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ARGUMENT 

 

     The volume, which includes 13 and 14 numbers of the magazine, with the 

theme „ Art, creativity and innovation in education”, contains a part of the 

scientific woks/studies presented at the international event that was initiated and 

organized by Department for Teachers Education within “George Enescu” 

National University of Arts from Iaşi, Romania, through the Center of 

Intercultural Studies and Researches in the 17
 –

 19 of  November 2016, with the 

stated objective to foster the development of  innovative experiences in the field 

of arts education. In this volume they were included some of the studies 

presented. The organizing of the International Conference, aimed to be an 

opportunity for an approach open to the pedagogic, psychological, sociological 

and educational politics analysis within the domain of  intercultural education 

through the same artistic-educational domains. The scientific presentations / 

lectures within the sections were in the following domains: Music, Drama, 

Choreography, Fine Arts, Education.  

       The declared goal was and it is to stimulate the production of scientific 

knowledge in the field of artistic education and to develop the community of 

educational practice and research in artistic domain, as in this domain, in 

Romania, does not exists these kind of publications. In this way, we consider to 

be important the opinion of a specialist in the cultural education domain, 

Marinela Rusu, Researcher PhD. and visual artist / Romanian Academy, 

Institute ”Gheorghe  Zane” from Iași  Branch, Romania, say: „Aesthetic 

education can be thus, correlated with psychological and emotional 

development as we shall see in our analysis. Art offers the posibility of a better 

understanding, not only of artistic values but that of human values also. Being 

different from other forms of education (intellectual, moral and civic, religious, 

environmental, health etc.) aesthetic education involves developing sensitivity to 

the beauty of nature, society and art.” Interest shown by specialists in the 

country and in Europe, Asia, Africa (Republic of Moldavia, Nigeria, Hong 

Kong, Republic of  Kosovo, Ukraine, Italy, Greece), which we hope will be 

useful to those involved in education and research work in the artistic field.                                                                                

       Review of Artistic Education is covered by the following services and  has 

been indexed BDI in:  EBSCO (Relevant databases and Discovery 

Service), CEEOL, ProQuest (Research Library, Discovery International 

Relevant database and Summon - Serials Solutions), Baidu 

Scholar, Celdes, CNKI Scholar, CNPIEC, Google Scholar, J-Gate, 

Naviga (Softweco), PrimoCentral (ExLibris), ReadCube, TDOne (TDNet),  

CEJSH, KESLI-NDSL, WanFang Data, WorldCat (OCLC), ERIH 

PLUS, JournalTOCs, WorldCat, Sherpa/RoMEO, and SCIPIO. Since  2016 

it is published by De Gruyter Open. 
 

Editorial staff  
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NUMBER 13 / PART I 

 

MUSIC 
 

1. THE LAWS OF MUSICAL ART AS A RESOURCE FOR THE 

EARLY EDUCATION METHODOLOGY 

 
Marina Morari

1
 

 

Abstract: The supreme function of music in the preschool institution is the educational one. 

As the development of the child depends on some physiological, psychological, socio-cultural 

and spiritual laws, so the musical art laws do with the methodology of the musical art 

process. In this article are characterized some laws through which is revealed the sounding, 

temporal, imagistic and expressive character of the music. The knowledge of the musical art 

laws determines the conformation to the specific to musical activities methodology; 

contributes to the generation/ development of the art consumer; facilitates the generation/ 

development of the artistic abilities of the pre-schoolers/ parents; provides the adequate 

integration of art in the educative act of the pre-schooler; stimulates the interest and positive 

attitude for art. Under the peculiarities of the musical art laws there are built the 

methodological suggestions for the early education. 

Key words: musical art laws, the eternity of music, the image of music, the expressiveness of 

music, musical education 

 

1. Introduction 

         The approach of the music laws from the early musical education 

perspective comes to bind together the efforts of parents, educators and musical 

masters in the process of musical training of the children. As the development of 

the child depends on some physiological, psychological, socio-cultural and 

spiritual laws, so the musical art laws do with the methodology of the musical 

art process. In order to create a favourable environment for generation and 

development of children musicianship, it is notable to know the reason of the 

vocal-artistic phenomenon. In general, the children discover the action of music 

and are exploring these laws on the intuitive level, basing the proper sensibility, 

in all the musical activities. The whole activity of the educator and musical 

master depends on the conformation to the laws of music and the characteristic 

of the artistic knowledge in all the phases of the educational-artistic act: 

designing, achievements, evolution, assessment. We list and shortly characterize 

some musical laws that reveal the vocal, eternal, temporal, imagistic and 

expressive characters of music. 

 

 

 
                                                 
1
Associate Professor PhD., „Alecu Russo” State University from Bălţi, Republic of Moldavia, email: 

mmmorari@gmail.com 

mailto:mmmorari@gmail.com
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2.  Music is a vocal art 

 The material of music is the sound. The contact with music begins form 

the auditive feeling. From those four peculiarities of the musical sound come the 

elements of musical language: melody, tempo, rhythm, the dynamic tones, color 

etc. The most wide-spread and the shortest definition of the music is „the art of 

combining the sounds among them”, but this combination is not random, it is 

based on some rules that changed through time and vary from one region to 

another (Larousse, 1999, p. 8). By the qualities of sound, the music expresses, 

says, describes, tells, implies etc. Music is the art of living and expressing by 

sounds (Giuleanu, 2013, p. 9). The music cannot exist in another state than the 

state of vocal manifestation (Eco, 1982, p. 28). Any material may challenge 

some vibrations, which are dispersing in the air in the form of acoustic waves, 

but not every sequence of sounds may become music. In comparison with 

clatters, musical sounds are pleasant to the ears, being produces by the voices of 

people and musical instruments. At the same time, the sounds of musical 

creation are arranged in a certain way and express a vocal-artistic message. In 

order to understand this message, it is necessary to know the elements of the 

musical language, how are these working together to create the musical image, 

how are the ideas organized etc. So, studying the elements of musical language, 

we discover how and about what „tell us” the musical creations. 

