Based on the analysis, the initial framework will be modifiechdoommodate the

emerging findings.

7. Finally,conclusion will be done based on answer the research questions.

This researchs a mixed method design. Study contains to study; qualitative and
quantitative method. Survey questionnaire aimed to collecting data from 50 art teachers
from seven universities. And quantitative aimed to test new design curriculum for
undergraduate stedts in painting course at UT. Moreover consists of three activities; art
making, critical writing and questionnaire survey. Data collection includes these three

activities with three times, pre, mid, and post test.

1.7 Thesis Structure

This study presda a detailed discussion related to the introduction and background,
literature review, methodology and data collection, discussion of the findings and analysis
and last was conclusion and recommendations for successful implementation of art

criticism to gudio-based class. Therefore, the thesis is divided into five chapters. An
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illustration of the thesis structure is showifrigure 1.6. Thedescription of the chapters is

as follows:
Chapter one:
introduction
A 4
Chapter two: literature
review
\4
Chapter three: research
method
Survey study Experimental
study
A\ 4

Chapter fouranalysis of data and
finding

!

Chapter five: conclusion and
recommendations

Figurel.6: Structureof thesis
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1.6 Significance of study

The primary benefit of this study is to gibeth art teachers and art students in
Iran a realistic picture of teaching painting for undergraduate swidena Tehran
University and hopefully to inspire them to think about the possibilities of meaning of

teaching painting in higher educatidfiqure 17).

Benefits of this

Study
Give Realistic |
Picture of Assistance Experts
Teaching Painting and Lectures,
at UT

Figure 17: Significance of study

Art making suggests learners a unique opportunity to take the success of info that
they meeting outside the art room and combine it to amplify their educational experience
(Jones, 2008). The axis of everkeative processevolvesaround the critical assesent
t hat promotes each studentdés ability to be
its meaning, and evaluate its success. By promoting environments that foster artistic risk
taking, students can advance to higher cognitive levels.

Erickson,(1998) stated that:
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AThe 1 dea of teaching for higher order
with learning in an active, constructive manner that what they learn in
one circumstance iIs transferable to a

Art theory can serve abe unifying element for accumulating ideas for higher
order thinking. Once learners understaimalt their teacher is working to guide them in the
procedure as contrasting to criticizing theas learners they would probaby reply
positively to and involvenore readily in critical conversation of their work (Barrett, 1989),
finding the words to talk comfortably about their art as well as issues that arise in art is

essential.
Cotner (2001) reported,

il n t he cl assroom, ver balnd setues can h e
meanings in art. At the same time, these cues also can regulate what
students look for and think aboutinthe encounters with art

Art criticism, as recommended in art education literature, is more successful than

strategies traditicaly used by studio art instructors.
Barrett (1989) recommended:

Al nvol ved |l earners i n expressive a

argumentationodo to arrive at Amore car

argued judgments. o0 This he oadntends w
(

students fAimand mMoreonei dakk about o p .

This research will assisixperts and lecturs; teacher educatovall be betterable
to comprehend and implement criticism,da@an extensive method to instruction and

learning about art whit draw in upon context discipline that organize a foundation for
24



creating, recognizing and appreciating artwoda be established from this researthe
study does not claim that other universities will share identical or even similar features but
rather that these are features one might look for in other universities and also will be

effectve on researchsiin field of art education.

On the other handhis study also examines the art theory approaches in art
education at one university in Iran. Thisw design theory is intended to help students
acquire the skills and develop the imagination needed for-dughty art performance.

Also this theory is aimed at helping students learn how to see and talk about the qualities of
the art they see. Being &blo see from art criticism perspective requires an ability to focus

on the formal and expressive qualities of form rather than solely on its utilitarian functions.

It is expectedthat this study will shed some light to the research questions
addressed abv ed wher e st Uinken trifical kreviladdeitd their stuaio
practice will be determined through studio practice, critical analysis and sivieegover
the teaching and learninoceduran the art and design fielthustgive adetailedstressto
art criticism with and appropriat@structionmethod. Theresultof this researchmay be

used by areducatorandlearnersan institution of higher learning.

1.7 Scope of Study

The researcher was gatimgr information with the quantitative methodThe
researchér shoice of this universityas as a sample of convenience, which fite
researché&rs n e e d tohesekampld of Iarhhigies education instruction in art. This
study was carried out at the Tehran University in Tehran capitabof Trhe purpose of

quantitative reseah was to examine one thing depth, by analyzing, aslg specifig
25



narrow questios, collectingnumeric data fromparticipants, and then analyzirtbese
numbes using statistics and conductirguiry in an unbiasedobjective manner. This

focus on the Tehran University painting program tits researcher gesire to understand
Tehran University art program, as a single representative a case of Iranian art program in a

large comprehensive universityigure 18).
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Figure 18: Scope of study

The purpose of survey research was to
curriculum in Tehranthe capital of Iran, and introduce artitecism as a new way of
teaching studio art, and its implicat®m inclusion inart instruction in studidased fields

of study foranundergraduate degree.
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1.8 Limitation
All the research has some limitationgnitations of this studywere as below

(Figure 19):

i. One of the limitations of this study was sourcdes a wn o0 n ; becaude in
many resource about art criticism Most of the informationwas related toWestern

countries

ii. The finding of this studywould be limited only to education practices for painting

course

iii. Another limitation of this study wasa time restriction due to theublic holidayg

occurring at the time dhe New Year in Iran.

Painting Public
course holiday

Figure 19: Limitations of study
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1.9 Definitions of terms
I. Art Education: Art education is theectorof knowledge that is founded upon the visual,

palpable art, drawing, painting, sculpture, and design.

ii. Teaching: Teachers muse ableto recognize a subjesufficienly enoughto deliver its

essence to students.

iii. Strategy Designed: Framing the problem, determining important differentiators of the

product to be designed (Kusiak, 2010).

iv. Higher Education: mentions the area of edocatthat is prepared at academies,

universities, colleges, institutes of technology, and specified other collégyate

iv. Art Critique: Art critiques, Barrett (1989), used by studio professors to generally achieve
one primary goal, the improvement tfe art making of their students. In art education
l'iteratur e, however, criticism is commonl
considered a subject matter in itself and as subject matter, criticism is presented as a body

of knowledge which has ¢jic, various recommended pextures, and a variety of goals.

Barrett (1989) stated that,

iThe studio critique, according to Bar
assessment of art made by learner artists (p. 25). Baawit that
critique e omp lofotlyes fourfipaoseglures of description,
i nterpretation, evaluati on, and theor
thisfourst ep procedure provides fda very us
the reading of criticism and the doing

vi. Art Criticism: Barrett (1989) described art criticism as searching for the meaning and
value of art through talking and writing about it. Feldman (1973) defined art criticism in art

education as informed talk about art. Barrett (1989) rethtdst isas knowledge prepared
29



for the sharing of findings around art and the human situation. Notifying and establishing
talk about art shows the value of observarglonger, moresensibly, and more logically
Aims of this activity are the capability to read thisual situation and the learning of skills

needed to select amid challenging values.

vii. Critical Thinking: Facione and Facione (2008) stated that critical rational is a focused,

selfregulatory evaluating that consequences in clarification, analysisiation.

viii. Description: Description is the first step in the process of critiquing art (Feldman,
1973). It is during the description process that the critic makes observations about what
they see. These observations must be objective with no inferemrcestatement of
individual belief, listing just what is seen without apply value words sughlae aut i f ul

6uglyo (Jones, 2008).

ix. Analysis: Analysis is the second step in art critiquing process (Feldman, 1973). At this
point the critic expressesdin thoughts about the message of the artwork. Analysis relies
heavily on the <criticds knowledge of t he
articulate in knowledgeable style the information they see in a work of art. To describe how
the work is orgnized as a complete composition the critic should ask the different

questions (Jones, 2008).

X. Interpretation: Interpretation is the third step of the critiquing process (Feldman, 1987).
During this part of the critique the critic expresses their opialoout what they think the
artist is trying to say by describing what it means to them, how it makes them feel or what

expressive qualities the piece has (Payne, 2008).
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xi. Judgment or Theory: Judgment or theory is the final step in the art critique groces
(Feldman, 1973). During the judgment the critics state their own opinion about the work of

art. Theyaddressvhether the piece isonsidered to ba success afailure (Payne, 2008).

xii. Module: A module in education refers to a unit of educationylmch a single topic or
small section of a broad topic is studied over a given period of time. It covers a single topic
or subject. It can also be defined as a short course of study, which when combined with

other such completed courses can count towapdstecular qualification.

xii. Bl oomé s Tsaxsatimgoiftiie diverse objectives and skills that instructors set
for learners (learning objectives). The taxonomy was suggested in 1956 by Benjamin
Bloom, an educational psychologist at the UniversifyChicago. Bloom's Taxonomy
divides educational objectives into three "domains:" Affective, Psychomotor, and Cognitive

(Webb, 2007).

1.10 Summary

In this chaptertheresearcher explained about probsetiat are facedin higher
education in IranAdditionally, the researchedescribé the design strateggnd research.
Following that the researcher clarifietssues concerninthe history of higher education
and universities in Iran. Although, brief insight is given on the research background,
statement bproblens, research gbctives and research questiamsl finally explainedhe

definitions of terms.
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CHAPTER I

LITERATURE REVIEW
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2.1 Introduction

In this chapterthe researcher explains aboilte history of art education in the
world and various art criticism approaches. Moreoydhe researcher explairiganian
higher education, criticismvorldwide, the history of painting in Irapnand art education
curriculum theories.Additionally, definitions of criticism andcurriculum approacts
concerninghow art should be taugland type of art criticismare alsodescribd in this

chapter.

Art criticism is driven by various individual perceptions, world views, mores, and
values. Conceivably there are as many effective methods of art criticism as riere a
reasons for critiquing. Much of the confusion and debate about the merits of various
methods of art criticism may be seen as a lack of clarity about the underlying reasons for

critiquing which are held as values within the structures of those systems.

To find keyword for this study the researcher gathed papers fromWeb of
Scienceand then averaged the top@nd their abstrast deriving informatiorfrom 1519

papersandthen refinel the results (frormewest to oldeyto 548 papex(Figure2.1).
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Figure2.1: Create Citation Repowtith web of science repo(2013)

After finding rdevant papers in Web of Science and analyzing their titles,
keywords and abstracts, the researcher accessed these keywords (Figure 2.2) to design
systematic literature. As showed in Figure 2.2 the important relevant words are as follow:
Aayrt Dcrojfitaiecsitdiret h,et@al o

TASTE

TH[ORY DEFENSE
i MOQDERATE
l-XPl—_RlLN(_t CATEGORIES

NGUAGE

CYCLOTHYM[RCENAII:\SSANCE
OMAESTHETICS

TEL 05 I I I M ENGLISH-VERSE FUNCTIONAL
VISION ENVIRONMENTAL CREATIVITY

JACOBI  EMOTION MADNESS
ABBEY LANDSCAPES WALTER
COMMUNICATION TINE
ABELL SKEPTICISM RICHARD AE STI IETI C S
LIT H[UM SHUSTERMAN METER
INTUITION
BEAUTY NATION AL SO AL ISM Fs  REPRESENTATION

WYMORALISM

NEPTUNO-ALEGORICO

IMMORALISM
KNOWLEDGE CONSUMPTION RETINEX
PROSODY DEFINITION ey AL ENGE ILLNESS BIPOLAR 1

CULTURE SOFTWARE 1930S TEXT

Figure 22: Research keywords
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The researchegatheed art criticism articlesavailablefor current study fronthe
Web of Scence Website (2013) and GooglehSlar in the categories of arand the
humanities; the important joursathat published art criticism paper are as follofrt
Criticism, Journal of Aesthetic Education, Artforum, British Journal of Aesthetics, Journal
of Aesthetic and Art Criticism, Studies in Art Education, Art Edunasind Visual Arts

Researcltand so on.

Recently, the number of published papebout art criticism isincreasing

according to th&Veb d Science website (2013) as shomwrigure 2.3.

In 2012, 17 papers
were published

In 2011, 12 papers

® werepublished
o ®

In, 1998, 10 papers
were published

Figure 23: Increasinghumber ofpublishedpapes about art criticism from 1998012,

based on Web of Science Website (2013)

Countries like: theUSA (92), England (35), Canada (9), Germany (7) and
Australia (5) were the countries which publisbdmost articles about art criticism in the
world based on Web of Science Website repori.tisere is a gaghat needs to be breached
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in orderto investigate art criticism in Iran. However, teaching criticisnthat university

level in Iran should improve based tre Hedayat et al. (2013) studies. Iraaed more

source and more research in this area as reference for lestivalr can givéhem an idea
abouthow they should teach, what kind of sources they need, and how art criticism can
devel op student sd knomaking dndgrigure 24 othea teseaachet an
desigred aliterature map of this study; moreoyshowedherelatiorshipbetween research

problems and he literature content can addrabem.
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Literature Map

Art Criticism r . \
. N Art Education
in Iran
Apply DIPC L
Art Criticism & Module
Aesthetic History \ Higher Education in
Iran
Blooms )
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Review the r
Developing J History of Tehran
Criticism from N University
1920after 1970 J
\\ Research \
( . Problems Iranians Painting
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Teaching style Upgrading Art criticism
curriculum content limited r esearch

Figure 24: Literature Map

2.2 Introduction to the history of aesthetics and criticism
Reviewing the theoriewill impress the improvement of aesthetic and art criticism

upon the readeaind help to figure out the presestate of areducatiorand prepare for the

future
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2.2.1 Art criticism and aesthetichistory

The Cartesian opposition of matter and mind and the early conflict between soul
and body established the foundations of modernist aesthetics as fragofetiie
enlightenmat philosophical scheme. Reason was separated into three :spogpetcal
reason, theoretical knowledge, and aesthetic judgment in Three Critiques by KZ&8in
While the third critique directly deals with aesthetic judgment, this separation asristed i
creating the notion that aesthetic judgments were external to cognition. Modernism, in
opinion of postmodern philosophers, restricts the margins of discussion by demanding
objectivity, rationality, and authority, endorsing universality, and presumingvtigro
According toKerry Freedman Kant 6s opinion perceived an

uplifting individuals to an advanced plafeeedman2003).

From the Aesthetic Movemeno the Arts and Crafts Movemeby Mary Ann
Stankiewicz (199) has beerargudal that besides the work of Walter Smith endorsing
industrial sketch, the Arts and Crafts Movement and the Aesthetic Movement formed 19th
century styles and conveyedrtainstandards. The Pi#eaphaelite Brotherhood and Ruskin
were inspired by the Aestlic Movement (ca. 1870895), first in the UK and later in the
US. Associates of this movement had cultivated educated taste and sensibilities. The
members had a common idea of unity among the arts. Ownership of the right objects
designated spiritual andanoral supremacy. In North Americaupporters of South
Kensington and Ruskinstyle in England assisted by principles of good design (by Walter

Smith) contributed to the Aesthetic Movement.

Furthermore, in the 1980s the J. Paul Getty foundation raiseiplais-based art
education which resulted in another robust effect on thinking in aesthetics, in art and

criticism. Disciplinebased education of art stimulatélde teaching of principles and
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elements of design and art as aesthetic assets, dealing svitigtiquestions of aesthetics

and art, and deliberating the work of art critics and aestheticians as a specialized field.
Sincethe 1990s, higher stresses on these subjects are seen in rgsalalichtionsand

writing about teaching and learning in crisic, aesthetics and art appreciati(Erickson,

2005; Eisner, 2002). Some publications explicitly consider teaching in criticism and
aesthetics, and debates on the time and the way children should be exposed to criticism and

aesthetic concepts (Erickso@5; Chanda & Daniel, 2000).

Barkan indicated that before Plat®ra,thetask of art, the role of artists atiae
historical initial phases of art objecés related to criticism have been brought up. As
histoiians choosepecific artists and artworksgout whomto arge, all history of art is in
some waycritical. Art criticism was obtainable itheliterature of art education as a method

ofinvestigat on t o ai d | earner s6 ac k arpBatkendl§é62)me n t

Feldman (1967; 1970) impved one of the firstart criticism moded for
discovering works of art that was dividauto linear phases pfeveaing, investigating
recognizing, and finally evaluating work of art. Afterwards, some replacementere
provided. Arthur Efland (1990)rguedthis furthervia Geahigan (1998)n which it was
shownthat indructors were incorrect to ugghilosophical literature on art criticism as

direction to make art criticism models.

Geahigan(1998 stated that no process can precisely signify theyghthat critics
essentially do. He debated the procedure of critical arsafgr understanding artworka.
critic should first understand an artwork before he/she can evaluate it; yet, the artworks can

be comprehended and assessed in many ways duectontipéexity of artworks.
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Defining pictures and tipgto expres&  c r i t i ¢ Othinkihge feeting,amdk o f
understanding as words. The critics subjectively exghesamfluence of the artworén the
viewer. Some of them describe their job as one tmeéginterpret, and assess art. Although
art criticismis tangled with art history, it also arose in discipiveessed art education as a
distinct discipline and is significantly secured to aesthetics, as any criticism echoes the

morals of the critic.

Barrett (2000) states thdike artists, critics make sense, yet engage their audience
through thepages of journals in lieu of canvas. They have moral and aesthetic values that
are persuadk and brought forth through their writing. Their usgmlal is to incease
studentsd6 appreciati on aistaticalan gdditicad sedingdni n g

which it is designed, anddés pr obabl e effect on the worl d.

2.2.2 The American art education and artcriticism

Concern in art criticism grewith common cuiculum developmeistin the 1958
and 1960sappreiation and attention to art were ald® ains of art education that were
ignored throughout the previous Progressivism period (Munro, 18&8ing the decades
that followed, theorists sought to arrivé an understanding of the nature of criticism in
different ways. One way was to ask professional critics to reflect upon their own practice.
They also examined critical writings directly or generalized from their own familiarity with

critical practice.

Though it is occasionally hard to exactly recognize the sources individual theorists
used in formularize their pattern of art criticism, it is probable that most relied aymbn

works as Monroe Beardsleiesthetic{1958), Harold Osborne&esthetics and @icism

40



(1955), Jerome Stolnitz&esthetics and the Philosophy of Art Critici€l®60), and Morris
Weitz'sHamlet and the Philosophy of Literary Criticisih964): all influential studies in

the philosophy of criticism during the immediate postwar period.

2.2.3 Art education curriculum theories

According toEisner and Day2004) changes in art syllalgéind curriculursin the
U.S.A were affected through four stagegeneral curriculum; pghological partnerships;
growth; principles; and apprentichip. Seven exampls of somemoves in art education
curriculurs were dravn by Efland, Freedman, and Stuhr: academic, fundamentals of

design, creative seéxpression, art in routine living, art @gularity and postmodern

During the 1980s and 1990s, advocacg eurriculumreform efforts by the Getty
Center for education in the art (later the Getty Institute for Education in the Art) focused a
great deal of attention on an approach to art education called DisdBalsesl Art

Education (DBAE).

The DBAE approachmay be seen as atteag growth from a previous
apprenticship according to Eisner and Day, or at least arole-modelapproach. Eisner
and Day state that a previous form of DBAE, occasionally called discipdineered art
education, developed fromBrurer 6 s model of the curricul ut
people the guidance regularity ideas from the mature world in evolution suitable methods

(Eisner& Day, 2004).

Moreover, the contemporary term "Disciplibased art education” (DBAE) was
coined by Geer (1980) to describe theagreement expressday Barkan (1962 that
previouslyhadbeen gradual in art education.
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Clark, Day andGreer (1987), characterize a contemporary orientation to art
education which presents a broad view of art and emphasizedtstgeneral education of
all students. A strong element in the ratienfdr DBAE is the recognition that art is a
cultural phenomenon and should be taught in the context of whatever culture produced the

artwork being studied.

Dobbsindicated thatDiscpline-Based Art Educationvas the one of thanajor
twentieth century models in art education. The Expressionist, Reconstructionist and
Scientific movements were mamovemens in the 19" and 28" centuries whictspurred
evolutionand development in artlacation (Dobbs, 1992). In 1982, the activities of several
advocates of comparable approaches to art education put in motion and harntomized
formation of the Getty Center foEducation inArts (Christiansen, 2007) to arrange the

ensuing approach recoged as Discipline Based Art Education.

The DBAE literature discloses the need for an improved understanding of the
interactions of society, art education and art (Smith, 2004). For more than twenty years,
DisciplineBased Art Education was theam model ér the art classroon©ther methods
of art education highlighted some of the DBAE components preceding its promotion and

espousal by the J. Paul Getty Trust.

Discipline-Based Art Educatiorconsistsof four domairs: Art production, Art

History, Art Criticiam andAesthetic concerningvorks of art.
According to Dobbs (1998):

Alt would be perfectly acceptable to c
Expressiono, art history as ACul tura
APerception and Resp&nAddudnd?drdaestipet i4
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Although Dobbg1992 pointed out,

fiDiscipline Based Art Education, set its point of view on resolving the
issue of balancing learning accomplished by direct experience, studio
art experiences, with learning accomplished withiellatt, such as Art
History, Art Criticism, Art Producing and Aesthetic. This approach
would be modeled from the disciplinary approach of the sciences, thus
learning merit to the notion that the art be recognized in scholarly area

(p-23.

Though DBAE stdents are not apprenticing artists, art historians, art critics, and
aestheticians, a DBAE curriculum draws its curriculum content from professional practice
in the four disciplines of art making, art history, art criticism, and aesthetics. Most of the

labs, established at or affiliated with research universities, took on specialized interests.

Two of these with interests in art were, the Central Midwestern Regional
Laboratory (CEMREL); and CAREL, the Central Atlantic Regional Educational
Laboratory (Gree 1997). CEMREL eventually developed a series of curriculum packages
and materials (kits) in various art forms, including visual art, music, theater, and dance.
These were multidimensional in character, offering information and ideas, learning

activities,instructional resources, and procedures for assessment.

EisnerandDay (2004 statel that,

ACARELOGs principal product was the cre
of statements about the various art forms, expressed in terms of the
information studentsught to learn about art. These were intended to

establish a knowledge base for students in experiencing each of the

respective art forntg(p.705.
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2.3. Defineart criticism

Feldman stated thad r t cri ti ci somehowsand fpieparfediortatke d
abaut art. Furthermore, Feldman likenegm of art criticismwith meaning, and with a
peripheral aim being pleasure or delight (Feldman, 1973)a8ie Furicstatal it: on the
surface a responsenayarise as 'talk about' art; however as talk devglbparches, moves
beyond the usual, fuses and runs deeper, an inner discussion of aesthetic answering

becomes manifegRogers 19 )

Stephen CoburRepper (1945) stalehat

fiThe empirical judgments of criticism will not claim to be certain, "but
only probableto a degree justified by the evidence" (p. 18). On the
other hand, beyond the verbal dimension, Anderson (1988) feels the
primary concern of art criticism is "understanding artworks for the
enjoyment, aesthetic sensations, and meanings they contaij." (p. 6

Louis Lankford (1984)agreel with defining art criticism as a process for
disclosng the expressive importance of works of. &tisner (1972 believed that, in the
critical domain teacherprepareeducationally significant models once they show to the
class what criticisnis, that is, when they function as critics. practice, this means that
teachers would uspainting coursgboth student and professional work, as objects of
critical attention: teachers would talk about these works, they would cerapd contrast,

they would analyze and appraise, and they would solicit reactions from students

Likewise FrederickSpratt (1987) claimdthat

fiThe study of art criticism train learners toeatevisual difference
about currentartworks and to requeshto the meaning of both these
works and their own" (p. 203).
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Smith views art criticism as having two separate identities: (a) exploring aesthetic
criticism and (b) argumentative aesthetic criticism. Taunton (1983) concurs with Smith on
the point that theprocedures of how and what to look for in the criticism of art are
discovered versus the meaning in art being aepigting factor external to one's

experience.

Art criticism can help as an integrating force in the structural relations between
elementsof the art curriculum Barkan, 1966). The Getty Institute for Education in Art
purports the same thing. According to the report, Beyond Creating: The Place For Art in
American SchoolsGetty Ceater for Education in the Art1985), a comprehensive art
curriculum must include the four domains of art: (a) art criticism, (b) art history, (c) art
production, and (d) aesthetics. Beside the controversy of various definitions of art criticism,

therealsoexist differing opinions concerning the topic of formattargcriticism.

Theoretical Basics of Art Critical Arrangemengs describd by Hamblen is a
foundation of art criticismthat would vitally impact the outcomes on language
development, theoretical growth, perceptual theory, and learning theory. lhiislagical
presentation includes some way of explanation, analysiseaatliation There is no
widely-admitted evolving linguistic syllabus alike to the levels of children's graphic
explanation Often thespecificgoal of art criticism teaching is taggress answers linked
to the basicaspectof the art object. Howevetthere is no clearly clarified linguistic

increasinglesignthat would elect changes to that gifamblen,1986)

There have been many different theoretical approaches to art criticiamagng
from psychological, educational, and philosophical bases, all of which could and do have
ramifications for the selection of an art critical formaarenHamblen states thaiobody

theorywould sufficiently help as dulltime basis for art criti@dm, nonetheless somewhat
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the natureof an artpurposeand the conditions andoak of art criticism training will
commandthat theory will be designated to aid as leader outlif@aining and cultural

involvements are issues in artistic evolut(efamblen 1984).

Howard Risatti (1987 believes thatnvolving art criticismmay assist learners to
improve critical thinking skills and problesolving skills. It makesthem to read about,
think about, and discuss values of society; then has them analyze sueh against the
backdrop of the social order, as well as question their role in society because contemporary

art and historical art both reflects and a constructs those values.

Art criticism is writing or talking about art. It is differentiated from aesth
analysis in that, while it is informed by and helps to aesthetic theory; it is focused toward
appreciating and understanding distinct art events or works. The significance and meaning
a critic provides for an art event or work will differ contingent the value bases and
aesthetic theories alleged by that critic. Regardless of theory, it is suggested that there are
indeed only three main questions to be inquired in art criticism: What is this? What is its
meaning? And what is its implication? It issalsiggested that efforts to respotwdthese
questions have led to the major traditional procedures of criticism: evaluation,
interpretation, and description. Additionally, it is postulated that if one process is absent,

the outcome is not completelgwanced academic art criticism.

24 Why do art criticism?
We do art criticism to understand and appreciate works of art. To understand, in
this case, means to find meaning in a work. If we are trying to find meaning, it implies that

we assume that art has améng intentionally embedded in it. We search for order or
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"sense" and human significance among the visual symbols presented in artworks. That we
search implies that what is presented is not alwaysobglibus but that it is worth the
trouble to try to uderstand. To appreciatke meanss to attach valueo it or to make an

evaluation (Andersori,993).

There are numerous reasons fflecognizeand appreciatingrtworksas there are
for making them. Particular critics mainpay attention on defining ands&blishing given
works and artists within the context and chronology of the professional art world. Some
critics use artworks as a basis for psychoanalysis of the artist, of themselves, or of human
beings in generaAnderson(1993 statal that, Boas (192/1955) and Levbtrauss (1990),
searchart productionghroughthe anthropologicajoal of recreating principles, myths, and

relationship compoundf wholecultures

2.5 Why should art educators teachart criticism?
Numerous art educators respect critiggevital to their instruction because it helps
learners in theecognizingand assessment of not mereigual artworks but visual culture
and their individuahnswers to them (Barrett, 1997).dddition, regardless of the expertise
of the students, drque can be a valuable tool because students can not only learn but also

apply the vocabulary of art. According to the Feldman idea (1967

AiThat i s, art t eac

h describe, anal
art during the process of instruction (p 2 4

ers
) . O
Eisner (1972 also pointed outvalues art criticism as an important part of art

instruction. He contends that a statement made by a student about visual art is one major

way to gain information abodheir critical abilities
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Anderson and Milbrantd2005)believedthatartistic expression and the style that
transmits it, is communication, intentional or unintentional, from the artist to other people
about some aspect of his or her being, seeing, and valuing. Art critics see art as personal
and culural artifacts that shed light on the human condition. As we attempt to understand
ourselves, and others through art, we need to consider coimeegbnditions in which a

work or artifact is made, used and valued

Artworks also reflect a collective sogensibility, and culture, because an artist is
part of his or her place and time. When viewed together, the works of Diego Rivera and
Frida Kahlo have many differences, but

qualities; in fact they are very similar each other in the larger scheme of world art.
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Anderson and Milbrandt (2005) sdtluht:

AArtistaos cul tur e, pl ace, and ti me a
Through their work artists éanpgress abq
culture in turn speaksthough t he arti st. AnArtwork

surface qualities; its qualities and its style always refer intellectually and
emotionally to something beyond themselves. Artists always tell us
something about what they think and how they feel, and theigtiisu

and feelings arise in part from their

Anderson andMilbrandt (2005) found out their artworks and otherecitative
visual wor ks not mer el y b e c ohgmothasispremiseas,r a |
forms,andvay s of d aheynge vtelritrhged ,edd ar wobyk t he Ar t i

standards and sensibilities and so arth&rmore individual artifacts.

A student entering a studio art class with perpetaftgxperience and ability in
oral and written ®tement is often as uncomfortable agraveler in a foreign country

(Haust 1998)

Based orHaust(1998)idea te artistic process itself involves more than just the
creation of artFor example Paul Klegtate, & w o nréptoduction the observableniiakes
things observabldt similarly means seeing, responding, reading, evaluating, writing and,
in different ways, providing the knowledge to see all over agaim addition, writing
reflective responses to works of art can lead to the growth and pogresf t he st u

work, as well as their thinking about and understanding of art in general.

Thinking according tdvicGinley (1989)is an underlying element of all literacy
learning and when combined with writing and reading guidance, students are invoased
greater society of experiences that conductance to both better argument andeleher

thinking.
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According to Anderson and Milbrandt (2005):

ABeyond that, the goal I's for student s
to find meaning for their ownJes and to understand the authentic
meaning of others (p. 101) .0

Tierney and Shanahdt991) statd that in view of this fact, thinking is a critical
sector of meaning structure and classrooms shangly raise meaning construction by

writing and readig will create better thinkers.

Writing in artas Anderson anililbrandt (2005)statel thatprovides students with
an opportunity to critically analyze and evaluate artwork. Not dry factual analysis but
personal analysis and in doing so will not only find something about the art, but about

themselves both as individuals and in their saxaltext

Anderson and Milbrandt (2005) indicated thia¢ forimary goal of educational art
criticism is to guide students in their understanding and evaluation ofrati¥idual works

of art and visual culture, as well as to help them in forming their own resporikesto
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2.5Bloomsand DIPC Module

If we notice the traditional aims of art criticism as a knowledgeable discipline, we
may realize why they directly aihed at three groupings of reporBescriptions and
analyses are knowledge transmission performances. Critics frequently do pursue to convey
information when they criticizartworks both facts of thartworkitself, and knowledge of
other things as wellinterpretations give understanding. One of the intelligent aims of art
criticism as a discipline houghtful explorationArt critics convey their comprehension of
a work of art when they interpret or explain it. Evaluations and judgments are acinieved
order to convey the significance or worth of something. Another old aim of critimased
on Weitzdideais theresolutionof a work of art's value. But if these reports play a large
part in critical dialogue, they do not use it, for speech act thedréssze come to identify
ocher thoroughly linked assertive illocutionary performancesels(Weitz, 1990) (Table

2.1).

Table 21: Critical dialogueworlds

Knowledge Understanding | Value Conveying

Conveying Acts | Conveying Acts Acts
Descriptions Interpretations Evaluations
Analysis Explanations Judgments
Statements Explications Recommendabins
Reports Elucidations Gradings
Characterization | Definitions Rankings
Comparison Classifications Assessments
Assertions Hypotheses Appraisals
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If these tablesrecommend some of the difficulties associated watitical
dialogue, one necessithlat we caralso identifyis thatthese assertions make jyst one
part of ordinary everyday talk. Critig beyond transnting knowledge, recognizing, and

determinng valor as theydo many other kinds of illocutionary performances as well.

Critical dialogue basedon Toulmin and Baier, thenis more complex than
educational theorists hapeeviouslyunderstod. The word "description” wassuallyused
by aestheticians as a practical word to draw a difference dissdurse which conveyed
propositions; which have to do with truths and the asserting of truths; velclain
beliefs; which are correctly implieid the indicative mood; and which can be verbal of as
true or false. These kinds of words were compared with more contentious and less well
understood usages of language, such as sensitive, normative, narrow, and explanatory

utterances (Toulmin & Baier, 52).
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Weitz (1964) said that:

fAThis technical use of "description," however, is quite different from the
meaning of "description” in ordinary language. On this technical notion
any factual statement (say, a statement about the artist or the context in
which a work of art was produced) could be counted as a form of
description. "Description” in ordinary language, by way of contrast, is a
more limited concept and denotes a specific kind of illocutionary act.
Definitions of "analysis and interpretation” aréscain many cases
stipulations rather than attempts to report ordinary usage. In
constructing their models of criticism, educational theorists borrowed
these stipulations and presented them as explications of the ordinary
meaningot r i t i cal L83t ementso (p

While, Bissell and Lemons (200@pinted tocritical thinking as the higher half of
Bl oombés taxonomy: a n a | Heathiarsd Wolfsshiowed htheata/hiles | ev
making an art project, learners negotiate a sea of particulars, a skill tessite be
nurtured and skillful to attain a level effectiveness. Iraddition to exhorting learners to
notification and operate detail, an arts experience improves praakmng skills and

thinking stamina (Heath & Wolf, 2005).

However these ideas arconnected it is now normally familiar that: all are
dissimilar illocutionary performancesne is not a synonym for another nor is it probable
that onemay be preserved as a common classification that would include another.
Nevertheless when seeing thewpoint of the artist, in the art making process does the
artist ask, AWhy?o0o |1 f the concession can |
of Bl oombs Revised Taxonomy,t has ciallehaeamrot i
posture may be a momdrrect explanation as to what is taking place inghet i st 6 s m

(Webb, 2007).
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Classroom educatsbelieve the methodf art criticismshouldbe taughin order
to place learners in front ohartworkand have them define, analyaxplain and asses
what they see. In impressive processes for criticizihgaaks, initial educators magreate
boundaries and shape learner repliEgperiences withartwork are difficult and not

easilyorganized into distinct components.

Weitz (1964) stated that,

fiFor example, uses "report,” "tell," remind", "enumerate", "analyze" and
"compare" as synonyms for the term "descriptign'229.

Processes invariably disregard some feature of that experience, whether it is the
individual reactions of the learner, a contaith thepurposeof the artist, an interest in the

contentin which artworkswas produced, or some other feature of a learner's experience.

If the art theory (Art Criticism) include the studio based classlentswill
understand the nature of art migm. Although studentsvill learnthe cefinition of art
criticism, why do we do art cr iahdtypesosam, t he
criticism, they also learn thatvorks of art have meamgs which can be interpreted:
interpretations of wosk of art rely on inminsic and extrinsic elements. They also learn that
good reasoning is necessary in supporting what they say about works of art and proper
terminology is necessary for communicating about art. Howstedentsvithout learning

arttheoy  w dhavéthie opportunity to learmbout thessubjecs.

Art criticism hasobtainedattention from investigators in art education throughout

the past 15 years as a main factor in educational reform (Feldman, 1970, Ecker, 1973,
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Smith, 1973). For the adritic this is an important point of debate as many art historians

argue that art with a conceptual twist cannot be judged for quality.

If learners are to be manageéd lean towarda genuine appreciation of art,
educatorsare essential inespecto the entirety of their eperience. In imposing a process,
educators ats disregard what is immediatefglated to learners in their encounters with
artwork. According to the Geahigdt999), educators who have held conversation about
artworks with learnes, forinstance, often discovénat their immediate preoccupations are,
not with what is in the artwork itself, but with how other learners have responded to the
artwork. Most present models of criticismvolve learners firstly emphasiz®eme feature

of the artobject itself.

Weitz (1964) starkthat:

fiFor instance, analysis was occasionally specific as a form of

description, interpretation as a form of explanation, and evaluation as a

form of judgment. Sometimes several different illocutionary act, were

used asynonymsfo a speci fic kind of statement

The purpose of thistudywasto establish a rationale and theordticase for an
art criticism modte that implements a strategy design within the framework of Bloom's
taxonomy. It is proposed thatld®dm's taxonomy provides a framework for sequenced
analytical and problersolving learning that is consistent with current but more generalized
art criticism formats. The specific use of questions to implement this framework is based on
research that indates that questions, when properly formulated with specific attention to
levels of thinking, can actively involve the student in the learning process and promote
independent critical inquiryBl o o mo s theory has been us e (

disciplinesand for studiebased class research in art (Webb, 2007).
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Though Bloom's name has been inseparably devoted to the taxonomy, its design
was a group endeavor started at the 1984 American Psychological Association convention
(Bloom, Engelhart, Furst, Hill, & Kathwohl, 1956).Based on theBloom's taxonomy,
learning happens in a categorized fashion, initial with the simplest thinking procedure and
arranged in a stepy-st ep way over succeeding, mor e
taxonomy was expressethrough rules thatindicate learning profits from concrete
awareness to abstract principles, from related to autonomous thinking, fromfdeken

granted truths to enlarged awareness, and from the denotative to the connotative.

McDaniel (1979 gave a brief descriptn of each of the six major learning

behaviors that constitute the taxonomy:

1. Knowledge. This is the lowest level of learning and relies primarily on the intellectual

processes of recall and memory.

2. Comprehension. At this low level of understandirgjualent is able to paraphrasethe
critical process;models are found for methods to talk about art aesthetically. Or explain

something he (she) has heard or read.

3. Application. This level requires that a student use information or principles iniicspec

situation.

4. Analysis. At this level the student demonstraesability to take apart information to
discover the underlying structure and (sometimes) hidden meaning and assurSotobns.

skills as classifying and comparing are required.
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5. Synthes. This high level of cognition requires an ability to reassemble component parts
into a new structure not previously apparent. Here the student is creating new patterns and

unique inferences, such as deriving a hypothesis from a set of data.

6. Evaluation This highest level requires students to make critical judgments diagf,ito

develop criteria by which st judgments are made
Bloom et al., (1956) statdhat:

fiThe knowledge category consists of a literal, ment@msed recall of
information, i.e., who, what, when, and where. The other levels
increasingly call for the processes of critical thinking, problem solving,
and conjecture, i.e., how and why. According to Bloom, the hierarchy is
both sequential and causal, with each higher stage predicated o
mastery of previous stage$.30).

The six stages of the taxonoragcording to Bloom et a{1956) accordingto its
formulators, are expressive of the procedures of thinking, learning, and understanding.
Bloom determind his taxonomic model from a dsification model, inasmuch as the
incorporatorcorresponds to reality though the finast need display an internal, rational
consistency (Bloom et al., 1956). Surely the taxonomy ¢@#e teachers a steady,
comparatively precise, and commonly known laage in which to define learning

behaviors that are readily convenient from contexbiatent

The taxonomy researchers separated learning into three distinct domains: the
cognitive, the affective, and the psychomotor. Over a procedure of researchcusdidis
similar to that of Bloom et al. (1956) in the publication of the Handbook I. Cognitive
Domain, in 1964 Krathwohl, Bloom, and Masia published Taxonomy of Educational
Objectives: The Classification of Educational Goals, Handbook IlI: Affective Domain.

Krathwohl et al. dealt with the behavioral objectives that would test student attitudes,
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interests, commitments, values, and emoti@ysusing the rubric formed with the purpose

of needthelearnertoreplyi n t he hi gher domai n ¢earmefvouBll o 0 m¢
be abetto think and perform in these areas. The student is then provided to assist in self
evaluation of his/her workelatedto thei n s t r predictabtefdasmework in the final

project solution.

Bloom has supplied higher education areesial tool in curriculum improvement
and it seems that his theory had significant role over the 50 years without change, till now

(Webb, 2007).

In anadvanceart criticism model, an effort is prepared to mix thafective and
cognitive taxonomic separans byincluding elaborative questions with thabet tend to

produce more rationénguagedependenbelieved procedures.