 The musical sound gets an artistic significance only in the frame of the 

musical current of the acoustic canvas. The musical sound, isolated from the 

context, does not express any sense (Kurt, 2007, p. 38). By the enchainment of 

the sound on the horizontal axis, it is built the melody- the principal way to 

express music. As mentioned the composer W.A. Mozart, if the melody 

disappears- disappears the music. To understand the artistic order of the sounds 

in a musical creation, there can be completed the following tasks: 

- Following the „life” of the melody form the beginning till the end of the 

creation (the sense of motion, character, mood, the melody outline, intonation, 

tempo, reporting the melody to the kind of cantabile, dancing or march music 

etc.); 

- Discovering the moment of a new acoustic moment appearance (that 

manifests itself by the changing of the melody and of the means of musical 

expression); 

- Humming the melody to observe the changes in its character, the 

development, transformations etc.; 

- Characterizing the musical language elements, that lend expression to the 

creation; 

- Creation of the „listener‟s score” after repeated listens etc. 

      For children, any musical work represents a “fairy tale in sounds”. The 

content of this is composed by one or more acoustic events. The transition from 

one acoustic event to another is felt by the changing of music expressiveness. 

The expressiveness of the acoustic event is created by the musical language. So 

as to understand the musical-artistic phenomenon there will be used the 

following terms: sound qualities, musical image, means of musical expression 
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etc. In relation with music, there is assessed the necessity of the first moment: 

the contact on the path of listening feelings, which is followed by the proper 

listening (which means a complex experience, reflectivity, understanding and 

interpretation etc.). 

 The acoustic character of the musical art implies the  observance of some 

requirements towards the educational-artistic process: (1) is chosen the proper 

volume of the sound of music during the listening or interpretation; (2) is 

created an auspicious environment for the musical-didactic activities where is a 

fresh air (a weathered room), where clatters are not heard; (3) during the day, it 

will be chosen a favourable period and will be measured the time for musical 

activity; (4) all the musical activities will begin with the sensitizing to the sound, 

to the expressiveness of listened/ performed/ created music loudness; (5) it will 

be suggested listening to music with closed eyes, in order to increase the quality 

of the feeling of listening and to challenge the imagination; (6) it will be 

carefully chosen the word about music that will be said in the process of 

knowledge; (7) it will be kept the triple silence
2
 in the act of listening to music 

(the silence before the listening with the purpose of concentration and 

detachment from troubles non-proper to music; silence during the proper 

listening, in order to observe and going over the acoustic course in silence; 

silence at the immediate ending of music by the reason that our spirit is still in 

the state of sound). 

 

3. Music is a temporal art 

     The message of the musical creation exists, develops in time, gradually, 

sound by sound. “Music is a phenomenon of process and dynamics, because: (a) 

the sound is a motion – every sound is the product of one motion; (b) if the 

music is the representation of our inner world, then, the last, as we determined, 

exists by the laws of motion too. If  the feeling is a motion, and the motion is a 

sound, then, on the common field of motion are meeting those two phenomena – 

psychological and musical” (Gagim, 2003, p. 180-181). In the list of the 

temporal arts we find poetry, music, dance. The eternity of the musical art is 

expressed, mainly through rhythm, beat and tempo (Morari, 2007, p. 87). As a 

composing element of the musical rhythm, the tempo represents the speed, level 

of motion that is performed the musical creation. The expressiveness and 

eloquence of the motion, in music, is determined by three essential factors: 

rhythm, beat, tempo. The eternity of music reveal the procedural and unique 

character of the musical creation. The content of the musical creation, named 

musical image, is built gradually, discursively. From a fragment of musical 

creation we cannot perceive it as a whole, but each element of the creation 

contributes to the complete image. What sound immediately, is developed in 

some seconds, changes, transforms, and develops itself. Sometimes, in the 

process of apprehending the message of musical creation, we cannot conceive 

                                                 
2
 Triple silence – a metaphoric expression used by the professor Ion Gagim at the conferences-listenings „The art 

of understanding and listening to music” that took place in the 2011-2016 years at the „Alecu Russo” State 

University from Balti. 
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all that contains the music. Following a mean of expression does not allow us to 

catch the global, entire image of music. Because of this, we come back by re-

listening of the same musical creation. By each listening, we discover the hidden 

meanings of the means of musical expression. 

 The musical sound and pause represent two types of information that builds 

the auditive sensation of the musical creation discourse. O musical work is 

formed by sounds and pauses. The pause is not the missing of the sound. 

Metaphorically named the silence in music, the pause becomes a carrier of sense 

and energy. The silence prepares the appearance of the sound, as if the sound 

consumes the energy of silence. 

 A different approach of the time we will discover in the musical form, which 

is transited in time. The musical forms perceived in the moment of releasing the 

music, it creates the acoustic space, provides the coherence and 

comprehensibility of the language and of the musical message. There exist four 

temporal structures: (Iorgulescu, 1991, p. 141) monody, polyphony, 

homophony and heterophony. The most accessible temporal structures for 

children of preschool age are: (1) – monody – represents the organisation of a 

sequence of sounds on the horizontal axis of time, on a single voice that leads to 

the creation of a musical melodic musical message, carrier of sense and 

expression; (2) homophony – represents the style of a musical piece, 

characterized by the dominance of a voice or a melody over those that form the 

background. 

   The temporal reception of music is done in two plans (Yuasa, 1994, p. 88) 

: (1) physical time, named periodical time, measurable with exact, constant 

tools, that progress irreversible from the past, through the present and future; (2) 

psychic time, which bows to the subjective decanting, may contain 

contradictions and dilations in relation with the physical one. In comparison 

with the physical time, the musical-psychological one may get some 

interventions: stopping, slowdown or speedup, the substitution of slowdown 

with speedup. „By art, we can avoid the irreversibility of time, because we can 

explain and perform a musical work departing from the end to the parts that 

prepared this end” (Bârlogeanu, 2001, p. 160). This means that we may begin 

the learning of a song not from the beginning (the first stanza), but from the 

chorus, and while listening, at the beginning, to listen a fragment of the work 

and after it the whole work. The role of reprise, in reception, is crucial. Only by 

concentration on a single part or fragment, which will be pursued, will be 

discovered the secrets in the perception of global image. 

   The physical time and musical time generate, sometimes, a layered act of 

the sonorous phenomenon in the conscience of the listener. Beginning with the 

idea that each musical work gets through three levels of existence: composer- 

interpreter- the receiving audience, the psychic time of each component 

contributes, in a certain measure, to the building of the musical work identity. 

The less are the differences between the psychological time of the composer and 

of the receiving audience, the higher is the artistry of the performer. 
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    The temporal character of music manifests itself totally different in those 

three ways of expression of this art (Bentoiu, 1973, p. 55): (1) at the level of the 

part, written; (2) in the live act of performing; (3) at the level of listener. We 

must accept that at all those three levels of sonorous existence of music; the 

subjective plan is required in the process of coding-decoding by transitioning 

from the music to the part and vice-versa, transitioning from the performed 

music to the music perceived by audience. In this sense, it is very important for 

a good organization of musical education of pre-schoolers not to beggar the 

message of music by the way of presenting/ performing, analysis-

characterization, artistic/ value appreciation of the studied works. Eternity is a 

condition of the existence of musical art. Nothing can be without having a 

temporal form – the-fact-to-be-in-the-world (Heidegger 2012, p. 464), as states 

Martin Heidegger. The existence of the phenomenon is always focused on the 

present. So, the musical genres and styles are perceived and understood by 

present, the time is also understood by present. 

    In order to perceive the temporal nature of the music, we must be attentive 

to the selected repertory for musical auditions. Each educator will search for 

an answer to the question: which is the best music for the child‟s education? 

(referring to style and musical genre). There is a range of rules that may get the 

child to the world of music. In the opinion of psychologists, there are classical 

musical creations that must not be listened till the age of 2 years old, for 

example: 

- Operas, arias from operas, romances (the voice of mother, grandmother and 

father is out of competition); 

- Works performed by a symphonic orchestra (a big number of orchestra 

members is perceived by child not as music, but as a noise, and when kettle 

drum or cymbal beat, the child gets scared); 

- Musical works that create strong feelings (for instance: nr. 2 and 3 piano 

concerts of S.V. Rahmaninov). 

       Have a malefic and harmful influence on children such musical genres 

as: pop, techno, rock, hard-rock, rap, house, progressive, break beat etc. The 

negative effects of these sub-cultures on morality, affectivity and spirituality of 

children, were revealed by scientific researches. This kind of music generates a 

violent, antisocial behaviour, it influenced in a negative way the physic health of 

analysers (firstly, the auditive one) and on the internal organs. “The cultivated 

classical music, meaning by this, a equilibrated, symmetric music, may have 

positive effects on the emotional states of children, because this transmits 

positive emotional values, as joy, love, hope, optimism, soul elevation, 

wellness etc.” (Diaconu, 2013, p. 6). That‟s why is very important to have a 

balanced point of view regarding the listened music and to pay much attention in 

the process of its selection. 

    It is important to inform parents that it is dangerous to let children under 3 

years old to listen to music through headphones. The distance between child and 

the sonorous source must be not less than one and a half meters. Pieces for 

listening will be selected according to the mood and expectances of child: play, 
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run, sleeping/ getting up, activation/ quieting etc. Music for listening may be 

used in different contexts: (1) background for another activity (play, reading, 

eating, sleeping, sport etc.); (2) syncretic element of an artistic activity 

(dramatization, dancing, and instrumental improvisations); (3) proper listening 

to music (with educational, didactic purpose). 

   In order to conscience the temporal character of music, we recommend the 

approach of the following aspects within the musical education: 

- Discovering of the evaluative character of the sonorous message (gradual 

extension – sound by sound)  through listenings/ re-listenings, humming the 

melody on successive reasons; 

- Listening of musical creation from the beginning till the end (attentively, 

focused); 

- Grasping the sonorous events from a musical work (identification, perception, 

description, asscoaition, characterization); 

- Discovering the rythmic-dynamic core, following its development 

(reproducing with the hand upswing, downswing, by leap, curling etc.); 

- Identification of development (motion), culmination (the most emotionally 

loaded moment) and of the ending of musical ideas. 