Furthermore Farley and Clegg (1969) said the B| o o ta®kosomy has had
extensive acceptaneenid instructors in the design anssassmentf programs. In part, it
is this spread and assent that suggests the taxonomy's arranf@magntriticism. The
main shortageof art instructiorhappens at the basic level where teacisrig the hands of

the classroom educator whas had nmimumart training.

Art teachers usually i ew que st i opuipaseps ond thabhdeneygragess 0
the emerging learner's positive selbncept and individual artistic improvement, wih
emphasi®©n questions frequently beiragked abouthe student'artwork. Gall records that
numerous art classroom questions that should be categorized in Bloom's categories of

analysis or evaluation are really oral commands, e.g. (Gall, 1970).

Art education literature is surely not free of a diversity of art criticism
arrangements that give the art educator overall strategies upon which to base discourses,
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and many of these formats aquite alike to the key thrust of Bloom®xonomy. The
educator, though, wants exact strategies if a new mode of teaching, sucbrigigiam, is

to be applied Utmost art criticism models are alike to Bloom's taxonowtjich they
beginning with realistic, literal info and continuia progressively problematic applications
and parsing to a last assessment. Though, likenesses amid®tagamomy and these art
criticism modelscould not be taken asneessential proof of validation, bas asuggestion

of pedagogicaadaptability As such, an effort has been complete to mix Bloom's taxonomy
with Krathwohl's. Feldman's art criticism argament is comprised f@m of comparison

and reference.

This art criticism mode&llows for changesn numerous grade stages as well as
variable pacing for slow and fast students in respect to the amount of questions used in each

stage the complication fothe questions, and the level of movement ovesthges

The art criticism model defined in this study has a structure resulting from
educational theory and a methodology advanced from the results of educational research. It
is a theoretical modéinproved on the assumption that an art criticisvith the framework
to Bloom's taxonomymay develop art critical skills ananight be helpful to practical

guestionanswer discourses the art class

The researcher in this study, concentdatm art criticism, wich enable chances
for engagement with art making that have the potential to develop students viewpoint
about art andigure out their culture and world. In this new conceptual framewioek
researcher applied thHeeldman theory of criticism, which casets of four criteria, first

descriptionsecondanalysis, thirdinterpretation, and farth: judgment.
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To be more specificthe researcher took just one part of Felddvan t hheor vy,
analysis part. Feldman statihat analysis is the second stepthe art critiquing process
(Feldman, 1973). At this point the critic expresses their thoughts about the message of the
artwor k. Analysis relies heavily on the
Principles of Design to articulate in knowledgeablgesthe informaibn they see in a work
of art. The researcher selected taBements of Art and Principles of Design, because

students were in first semester and they edéallearnthese steps

Researcher chose analysis part because:

I. Refer to Elementfaart and Principles of Design

ii. In the analysis stepconsider the most significant art principles that were used in the

artwork.

iii. Articulatethe informationn aknowledgeable stylghatwhich students see in a work of

art, and

iv. Because studémwere in first semester, have limited art backgrounds and experience so

researcher prefer to choose analysis part.

The researcher dividedhe analysis DIPC(Description, Identify, Predict and
Criticize) part based on the Bloom's Taxonomy of Learning DomaBeing firstly
prepared in and for an acadengontent the improvement of Bloom's Taxonomyas
initiated in 1948jn thistime Benjamin Bloom waa committee chairperson of educational
psychologists, created in American education as$ designed tamprove a structure of

learning behavior types teelpto the strategy and assessment of educational learning.
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Unusually, Bloomdared to haveaidthat inthe beginning instruction must stress
'mastery’ of themes and the development of higher kinds wiitlg, instead of a useful
method to only transmitruths. The nodel of Bloom's Taxonomy has three sections, or

‘'overlaying domains'. He employed rather academic language; nevertheless the implications

are easy to comprehend:

i. Cognitive domain (knowledg®r 'thinkng' as intellectual capabilitfFigure 25).
ii. Domain of psychomotor physical and manual skills thédagsngd and ski | | s

iii. Affective domain (emotions, feelings, and behavior, @eeli n gr attitude)

Cognitive Domain
(Bloom Taxonomy)

Knowledge Define a Terms

[ Understanding thel Comprehension

Meaning
Application Discovering thing
Distinguish between| | Analysis
Facts & hferences
Synthesis | | Creating New
Meaning

Makejudgments about Evaluation
the value of idas

Figure 25: Cognitive Domain

In the critical process, modefsr methods to talk about art aestheticaligre

found. Based onthe Cognitive domain,the researcher made her own conceptual
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framework. DIPCconsists of,fiDescrib@® from the knowledge part,fldentifydo from
comprehensiorfiPredicd from application andiCriticizeo from the analysis part. Anderson
and Karthwhol in 200had subsequently changed the level five and sixhefcognitive
domain. Theyalso expandd a complex twalimensional extension of the Bloom

Taxonomy.

25 Correlation between art critic and art making

To identify problems inart education in conteporary Iranian art university
curricula adfirst research objectivethe researchegxplained théhistory and problems of
art education in Iran; to specitige degree of understanding and knowledge on art criticism
in undergraduate students at University of Tehrtre researcher descrideUTO s
(University of Tehran) curriculum goal; testablish and improve critical thinking through
the model of art criticism theorythe researcher clarifiedifferent approaches in art
criticism in the world The last goal was to identify the significant relationship between
scores of art critical abilitend studio practice of students at University of Tehaawl, so

the researcher trigid define critial ability and studio practicaverall.

Barrett (1988) believes that reading about art criticism for art education learners
might be less impres& than their involvement in studio critiqee Studio critiques are
probablyeffective in a learner's educatibr@use of the absolute accumulation of critiques
that learners contribute in during studio courses in numerous media cugy gears.
Perhaps, studioritiques areeffective practices because of the learners' acute and vested
notice in the critiguesneanwhile it is their own work that is the theme of critiques and

critiques frequently influence insttors' grading of students' art
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The resus of the $ udy about a r st aboptcriogues oy Barreft s |
showed that all of the instructors questionedre considerablydiverse instructors
faithfully conducted critiques as the climax of every studio assignment, and some lead
group critiques of workin development as well as complete plans, and several held
critiques only at the conclusion of an academic teih.of the instructors questioned
showed a positive opinion to the significance of the studio critique in their teaching, and

several select nut as the significant characteristic of their teaching (Barrett, 1988).

While all emphasized the significance of the critique in their teaching, they also
volunteered their perceptions about their own ability in critiques. Several stated that they
chosecritiques in which learners actively contributed as discussants and exactly measured
the achievement of their critiques on the frequency of student participation in the critiques.
Though, most indicated that they required a high rate of student talkyowsrahers also

disclosed that they tended to talk more than their students did (Barrett, 1988).

Since art criticism is started upon critical inquiryaamponent of learning in art
criticism, learners peresthe theory and practice of critical thinkginn the visual arts
context partas well Students read and discoursed, amid other sources, Kirby and
Kuykendall's (1991Mind Matters: Teaching for ThinkindPaul's (1990Lritical Thinking:

What Every Person Needs To Survive in A Rapidly Changing Waorttl Lipman and
Sharp's (1980Fhilosophy in The Classroont is significant to understand that when we
sayfhigherorder thinking in art criticism, those cognitive features and policies that these
authors prmote are exactly thenes that allow learnets make sense of and judge the
value of art for themselves. Without these mental qualities and cognitive policies there

would belittle to support higheorder knowledge in the visual arts.
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Barrett (1991) stated that, qualified art critics make no effatt breakdown,

frequently mixing descriptive data with interpretation and evaluation.

There are numbers of art criticism mod#hat have been published (Cromer,
1988; Feldman, 1987; Lankford, 1984; Smith, 1973) and art educators who have
investigated throgh one or moref theseare in a place to move their students further than
talking to writing about artworks. Additionally, learners' written criticism lets the educator
prepare further detailed guidance, better management and evaluation of criticaksctivi
and assessment of student growth in the art critical process (Johnson & Cooper, 1994).
Relying on the Delphi reportage, interpretation, analysis, judgment, conclusion,

clarification and selfegulation are parts thabmprise critical thinking (Faciee, 1990).

Art criticism models are various, such as, Stevenson model (1950), Bruner theory
(1958), Sibley model (1962), Weitz model (1966), Moffit model (1969), Feldman model
(1970), Broudy model (1970), Smith model (1973), Hurwitz model (19¥anmblen nodel
(1984), Lankford model (1984), Mittler model (1986), Crawford model (1987) and
Anderson mdel (1988)While most regarded model used in teaching art criticism is

Feldman mode{Subramanianm2009).

Belluigi (2007) statd that:

AAn ef fect isvheoud wr rsitcculviemt o d6éestabl i sh
assessment, learning and personal development by; inter alia, allowing
students some element of choice, encouragingassssment and
reflectiono (p.18).

Talbot (1998) indicated that for this reason, art edation is ideally intended to be

experienaoedoas U wikremough e iardialbwadce for learners to
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di scover their goals and spread their boul
critical reflection. What this requirass a pedagogi ¢ met hod that
exposed to potentials, and cooperative, an

(Jackson, 2003).

An exit level outcome of the undergraduate degree accotdirdpe Belluigi
(2009) was thathe st udents should Ohave gained ex
transferable skills, particularly creati ve

i nnovative problem solvingé.

2.6 Type of art criticism

There are different type of astiticism, one of these category includegure 2.9:

Journalistic Pedagogical
Criticism Criticism
Scholarly Popular
Criticism Criticism

Figure 26: Type of art criticism

2.6.1 Journalistic criticism
Art criticism writing nowadays consists of art exhibition in galleries and museums

intendedfor the geneal public. Academic criticism (which includes art history) is i
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same as the journalistic context however used it a lot these days (journalistic criticism deal

with art mainly to the extertb which it is newsworthy).

Some journals like Flash artrtANews, Modern Painters amdc have integrated

views and specific language based on &&#993) opinion.

2.6.2 Pedagogicakriticism
It is to advance the artistic and aesthetic maturity of students. In this criticism type,

the teachers of art shoub& capable of functioning as criiof mature work.

2.6.3 Scholarly criticism

Gee (1993) indicated that scholarly criticism is academic criticismisaadully
developed product of schosdmip and critical sensibility. It is miten for a more specifiart
audience andnclusionin art journals. Lecturers, professors,a educat ors an
write scholarly criticism witha special style,different information and medius Itsd
functionsareto provide the best analysis, interpretatiand evaluatin of art which ample

time, spaceand evidence can make possible.

2.6.4 Popular criticism
The judgments made by the large public hawe claim to critical expeide It is
also aboujudging art whether qualifiedr not. Thereforgthe existence of a lge amount

of popular critical opinion has to be consieléas toits effect on the total art situatiom |
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other words thee types of criticisntan become discriminating withtheir own standards

of fidelity to visual facts (Gee, 1993).

Moreover, there & essentially three types of art criticism instruction: (1) Art
criticism based on established procedural approaches. Approximately 20 fairly specific
instructional approaches to art criticism have been identified (Anderson, 1988; Hamblen,
1985). These hava designated format that indicates the order of instruction and student
participation. (2) Naturalistic or informal art criticism which occurs without an instructional
format or specified focus. This is local talk about art. It is not necessarily ummeddout it

is not procedurally organized, as art criticism usually is in classroom situations.

Congdon (1985) has discussed this type of art criticism in terms of the art talk of
folk artists and laypersons. (3) "Observed" art criticism engaging initactsen vicariously
by reading analyses of art, listening to others discussing art, and so on. Just as students now
study artists' biographies and styles, observed art criticism might also include a study of the

professional development and literary chégastics of specific art critics (Barrett, 1989).

2.7 Art criticism model for education
Art criticism method improved by art instructsr are thosewhich provided
techniqus to assisstudentsvith how tothoroughly recognize hoto increaseheir ability

to encounter art.

Feldman describes e major philosophies of art: Formaligan interest in the
formal construction o the piece, or its 'beauty"”), Expressivisfponcerned with the

communication of ideas or feelings), andnstrumentalism” (an intese in arts
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effectiveness for an institutional purpose, of which technical considerationdsare a

factor) (Feldman, 1987).

The determination of formal excellence is miéitely based on perceptions of
rightnessn visual organization. This "right" orgaation is one which embodies the "ideal
structural possibilities of its constituent forms. As in the thaaighPlato, this realm of the
ideal is not identical to things themselves but can be recognized in "things" by certain

people (presumably good pae) (Feldman, 1970)

Ultimately then, formal considerations of excellence are hard to justify except as
preferences for "norms" of form and feeling. One could argue that no artwork's objective
character is wholly formal in nature; consequently, formalismmore useful for the

description of formal structures than for judgments of them.

The determination of expressive excellence is based on the capacity of an artwork
to communicate ideas and feelings vividly, intensely, and truly (Feldman, 1987). Since al
art communicates ideas and feelings it can be said that art is essentially expressive.
However, the extent to which an artwork goes beyond the level of ordinary arousal of

emotions determines iexpressive excellendbe more intensehe better.

Yet, this is not enough in itself, for an artwork should also express "truth" or
significant or relevant insiggtit should have a resonance with our existence. However, in
matters of emotional arousal and relevance we are also faced with the problem o?"norms
Although one cannot deny the importance of art's expressive nature, purely expressivist

standards of excellence succumb to indeterminacy.

The instrumentalist view overcomes the problems inherent in formalism and
expressivism by incorporating formal aarlpressive issues while endeavoring to integrate
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art within a larger world view. Within an instrumental framework, form and function are of

equal concern in art (Feldman, 1970).

They operate simultaneously and are interdependent. If function (or purpose)
cannot be seen or understood in or through the formal organization of a work, and the
expression within a work, then the work is not successful. Because they serve purposes
beyond themselves, formal organization and expressive content are never "puhelycides
The determination of instrumental excellence depends upon the notion that enthusiasm and

aim cannot be separated (Feldman, 1987).

For the instrumentalist, the extent to which an artwork serves its purpose (as
embodied in a triad with form and ideia)the extent to which it succeeds as art. The issue
of technique can therefore be considered as ancillary to the concept of instrumentalism in
that there should be a "close correspondence between appearance, meaningtiamd’ f

These, together witlogic in the use of tools and materiaisnstitute technical excellence.

Expressed succinctly, means and ends should balance in a successful work of art.
This, technique is a subsidiary to the fulfilment of a purpose. It is, however, important to
point outthat the function or purpose of an artwork need not be thought of as only physical
in nature. An artwork's function may be the advancement of philosophical, moral, religious,
political, or economic ends, and none of these possible functions of a workcassarily

mutually exclusive.

Feldman(1987) notad that he full potential of art as a symbol pregnant with
meaning and simultaneously functioning on an immediate, direct, powerful level is realized

within the instrumental framework. In the opinion bistwriter, therefore, instrumentalism
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would be the most useful approach to determining artistic excellence in the criticism of a

sculpture wherein the "dwelling” is used as a motif (Feldman, 1987).

Often art criticism is not successful in the postmodest because it considers at
artworks without seeing the context. The unawareness of the context is the extension of the
formalist and modernist tradition thaibsurdly the individuals in the art world greatly
want to overcome. It should be accepted #atcriticism is contexbased, so that the
social political background of the artist, of the critic and the work regulates what he or she

assumes to be a goadwork (Gee, 1993).

Since criticism is surrounded by culture, it should not only addresburalso

consider other scopes of life in the decision making process.

Gee calls for a contexdonscious art criticism and states that the language of
cit i cism i s penetrated not only by the tr ac
political, religious, philosophical and scientific discourse, and is, therefore an instrument
not just of promoting art, but also of bringing it to specific sphefegalue beyond the

aesthetic (Ge€,993)

Based on Ge® §1989 idea the greatest tension amond aritics happens when
some critics adhere to and trust in formalism, while others judge art by its benefits to
society. In fact, it is not true in reéigl as the market adheres to its own hypothetical logic as
it was earlier mentioned in the dissertatidxs some critics decide what is worthy of
consideration, their philosophies will establish modern art history books. Nevertheless,
most of the art publications lack the truly critical voice, seeming like critics were frightened

to form ideas. The reasontlsat not only art critics are worried about insulting some people
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with judgments, but also they may not be ®elfhfident sufficiently to have a major voice

concerning what is bad and whagizod

Art teachers who have established approaches of acismthave helped students
comprehend more systematically how inspiring an encounter with art can be. Although
many approaches are available, the majority have similar structure to the methods
suggested by EdmunBurk Feldman (1970) and Gene Mittler (1980hese approaches
offer consecutive procedures envisioned to lead the student from the early facing with an
artwork to a profounder and greater understanding. Several techniques oblige students to
initiate their critical investigation by systematic destop of what they observe.
Interpretation and judgment lead students to more multifaceted analysis and better

understanding.

2.8 Description, interpretation, and evaluationin art criticism
There are various kinds of description in art criticism. Trad#lly, description
has focused on recognizing, deciphering, and analyzing the literal, illusion, and expressive

properties in a visual image.

Thompson(1990) indicated that recent deconstructionist criticism, however, uses
so-called iideep descriptiamwhich normally begins with a response to the art object or
event but then leaves the realm of the object entirely, focusing instead on relationships and
meanings of relationships which arise and which may or may not be referenced to the
object or event. Thisort of description sees the art object or event as one of many
continuously slippig signifiers Meaning in criticism is in a web of relationships rather

than being held within the field of influence of the artwork.
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The point of deep description does rsm much understand the artwork but
understanding oneself and the "texts" of one's life in context with the work and other
relevant factors that present themsehMasdersonnoted that e deconstructionist critical
method of deep description is not parlaly appropriate, in that deconstructing and
decontextualizing imply that one already possesses a sophisticated understanding of
cultural assumptions, mores, beliefs, and institutional codes. Traditional and structural
criticism, through unifying relatighips, seeks to construct meaning while
deconstructionism seeks to defer and decontextualize meaning, attaching it to an infinite

chain of slipping signifiersAnderson 19B).

There is a view of description that has come to be widely accepted in arti@duca

literature. This view can be summed up in four propositions:

i. Description is an intrinsic part of the process of art criticism.

ii. Description is concerned with listing or inventorying the objective features (data) of a
work of art.

iii. Description does not use emotive or expressive but, rather," neutral" language.

iv. Descriptions areither true or false.

At a deeper leveloften called formal analysis description deals with composition
and style. The organizing principle at this level is an emation of relationships within
the parts of an artwork and its physical, social, or psychological relationships to the larger

world.

Effective organizing devices to use in understanding the internal physical
relationships are the principles of designiti€s apply principles such as unity, variety,

proportion, rhythm, and focus to try to obtain a formal and expressive sense of a work.
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Recognizing both the intellectual and emotional character of a work gives the critic vital

information for interpretation

The role of interpretation is to make sense of a work, to posit a meaning. This
entails using the evidence collected in description and creatively synthesizing it in a way
that accounts holistically for that evidence. Projecting meaning is a creain thtin
analytical process, synthesis rather than dissection. The critic, at this point, uses his or her
intuition and life experience to "read" the evidence and tell us what the point of the work is
and how and why. In determining the point it is critimadraw upon what was described to

be the work's expressive character.

By the time description and interpretation are com@et®ording to Smitl{1973)
ideg the critic's evaluation of a piece will be selfvious. In fact, as often as not, a
professioml critic begins a critigue with an evaluation. But initially even a professional
critic must do exploratory criticism (Smith, 1973) when encountering a new piece. In the
case of exploratory criticism, the critic makes an initial evaluation, cautiously and

tentatively, as &deacon for further exploration (Anderson, 1993).

Description involves looking for those qualities that either support or disprove the
initial judgment. In exploratory criticism the critic needs to keep an open mind until
description andnterpretation are complete, since the initial judgment may need to change
as insights develop. Very seldom do professional critics show a reader their processes of
verifying initial evaluations, but the process should not be avoided. It remains for art

educators to make this press explicit (Anderson, 1993).
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Value judgments underlie all criticism, thus criticism is an act of persuasion. The
critic has a position and is trying to get the reader to see what he or she sees. Good criticism

exposes the critig'values and points to avsable and defensible criteria

Anderson(199) said,

AEXploiting the claustrophobic quality of the space, which is dimly lit,
with steam pipes threaded along the low ceiling, [Jesse] Rothschild
created an elegiac Last Supperpplated by hay people huddling
mutely on facing benches ... Rothschild created a memorable image of
the horrors of life in the world according to Jesse. The message was not
complex, but it was compellingp. 171).

2.9 Art criticism phenomenologicalmethodology

Basic critical discourse is designed as three clusters which include: art criticism
presuppositions, art criticism exercise proposals and proclamation offering the importance
of art criticism for everyone in society. Relying on dbepropositionsrad a subsequent
phenomenological method of explanation, art criticism mettay@outlined in thesefive
components: first is receptiveness, second is orienting, third is bracketing, fourth,

interpretive analysis and the last one is synthesis.

Lankford (1984) states t h a t art criticism 1is sign
viewpoint for different reas@) amongst them that art criticism s@s useful stage for
those do art making; although art criticism sl improve visual literacy andid
individuals toimprove their knowledge anorganize the visual environmeiatit criticism
extends the foundation of understanding, practice and experience for those who use it; art

criticism persuadethe exercise of cognitive and impressive procefs&ntherwise may
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rarely be arouse; and finally art criticism suggestshigh potential forselfachievement
and knowledge through preparingrmmipled approaches for concluding timeportance of

meaning with determine of earprises as it pertains &ot

Art criticism is a process forecognizingthe expressive importance of artworks.
The critidd &unction is to distingish and explain that significanse that others may have
increasd experience with works of art whether taby by a classroom teacher or

connoisseur eerts.

While the literature accessible on the theme is expansive, it is simple to become
disappoined if seeking for an obviously outlined, cohesive methodology outlining both

values and processes of art criticism (Lankford, 1984).

2.10 Literature review

The literature review comes from the writings of art teachers who embrace theory
and methodology regarding art criticism. Studying events and theories from ancient history
can help toaid comprehension and exploration of the present andrremge for art
education in the future. The historical review is categorized into four key sequential
sections including the years until 1920, 1920 to 1940, 1940 to 1970 and 1970 afterward
(Figure 27). Each section evaluates significant happgs that had effect on the

development and appreciation of art criticism.
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Prior to from 1920 from 1940 After 1970
1920 to 1940 to 1970 Decade

Figure 27: Art criticism from prior to present

2.10.1 Prior to 1920art criticism

In 1898, the first art criticism and appreciation coursesenU4B were introduced
at Harvardaccording td_ogan(1975) Charles Elliott Norton tried to refine an art survey of
masterpieces into a course of art appreciation to raise the art study to an academic level.
Some institutions followed his model through adpart appreciation to syllabus (Logan,

1975).

In 1899, the main direction in thought began that affected art criticism and
appreciation through appointing a committee by the National Education Association to
define the goals of art education in the cwiuen. The committee mentioned the
development of beauty appreciation as a main objective. Therefore, art appreciation was

of ficially stated as the art programbs obj

Logar® book, Composition explored the rudiments of the creation of an artwork
in 1899: ling value, space although little attentiasas given to color until the revision of
book in 1913. In the later edition, basics of composition were also added: (a) symmetry, (b)
transition, (c) rhythm and repetition, (d) balance and subordinatiah{egncontrast and

opposition.
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The book of Henry R. Poore (1903jctorial Composition and the Critical
Judgment of Picturessimilarly becamepopular among teachers between 1903 and 1915,
because it offered an analysis method in art which comprisedblaience, color, value,
and other art structure areas, and included reproductions and diagrams accompanied by
directions on how to explore art. According to Jones (1974), he had an early effect on the

use of art inquiry and criticism in education of grpeeciation.

Stankiewicz(1985 said that,

fAppreciation of the aesthetic qualities of art was #ivowed goal of
picture studg (p. 86).

Henry Turner Bailey is associated with the Picture Study Movement who in 1903
was the editor of the School Arts Baodkhe main stress in picture study was examining the

cultural value of students to realize beauty, develop good tamtdearn strong morals.

Hamblen (1985, in the study of black and white copies of "great" workad
influence on art teachers throutite School Arts Book. He further influenced teachers by

linking morality withbeauty and incorporating teack@iginated arturricula

John Cotton Dana (192@)as a librarian from 1902 to 1909 at the Newark Free
Library, where he developed a flow of piog collections for use in schools. He motivated
students to be conscious and examine everything closely in their daily experience

storefronts, billboards, comic books, and the common things.

Art transcrips were published by the Prang Company printeid 1908. To

contribute toart educatorspictures designed to educate weesigned. The bookegan
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with introducingGreek and Egyptian art, and after that continued serially over the period of

Romantic period. There was no work to help educators on theovesgésthe art

2.10.2 Art criticism from 1920 to 1940

John Dewey led Progressive Education in the twenties, focused on therthid
needs as the foundation for defining the quantity and quality of art as the worthy subject
matter for study. Anothesignificant feature of the arts to the progressive theory of
education was art appreciation that was presumed to be the result of art expression. The
new method to art appreciation caused an experieased program of art. The official,
organized study ofreat composition and works was no longer supported in the similar

way, even though it remained the same (Jones, 1974).

In The Beginnings of Art in Public SchopMathias statedif we are to expect for
a society with art appreciation and some skill tmainter some art problems, cowse
should prepare for improving attitude for sedkpression and for comprehension the
expression of others (Mathias, 1924). On ¢betrary, Logan (1975) statedat the word
"art appreciation” needs to be removed as @ppses almost an impossible activity for
millions of Americans. He designated that artworks were inaccessible for the majority of

people and were characterized at finest by small replicas.

Students observed "masterpieces" in Picture Study painted byrdste'st" artists
of the world, mainly European masters. Even contemporary American artists, cubists and

impressionists were omitted as late as 1927.
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Smith believes thatart appreciation was an echo of European moral values. It did
not result in or allowstudents involvement the artwork of the artists of their day or in

forming of tastes (Smith, 1986).

The Federated Council on Art Education was established in 1925, and funded by
the Carnegie Corporation of New York. Practices in art education in Amerieastuelied
by the Council. They reported that there are three wadging objectives: knowledge,
skills, and appreciatiomnd sixexplicit objectives: attitudes, appreciation, habits, skills,
outstanding abilitiesand idealgLogan, 1975)lt is said thamodern art education started
in America in the 1920s when widespread interest was given to art as education. The same
period, the new art attitude paralleled the common public interest in education. The art
growth was in three directionart appreciatio, industrial arts (art and crafts for industry)

and fine arts (DeFrancesco, 395

An aesthetician, Thomas Mun(©956),contributed to forming of a primary base
upon which aesthetic educators created their work later. Critical questions were posed by
him concerning artworks that covered the phases of description, official analysis and
interpretation. His strategy of questioning stimulated the viewer to see the work through
different viewpoints to understand the object further. Teachers of art apprebiagjan to

use his questions amdkeas (Munro, 1956).

In 1933, two significant educational projects started. One was a national study of
secondary curriculum, currently recognized as the EYgiar Study. The other was a
concentrated local community/schqmioject, the Owatonna project. The development of

art appreciation was influenced by both studies.
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Art as Experiencéy John Dewey focused on developing the thesis of the title in
detail. Art as a product and as an activity was deemed important becatfeesthuman
experience. Perception and recognition of an art object were different according to Dewey.
According to this interpretation, identifying the object was to have interaction with it on a
completely cognitive level. The perception process casagrcognition and the thoughtful
effort to improve the self through imaginative communication of the aesthetic reaction

(Dewey,2 0D 5

Eventually, Dewey's ideas resulted in the development of aesthetic education.
Dewey, in his aesthetic theory narrowlynked his democratic social philosophy and
functionalist psychology believed art signified what life might be, instead of philosophy of
the "art for art's sake". His philosophy influenced his student, Munro. He stated the
significance of a crossultural and encompassing comparative method to the study of art

history (Dewey2 0 D 5

Instrumentalism was considered as an attempt to establish a detailed rational
theory of concepts, of inferences and judgments in their numerous forms, by seeing
principally how hought acts in the experimental identifications of future consequences... it
tries to create generally acknowledged distinctions and logic rules by stemming them from

the mediative and reconstructive function attributed to reason.

2.10.3 Art criticism from 1940 to 1970
In the forties, a prominent art educator and a psychologist, Viktor Lowenfeld
emerged. While he deemed art important in life, and while he appreciated it for his

students, his main concern was in the dhifgrowth as a feeling, thinking,nd seeing
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human beingworries that werenot unfamiliar to individuals who were raised on the
Dewey0s e phiosophy (Pappas, 1970). The importance of developing process
over product, the imagination and the creative studio experience was emphasized
Lowenfeld's philosophy of teachingLowenfeld and Brittain (1969)stressed the
significance of integrating four experience areas into the program of art education:

intellectual, emotional, aesthetic and perceptual in Creative and Mental Growth.

Currentstress on muklcultural art education rooted in his philosophgwenfeld
andBrittain (1969)indicated if we want to know a period ari$ characteristics, we should
explore its art expression and its social, cultural, and scientific accomplishnfewts. |
want to comprehend entirely an artwork we should explore the time in which it was formed,
the conditions which regulate its art expression and style along with the separate forces

which directed the artist to his/her form of expression.

This swappingeffect between culture and period, art expression, social, religious,
and political environment has always been very important for the appreciation of both the
culture itself and the period in which a culture @sned. Lowenfeld in th&hilosophy of
Llowenf el d was partly entrenched in his teac
Before teaching at Penn State University, he trained students from a mairilyctone
African-American community. He tried hard to recognize the social state of student

(Lowenfeld & Brittain, 1969).

McFee emphasized the influences of distinct learner dissimilarities and of the
culturatanthropological and psychological factors influencing learning, as the influences of
feelings, past learning, and culture were vitalconcept of McFee. She highlighted

interaction with one's delineated art and environment as communication between society
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and people (Mutchler, 1976). McFee demonstrated anthropological and sociological

aesthetic interests that paved the way for a latesswn multcultural art education.

According to Efland(1990 a succession of seminars, conferences and symposia
were held on aesthetic education in 1965. The Arts and Humanities Program directly
supported most of the conferences as developmental @stivithe Seminar in Art
Education for Research and Curriculum Development was exceptionally importance to the
Aesthetic Education Program which was held in 1964 at the Pennsylvania State University,
directed by Edward Mattil. Its preparation report planreedstrategy for curriculum
devel opment and proposed a preliminorsy de:¢

and tasks

Aesthetic Education Program, the CEMREL, Inc., concentrated on content groups
entitled as centergf-attention. "Packages" or imgttional units were planned around each

focal point.

Its first grouping, Aesthetics in the Physical Woalctording to Efland1990) for
example, examined the aesthetic qualities of motion, time, sound, space, and light. As all or
some of these basicsearudimentary to every form of art, they offered a basis for aesthetic
education. An elementary objective of each unit was to direct students to the consciousness
that all phenomena may have aesthetic qualities, regarafdseing natural or mamade

(Efland, 1990.

2.10.4 Art criticism after 1970s
The curriculum development programs of the National Institute of Education were

inherited from the Bureau of Research of the Office of Education. The Aesthetic Education
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Program was established at a local edional laboratory (CEMREL) in St. Louis. It was
proposed for the common classroom, kindergarten through 7th grades, instead of the art
professional activity once a week. This program emphasized aesthetic perception in all
aspects of human experierfzgsedon Smithidea particularly in arts, instead of depending
merely on historical knowledge, crafikills, or manual dexterity in any one medium.
Dedicated to the learniAgy-d oi ng educati on, the <creator
educational philosophy, ¢haesthetic education theories of Herbert Read and Lowenfeld,

and the ideas of Barkan and Broudy (Smith, 1987).

Efland (1990)believed thatg¢aching approaches required to fulfill the objective of
developing art appreciation for the learner are fairlyedéht from those used under the
philosophies of the early 1900s. Today, goals emphasize the perceptual development of
student regarding cultural sensitivity and awareness. Nevertheless, since the finale behavior
turns nto one of responding to a ndesten artwork, the teacher finds it essential to
involve the student in feeling and thinking about the art work from other cultures in a way
that is beyond superficial. The teacher should offer a questioning method that directs

students into emerging key idefas themselves as the process ofsjimming ensues

The process of questioning conventionally offered to students has often
concentrated on four concern areas, as the students may initiate assessment of an artwork
according to these features. Hart (198itéd the four main important features for Western

art:

I. Individuality, The role and centrality of the individual artist is vital.

ii. Originality, The originality and uniqueness of the work is vital to its achievement.

iii. Permanence, The durability the art object is essential.
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iv. Form, The form centrality is important. Stylistic analysis and evaluation of form is

perceived as important in defining the value of the work.

These criteria are essential to Western philosophy on seeing art. Talking or
discussion about art in the college has often concentrated on these four standards, and this
may present the impression that all works of art, whetherWestern or Western are

deliberated by the similar set of standards.

2.10.5 Art criticism background in Iran

According to Lalen(2006) without doubt one of the most important problems in
the field of art is little attention to the internal investigation and the lack of suitable space
for writing scientific and scholarly critique in Iran (Laleh, 2006).eTboncept of art
criticism in the contemporary world and the way theorists are engaged in academic centers
in Europe has no valid background in Iran. What our predecessors have offered as a critique
of the theoretical basis and critique criteria are neptiegble and today we cannot refer to

those ideas based on theoretical discussions critique (Zarrinkoub, 1959).

Shad Qazwini(2009) found that, among the founder of modern contemporary
thinkers who were native critique can mention of two professors, Molhadndin Foroughi
and Mirza Fathali Akhondzadeh in literacy criticism; on the other hand theoretical basis of
art criticism as a branch of artistic research in the world have a strong background but is
still young and inefficient in Iran; although applicatiareas and o c i meedyofcsticism
is not known for professionals and it does not haavappropriate definition irthe Iranian

community. In factart criticism in our society has nbéenscientifically validated antiad
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its origin aligned with theneeds of moern criticism in the world. Having valid and

proper art criticism is an undenialsiecessity in Iranian society

In an overview, wean conclude that art criticism topi Iran havetnhad along
background and refer to the late Qajar @ilze direct translation of Western concepts and
critical theories is importantbut it is not sufficient to generak to the art of our
contemporary soety. Art Criticism can be helpful fahe promotion of arts and culture in

community.

Basically we @nnot force compatibility between our own traditions of art
criticism with the West; because our criticism that hddressed this issue in deforms
only less than thredecadesbut the art criticism in the West was common for nearly six
centuries. Howver, the field of art criticism, which includegournalistic criticism,
scholarly criticism, formalistic criticism, content criticism, deconstructive criticism,
feminist criticism, hermeneutics criticism, comparative criticism and social criticism,.and ..
are little known in Iran. We are stiNalking the beginningpathof cognitive understanding
of art criticism and to express the artistic prodt i on and arti st oés

involved with pleasantries and generaliti§®ad Qazwini, 2009

In contrast, Rahnavard (1999) and Inanloo and Dadvar (2006) believed that, in
Iran we have art criticism and crisitogether; they believe that, we should improve our
criticism to develop art because strengths and weaknesses of aateoegkognize in the

realm of criticism.

Some of the functions of art criticism aceeativity and construction and finding
good artworks and artists (Azma Monthly Journal, 2006). While definition of art is

different from culture to culture; Iranian crigicuch agarshid Ebraimian (2004), Faeghe
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Boghrati (2004), Habibolah Derakhshani (2004) and Mortezad@zi (2004) have similar
ideas about art criticism. They believed that criticism in Iran must be imprevel also

combineal with Iranian culture.

Art criticism is divided ito two categories/groups Iran based on Behanam
Kamrand s i d e a group istlee wfitésmwbotwrite journalistic criticism whod o n 0 t
have efficient tools to record the cultural studies and cannot understand it; the second group
consists of writes who studied philosophy and literature and are not familiar with artistic
events, and most of theechon 6t go t o v iKamrani believed tlatwe hayea | | e
an extensivelack of cultural criticism in Iran and we suffer from lack of people who read

the criticism in society (Kamrani, 2005)

Art criticism in Iran nowadaysaccording to Dastgheibis being testedand
suspended between tradition and modern criteria, two different thought dpraihs

lacking philosophical thinkingn society (Dastghb, 2008).

2.11 SelectedArt Criticism Models

There are variougpproaches and scholarstive area ofart criticism. Hergthe
researcher selects the more relevgsince 1950 and important approaches which
somehow related to thistudy. The researchahoseBruner, Sibley, Weitz, Feldman,

Broudy, Smith, Hurwitz Chapman, Hamblen, Lankford, Mittler and Anderson
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2.11.1 Jerome Seymour Bruner (1966art criticism models

Bruner did nothave a model for criticisrmonethelessa model was based on his
theory He thought that the key task of education was to offer learners comprehension of
the essential constructioof art Based on the Bruner idea, awareness is dugtmf
making decisions. The learner makes an arrangement of decisions regarding thectart obje

and this decisiomaking procedure contains the usage of biased cues.

Therefor, to use the cues, the learner infers recognizing features concerning the
object, and these specifications are then separated into groups based upon sets of common
charactestics. Bruner (1966) stated that, there are four phases in the ordering of decision

making Figure 28):

Primitive
Categorization

Cue Search

Confirmation
Check

Confirmation
Completion

Figure 28: Decision making (Bruner 1966)

In the first phasethe object is conceptually sefzed as a main work of art, in the
second phasehe learner scans the work of art for data in order tealisry cues. In the

third phase the exploration is limited by further cues that confirm previous empirical
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decisiors. And the last phases, the learner take out insignificant data in order to

emphasize the classification of the art object.

2.11.2 Sibley 95 Yart criticism models
Frank Sibleyo s a p psrto gicehattention to the observer's aptitude to
understand and tell about convinced quaditand trad in the art object. Sibley makes a

division among the aesthetic and rasthetic qualities of aartwork.

Sibley (1959) statel that aesthetic qualitiesre comprisel of the observer's insight
and taste, though the naesthetic assets are ateliteraltraits. All of thisis significant as

it is the method of the educator's styletiering.

He poined out some recommendation for art educators regarding to teaching art
criticism. He believd that nonaesthetic property like art elemerisnot included in taste
but aesthetic qualitiesefer to the taste; though naestheticoropertylinked to aesthetic

features (Sibley, 1%

2.11.3 Weitz (1966)art criticism models
Weitz (1966) emphasizedpon theconceptualifferentiationbetweendescrption,

explanationjudgmentand aestheticd-igure 29).
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Descriptive

Explanations

Evaluation ‘yl
Aesthetics v |

Figure 29: Weitz art criticism model$1966)

Expressive statements or actuesertionabout the art object. Explanations or
interpretationsandassumptiorabout the significanperspectiveof the artwork. Evaluation
relating opinions aimed aiccrediing the assessment. Aesthetics connecting hypothesizing
about thedescribenature ofchosenexpressive terms and the impactaofexact theory o

the artwork (Weitz, 1966).

2.11.4 Feldman (1970method of critical analysis

As Edmund Burke Feldman has said, "art criticism can be defined as talk spoken
or written about art. He has formulated a method for "talking about art" in a structured
sequepe of stages. The Feldman method of criticism is significant among the critical
methods which have been espoused because it is phenomenological in nature it attends to
the artwork itself and consists of four stages: description, formal analysis, inteopreta

and evaluation, or judgment (Feldman, 19Ryure 210).

In the course of working through these four stages the critic performs tasks which
move from simple to complex, concentrating on specific visual details beforgonrea

implications about their general meaning and value (Feldman, 1987).
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Formal

Analysis Interpretation Evaluation

Description

Figure 210: Feldman art criticism model (1973)

There are many purposes for teashter employ their students in art criticism
based on Feldm&ng&l97Q 1973) opinion. He stated thattalk about arts to beaware and
informed for exploration about art and human status (Feldman, 1973). Establishing and
forming talk about art, educaetudents othe importance of looking carefully and more
intelligenty at art. Art criticisn® purpose ighe capability to reac visual environment and

to acquire theroficiency needed to select between values.

Feldman (1970) stated that, a suitabé ef objects is the acquisitioof the
process of art criticism; whithe recognizes as description, analysis, interpretation and
judgment. Learning these critical processes is worthy; because these processes slow the

viewing confrontation with art purpose and help in hanmggmmature judgment.

2.11.4.1Description

The first stage of Feldman's method, description, begins with an identification of
the facts known about the work the title of the work, the artist who made it, the date when it
was created, the place where it was made, and if possible, the medium or matsaals
made of (Feldman,1970). After the identification of these facts the critic proceeds with the

description proper.
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Payne (2008) said that,

nlt i's during the description process
about what they see. These observetionust be objective with no

inferences or expressions of personal opinion, listing only what is seen
Awithout wusi ng -Ovbael auvet iwourldés osru cohu galsy 0 (|

Although Payne (2008) stat¢hat,

OWhat is the written RexapMork2nWwhoison on tt
(are) the artist (s)? When and where was the artwork created? Describe

the elements of the artwork. Define the technical quality of the work.

Explain the theme. What is it all about? Are there familiar images (p.1).

It answers the quaeh, "What do you realize in this picture?" The numerous

features that establish a description comprise:

a. Art forms such as paintinggslpture, architecture or a minor art.

b. Work medium such as paint, stone, clay, stéel, @xd technique (used tenl

c. Scale and size of work (association with fesamd/or person and/or context).

d. General shapes (architectural physical system) or elements within the configuration, such
as identification of objects, constructing pbstel building or painting wth numerous

figures aligned in a row.

e. Diagonal, vertical, dnorizontal description of axis.

f. Line description of, including contour as planar, soft, jaggtd,

g. Explanation of how line describes space (volume) and shape; differentiate betesen lin
of composition and lines of objects, such as variable, thick, thin, intermittent, irregular,

indistinct, etc
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h. Interactions between shapes, for example, small and large, overlaiping,

i. Portrayal of ctor scheme (palette) and color.

J. Surface tgture or other eglanations about work execution.

k. objectds cont ext(Payne,2008.i nal date and | oc

Feldman (1982) emphasized the significance of the criticism language when
speaking about art. He presented critical talk and criticism adwitaéadvancenentof art
appreciation and highlighted that all art educators should work unceasinglyirocritical

skills development. Teachers started tothese four areas in curriculum

2.11.4.2 Formalanalysis

Feldman (1987) provead that thesecond stage of his method, formal analysis,
involves a description of the relationships among the things seen and described. This
analysis involves art theory in the sense that it delves into the perceptual response to
relationships among various elemeatsl their relative positions, forms, colors, textures,
and so on. For example, in this stage the critic might explore the ways certain colors are
seen to interact with one another, or explain the psychological and physiological effects
they have on the gwwer. Of course, certain responses are basic to human beings, while
others are culturally conditioned. Accordingly, Feldman mentions the importance of the

viewer's expectations whatever their origin in deveigpghe formal analysis

The activity of analyis involves discerning much more closely the ways in which

elements noted in description dispose themselves into a variety of forms and patterns. Thus
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subtle analogies as well as contrasts of color and shape may be detected, as may

progressively differemted themes.

Formal analysis can be quite complicated and demanding, but there is no escaping
it in the case of complex artistic artifacts. Again, just how much of it should be done at a
certain age or grade level is a relevant pedagogical questiontl&sbt should be used
cautiously in the elementary grades, lest the learners become taorsstfous about the
dissected mode of attention that typifies analysis. But used skillfully, analysis can lead even

young minds to synoptic vision.

One cannotmalyze for long, however, without noting the dramatic character of an
element or relationship. Relationships are always certain kinds of relationships: elements
clash or fuse harmoniously, appear in mutual or uncertain accord, attract or repel. Analysis
thus tends to involve the characterization of elements and relations. With the introduction
of the termficharacterizatiop, we may note a problem with critical language, if only to
explain the way critical terms are being used here. Description answergett®n,iiHow

did the artist do it® The numerous fundamentals that organize analysis contain:

a. Definition of theme through cognition of iconographic features, for instance, mythology,

allegory, historical evengtc.

b. Selecting most usual charactecistor features include color, line, texture, shape, etc.

c. Exploration of the design principles or composition, e.g., rhythmic, stable, symmetrical,
chaotic, repetitious, unified, geometric, harmonious, varied, vertically or horizontally

oriented etc
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d. Argument about how structural system or elements contribute to image appearance or

function

e. Exploration of role of color and use of light, for example, shadowy, contrasty, symbolic,

illogical, cool, warm, etc.

f. Treatment of landscape and space, billtisionary and real e.g., deep, compact,

naturalistic, shallow, random

g. Description of movement and is the way to achieve that

h. Influence of specific used medium(s)

i. Opinions about proportion, balance and scale (interactions of each compositiantipa

each other part and to the whole) and emotions

j. Response to monument or object.

2.11.4.3Interpretation

Feldman (1987) pointed out the third and fourth stages of his method,
interpretation and evaluation respectively, involve a deep responséhat has been
described and analyzed the most commonly recognized objective of art criticism. The
interpretation of a work of art is a statement that describes the ideas or concepts embodied
in the work as a whole, and "their relevance to our lives thedhuman situation in
generally. In other words, interpretation endeavors to explain the meaning of an artwork.
Feldman's method of interpretation is much influenced by the determination to avoid

“intentional fallacy".
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In his view the intention of the st is not necessarily available or ascertainable;
nor need it be known as a standard for interpreting or judging the success of a work of art.
Alternately, as stated by Feldman, the artist is not necessarily the best authority on the
meaning of s or herwork (Feldman, 1987)Critical interpretation does not attempt to
recreate the artist's beliefs, nor is it a verbal substitute for an aesthetic experience, but
rather, an explanation or account of the sensations and feelings one has in the presence of

thework.

Even though many dissimilar interpretations are probable, it is important,
according to Feldman's method, to base the description not on the views of the artist, but on
data resulting from the aforementioned stages description and formal analydis be
attentive to the "visual facts" thus gleaned. If this information is followed, then numerous
interpretations will, though opposing in their exact content, tend to share a family similarity

(Feldman, 1970).

The critic should ask the following qu&sts: to explain the qualities in art work,
what kind of expressive language would you apply? Do you think the art isork
reminiscat of othersyou have done before? Is the art work related to another opinion or
studies? Although interpretation responkese questions, what is the artist intention to
create this work and what was his/her purpose? Interpretation consists of diverse elements

as follow:

a. Original opinion, theoverall idea of the art work.

b. Paraphrastic manifesto, explain art work ainshiort sentence

c. Evidence, endorse interpretation of art work by evidence (Payne, 2008).
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2.11.4.4Evaluation

According to Feldmar{1987)if a satisfying interpretation has been carried out:
then the final stage of his critical method, evaluation, tsahways necessary; indeed, he
points out that it is much abused. If it is undertaken, however, the evaluation or judgment of
an artwork is the most problematic stage of criticism. Although the determination of quality
in any work of art is problematic, its not impossible. An aesthetic experience is
necessarily a subjective response, but if this response has been caused by properties of the
art object then we should at least be able to discuss those properties objectively. Likewise, a
system of evaluatioand a statement of value can be justified if it is based on a philosophy
of art which fits the work under discussion, a philosophy which is responsive to an

artwork's objective character (Feldman, 1970).

According to the Payne (2008) response to thesstouns: is this art work good?

a.Criteria, what are the suitable criteria for judging this art work?

b. Evidence, what is the correlation between evidence and one another criterion in artwork?

c. Judgment, with consideration of criteria and evidencey ban judgment the artwork

quality?

During the judgment the critics state their own opinion about the work of art. They
access whether the piece is a success or failure by asking the following questions: based on
which qualities in artwork, because yaef this is a success or failure work? Could you list
other criteria to judge this artwork? Do you think this artwork is original? If yes why?

(Payne, 2008).
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Moreover, Feldmaif1973) pointed out the general lack of art criticism instruction
suggests thatdth more organization and more information on teaching methodologies are
necessary. Art education literature is certainly not devoid of a variety of art criticism
formats that give the art teacher general guidelines upon which to base dialogues, and, as
will be noted, many of these formats are strikingly similar to the main thrust of Bloom's

taxonomy.

The teacher, however, needs specific guidelines if a new mode of instruction, such
as art criticism, is to be implemented. Feldman (1967) stated that thepurpwse of art
criticism is pleasure and understanding. He felt that the viewer trained in criticism
methodology is able to gain information which is useful in understanding and feeling

pleasure (expanding preference) for works of art.

Although it canbeclaimedt hat t here are similarities
andthe Feldman model; as researclsteited each st eps of Bl oomds

of Feldman art criticism model.

2.11.5 Broudyd €1972) art criticism model

Another widespread model rfracticing and learning art criticism is aesthetic
scanning by Broudy1972) It is comparable to the model of Feldman; nonetheless, it also
considers technical skills. Here, the sensory properties are the first category, where the
critic addresses theoifmal rudiments of the work and lists what he/she observes. The
formal analysis is the second, where the formal qualities and their association are

investigatedFigure 211).
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The third category is expressive. Thiswkere clarication is applied and the
critic inspects the feeling, the mooahd the intellectual message thia¢ work induces.
Next in the technical analysis, the critic studies if the artist utilized his matsuiéitsently
enoughto transfer her/his messagét the secondthird, and fourth stages, thedgments

are madd€VekonyHarper, 2010).

Sensory Qualities Formal Qualities
Expressive Technical
Qualities Qualities
Judgement
Qualities

Figure 211: Broudy aesthetic scanning process (1972)

Efland (1990) indicated Harry Broudy's procedure aésthetic scanning.”" It is
appled asa stepby-step process simildao Feldman's, and it maye defined asa "rational

reform" of approaches to art criticism (Efland, 1990).

2.11.6 Ralph Smith (1973)art criticism model

Ralph Smith (1973) determinegslvo typesof aestletic criticism, @ch of them
valuable, however they servedissimilar aims: exploratory aesthetic criticism and
argumentative aesthetic criticism. Exploratory aesthetic criticism <ritieal with
judgments of importance ardkegree of efforts rather thatetermine an obj¢s aesthetic
features as totally as possible certify that everything in a artwork will henderstandable

This sort of art criticism is based on degtive and explanatory belie{&igure 2.12).
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Figure 2.12: Ralph Smith art criticism modé1973)

In argumentative aesthetic criticism, sinttere isenough interpretive analysis,
critics approximate the artwork's qualityr defects, and give their commenand
judgments- these relyon cleary specified principles and criteria. The critics discuss in
defense of their evaluation and try to encourage others that theismbdughtout in the
manner they have understood and evatlit@nd they are set to support their assumptions

(Barrett, 189).

On the other hand, Smith (1973) recogdizbat amongthe two major sets of
procedures that he named exploratory aesthetic criticism and argumentative aesthetic

criticism.
Smith (1973) stated that:

ARTher e ar e -dctivikes wof s explanationb ralysis,
characterization and interpretation to the goal of an intelligent
interpretive perspective with a capacity to perceive, understand and
appreciate works of art"(p.49).

When involvedin argumentative aesthetic criticism, he disedsthat which was
in regard to obvious critical assessment, to connect an account and support an interpretation
and judgmentSmith stated that th#nal goal of criticism isthe development of humane
magnitude. Howevetthese scholars suggest various arptions about acriticism, yet,
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they are in harmony andverall they compromise thaims of teachig criticism. All of
these scholars valueriticism asa sensewith which to recognize and appreciate art;
moreover all of them suggesapproaches and procedural guidamer general values for

employing in art criticism (Smith, 1973).

Smith (1971) said that,

AATrt criticism in I|literature is assur
considered a subject matter in itself and introduced as a body of

knowledge that has reasoningfferent suggests process and several

aims, that for instance fna public read

2.11.7 Hurwitz (1977) model of art criticism
Hurwitz and Madeja (197 4Jrew three methods tassessingrt and to the work of

art being obtaiable for education to the learn&igure 213):

E Phenomenological
= Approach

T E

= .2

§ E —— Associative Approach
~N 15

=0

E Multisensory

E Approach

Figure 213: Hurwitz model of art criticism(Hurwitz & Madeja, 1977)

In a phenomenological approachteached sliscourseon the critical ppcedures
based upon the artwogkovides an explanation of the artwork aadalyze the elements it

contains as well as thginciples of arused to compose iénd lasty, interpres the work.
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After that theteacheyin nesed steps uses arassociative approacandholds a
discoursearoundthe relevanthistorical material of the artisand then talks about the

storiesandabout the artwork; then argeine material linked to the art object.

Multisensory approads arethe last stepwith which teaches can ofér visual
resources toaise comprehension skills, atkden comprise the student's whole sensory
skillse® teachers are abl® deepert h e i r  sonscidusnesarsl dastly, play games

includingthe learner and art object (Hurwitz, 1977).

2.11.8 Laura Chapman (1978)model of art criticism

One of the artriticism supporters is Chapman who believes traldren can
achieve the ability to answ to theart; becausehey introducing with accurate form of
feeling and more challenging pictures than theypmabably to test by themselves; and
know how specialists examine artwork. Tmderstandhow specialists test artwork,
children need tdearn about therocess of art criticism and Chapman sugg#satsome
approaches to art criticism contain thademens to whichshe refers to as deductive,
inductive and empathic. She explaindthtall of these elements approach and emphasize
the critical process of interpretation more thast the process of judgment, excluding
judgment totally from the empathic appch (Chapman, 1978Fhapman believed théte
three types of art dicism (procedural approaches, naturalistijserved) manifest
themselves in inductive, deductive, interactive, and empathic styles of art criticism (Those

four generic styles are idefied by Chapman, 1978){(gure 214).
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Inductive Deductive Interactive Empathic

Figure 214: Chapman art criticism model (1978)

Approaches to Art in Educatioby Laura Chapman highlighted replying to
artworks, but she also emphasized ttecessity of an extensive art program that covered
crosscultural at as well asWestern art. She mentioned these concepts earlier than other
concepts within disciplinéased art education. For instance, she considered the
relationshig between art andriticism, history, and culture to be portant (Chapman,
1978). Smithstatel thatChapman specified that art programs musthgeselector; they
must reflect main traditions of artistic idea and practice in Western culture as well as cross

cultural understnding drawn from anthropology (Smith, 1987).

i. In an inductive method, students focus specifically on what is perceptually present.

ii. In a deductive approach, students propose a hypothesis regarding some aspect of the art

object and then try to findvedence that supports the hypothesis.

iii. For interactive art criticism, group debate and, ultimattigt arriveduponconsensus
characterizes instruction; the empathic approach entails an analysis of the object's

expressive qualities as these relatéett responses and kinesthetic (body) movements.

iv. Nonprocedural art criticism is also included in this model. Such forms either do not
follow any particular format or protocol, or they could be any combination of deductive,
inductive, interactive, ah empathic approaches. This modsecifically deals with

instructional art criticism, not professional or journalistic art criticism. Barrett has noted
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that professional art critics usually do not neatly folknart criticism format steps of, for
exampe, description, analysis, interpretation, and evaluation. In this senserowedural
art criticism may be more compatible with "real world," professional art criticism (Barrett,

1989).

While the Chapman model has similaritigsth the DIPC model whichwas
designed by the researchboth models have a prediction component, yet, in thap@an
modelthe deductive phase (second phase) related to the hypothesis. In thstysbents
have to find evidence that supmittieir hypothesis about art objecisel in DIPC (P, refer

to the Predict).

2.11.9 Karen A. Hamblen (1984)art criticism questioning strategy

According to Hamblen (1984) once suitably ordaintraining questions may
bring up learner partnership and the improvement of difficult degre¢hinking. Most
guestions modeled in classrooms, though, draw meneaall answers. A questioning
strategy advanced in Bloom's taxonomic assortment may stmygeuchneeded property
to present art criticism, since art criticism plans discoursed prepamojuston strategies
and recommendations. For each of the six levels of Bloom's taxonomy, sclielggset al.
(1968, Sadker and Sadkd€i977)and Sander$1966 have recognized main key words,
usual questiorwords, and elementary procedures. The main vepeetifies the semantic

word that is most expressive of the classificatigigiire 215).

The art criticism strategy whidk defined in Hambled smodel has a construction
resulting from educational theorthat had advanced from he results of educational

investigation. It is an academic model advanced on the assumption that an art criticism
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guestioning strategy in thstyle of theBloom's taxonomyrameworkmay raise art critical

skills and may be helpful to practical questemaver discourses in the art classroom.

Figure 215: Hamblenart criticism questioning strate@¥984)

It can also beéndicated that based on Hambdes i d e a , spdcificonmadels h e s e
which were explained abve, models ofart criticism arerelated to Bloom's taxonomy.
These models consist of genuine, verbal info and continue comgratieially challenging
applications and examines to a last assessment. Though, it deuglohsideed that
likenesses among Bloom's taxonoaryd models whichvere mentiored above would not
be taken as an essential evidence of justification, howévere may be somewhat af
suggestion of educationatompatibility (Hamblen, 1984)Hamblen (1991) also has

articulated concern regarding the teiag of at criticism by,

"Non-art specialists or art specialists who have not had the opportunity
to problematize their art preferences and what these preferences mean
for instructional choices" (p.19).
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Hamblen(1991)statel thatto achieve somesightinto the situation of educators,
the addition of art criticism in the school schedule would be valuable. Althtmglhieve
information on educators' attitudes about such instruction, it can also be relevant to describe
how educators observe the teachiof art criticism, and what they recognize it to be.
Attitudes and beliefs are founded upon an individual's basic conceptions of various

phenomena (Marton, 1981).

2.11.10 Lankford (1984)model of art criticism

Lankford statedhatachievingknowledge inart criticism may also benefit oraes
theyencounter other skillgrincipalto life. Art criticismelevateghe appreciation of art and
the procedure of critical thinking. Lankford stresses on the observer's awareness, in

addition to thaattributesof theartwork. Lankford's model has five stagégure 216):

Receptiveness Orientin
Synthesi Bracketing
Interpretive
analysis

Figure 216: Lankfordmodel of art criticisn(1984)

Receptiveness is the first stagetbé Lankford model in which the viewer is

required to free himself and answers ttegjuiremerg in order to obtain new info. The
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second stage is orientindpat which the observerdeemsis necessary to distinguish the
visual boundary in whichraartwork existsin thethird stage the observemeedsto focus
upon the present qualities of the object and limit critical diseotoghe meaning that is
related to the message of the artworkthia fourth stage, thebserver argues the syniico
and representational values within the artwork, as well aagbeciatioa of basics of art
and feelings continued by these elements. The last stage of Lankford madherésthe
viewer argues the judgment and importance of the artimatk entirety This conversation

is advanced witlcaution andattentivenessas no outcome is definite (Lankford, 1984).

2.11.11 Mittler (1986) model of art criticism

There are different art criticism methods, but thest popular methosl were
designed by Gene Mittler (1980) and Edmund Feldman (1970). These two models offer
continwous procedurethat predestinate theonductthat studens performfrom the early
stage encounter with an artwothroughto a higker understanding and deep thinking.
These models encourage students to being more chitittaltheir inquiriesby perfecly
describing what they se&igure 2.17. By doing interpretation anchakingjudgmens, a

studenimoves toward a morgaluable analysis andeepemunderstanding of art.

A

Interpretat
ion

Judgment

A

A

Description

Analysis

Figure 217: Mittler model of art criticisn(1986)
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In this part theresearcher chose Mittler and Edmund Burke Feldman magd e | s
othermodek in art criticismto focus on.The Feldman model of art criticism & basic and
important model relating tstudens who shouldstart learning criticism frorthe beginning
and follows how learning criticism would influencénheir future artwork. They are
influencedbecause thegre supposed to becorag critics and learn to see artwork through

aninterpretation and judgmaeaitiens.

The familiar andaforementioned &rcriticism methodthe Feldman (1982) model,
also used by Mittler (1982)ontains layers oflescription, analysis, interpretation, and
evaluation. As can be readily ascertained from these brief descriptions, most art criticism
models are similar to Bloomtaxonomy in that they start with factual, literal information
and proceed through increasingly problematic applications and analyses to a final
evaluation. The effect of individual cognitive style on art criticism has only recently been
examined (Dougls, Schwartz, & Taylor, 1981; Savarese & Miller, 1979). Many questions

still remain.

While these methods are beneficial in increasing students' perceptivity and
understandingaccording to the Gourr@eterson and Mathews, some have asserted that
their reliarce on formalist aesthetic theory has created problems, reducing the ways in

which art can be understood or judgesignificant (Goum&Peterson & Mathews, 1987).

The historic or cultural component in a work of art, for example, may not be noted
unless tachers undescore this dimension. There are other critical issues. How do
Mittler's, Feldman's and other widalged methods for teaching art criticism use the unique
personal experience of the viewer? Both trained and untrained viewers of art make
connetions between what they have experienced in their own lives and the atthabhas

comebefore them. Many methods of art criticism make little use of such experiences.
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Mittler's model, for example, refers to these initial encounters asniptere
decison-making" and invites the student to move past them. While they may appear to be
naive reactions, are these unsophisticated responses by students to be ignored and quickly

left behind?

Feldman and Mittle¥ snodels prepare vast educational chances ineaveas and
understanding. Learners, for instance, frequently miss significant visual info included in an
artwork. They may nevegray attentionto the art basics and principfiggurpose, or reflect
uponan artist's intention or motivation. Confarrg tothese models over some of the ideas
obtainable here would prepare the art teacher with critical methods from which discourse

might continue regarding the worth of art criticism (Venable, 1998).

2.11.12 Anderson (1988)nodel of art criticism

Most methods of arcriticism used in art education have their roots in the method
delineated by Anderson (1991), which rapidly developed during the early part of the
century (Mathias, 1929; Dewey, 1958nderson (188) model design consists @Figure

2.18):
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* consists of, global, sensory and

Reaction :
evaluative answer
Perceptual - Representatlon.
Analvsi * Formal Analysis
nalysis * Formal Characterization
I Personal. * means look-ahead, predicted
nterpretation
» contains the, who, what, when, where,
Contextual h dh dino th
Examination why, and how surrounding the
artwork
Synthesis * Resolution

» Evaluation

Figure 218. Anderson art criticism model design (1988)

Reaction is the initial level ahe Anderson model design fart criticism which
consists ofglobal, sensory and evaluative anssveBentence like, fi Viw , I coul d
understand i§f Tis is fantastic and so on argypical evaluativaeactiors. After reaction,
perceptual analysis is the second level which includes desctibéngim and apparent
qualities thatcan bededuce from the first response. Ragptual analysis has three stgge
beginning with representation of the clear featubat are observed thérst time. This
level contais visual elemerg, techniquesand subject matter. Anderson said that accurate
gualities should develop during pertagd analysis. The initial guess and idea niay

exchangd due to discovery latent evidence (Anderson, 1993).

Formal analysis is the second procedsperceptual analysis which plays a

profound part. This level underscortée discovery ofmportance relabns between forms
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and thematic conceptMittler found outthat principles of design are the suitabt®k for
analysis in this part. Theedrner hasto refer andpay attention to each element as to
determinewhether it is fits or not, whyand how. Althaigh theyalso have tobecome
disaccustorad to principles whichseemproper and make sense for art work (Mittler,

2006).

Eaton indicates that formal characterization is the last level of perceptual analysis.
To determine andefine the formasignificantqualities, students must be abletdadentify
artwork styles which influencethe meaning of work This step is a bridge to reach
i nterpretation because itods rmng.donmegwiuwaed of
the learner should be more foadand deepwith their thinkingin this stage. Formal

characterization can be wide or short in the case of educational criticism (Eaton, 1988).

Personal Interpretation is the third leveltbe Anderson model of art criticism
which meango look-ahead angbredict. This concept is a combination tife perceptionof
the data withthe early response and also evaluates content, ,famd feature.The
explanatory phase begimsmain shift in cognitive functions, from predominantly critical

intake to predominantlyysithetically sensory projection.

Anderson showed that critical procedure at this phaseeafreative plarrequires
that oneconnect to the visual evidence to make sure ttastudent remaswithin the
source and origirof the object being criticizedEffective interpretationdemands that
individual associative practice and skile borne and the presumptiothat forms are
purposeful and have sense, and artworks explain something beyond only surface form

(Anderson, 1993).
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Subsequent interpretatidha is suitabé for the educator to introduce includes
contextual and historical awareness. This ,stgording to Mittler, called contextual
examination, enabsadditional viewpoird on the conditions of the work's making and its
life since it was completl. Contextual examination contains the, who, what, when, where,
why, and how surrounding the artwork. It is information expanded toward the artwork

rather than from it (Mittler, 2006).

The last step of synthesis includes two processes. The first, soligigolving
individual or interactively increased interpretations with those of the specialists as defined
in the contextual examination. Remembering that the rules of visual imagery rely on a
presentational nature that it means unlike things to dissipdoplevarious meanings have
to engage. Students who may provel aiiscuss for meaning that runs counter to the
professionals’, or rather the artist's, and may point to visual evidence, should be respected

for their positions.

At this point in theviewing, aesthetic questions caurface. Br instance, as to
whetheror notthe artisdb s is theylast expression on meaning in works. Does the artist
have further right to distinguish concsgpthan the educated observer? If we deny agreeing

with the artisd expressioncan we reduce that word completely?

Eatonasks:how can we fuse the interpretation we came up with, with what the
artist or other critics say? This is also an appropriate time for a teacher to introduce
aesthetic theory, in this case, issuevolving around artistic internationalism (Eaton,

1988).

In the process of syntheseesthetic theory is also basic. Formalism, pragmatism

expressionism, conceptualism, and mimesis theories must be bropdiat createa
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comprehensivesummative evaluan of artwork. For instance, students might refer to
overstatd forms, arbitrary color, and active brushwork explanaioh artwork potency
through an expressionistic agenda. Can an evaluation of the artwork refer to the social
district? Is the contexthe subject, in and of it, important to us as human beings, or is it

trivial? Are the technical and compositional qualities weak or strong?

How has the technical handling of the content infludrtbe subject? At this time
it is also suitable to asses®thxperience of maay the work, i.e., how realization and
related values can have been changed or supported during the procedure. As with
interpretation, all explanations of evaluation should be critdvased and appropriate in

the face of visible prdd Anderson, 1993).

Finally, Barrett said, it is crucial to note that educational art criticism and critiques
of student artwork are not synonymous. Critiques are primarily exercises in which students
examine their own and other students' work with thd gbaechnical improvement and
better relations between the technical means and students' perceived conceptual ends

(Barrett, 1988).

Art criticism is observingartworks; typically dae by qualified artists or artisans,
from learners’ own and new culturetirough to the aim of defining meaning and
importance of the artwork and what it may explain abouthtlm@an situation. It islone
systematicallyand doesndt stuelens lknowledge pndothe esensitivity that
comes with improvedognizanceijt also trains systematic ways of thinking about art, and

thinking in overall.
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Redfern, (1986) stated that,

nATrt criticism trains | earneraos criti
taking them beyond the "straigjatckets of their own limited
experience",(p. 94), giving them visual access to the collective heritage

and wisdom of the ages found in art. Art criticism, when integrated as a

way of thinking, can be an open door to the world.

The researcher found out thattine Anderson and Feldman model, there some
similarities; both of them irhe second stage indicateRormal Analysis, also both model
in the last stepstalk about Evaluation which is the important step in each analysis.

Similarly, Contextual Examination igresenin both models.

However, the Anderson modeis designedin five phases; phase thrdeersonal
Interpretation relates toprediction; there is a similarity between DIPC model whicis
desigred by the researcher anthe Anderson model (1988) of art criticism in third phase,

which may help students learn variety model in art criticism area.

After review and investigatiombout some of art criticism modehbove,the
researcher indicated that,thmugh all of them suggest certaiknowledge with the
specializationin art critidsm; each of them takes the objects of art criticism to be more
particular artworks that consist éfie visual environment; and all of them fosters the
i mprovement of a critical soci al awarenes.
about art dticism and its aim; they are often cited in the literature of art criticism and
supposed to sufficiently describe art criticism in art education. These scholars served as a
fundamentabasefor improving questions asked of studio art lectures toward ¢xeircise

of art criticism when teaching art criticism in their classes.
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In summary Feldman (1970) determidefeatures of criticism as description,
analysis interpretatignand judgment; Smith (1973) defohedescription analysis
characterizationand irterpretation and Chapman (1978) offeredme dissimilar methods
of criticism each with wisely determidesteps. These authors list a diversity of particular

aims for each of the process and activities they present.

However Smith, Chapmaand Feldman alhotice judgment as a significant level
of art critician. As Feldman (1973) stateelvaluation isnaybe the least significant aspect
of art criticism froman educational standpointwo of the four approaches to art criticism
by Chapmar{1978)d o tncénsistof anyjudgmentsteps, and neither does Smith (1968

of hi s apprircladedmevaluattbo pars as the rest.do

2.12 Other art criticism scholarsidea about criticism

A study by Clark showed that only few theoretical statements giigkeits on
how to do evaluation and criticism. Actually, Clark discovered that art appoecieds not
extensively covered, and onfgfered to briefly in association with art production. The
context of art creation and its content should be known to theerstu@s they are
conducting criticism. Relationships need to be considered with what is known previously if

art is examined from another culture (Clark, 1975).

Contextual doctrine retains the opinion that an artwork should be eetaints
whole contextthatknowledge and history intensely affect understanding of an artwork. Art
instructors such as Chapman and Mcegocate this view, considering that the entite ar

experience is richer if wovenith contextual knowledge.
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Risatti said that the outlingf cultural importance in the art appreciation curricula
was strengthened by Elliot Eisner. He identified that knowledge and meaning are human
creations, that human is the designer of his/her own experience, and that the cultural
forms humans learn to esffect the meaning forms that they can generate (Risatti, 1987).
Among art educators, he emphasized the necessity of visual criticism and literacy in art

appreciation.

Mittler found out that in the 1980s,
anddisciplinebased art education, sponsored by the Getty Foundaigmame significant
to art appreciation and development of criticism. The Essential Elements and DBAE
research started to direct more art teachers for the study of art criticism acconhyyaawied

production, art history, and aesthetics (Mittler, 2006).

Aesthetics were included ithe curricula and instructional methods by art
educators (Mittler, 2006), but it was not easy to condsainost educators had slightrto
training or backgroundArt in Focusby Gene Mittler guided educators on the way to
embrace the four essential areas in in the philosophy for DBAE and the Essential Elements
for Texas. Gradually, art teachers searcf@dcurricula that incorporated application of
studio instrution and arcritical modules. The aesthetics component was considered by
Mittler which included wider issues, such as the question of why art is appreesited||
as the incorporation ddrt theories, and definitions of art and the nature of the drsthe

experience.

Art in Focuswritten by Mittler presented the aesthetic theories of emotionalism,
formalism, imitationalism, and formalis@is pertaining tdhe students. These theories of
aesthetic were associated with the process of art criticism. lonigi8m guides emphasis

to the subject matter or literal aesthetic qualities. Formalism grabs attention to the formal
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aesthetic qualities in the work of arts. Emotionalism deals with the communicative aesthetic
qualities, the moods, feelings or ideas stabg the work. Theories of aesthetics were
found in few other textbooks of art, while there was increasing support in art education to

comprise aesthetics in the curriculum (Mittler, 2006).

Educators are uncertain about a methodology for teaching critashaesthetics
based on Anderson idea; therefore, stwatiented programs still lead ardcation,
however, programsncreasingly cite the teaching of art appreciation as their goal. The
theory of the art student as critic and appreciatasvisrcomingthe outdated model of
student as artist and creator. The latest alteration in direction moves the result of art
appreciation from generating an artwork to creating criticism through developing
perception, inquiry, discrimination, judgment and knowledgéiwistudents (Anderson,

1990).

Concerning culturalhbased art education, demonstrations by art educators, for
example, Kristin Congdon (1989) and the path in DBAE literature have falsified aetrong

shift in that direction.

More stress on these topics ssen in publication of research and writing on
teaching and learning in criticism, aesthetics, and art appreciation from the 1990s to the
present (Chanda & Daniel, 2000; Chanda & Basinger, 2000; Greene, 1995; Erickson,

2005).

Specifically, some of theseublications deal with teaching in criticism and
aesthetics and debates as to how and when should children be exposed to criticism and

aesthetic concepts (Erickson, 2005; Chanda & Daniel, 2000; Chanda & Basinger, 2000).
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Wolff and Geahigan believe thattariticism might be recognizeds a form of
studied discussion, as a type of inquiry, and as a discipline (Wolff & Geahigan, 1997).
Though all of these ideas are related to the design of curriculum and instruction,
educational theorist$or the most parthave focused their attention on critical discourse in
deviagng models of criticism forschools. Such models typically present a series of
activities, linked to the performance of different types of statementthelrpopular art
criticism Feldman model (1&7, 1970), he divided criticism into four steps, whistagain
comprised ofDescription, then Analysis, after that Interpretation and the last step is
Judgment. The pervasiveness of these models has led many practitioners and classroom

teachers to equateiticism with talk, spoken or writtembout art.

The extensive acceptance of such pastamrepresentations of what art criticism is
and should be raises a number of questions wieehn at this late dathave yet to be
adequately answered. What a@itical statements? How are critical statements

individuated from one another?

How adequately do such models reflect actual critical discourse? And how are

such models to be translated into classroom instruction?

Sincethe en of Plato, exploring histgrin theearly stages othe criticism of art
entities, functios of art and dialgue on the role of artists has been practiéetihistory is

supposed to be critical as historians select particular artists and works to debate.

Barkan indicatd that artcriticism was presented intbeliterature of art education
as an inquiry mode to assist students to appreciate and understand art (Barkan, 1962).
According to Geahigan, no method can precisely denote what critics really do. He

deliberated on the proceduof critical inquiry for appreciating artworks. A critic must first
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understand an artwork, before he/she can evaluate it; yet due to the complication of

artworks, therare different ways to evaluased understood them (Geahigan, 1998).

Barrett statd that, to the contrary, we can descrée criticism according to what
criticsod6 say they doicsaefige invades and ttyhioeeyprelsie a |l | vy
responsg of thinking, feeling, and understanding as words. They express the effects of the
artwork on the viewer subjectively. Some of them describe their work as one to define,

understand, and assess art (Barrett, 2000).

Art criticism is narrowly tangd with aesthetics and appeaiso in discipline
based art education as a distinct disciplesen thought is tied with art history, because

any criticism replicates the morals of the critic.

Critics work for audiences of art and individuals who need to think critically about
the society and times in which we live. Similar to artists, critieste meanings, but use
magazines pages instead of canvas. They have ethical and aesthetic values that they
encourage in their script. Thesommonobjectiveist o r ai s e rciadiendardr s 60
understanding oért, surrounded by thentellectual and té political milieu in which it is

prepared, and its likely world effects (Barrett, 2000).

Before 1980s, the research of Vygotsky (1971) and Dewey had combined with
work of Piaget in developmental psychology into the comprehensive tactic of
constructivism.t frequently exploits peer criticism and collaboration as a way of helping
students to grasp a new understanding level. Lively practice is the lbasicof any
constructivist experience. These elementary formations aofstructivism were also
observedduring the era of John Dewey, who prohibited the idea that schools should

emphasis on rote, repetitive memaorization.
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As an alternative, he suggested a process of focused living, inspiring students to
involve in practical, realvorld workshops to prove tire understanding through
collaboration and creativity. Although Dewey (2007) used the reconstruction of experience
concept to define the essential education process, present theorists exploit a comparable

term, constructivism.

In 1995, Stout performed ausly of her preservice specialized fundamentals
course in another study of learning in art for education of numerous methods and values of
art criticism teaching at the secondary level. She used a casual conversational format in this
course that she dedmed as organic. Students reserved journals that had two columns: the
right for dialoging and intellectually networking with the left, and the left for class notes.

Students also learned practice and theory of critical thinking in graphic arts.

Johansen gained an interactive discourse among educator and learner that starts
by feeling (holistic description), proceeds to explanation (description and interpretation of
parts and relations), and then ends with obligation (judgment). Johansen's discourse
methalology is consistentwith the questioning strateghat hashereinbeendetermine;
the educator's questions are directed to an art object somewhat than the learner's own art

production (Johansen, 1982).

In Gagne's theoretical framework of learning, Amosg and Armstrong advanced
a model that calls for art criticism dialogues in these areas: informational (description),
leading (classification and analysis), and probing (relationship formation and conclusions)

(Armstrong and Armstrong, 1977).

In specifig the forms of info processing and linked social behaviors (restructuring

abilities and interpersonal competencies) in Witkin's theory recommend that art priority can

119



be a function of the relationship between art style and cognitive style more than other

variables examined in past research.

According toWitkin, relatively fielddependent persons may respond favorably to
works of art with social and expressive content and make preference decisions on the basis
of intuition and salient cues. On the other dharelatively fieldindependent persons may
respond favorably to works of art with abstract and ideational content, those requiring an

analytical or restructuring (if ambiguous) approach (Witkin,1989).

Sibley's claim that works of art are neither esotanc simple objects of sense
perception accounts for his distinction between aesthetic and perceptual qualities. This
distinction contributes support to judgments employing aesthetic concepts. Sibley
distinguishes between two types of remarks that we méian weferring to works of art.

The first type consists of two kinds of comments used in distinguishingesthetic and
aesthetic features. He says we can seeaegthetic features without any exercise of taste

or sensibility (Sibley, 1959).

Words like firedd and "curve" describe such features. Aesthetic features, on the

other hand, do involve taste or perceptiveness. One uses concepts of taste when describing

the arts with terms like "balanced," "serene," "dynamic,” "garish," "vivid," or "tragic."

Aesthetic terms based on MacGregosdess are often metaphorical or partially
metaphorical, as when, for example, a color in a painting is called "vitreous." Moreover,
Sibley notes, references to naasthetic features of a work are not logically sufficient
conditions for applying aesthetic terms to it, because these features are discernible without

taste (MacGregor, 1970).
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As Barrett found, professional art critics make no attempt at separation, often
mixing descriptive information with interpretation and enxdion. "Logistically,
I nterpretation couldnot explain without d

interpreting are like a circular, moving together (Barrett, 1991).

Barrett (1991) state that for most critics, description is rarely worth freg, t
judgment tinges a great deal of description as well as interpretation. Usually, Barthes
(197 B and other postmodernists subsaiibe the hypothesis that the idea of value neutral

thinking is a mistake.

The only way criticism can be separated fromstdry and aesthetics in a practical
sense is that it, like studio production, is a physical practices an activity, acraft in
which a skill is developed and techniquesrefined through practice and application. The
practice of this craft is art iticism. Any talk aboutthe nature of this activity ideta

criticism (Eisner, & Day, 2004) and rightfully falls into the camp of aesthetics.

Art criticism is funded by aesthetic theory. Among the dominant theories funding
criticism have been phenomenologyalytic, positivist, Marxist, romantic, pragmatic,
structuralist, and deconstructionist aesthetics. Important figures in this parade include Kant,
Wittgenstein, Santayana, Croce, Dewey, Collingwood, Whitehead, Langer, Hegel, Danto,

Dickie, Beardsley, Deida, Goodman, Weité a n énd om

Munro's (1956 model for art criticism, which risesut d a Barnes Foundation
gestationand codifying ideas also expressed by Dewey (1958) in 1934, continues to serve
as a touchstone for many empirical oriented modél®day (Chapman, 187 Feldman,

1987; Mittler, 1980).
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Another empirical model (Hamblen, 1984) is built on principles borrowed from
Bloom's (1956) taxonomy and stresses pedagogical specificigments (1979) had
developed an inductive/ holistic modébhansen's (1982) model relies on organic dialogue.
Both of these modelstress "natural” human reactions as foundatidaaheir structure
Kaelin (1981) and Langford (1984) subscribe to phenomenological principles bracketing

nonaesthetic factors andqreeding from surface to depth qualities.

Ragans claimthatthe dissimilarities these models have among them, though they
all subscribe to the evidence, developed early in the certarglaims that meaning art
IS based on the viewer's interactioithwthe perceived qualities of a specific image, rather
than an ideal is position which holds that meaning should be based on predetermined deals.
Many contemporary methods-@enphasizaffective functions as beirgppropriate. Being
able to talk about was of art; learning the basic skills and knowledge essential to

communicate in each art form is the center of arts instruction (Ragans, 2004).