 

4. Music is an imagistic art 

   Musical image is a representation in conscience of the content of musical 

work (based on imagination) (Gagim, 2008, p. 94). Musical image is not (and 

could not be somehow) an image in the plastic- ocular sense of the word (Garaz, 

2002, pp. 50-81). The sonorous material of music is invisible. Music cannot be 

intercepted by eyesight, but it doesn‟t mean that music does not have image. 

Musical image is created by composer, re-created artistically by performer 

(vocalist, ensemble, chorus, and orchestra) and received by audience. So, the 

same work may be interpreted in various variants and received differently. 

  In truth, the musical image is owned by the composer, and the process and 

result of experiencing the music by listener is, already, an artistic image and 

constitutes a subjective side. Often,, the artistic image brings to the structure of 

musical creation heteronomous or extra aesthetic elements, that are linked with 

the human soul and destiny, with pulse of life (Aiftinică, 2007, p. 124). The 

coexistence of extra aesthetic elements (subsumed to other values) with aesthetic 

values in a work of art contributes to its connection with beats of real life and 

preserve her from reductionism. In this sense, we can value with maximum 

efficacy the works of art in the education of all that outflank the limits of 

aesthetic: moral, civic, spiritual values etc. The image of a musical creation 

becomes a mean of education for any of the extra aesthetic values. 

“The process of acquaintance with music is closely connected with the 

problem of decoding, discovering of a sense, of an image, of an artistic content, 

introduced in musical work by the author-composer. In the trio content – image 

– sense, the sense will represent the artistic idea of the author, embodied in 

the musical form; the image will constitute a mean, a path to obtain the sense, 

and the sense will constitute (certainly through image) the intimate, subjective 
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and personalized comprehension of the content by the performer and listener” 

(Granețkaia, 2013, p. 21). So, the artistic image is the sense assigned to image 

by the listener (receiver). In the context of musical education, it will be need to 

work in order to discover „the artistic concept” of the image from musical 

creations studied by auditions. 

   As a form of representation of reality, the musical image can describe/ 

express feelings, idea, experiences in various situations in life and expressed by 

musical sounds within a work (Gagim, 2008, p. 94). The image is a 

representation of the surrounding reality, built in our mind basing on created 

impressions, created through feelings. The musical image is a representation that 

is basing on auditive feelings, but for building this, are trained sensibility, 

imagination, thinking, memory etc. „The work of art founds an imaginary 

universe, whose „reality” does not give in – gnoseologically- to the reality 

itself” (Pascadi, 1971, p. 156). 

   In order to discover the musical image, children answer to the question: 

About what tells us music? Conditionally, we can group the content of musical 

creations in three big domains: (1) Human (experiences, feelings, ideas, acts, 

dreams, fantasies etc.); (2) Human society (history, events, traditions, holidays 

etc.); (3) Nature (seasons, phenomena, animals, birds, insects etc.). Image, in a 

musical creation may reveal a domain (human life, a historical event, for 

example), a particular aspect (the fall of leafage, the wind) or can combine 

different aspects from the cited domains (for example, the portrait of a historic 

personality in the period of war). 

  There are two types of musical image (Gagim, 2008, p. 94): (1) Pure, 

absolute image (images from instrumental, orchestral or vocal music); (2) mixed 

image in more manifestations. For musical auditions for children from 3 to 5 

years old, is recommended pure instrumental music (tracks for a single 

instrument), music with program (whose image is accessible to children: 

represents scenes from childhood, natural phenomena, expresses a mood, 

describes animals), with a length of playing from 30 seconds to a minute and a 

half. 

  At the age of 6-7 years old may be listened orchestral creations, ballet 

scenes and operas (for children), musicals, symphonic tales, with duration till 3 

minutes. In order to bond children to musical image from music with program, 

may be announced the title of musical piece (phenomenon, action, object, being 

etc.). It is not recommended the verbal „tale” of musical image. The educator 

may describe/tell how begins the sonorous event from the debut of the creation, 

directs the attention of children on some certain means of musical expression, 

stimulates/ challenges the curiosity of communication with music. For 

conscience of imagistic character of music, within musical education, we 

recommend the following aspects: 

- The duration of listened tracks within the activities of musical education will 

correspond to the possibilities of psycho-mental focusing of children: up to one 

minute at an age of 2-3 years old, one and a half minute at 3-4 years old and up 

to two minutes at 5-7 years old; 
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- The musical image of the listened pieces by the age of three years old may be 

described/explained until the proper audition, but at the age of 5-7 years old may 

be organised the problematic audition (with announcement of the title and 

partial description of some sonorous events; with announcement of the title of 

track without description of musical image; with announcement of the title of 

track and association of musical image with pictographic images exposed in 

front of children); 

- Musical image from a track will be researched/learned by multiple listening, 

through sensitization of children to: (1) mood/ experiences of music; (2) the 

expressed sonorous event/events; (3) the development of music (beginning, 

climax and ending); (4) expressiveness of music/ melody (by identification/ 

characterization of the musical language elements, which makes the musical 

image more expressive); (5) the artistic appreciation (personal, of the group of 

children, of the educator). 

 

5. Music is an expressive art 

  The expressive character of music emphasizes the character of a musical 

character and manifests itself by its own language - musical language. The 

elements of musical language are: melody, beat, cadence, rhythm, mode, 

dynamics, harmony, tempo, style etc., also named as means of musical 

expression. These work together to the building of musical image. Through 

elements of language, the content of a musical creation gets expressiveness. The 

art of music is a language, because it has the function of communication. “The 

words” of music- the sounds, build the substance of the musical discourse- 

melody. Features of the sound determine how will be the sense composed in the 

musical work and assign signification to the melody. In music, the message is 

transmitted not only by sounds, but mainly by the sonorous ensemble, as a result 

of the links established among sounds. The duration, tempo, color, intensity are 

the elements that we differentiate theoretically. Actually, they manifest 

themselves in a close connection, simultaneously. 

  The artistic language of music is metaphoric, being renewed by semantic 

transfers, by association and interpretations that transcend the immediate sense. 

In the history of universal and national music, the expressiveness of musical 

language became a “sonorous confession of people and times” (Sava, 1985, p. 

156). The art does not offer us a conceptual knowledge of the world; it frames a 

new type of knowledge due to its distinct capacity to give expression to the 

affective, cultural experiences, to perceptions and significations of the world, 

got by experience (Aiftinică, 2007, p. 66). The artistic language, generally, and 

the musical one, particularly, creates the “face”,  renders and transmits some 

truths, which are achieved by philosophy, science and spirit‟s activity. 

   The expressiveness of musical-artistic language, in comparison with the 

scientific one, gives always the possibility for a new vision, and imitation allows 

the plurality of image decoding perspectives. In this sense, each musical receiver 

has the autonomy to catch the image of music basing on his proper sensibility to 

the sonorous message expressiveness that individually attaches the sense of 
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musical image. The role of educator and of the teacher-musician is to guide the 

process of music cognition according to the specific of the musical art laws and 

laws of development of child‟s personality. At the age of 2-4 years old, in 

musical-didactic activities, dominates the imitation, copy and repeating principle 

on the example of the teacher-musician. At the age of 5-7 years old, children are 

actively involving in the creative activity and are getting familiarized with some 

means of musical expression. As a cause of a small vocabulary, the definition of 

the language elements may be a metaphorical one, for instance: melody- the soul 

of music, rhythm- the heart of music, tempo- the speed/ fleetness of music, 

intensity- the strength of music, color- the colour of music, mode- the mood of 

music etc. 

  In order to make the analysis-characterization easier, it is recommended to 

establish the criteria that will serve as a base in particularizing each way of 

musical expression. For example, we list some criteria on which may be 

characterized the melody of a track: (1) mood (cheerful, sad, solemn, funny 

etc.); (2) the melodic outline (may be represented by the move of hand- curve, 

arch, ornament etc.); (3) the sense of the motion (upward, downward, linear, by 

leap); (4) the type of music (song, dance, march); (5) tempo (fast, moderate, 

infrequently); (6) the interpreter (one or more instruments, a single voice or 

more voices); (7) any  way of musical expression (particularizes the melody 

expression). Here, we specify that, within listening of a musical work, are not 

characterized all the elements of the language, but only those which bring 

expression to the musical (reasonably, 1-2 or 2-3, depending on the level of 

musical-artistic experience of children). 

      Each epoch in the history of humanity gives a certain code of musical 

language expressiveness, which can be recognized. There exists a dynamics of 

renewing the music expressiveness. The development of musical-artistic 

expressiveness moves periodically, in a coil form. The styles of music 

Renaissance – Baroque – Classicism – Romanticism  represent the periods of 

expressiveness, that are always repeated, with other intensities of the coil of 

musical evolution (Sava, 1985, p. 287). With the purpose of differentiating a 

musical work from others, may be considered various factors (Morari, 2007, p. 

10): 

 The character of the content (lyric, heroic, tragic, epic music etc. or academic, 

religious, popular, entertainment music); 

 The performing formation (vocal, instrumental, mixed, symphonic, chamber, 

choral etc.); 

 Style of a historic epoch or of an art movement (Renaissance style, baroque, 

classic, romantic, impressionistic, neoclassic etc.); 

 The region of the world (European, Oriental, African, Latino-American music 

etc.); 

 The national specific features (songs, popular dances, instrumental melodies 

etc.). 

 

 



16 

 

6. Conclusions 

          The child involved in musical-artistic activities is the subject of a triple 

conditioning: value (given by the quality of musical work, including the spiritual 

one), social (implies the formative institutional and opinion methods whom with 

the child comes in contact), psychological (where is engaged the whole 

cognitive, affective and motivational system). Knowledge of the laws of musical 

art: 

- Determines keeping to the specific methodology of musical activities; 

- Contributes to the formation/development  of the consumer of art; 

- Facilitates the formation/development of artistic abilities of the pre-

schooler/parents; 

- Provides the adequate integration of art in the educative act of the pre-

schooler; 

- Stimulates the interest and positive attitude for art. 
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Abstract: The integrality of musical-didactical activities at the lesson as a systematical 

aproach of the musical education process is the problem that we search for. In this way, 

dramaturgy at the lesson is searched as one of the principles of this integrity. The words 

“project”, “diagram”, “scenario”, “libretto” of the lesson are described in this study 

through two aspects: emotional dramaturgy and reasonable dramaturgy. These are the most 

important purpose of the personal attitude and activity. Through what mechanisms the 

dramaturgy is obtained at the lesson? How the emotional tones lead to the culmination? How 

are integrated the words dramaturgy and systematization?  All these questions are studied in 

this article. In this way, dramaturgy at the lesson is the mechanism that integrates the system.  