Art educatorsfor some timehave advocated the inclusion of art criticism as an
important component of art pgrams curricula(Greer, 1984). Bullockand Galbraith,
(1992) warned that art teachers will need to have a variety of teaching capabilities and
strategies at their disposal in order to cater to the broader art curriculum that now exists in

schools.

Chapmanand Newton reported that the results of their survey indicate a wide
range of interpretation by teachers of what the teaching of art criticism involves. They also
noted that teachers of art in elementary schools are less likely to use tliartecrtiasmo

than art teachers in junior, middle, and high schools (Chagnidéewton, 1990).
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McSorley has surmised that teachers, when interviewed in an investigation of
teachers' perceptions of national curriculum innovations (McSorley, 1996), revealed more
confidence in teaching art which focused on practical art production rather than on the
critical appraisal of artworks. In a study of art curriculum, Anglin concluded that teachers

were often the authors of their own curriculum documents (Anglin, 1993).

Art teacher education programs often fail to deliver adequate or appropriate
experiences in art criticism which are easily transferable into effective classroom practice
by future teachers of art (Eisner, 1998). A greater understanding of teachers' conceptions of
the teaching of art criticism could serve as a useful tool in the preparation of both specialist
art teachers and, in particular, teachers who often enter their art teaching experience with

little prior engagement in the world of art.

Pincus Witten's wrihgs offer a distinctively important critical perspective.
PincusWitten (1984) was the first art critic to challenge the formalist critics of
contemporary art (e.g., Clement Greenberg). His most important contributienesto
Postminimalism especiallyin the area ofConceptual art. He coined the term "Post

minimalismo i ndi cating it as a movement (Wol ff

Art education majors are taught values and methods of art criticism in their
curriculum and methods courses, and through their stumicsesthey are also routinely
and frequently exposed to studio critiques by professors of art. If art education students
eventually teach the way they have been taught, it is likely art professors' critiques of
student art works will have a significampact on how future teachers treat criticism in

their own classrooms.
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Students of art education can be affected by their contribution according to the
Eisneridea in studio critiques than through reading about criticism in art education texts or
infrequently practicing criticism in art education courses or possibly by taking a course in

criticism (Eisner, 1976).

Stout (1995) creatka case for the lively review of the researcher/teacher aspect of
her qualitative case study that focused on setting rathan generalizability, for

worthwhile and meaning development in the education practice (Hyman & Perone, 1998).

Art and philosophies are quickly and continuously changnghe modern art
world, as Elkins and Engelke state. They mention that, if todaylesgreto understand
what describes a good artwork, we should also explore present art criticism. Usually, art
criticism goes beyond art history, i.e. art history attempts to susseih alongwith art
criticism. In this sase, art history turns intart criticism history. Consequently, it is
important to understand how present art critics make judgments about works, how they
affect the art world andvhat the fundamentals and limitations of these judgmemés

(Elkins & Engelke, 2003).

Art criticism compises analysis, interpretatioand decision making; deciding
what shalld get consideration and determinimpat good art might be. If art criticism is
considered as the basis of the art world, we would unavoidably suhabset critics can

make legitinate and reliable judgments about artworks.

Yet, the chapter on contemporary art theories demonstrated, because of the
multifaceted field of modern art and the dematerialization of art, it is difficult to make any

judgment, evemconsensuabne
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When the historical development systesustainedby the Renaissance during
modernism, art critics had an easier job than todagrmalist criticism systes)
methodologiesand standards that art critics followed and used in all types of art developed
into the 1960sHowever, this waghe period when modern art faced the eaclimage of
pluralistic stylesthese established standards for determining what is bad and what is good
may not be requed in artistic styles anymore involvingrtworks that discard their
dominance. Now, criticism emphasizes content and meaning, interrogatiting art world,
art itself and offes a powerfully socially critical meaning. The artworks in a multicultural
art world should be inspected consishkemtith their own values and shoutwt be linked to

an eternal, global, or everlasting narrative (Elkins & Engelke, 2003).

Danto (1997) stated that,

AA pluralistic art world calls for a p
in my opinion, a criticism that is not related upon an exclusjona
historical narrativeo, and that takes

terms of its reasons, its concept, its references, and how these are
materially embodied and how they are to be realize (p. 150).

Barrett pointed out there are several differenoesveen the goals identified by
professors of studio art for conducting critiques and those commonly outlined in art
education literature for teaching art criticism. The studio professors develop the art

production of their students by using critique gmdicular goal (Barrett, 1988).

Another is charactefbuilding via acquirementhow to expose interpretation
evaluation about art and coping with discrepancidse significant goal of art criticism is

to develop learning furtheso thatstudents genateand diverge intalifferent kinds of art,
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such agdypes that engage witlrchitecturecinema television and all of publicly designed

space; thereforstudents come to comprehend the visual dimension of social living.

Geahigan expressehdatart criicism is a polymorphous and basically challenged
perception which is always debbka Sincethis isthe essence of art criticisnt would be
an error to presume thdtere is one good way to critigaet. It should be consided that
questions of educatnal valueoccur while selecting between competing airfor the
practice of art criticism as well as competimgtions and methods of involving students in
art criticism (Geahigan, 1983). Hettberesearcher collected the related papers and authors

existingin theart criticism research ared@dble 22).
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Table 22: Art criticism publication\Web of Science Website (2013)

Author (s) Year Journal Title

1993 Sourcenotes in the history of ar Baudelaire and the origins of formalist &riticism

Carrier 1986 Leonardo Theoretical perspectives on the arts, sciences and techngbdgsophical art criticism
1985 Leonardo Theoretical perspectives on the arts, sciences and technology

Halasz 1983 Arts magazine Art criticism (and arhistory) in newyork - the 1940s vs the 1980s
1986 Art criticism The narcissistic justification of art criticism

Kuspit 1981 Art in America Art, criticism and ideology
1981 Arts magazine Stops and starts in 70s artdacriticism
1994 Journal of aesthetic education Critics on criticism
1989 Journal of aesthetic education A consideration of criticism

Barrett . _ . _ :
1988 Studies irart education A comparison of the goals of stl;tc:i)Loté);gﬁﬁzogﬁtﬁ:?gg]uctlng critiques tadugation goals
1989 Journal ofaesthetic education Consideration of criticism
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1991 studies in art education Description in professional art criticism
2005 British journal of aesthetics Irreversible gener@m: a reply to dickie (george dickie)
Conolly and
Haydar 2003 British journal of aesthetics Aesthetic principles
2002 Journal of aesthetic education Art criticism: reflections on the evolution of an educational concept
1999 Studies in art education Descripton in art criticism and art education
Geahigan 1996 Journal of aesthetic education Conceptualizing art criticism for effective practice
1983 Visual arts research Art criticism: an analysis of the concept
1996 Journal of aesthetic education Conceptualizing arcriticism for effective practice
1999 Art education Teaching preservice art education majors: the world of the work
1988 Studies in art education A structure for pedagogical art criticism
1993 Studies in art education Defining and strutring art criticism for education
Anderson 1990 Studies in art education Attaining critical appreciation through
1991 Art education The content of art criticism
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Three areas of concern for art criticism instructionothéical and research foundations,

1986 Studies in art education sociological relationships, and teaching methodologies
1991 Visual arts research In the quest for art criticism equity: a tentative model
Hamblen
1984 Studies in art education An art criticism questioning strategy within tiramework of bloom's taxonomy
Smith 1973 Journal of aesthetic education Teaching aesthetic criticism in the schools
Lankford, 1984 Studies in art education A phenomenological methodology for art criticism
1992 Studies in art education Formalismand its discontents
Feldman
1973 Journal of aesthetic education The teacher as model critic
Danto 1996 The journal (?f. a_esthetlcs and a From aesthetics to art criticism and back
criticism
Macgregor 1970 Studies in art education Concepts of criticism: implicains for art education
Mack 1994 Journal of g_es_,thetms and art Modernist art criticism: hegemony and decline
criticism
LovancKerr 1983 Studies in art education Cognitive style revisited: implications for research in art production and art criticisn
Gilliatt 1980 Studies in art education The effects of habltuatpn, the feldmamttler methodology, and studio activities on
expanding art preferences of elementary students
Donmoyer 1993 Theory into practice Art criticism as a guide to student evaluation
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Mcsorley 1996 Studies in art education Primary school teachers' conceptions of teaching art criticism
Jeffery 1947 The Journa(lzggigtsef;hetlcs and a Some problems in the philosophy of art criticism
Venable 1998 Art education Questioning the assptions behind art criticism
Hollingsworth 1983 Studies in art education The combined effect of mere exposure, poqntergtﬂtudmal a(?vocacy, and art criticig
methodology on upper elementary and junior high students' affect toward art work
Olsen 1983 Journal of a_lgs_thetlcs and art Value judgments in criticism
criticism
Taylorand 2007 Journal of aesthetic education Hypermediated art criticism
Carpenter
Crockett 1958 The journal O.f. a_esthet|cs and a Psychoanalysis in art criticism
criticism
Lee 1993 Art education Professional criticism in the secondary class_,room: opposing judgments of contempor
enhance the teaching of art criticism
Carney 1994 Journal of aesthetic education A historical theory of art criticism
Stout 1995 Studies in art education Critical conversations about art: a description c_)f_ hlgh'eller thinking generated through th
study of art criticism
Ice 1969 Art education Criticism in art education: its role and relevance
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2.13 Studio Practice

Studio practicalominatesart educatia practiceatall levels in school, as well as in
higher education at university. Studio practice involve student engage in art making in
specific field of art, like, visual at graphic design, ceramic and e#s. number of
qualitative studies have beessumedwhich exploredsome of thdlifficulties of learning
and teaching studio practice in higher education such asfféna of art world beliefs on
departmental, instructunal and students beliefs lagldavior (Adler,2003 Madge &
Weinberger, 1973)s®ciationsamong studentharactersbeliefs andaim (Strauss, 1970);
and how studentsinvolve in creative processes (Cornock, 1984(Getzels &

Csikszentmabhalyi, 1976).

Moreover otheinvestigatordhavediscoveredgersonatonnectionsand relationship
ofatr a i mlilosépsy to curriculum and instruction (Dinham, 1987; Jane4i@82 and
the social, philosophical, environmental asducationaldimensionsof a ceramics class
(Stokrocki, 1981). Withquick changes taking place in student population, art world
practices, art technologies and educational institutions contistuely aboutreal studio
classroom isessentiako thatinvestigatorsmay recognizethe nature of studio practice in

numerouscontexs.

Through studio practice imelative to art criticism activities in the classroom
students interpret and judgpecificartworks. The work of art itself shouldadthe method
to investigation Writing art criticism can be thought of a®nvincing writing, with
understandingsf meaning supported beplyjudg e me n t . ex@anatidnsare attse

Critics write to be read, and they must
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reader sO0 1| magi naéncoorageheir réadersttoeatizea Wokk ftart as o

they do (Barret, 1994).

Studio citiques are likely to be vergignificanti n a sdducatienrbécéuse of
the pureaccumulation of critiquekearnersparticipate induringstudio courses inumerous
media in several years. Studpoacticethat involes criticism are also likely to leéfective
involvementsb e c au s e o f seveheand \edtednderestingsh@ critiques since it is
their own work which is theopic of critiques. Harmony betweestudio practiceand art
educatiorprogramsn the practice of art criticism woulchprove the chance of success for
the attainmentof art educatioraimsfor thetrainingof art and art criticisnfSubramaniam,

2009).

2.13.1 Art Criticism and Art Making

The learning of art criticism train students to create visual distinction about modern
art works and to inquire into the sense of both these artworks and their own. They study
that an art work can, at once, be quickly understandable in general outward yet haunting
and evasive in what it just insinuate or gradually reveals; that one artwoidodge as
much with rich treatment and tools as another may with-marlled simpleness; that some
artworks yield layers of sense slowly, while others may overwhelm with grandiloquence

(Spratt, 1987).

The appreciation of sudrccurate but significamjualitiesarousestudents tgrepare
reasons for their judgments and challenges theexpoessand write perceptively about art.
Art criticism, with itsemphasin currentart, exposes that a chaing substitutionof styles
and events characterizes our timelse learningof these conditions shows thearnerthat
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accommodation to change is rarsiyooth orsimple whether with individuals ojointly,

in society.

The teachingsof art may be usefulin suchactive periods, for the creative energy
and critical eyeof the artist may preserneneficial alternatives to the rigidity and
defensiveness that cgmmevent the very changes essentmleservationvitality. From a
learningof contemporanart history, we learn that artists aneatingamong the more alert

critics of overworked values aramptyor shopworn practices (Spratt, 1987).

Howeverartists havdrequently been garded as ahead of their tinpmssiblythey
are butstrongly attuned to surroundingonditionsand willing or compelled tanakenew
artworks reflecting theirconsciousnesdn doing so, they may challenge the status quo,
appearuninterestedr in opposition taecognizedconventions, or eveappearto subvert
cherished values. With time and its changimgckground though these works may
suggestionsalutary alternatives to social as welliagividual dilemma,dissatisfactionand

conflict.

2.14 Introduction to the Iranian higher education

Like in other countrigstertiary education in Iran has been significant in all
aspects. Dynamic econderstatuss achievel by developing higher educatigwhich relies
on knowledge and reinforcement of scientific development. In k@85 higher education
institutes founded; althoughe governmenftinancially supported.200 public universities

(Karimi, Chizari, Biemans and Mulder, 2010).

To analyze the improvemewnf the tertiary education system in Iran, one must

explain an internalizéas well as externalizempinion of its task and meaning. Contrasting
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with other Asian countries, higher educationran has been inward looking, answering to
the instant requirements of society in speedy transition. Higheagdn in every country
emphasizesn nationalissues, contrary tmternational challenges amternal stress, rather
thanexternal issues thahange postsecondary education. The optioot onlypertaining
the theoretical framework applihey are alsaefined with the uniqueness of every nation.

(Postiglione & Mak, 1997).

Due to the increasing the population in Iran and #isomportance of értiary
education most of the young people want to entariversity. On the other handhe
universities should change their policy and structure and be more dpdatereasehe

knowledge of learners; and prepdhem forthe job market in society.

Hosni Djehane (2000) tmd out thaprivate education has been growing since the
1960s. In Iran the public sectoris underfunded. ® the other handthe quality of the

programs irthe private sector established probkeim education.

There is a pardlity toward the private sectan Iran; privateeducation accepts
more students than governmentally fundedversity do, due to the number of branches
and tuition expense One of the problems in theducatioal system in Iran isn the
teaching structure; wbih lecturers do not follow based on the gng-establishedoles but

they doproceedbased on their taste.

Floor believed that in Iran, higher education is not reinforced by an intensely
rooted practice of quality assessment at stateuniversities. Foma long time, Iranian
universities could not monitor themselves and create effective, internagemants of
guality assurance. As famternal monitoring, the academics have been unsuccessful in their
attempts, leading to a system of bureaucratic cbatrd supervision. New concepts have
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been raised due to recent changes in Iran, including the principle edvaéifition at
universities, based on scientific freedom and academic independence. But still external,
bureaucratic control is the leading tendg in administration and political structure in Iran

(Floor, 2002).

Art, particularly visual attis a worldwide languag@resentedhrough arencode
way of representing the world. Regardless, adsb perms the understanding of other
cultures anatreates room fohealthy emotional expressitny the peoplePeople do art for
enjoyment of it. Making and observing visual art seems to raise our ability to draw out and

even interceda emotional response (Jensen, 2001).

2.14.1 Brief history of art educdion in Iran

One of he keys to progress in the nevillemnium is education. Smith argues that
education involves not simply teaching and learning, but also exercising artistry and
developing connoisseurship and criticism (Smith, 200®j)e Iranian highereducation
system has been expanding quickly throughout the past two decades (Tavakol, 1999).
Quick developments of higher education in an atmosphere of social and economic change
militate against the inherent flaws in the system. The development of educanforming

to social and economic fadh dissimilar countries with severdifferentcultures is hard.

In 1851 in Dar atFunun, the Western academi@nner of universities in Iran was
establishedby the effort of the Royal Wier Mirza Taghi Khan Anir Kabir, with the
purpose of teaching and training experts in different fields (Clawson & Rubin, 2005). After
some decades, education in Iran was reformed substantially; however, these qualitative
changes were less successful (Ashraf, 1997). Althoughamdbniversity was established
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in the 19th century in Iran as the first modern university, the traditional system of
university education was founded more than 10 centuries ago when Islam came to Iran
(World Bank, 2009). New policies after the Islamic rewon had an impact on the
university education system in Iran. The new academic system was adopted to broadcast

the new norms that sprang forth after the revolution in 1979 (Ashraf).1997

2.15 History of art education
This partis dividedinto the hisbry of art education in the world and Iran and also

history of painting in before revolution and after revolution in Iran.

2.15.1 Art Education in the World
La Pierreand Zimmermar§1997)said that, one of therimaryaimsof art education
IS to progressknowledgeaboutthe ways art instructorgseinnovativeinsightto increase

their perception of themselves in diverse worlds

Ralph Smith (2006) in his opinion stated:

fiThe emphasis on cognition in art education is predicated on the
increasingly acceptelelief that art is a basicfom of human knowin

(p. 153.

During the twentiethcentury art edication scholars believed thetaching art

should change; in this time people see arneangertainmentather thara scientific major.
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RichardHickman(2005) statd that,

fOverall apprehension in America about principles in education might
be said to have its origins in the late 1950s, throughout a period of
critical reflection on the education system. Arising from this general

concern, the National Assesent ofEducationalProgress (NAEP) was

set up as a lonterm, nationwide curriculum projecfp. 21).

Atkinson found out during the 1970 and 198@suderdgd art activities were
explaired and understabas functios of selfexpression. Selfealization vas a popular

termthat underpinned logic and justified the goal of art education (Atkinson, 2002).

Education is an important isswsl around the world; beside thatrt education
became more significant the twentyfirst century because studeiscamanoreinvolved

with creativity in order t@show their emotion andisplay theuse of art in everyday life.

By thetwentieth centuryart education washanging fronthe training of drawing
and then shifbhg to using principés of design for training arThe at curriculum was
shifted in the 192@; in this period there was concentratioon creative selexpression
rel yi ng s apmonFfabost metjdive responsésuppression and also to incredse

need for democratic concejph schools (Eisner& Dg 2004).

Art education research initiated in the late nineteen and early twenty centuries
indicated thap sy chol ogi st s obser vte drawkevidescé ofteik e t ¢ h

charactes andindicative efficient personalities

Eisner and Day state thahe scholars like Freud and Jung, Walter Sargent at
Chicago and Earl Barnes at Stanford focus on the perceptionsasfdavisual literacy. In
the midtwentiethcentury,numbers ofignificant psychlmgist instructors were increasing

among them wasicluded Rudolf Arnheimwho focused on (visual thinking), and Viktor
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Lowenfeld, concerned with(creative and mental growth) and development; Howard
Gardner (visual intelligence); cognitive scientvid Perkins discovered the connection
betweenartistic ceativity and intelligent growth at Harvard Project Zero. Art education
drew validity from the relationthat recognizedthe incorporation of cognitive lessons in

visual imagery and the creation of notions and ideas (Eisner& Day, 2004).

As the previousliterature discussd thepoints of view of scholars arounthe
world, in Iran art education around teame timethe Qajar erastudents were taught in
MasterApprenticeship styte although they followd new European strategiés art
education; howeverthe contemporary society did naiccept and understand new islea

from Western countries

Washington State in 2003 raises an additional step to inclusion visual arts in
standardized assessment. This obtains the system of the Classroom Based Performance
Assessmet (CBPA). The CBPA is planned tevaluate Washingtont&e smportant
academic education necessitiesrough 200009Wa s hi ngt onés gdhal wa
new valuation or usage approaches to assure that all learnershieaomportunity to learn
the essential academic learning requiremehtst comprise social studies, agnd health

(English, 2010).

Tom Hardy (2006 found that,

fiThere was a trend in the United States, based mostly on a move away
from Discipline Based Art Education (DBAE), to irke
postmodernism in curriculum studies in art educatipm5).
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2.15.2 Art educationbackground in Iran

The roots of odern contemporary Iranianivilization beganin the Safavidera
through theQajar era The Qajar period was from1794 until 1925.Learning the art of
painting in Qajar gradually evolvedin several stage€uropeanartists traveledto Iran,
sendingstudentsabroadn theearly Qajar periodor learningtechniqueshewcivilizations

createchewintellectual to thepaintersin Iran (Haray, 2002).

With changing political institutions and the emergence of the constitutional
movement in society the meaningtbé art also became humanity. Onetd first resuls
of thesechangeswvasthe launchng of thefirst independent school of painginwhich was
led by one of the masters aft, Courtier Kamablmolk. During this time, politicaissues
were involved, and later othese wer¢he cause of Iranian evolution tine early twentieth
century. Wth the efficiency of ®cial and historical pagtns,the formation of the first
college of art in 194Qvas established amatademic art trainingvolved in thefollowing

years (Halimi, 2001).

Art education in the schools was based on European principles, and it gave new
meaning to art. Witlthe formation of the Darolfonoon School and establishmenttbé
painting courses and teaching in this institution, preficy of painting in techniques, as

well asnew ideas and methgdacreased (Halimi, 2001).

Higgins & Harris(2007) believed that,

filn order togain access to university, Iranian students have to complete
three separate stages: a High School Diploma, d4JRRreersity course

and a competitive university entrance exam. This is a highly
competitive single examination which students should pass &r tod
enter higher educatior{p.9).

139



A primary focus of art educationin Iran, following the Qajar periodand
continuing on forhundreds of years by the powerful Iranian artistas been on the
practical. At this stage, art educatiaas basedand centeed on the traditional criteria of
the religious spirit of the ruler and mastesidingover all activities. Professertaught

science anthe experience drt to the student (Karinat.al.,2010).

At this timeg due to this type of atmosphere, &hd compliance with social status
during nurture and training of artistgreat artists in those days grewhefe were few
breedingartists from thebroad masses of peoplleat wereignorant and uneducatednd

this created arivileged place for the artist society.

On the other hand, a limited population, as well as a lack of material priorities in
everyday life, living in small towns as their support system, special attention was paid to
the rulers of some sections as well as the history of art and ,aasstgell as the internal
balance of supply and demand depends on the artist's artwork. Second phase beginning and

end of the Qajar era to the Pahlavi continue (Hosseini, 2000).

At this period, with the influence of western culture, general training method
imitated art academies and schools in Europe. They brokered college educated teachers
working in the West and even run by foreigners, imitative incomplete programs and
practices of European art academy, one after another in a vocational school andadst sc

are performed.

Colleges of Fine Art in 1940 formed and founded the academic system; generally
the traditional system was marginalized and left to dd&agni, 2009). The problem with
this kind of Western education system implemented in Iran laslynin the difference in
conceps$ of art between cultures.
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After a long periodof emulation, without any type of speculation towatde
European style of education, graduallsanian philosophers and enlightenmeininkers
held a discourse and gainedsight about the need for changenewa) and asessment
measures in this arenahdy believed that the kdg the road tdreedan from traditional
backwardness were texpand education, prof@snal training, development that would
charge people's mindsnd renovatethe very basisof the educatiomal system (Haraty,

2002).

The thirdstage in art education after the Islamic Revolutiariuded achangen
criteria, change in management and displacemenieducators, as well as tkbangingof
programs and tandards. After the Islamic Revolutiorthe Supreme @uncil, in
collaboration wih some university art lectuerendeavoredo review he earlier program:

to arrange and develdpe new programs that wet@berun at universities and art schools.

2.15.2.1 Iranian Art Universitiesand Higher Education

Higher education in Iran contained three phases. The first phase begin from outset
up to the Iranian Islamic revolution in 1979; in this time Western models with government
upgradng and modernization minglewith the universitie8 constructions. Establishment
of the Islamic Revelatiorwoincidedwith the second phase of tertiary education history;
universitiesbegan aconstructiomal shift towardthe Cultural Revolution with Islamic forsn
as well asthe natiomal ideologicalpolitical system. After the Islamic Revolution, higher
education chancebecamethe subject of ideological and political assessments (Ameri,

2003).
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In the framework of sudden struggles at the universitiesCultural Revolution
resulted in closure of the universities, higher governmental interference, and the
development of a centralized evaluation system beyond higher educatibaldte 1990s,
the third decade of the Islamic Revolution began (Namini, Patel & Edwards, 2003) with

slowbtu rel atively profound reforms within tF

MghsoudFarasatkhah2Q08) stated that,

AThroughout third step, progresses suc
and classes linked with the improvements of the information and
communicabn age and globalization have caused in new challenges in

the I ranian society, and esygtemeded even
and emergencef the new generation of expeitp. 23)

Higher education in Iran primarily includes academic coursesnigad associate,
Bachel or 6s, Masterds, and Ph.D. degrees. T
Iran are as follows: Government sector, NBovernment Sector, a) Islamic Azad
University (Open University), b) Ne@overnment Institutions of igher Education and c)
Distance Education. The rapid growth and expansion of higher education in Iran during two
decades led creation of the Office of Supervision and Quality Assurance (OS{H95 mt
the Ministry of Science Research and Technology in (&QAI). Also in all universities
the center of supervision and QA, as well as the council of QA were established-for self

assessment (Ameri, 2003).

The excellent schematization council in Iran leadthry Minister of Education,
Research andekhnology ha not yet formulated and adapted new educational programs

and regulation, at least in art faculties.
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Currently, Iranian art facules have continued to develop tinaditional pedagogy,
but Iranian higher art education needs to change from the preseaturarstage to the

professionaldvel (Namini et.al.2003).

2.16 Brief history of Tehran University

Tehran Universitythe biggest and first institution of higher education in Iran was
founded in 1940. The University of FineatAvas founded with facultgf fine arts courses
in architecture, paintingand sculpture. The opening of the Tehran University campus
coincides with Iran's European familiagitgnd made this university the mainstream of
European civilization relationsnd innovative science. Nowthe Fine Arts Universityis
repletewith five departmerst urbanism, architecture, music, visual arts and dramatic arts,

whichis the oldest collection of art education in Iran (Hatami, 1963).

With the decision of Ministry of Culture's to establish a gwlén 1940, Andre
Godard was elected for planning, launching, and kdading thecollege. André Godard
was invited some construction engineerifagulty to teachat Tehran UniversityThe
architectsthat were invitedinclude Siro Maxim (French) Roland d@brol (French), Moser

(Switzerland), Babolyan Khachyk and Mohsen Foroughi (Iran).

The faculty of the Fine Arts University launchedhree degreein architecture,
painting and sculptureghat, after nearly seventy years after their establishment, nowahave
special place in Tehran University and higher education in the fields of aiteatate and
urbanism in Iran. Theidlds of painting and sculpture are among the first fields at the
faculty of Fine Arts, which were established seventy years ago wihatbhitecture

program(Marefat, 1992).
143



The University was modeled on the French higher education institutions and even
the French engineers who desdrthe Tehran University buildings. Tfeeulty of fine arts
courses and prograngas based on the exagattern of the Ecole de design Bozand
university buildings weralesigned byEuropean architechiSobrol Roland, Maxim Siro,

Markov, Alexander Moser, Andrea Goddard, and Mohsen Foroughi (Marefat, 1992).

The reason thate researchechoseTehran Univesity wasUT is the first and
most famous university in Iramvhich followed the European teaching style. Tehran
Universityis recognizel asa symbol of higher education in Iran. Acceptance to the Tehran
Universityodés famous und egrangsrsaveryucampetitiva and isp 0 s
conditional to the topercentage of students alehrnes who accepd after completing
the national entrance examination. Continuoushran University gas thenumber one

selection of eligible and favorable candidsaenongstll other universities in Iran.

In the late 194Qshe university structure curriculum gradually was modéted
moveament toward the American university systerAmerican universities and academic
staff who directly supervised the activities Bghran University consistedof Indiana
University, University of lllinois at Urbar@hampaign, University of Colorado at Boulder,
University of Alabama, And Colorado State University (Marefat, 1992Wurrent
curriculum in Tehran University (Fine Art Facultfdr painting course was attached in

Appendix A and B.
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2.17 Introduction to the Iranian painting
With regard © geographical location, Iran hakvaysbeendirectly in contact with
the great civilizations oboth East and West. During differehistoricd periods, Iranian
artistsofteninfluenced, omwere influenced byart elements from other cultureget, they
have mixed theseith the spirit of Iranan art, so the result was closedranian culture and
art (Mohammad Khazaei, 2000). Iranian art flebed in the distant past, anclent ur y 6 s

laterIranian art had also inspiregestern modern artists (Kashefi, 1991).

European customsnfluenced Islamic Art in the eightegh and nineteeth
centuries; this happedin most of theMuslim world. Muslim art gality hadbeenruined
when European tradition mixed with; icreativity no longer exisd in the Islamic Art
afterward (Kuiper2010). Lhiversities and students suffered from this change, because they

doubedwhether they should maintain their own stgies or revolutionize theraltogether.

Iranian painting in the second half of the nineteenth century, during the Qajar
dynasty, was influenced by European styles of painting, particularly a combination of
Renaissance, Baroque, and Realist stylé®re wereghree incentives for change in Iranian
art in the Qajar period: social and political alterations, a revival of interest in the art of the

Safavid period, and the strong influence of certain artistic styles from Europe.

During the late eighteenth and eanyneteenth centuries, art became more
descriptive to meet the increasingly materialistic aspirations of its patrons. The artists of
this era byassed experimenting with techniques such as perspective and chiaroscuro to
express their feelings and thoughtts. reflect their intention, artists established a new style

that could be considered Realism (Maleki, 2009).
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Art during the Safavid epoch (150Z36) became the basis for Qajar painting
because of the direction taken by two Safavid artists, Kafain Bihzad (14661535/6)
and Reza Abbasi (1565). MeanwhilEuropean painting was represented in Iran by the

Armenian community and thadreasing numbexsf European travelers (Modares, 2006).

The most significant element that causedsiapingof art inthelate Qajar period

was European art. Aidin Aghdashloo (2000) stated that:

Al ranian artists had studied the of We
ways to communicating in a period when art was becoming a social
issue and was still not lingt totheroyat our t 6 (p. 23) .

AyatollahiandHaghshena&003 stated that,

fiThe establishment of the faculty of Fine Arts by Andre Godard, which
was late run by Mr. Forughi in later years, caused the shutting down of
the old Behzad School after which the preservatibtraditional and
authentic Persian art was left to the department of Fin® frt294.

As this Westernization suited the policies of the new political organization the
(former) Ministry of Culture began investing in and promoting the training of yautists
in these new stykwhile the old Persian artists especially those who continued the create

the old Ghahvelkhane or imaginary images, were gradgétirgotten (Aghdashloo, 2000).

2.17.1 Iranian painting in PostRevolution
Painting in Iran impoved and grew from 1377 AH (solar). This growtiay be

divided into two parts. Theirst phasebeganfrom the revolution to the end of watn
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which various styleand grops weregformed The next phase containadworks that were

made after the Iratraqgwar (Ayatollahi & Haghshenas, 2003).

AyatollahiandHaghshenas2003 stated that:

fiThe first group of artists continued the artistic trends of American and
European styles and followed fewer of wiellown characteristics of the
Islamic Revolution. They reated a series of superficial, shapeless
Images or compositions of lines, shapes and colors, which presented
eyecatching and visually pleasing scenes, or as they called it a form of
International ai(p.309).

After the Iranian Islamic revolutionthe number of artists extraordinary incredse
it was due to the establishmaegitprivate and government universities in Iran and attention
being paid by people tart more thann pastyears Travel to European countridsefore
and afterthe revolution causedhis attention to the art and artists. People foddwand

wanted to participate in modern life, and tritechave piece of art in their homes

Ayatollahi and Haghshenas (2003) stated ttiad third group creatd by young
artists havahe mentality ofthe Islamic revolutionbut are either ignorant of their artistic
background and history or were educated in the European system. They struggle to show
religious or revolutionary themes or scenes of the-lrag war buthe style they usis the
sociatrealism of the 20s or 30s that emerged after the SecamitdWVar. Iranian modern
artistso6é attenti on wa sthegMestamdsodifferentdrendswere f or

seen in paitings in Iran during the 194@Mohajer, 2000).

One reason that Iramaart separatefrom world developmentsyas to unravethe
efforts ofprevious years for the introductiai new media art (modern art), and artists who
worked in those years with new ways of artistic expression such as installation,

performance, video grphoto art,d i d n 6 the dppostuaity to support their successful
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work in this aea. For the leading artists in theantgarde arenat becamevery tight and

desperate (Niakan, 2008).

2.18 Research Gaps Analysis
Research gap in this study defineddifferent way. First from the analysis of the
143 books and articles and thegseaarcher identified that thesea gap among art theo
art criticism and research methodology. On the other hand from search among Web of
Science researcher understahat tpublishingart criticism decrease curreptso there is a

need to research more about criticism.

The third gap revealetthe earlier review of literaturehoweda number of research
gaps. Following Atuaher&i ma 6 s sprin@ Qhé )gaps aredivided under four
categories: theoretical, empirical, contextual, and substantive. Theoreticabtgépto
inadequatedescriptionor predicton of some phenomen&mpirical gaps refer to the lack
of empirical studies or inconsistent findings on some phenon@ardextual gaps refer to
the generalisability of the findings of existisgudy Substantive gaps refer to the lack of
managerialunderstandingThe different classifications of research gaps are illustrated in

Figure 219.
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Figure 219: Researclyapssorting

2.18.1Theoretical Gap

There is an absence of frameworks for different challenges and different model for
teaching art criticism in studio based class that are faced when leatteempting to
implement it in the class (Hedayat et. al, 2013). Also, there is an absence of sources to
outlining the different curriculum module in this subject. There is a need for a framework to
categorize art criticism into diverse studio course diasainting courselLastly, there are
not enough explanations of the solutions for how to overcome the design and implementing

encountered during the different stages of art criticism in studio based class.

2.18.2 Empirical Gap
There are few qualitativand quarntative researches that examined the affecting
theimplementatiorof art theories in studio based class in visualHrere is a need for an

empirical research thaisageghe experimental study anidterview technique taliscover

149



theinfluence of art theries onart making in academic levéhere are few researches that
try to examinedand implementthis kind of study like,Hanafi (1998) Subramaniam

(2009); KazempourndGhaffari(2011).

2.18.3 Contextual Gap

There is a need for empirical research from whieh findings can be generalised to
integratingart criticism to studio based class curriculpmjects in thdraniangovernment
context Walsh(1992)in a studied ora disciplinebased art education model for criticism
and inquiry directed to newestern & indicated that tare is alimitation when applied to

nonWestern arfor criticism.

2.18.4 Substantive Gap
There is a managerial requirement need for empirically research frameworks that enable
lecturers to comprehend how best they may improve and implenteatitenism in the

studio based class projects in the universities in Iran

After finding and reading more than more than 140 artiaheskmoks which related to
the research topic, research gaps were find. These data investigated based on, subject,
literature review and research methodologh area. As it is clear, there are gaps in
methodology part and also Iranian higher education about art criticism. So researcher in

future must focus imentionedareas (Tabl2.3).
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Table 23: Researclyaps

Source information Analysis results
Searchresults Subjects Literature review Researchmethodologies
g £ 3 e g E £ o $ g S éég”%%g g 5
£ & 5 € 3 & 5§ BT ® G 2> S E w5 g = ¢ F § E
= F 5 ¢ 3 4 £ 5 29 § E 8 & BB S g £ ¢ £ ¢
T 5 2 : 5 &0 %8 5 £3°® 285 s 883 5 ¢
E £ £ < O < & - 5§ & ¢ £ 4 5 3
© O § = E .g =
= g

No. Author(s) Year

1 Barrett 1991 | 1 1 1 1 1

2 Bisselland Lemons 2006 1 1 1

3 Eisner 2002 1 1

4 Erickson 2002 1 1 1

5  Feldman 1973 1 1 1 1 1

6  Freedman and Stuhr 1996 1 1 1

7 Freedman 2007 1 1 1

8  Creswell 2004 1 11 1 1

9 Johnson and Cooper 1994 | 1 1

10 Freedman 2003 11 1 1 1

11 Majis 2004 1 1 1 1 1

12 Talbot 1998 1 1 1

13 wiersma 1995 11 1 1 1 1

14 weitz 1990 1 1 1 1 1

15 Anderson 1993 1 1 1 1 1

16 Luykendall o1 111 1

17  Barrett 2000 1 1 1 1 1 1 1 1 1 1 1 1

18  Bonyanian 2008 1 1

19 Barone and Eisner 1997 1 1 1

20  Barrett 1989 | 1 1 1 11 1

21 Berghoff et.al 2003 1
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22
23
24
25
26
27
28
29
30
31
32
33
34
35
36
37
38
39
40

41

42
43
44
45
46
47
48
49
50

51

52

53

Cotner
Haraty
Djehane
Dobbs
Efland
Facione and Facione
Treiman
Farasatkhah
Geahigan
Aghdashloo
Ameri
Anderson
Anglin
Anderson
Griffiths
Anderson
Khazaei
Anderson

Walford
Armstrongand
Armstrong

Atkinson

Colton and Covert
Halimi

Barkan

Barrett

Bissell and Lemons
Bloom

Saris and Gallhofer

Bresler
Smeyers and
Depaepe
Bullock and
Galbraith
Chapman and
Newton

2001
2002
2000
1992
1971
2008
2009
2008
1999
2000
2003
1988
1993
1990
1998
1991
2000
1995
2001

1997
2002
2007
2001
1962
1988
2007
1956
2007
2007

2006

1992

1990

N N
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55

56

57
58
59
60
61
62
63
64
65
66

67

68
69
70
71

72

73
74
75
76
77
78
79
80
81
82
83
84
85
86

Clark

HoutkoopSteenstra
Clark, Day and
Greer

Clements

Congdon

Balnaves and Caput
Douglas et al.
Hosseini

Ecker

Eisner

Eisner

Eisner and Day

Elkins
Cohen, Manion and
Morrison

Farley and Clegg
Feldman
Feldman

Gall
Cohen, Manion and
Morrison

Geahigan
Geahigan
Kashefi
Hamblen
Hamblen
Hardy

Niakan

Hart

Haust
Hickman

Shad Qazwini
Hyman and peron
Jensen
Creemers et al.