Key words: integrality of the musical didactic activity, systematical approach, the 

dramaturgy at the lesson 

 

1. Introduction 

         Studying school objects, you may learn all the information but just a little 

may remain I human soul. In musical art, you may memory just that information 

that fascinate our soul. The real perception of musical art through different 

activities, like listening and fragments characterizing, listening and vocal 

instrumental interpretation, musical games and other activities make musical 

education lesson as integral process. How the integrality of this activity will 

become a process? To answer this question, we use the concept “lesson 

dramaturgy”. 

 

2. Musical didactic activities at the lesson and its integrality 

       There are a lot of ideas in the treatment of musical didactic activities at the 

lesson. A lesson must have as the most important point the formation of the 

student, who is integrated in this activity. The specialty literature classifies the 

musical didactic activities through musical art with the purpose of integrating 

students to musical rules as type of art. Teaching students to listen, to sing, to 

dance, to have a musical thinking, to understand the meaning of all melodic 

relations, to have an impression about music that will help to express thoughts 

the teacher integrates musical didactic activities into the musical education 

lesson. 

       Listening of the music. According to the musical education theory, the 

main objective of this activity is the formation of musical culture at students 

during the integrating process. The concept was given by B. Asafiev: “Listening 

of the music is one of the activities that are based on intonations. Students must 

be learned to understand emotionally the content during the listening (Аsafiev, 
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1971).
 
To understand music as an art means to know the artistic ideas which the 

author used in his composition, the reasons for which he used this form and 

content, the atmosphere in which appeared the musical picture and its role on the 

student‟s personality. So, the development of the listening is formed by 

integration of musical art with the life. It is represented by the following 

categories: music manner, music picture, music dramaturgy. L. Bernstein   says: 

“the meaning of the music should be searched in music. Music cannot be about 

something […] Music is integrity of sounds which create an esthetic pleasure. 

When it sounds, music doesn‟t relate only some historical elements but makes 

an emotional fluctuation. Music shows the move through different images. The 

meaning of the music must be search in melody, rhythm  (Bernstein, 1991, pp. 

89-92). Integrality of the semantic content and the students communication will 

form a dialog through which student will react emotionally on the music he 

listened.   Which place occupy music in student‟s soul, on what is concentrated 

student when listen music? All this will form his personality. It must be known 

that every student listen music and understand it individually. A. Piliceauscas 

proposes a perception model of musical message through a tridimensional 

structure (Pilichauskas, 1992, p. 46). 

 Through the listening process are obtained the following qualities: change 

through music, express of the feelings through music, development of musical 

listening, behavior of human in the nature, know of different musical gender, 

expressivity of music, about intonations and their change through music, about 

the characters singing-marshal-dancing, about ways of musical expressivity, 

about different gender of music and their examples in vocal creations, about 

voices and musical instruments, about musical history in the country, musical 

traditions. So, famous musicians – B. Asafev, V. Medusevsky, E. Nazaykensky- 

considered musical listening as an important component of the educational 

system and proposed its introduction in education plan as an important object. 

Only through real communication and being in a musical environment, students 

will understand musical language, will understand to feel and realize its 

expressivity, will fill the necessity of integration through musical didactic 

activities, to understand and like musical art. When listen music, student learns 

to communicate and develops musical reactions. As he grows up, is increased 

the level of integration through this activities. The development of imagination, 

of musical understanding, of musical experience, of musical culture- represents 

psychological bases which increase integrated musical education with other 

domains. 

       Musical interpretation work. It is a domain which help student to feel a 

musician due to his activity. Specifics of the musical interpretation at the lesson 

are organized in a collective form: vocal-choral interpretation, instrumental 

interpretation, solo and ensemble interpretation. “Musical creations fates, 

according to B. Asafiev, are recovered through interpretation and intonation, 

showing musical images (Аsafiev, 1971, p. 264). 

        Vocal-choral interpretation. As activity it was searched by Z. Kodaly 

(Hungary), G. Breazul (Romania), G. Musicescu (Basarabia), N. Grodzenskaya 
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(Russia), St. Andronic, E. Mamot, M.Vacarciuc, (Moldova). All of them 

described the process of culture formation of the student. Vocal choral sing 

developed different in different countries. In some countries the accent was put 

on the rhythmical reading of notes without singing and on knowing the musical 

grammar from the first year. In other countries was more important the activity: 

from the lullaby to the opera songs. The mechanism which stay at the base of  

the song involve at the same time hearing analyzer, vocal tract coordinated by 

the structure  of  Central Nervous System. This is a process of integrative 

formation of the small student, which transform into a responsibility only after a 

systemic education through vocal choral sing, the formation of sing 

acquirements, learning of a vocal choral repertory.  

          Instrumental interpretation. The founder of this system is C. Orff. On 

the base of this system is students wish and desire to manifest. This system 

stimulates students and teacher‟s activity into playing and interest atmosphere.  

         Aquiering of musical knowledge. „Musical culture of a person, besides 

his passion for music, his ability to listen, to feel, needs obligatory a knowledge 

system” (Gagim, 2004, p. 136). Through this activity students learn musical 

knowledge detailed: musical language and its application through interpretation, 

style and the epoch in which the creation was made.  

         Creation- musical improvisation. Improvisation, as activity, can be 

easily integrated in different activities that propose a creative process. D. 

Kabalevsky says: „Performing this activity, students must know what means the 

intonation and how is developed form this melody. The intonation growing from 

a corn is a difficult process that includes imagination and intuition” 

(Kabalevsky, 1973, p. 59). 

        Musical write-reading. As activity, it aims understanding art through 

knowledge, abilities, and attitudes. At the end of lyceum, students will be able to 

explain the concepts “composer”, “expositor”, “listener” will know about music 

gender, elements of musical language and will use his knowledge in different 

musical activities during the lesson. 

         Musical didactic play.  It is a systemic activity, founded by M. Martenot, 

M. Chevais, C. Orff, Z. Kodaly, E. Willems, L. Comes. Play is used as a method 

and form of learning. „As didactic activity it will be integrated in other activities 

during the lesson, contributing to the development of the music, of the 

sensibility and emotional receptivity, to the implementation of artistic mind of 

the student” (Gagim, 2004, p. 163). In general a musical play may become a 

didactic play if fulfill the following conditions: aim an objective, is based on a 

musical content, available student‟s age, keep the rules. Moreover, passing from 

the dominant activity- play- to learning contribute to a mental development in 

compare with previous period of pre-school. 

        Rhythmical musical movements. This activity was founded by Jaques-

Dalcroze. To the establishment of didactic activities and to the organization of 

school activities with students from primary school should take in consideration 

student‟s age and the necessity of their physical and mental development. 

Practicing this activity and integrating it in the lesson, with the role of relaxation 
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of different muscles, nervous system, ensure an efficient work. For the 

organization of the activities is necessary to have a rapport between the learning 

activities and distractive activities. This implies simulation of student 

spontaneity, his mind of interdependence, his integrative-systemic orientation 

to serious material and his physic-mental development. 

         Music characterization. Integrating musical theoretical knowledge, based 

on didactic activities, with interdisciplinary knowledge, student will be able to 

form abilities in musical characterization. “To speak about music is difficult. 

The development of skills will be done slowly, from a lesson to a lesson, from 

one test to another.” (Anderson, 2006, p. 168). This activity, like another, can 

integrate a lot of activities: listening (musical characterization), musical play 

(musical characterization), playing the instruments (musical characterization), 

learning the musical knowledge and about music. So we can say that musical 

didactic activities contribute to the formation of the interest for musical art, for 

musical lesson, of musical listening, musical memory, creative thinking, musical 

perception, musical imagination, creative abilities, knowing of musical creations 

and those about music, the ability to integrate, based on the knowledge, in 

musical didactic activity, education of musical taste, esthetical sensations, love 

of nation, homeland. 

 

3. The concept “lessons drama”  

         As a concept, drama, includes all dramatic works (theatre, scene, show, 

libretto, and action) are concepts that help to understand it. At the musical lesson 

we notice two types of drama: musical and literary. Both of them are equal, 

moreover, both of them complete each other. If we compare musical lesson with 

a scene, we observe that the concept “drama” make this gender changeable, 

when prevail musical phenomena, when prevail actions through movement and 

dance, when all this things integrates forming a drama process.  Drama make the 

lesson an integral process because is the content and the form of this process. 

For a long time, pedagogical science recognizes the necessity of dramaturgical 

organization of the lesson. Theoretically, in the musical education process, this 

thing begins in 1970 by D. Kabalevsky. In course of the time, scientists and 

teachers organized musical lesson by the principle of artistic-pedagogic drama, 

so the lessons goal, contents, methods applied during the lesson was compliant 

to this principle. The main idea was taken from the musical history. In this way, 

teacher has to discover different qualities of the student. A lot of searches 

demonstrate that the lesson will be integral if is well thought and maid after a 

drama scenario. 

        Making searches about lesson integrality through musical didactic activities 

can be observed that the lesson has two great aspects: didactic and artistic. On 

which of this aspect is based the lesson? If we describe didactic one, we say that 

the lesson has theme, aim, content, methods. To pay attention to the logic of the 

artistic aspect: for the first time appears a scheme, composition, and scenario. 

Continuing D. Kabalevschy ideas, E. Abdulin propose methods of emotional 

drama, method of musical action on the students and the principle of emotional 
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tone.  This tone has the role to help student to understand surrounding world. 

How will be treated this experience? After which criteria are maid didactic 

content explained by musical didactic activities and the succession of musical 

creations at the lesson? How the emotional tones get the culmination? Answers 

of these questions we found in the concept “lesson drama” integrated through 

the activities into the lesson. 

 

4. The systemic approach of the integration of musical activities through 

drama 

        Consider: music lesson, the dualism between creation and craftsmanship, 

modern technologies and different forms of the artistic process and that musical. 

All this moments should be integrated in 45 minutes during one lesson. At the 

same time this process should has a logic form of development of events 

through a drama bringing integrality through musical didactic activities. Lesson 

drama is a process which integrates into a systemic mechanism emotional 

formation of student through musical didactic activities. There is a problem in 

front of theory and educational practice: to find means to make in the thought of 

the student models and to show ways through this models. For this search, ways 

with models are musical activities integrated into the lesson. This way propose a 

dramaturgical formula through lesson steps, equal with musical work from the 

introduction, exposition, development, reprise till the culmination. In the whole 

searched system the main place will be given to the result of the educational 

process. 