1975
2000

1987
1979
1989
2001
1981
2000
1973
1976
2002
2004
2003

2007
1969
1987
1982
1970

2000
1996
1998
1991
1984
1985
2006
2008
1991
1998
2005
2009
1998
2001
2010

N N = =

N N = =

N N e

[N

R N
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87
88
89
90
91
92
93
94
95
96
97
98
99
100
101
102
103
104
105
106
107
108
109
110
111
112
113
114
115
116
117

118

119
120

Johansen
Haraty

Jones

Lankford

Logan
MacGregor
Postiglione and Mak
McSorley
Lodico et al.
Mittler

Mittler

Munro

Poore

Ragan

Risatti

Smith

Smith

Spratt

Presser

Stecker
Taunton
Toulmin and Baier
Venable
Inanloo, Dadvar
Boghrati
Rahnavard

Zoe Belluigi
Goodarzi
Goodarzi

Gude

DiBlasio
SavinBaden and
Howell Major

Efland
Efland

1982
202
1974
1984
1975
1970
1997
1996
2010
1980
2006
1956
1903
2000
1987
2006
1973
1987
2004
2010
1983
1952
1998
2006
2003
1999
2009
2002
2008
2009
1985

2010
1995
2004

[N

[ S SN

N

N

T
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[
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121
122
123
124
125
126
127
128
129
130
131

132

133
134
135
136
137
138
139
140
141
142
143

Eisner

Erickson
Feinstein
Gardner

Greer
Hagaman
Hamblen
Barrett and Bolt
Hamblen
Hollingsworth

Johansen
Lanier

Kothari
LovancKerr
Mittler

Russell
Savarese and Miller
Silverman
Sullivan
Mohajer

Kiani

Tavakol

Open University

1965
1998
1989
1989
1984
1988
1987
2007
1989
1983
1979

1983
2004
1985
1976
1986
1979
1988
1996
2000
2009
1999
2001

N N

N N
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2.19 Summary

This chapter tried to explaidefinitions of art criticism, the emergence of art
criticism, and typs of art criticism and then described a proposed model of criticism fo
education and different theorigs art criticism. Moreover this chapter described the
history of theintroductionof Iranian higher educiin and art education in theond, &
well as the history gbainting in Iran. The researcher also explailitedature review for art
criticism during 19261970 education. While the literatume the current study contributed
to andexplained evidence for thesearch questions, it algwovides a description fdahe
outcomes by citing other studies amdferencing the theoetical predictions and

explanations ofhe signifi@ance of the research problemshrs study Figure 220).
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Figure 220: Main result and finding frontiterature eview
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In this chapterthe researcher used both primary and secondary source literature

from more than one hundred afalirty references, two thisdof whichwerefrom papes,

the rest werdrom books andsome of them wer&om these. The goal of finding these
resources was to show prevsoresearch about art criticism as it pertaingdaian higher
education as well as compare different approaches in artsmntiés the Iranian education
system follovs those of Western countriaad European scholatherewasfew literature
review source related toart criticism which wa done by Iranian scholars. ,Sthe
researcher had to bring art education and art criticism igtertaining to Western
countries sincelranian follows them. Herethe researcher desigd Figure 221 to show

that researchers in the future could follow these additional issues in art criticismatea

mentioned in current studies

Integrated More
Criticism Theory
Together

Add Art
Criticism to

the
Differt_ent
Art Majore Integrated
Aesthetic &
Art Criticism

to the Studio
Based Class

Figure 221: Additional researcheed inthis researchopic
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CHAPTER Il

RESEARCH DESIGN
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3.1 Introduction

In this chapterresearch method, population, and procesitinatwere used in this
study were explainedMoreover the structure ofthe experimental method of usine
DIPC module(Description, Identify, Predict and Criticizéor teaching paintingas well as
statistical procedures for analyssd also survey study (second study) were explained in

this chaper (Figure 31).

Introduction

'

Overview of
research methods

'

Research selection and
justification

v
v v

Survey sudy Quasi
l experimental study
. . A 4
Questionnaire ¢
A 4

Studio Critical Survey
practice writting questionnaire,

v .| Reliability and Validity |¢__¥

Figure 31: Outline of Chapter three
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As researcher used mixed method for this study, the qualitative survey done to
identify the content problem iart curriculum in UT and others university in Tehran
province. After the result sined that there are some changesd for art curriculum based
onthei nst r ideaf eseércher conducted quantitative study to test new design
curriculum whichbased o e | d ma n 6 s s #heody a8l lanswenrésearch objectives.
The assumptions is if the art theory added to the art curriculum, student knowledge will

improve and also effect on theirt making skills.

3.2 Researchmethodologyfor survey study

In this thesis theresearcher conducted two studies: the first beisigneey andhe
second, a quasxperimental study. Thisusvey studyapproachis a common desigin
education. Survey researsha processn quantitative study in which researchers manage a
suivey to a samplefa population of individuals to define the attitudes, ideas, or features of
the population; alsothe survey designs diffdrom experimental research. In sursey
samplesare not intervened with as they agwen to contributor throughhé investigator
(Creswell, 2004). Survey are a kind of norexperimental, expressive method that

researcherase tocollectdata froma population.

According to the Basha and Harter (1980),

fA set of people or subject which have at least one charaateristi

manner in common, called population. Although population could be

| arge or small , researchers straight g
(p.256).

Moreover the survey endeavor® collect information from persons about
themselves, familyor social institutions. This method is principal tool to collect and
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analyze data from chosen subjects. Suswega main and basic tool for conducting social

science study methodology (Rossi, Wright & Anderson, 1983).

Meyer (1998) statedhat there existfive stages which have toccur at the
beginning of each studyhefirst one is the choicef topic; second, reviewand summey
of the related literature; after thdhere is description dhe research questions; fouyrtin

assumptions developedand finally, thereis operationalization.

Based on the Meyer (1998) study, to select the representative sagipleach
individual hasto have hal the chance of being selected to take part in the suthisyis
called randomization. To ensure thhis occurs andhat thesample is indicative of the
society, Mayer (1998) said that, researchege to use stratification, whidh a kind &
sampling technique. Thers e ar ¢ h e r 6 becomedq select whick subategories
in the population arstatistically sgnificant. Thoughit is important to create thguestions
carefully because weakbesigred questionnaire reduce theesultsand make themseless

(Meyer, 1998).

The present resedr aims to investigate lectusdr f eed b ac kthearoncer
curriculum n Tehran universities, to introduce rew way of teaching art, and the
implication of art instruction in studibased fields of study for undergraduate degrébis
study is carried out based on a survey in which fifty art lecturers contributed. Thardtand
guestionnaireswhich included 22 questionsvere used to assess the objectives of the

study.(Refer to Appendix E and F)

In this study a crosssectional survey desigmsed the researcher dars datan
one topic at d&ime; although the aim of thikind of survey is to test present attitudes,
opinions, and views of lecturer in Iran about art education problems. In the stigey
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guestionnaire aimed at assessing the opinions and attitudesadfibdtructors concerning
the art curriculum in Tehraaoniversities which, asthe literature reviewsndicate, is a
justified sample size. It is assumed that the difference between the current art curriculum in
Iran and art theory approach would be in the content of the curriculum. To examine the
applicability of art theories to the art curriculum, the researcher concentrated the survey in

seven universities in Tehran provinéegure 32).

[ Survey

[ 50 Instructors ]

S

Attitudes & Evaluates Art Community Needs
Opinion about Art Education
Education Program

Using Standard 7 Universities in
Questionnaire Tehran Province

Figure 32: Surveystudy design
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For this particular study, samples were drawn from the painting field of the visual
arts departments in the selected universities includiveg Fine Art University, Art
University, Azad University (Nogovernment University), Soureh University, Science and
Culture University, Tarbiat Modares University and Alzahra University. Participants were
chosen based on their instructorRgure3ears
All the participants (40 mage 10 femalg) were teching in visual art at Tehran art

universities.

How Participants
Chose

v
Visual arts Their ins Theireducational
departments years ofexperience levels

How Universities
Chose

l | l

All Famous Six of themGovernment
Universities in Tehran Universities & oneNon-
governmentJniversity

Figure 33: How participantsanduniversities chose by researcher
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Twenty three of male participants were Ph.D. hadend the rest had ddted s
degees (n=17), while for female (n=10% had Ph.D. degrees and 5 hadsiér degree
Data for this study wasollected through usintie standard questionnaire of Jooyon (1992)

(Figure 34). (refer to Appendix E and F)

40 male & 10
/k Female J\
23 mal 17 males had
males were males ha

Ph.D. holder

Master degree

5 females had

5 females were

Ph.D. holder Master degree

Figure 34: Sample information for survey study

3.3 Researchinstrument for survey

The standard questionnatensisted of multiple questions items that were divided
into two parts; part one included general information about eaxditipant andpart two
included 22 questions thaolicited information on the existing curriculum of their
universities and participantsd generyradl opi
art production (studio art). Thealdity of the questionnaire was measured by consulting
with research experts (n=13) atitke reliability of this questionnaire was measured by

Cronbachdés Alpha coefficient (U=0.80).
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3.4 Researchapproach for quantitative (quasi experimental) study

Scholars dividedhe research methadin education andther majorsinto two
basic types which ingde the Quantitative and Qualitative method. In this thesie
researcher usethe quantitative method. Thesearcher has chosére quantitative type
which emphasize®n collecting data and analyzing the form of numbers and also

emphasizesn theprocedures of comparing groups in experiments.

The thenomendave beemescribe through the quantitative methodaufllecting
data in numerienformation andthrough the use of mathematical, analysisased method
(Muijs, 2004). The quantitative meth@toceduras the key component of the study based
to the Wiersma (1995). All the procedureust be described in detail and also the

combination ofactivities have to be obvious (Wiersma, 1995).

Since this study adopted methods that examined studentsrkstand critical
analysis of thig own work, numerical data was goodmethodfor this purpos. In fact,
such data couldupport the survey approach in the attempt to relate students' performance

to their background characteristics, using descriptivesstat Figure 35).
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aims to investigate
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assignedto theboth
groups
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>
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\. J
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\. J
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Figure 35: How researcltonducted
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A mixed repeated measures ANOVA was used to interpret the within (pre, mid
and postest) and between (experimentid control) effectMuijs (2004) stated that,
quantitative method consists of two types, experimental design anexpenmental
design. Experimental method is the investigate tmdtether activity or material make
change in result for subject or nBesearcher assesses this impact by giving one group one

set of activity and withholding the set (gerexetivity) from another groufFigure 36).

Preparing Data
Collection
Instrument

Quasi Experimental Survey Research
Method

Researcher designed three 4 Survey research uses scientifD
quesionnaires for both groups in sampling and questionnaire to
this study L
measure characteristics of the

population with statistical
\_ precision. )
Two Groups: Experimental & Control
[ In person ]
Three Tests Pretest, midtest and post

test

Figure 36: Research design was usedrbgearcher
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To identifyabout data analyskgure 37 was designed.

A Mixed Pearson Correlatio Scores were
repeated Coefficient viewed in the
s form of mean
ANOVA score and
frequencies
To find correlation
between students'
To determine th studio practice andrt To determine studen
contributing factor critical ability scores performances in thei
critical ability

Figure 37: Data aalysis

Muijs (2004) believed that thecientific method or experimental designastest
under controlld conditions which testthe validity of the objectives or hypothesis. While
doing an experiment we need to control the situation as muslpesbable and just focus
on those variables that we need to study. We also needdedreon what our subjecs.i

The nvestigatorasthen determined seledfsetraditiond experimental strategy to use

The traditional experimental design, known as thetgsg midtest and postest
control group designwor ks as foll ows: partici mants
experimental research)e divided into two groups: tlexperimental anthe control group.
Moreover,the subjecs in the experimental group obtain the intervention lthe control

group isnot to receive interventionThe pe-test was given to both gups to evaluate the
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effect of the experiment before the intervention given to the subjects; although researcher

give the mid and podest after the treatment given to the subjects with usually same

instrument Table 3.1)

Table 31: Experimental and control groups (Muijs, 2004)

Pretest

Mid-test

Posttest

Intervention

Experimental groug

X

X

X

X

Control group

X

X

X

Following the postest, statistical analyses are carried out to see whether the

treatment has had an effectsually it is better to usa pre-test, midtest and a postest,

though, because without presting theresearcher can never be stirat differencewhich

can be foud on the postest is the result of the treatment and not the result of differences

that already existed between the two groups before the treatment (Muijs, 2004).

3.5 Process ofexperimental design

To define unfamiliar efficaciesnd to inquireabout assumptios, investigators

may carry out the experimentsirategy. Afterward, analyza process can assess which

level have significant influence, and more effect on the procedure conse@gAedeeson

& Whitcomb, 2000).
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3.5.1 Instruments

After the researcher has selected dtatle experimental design, they must then
select or develomppopriate pretest, midtest and posttest measures. This is crucially
important, as neither a higjuality experimental design nor sophisticated statistical
analyses can make up for weak measurement. \ieeesearcher selext data collection
tool like a survey to attain research objecBydhe researcher has chosen tbgearch
instrument. In this studythe researcher cleses survey questionnasreas research

instrumens for survey study, and experimental study.

The products of all students' actiesi in the research tasks were taken as
instruments for this research. To complete the process of instrumentation, students'
artworks and their written critical analyses with the survey questionnaires were used to

answer the research questions.

There werehree different questionnage&esigned by researcher for pre, mid, and
posttest to identify the factors that may have contributed towards it of art criticism

knowledge (Refer to the Appendix G, H, I, J, Kand L)

3.5.1.1 Survey forquasi experimental study

A survey was conducted on both groups to identify the factors that may have
contributed towards their level of art criticism knowledge. The survey was done in the form
of questionnaire The advantage of using the questionn&renatis that t allowed for
anonymity of subjects, anglave respondents time to read and understand questions. The

survey was distributed upon completing the critical analysis
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3.5.1.2 Reliability tests

A reliability test was conducted on both the assessment rudretsurvey to test
the validity, consistengyand reliability of the data analysis procedufde assessment
rubrics and survey was developed by the researcher to cater specifically to this study and its
activity. The reliability test was used on the ew&tus' assessment to give marks; the
reliability test used was Cronbach's Alpha to test the factors obtained from the factor
analysis. The acceptable value of the test to be considered reliable in this study is 0.50 and

above. The higher the value is thles@ssments and survey.

The reliability test was done on 30 st
scores. The reliability test for the students' studio practice wteptevas with an alpha of
0.872 and their midest was with an alpha of 0.8@Md finally for postest was with an

alpha of 0.782Table 3.2)

Table 32: Reliability statistics in Preest Mid-test and Podiest

Cronbach's Number of
Alpha Items
Pretest 0.872 20
Mid-test 0.800 20
Posttest 0.782 20

Assigning persons to groups is the next stage in the experimental design. In
experimental researchhe researcher iglways trying to minimize the influence of any
external factors; this means thhe researcher wastto ensure that the experimental and
control group differ as little as possible at the start of the experiment. Otheanyseffect
found might have beetaused by differences between people in the groathsr than by

the treatment. Theesearcher collects data from something or someonguantitative
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study, which arecalled units. The subjects thie researcher collestfrom thesainits are

named variable AVvariabl e wil!/l di f fer bet ween uni

The researcher has selected subjects to take part in the study; they were
judgmentaly assigned to this study. Subjects are selected as the sample with a definite
purpose in this type of sampling. Judgmental or-pabability sampling is more
frequently recognized as purposive sampling. The researcher considers that some subjects
are appropriate for the research than other persons with judgmental sampling. That is why

they are purposively selected as subjéetgure 38).

N
Judgmental purposive,
sampling
\ J
) .
Researcheselectssamples A limited no of Give more accurate
based on their knowledge an individuals possess result
professional judgment the trait
J \
Samples were Samples were in Samples were in
first semester painting course |— undergraduate

level

Figure 38: Judgmental sampling

Although thesubjects were randomly selectedeither the control or experimental
group, for exampleby giving everyone a number and then randomly selecting numbers to
be part of either the experimental or the control group. Randomization is probable to
corfirm that there is no biass everybody would have an accurately equivalent chance to

be in each group.
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The equalization of grogowas the result from preest examination given in the
earliest part of the semestéraple 33). The reason for matching the students into two
groups with equal art results was to ensure that the students had the same level of
understanding of painting durinthe pretest and were drawn from a similar student
population. If the students results duripgsttest had improved, it shows that the students
had a proper formal art training. Besides that, if the results of the experimental group
showed a good result compare to the control group, the hypsthesuld be affirmed

(Figure 39).

Table 33: Composition ofstudent samples by gender and art making griadas-test

Art grades|  Controlgroup (CG) Experérgce;?tagroup
M F Total | M F Total
A - - - - - -
B 4 6 10 4 7 11
C 1 4 5 3 1 4
D - - - - - -
Total 5 10 15 7 8 15

[ Experimental Grouﬂ [ Control Group ]

Femals 8,
males 7

Females 10,
males 5

Figure 39: Samples by gender
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Correct sampling is particularly vital when there is more than one condition in the
test. Oftenone sample group works as a control group, whereas othersedrerider the
experimental circumstances. Many different sampling techniques can be used to decide the
sample groups (Shuttleworth, 2008). It is essential to decrease sampling errors to receive
valid result from the experiments. Researchers frequentlyatgthe sample size to reduce

of random errors.

3.5.2 Dependentand independent variables

To designthe experiment,the researcher should check and focus variable
influences on the result. There are different kinds of varigbbit the most significarare
the dependent and independent varigbl@ependent variables atlee measurable result
and the independent variable is the center part of experiments which isolate and operate
with theresearcher. In this studiheindependent variable was art aim;the dependent

variable was teaching painting.

To determine whether the result and outcomes are dubetexperiments and
manipulation or causkby other factors in the prosg, researchers can isolate the cause and

effectwhich provides that influece in the experiment (Muijs, 2004).

3.5.3 Carry out the experimental study
Once everything wam place, the experimemtascarried out. When carrying out
the experiment, i.e. administering the qest, then carrying out the treatment then-teit

and fnally doing the postest,the researcher ensutehecontrol of extraneos factors as
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much as possible. Thegearcher wanted to say something about what is cause (treatment)

and what is effect, and then have to ensure that this control is maintained.

This means two things: firstlyheresearcher waatto control the environment. It
would be hard to conduct an experiment in an environment in which all kinds of other
things are going on and be sure that whatever outtoeresearcher finds is a resoltthe
treatment. After the experiment done and the-pesttadministeredhe researcher analyzes
the results. The results then tell whether researcher can provisionally reject the null

hypothesis or not.

3.6 Researchsample

In this study studentsweredivided into two groups, group (a) control group and
group(b) experimental group. TH2IPC module was introduced to theexperimental group.
Therewere 15 students in each classerall 30 students involved in this study. This study

was taken one semesir 2012.

In this studythe experimental group had tteeent, and students gave marks. The
researcherwas aware a n d expected b i ansrks, ismthe treBemarches t u d e
endeavoredo improve the validity of this study and to minimize the potentiaef@uator
error and biasso, this study used two lecturers (for experimental group),torteacha
design sampler (A)and thesecondto give marls (B); both of these lecturersvere art
educators at UT. Lecturer Bas given a rubric to helguide his asessments. Lectur@&
wasgiven brief explanations on how to assess the students' artworks based on the criteria in
the devebped rubrics. Once LecturBrwas done assessing thieidents' works, the scores

wereaveraged for each sectidfigure 310).
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Instructure A:teach design
sampler

Instructure B: give mark

Figure 310: Experimental Group had two Instructors

Because of the presence of some expected bias in the lack of masking and
blinding; errors may happen when the observer measured data to the prediotabme
and usually place in the experimental grotfartman, Forsen, Wallace & Neely, 2002).
With the assistarecof lecturers from the university, the researcher managed to complete the
tasks of monitoring and collecting student

to the planned procedures.

To justify the sample size researcher used the G*Power seftWarsion 3), with
U = 0.05, effect size f= 0.25, in 2 group:
subjects were sufficient to have a statistical power of 0.85 for FANMGVA: repeated

measure, withirbetween interaction, and above theuiegd 0.80 as suggested by Cohen

(1988).
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3.7 Researchsite

In this study research site was in Tehran, capitédaof at Tehran University (UT),
located @ Enghelab Eslami Street. Researcher has chosen UT because it is Iran's oldest and
most prestigious niversity. Additionally, it is ranked as the best university in Iran in

national and international rankings.

The study was conducted at a government university in Tehran city. The university
offers a program in art under the Faculty of Fine Art. The fgauitw hasprograns in
Visual Art, Architecture, Urbanism, Dramatic Arts and Music and Independent
Department. The duration of study for each program is four years, terminating with an

award of a bachelor degree upon completion.

3.8 Researchprocedure

This study was investigating th®IPC modude in painting course at th&ehran
University in Iran The task was tgiew the studenimprovement intheir painting skill,
and creativity through critism, regardless of the efféeeness of the teachinBIPC

module by lecture.

The specialmodule sampler was desigd and deliveed for the experimental
group. The common curriculum was use for control grdapthis study sex was not

consideed, howeverachievement anskill wereimportant in this investigation

Desigred questionnairesinclude 20 multiple questionsvhich were used to
evaluate the studentmderstanding oDIPC modde in pretest, midtest and postest.

Before data collection, to ensure the validity of the research test, a nafrdseexpertsr(

178



= 4) approvedthe validity d the questions, and researchesed their viewpoints for the
modification of the testlLike the Krejcieand Morgan (1970)(30 subjectswere deemed

appropriate for a given population in thesearch

Students in the experimih group were producing arelaluating artworks and
were likewise visible to the work of specialized adult artists. Students in the control group
were made to produce artworks. Production time for activities in the experimental group

was three hours.

3.9 Quasi experimental method activities

Research activities includstudio practice, critical analysis and survey.

3.9.1 Activity one: studio practice procedures

Students' artworks used this study involved the activitgf paintingin still life,
imagination artworkon canvasWhenactivity was finished student's artwork based on the
assessmemtibric which created for this activityvas examiningThe scores tabulated from
the assessment analyzed for the findings students' performance in studice prEotic

materials needed to conduct the classroom activity were canvas, brush, ancbpmncil.

For the pre-test the lecturer asked students to paisiill life without any training
and instructions, to give them mardn the first session (pites) to measure student ability
in art making and then compare their progress with -fgs$tstudents However

instructions by théecturerwere given to students/ery sessiorthe instructions contained:
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i. Descriptive notes on what they were supposeatbtm the studio practice and the needed

materials for the activity.

ii. In studio practice session, the studentseateained to paint still lifelesigrs using a jug,

stee, glass, fabric and different still lige also imagination paintingnd so on.

iii. When they were satisfied with the arrangement and organizdtieg started to draw

the painting on a canvas.

iv. When the painting was finished, they completed the activity ugpgogariate oil color
to colorthe painting. All activities were condted in a classroom at UT. Thene given to

students to produce the artworks was about three hours.

3.9.2 Activity two: critical analysis procedure

Students' critical ability used in this study involved doing of writing the critical
analysis of'their artworks based omIPC modue (Description, Identify, Predict and
Criticize) (Refer to the Appendix R and .SAt the end of the activity, the researcher
examined the students' critical ability basedo® assessmentibric. The scores tabulated

from the @sessment analyzed for the findings students' performance in critical ability.

After the completion of the painting activity, students ezquired to write a
critical analysis of their wn artwork. UsingDIPC modue, the students were farepare
written information in reference to each of the dimensions: descriptientify, predictand

criticize. The duration to produce the writing was 45 minutes.
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3.9.3 Activity three: survey procedure
Survey questiomaires were distributed to the studethisee tines. The duration

given to complete the survey was approximately 15 minutes.

3.10 Performance assessments

After artworks and written critical analyses completed by the students then
distributed toinstructorto be assessed individually. Students' artwakd the written
critical analysis wergudged according tothe performance assessment. Performance
assessment was chosen in this study as iexaatlydecide students' ability to perform the
suitableskills in the context of the real environment intethd€he assessment was carried
out based on two assessment rubriise assessment rubrics act as a guideline for the

assessment procedu re.

3.10.1 Scoringrubric

Scoring rubric wagonstructedo evaluate students' artworks. The scoring rubric
thatcreaed is a rubriavhich comprise diverse scales, therefore offers a set of scores rather
just one. Each part has descriptqusogress quality of the performance by students

described with performance levelssafiguence

Levels of performances aresed to ddgnate the quality, or how well the
descriptors. This allowed the learners performed in each of their work and learning

themselves in terms of their own work with other. Students are ab&yaimatefor
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themselves, thus removing any bieguality of emply lesser time on assessment of

student.

Lecturer was qualified to works as they need fast follow the criteria in the
rubrics. The rubricor scores comprisive levels ofskill reaching frononeto five points.
The method of scoring is as follows:tlfe assessor feels that the learner did excellent they
receival a full five points; a good job receidefour points; an average performance
receivel threepoints; a poor performance recaivievo points andone point if it is very

poor.

3.10.2 Scoringrubric for studio practice

The evaluation criteria in the rubric(refer to Appendix D)were based on
numerous component of the givelassroom activitynamely visual design, execution,
creativity, and time/effort. Theletailed narrative descriptions of eyetriterion to the

excellent performance until very poor performancespezified in separate columns.

In DIPC modude, it is easier for the lecturer to conduct the student's assessment.
Eachstudent was assessed acaogdio the discipline oDIPC modde which is (Figure

3.11):

I. Art production Evaluation is based on the following criteria:

ii. Visual design Understand formal aspects of art e.g. principle of design contains:
balance, variety, harmony, movement, rhythm andyurand line, color, value, form,

shape, and texture are components in elements of art.

iii. Execution How they used of media (control, adaptation, selection and experimentation)
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iv. Creativity. Based on technical and composition of artwork,

v. Time andEffort

Furthermore, the lecturer also raised questions to students about his or her work

such as follows:

a.What might have been the sources of the visual ideas?

b. How have these been worked out in the composition?

. . ( . )
Visual Design Execution:
—
E &P, 25% Use media25%
. J
- - - ( - \
Creativity: Technical Time & Effort,
& Composition 25% [
25%
. J

Figure 311: Art production evaluation criteria (design by researcher)

3.10.3 Scoringrubric for critical analysis

The evaluationstandards in the rubri¢refer to Appendix D)were based on
Feldman's model of art criticism and designed conceptaalegwork,namely description,
identify, predict, and criticizeThe detailed narrative descriptions of every criterion for the
excellent performance until very poor performance are stated in individual columns. The
rubric was developed to suit ameflect the objective of this study which is to examine

students' ability to connect art critical knowledge to their studio praétigare 312).
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. . N ( L h
Identify , characteristics Description,
something,ndicate who Representation about

or what person, object, or event
L J \ J
. N ( .. . )
Predict, Express an Criticize, Judge, indicate
outcome in advance, anc the faults of s.th worth or
estimate quality
L J \ J

Figure 312: Scoringrubric for critical analys

Evaluationwasbased on how the students reply to tasks given and how they are
able torespond toDescription, Identify, Predict and Criticize in works of art. Example

guestions are as follows:

a.Description What is the artist's name? Title of thenaark? And Date of the work? What

is the subject matter?

b. Identify: What is in the foreground, miground, and background? How has the picture

been arranged? What colors are used and how have they been arranged? What is it about?

c. Predict do you thinkthere is a link between what you find at first and what you consider
later on? If yes what was the connection? Is there any relation between title and meaning of
the artwork? What is the specific significance and meaning of the objects or visual effects

in the work?

d. Criticize: what is your opinion about this artwork? What you like or dislike? Do you
think the artist was successful? Does the work have an overall meaning to which the

various components contribute?
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3.11 Conceptualframework
The researchrevas design a comprehensive module of teaching painting by using

DIPC module The module was consisting ¢@rigure 313):

I. Art criticism (based on Feldman theary)

ii. Bloom's Taxonomy model

Art Criticism

v

Feldman
Theory

—

(:I.-Description \

2- Analysis

3- Interpretation

4- Judgment

_J

Analysis Based Analysis

ONE& P <————— Include:DIPC

Describe

I dentify

Predict

Criticize

O

Describe First Step of Bloombs Ta

Identfy: Second Step of Bloomds Te
Predict Third Step of Bloomds Tax

Criticize: Fourth Step of Bloomébés T.

\_ J

Figure 313: Conceptuaframework (designed by researcher)
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In this new conceptual framework researcher apply Feldman theory of criticism,
which consist of four criteria, first description second analysis, third interpretation, and
fourth judgment. To be more specific researcher took just one part of Feldman theory
which chose analysis part. Analysis is the second step in art critiquing process (Feldman,

1973).

The critic states their opinions about the message of the work of art. Analysis
depends on deeply on the criticds infor ma

Design to expression in knowledgeable method the info they realize in an artwork.

Principles of art have eight parts whiaiclude rhythm, movement, balance,
proporton, variety, emphasis, harmony, and unity. Element of art have seven parts which
consist of: line, shape, color, form, texture, space, and value. Researcher selects Elements
of Art and Principles of Design, because students were in first semester amcke¢deto

learn this step. Researcher has chosen analysis part because:

I. Refer to Element of art and Principles of Design

ii. In analysis stage reflects the important art principles that were apply in the artwork.

iii. To articulate in knowledgeable stylee information, which students see in a work of

art, and

iv. Because students were in first semester, have limited art backgrounds and experience so

researcher prefer to choose analysis part.

Although researcher divided analysis part to (DIPC: Descnptaentify, Predict,
Criticize) based on the Bloom's Taxonomy of Learning Domains. Being initially made in
and for an academic context, the development of Bloom's Taxonomy began in 1948; at the
time that Benjamin Bloom was committee chair of educatiosgthologists, founded in
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American education that aimed to develop a system of learning behavior categories to
contribute to the design and evaluation of educational learning. Remarkably, Bloom
believed at the outset that teaching should emphasis on ‘wastethemes and the

advancement of higher types of thinking, instead of a utilitarian method to merely

conveying facts.

Model of Bloom's Taxonomy has three sections, or 'overlaying domains'. He

employed rather academic language; nevertheless the inpiisatie easy to comprehend:

I. Cognitive domain (knowledge, or 'think' as knowledgeable ability),

i.Domain of psychomotor physical and manual

iii. Affective domain (emotions, feelings, and behavior, i.e., ‘feelatotude) (Bloom,

1956).

In the critical process, models are found for methodalk about art aesthetically.

Also each domain consists of different pdiftable 3.4.
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Table 34: Detail of Bloom's Taxonomy Domains (Bloom, 1965)

Cognitive Affective Psychomotor
1. knowledge Attitude Skills
2. Comprehension 1. Receive (awareness) 1. Imitation (copy)

2. Manipulation (follow

3. Application 2. Respond (react) instructions)

3. Value (understand and

4. Analysis act) 3. Develop Precision
5. Synthesize 4. Organize personal value 4. Articulation (combine,
(create/build) system integrate related skills)

6. Evaluate(assess, judge| 5. Internalize value system| 5. Naturalization (automate
in relational terms) (adopt behavior) become expert)

Based on Cognitive domain, researcher made her own conceptual framework. DIPC
consists of, Describe from knowledge part, Identify from comprehension, Predict from
application and Criticize from analysis pdfigure 314). Level five and six in the
cognitive domain later on were replacing in 2001 by AndersonKarthawhole(Table

35).
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Bloom s Three Type of
Learning for Academic
Context (1956)

[Cognitive Domain ]7
(Knowledge \

Comprehension

Affective Domain o
Application
Analysis
Synthesis

[ Psychomotor Domaln] Evaluation )
N/
DIPC

(Describe Explain in Speech \
Identify : To find out s.th

Predict: To express an outcome in advance

Criticize: Expressoed6s opinion of t

g /

Figure 314: Conceptuaframework (designed by researcher)
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Table 35:

Bl oomobs

Taxonomy,

Cognitive

Domai n

, (Bl oom,

Cognitive Domain

Category or 'Level

Behavior

Examples of Activity to be
Trained, or demonstration ang

'Key words' (verbs whch
describe the activity to be traine

Level Descriptions evidence to be measured or measured at each level)
. Multiple ch0|qe test, recount Arrange, define, describe, labe
Recall or recognize facts or statistics, recall a . . :
1 Knowledge : ) AR list, memorize, recognize, relate
information process, rules, definitions; qug
reproduce, select, state
law or procedure
Understand Explain or interpret meaning Explain, reiterate, reword,
) from a given scenario or . ; :
meaning, restate critique, classify, summaries,
: . ; statement, suggest treatmen; . :
2 Comprehension data in one's own . : : illustrate, translate, review, repo
: reactbn or solution to given . ) )
words, interpret, discuss, rewrite, estimate,
problem, create examples of . :
extrapolate, translat interpret, theories
metaphors
Use or apply Use, apply, discover, manage
knowledge, put , .
. ; Put a theory into practical execute, solve, produce,
L theay into practice,
3 Application

use knowledge in
response to real
circumstances

effect, demonstrate, solve a
problem, manage an activity

implement, construct, change,
prepare, conduct, germ, react,
respond, rolelay

1965)
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Analysis

Interpret elements,
organizational
principles, structure
construction, interna
relationships;
quality, reliability of
individual
components

Identify constituent parts and
functions of a process or
concept, ode-construct a
methodology or process,

making qualitative assessmel
of elements, relationships,
values and effects; measure
requirements or needs

Analyze, break down, catalogug
compare, quantify, measure, tes
examine, experiment, relate,
graph, diagramplot, extrapolate,
value, divide

Synthesis
(create/build)

Develop new unique
structures, systems
models, approaches

ideas; creative
thinking, operations

Develop plans or procedures
design solutions, integrate
methods, resources, ideas, pa
creak teams or new approache
write protocols or contingencie

Develop, plan, build, create,
design, organize, revise,
formulate, propose, establish,
assemble, integrate -egrange,

modify

Evaluation

Assess effectivenes
of whole concepts,
in relation tovalues,
outputs, efficacy,
viability; critical
thinking, strategic
comparison and
review; judgment
relating to external
criteria

Review strategic options or
plans in terms of efficacy,
return on investment or cest
effectiveness, practicability;
assess suanability; perform a
SWOT analysis in relation to
alternatives; produce a financi
justification for a proposition o
venture, calculate the effects ¢
a plan or strategy; perform a
detailed and costed risk analys
with recommendations and
justifications

Review, justify, assess, present
case for, defend, report on,
investigate, direct, appraise,

argue, projectnanage
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In the critical process, models are found for methods to talk about art aesthetically.
The following four phases in the critical prosesere described by Feldman (1994). He
emphasized conflicting rational and the critical procedure of explanation, analysis,
understanding, and judgment. These methods comprise beyond the information learning.
The critical process is observed as investugatiather than confrontational. Criticism
joined with aesthetically oriented actions can permit manifold understandings of art,
creating a setup that does not necessitate specific language or particular responses. Art

discussions can work aesthetically amnitically.

To guidance teacher, there are two sources; instructional model is the first one.
This model prepares verbal behaviors wibmpoundart criticism and aesthetic for
replying to the art. Aesthetic interaction is the second model, which prepatel for
guestioning strategies. Teaching strategy could improvearsdiadestudents to talk about
art based on these twibeories (Parsons & Blocker 1993lso there is aconnection
betweenprocedureof art criticism and aesthetic questioning in agson when these two
mixed together. Art criticism contains evaluation and interpretation, which based on
evidence are the higher level of cognitive behavior. Art criticism dialogues strategy is based

on descriptive, analysis, interpretative and the lasijudgment question about art.

Exploratory art criticism (description, analysis, characterization, interpretation) has
been recommended assaries ofmethods a studemhay use to recognize an object as
overall as possible (Smith, 1973). Through exptory criticism, then, we should intend
those techniques and processes that are useful in understanding the aesthetic value of
artwork. Such endeavor does not necessarily imply strong evaluative judgment. Rather, the

central task is to ascertain an obgc#esthetic aspects as completely passible.
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Evaluation in the concept of attribute competency or pronouncing a verdict is provisionally

stopped in favor of as full an opinion as probable.

3.11.1 Feldmanart criticism theory
Edmund Burke Feldman is or& the many philosophers who investigate about
criticism. His model consists of four levels which aescription, analysis, interpretation

and judgmentsandexplain in this part.

a. Description

Description words about an artwork are similar to pointéhst direct us to
something worth observingthus the words uses should be natural. You should not use
words that represent value judgments, such as disorderly, beautiful, harmonious, and funny
looking. Concentrate on the realistic information, such mghrsmooth, a lake, round, and
a shape. As such, before completing all the steps, you do not jump to conclusions. At this
stage, do not state or make any judgments. At this time, do not state or form any ideas. You

can ask yourself the following questgar similar to them (Feldman, 1994).

i. What is the work title?

ii. What is artist's name?

iii. Time of the work?

iv. Materials or medium used?

v. What do you grasp from the image? (Do not interpret anything. Only express what you

see, such as animalsysland trees.)
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vi. What type of theme is in the image? (Industrial imagery, landscape or rural farm scene.
Do not judge or interpret anything in this time.

viil s the image a portrait or a | andscape s

b. Analysis

In analysis part element @principles of art such as texture, size, volume, colors,
shapes, and space used to examination and analyzes a work of art. Although the artist
intention and the massage that he/she wants to deliver with artwork réVetdsabout the
elements and primgles of design and the relationships betweersthgects that mentioned
in the descriptior{Feldman, 1994)Below are some of the questions thety need to ask.

There are very likely other similar questions that you neagko

I. What is in the foregund, midground, and background?

ii. How all subjects in the work has arranged?

iii. Whatkinds of colors (cold, warm...) are used?

iv. Whatkinds of shapes are in the work and how artist arranged them
v. Doesthe artist use contrast in the artwork? Viéver

vi. Are there use of patternd space in the artwdtk

vii. Does artist use any special techniques in the artwork?

c. Interpretation

The meaning of the work according to the information in description and analysis

is interpretation. It is about fee@ils or sensation or ideas (not explanation). When new
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evidences are revealed (for example, the
etc.), do not be frightened of revising the interpretation. On the contrary, do not be hesitant
to explain ypur exploration of merely the visual information. The meaning of the art work

is derived from Interpretation (Feldman, 1994).

I. In your opinion, what is the association of the title to the meaning or picture?

ii. What things do you notice at the beginririgo you onsider there is an association
between what you notice at the beginning and later? If so, what is that relationship?
iii. In your opinion, what is the story is being communicated?

iv. What is your feeling when you see this picture?

d. Judgment

The last step of Feldman art criticism model is judgment. In fact judgment is the
idea and opinion about artwork and it is not abbot information and critical respond

(Feldman, 1994).

i. What did you like or dislike about this art work?

ii. Do you think ths artist wasuccessfuin this artwork?

3.12 Structure of experimental method of usingDIPC module for teaching painting
The structure of expenental method of usindIPC modde for introducing
painting in curriculum which specifies that the followiagould be major areas of focus

(refer toAppendix T)
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(a) Objectives (b) Topics for lecture (c) Time (d) Materials (e) Art resources (f)

Preparations and Instructions (g) Production activity (h) Evaluation.

a. Objectives

The important objectives @IPC module in the experimental teaching on painting
is to students become increasingly sophisticated in their abilities to respond to a wide array
of criticism, visual forms, understand art and to appreciate various qualities of art
objectives. Students moveom simple to more complex knowledge, understanding and
skills. In fact, a multifaceted approach suctibd8C modue better represents the variety of
idea and inspirations that many artists themselves describe when they reflect upon the

creative process (s, 1992).

DIPC module providescondition in which students could become sensitive
aesthetically to the world around them. Therefor in order for the art university to achieve its
objective, the overall structure of the experimental teaching program otingahas to
encourage or enable students to allow knowledge; understanding and sensitivity acquired
from the theoretical discipline dIPC modue inform their artwork practice in order that

they will become innovative, creative and analytical studenrdstof

b. Topics for lectures

Lectures on painting are based on the syllabus drawn up in the curriculum. The
lessons are structured in three stages according to the student's level of understanding. In
the first stage, students will explore fundamenw@hpng. In fundamental painting, the

topics for lectures cover the basics of painting, elements of painting and historical context
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in understanding painting. With fundamental painting, students can easily understand the
lesson given and also adapt witle glements of painting in their artwork. Another decision

is the type of brush or other tool with which to apply the paint. A third consideration is the
surface to be used. These considerations are important because different combinations
produce differentesults (Mitter & Ragans 2004). All the session have different lesson

(Refer to appendix C).

c. Time

Every lesson conducted has to estimate the duration time given to the production
activity. This is to train students to make artwork withintinee given. Normally the time
given is four hours, one hour for lecturing and rest for doing art making. The duration of
time is also important to help the lecturers be aware that the syllabus given has to be

covered within the given time.

d. Materials

Arrange ofdifferent materials are important in making artwork on the program. In
the experimental teaching program, all the materials such as canvas, brush, color and etc.

are provide, to make sure that students experience a variety of materials.
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e.Art resources

The art resources that are displayed such as representations of artworks and written
statements about them play an important part in giving exposure to students to adult artist
artwork. Seeing an olthaster artwork or an adult artist artwork enablesesttglto obtain
ideas in making their own artwork and biographical information on the artist, when and
where the artwork was created and value of the artworks produced helps them to

understand the historical and cultural context of the work of art.

f. Preparations andinstructions

Preparation in art should include at a minimum, study of the theory and practice
the DIPC modue and its contributing discipline. For the classroom teacher it may be in the
form of a comprehensive course. The important pointhas if classroom teachers and art
specialists are to teach about the discipline to their students, they must have opportunity to
acquire background, experience and familiarity with all the disciplines of art and how they
can be integrated in instruction.o Tdeliver art criticism theory mode, lecture need
professional development to understand the theoretical basis of art criticism theory and
aestheticand how it is translated to instructional practice (Dobbs, 1992). With standard
preparation and instrucis given, the lecturers could become moreident in training

the students.
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g. Production activity

Students in experimental group had three hours to produesrks. They had
opportunity to see the famous areméentsands al

creativity.

h. Evaluation (dudent's assessment)

Evaluation in DIPC module was take place on student achieveniamtich
explained).Evaluationof student achievement is an integral part of the program. Results
provide important feedback to tHecturer about the adequacy of the instruction and
feedback to the curriculum designer and developer about the effectiveness of the program.

Evaluation done for both art making andical writhing.

3.12Structure of control group using common nodule of UT for teaching painting

An investigatorshouldonly asses®ne variable at a time, and consistent baseline
datais achieved through systematic control growgscompaison basis. Contrajroups are
the most significanelementof the experimentn the ®cial sciencesasit is essentially
impossible to remove all of tHeasandconfusing variables. Two key types of contaoé
negative and positive, both offering techniquesto researcherdo increag the d at a é s

statistical validity (Shuttleworth, 2008).
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Control group which predictable to have a positive output called positive scientific
control group which is same as real design with a factor that is known to work. Although if

the control group fails it means that there is mistake in design

The proces®f employing the control group to factor in any probable sources of
bias or to ensure that no confusing variable has influenced the results is called Negative
Control. It utilizes a sample that is not probable to work. It can also be a method of setting a
reference point. According to Shuttleworth (2008), founding robust control groups is

debatably a more vital part of any scientific plan compared to the real samples.

a. Objectives

The main objective of the control teaching program on painting is toderavitial

training for students to enrich their skills in making artworks.

b. Topics for lectures

Basically the topics for lectures were similar to those of experimental group.

c. Time

There was no estimated time given to students if compared texgreximental
group. After the lecture of the specific lesson and instruction has been given to students, the

students were free to complete the task given until the classroom session is ended.
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d. Materials

All the materials were similar in both groups.

e. Preparations andinstructions

The experimental teaching module emphasized methodology in the classroom. It
stressed the importance of giving proper instruction to students. With proper instructions
given, the lectures could become more confidentamimg the students for art making.

Thus, the control group program was helps students serious in making quality artworks.

f. Production activity

Students in control group had four hours to produce artworks. They had not
opportunity to see the famousias t 6 s ar t wor k; also they did

art criticism.

g. Evaluation (students' assessment)

Evaluation in control group is based on art production criteria (the assessment of
art production was same with experimental group). This iswusec students are being

trained solely to make artwork.
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3.13Implementation of research in control group (without DIPC module)

The methodology of teaching painting in the classroom witBdBC module was
based orthe presenturriculumof UT. The presencurriculumaimed o develop students'
selfexpression at personal integrationhey were introducedto some materials and
methods. The lecturer uséis own methods of teaching to ensure the objective is met by

students.

Firstly, students were briefed ohe topics. Then students were required to
produce artwork based on the materials displayed. At the same time, students were free to
ask questions on the problems faced in producing the artwork. Guidance was given only
when it was needed. Assessment wasedby adifferent lecturer givinghis personal
opinion on the artwork producedhe evaluation criteria were based on the production

activity of students.

Therefore, the major differences between the experimental group and control
group were the objectds and evaluation criteria. In addition, the exposure to art resources
used by professional adult artists was not given importance to the control group. Lastly, in

the control group students were being encouraged to produce as many artworks as possible.

Onre of the objectives of Fine Art Faculty in UT isaihing a generation that, by
relying on its art training knowl edge, proe
is able to later apply this art in social, cultural and moral dimensions ohdtisn.
Although, taining individuals familiar with the criticism and analysis of paintings.
However there is no structure to teach these criteria to shadied class and lecture have
to teach based on their knowledge and their td3teation of undergaduate painting

coursein UT is at leastour years, includinggightsemesters and overall 16 weeks.
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Self-exploration describe in detail by investigatoedated with art production.
Freedman (2010dlefine seltstudy is acomponentof descriptionof credivity. While art
making may be a chance for learners to help them express sense of recognize themselves

and who they could be (Gude, 2007).
Gude (2009) stated that,

Aarti st s, -sk|pedhpirecsvn memiohdfelt, dived experience
and construeard reshaping this felt experience in form, apply system
of implicatonwhi ch i mprove by otherso (p. 8).

Based on the Gude (2007) idea, there are three basics of optiondats:
Investigating Community Themes (assist studentdntprove the inevitabiity of the
conditionquoand become further encompass in learning procedure), Attentive Living (this
attitude mention the effect of the situations made by individualsrtbdify the life quality)
and third is Deconstructing Culture (state the visual oelltiesembling grace females,

nature andhousehold

3.14 Summary

In this chaptermethod that applie$or this researchexplained and also how
researcher waedto corduct the study. Researcher gal®rt insight on the methodology
thatwasgoing to apgkd in the research which including the research design, selecting the
sampling, carry out the experimental research and survey study...and so on. Moreover,
conceptual framework that design for studgs explainedThis chapter describes in detail
the aimsand outline of the thesigdicatedthe intent to explore or understand the central

phenomenon with specific individual at research site.
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CHAPTER IV

EVALUATION AND ANALYSIS OF DATA AND FINDING
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4.1 Introduction

Researcher presented data analysis restifis chapter. After data were collected
then analysis started; the important part is to defulether present perception and
utilization are steady witloriginal purpose angbrinciples of teaching paintindprough art
theory There werefive research gestions which answer in this chapter; tlesults

presented here proviee potential for merging theory and practice.

4.2 Evaluation and analysis of data and finding

Researcher was involved in conducting a research project in experimental
researchRese&cher goes through the stages sequence. The following stages are generally
used in conducting a research project; aierew relatedliteratureand eplain objectives
then pecify the populatiorand research sit&electresearchprocedure createa plan of
statistical analyis to be doneoollection of appropriate measuring tools and control of bias
in data collectioncollect data finish theanalysis of the data and lastly, provide a complete,
accurate, and clear report of the experim@iaikie, 2003. All thesis processshowsin

Figure 41.
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Figure 41: Sequence of conducting a research project

Typically, statistical experiments acarried outin circumstanceghatresearchers
canmanagethe situations of thexperiment ananay control theeffectsthat are unrelated

to the research objectives

Experimentalresearch is therocessof preparation aresearch toencounter
determinedourposesDesign an experiment corregtis very significant in order tanake
sure that the accurate kind of data and an adequate sample size and power are accessible tc

response the research questions of interest as obviously and competentlybés poss
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On the other hand in this studyudent achievement provides the lecturers with
feedback as to the adequacy of the presettule In addition, evaluation helps lecturers in
determining the level of students understanding in the subject, and helps in finding out
whether theDIPC moduleis meging its objective or not. If the students can understand and
apply it to their artwork, it means th&C moduleis beneficial to the painting course at
Tehran University.Therefore the painting course can justifiably use BHBC as their

intendedmodule

Evaluation took place third time oth groups irthe study. First, at the beginning
of the semeste(session 1)was pre-test, while second was irsession8, md-test, and
another evaluation at the end of the semes#ssion 1&as sttest. During thepre-test
evaluationcriteria were limited to major aspects of formal art knowledgeades were

given o students' performance duringejiest, md-test and psttest.

4.3 Presentation,analysis and discussiof data
In this part researcher analyzedadtom three tests (pre, mid and ptedt) which
was taken from students in both groups, and discuss based on literature review to support

the finding.
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431RQ1. What are the problems of art educat
This study was ba&sl on a survey. The questionnaire aimed at assessing the
opinions and attitudes of 50 art instructors over the art curriculum in Tehran universities
For this particular study, samples were drawn from the painting field of the visual arts
departments in #hselected universities including Fine Art University, Art University, Azad
University, Soureh University, Science and Culture University, Tarbiat Modares University

and Alzahra University.

Participants were chosen basmgedce and t he
educational levels. All the participants (40 male, 10 female) were teaching in visual art at
Tehran art universitiesn Tehran province there are seven goweent universities and one
Non-government university Iglamic Azad University) aand roudnly about 60 lectures
involved for teaching painting.wenty three of male participants were Ph.D. holder and the
rest had mastedegree (n=17), whiléor female (n=10), 5 had Ph.D. degree and 5 had
master degre€Figure 42). Data for this study were collected through using standard

guestionnaire of Jooyon (1992).

50%

46%
45%

40%
35%

30% -

25% -

20% -

15% -
10% -
5% -
0% -
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Figure 42: The average of gender and degree of instructors in this study.

The standard questionnaire was consisted of multiple questems that were
divided into two parts; part one included general information about each participant and
part two included 22 questions, solicited information on the existing curriculum of their
uni versities and parti ci panhistody, ad eriagsma | o]

aesthetics and art production (studio art).

4.3.11 Results

All participants (100%) saw the significance of some changes in their current art
curriculum. Sixteen percent of participants who offered their views on what was nirssing
the art curriculum of their department reported that the curriculum failed to satisfy students'
needs in approaching art. 24% of them said that appropriate time and course allotment for

art practice and art theory was needed.

Furthermore, 30% participtsragreed that various art theory courses related to art
criticism, art history and aesthetics needddreover integration was needed between art
practice and art theory according to the 16% of the instructors and the rest (14%), believed

that various taching methods in studio art should be introduced.

Given the opportunity to provide specific views on how the instruction could be
improved, nearly threquarters (76%) of participants agreed the current Iranian art
instruction should be changed to the eleped art theory in studioased classes and also
18% agreed that the curriculum should improve students' creative thinking and expression

rather than increase students' art production skills or techniigesg(4.3).
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Figue43: The average of instructorods idea abo

Furthermore, three participants asked for more apuitpose audiovisual aids and
other materials or equipment for teaching art. Particgpartticated that the art instruction
and the college entrance exam for art students have been the barriers for developing

creative thinking and expression.

To improve the art curriculum 56% of them suggested that the curriculum should
be more flexible inselecting and planning classroom activities and teaching methods.
Thirty eight percent of instructors also suggested that mosheoty courses should be
included. An integrated course for artistic practice and art theory came into request by three
of the participants, because -priactice and aitheory courses are pursuing two different
directions Figure 44). There are no courses related to both art theory and art practice,
unless studiart. Lecturers occasionally introdutiee various traditions, cultures and arts
of mankind as well as aesthetics and art criticism into class, or students have an extensive

understanding and knowledge of these things through their individual studies.
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Art lecturers were asked whether they have taught skills or concepts in the three
elements ofrt criticism, art history and aesthetio their art classes. Most of them (88%)
had no experience iréaching these elemensimost all of them showed interest in finding

out more about how to include these three elements in the art program.

They asked that new development in informative art, locally and internationally,
should be inorporated into the curriculumA most important suggestion was that an
entirely new curriculum should be developed, with input from the instructors who would
give equal attention to theoretical and practical aspects of art education. The instructors

showedhat these concerns are probably common to most of the art instructors in Iran.

To examine what was emphasized the most and the least in their teaching, they stated that
the most important concerns in their teaching were developing creativity/ origi{®y), artistic

skill or techniques (40%), and the concept of art (8%).
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The following question determined that how often art instructors had activities such as
taking students to museums or galleries, using audiovisual aids, and having class discussion.
Among such activities, 52% was devoted to class discussion; 16% of the participants used
audiovisual aids more than a semester and 24% said they had never field trips to museums or

galleries.

Eight percent of the participants said they invited guest spsak®d some of
them observed some difficulties in holding a conference or seminar and inviting outside
personnel because of lack of support by their departments, thus they occasionally
recommended students to visit galleries or to go to seminars helileowds their
institutions. However, the instructors talked directly about lack of facilities and
preparations. They also indicated that the instructors did not try to keep their knowledge up

to date.

Anot her question of t heoveralppmnensabewmp!| or e
criticism, art history and aesthetiOnly a few (8%) had known or heard afising art
theories in studio based clemsd almost all the participants wanted more informatioi.on
Some instructors said the basic idealshid kind of programwere not new, and they had

been using them for years even though they had never helandwen about it

Sixty eight percent of the instructors did not believe the existing art curriculum
required for teachin@rt theoriescomponent. Aesthies was considered as an explicit
ignores part of the curriculurby a large group of instructordore than half of the
instructors believed art history sholdd included in the curriculunBtudio art received a
great deal of attentions. A substantial rmemn of instructors agreed that they must teach
these subjects, especially art criticism, and aesthetics; they tend to see these as essential and

mandated parts of the program.

211



More than half of the p#cipants agreed that instracs should go through pre
service and irservice training progranSeventeerof the instructors complained that the
curriculum was unclear and unable to supply material for teaching art criticism, and

aesthetics, and had lack of flexibility.

They asked that new development in mnfative art, locally and internationally,
should be incorporated into the curriculum. They asked for art textbooks written especially
for both the students and instructorsoé gu
important suggestion was that entirely new curriculum should be developed, with input
from the instructors who would give equal attention to theoretical and practical aspects of
art education. The instructors showed that these concerns are probably commonafo most

the art instructay in Iran.

4.31.2 Discussion

The participants in the present study believed that current art curriculum has some
problems such as lack of art theory and suitable time and practical courses. But some
researchers opposed to art theories course with asguhahit will reduce the available
time for studio art if art theory includes the art practice (Ewens, 1988). But it might be true
that time is needed for introducing the students to ideas from the world of art, discussing art
in depth, exploring influeres, and demonstrating methods of inquiry including art
production techniques. Nevertheless, by the help of art theories, art students can understand
the values and objectives of the present art, and the construction of future values of a

changing humanistj democratic society, and they can learn how to analyze the objectives
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of the artist and the values projected by the work of art in relation to society and its values

(Stinespring& Kennedy, 1988).

l nstructor 6s i ndi cated twhra essential ffofr art e n t
curriculum in studiebased class. Also, some of them agreed on the necessity of integration
bet ween art making and art theory. Studen
historical or aesthetic inquiry are improved by th&egration of art learning. Thus, studio
attempts t o acquire additional i mportanc

comprehending historical, critical and aesthetic principles (DiBlasio, 1985).

Moreover participants believethat art instruction neks to be revolutionized to
increase art theory in practical classes in Iran. Eisner (1965) suggested curricular
modification in which students would not only become familiar with art media and method,

but also would learn about the world of art.

For develping the art curriculum, the participants asked for more equipment. To
improve an art program, Feinstein (1989) suggests that existing courses can be modified or
new ones can be developed in teaching studio art, art history, art criticism and aesthetic
couses that integrate that the four disciplines According to her, the existing undergraduate
program in an art or agducation department must be refocused for implementing the art

theories.

According to the participants art theory does not integrate Wwithicsbased class;
however, some instructors occasionally introduce art history, aesthetic and art criticism. Al
Amri (2010) indicated that, the Art Education Department of Sultan Qabos University
(SQU) should implement a philosophy of teaching and legrmrand through art and that

the art content for the Attased courses must be derived fromatigheories

213



Approximately all of the participants were interested to know about art criticism,
art history and aesthetic domains and added it to art progkaoarding to Hagaman
(1988), art teacher are not currently well prepared in three of four major components of the
discipline: art criticism, aesthetics, and art history. Art educators have taken art history
courses and at least know sources for histontatmation, although they may not include
art history in a significant manner in their programs. Art criticism, on the other hand, has

achieved curricular attention during the past 15 to 20 years.

Although art educators have not had formal coursewosktigriticism, they have
participated in studio critiques and probably read critical reviews in art periodicals. Barrett
(1988) suggests that art educators improve their chances of success in the teaching of art
criticism by examining and discussing througiudio critique and reading. However, critics
of the DBAE approach argued that it is not realistic to expect the instructors who are not
trained in arts disciplines to be able to teach disciplines in an authentic way (Hamblen,

1989).

Based on the partgiant sd i dea developing creat.i
concern of the instructors in their teaching in this study and developing the concept of the
art was their least concern. As a branch of philosophy, aesthetics deals with general
guestions aboutrg beauty, and creativity (Halstead, 2008). Although, Walker (2001), at
Ohi o State University, I mpl emented art t he

makingo as a constructivist approach to ar

In this study, 12 of the instructorsdicated that they never had field trips to
museums or galleries. Many museums have increased their educational programs for school

groups. Incorporating art theories into these programs can enhance their effectiveness and
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help ensure that museum field sjpvhich require considerable effort and may be costly to

arrange, are productive educational experiences (Dobbs, 1998).

Results of the current study revealed that instructors suffer from lack of outside
reading and preparation on areas that they are \@akhe other hand, concern about the
preparation of art instructors who were trained in teaching art making was also apparent

(Hagaman, 1988).

Althoughnearall of the participants, weiliaterested to know more about how they
could art theories with studlibased class, some of them had been using this method
without knowing about that. Kaplan (1998) stated that art teachers who teach art theories

are more focused and cognizant on their teaching.

A significant numbersof participants agreed that art crism and aesthetics
should be part of the teaching program. Stinespring (1992) stated that the art theories aims
to raise studentsd understanding about t he
about the art and to expand their qualitative epee of art production and also to make

art more respectable as an academic subject.

The participants claimed that there is a need for training programs for instructors
through both preservice and irservice. Lovane&err (1985) states that the compreheas
approach of art theories, with its prescribed balance, sequencing, and integration of content
and skills in the four art disciplines, in which art education is presented in the larger context

of aesthetic education, calls for a different structurefoteacher preparation.

Results of this study showed that participants asked for a new improved

informative art, locally and internationally, combined into the curriculum needed. Johnson
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(1988) and Hamblen (1988) express concern over the real applicabéitt theories to the

art of all cultures.

Finally, from the results of this study, most of the instructors believed that for
improving the instruction, in general, curriculum should be changed to a developed art
theory in studio based class. Deficiggcin the academic preparation of the professors may
be the greatest barrier to the introduction of integrating art theories with studio based class
in Iran. The findings of current study indicated several problems in the general art program
in Iran. Thus there is a need for developing training both-geevice and irservice
programs. Also, the practice of giving the instructors some tasks that are not related to
teaching and curriculum was unclear and did not provide instructional guides. This was

citedas a problem regarding the instructors.
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4.3.2 RQ2. What are overall strategies and ideas have impressed the art criticism
curricula?

There arediversity approaches andcholars in art criticism aredresearcher
chooses the more applicalm®delfrom 1970-1990and approaches which somehow linked
to this study. Researcher chpdeldman,Hamblen, Mittler, Andersonand Chapman
Researcher just mentions importamtd more relevant approaches here (in chapter two

researcher explainedodelscompletely).

4.3.2.1Feldman model

Edmund Burke Feldmafil973) stated thaart criticism can be defined as talk
spoken or written about art. He has formulated a method for "talking about art" in a
structured sequence of stagés | d ma n contidsef fodr stages: desiption, formal

analysis, interpretation, and evaluation, or juégin

There are many purposes for teacher to employ their students in art criticism based
on Feldman (1970, 1973) opinion. He stated that is talk about art to aware and formed for
the subsgption exploration about art and human status (Feldman, 1973). Establishing and
forming talk about art, educate the importance of looking carefully and more intelligently at
art. Art criticism purpose is capability to read visual environment and acqoisiti

proficiency needed to select between emulate values.

Feldman (1982) emphasized the significance of the criticism language when
speaking about art. He presented critical talk and criticism as vital to the advance of art
appreciation and highlightedahall art educators should work unceasingly on the critical

skills development. Teachers started to use these four areas in curriculum.
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4.3.2.2Hamblen model

According to the Hamble1984) when appropriatelyordain training questions
may bring uplearrer partnership and the improvement of difficdétgreeof thinking. Most
questions modeled in classrooms, though, dra@moryrecall answersA questioning
strategy advanced in Bloom's taxononassortmentmay suggestion a mugteeded
property to presentracriticism, sinceart criticism plans discoursqateparejust common

strategies and recommendations.

For each of the six levels of Bloom's taxonomy, schoGlegyg et al. (1968),
Sadker and Sadker (1977) and Sanders (18863 recognized main words,ua$ question
words, and elementary procedures. The main word specifies the semantic word that is most

expressive of the classification.

The art criticism strategy which defined in Hamblen model has a construction
resulting from educational theory advandemim the results of educational investigation. It
is an academic model advanced on the assumption that an art criticism questioning strategy
in the framework to Bloom's taxonomy may raise art critical skills and besides may be

helpful to practical questieanswer gscourses in the art classroom.

It could indicate that based on Hamblef1984) idea, that from thesespecific
models, most of art criticism modelsare related to Bloom's taxonomy. These models
consist ofgenuine verbal info and continue complegeadually challenging applications
and examines to a lastssessmentThough, it should consider to: likenesses among
Bloom's taxonomy and models which mention above would not be taken as an essential

evidence of justification, however somewhat as a sstggeof educationatompatibility.
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4.3.2.3Mittler model

Mittler (1982) model contains of description, analysis, interpretation, and
evaluationlevels Mittler's modeltrained and untrained viewers of art make connections
between what they have experiethée their own lives and the artwork before them. Many

methods of art criticism make little use of such experiences.

Feldman and Mittler models prepare vast educational chances in awareness and
understanding. Learners, for instance, frequently miss gigntfvisual info included in an
artwork. They may never attention how the art basics and principles purpose, or reflect an
artist's intention or motivation. Conform these models over some of the ideas obtainable
here would prepare the art teacher withtical methods from which discourse might

continue regarding the worth of art criticism (Venable, 1998).

4.3.2.4Anderson model
Anderson (188), model designcontains of six levels which are, reaction,

perceptual analysis, personal interpretation, conédéxamination and synthesis.

Reaction is the initial level of Anderson model design for art criticism which
consists of, global, sensory and evaluative ansiRenceptual analysis describing aim and
apparent qualities that deduce the first response. i@rsderpretation means loa@head,
predicted. This concept is a combination of perceptual of the data with early response and
also evaluates content, form and featditee explanatory phase is a main shift in cognitive
functions, from predominantly crial intake to predominantly sthetically sensory

projection(Anderson, 1993).
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Contextual examination, enable additional viewpoint on the conditions of the
work's making and its life since it was complete. Contextual examination contains the, who,
what, wten, where, why, and how surrounding the artwork. It is information expanded

toward the artwork rather than from it (Mittler, 2006).

The last stefis synthesisln the process of synthesis aesthetic theory is also basic.
Formalism, pragmatism expressionijsionceptualism, and mimesis theories must be

brought to tolerate to create summative evaluation of artwork

4.3.2.5Chapman model

Chapman believed that thregpes of art criticism (procedural approaches,
Naturalistic, Observed) manifest themselves muuctive, deductive, interactive, and
empathic styles of art criticism (Those four generic styles are identified by Chapman,

1978).

Approaches to Art in Education by Laura Chapman highlighted replying to
artworks, but she also emphasized the necessity ekeensive art program that covered
crosscultural art as well as the Western art. She mentioned these concepts earlier than
other concepts within disciplideased art education. For instance, she considered the

relationship of art to criticism, historgnd culture to be important (Chapman, 897

This model deals with instructional art criticism, not professional or journalistic art
criticism. Barrett(1989) has noted that professional art critics usually do not neatly follow
art criticism format stepsof, for example, description, analysis, interpretation, and
evaluation. In this sense, ngnocedural art criticism may be more compatible with "real

world," professional art criticism.
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While Chapman model has similarity with DIPC model which design with
researcher; both model has predict part, in chapman model deductive phase (second phase)
related to the hypothesis. In this part students have to find evidence that support their
hypothesis about art objects like in DIPC (P, refer to the Predfictjre 45, shows the

summary ofelected art criticism models for RQ 2

A
Feldman | Hamblen || || Mittler .( Andersonl‘: Chapman
Refer to Bloom Refer to Formal Refer to
Taxonomy Analysis Evaluation

Figure 45: Applicableart criticismmodek for this study

221



433RQ3 .

Wh at

ar

e

he

gener al

stasthent 6s

kno

Based on the total score of 100, the mean score of students' level of knowledge in

experimental group in prest, midtest and postest was 57.33, 65.00 and 70.66,

respectively. In control group ptest mean was 58.33, midst was 58.66 and firlglin

posttest was 61.0(0Table 41 andTable 42).

According to the result of this study, there was a significant difference between

pretest, midtest and postest (F= 35.368, P= 0.000). The resdi®wed a significant

difference between experimental and control groups (F=11.725, P=0.002).

Table 41: Score achieved by students in the art

experimental group

critical knowledge assessment in

No. Minimum | Maximum| Mean | Std. Devation
Group 15 1.00 1.00 1.0000 0.00000
Pretest Survey 15 50.00 65.00 57.3333 3.71612
Mid-test Survey 15 55.00 75.00 65.0000 5.66947
Posttest Survey 15 60.00 80.00 70.66671 7.28665

Table 42: Score achieved by stants in the art critical knowledge assessment in control

group

No. Minimum | Maximum| Mean | Std. Deviatior]
Group 15 2.00 2.00 2.0000 0.00000
Pretest Survey 15 55.00 65.00 58.3333 3.61873
Mid-test Survey 15 55.00 65.00 | 58.6667 2.96808
Posttest Survey 15 55.00 70.00 | 61.0000 5.41163
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student

I n order to better picture of
presented ifTable 43.
Table 43: Score of Pregest Mid-test and Podestfor critical knowledge
Pretest Mid-test Posttest
Grade Percentage (%) Percentage (%) Percentage (%)
Experimental | Control | Experimental | Control | Experimental | Control
A 0 0 0 0 20 0
A- 0 0 13.3 0 26.7 0
B+ 0 0 13.3 0 20 13.3
B 6.7 13.3 40 6.7 13.3 26.7
B- 40 40 26.7 60 20 26.7
C+ 46.7 46.7 6.7 33.3 0 33.3
C 6.7 0 0 0 0 0
D 0 0 0 0 0 0
F 0 0 0 0 0 0

This shows that, by general standards of the university's score, the students'

acquisition of knowledge in art criticism is good in experimental grouprétest: C+,

mid-test: B and postest: B+. Although in control group in ptest: C+, midtest: C+ and

posttest: B. Moreover is a superior score, students are generally knowledgeable about art

criticism in experimental group. However, the big rangéMeen the highest score of 80

(A) in posttest and the lowest score of 50 (C) in-pst in experimental group seems to

indicate that the students' ability is quite varied.

Table 4.3shows the distribution of students' scores in their assessment of art

criticism. The distribution is observed on the basis of percentage of students getting grades

from grade A (superior) to grade F (inferior). From a total of 30 students in both groups,

none scored grade D and F and also in control group none scored gfgde-pand C in

all tests.
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In order to better picture of grade and marks, the detail of them distribution is

presented iTable 44.

Table 44: Grades and Marks

Grade | Marks
A 80-100
A- 7579
B+ 70-74
B 65-69
B- 60-64
C+ 55-59
C 50-54
D 40-49
F 0-39

Students in experimental group understand the nature of art criticism. Although
students learn that: Definition of art criticism, why do we do art criticism, theory of
Edmundds Bur k of af @ilicidknm avarks of aryy e meanings which can be
interpreted; Interpretations of works of art rely on intrinsic and extrinsic elements; Good
reasoning is necessary in supporting what they say about works of art and proper
terminology is necessarfpr communicating about art. Howevao students in control

grouphadopportunity to learn this subject.

Art criticism has obtained attention from investigators in art education throughout
the past 15 years as a main factor in educational reform (Feldi@@f, Ecker, 1973,
Smith, 1973). For the art critic this is an important point of debate as many art historians

argue that art with a conceptual twist cannot be judged for quality.
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Feldman (1967) believed that art criticism have to be an arranged résluynsi
which attempts to increase the quality of awareness and raises aesthetic understanding.
Feldman description of the kinds of criticism, particular reference is made to educational art
criticism that is planned to improvement the artistic and aestpetfection of learners. It
does not so much pursue to reduce valid judgments upon artwork via learners as it does

allow learners finally to make such judgments for themselves.

Criticism approach is recommended by Smith (1970) and utilized in part by
Mittler (1976) in the development of a matrix which illustrates the fundamdesidn
relationships that are created by the interaction of the elements and principles of art. The
purpose of the matrix is to offer these design relationships as a range ruditades from

which students may deliberately choose when producing their own art work (Mittler, 1976).

Art criticism could have the greatest influence on developing positive affect
toward art works (Hollingsworth, 1983). Art criticism amdageof the arttheory are
challenging.Throughart criticism, there are two sides, one is art critic which refers to the
formalism, and another one art critic who evaluate and jukigerms of howsocially
related it is Furthermore, even if art critiaway derive to anagreement in terms of what
criteria theyutilize to distinguishwhat a good work of art embodies, when those criteria
have to be applied to specific pieces, radically diverse quality judgmentqEaigeton,

1999).

The literature in art criticism proves a list of key concepts that Weitz (198@p
found to vary in meaning. Interpretation is among them and, he asserts, is very much a

matter of philosophical debate.
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Broudy (1987)highlighted thefunction of art education and theories to improve a
studert's obtain of images andrealize of art perceptions as a critical part of general
education. In light of this it is not sufficient to expose students to art; we need help them

improve proficiency to help them move into the w@@ceene, 2001).

Art criticism thusstaysa practice that onlipgic in the art world, aliscussiorthat
Is useful to specific worksia the subjective taste of the critic. The work of art becomes a
thing that art worldmayplay with; nonetheless what it is in itself remaaisenbecause of

the discourse that issedto it (Eagleton, 1999).

Art criticism evolved into an affirmation of art is based on the recent writings by
Groys (2008). Osborne (2004) suggested that art criticism is hiding from contemporary
writing and no longer exis. Art criticism commonly drives ahead of art histpagtempts
to preserve with art criticism. Art history, in thgart changedto the history of art
criticism. Hence, it is necessarybavea | ook at how t oavaupté s ar
about works,what are thefundamentals and deficit of these judgments and how they

influence the world of art.

Analyzing,interpretingand evaluation are components of art criticism; with notice
to the, is it the good art? And what kind of artwsHouldget attentionIf we accept that
art criticism is aasisof the art world, we have texpect art critics to bgqualifiedto make

valid and genuingudgments abowrtworks (Vekony-Harper, 2010).

Art criticism developed a detached and important branch of academicasutly
achieve status with the appearance of the agarde. Outside the rule, it was the market
and art critics who worked with the market, wheginningto expression the significance

of new art and new painting that had additional goals than follothedneritage of theld
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Masters(Gardner, 1989). Art critics need to match the creative act of writing about art with

the creative act ahaking art (Dietrich, 1997).

Kerr (1957) statéthat,

AArt criticism discoveriegd s$eéemsseortigins
si ft, and krinein to distinct. Kerr ¢
critic is that of analyst and interprcg

rational terms an experience that has taken place in intuitive terms to
state objectivelywha has happened subjectivel yo(

There is a risingliagnosighat the study of visual culture over the critical analysis
of pictures and their meaning is educationally significant (Duncum, 2002; Efland, 2004;
Freedman, 2003). Many researchers havemesended teaching students to view art
theories critically (Efland, Freedman & Stuhr, 199@).reconsidering this procedure, art

instructorsmaymake chances for learning in courses such as aesthetics and criticism.

Art aesthetics and criticiswalueis a rich arena for constructivigtainingas well
as chances for active learning and probaiving conditions in which studenéxplore

more deeply into critically thinking about visual images.
Sontag (19 pdeterminedhat the

Afuncti on aldbedoshotv hawiit ghenwaskiofoart] is what
it is, even that it is what i1t is, rat

Study of aesthetics and criticism of art involves students in the abstract world of
thinking and attitude (Efland, 1995). Art s in aesthetics and criticisfrequently take
part andmay outcome in ovesimplification by the beginner. Thougthis procedure of

aesthetic valuing and criticism contains usage of higher order thinking (Stout, 1995).
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Results in a qualitative studyy Sullivan (1996) recommend that the difficulty of
current art practice suggestions a rich variety of models of art leathatgpaybe seen as
a way foragreethe intellectual character of artistic practice and postmodern interpretive

stances establish art critical discourse.

There are two basis sources may help mdiection of teachersOne is
instructional modelsthat mix art criticism and aestheticpreparemodels of oraimanner
for answering to artNext one isthe research about classroonstheticinterplaywith art
preparesnodels for questioning strategies. Based on thesdirgotions a teaching plan
can beimproveto inspire young students to discourse alibatarts (Parson& Blocker,

1993).

Over and over, both in curriculum designdain classroom practice, DBAE
teachers have made use of what we might call the "case method" approach in criticism and
aesthetics, and have found it to be effective. Moreover, since Barkan, such writers as Clark
and Zimmerman (1981), Greer (1984), Lar{tt983) have prescribed curriculum reform in

relation to aesthetics as well (Russell, 1986).

From an educational viewpoint, criticism cgepare aperfect condition for
students to study the art fundamentals aseéd this information to a variety of art
experiencesApplying several techniques (Representation, Expressionism, and Formalism)

students learn texplain abouart.

Van de Windt (2008) stated that once the quality of the contemporary art is
destroyed and arhaking turned to be a part of the histothe scope and availability of
basic art courses in a number of Canadian schools and universities was also reduced. This

fact ruined all kinds of criticism and aesthetic sides in art and modern life.
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Every individual answers diversely to art, varyingnir the sensitive feelings by
the observer to the art as an object of creativity. Criticism has been a rational way to define
the connection among the observer and the art. Instead of relying on past approaches of
making oriented education, some art teash@wadays are applying criticism to make a
more comprehensive art educational experience. The practices of criticism and aesthetics
have improved through history. The meaning continueslifferent which makes the

implementation a challend@arsons & Bbckner, 1993).

We should consider criticism and aesthetic aspects during thmaking
procedures since this act of reflection promotes our understanding. Making artistic form
requires exploring several possible choices, which need taking the essemgiab tcatch

and communicate a unique aspect of life (Van de Windt, 2008).

The analysiof research in criticism and aesthetics education recommends there
maybe positive student consequences as a result of an extended art education program. The
profits cancontain a better understanding of art, and the involvements in critical thinking
can be precious. Consultatiamd negotiationwith area art teachers has shown criticism

and aesthetics to be an essenti al el ement

Michelle Kamhi (203) remarked that,

AVi sual culture art education coul d p
understanding or appreciation regarding the distinctive nature or value

of adpt al) t hat would wultimately resu
indifference toward criticisrand aesthetic sensibilities.
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Leaving the study of criticism out of the curriculum is limiting to students who
have been inundated with it virtually since birth. If value is taught through time and
emphasis, as Eisner (1992) proclaims, the perpetuallyw&uation of the arts is (dast

partially) explained.

The criticism and aesthetiwles are the appreciation of excellence in art, the
criteria for creatingvaluatonabout art és excell ence, and t
reflect on and to exprs s evaleabomabout art. As these aesthetic disciplines are
interpreted into art educationiake apartvia historical and cultural subjects happens,
because thdescribingfeatures of beauty and excellerdiferentthroughtime and culture

(Gentile& Murnyack 1989).

The reconnaissance of aesthetic qualities is also a component of art criticism;
contemplate at an abstratepabout what types of qualitieaay be related with works of
art (Silverman, 1988). Aesthetic study in nowadays classroompart educational and in
part theoretical. Activities help the educator and students analyessbacef art and the

several features of aesthetic experiences.

Efland (2004) questions whether art criticism involvement through the study of a
standard b masterworks should prepare individual, social, or cultaials that allow
learners to relay contextual effects affecting their lives. Educators and learners must make
contacts to their information of art and popular art, school topics, and other nddl wo
foundations (Taylor & Carpenter, 2002). Feldman says that learners simply involve in a
procedure of art criticism, however without a systematic approach. Chapman specified that

young learnerbenefitfrom discourses through adults about art.
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Palmer (198) stated that, teaching the others need as starting point self
knowledge. Irrelevanceo experience with art, whictel-knowledgemay be expressed as
a form of art cri ti cicheeresullihievestigation imtathetsalfc i s

anddevelops an aid to educatiomaterplay(Bresler, 2006; Denzin, 1970)
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4.3.4RQ4. How do the students fair in their critical performance in reference to the
four critical dimensions?

Having seen the gener al st udeisndursgéod p er f
interest to examine this performance in respect to the four dimensions according to DIPC
(Description, Identify, Predict and Criticizéjigure 46 shows the mean score of students
critical analyses exercise usingetbar graph on dimensions in experimental group. The

total score of each dimension is five.

Accordingto the result of this study, there was a significant difference between
pretest, midtest and postest (F= 30.909, P= 0.000). The results showed afisigmt

difference between experimental and control groups (F=8.566, P=0.007).

18

M Pre-test
B Mid-test

W Post-test

Description Identify Predict Criticize

Figure 46: DIPC modue of art criticism mean score in experimental group

As Figure 4.6shows, students have demonstrated a fairly equal abilitsa the
four dimensions in experimental group. However, upon closer scrutiny, the students show

the highest ability in description, with a mean score of 16.3 intpsstof experimental
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group. Quite predictably, the students seemed to have the pobosghg in making
criticize with a mean score of 8.5 in gest of experimental group. Meanwhile, the other

two dimensions; identify and predict were have high score after description respectively in
experimental group. From the findings above, it is asthetl that students excelled in the

area of description and identify dimensions respectively. On the other hand, students appear
to have improved from prest to mid and pogest but students appear to have not

developed well in mid and petst in crittize dimension in experimental and control

group.

However, the students show the highaBility in description in control group,
with a mean score of 13.9 in pdsst Figure 47). Quite predictably, the students seemed
to havethe poorest showing in makingiticize with a mean score @8.8 in pretest of
control group.Meanwhile, the other two dimensiondentify and predict were have high
score after description respectivelrom the findings above, it is concluded that stid

excelled in the area dfescriptionandidentify dimensiongespectively.

16

M Pre-test
B Mid-test

W Post-test

Description Identify Predict Criticize

Figure 47: DIPC modue of art criticism measiscore in control group
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Figure 48, Figure 49 andFigure 410 comparescoresn both groupsn pre, mid-
and postest.Percentagemdicated(inside the pigthe number of students and the different
colorsdisplayedtheir scoresOne of the four introductory disciplines of DiscipliBased
Art Education is art criticism, accompanied by aesthetics, art history and art production. Art
criticism is interpreting meaning, replying to, and making critical evaluations about specific
artworks. Generally, art criticism emphasis on distinct, modern artworks. Feldman (1994)
i n Practical Art Criticism states that cri
Ainterpretation is the domi naddcodmohhysedof ar
chronological approach to art criticism according to description, analysis, interpretation and

judgment.
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W 45.00
m 50.00
1 55.00
m 60.00
M 65.00

B 50.00
m55.00
2 60.00

Figure 48: Comparescoresin both groups inpre-test (up side experimentgl down side
control)
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m50.00
m55.00
2 60.00
H65.00
m70.00

®50.00
m 55.00
7 60.00
B 65.00

Figure 49: Comparescoresin both groupsin mid-test (up side experimentaldown side
control)
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m50.00
m55.00
B 65.00
m/0.00
m/5.00
m 80.00

H 50.00
m55.00
1 60.00
H65.00

Figure 410: Comparescoresn bothgroups inposttest(up side experimentaldown side
control)
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In An Overview of DisciplineBased Art Education, Stephen Dobbs (1992) states
that, people through art criticism, "look at art, analyze the forms, suggestion multiple
interpretations of sense, make critical evaluations, and conversation or baite vahat
they realize, think, and feel. In Criticizing Art: Understanding the Contemporary, Terry
Barrett (1994) put the basis of his art criticism approach on the activities of describing,
interpreting, arbitrating, and hypothesizing about art. In Baopinion, while all these
activities overlap, interpretation is the significant activity of art criticism and perhaps the
most difficult. While tied to description, analysis, and judgment, primary concern in

modern art criticism is interpretation of theaming of individual artworks.

Criticism and evaluation of art is considered important in the role of art
appreciation (Hamblen, 1987). Art criticism talks about tortteaning and importanaef
artworks.lt is relevance thru art in the contents of therentr and takes the form adlk or

written argument about art works (Greer, 1984).

Study of visual artvidely improves one's awareness and appreciatiefersour
feelings for other human beings and increases our humankind (Jones, 2008). Observing and

realizationart often contains a mixture of both aesthetics and criticism.

Art criticism is more or less informed, and more or less organized, talk about
(Feldman, 1982). Art criticism has also been described as an exploration or as a
performance whereby predures of how to look and concepts of what to look for are
discovered and enhanced, in contrast to artistic meaning being a predetermined given,

external to one's experience (Smith. 1973; Taunton, 1983).

Silverman (1979) distinguisdebetween aestheticepception, as being a matter of
perceiving phenomenological qualities, and aesthetic criticism, which requires background
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knowledge in historical styles, theories, and functions. In contrasts, Mittler (1980) believed
that art criticism as inculcating orgeiring specialized knowledge and factual information
that develops critical evaluative responses that primarily dependent upon he perceptual
characteristics of the object itself. Somewhat differently, Johansen (1979) considers art
criticism to involve a lteoretical knowing about art: art appreciation involves qualitative
knowing. Both Mittler and Johansen, however, consider art criticism to serve as a

foundation for appreciation.

One can appreciate artworks in numerous ways. Art can be valued forotgchlst
significance, its methodical quality, its personal value, or its absolute magnitude. Although
all of these paths of appreciation are addressed in the process of art criticism, art
appreciation and art criticisare not identical. Also, thenjoyingand undestandingof art
can be attained through kinaesthetic learning while generating artworks, through the visual
experience of engaging with and viewing artworks, and the gained knowledge through

historical study ofvorks of art (Munro, 1956

Individual do art criticism because they netxd recognize the meaning and
importance of artworks. Because art reflects human morals and cognition at astiegper

we involve inartcriticism to comprehend our own bei(@gnderson & Milbrandt, 2005).

Ragans (2000pointedout that,

AThrough art criticism we learn to use the language of visual arts. This
knowledge she explains "is a key to understanding, appreciating and
creating works of art" (p. 2). Art criticism helps us hone our perceptual

skills while we learrabout artists and the definitions of ‘art
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History tells us that the form and content of art and other expressive visual
artefacts have been, since the beginning of man, our primary means of sending messages to
ourselves about whom we are, what wedadiand what we feel (Anderson & Milbrandt,
2005). Art criticism is the means through which we can learn to interpret and understand
these messages. Art is usually not discursive. It does not explain its feelings like written or
spoken communication, rathat is presentational: it presents us with a feeling, a visual
world view, suggesting or implying what is or what may be but not giving an explanation.
This is because the connotation of a work of art is transmitted by components that change
and form itsliteral makeup. Because of this the meaning of art is often ambiguous and

difficult to understand.

If we reduce art to an abstract formula it can be described as 'content carried by
aesthetic form that together makes up the expressive presentationaigregahquality of
the work. To clarify this formula Anderson and Milbrandt (2005) create a visual image by
comparing content to the figure of a horse; aesthetic form to the horse being depicted
expressionistically through the use of overstated form andora colors; that when
combined create the meaning and quality or the piece: its elegance, power or speed. Thus,
the only way for us to understand any work of art is through what Barrett (1988) calls the

repeated practice of art criticism.

There are mangpproache®f art criticism has been come up to in art education.
Art criticism formats haveammonalitiesstepby-stepdecisionmakingstructure that each
level builds uponanother. The main result of art and aesthetic in all arbaasbeen to
appreciateartworks. One of the significant aims of art criticism is notice tolékel of

observingproficiencyof viewers of art and the necessity improving aesthetic awareness
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and understanding of aesthetic matters, art appreciation might fiviallg, subjet center

modelto art education (Cromer, 1990).

Based on Horowitz (1985), the duty of criticism is not only to choose among good
and bad, but to aid us achievement greater understanding. When performed knowledgeably,
criticism helps enjoyment, and the adydity to contribute is improved asittcal insights of
art develop Artworks may alter and do not constantly appear the same, as tastes alters, and
thus the perceiver's viewpoint and eyes change. Decisions and values resulting from
freedom of opinion ahcritical judgments can be deliberately selected, because the process

is an acquiredapacity established over time.

Ability to observe more richly both natural and nrraade objects is increased by
learning to make aesthetic judgments, as well as todeemn the art work produced.
Frequent use over time will develop the skills of decisimking that result in aesthetic
valuing (Herberholz & Alexander, 1985)here is a specified rational evolution in most
approachesof critical inquiry, the significant continue over actual procedures, then
interpretive procedures, and lastly explanatory procedures. Nevertheless, it must be
recognizedhat the levels of inquiry are often intermingle. Factual claims relating to the art

object are typically recognized beéointerpretation or explanations amedeavored

Description may be apply to support interpretive and explanatory claims;
explanations oexchangan methodcan beapplyto support interpretive afotion can be
used to supporbutcomeabout when, where, doy whom an artwork was produced
(Erickson, 1998). Art criticism model have in common a more or less linetbgtsiep

approach in which step built upon each other.
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One of the most popular and most highly regarded used in teaching art criticism is
EdmundBurke Fédman (1970¥our stes model Appling the Feldman model, will require
defining the elements of art used to createatti@ork, analyzing how the principles of art
areapplyto createthe elements, interpreting the expressive quality of the wadkwdrat
the artistattemptingto say, and judging the work success based on its artistic eligibility.

The last step in Feldman model often includes an aesthetic stance.

Feldman modeprepare a rational and consecutive procedure for investigative an
artwork giving novice students a framework from which astwork (Andersoné&
Milbrandt, 2005).Undoubtedly, Feldman s method consisting of description, analysis,
interpretation and judgment has seen the most prominent and thoroughly examined art
criticism format in art education (Hamblen, 1985). The traditional four step are
characteristic of critical through in general and be found as critical analysis producers in

any number of disciplines.

Study of Sheila Clark (1975) on art appreciation in textbooks of artatida
intended for art educators showed that very few hypothetical statements exist about art
evaluation and criticism. The inclusion of standard or criteria for assessimgrlkatwas
very transitory Earlier than 1970, merely the Becoming Human throfighby Feldman
offered a technique for the evaluation and criticism of artworks. A comprehensive analysis
of his theory reveals that he considers that before description, the student studies the art

object first for utilitarian and thertia standards (Feidan, 1982).

The criticism system by Feldmgi982)is an inductive process for concluding
from the obtainable evidence. His criticism model has contributed to four phases of making

statements about an artwork. Teachers of art appreciation have usedhevgtimary idea
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that students can talk and think logically about art if they master this method. Students will

like and know art better if they can talk and thinteiligently.

Communicate art is consideredrrect and complet® the critical experierg; in
additioninterpretation of thartwork. Feldman highlights the significance of interpretation
in describe the artvork. Feldman (1982 pointed out, interpretation is extremely
challenging; it is surely the most significant part of the critical ensddefining anart
work comprises determining its meanings and also statingaheectionof theseconcepts

to our lives and to the humaondition in general

In practice, the critique in the studio classroom is inextricably linked to the
evaluation 6art made by student artis8hapman (1978) supporters the study and exercise
of art criticism so that childrenobtain the capability to reply toartworks and the
environment, since familiar with understated forms of sense and more challenging pictures
than they are probable to observe by themselves, and study how specialists consider works
of art. In learning how specialists investigaagwork | e a r requirenent to learn
process ofart criticism, and Chapman suggestions numerous approachas daaticism
comprising those she refers to as deductive, inductive, and empathic. She paticafars
these approaches and pressures the critical procedure of interpretation more than the

process ojudgment excluding evaluation completely from the empatgpproach.

Through studio practice in relatida art criticism activities in classroom, learners
interpret and judge different artworks. The work of art itself must odnithe model to
inquiry. Forinstance abstractpainting originally might be approbhed thru description,

whereas a realistic painting perhaps would be greatest approachedaficsinceivable
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interpretations of meaning. Written art criticism can be understood of as convincing

writing, with interpretations of notion supported by ratigonaigments.

Descriptions of critic are active. They inscribe to be read, and they should draw
attention of their readers and occupy imaginations of their readers. They intend to
encourage their readers to understand an artwork as they see. If theypaesl,irikey
attempt to share their enthusiasm through their descriptors choice and the way they put

them together in an article, a sentence, and a paragraph (Barret, 1994).

Likewise, words are nearly essential for interacts@mmunicationa critic's
recoqnizing and that words allow us to build bridges between sensory perception, earlier
experience, rational inferences, and the function of interpretation and explanation

(Feldman, 1994).

Art education learnergan be more affected by their contribution in tsidio
critigues than through reading aboatt criticism in an education manuscripts or
infrequently involved criticism in art education courses or maybe even thettegiding a
classfor criticism. Studio critiques are probable to be very powerful Eaaner's education
because of thpure repositiorof critiques learners contribute in through studio courses in

numerous media over several years.

Studio practice that includeart criticism are also possible to beportant
involvements because of theateers' severe and devolved interesting the critiques since it
is their own workthatis the subject of critiquegoordinationamong studio practice and
art education programs in the practice of art criticism would improve the chance of success

for the atainment of art education aims foetkeaching of art and criticism.
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435RQ5.Are there significant correlation bet
critical ability scores?

Having examined the performance of students in their critical abilitg,nbw a
guestion of how good is this showing to indicate connection to their studio practice? It is
for this reason, the following results are presentetbles 4.5, 4.6 and 4show the results
of test for correlation using Pearson's method to deterwimaheror not such connection
exists. The score for studio practice was obtained to correlate with the score of the art

critical ability.

Table 45: Correlation between students studio practice and art critical ability scBre in
test

Pretest Art | Pretest Critical
Production Ability
Pretest Art Pearson Correlatior| 1 0.254
Production Sig. (2tailed) 0.176
N 30 30
Pretest Critical Pearson Correlation 0.254 1
Ability Sig. (2tailed) 0.176
N 30 30

Table 46: Correlation between students studio practice and art critical ability score in Mid

test
Mid-test Art Mid-test
Production | Critical Ability
Mid-test Art Pearson Correlation 1 0.896
Production Sig. (2tailed) 0.000
N 30 30
Mid-test Critical Pearson Correlatiof ~ 0.896" 1
Ability Sig. (2tailed) 0.000
N 30 30

**_Correlation is significant at the 0.01 leveH@iled).
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Table 47: Correlation between students studio practice and art criticalyaduiire inPost
test

Posttest Art | Posttest Critical
Production Ability
Posttest Art Pearson Correlatiol 1 0.953"
Production Sig. (2tailed) 0.000
N 30 30
Posttest Critical Pearson Correlatio]  0.953" 1
Ability Sig. (2tailed) 0.000
N 30 30

**_Correlation is significant at the 0.01 leveH@iled).

As Tables 4.8 and 49 h ow t h a tscors in botheam prawlgction and critical

ability hasrising but there is only significant difference in experimental group.

Table 48: Experimentagroup mean and standard deviation

Art Production Critical Ability
Pretest Mean: 56.00| SD: 3.87 Pretest Mean: 53.66| SD: 4.80
Mid-test Mean: 64.66| SD: 4.80 Mid-test Mean: 61.33| SD: 5.49
Posttest Mean: 70.00( SD: 9.25 Posttest Mean: 66.66| SD: 9.19

Table 49: Controlgroup mean and standard deviation

Art Production Critical Ability
Pretest Mean: 55.66| SD: 3.19 Pretest Mean: 54.00| SD: 3.38
Mid-test Mean: 59.33| SD: 3.19 Mid-test Mean: 56.00| SD: 3.87
Posttest Mean: 60.66| SD: 4.57 Posttest Mean: 57.00| SD: 4.92

Moreoverstudents scoreghore in studio practice (based dables4.8 and 4.9jhan
critical ability. However, it is interesting to note that there appears to be some form of

correlaion between students' level ofitical knowledge and their studio practiedéer
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intervertion in midtest and postest This is evident by the fact that the Pearson's
correlation matrixin pretest (r=0.254, p=0.176), migst (r=0.896,p=0.000) and pdstt
(r=0.953,p=0.000)ad r (0.953), p (0.000), p<.08howed a positive oneWhat we can
belief from the reading this statistics is that students' good knowledge in criticism would
have a good performance in their studio practice and there is a signgasitive linear
relationship between the scores at alpha .05 lev&baofficance.

Students, who taught with the special module (experimental group), had a better
art works than the common group based on the result of this study. It was because of their
training which includes the criticism. They understand the creative process, also students
learn how to, recognize sources for ideas from their environment, inner feelings, fantasies,

experimentation, other works of art.

They learn used properly and caoe materials and tools; Use tools and materials
for personal expression; Consider the effects of form on function and vice versa; Use
proper terminology; Apply information assimilated from the other disciplines to aid in
successful completion of their ovamt works. On the other hand students in control group
di dnot have speci al training; |l ecturer T
instruction to students, the students were free to complete the task given until the classroom

session is ended.

Until the differences between theory and practice are understood comprehensively,
curriculum developer will face issues in extending influential methods that lead to some
changes. Wideen, May@&mith and Moon (1998) argued that the current condition of
reseach on this problem shows dlittle deli b
values or how our improvement program and actions will play out in the ecology of the

education program or school classroom.
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The distinction between theory and practicaiheducation cannot emerge from a
particular dissent as to the level of expression in art education (Bresler, 1992). According to
Alexander,Taggartand Thorpe (1997) coherence in teaching curricula is fundamental in

helping its translation from theorytmpractice.

According to Van de Windt (2008) artistic creativity needs aesthetic attention that
can slow down the perceptual procedure, thus students will be able to recognize the

differences and variations of forms in objects that are often ignored.

In America, Erickson (2002) explained how the National Visual Arts Standards
summarized aims drawn from recognize@lm of expert attainment in art, including art
production, art history, art criticism and aesthetics. Furthermore, Walker (2001) developed
DBAE approach through a more reflective attitude of art making highlighting art

production as a meaning makiatjort.

Without a curriculum that enhances critical capabilities, students see art theories
with an uncritical eye; without experiences that actyalymote thoughtful engagement of
students with visual form production, they will not learn to understand the complexity of
these processes (Freedman, 2007), their importance to daily life, or their power to transform

knowledge and experience.

In responsemany visual art educators have moved beyond teaching the basics of
line, shape, color, media, and techniques, and the concept of art as therapeutic self
expression; instead, they are teaching students to think critically about their visual culture
(Freednan, 2007). Students may come to comprehend the features and the effect of identity
overthe visual artsadditionally they can come to understand or at least be aware of social
and cultural conditions through making and contemplating art.
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Students shouldppreca t e t he n at upraeiceaonfart makieg sathat i st
they can use acquired values, skills, and knowledge to their practice. They should discover
how artists make decisions and selections, what procedures or actions they take, how they
form their examinations, and what processes of editing andeseluiation they follow.

They need to understand how tlenceptual framework and frames are applied to practice

of artist and how this gives intuition to the demonstratioid@as and images intarorks.

Then, this appreciation allows them to use the frames to discover their own art
making. The abovenentioned practice notions should be recognized with regards to both
material and conceptual practice (NSW Department of Education and Trainiry, @20
Is students should examine how artists define theoretical meaning in artworks using a

network of examinations and how they investigate and decide about process and media.

Policies to increase written art criticism could, create with the learnensirgrg
their own writing to distinguish where they emphasis on description, where interpretive
concepts are obtainable, and where they make reports of eval(ihilorson& Cooper

1994).

4.4 Summary

In this chapterresults wereanalysis. Data were divied into two studies
qualitative and quantitative methodData in survey study indicated that, there is a need to
change art curriculum in Tehran art Universities based on art instructors idea. Moreover to
promote art curriculum in studioased class, digmer, university administrates and lectures

have to add and mix art theory to therdking class.
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Data in experimental study analyze based on objectives and research questions.
Analysis of the study indicated that the new design module is propeiafdriig painting
for undergraduate students at UT. Researcher showed that by applying this module for
students in experimental groups, art theory knowledge and understanding increase, also

students became more creative in experimental group than conupl(grgure 4.11).

' N\
f Research ) All participants 56%agreevarious teaching 68% believedpresat art
. —>{ agreecurriculum methods in studiartclass curriculumdid not
q Question One ) shouldchanges should be introduced required for teachingrt
\. J \\
s N\ [ Y4
Research T h e r divérsitye Researcher select More relevant models are:
. ——>1 approaches in art models from Feldman, Hamblen, Mittler,
. QuestionTwo ) criticism area 1950 Anderson, and Chapman
\ J L
f R h ) The results showed a significant differefice
esearc students' level of knowleddeetween
QuestionThree experimental and control groups
\ J
s I ) ( . . ) N
Research | e v || e,
: wasin description
L QuestionFour ) performance iDIPC model level
\
e ) 5 :
Research Stou dde nto ; S CI Studentscored more Students’ good knowledge
: ’ L~ | art production and critical in studio practicghan in criticism would have a
QuestionFive ability have risingn critical ability good performance in their
\. J L experimental aroup. studio practice
v
Experimentagroup They learrused
—>| had a better art works properly and care for
than the common groug materials and tools
Theyconsider the Use proper terminology Apply information
effects of brm on in art criticism area assimilated from the
function and vice versa otherart criticism models

Figure 411: Conclusion othe research questions
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CHAPTER V

CONCLUSION AND RECOMMENDATION
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5.1 Introduction

This chapter gavan overview of the findings fro the study. It is alsencluded
descriptions of inferences from the findings to lead to generalization and conclusion. In
addition it makes recommendations which are relevant to various parties, such as

educations, educational heads, teachers and lectures for implementagdaioffmding.

5.2 Conclusion
Five objectives formed the basis of the inquiry in the study. Below are the results

of the inquiry.

5.2.1 (RQ1)what are the problems of art educationint andés Uni versity ¢c
The result of the survey indicatedathvast dissatisfaction with the existing
curriculum indicates a tendency towards a new curriculum. It is necessary to convince that
(a) the curriculum should be changed according to the participants regjorideories
could lead the students to greatenderstanding of their own cultur&@he increased
attention to criticism and aesthetics would come throD¢AC moduleand could also
heighten creativity. Timing is another positive indicator bEC modulewould accept in
Iran. The current curriculuris almost thirty years old. It has been with little revision or
updating except its introduction. In that decade, there were many advances in the theory
and technology of education. This new knowledge needs to be incorporated in the
curriculum. As the curculum needs revision, the time may be right for proposing the

DIPC module
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Finally, from the results ahe surveymost of thdranianinstructors believed that
for improving the instruction, in general, curriculum should be changed to a developed art
theory in studio based clasResults ofsurveyshowed that participants asked for a new

improved informative art, locally and internationally, combined into the curriculum needed.

The instructors stated that the current art curriculunde not included art
criticism and aesthetiSmith (1989) proposed a curriculum that would contain art criticism
and aesthetic with theories of art such as Emotionalist, Formalist, or Imitative theories of

art.

Moreover,instructors suffer from lack of outside reading angjparation on areas
that they are weak. On the other hand, concern about the preparation of art instructors who

were trained in teaching art making was also apparent (Hagaman, 1988; Parks, 1989).

Based on the participant sabty wasltheamoste v e |
concern of the instructors in their teaching in this study and developing the concept of the
art was their least concern. As a branch of philosophy, aestheticsriticismdeals with
general questions about art, beauty, and creaiMigystead, 2008)Although art educators
have not had formal coursework in art criticism, they have participated in studio critiques
and probably read critical reviews in art periodicals. Barrett (1988) suggests that art
educators improve their chancessofccess in the teaching of art criticism by examining

and discussing through studio critique anadiag (refer to thd.3.1.2part).
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5.2.2 (RQ2) What are overall strategies and ideas have impressed the art criticism
curricula?

There arevariety methodsand scholars in art criticisipart Researcher chooses
more relatedmodel from 19761990 and approaches which somehownnectedto this
study. Feldman, Hamblen, Mittler, Anderson, and Chapware chosenThe Feldman
method of criticism is significant amgrthe critical methods which have been espoused

because it is phenomenological in nature it attends to the artwork itself (Feldman, 1973).

A questioning strategy advanced in Bloom's taxonomic assortment sugdgstion
Hamblen(1984)a muchneeded propertyotpresent art criticism, since art criticism plans

discoursed prepare just common strategies and recommendations.

Mittler model encourage students to being more critical inquiry by perfect
describing what they see. Student by doing interpretation andhpritigmove to valuable
analysis and understanding of art. Mittler (1982) model contains of description, analysis,
interpretation, and evaluation. As can be readily ascertained from these brief descriptions,
most art criticism models are similar to Bloomasxdnomy in that they start with factual,
literal information and proceed through increasingly problematic applications and analyses

to a final evaluation.

Anderson (1991)model comprisesof reaction, perceptual analysis, personal
interpretation, contextuadxamination and synthesisloreover,Chapman suggests some
approaches to art criticismomprise those she refers to as deductive, inductive and
empathic.Chapmanexplains all of these approaches and emphasis the critical process of
interpretation more tha the process of judgment, except judgment totally from the

empathicapproach (Chapman, 1978) (refer to chapter 2).
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5.2.3(RQ3) What are the general student s knowledge levels of art criticism at UT?
Based on the total score of 100, the mean score désts! level of knowledge in

experimental group in prest was 57.33, mitest was 65.00 and finally in petgtst was

70.66. In control group preest mean was 58.33, rridst was 5u8.66 and finally in pest

test was 61.00.

According to the result of thistudy, there was a significant difference between
pretest, midtest and postest (F= 35.368, P= 0.000). The results showed a significant
difference between experimental and control groups (F=11.725, P=0T0@2shows that,
by general standards of th@iversity's score, the students' acquisition of knowledge in art
criticism is good in experimental group in gest: C+, midtest: B and posiest: B+.
Although in control group in preest: C+, midtest: C+ and pogest: B.Moreover is a
superior sca, students are generally knowledgeable about art criticism in experimental
group. However, the big range between the highest score of 80 #epband the lowest
score of50 in pretest in experimental group seems to indicate that the students' ability
quite varied.It can he concluded that students are generally knowledgeable about art

criticism.

Moreover, resulshowed the distribution of students' scores in their assessment of
art criticism. The distribution is observed on the basis of percemthgaudents getting
grades from grade A (superior) to grade F (inferior). From a total of 30 students in both
groups, none scored grade D and F and also in control group none scored grade,of A, A

and C in all tests.
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5.2.4(RQ4) How do the students fairin their critical performance in reference to the
four critical dimensions at UT?

Accordingto the result of this study, there was a significant difference between
pretest, midtest and postest (F= 30.909, P= 0.000). The results showed a significant

difference between experimental and control groups (F=8.566, P=0.007).

As the result shows, students have demonstrated a fairly equal ability across the
four dimensions in experimental group. However, upon closer scrutiny, the students show
the highest ality in description, with a mean score of 16.3 in pest of experimental
group. Quite predictably, the students seemed to have the poorest showing in making
criticize with a mean score of 8.5 in gest of experimental group. Meanwhile, the other
two dmensions; identify and predict were have high score after description respectively in
experimental group. From the findings above, it is concluded that students excelled in the
area of description and identify dimensions respectively. On the other hashehts appear
to have improved from prest to mid and pogest but students appear to have not

developed well in mid and pe#st in criticize dimension in experimental and control

group.

However, the students show the highest ability in descriptiooontrol group,
with a mean score of 13.9 in pdsst. Quite predictably, the students seemed to have the
poorest showing in making criticize with a mean score of 8.8 istgsteof control group.
Meanwhile, the other two dimensions; identify and prediete have high score after
description respectively. From the findings above, it is concluded that students excelled in

the area of description and identify dimensions respectively.

256



El kins (2003) wrote art criticoresamd i s
al most compl et eArtritidisg s@an exerdsehdt gomprisey analyzing,
interpreting and judgmentapticewhat good arshouldbe and determining whatight get
consideration. If art criticism is understood as the basis of thevard, we would
essentially suppose art critics to be capable to make dependable and @ashgnments

about artworkgVekonyHarper, 2010).

5.2.5(RQ5) Are there significant correlations between student s studio practice and
art critical ability scores at UT?

Through the Pearson correlation test it shows that there are connection between
students' level of critical knowledge and their studio practice. The there is a significant
Positive linear relationship between the scores at alpha .05 level ofcgignd. It can be
concluded that students have good knowledge in art criticism would have a good

performance in their studio practice.

Resultsof this correlatiorshowed that test for correlation using Pearson's method
to determine whether or not such oention exists. The score for studio practice was
obtained to correlate with the score of the art critical abiMgpreover students scored
more in studio practice than critical ability. However, it is interesting to note that there
appears to be some forof correlation between students' level of critical knowledge and
their studio practice. This is evident by the fact that the Pearson's correlation matrix of r
(0.254), p (0.176), p>.05 in ptest, r (0.896), p (0.000), p<.05 in rrigst and r (0.953), p
(0.000), p<.05 in podest shows a positive one. What we can belief from the reading this

statistics is that students' good knowledge in criticism would have a good performance in
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their studio practice and there is a significant positive linear rel&ijphetween the scores

at alpha .05 level of significance.

What researcher can belief from the reading this statistics is that students' good
knowledge in criticism would have a good performance in their studio practice and there is
a significant positivelinear relationship between the scores at alpha .05 level of
significance.Students, who taught with the special module (experimental group), had a
better art works than the common group based on the result of this study. It was because of

their training vhich include the art theory (criticism).

This study has attempted to examine students' ability to connect art critical
knowledge to their studio practice. After analyzing the assessment outcome for the critical
analysis based on their studio practices tthapter delves into approaches to the initial
assessment, assessment outcome, implications and future research pertaining to art
criticism. The researcher has drawn several conclusions from her experiences researching

art criticism with her students thatll direct her future research in atlucation.

Art criticism offers students the opparity to betterunderstanding aihemselves,
their culture, and the culture of others thus bringing understand and enjoytesT the
learners finished their paof the study, their work was evaluated by a professor.tata¢
of the marks were then used in comparing the learners’ written catidgkis based on
their given assignmerthe four componentsof DIPC modue. After completionof this
study, researchefound that thdearnergust improve intwo of the fourcomponentdo a

standard that would have been expectedally implementatio®DIPC modueitself.

In the part of description, the learners excelled and actually encountered the
average of what slutd be expeted if they were give®IPC modude to complete. Via their
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artwork, maximum of the learners defined what the subject matter of their artwork sense to

them.

Other parts of predict and criticize were not as well improved. The researcher
realizedt hat whil e studentds critical anal ysi s
not additional elucidation as to how the artists apply these elements and principles of design
to more stress an idea, theme, or meaning in the artwork. This means ttattdrds are
not linking among what they are predict the work of art to mean, and what role the artist
played in making the work of art to compete those explanations. Lastly, the learners would
just deal with the personal criticize of the artwork if the@gre requested to do. As a

conclusion each learner occurred to ignore such an idea from his or her written response.

Based orresultof this study, can conclude that it was not a normal response for
college learners to comprise their own criticize opiniaitiout being exactly requested to
do so. In summary giving the classroom activity just successfully in twdeoffdur
principles of DIPCO s  req(dscription and identify); without additional prompts from

the researcher, the prediction and criticizegp@ould not be completely explored.

The activities that is conducted in the college or university has to be consistent like
visiting the art galleries/museums, workshops and talks given by artists. These activities
need support from teachers, artists catics, curators and the community so that the visual
arts in Iran can be developed and has a better future. In the future research, the researcher
believes it will be important to triangulate data through both quantitative and qualitative
means direty through student artwork, student opinions, and her experience as an

educator.
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Art criticism influences how thé&aniansociety views art and it affects the ways
they areperceive and interpret art. The researcher focused on the students because they are
the future generation that will develop the artslram country. Students must have the
knowledge in looking the beauty of art, identifying both local and international artists and
appreciate art (expressions and emotions) when viewing a work.ofhas research is
conducted with the hope that it could be guidance to university lecturers. Teaching art in
Iranian institutions of higher learning requires teachers and lectures to have good
foundation of understanding of art, so that pedagogically, theyetfaotively employ
different approaches to deliver art to their students. Emphmagbt be given to art

criticism in the teaching and learning procegsadriting course.

Although theDIPC module was successfully implemented in tramidy, it had
given he administrators of thendergraduate level ideas on how to desigreutsiculum.
Firstly, planning the curriculum they had to restructure the classroowitias. Secondly, a
curriculum in aTehranUniversity might be planned in advance for the implertagion of

the discipline oDIPC.

Thirdly, the curriculummightinclude a list of lecturers' activities to be carried out
in the classroom. This could lighten the work when teaching large number of students in the
undergraduate level. It would also gileeturers ideas on how to conduct a lesson and meet
the university objectives. Besides that, it is easier for the administrators to evaluate
lecturers' performance every year. Lastly, EHBC module has implanted the awareness of

having curriculum developent at theindergraduate level.

In general, this study shows that although DC module focuses on the

disciplines which are interrelated and inter dependent in thecalum, its evaluation
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criteria concentrates on students' performance, lectusipetence and program
effectiveness. Other factors, such as the stdéetirer relationship, temperament
personality of lecturers andgome background of students are important in the

implementation of a successful curriculum.

Among the most valuable vations to visual art education are the outcomes of
criticism. Further mor e, criticism increas
methods. These benefits make educator appreciate the improvements. The outcomes are

completely positive for art edudai.

The art education methods have altered. The art education practices for students
and teachers has changed to an approach with a more comprehensive curriculum that has
changed previous ideas as a result of the stress on a more academic art ethgsasitvrass
on production alone. A new way of teaching has been developed by the alteration from the

past orientation of creative activities into a more organized curriculum.

By emerging a criticism and creative educated curriculum, currently classroom
still brings about learning and practicing methods of criticism activities. Today, education
of art criticism in the classroom has altered into seeing art with educated method of viewing
and interpreting art and an informed mind. Art analysis through sntianstead of simply
use of productioioriented activities offers the teacher a treasure of didactic opportunity to
introduce critical thinking and help students with a superior art appreciation (Loudermilk,

2002).
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5.3 Summary of finding from the study

The overall objectives that using DIPC modde wo u | d I mprove S
performance were proven in this study because the experimental group was more successful
than the control group. Although theras neglect otheoretical aspects and unstructured
appro@&hes and teaching by the lecturer concerned in the control group, this did affect the

quality of students’ &aworks.

Furthermore, in spite of the lack of exposure to adult artists artworks students
managed to make competent artworks. Therefihhe studyhas shown that the students
were significantly affected adversely by the conventional method of teaching at Tehran

University inpaintingof Undergraduate level.

Thus, theDIPC modulein this study was successful in the esipeental group in
painting course at undergraduate level at Tehran Umisi¢y than was the conventional
teaching in the control group. However, there were some advantagesDiPtBenodule

discernible.

Firstly, the students undertaking tE#PC modue had produced some work that
was letter than those undertaking the control group. The reason was because they had

gained a better knowledge of art involving both theory and practice.

Secondly, from the data obtainddIPC modue helped the ndergraduate level
students to expresieir opinions and criticize &works. This would prepare them better for

choosing from a range of art careers such as superwisosgum educators.

In fact, the successful dDIPC in the experimental group was because of the
module structure, it was because tBaidentspresented the extra work such &sting,

criticism knowledge involved in program compared with those in the control group.
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Therefore they did participate properly as a result their motivations was good enough to

score high marks.

However, theDIPC modue demonstrated that it was possible to identify student
who achieved well in other than practical work, such as art criticism which was not possible

with the control group which concentrated on art production done in their program study.

Finally, this study was based on the premise that paintiaghe bettertaught in
theory as well as practice and is crucial in the studynafergraduate level. Since the
undergraduate level is first stage of students training, the initial curriculum desigoial
and therefore musinclude educational activities in all areas of art which create critical

thinking amongst the students.

This study implemented new module for teaching painting for bachelor level at
Tehran University as one example of Iranian artiversities Conclusionsmight be
generalizedor other art universities in Ira@s thesurveystudy in this thesis revealed all
seven universities in Tehran province had same problem, they were not dominated art
criticism, and aesthetics in studio baséaks, so this new module maybe can apply for

other universities in Tehran province for first year student in bachelor degree.

Moreover Hanafi (1998) conducted the study to implement DBAE at Mara
Institute of Technology in Malaysia (one university as sanfhe main goal of his study
was drawing should be taught in theory as well as practice. Also Subramani&$ (20
carried out the study to examine student ability to connect art critical knowledge to their
studio practice class at one private universityPetaling Jaya in Malaysia at Faculty of
Creative Industry (FCI) with 30 students involves. The result of the study showed that from
four criteria of criticism modie, student successestwo principle of criticism
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On the other hand, based on Webb (30@8earch, there is significant evidence
defendthe assumptiorthat illustration learnergxclusivelybeginning illustration students,
can benefit from curriculum designed using a pedagogical cognitive approach based on

Bl oomds Revised Taxonomy.

5.4 Benefits of criticism

Students have the chance of valuable experience with art criticism that encourages
logical and careful thought for everyday teaching and experiences to assess various
viewpoints. It can be an inspiring experience to incorporate criticiemt o st udent s
Numerous points of view about art are promoted by classrooms that motivate guided
inquiry. The method of inquiry has numerous advantages compared to a lecture method, by
motivating students to be active learners instead of passiveyapermitting the addition
of several insights to the curriculum. Guided inquiry warrants that the vocabulary and
language is suitable for the ability or age levels, and encourages teamwork and cooperation

in finding solutions tgroblems (Loudermilk, A0P).

Group cohesiveness, positive se#teem, and students respect for each other and
themselves and as artists are the benefits of criticism questioning. Including criticism in a
curriculum wil| i mprove the teacdiencesitdo 0Qp
painting cours® students, providing an opportunity to the typical student to obtain
expressive abilities through stepped teaching. These instruction methods allow all students
to generate works with criticism value. As students gain skillsuaterous achievement

levels, they are able to apply the things they have learned to create works that hold greater
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artistic value. Criticism functions as a constituent of fdiscipline art approach, important

for its universal queries about all artworks.

Anderson and Milbrand®2005), contend that we do art criticism because we want
to distinguishthe meaning andmportanceof artworks. Because areproduceshuman
values anccomprehensiomt a deeper level wiavolve to criticism to recognize our own

existence.

Art criticism discourses the sense and significance of works of art. It is concerned
with art in the context of the current and takes the forms of spoken or written conversation

about art (Greer, 1984).

Art criticism is possibly the most difficuldiscipline, based ormany instructors
surveyed, forsomereasons, containing its mostly oral nature and the typical absence of
knowledge of most art educators with dgsntextand types of inquiry. Thesequirewere
the incentive for the author to survegrea art educators about their necessity for more

information and exercise on the usage of criticism in the classroom (Loude200).

5.5 Significanceof the study for further research

In view of the apparent shortcomings of the presertergraduatdevel at the
Tehran University, the presestudy has been an investigation in tE#PC modue in
teaching painting at thendergraduate levellhe new designcurriculum in this study will
help art teacher and lecturer to improve-géicacy with new stategy in teaching painting.
By the developing their art critical knowledge and mixed it with art produetidity. Also

this new design curriculum is new in Iran. Becauseeranthe university arinstructors
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mixed art theory and art making in theiag$ as their asked in survey questionnaire in

qualitative study of this research.

One of the research outcomes is to itigede whether th®IPC module could be
adopted in the methodology of teaching other subject:ndergraduate level at Tehran
Universty. It is also suggested that any future inquiry should take the form -¢égtemid
test and postest research methodology to validate the reliability of the findings.
Furthermore it is suggested that more lecturers and students in Tehran Unihendiylse

involved in future studies.

Administrators of the university must give their support in providing enough
materials and art resources. Lecturers have to play their roles, spend their tinge durtdin
what makes their students more active and kadgdableFor example, they should make
a personal evaluations' of students performance and their own behavior in their classroom
training and should consider whether or not they are inconsistent and whethethaynot

are unfair ananake unreasonable dands on students.

In fact, according to Reid, Hopkins and Holly (1987), successfudolleges not
only have good curriculum planning but also the majority of the staff has the following

qualities:

i. Lecturers who are ébto keep control at all times,

ii. Lecturers who are able to have a laugh with stugdents

iii. Lecturers who foster warm, empathetic relationships with students

iv. Lecturers who like and understand studgents

v. Lecturers who treat students with respect and as eguodls
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vi. Lecturers who allow students a sensf freedom in class.

Therefore, the art eticulum should consist not only in practical skills but also in
concepts, knowledge within a defined curriculum structure. Thus, the effectiveness of the
curriculum in the art univsity can be seen through a proper planning in allocation of staff,
good monitoring of students' performances, and also a good management and control of the
resource of the universityrinally, if the undergraduate level lecturers are serious in
achieving the courses objectives, they have to start planning the curriculum of the

university and budgeting the resources.

This study may also benefit other subjects in thdergraduate level at Tehran
University. Dobbs (1988) stated thadrt education programthat would educate toward
increasing students' sophisticated understanding of adult professional roles in the field
would be justified much as science, music, mathematics and other subject matters have
used knowledge about professional roles in justifyiregr place in educational programs in
theschool Like these other subject matters, the content of a visual arts educational program

needs to be ordered in developmental sequences that meet the needs to be learners

From the above statement, it showtbd the implementation oDIPC modulein
theundergraduate level should also benefit other departmenisperlevel of learningart.
Besides that Dobbs (1988})ates that theurriculum of art schools needntinuous
development in order that the curriool could be effectively implemented and meet the

required standard for students.

Thus, if theDIPC modulées to be introduced in the Tehran University curriculum,
it is likely that the educational practices that will be designed will lead the studeiatistow
a more sophisticated professional understanding and a skillful and knowledgeable
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paticipation in the visual art$n other words, the key purpose of introducibigC module
in the art curriculum is to develop the students' knowledge of art fronve, naiinformed
state to a sophisticated stage involving an informal awareness ohploetance of theory

in practice.
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5.6 The constituenciesof DIPC module
The first constituency was the education reformers whose concerns for the
inclusion of visual artsn the Iranian curriculum led to changes in the structure of art

education in order to more closely mirror the science disciplines.

The second constituency wa$PC modulebuilt on assumptions, embedded in its
own design, about the purpose of the atte, dtructure and methods of teaching the arts,
and finally, the essential mechanisms for valuation and taste in the arts. The third
ideological constituency, which Elliott Eisner (1997) recognized as one essentially without
commerce with school educatoiis, an arts community that manifests the prevailing
sensibilities of what has been called the postmodern era. This constituency has produced a
type of nonconflict that is the result of a gulf between the aesthetic assumptionartand

criticism.

5.7 Reconmendations

In the researcher's recommendation that courses emphasizing structured in relation
to other disciplines of art and to pedagogy. Future art teaomgg emerge from such a
course with solid theoretical appropriate practical strategies formdementation in
education. The following recommendations are made to enhance the use of art criticism

(Figure 5.):
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Art Criticism

y
|
Art criticism as a Integrating with
_ compulsory subject i aesthetics
Visual Culture university level

Figure 51: Researcher recommendation

5.7.1 Integrating art criticism with visual culture theory at university level
The recommendations farDIPC module are derived fromisual culture theory

that artworks are metaphorical in nature.

It is this researcher's contention that this theory give®tRE guidelines a solid
and relevanfoundation from which to direct student inquiigrevious researchetsave
said that subscribing to one theory of art would be too narrow a focus from which to
develop a curriculum. Furthermore, a specific curriculum developed from the proposed
curriculumframework could be accountable for cases of radical art in ways which others

could not.

To implement a curriculum based on the proposextiule universities would
need to offer and require that art and art education students study art criticism. Mamy studi
courses, where developing technique is often the focal point of activities, would need some
revision. Technique, on the new theory, would be taught concurrently with the conceptual
development of metaphoric structures, and regarded only as a meansnib the end, of

course, being the successful expression of a thought, feeling, or idea. As the proposed
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recommendations were devised for higher education, applications for elementary and
secondary grade levels were not developed. It is obvious; howewgérorie would not

instruct elementary art in the same manner as college.

5.7.2 Art criticism as acompulsory subjectin university level

Looking at the current curriculum taught in the schools, the art criticism subject is
not offered in the program. #lso happens in the tertiary education. This subject is only
taught within other topics in the visual art. By offering the art criticism subject it helps
students develop their critical thinkindncreasing critical thinking proficiency and
tendency in intviduals provide them the means to make thoughtful selections. Aesthetic,
critical, and creative investigatiomay aid enable the improvement of these skills and

dispositions in art learners.

Critical thinking indoctrinate learners to increaséundamentalquestions and
problems, formularize them obviously andexactly collect and recognize related
information, using abstract concepts to understand it effectively andlogimeonclusions
and solutions, analysis themersusrelated criteria and standardspntemplateamong
another structures ofthinking, identifying and distinguish conceps, and practical

outcomesand connect effectively thru othdosfind solutions tantricateproblems.

Making art patronizes learners notice various keys to obviatertgstic problems
and through classroom art critiques they fa®e with variousopinionsfrom classmates
who have resolved the same difficulty in a dissimilar wdinistry of Education should
look into thevisual art education curriculum arsthouldintroduce art criticism as a new
subject apart fronart histary. Art criticism with its inherent opportunities to help students
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create and derive meaning from visual art, is still in need of a firm foundation aengsi

otherareas of the school curriculum. ltsdeves our attention

5.7.3 Integrating aesthetics and art criticism for art practice class

The whole studentsd knowledge of art
aesthetics and the way it comprises art; students can understand the ties betvessioaxpr
and society. Aesthetics effects on the way society understands art, and how we see and
interpret art. Educators merging art criticism activities with aesthetics will assist students
completely understand art. Aesthetics is definitely relevant topoeimending art. This
understanding permits individual conclusions with regard to how and why the students

react to the art in several ways.

The ideas of aesthetic education may be used as a foundation for additional
development of aestheticalbriented edcational notions. These approaches encourage
critical thinking. A great deal of information is offered by aesthetics to increase the use as a
more highlighted art education area. The modern aesthetic education practices are simply
studied together with tticism compared with the uses and benefits, as in art education,
criticism and aesthetics overlap in numerous methods and rudimentary principles

(Loudermilk, 2002).

5.8 Summary
In this chapter summargf the finding from the studythe overall objective that

A

using aDIPC modueimproveds t ud e nt s 6 ingaintifgwarenpeovenMoreover
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researcher concludes the result of the study thrdiughobjectives.The benefits in using
criticism and ggnificance of thestudy for furtherresearchexplaired in this chapter. And
finally recommendations are made to enhance the use of art critwigin three

structured
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Appendix A

CurriculumHealings forUndergraduat&tudiesin Painting, Facultyf Fine Arts, Tehran
University

The Overall Specifications, LessorPlansand Course Headings for
Undergraduate Studiesin Painting, Faculty of Fine Arts, Tehran University 2012

Definition:

Painting is one of the major disciplines invisual arts, which generally trains expe
familiar with artistic creativityinthepai nt i ng ar t . I n pai nt
and passions anthis understanding ofesthetics othe world and thainiverse encirahg
him, is showrthrough organizatioof forms andcolorsandin variouscombinations. In thig

art, individual and collectivep@intingmuralasa group) capabilitieswill emerge.

Objectives:

1. Training experts who afamiliar with theartisticcreativty in painting

2. Training individualdamiliar with thecriticism andanalysis opaintings

3. Training a generation that, lbglying on itsarttraining knowledgepreserves thkegacy
oft hei r wviswaltartspam@é able to lateapplythisartin social cultural and moral

dimensions ohis nation

Necessityand I mportance:

Paintingis aconversatiorwithout words. Painting not onlprovidesthe ground for the
cultural development of the society, but also it carabeappropriateneansto promde
dialogue amongivilizations, cultures andhations. This artandits differentarea$ is a
personakrt, but with multipleand diverseudiencan the majority of applied artandin

everyday lifeand as a result, it has a clear presemceolitical, cultural social,
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economic an@motional(andvision) life of the society

Duration and Structure

Duration of undergraduate painting course is at least 4 years, including 8 semes

overall 16 weeks.

Number and Type of Credits

The total number of uredgraduate courses in painting is 135 credits are as follows:

General Courses 21 credits (3 credits are presented faskhgihguage in addition to 13
modules, for students who are required to take it)

Basic course: 44 credits
Core courses: 11 credits

Specialized courses: 51 credits

Elective courses: 8 credits

Roles and Abilities of Graduates:

Graduates in this field with familiarity in principles and basic theoretical and teck
knowledge in painting, can contribute to educational fields (in Educ&ystem or othe
cultural centers) and participate in artistic creation and criticism. Launching works
working in Arts Departments of Ministry of Culture & Islamic Guidance, beautificatio
cities and places, teaching at institutions, organizatemmd centers of art and design &

doing art projects are the activities that graduates of painting can later do.

Requirements for Entering the Painting Course:

Prerequirements for entry into the field of painting include successfully passin

profesgonal exam in the basis and principles of this art. Holders of secondary educs

295



all subjects can take part in the test in this field.

The Painting Courses:

Basic, Primary and Specialized Course in Painting:
Course name: Painting Workshop 2

Number ofcredits: 3 (16 hours theoretical and 64 hours practical, total hours: 80 hour
Course/Credit Type: Basitheory, Practical
Prerequisite: Painting Workshop 1

Objective: Familiarity with colors (basic color principles and arrangements in the pai
through introduction to paintings of still life.

Course Outline:

A: Theoretical: The use of color in different eras and styles of painting

B: Practical Training: For education purposes, the existing colors in nature are divid
three groups and practicedlloe conducted to help understanding and mastering them

First group: Circle color colors and discussions about complementary colors, objec
that are painted with colors from the color circle. The communication and
coordination between them is formedtirough complements and the grays in the color|

1. Practice of still life with blue and orange on white background
2. Practice of still life with red and green colors on white background
3. Practice of still life with yellow and purple on white background.

4. Combination of the three previous exercises.

Second group: The objects, color of which fits into the categories of brown (such

bronze, clay, wood, skin, copper, etc.). This group needs no complement, but in ter
of harmony with the surrounding environment, they need to become colorful. Thig
happens with regard to the discussions on reflections of the colors in the environmern

1. Practice: Students will mix several samples with different degrees of dark brown

the bright colors including 12otor combinations to another circle of color to bro
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discoloration to understand them in combination with each other.

2. Practicing with still life, consisting of a combination of colorful and brown mods

The third group: Colorless objects or the oneswvhich have neutral colors, such as
black, white and gray, for which in painting, shaded and colored neutral colors will bg
used. These items will use optical illusions or use other colorful objects around them
look white, black or gray.

1. For practiceput black and gray objects among colorful objects and ask students tq
them, without using black and only by using cool colors such as gray or colorful gra
them to paint the dark and colorless elements of the objects in a way that in theeg!
look colorless next to the colorful objects.

Note: As a neutral and shadiess color, white objects in each group follow the adja
objects. Therefore they can also be used in painting the still life in the third group of (
can also use white.

In the final practices, students will have objects from each group and besides paintir
as still life models, they are required to analyze and experience the color relatig
among these objects and paintings.

Remarks: In this semester, to famliize students with various colors, avoid employ
Black gradations, especially during the third group. During the trainings, different
regarding colors, including the seven contrasts, will be empirically attended to (Fin
University, 2004).
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Appendix B

Curriculum Headings for Undergraduate Studies in Painting, Faculty of Fine Arts, Tehran

Universityin Persian language
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Appendix C

DIPC Module
Session | Topic/Theme Time Artwork Goal Criticism
-Describe on the effect of the_co_lor as composition and forr] _Definition of Art Criticism
the painting.
1 hour art -Exercise and demonstrate use and mastery of the elemer] -Historical Overview
Week 1 Imp(éré?;rce of tr?;?rz :;t design & principals of art (Source: Pluralistic Approaches to Art
making -Use materials, tools and processes from a variety of meq Criticism BOOk’lgngEhg)y’ and. Congdon,
- Produe creative works that demonstrate innovation in Pretest
concepts, formal language and/or materials
-Comparing Paintings of the two Cultures -The nature of 21 century art Criticism
Cliiﬂg?;'rzns -Exercise and demonstrate use and mastery of the elemer] - Why Do We Do Art Criticism?
(Primar 1 h:theory design & principals of art
Week 2 Secondg,r - Learning in Aesthetics and Criticism
and Y | 3hart making -Use materials, tools and processes fromréety of media (McKinnon Beach, 2007)
Intermediate). - Produce creative works that demonstrate innovation in  (Source Art Criticism Since 1900 book, p: 3,
concepts, formal language and/or materials Gee, 1993)
-Apply new art vocabulary in critical examination of artwork
-Value in -Exercise and demonstrate use and mastery of the elemer] Explain t h eory of Ed
Color heth desi incinals of Description Part.
(darkness 1 h:theory esiq & principals of art
Week 3 \ ! .
lightness). . : ) . . (Source: Feldma, 1994, Practical Art
3h:art making Use materials, tools and processes from a variety of me( Criticism) and (Feldman, 1967, Art as Imag
-Hue and Idea)

- Produce creative works that demonstrate innovation in
concepts, formal language and/or materials
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-Siill life

-Warm & cold . Criticize of Gustave Courbet Artwork,
-Exercise and demonstrate use and mastery of the elemer] . ; s
color ) . o Attention to the artist creativity
1 h:theory design & principals of art
Week 4 . o . .
-Intensity . . ) . . .| (Source: Art Criticism and Its Institions in
3h:art making Use materialstools and processes from a variety of medi Nineteenth Century France book, page: 10
- Produce creative works that demonstrate innovation in By: Orwicz, 1994)
concepts, formal language and/or materials
Learn how to use different type of textures. Explain theory of E
Create -Exercise and demonstrate use and mastery of the elemer Analysis Part.
Week 5 Texture,- 1 h:theory design & pringpals of art (Source: Feldman, 1994, Priaet Art
Visual . . . . Criticism) and (Feldman, 1967, Art as Imag
3 h:art making| -Use materials, tools and processes from a variety of meg
Texture and ldea)
- Produce creative works that demonstrate innovation in
concepts, formal language and/or materials
-Texture - Modify on the effect of the texture as composition and fo
in the painting. Criticize of Edouard Monet Artwork, Attetion
- Kinds Of to the artist creativity
1 h:theor -Exercise and demonstrate usel anastery of the elements o
Week 6 Texture ' y design & principals of art (Source: Art Criticism and Its Institutions in
(Rough 3 heart makin Nineteenth Century France book. By: Orwic
' 9 .use materials, tools and processes from a variety of meg 1994, P: 122)
and Smooth)
- Produce creative works that demonstrate innovation in
concepts, formal language and/or materials
-Experience to create gradation in Artworks Explain ¢ h e oButke o f
Interpretation Part.
Understanding 1 h'theo -Exercise and deggssitrﬁtg u?ﬁgn;?s}?friy of the elements (Source: Feldman, 1994, Practical Art
Week 7 Gradation ' ry gh & princip Criticism) and (Feldman, 1967, Art as Imag

3h:art making

-Use materials, tools and processes from a variety of me(

- Produce creative works that demonstrate innovation in
concepts, formal language and/or materials

and Idea)

302



1 h:itheory

-Understanding the early artistic training in gradation ang
encourage students by obseiwatand repetition

-Exercise and demonstrate use and mastery of the elemer
design & principals of art

the artist creativity

Criticize of Paul Cezanne Artwork, Attention ]

(Source: Chipp, H.B., & Selz, P.H. (1968).

Week 8 Gradation 3 heart makin Theories of Modern Art: A Source Book by
) 9 .use materials, tools and processes from a variety of meg Artists and Critics, P: 16).
- Produce creative works that demonstrate innovation in Mid-test
concepts, formal language andfoaterials
SpacESaround -Increase production skills using space in artworks
-Space -Exercise and demonstrate use and mastery of the elemer Explain tP:rte ory of Ed
P 1 h:theory design & principals of art '
Week 9 . .
-Negative and . . ) . . (Source: Feldman, 1994, Practical Art
3 h:art making Use materials, tools and processes from a variety of meq Criticism) and (Feldman, 1967, Art as Imag
PositiveSpace - Produce creative woskthat demonstrate innovation in and lda)
concepts, formal language and/or materials
Space around
Week 10 us -Build upon prior experience of description and analysis a
able to apply that knowledge in contrasting 2 dimensional
Division 3 dimensional composition
Criticize of Picasso s artwork, Attention to th
(Foreground, 1 h:theory -Exercise and demonstrate use and mastethe elements of artist creativity
design & principals of art
Middle 3 h:art making (Source: Art Criticism Sinc&900 book,
ground, -Use materials, tools and processes from a variety of me( Page:116, Gee, 1993)
Background) - Produce creative works that demonstrate innovation in

concepts, formal language and/or materials
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Week 11

Experience in
composition

- Learn the
basic
vocabulary
used in formal
analyses in the
composition
in visual art

- Produce an
artwork with
achieve unity
in their
composiions

1 h:itheory

3 h:art making

-Using composition in artworks.

-Exercise and demonstrate use and mastery of the elemer]
design & principals of art

-Use materials, tools and processes from a variety of me(

- Produce creative works that demonstrateiration in
concepts, formal language and/or materials

Introduce Barrett Principle of Interpreting

1-Good Interpretation of art tell more abbot tk
art work

2- Good Interpretation have coherence,
correspondence and inclusive

3- Interpretation of art workeed not match the
artist intend for the art work

(Source: Criticizing Art: Understanding the
Contemporary. By: Barrett, 1994)

Week 12

Exploration of
line

-Lines

-Kinds Of
Lines
(Straight and
Curved)

1 h:theory

3 h:art making

- Discover what line qualjtis and how it is used in artworks|
- Encourage students to create a different line in painting

-Exercise and demonstrate use and mastery of the elemer]
design & principals of art

-Use materials, tools and processes from a variety of meq

- Produce aeative works that demonstrate innovation in
concepts, formal language and/or materials

Criticize Andy Warhol s artwork, Attention to
the artist creativity

(Source: Andy Warhol, headshots, drawing
and paintings, By: Andy Warhol, Bob
Colacello, Jablonka Gailie, 2000)

(Source: Andy Warhol Book, By: Joanne
Mattern, 2005, P: 4)

Week 13

Exploration of
line

-Ethnic

-Abstract

1 h:theory

3 h:art making

-Exercise and demonstrate use and mastery of the elemer]
design & principals of art

-Use materials, tools drprocesses from a variety of media

- Produce creative works that demonstrate innovation in
concepts, formal language and/or materials

Criticism Questioning Strategy Within the

Framework of Bloom's Taxonomy. promote

student interest and the development of
analytical skills

(Source: Karen Hamblen, 1984. P:3Q).
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Week 14

Creation
proportion

- Extend
concepts of
proportion in

1 h:theory

3 h:art making

-Have an experience on proportion in painting.

-Exercise and demonstrate use and mastethe elements of
design & principals of art

-Use materials, tools and processes from a variety of meq

Criticize of Duchamp's art work, Attention to
theartist creativity

-Readymades (Source: Steven Goldsmith,
1983)

(Source: Kuenzli, & Naumann, 1991, P: 64)

the painting
- Produce creative works that demonstrate innovation in (Source: De Duve, Polan, & Rajchman, 200
concepts, formal language and/or materials P: 143)
Type of Art Criticism
- Build UPOSXEZ:% gﬁgsglen%eso?t];:ne?:@i;?: analysis to (Source: Wolff, T.F., & Geahigan, G. (1997)
prop p 9. Art Criticism and Education Book, P: 14)
(r:oreitrltci):n 1 h:theory “Exercise and de drgg??rgter?sg Ef_ﬂg g;aasr:ery of the elemer 1 pyaristic (Known as emotive, Impressionisti
Week 15| PP gn & princip Autobiographical)
3 h:art making . .
-Use materials, tools and processes from a variety of meq 2-Formalism (Known as Internantrinsic, or
- Produce creative works that demonstrate iration in Aesthetically autonomous)
concepts, formal language and/or materials 3-Contextualist (Known as ahtistorical,
psychoanalytical, and Ideological)
Review of the 1lh:theory
Week 16 whole Review of the whole semester Postted
semester 3h:art making
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Appendix D

Rubric for Studentsd Studio Practice Assessment
Scai Very poor Poor Good Very good Excellent Points earned
cain
9 1 point 2 points 3 points 4 points 5 points
. ) Class time was not alwayy Class time was used wisel[ Class time was used wisel
Class time was not used| Class time was not used ) : :
. ) used wisely but the studer] Student could have puti | Much time and effort went|
Time/ Effort wisdy and the student put if wisely and the student put| . o - . h . 25%
L did do some additional woij  more time and effort at | into the planning and desig
no effort. no additional effort.
at home. home. of the task.
. . . . . . | The choice of visual desig| The choice of visal design| The choice of visual desig
Visual Design 'I_'he choice of \_/lsual desig Th? choice of wsuals_, desig is appropriate. Overall | is very appropriate. Overa| is extremely appropriate t
is not appropriate. Overal is almost appropriate. . . 3 .
) arrangement of the visual arrangement of the visual| the design and it is beyon 25%
(P&E) arrangement is cluttered, Overall arrangement of thy design is acceptable and| design is acceptable expectation. Overall
inconsisent and messy. | visual design is acceptablg consistent. consistent and clear. | arrangement of is excellen|
Principles and elements o Principles and elements o Principles and elements o Principles ad elements of| Principles and elements o
design are not incorporate design are almost design are incorporated design are incorporated |  design are incorporated
appropriately. Overall incorporated appropriately)  appropriately. Overall appropriately. Overall excellently. Overall
Creativity arrangement does not refld Overallarrangement refleci arrangement reflects arrangement reflects veny arrangement reflects 25%
unity between_ the use _Of very little unity between th{ adequate unity between th adequate unity between tt| excellent uniy between the
typeface and visual desigr use of typeface and visua| use of typeface and visua use of typeface and visual use of typeface and visug|
design. design. design. design.
The choice and use of meq The choice and use of med The choice and use of meq The choice and use of meq The choice and use of meq
are not appropriate for thq are almost appropriate for t are appropriate for the are appropriate for the |are highly appropriate for tl| 2506
Execution artwork. Overall finishing ig artwork.Overall finishing is| artwork. Overall finishing i artwork. Overall finishing i artwork. Overall finishing
cluttered and untidy. | slightly cluttered and untidy consistent and neat. slightly consistenand neat. excellent.
Score: 100%
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Rubric for StudelittAssessmentt Cri ti cal Abi
Scoring Very poor Poor Good Very good Excellent
Points earned
Criteria 1 point 2 points 3 points 4 points 5 points
Did not describe on visua| Described very little on | Described adequately on Described very adequatel| Described in depth on visu
facts such|visual factgvisual f act g onvisual facts such as facts such
biography, title, medium,| biography, title, medium,| biography, title, medium,| at i st 6 s b i o| biography, title, medium,
Description size and year / date the| size and year / date the| size and year / date the| medium, size and year/ d4  size and year / date the 25%
artwork is prodoed and artwork is produced and| artwork is produced and| the artwork is produced ar| artworkis produced and
formal elements such ag formal elements such as| formal elements such as| formal elements such as| formal elements such as|
line, shape, value, texturd line, shape, value, texturd line, shape, value, texturq line, shape, value, texturq line, shape, value, texturg
and colour and colour and colour and colour and colour
Did not identify how the | Identify very little how the| Identify adequately how | Identify very adequately | Identify in depth how the
formal elements use the| formal elements use the| formal elements use the| formal elements use the| formal elements use the
Identi principles of design such ¢ principles of design such g principles of design such g principles of design such g principles of design such g 0
entify 25%
balance, space and balance, space and balance, spacand balance, space and balance, space and
proportion, harmony, proportion, harmony, proportion, harmony, proportion, harmony, proportion, harmony,
variety, dminance, variety, dbminance, variety, dbminance, variety, dminance, variety, dominance,
movement and economy| movement and economy| movement and economy| movement and economy] movement and economy
Did not predict such as | Predict very little such as| Predict adequately such 3 Predict ver|¥ adequgttctely SU' Predict in depth such as
Predi spoken or written stateme| spoken or written stateme| spoken or written stateme as spoken orwritten spoken or written stateme
redict : o - o - .| statement which makes th ~' . 25%
which makes the descripti{ which makes the descriptiy which makes the descripti descriptive and analytic which makes the descripé
and analytic observationy and analytic obsenains | and analytic obervaions obsgrv dons AN and analytic observiains
fihatnagget her ol ihang togetllihang toget togethero fifhang toget
Did not give an opinion qGave very litle opinion ofGave adequately opinion [Gave very  adequatg Gave indepth opinion of th
the work, based upon whthe work, based upon whthe work, based upon whopinion of the work, basqwork, based upon what h
Criticize has been learned from tthas been learned from thas been learned from flupon what has been learribeen learned from th 25%
previous three step previous three step previous three spes.|from the previous thrgprevious three step
Grounds of judgment alGrounds of judgment alGrounds of judgment alsteps. Grounds of judgmgGrounds of judgment a
formalism, expressivism ai formalism, expressivism ail formalism, expressivism afare formalism, expressivig formalism, expressivism al
instrumentalism. instrumentalism. instrumentalism. and instrumentalism. instrumentalism.
Total Score: 100%
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Appendix E

Questionnaire for Art studyytructordos in | ran

Personal Information

Name: Sex:

Date of birth: Name of university graduate:
Undergraduate field of study: Master study field:

Doctorate study fid: Teaching Experiences Duration:

1. Do you think we need to change the current art curriculum of your department?
i) Yes i) Some change
iii) A lot iv) Don't need

2. Do you think there is anything missing that should beided under
ex/curriculum of your department?

i) Curriculum failed to satisfy students' needs in approaching art

i) Appropriate time and course allotment for art practice and art theory was
needed

iii) Various art theory courses related to art criticism,history and aesthetics
needed

iv) Integration was needed between art practice and art theory
v) Various teaching methods in studio art should be introduced

3. If you were asked to help improve the instruction, what would you propose to
be done ingrms of art context?

i) Iranian art instruction should be changed to the developékesnty in studie
based classes.

i) Curriculum should improve students' creative thinking and expression rather
than increase students' art production skills or teclesiqu

i) More multi-purpose audiovisual aids and other materials or equipment for
teaching art.

4. If you were asked to help improve the art curriculum, what would you propose
to be done in terms of art context?
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i) Curriculum should be more flexible irlgcting and planning classroom
activities and teaching methods.

i) Most arttheory courses should be included.
iii) An integrated course for artistic practice and art theory

5. Do you have taught skills or concepts in the three elements of arsoritici
aesthetic and art history?

i) Yes i) No

6. If you say "NO" in question 5 would you be interested in finding out more about
how to include these in your art program?

i) Yes iif) No

7. What do you emphasize in your teaching of art? Pleakelrto 4. (1: most
important to 4: least important)

i) Artistic skill or techniques (how to describe art/artwork and make artwork in
terms of artistic mechanism).

if) Concept (how to perceive art/artwork in terms of historic, cultural, aesthetic
backgraind).

iii) Creativity/originality (how to develop idea and produce their own artwork).
iv) Others

8. How often do you ever do the following?

i) Field trip to museum/gallery.

i). Use visual aids (slides, films, movies, etc.)

iii). Class Discussion (@up/individual discussion).

iv) Inviting guest instructors.

v) Others

9. Have you known or heard of DBAE before?

i) Yes i) No

10. Do you want more information on DBAE approach?
i) Yes i) No

11. Do you believe that the existing art curriculeequired for teaching (art
criticism, aesthetic, and art history).

i) Yes i) No
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12. Do you think the element of art history is considered an important content?
i) Yes i) No

13. Students knowledge of Art History helps them on producing g«two

i) Yes i) No

14. Do you think the element of art criticism is considered an important content?
i) Yes i) No

15. Art students' "knowledge in art criticisimélpsthem assess and interpret
artwork on producing artwork.

i) Yes i) No
16. Do you think the element of aesthetic is considered an important content?
i) Yes i) No

17. Art students' "knowledge e s t hhelpsthaencevaluate artwork on
producingartwork?

i) Yes i) No

18. Do you believe we should provide students with the knowledge in art
history, art criticism and aesthetics along with studio art inside art courses in order for them
to prepare to be future art teachers/artists?

i) Strongly Agree i) Not sure
iii) Disagree iv) Strongly Disagee

19. What do you consider helps art students the most in their understanding of art
from the following four areas?

i) Aesthetics i) Art criticism

iii) Art History iv) Art Production

20. Do you use the same teaching procedure each sePeste
i) Yes i) No

21. What are your department or university problems for your teaching in terms of
academic information, allowing you to plan class instruction, providing materials, etc.?

i) Instructorscomplained that the curriculum was urasie
i) Lack of flexibility
i) Unableto supply material for teaching art

22. Do you have any suggestion to improve art curriculum?
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i) Askedthat new development in informative art, locally and internationally,
should be incorporated into the curriaulu

ii) Askedf or art textbooks written especi al
guides to assist them in their instruction.

iii) An entirely new curriculum should be developed, with input from the
instructors who would give equal attention to tietical and practical aspects of art
education

iv) Instructorsneed preservice and irservice training program
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Appendix F

Questionnaire for survey study in Persian language

Uy T3t S af X
cecdy hj b mpCs €., pFHXF?
:mfF . I xFp pp ETBECHCHUBF® pbh

.bpFp pTTNb #3 CFTx pTx TB ETpHib A8 pf
pbmMpc Fb Wi 473 P OF

bpFpx OCFTXpFDHPCEC cdAT> : 6
_9Y9BF upfFpbTF adl CF o9CT®B2 mpv I xF
dBF npm3 dTwMBFX AFTMTI XFp PG xKk €EC
9BHF CFTX pXK 2pMGCbh M c¢c4dBK pFt eECi
.9 BF CFTX PIFF23 CAdb mekKe BFTXIF be _ 2 pXK pUYX |
. 9BF CFTX pXK 2pMGCh ™M ¢ 4B
.pbml e¢TplNe pTF?2 c¢ABK EmMpPpp EC
_Y9PBhTuy opxk EmMpp pFB3®»FH _ F U
bMiTFYF c¢ABK EmMpp 1?2 pxkK 9pMGCh M pIAFT |
M CTrm Mb FTpHhh v XTF oFtT W3 pkp E€ETFCTF Fp 4]
b?2F T E€ETFCTF c¢dBK p

9BF CFTX pXK €CMBG6 o2Fp3 opbl T3 9
_Y9PhTty pxXK ehpp #UBFXpIDP _ F U
bl F2 Whl Fp ¢l €CmMB6 OFKphB M X cHYapHF /TTB FoKDTD i
bml WTFYF pPTF?D pxXK 9P

ak F? e€dBK EmMpp ™M pxXK
.bTF wuppt Eprb PXK €Tppb M ¢ by

. . pPTHS nAaA3 : PIOF

pb Empp a4TF ETpbb € xm U mg&$me Jigh6BY & FHE

pT3 K nAa3 : PIOF
(p AaTpb d9TBKF at _ POF agTt-phBne) _
(opXK aBbBTXFVY B F?2 0pxXK pfFXF pT1THMb_, pX
(eHDFxXl eTF29TC M ¢ XKpT _c>TpFéompysTm™Mh F
(ppT. TB bVl e¢4dBK pF't M uWpbFrFp €pmMp_ Fp P
p. TP ppFmMB D
_pbTtTkpTB afrtxF ¢ k8F p xu
2pbp, neme ™M 2 p ltOF |
(nptTO M adTTbTpDOMBEF BpEMB®
(opFpPpYXF FT cKMp, dpmHb 1 73) E bit
AOFBnNnB pThfF BF CF ¢
Pp.Tph pbpFEmMB I
pTFDBAEbMTp»q:I% 9pp FTEB6
pT3 <t naA3 : PIOF
_ b TDBAKp p v B pb Pbl T2 Y9prXK®GAF YT
pPT3> K nAaA3 : PIKOF
_bpFp pmMTmM pxk €eTpFb ™M ¢bhHFxT -§Xx@3TC_ 0
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pT3 1 H nAaA3 : PIKF
HBF pxk €CmMBS6 pp pHFXK aTlphene CF

pT>3 K nAaA3 : PIOF
. pbxv 1B T Bt AFTMTI XFp 2pXkK-18FpTIHMmb
pT3 1k P A: PIOF
_49BF pxk €CmMB8 pp pHfF xK agfilpdhene CI
pT>3 K nAaA3 : PIOF
. pbxvTB T Bt OFTMTI XFp opXklBHFpPpTIHOME
pT3 1k nA3 : PIF
_49BF pxk €CmB6 pp pHF XK agTp-bénse CF
pT>3 K nAaA3 : PIOF
. pbxvTB T Bt AOFTMTI XFp opxk QAFpTHOMb
pT>3 K nAaA3 : PIOF

nt pbxvTte r Bt pgFpTMtl XFp "3 opxK pfFX6 -b& IOMb pF
_bwMmlI adnNB FT pXBp X

abhtx aG¢CBAHTMR bIBF! . PIOF
POF 3B bIBF! :POF>38B: 6
(p AoTph dTtBKF at _ PWF agTphbhBNB) pX9 TB ' Bt
2pXK pUxePR Xl €e¢TfFI37TC: Pl
OPpXK HYFpTHOMbKKp eTpFb : 6
4dBF WIF1 B apb -pQ pp FB
PT3: K nAaA3 : PIOF
L dhTY FK bs appt axkFpT wm chpp FBXxEBY d®BMNb
dBTX EQYFM M J3le cechpp =
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Appendix G

Questionnaire for experimental study

Pre-test Survey

1-Van Gogh's paintings are of high value because:

a) His work had a major influence on subsequent artists

b) There are a limited number of his paintings

c) Heplays a large role in Western art history

d) His paintings allow the viewer to feel with the artist himself
e) All of the above

2 - Leonardo da Vinci's Mona Lisa dazzled his contemporaries because:
a) The sitter was a wealthy woman

b) Da Vinci was a famus artist

¢) The portrait was almost miraculously lifelike

d) All of the above

e) None of the above

3- During the art was used roughly in the same sense as craft.
a) Renaissance b) Middle Ages
c) Baroque Era d) Nineteenth Century

e) Twentieth Century

4- Thefield of philosophy called aesthetics asks the question . . . .
a) What is art?

b) Can we apply our concept of art to art of the past?

c) Can we apply our concept of art to art of different cultures?

d) Is there one correct standaod fudging art?

e) All of the above

5- What term best describes work done by nonprofessionals?

a) Folk Art b) Naive Art
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c) Intuitive Art d) Outsider Art

e) All of the above

6- Rebecca Purdham's Chin Up and Rdek's Monument in Fertile Countryahe
what in common?

a) Both were painted by artists who were nearly blind.

b) Both were inspired by the same historic event.

c) Both are abstract landscapes.

d) Both are nonrepresentational in style.

e) None of the above

7- The term style is used to cgtwize a work of artby t: 60 s

a) Subject matter b) Social context

c) Visual characteristics d) Theme

e) None of the above

8- Our modern ideas about art carry with them ideas about:

a) The artist b) The audience

c)Aandb d) The gallery

e) The museum

9- During the 18th century, beauty and art were discussed together because both:
a) Were studied by the upper class b) Were schools of philosophy

c) Were related to the senses d) Were felt to provide pleasure

e) Involved vision

10 If a work ofart is faithful to our visual experience, its style is:

a) lconographic b) Nonrepresentational

c) Stylized d) Abstracted

e) Naturalistic

11- When discussing the size, shape, material, color, and composition of a work of
art, we are discussing its

a) Form b) Iconography
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c) Theme d) Purpose

e) Content

12- involves identifying, describing, and interpreting subject matter in
art.

a) Attribution b) Calligraphy

c) Stylization d) Iconography

e) Reviewing

13- During the Renaissice in Western Europe came to be regarded
as the more elevated of the arts.

a) Calligraphy, mosaic, and metal forging

b) Cabinetry, architecture, and calligraphy

c) Ceramics, weaving, and mosaic

d) Painting, sculpture, and architecture

e) Painting, cabinetry, and landscape gardening

14- Context is a factor of ties that bind a work of art to the

a) Life of its creator

b) Tradition it grows from andesponds to

c) Audience it was made for

d) Society in which it was circulated

e) All of the above

15 is a space that is presented as a work of art that can be entered,
explored, experienced, and reflected upon.

a) Environmental art b) Architecture

c) Installation d) Performance art

e) None of the above

16- In gesture drawig, lines are drawn rapidly for the purpose of:

a) Recording fine details b) Capturing the subject's essence

c) Describing a definitive outline d) Creating a sense of urgency
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17-When studying a tree, an artist makes several sketches, refining, staite d
and eliminating others until she feels she has captured the essence of the tree. This
is an example of:

a) Composition b) Abstraction

c) Modeling d) Rendering

18 Jackson Pollock's paintings are most characterized by:

a) Continuous forntine b) Precise brushstrokes

C) Linear perspective d) Gestural paint drippings

19- Which of the following artistic choices is most similar to a painter's use of
light and dark values?

a) An actor's use of dialogue b) A dancer's use of the feet

c) A playwright's use of structure d) A composer's use of dynamics

20- Thejuxtaposition of normal and drealike elements found in the literary form
of magic realism is most similar to works from which of the following, artistic
movements?

a) Art noweau b) Impressionism

c) Art deco d) Surrealism
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Appendix H
Pretest survey for experimental study in Persian language
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Appendix |

Questionnaire for experimental study

Mid -test Survey

1- A listing of the facts in an artwork, such as objects, people, shapes, and colors.
a) Description b) Judgmen

c) Analysis d) Interpretation

2- Produced or intended primarily for aesthetic purposes rather than utility.

a) Art b) Art Making

c) Art Criticism d) None of Them

3- The experience of seeing and enjoying something for its own sake, & baraitity and
pleasurable qualities.

a)Art b) Art Criticism
c) Art History d) Aesthetic Experience

4- Line, shape, form, color, value, space, and texture. The building blocks the artist works
with to create an artwork.

a) Principle of Design b) Elements of Art
c) Art Making d) All of the above
5- An explanation of the meaning of an artwork.

a) Description b) Analysis

c) Description & Analysis d) Interpretation
Matching Questions

6- Ceramics

7- Formalism

8- Line

9- Subject matter

10- Evaluation
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a The things that are represented in an artwork, such as people, buildings, trees, etc.
b A process used to determine the quality or lasting importance of a work.

c Objects made of clay and fired in a kiln to a permanent form. Ceramicsftare o
decorated with glazes and fired again to fuse the glazes to the clay body.

d An element of art that is used to define space, contours, and outlines, or suggest mass and
volume.

e A way of using the elements of art and the principles of design tcaévald.
Multiple Choice Questions

11- The study of art that involves asking and answering all kinds of questions about art,
how people respond to it, and how it relates to our lives.

a) Elements of art b) Philosophy of art

c) Art d) Traditional ar

12- The degree to which a work reflects a theme, emotion, or world view.
a) Description b) Design

c) Expressiveness d) Formalism

13- Shading using closely spaced parallel lines; used to suggest light and shadow.
a) Hatching b) Line

c) Crosshathing d) Outline

14- The materials, such as oil, watercolor, etc., used to create an artwork.
a) Line b) Medium

c) Formalism d) Design

15 Unity, variety, emphasis, rhythm, movement, balance, pattern, and proportion. The
effects that may resulivhen the art elements are structured to achieve a successful
composition.

a) Philosophy of art

b) Principles of design
c) Design

d) Interpretation
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True/False Questions

166 Tradi tional art Y Line, shape, form, co
blocks the artist works with to create an artwork.

a) True b) False

17-Qutline Y an el ement of art that is wuse
suggest mass and volume.

a) True b) False

18 Crosshatching Y Spaeedparalgl lines, usadgo saggestdight and s
shadow.

a) True b) False

19 Analysis Y the examination of the relat
shapes, colors) in an artwork.

a) True b) False

200Contour | i ne ¥thdduteredgestohfarrh and suffaces within a form
such as shapes or wrinkles and folds.

a) True b) False
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Appendix J
Mid -test survey for experimental study in Persian language
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Appendix K

Questionnaire for experimental study

Posttest Survey
Multiple Choice Questions

1. Art theories that focus attention on the composition of the work and how easlies
may have influenced it are called:

(a) Formalism (b) Sociecultural
(c) Aesthetics (d) Expressive

2. To evaluate a work of art properly, we must deal with it in the context of:

(a) The society that produced it (b) Art museums
(c) The saiety that sold it (d) Our own values
3. Traditional Chinese criticism declared that artists should try to go beyond of the

subject matter.

(a) Representation (b) Evaluation

(c) Judgment (d) Perfection

4. Art criticism involves making__, both favorable and unfavorable.
(a) Critical statements (b) Values

(c) Decrees (d) Judgments

5. Which of the following models used in analyzing artworks emphasizes the means by
which an artwork reflects historical and material aspects afulture of origin?

(a) Formalist (b) Freudian

(c) Feminist (d) Marxist

6-Professional critics rely on standards of judgment, or to judge the work of
art.

(a) Analysis (b) Description

(c) Interpretation (d) Criteria

7- is an organized approach for studying a work of art.
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(a) Aesthetics (b) Art Criticism
(c) Philosophy (d) Intuition

8-The philosophy or study of the nature and value of art is called

(a) Aesthetic (b) Art criticism
(c) Interpretation (d) Color qualities
9What does the term fAliteral qualities" re

(a) The emotional qualities that appear in the subject of the work of art
(b) The formal qualities that appear in the subject of the work of art
(c) The color qualitis that appear in the subject of the work of art

(d) The realistic qualities that appear in the subject of the work of art

10-The first step in art criticism is to the work of art.
(a) Analyze (b) Interpret
(c) Describe (d) Judge/evimate

11-When the design elements and principles (color, shape, focal point, etc.) are emphasized
in a work of art, this refers to the formal qualities.

(@) True (b) False

12-Qualities that communicate ideas and moods are called...?

(a) Literal qualities (b) Emotional qualities
(c) Artistic qualities (d) Formal qualities
13-The second step in art criticism is to judge the work of art.

(@) True (b) False

14-The third step in art criticism is to interpret the work of art.

(a) True (b) False

15The final step in art criticism is to describe the work of art.

(a) True (b) False

16. Art theories that focus attention on the composition of the work and how earlier works
may have influenced it are called:
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(a) Formalism (b) Socio-cultural

(c) Aesthetics (d) Expressive

172 What are art criticismbébs two main funct
a) Educationand Evaluation b) Aesthetics

c) Formalism d) Socicculturaltheories

18. Who is Edmund Burke Feldman and why is he important to thec@asiry art world?
a) Art critic, his model used by lecturer to teaching art

b) Writer, he has famous books

c) Playwright he has famous play

d) Painter, hisvorkis commendable.

19. Identify the three basic theoretical methods used by art critics?

a) Expressiveaheory, Realism theory and political theory

b) Formal theorySocio-culturaltheoriesandExpressiveheory

c) Expressiveheory,Anthropologytheory and Formaheory

d) Historical theoryExpressiveheory andSocic-culturaltheories

20. Idertify the Type of Art Criticism.

a) Popularcriticism, Aesthetic criticism and Classic criticism

b) Journalisticcriticism, Social criticism

c¢) Journalisticcriticism, Scholarlycriticism popularcriticism and Pedagogical criticism

d) Popularcriticism, Higorical criticism, Classic criticism and Pedagogical criticism
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Appendix L

Posttest survey for experimental study in Persian language
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Appendix M

Certificate that showed researchersvea Universityof Tehran, College of Fine Arts in
2012 in Persian language
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Appendix N

Experimental group class photaken by researcher during March to July 2012
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Appendix O

Control group class photaaken by researcher duriigrch to July 2012
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Appendix P

Examples of art making inexperimentagroup

HighestGradein Pretest B+

LowestGradein Pretest C+
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Highest Gradén Mid-test A-

Lowest Gradeén Mid-test C+
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