       The pedagogic project represent the matrix of specifies and offers a 

perspective of ensembles on the following activities. All the lesson elements 

state the development of the process through teaching-learning-evaluating 

process. One of the responsible moments in the lesson preparing by the teacher 

propose the following steps: 

- the main idea of the lesson- lesson theme; 

- 2-3 musical-didactic activities;  

- choosing the didactic and artistic material for the lesson; 

- the analyze of musical text, artistic; 

         Work plans of activities for this lesson (listen- plan, vocal choral sing- 

plan, rhythmic-musical movement- plan) (secondary musical didactic activities- 

plan). The matrix of the steps will be described after the methodology formation 

of school competence, which proposes a process of four steps. Evocation/ 

Realization of the meaning are an integrated frame, which help the teacher to 

find ways to encourage students to study and to form specific competence. 

Lessons sequences are made by: catching the attention, updating prior learning, 

transmission of the new content, directed learning, feedback, conclusion, 

homework. All these steps are found by comparison with musical creations steps 

described above. Here is a posible model of planing music lesson. Table 1 
Lesson sequenses 

(setting ERR) 

Sequenses drama by the 

construction of the musical 

creation 

Operational 

objectives 

Units 

content 

Evaluation 

1. Organizatoric Introduction    
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moment 

-Theme repeating 

-Checking the 

homework 

2.Evocation 

Announcing the new 

content (new 

knowledge, new 

theme,  strengthening 

the material) 

Exposition - 4 parts integrated by 

music-teaching activities: 

-The main  part  

-Connection part 

-Secondary part 

-Conclusion 

   

3.The realization of 

the  sense 

-Knowledge 

realization needed to 

understand the new 

content 

-Learning 

organization 

-Retention 

-Transfer 

Development - 

(Themes of the exhibition in 

different tonalities - systemic 

completeness of musical teaching 

activities) 

   

4. Reflection 

-Obtain of the 

performance 

-End of didactic 

activity 

Half – the culmination of the 

lesson, of the music didactic 

activity 

   

 

  5. Conclusions 

       Drama of the lesson is an artistic pedagogic process in which thoughts and 

emotions are integrated into contents, forms, and methods, forming an emotional 

and rational integrity through musical didactic activities at students. Music 

didactic lesson may be considered a systemic process through activities only 

then when the lesson is promoted with students according to musical art laws 

and pedagogical science laws. When this two directions unites, integrates after 

the concept of drama, the importance of music didactic lesson has a great 

success according to the teachers, who promotes this activity and also in 

students vision, who were integrated in this lesson.  
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3. MAD SCENES: A WARNING AGAINST OVERWHELMING 

PASSIONS 
Rossella Marisi

4
 

 

Abstract: This study focuses on mad scenes in poetry and musical theatre, stressing that, 

according to Aristotle‟s theory on catharsis and the Affektenlehre, they had a pedagogical 

role on the audience. Some mad scenes by J.S. Bach, Handel and Mozart are briefly analyzed, 

highlighting their most relevant textual and musical characteristics. 

Key words: Affektenlehre, Austro-German composers of the eighteenth century, catharsis, 

hallucinations, rage    

 

1. Madness in poetry, drama, and music 

          The performance of madness, fury, or delusion has a strong tradition in 

lyric poetry, tragedy, comedy, and in musical theater. Since antiquity, many 

poets, authors and playwright included in their works mad scenes; in musical 

theater works, because of their textual and musical features, some of these 

pieces were termed with the Italian locutions aria di pazzia, aria di strepito, or 

aria agitata. It is interesting to notice that mad scenes were a usual topic also in 

the periods in which the prevailing philosophies suggested to control one‟s own 

passions. For instance, during the time spanning from the fourth century B.C. to 

the first century A.D, called Hellenistic period, in which the most prominent 

schools of thought were Stoicism, Epicureanism and Cynicism, all of them 

recommended that the individual should not undergo heavy emotions that would 

distract him from attaining moral and intellectual perfection. 

       Stoicism affirmed that through the development of self-control an individual 

could overcome destructive emotions and understand the universal reason; 

Epicureanism encouraged the subject to pursue moderation, suppressing 

unnecessary desires and emotions; and Cynicism recommended to achieve 

eudaimonia, avoiding arrogance, which causes negative emotions, and on the 

contrary living under the guidance of reason and virtue (Miller and Inwood, 

2003). In this way human beings could live in an organized society, where 

everyone had a certain role and specific tasks, performing which both the 

individual and the whole society could develop and improve. On the contrary, if 

an individual sets aside his society‟s rule, and chooses to behave according to a 

different view, he outcasts himself from the benefits and protections of normal 

society, undermining the proper balance between his own needs and the needs of 

the society he lives in. 

       In refusing to comply with social norms the disturbed person dissociates to 

a greater or lesser extent from others: following his inner conflict, and 

surrendering to emotional forces, the (maybe just temporarily) mentally ill 

descends in a pathological way into egoism. Whereas, above all in the Roman 

Republic society, sane subjects considered their duty to fix their gaze outside of 
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themselves, on parents, ancestors and the needs of the state, the insane subject 

showed to be incapable of the outward direction demanded by the social 

compact, and therefore could not maintain a proper relationship with them. The 

social norms established that heavy passions could distract the madman from his 

role and his social duty to such an extent that he entered in a self-centered state 

and fell increasingly into selfishness. 

         Using modern terms, borrowed from the lexicon of psychology, we could 

say that a madman was considered in antiquity as someone who exceeded the 

normal tendency to passion and self-indulgence, losing the usual controls set by 

ego and superego. Therefore, surrendering to strong passions was deemed not 

only as being dangerous for the individual, but also as disrupting social norms. 

Who deviated from the duty-oriented cultural code was considered as entering a 

malign spiral bringing the madman into an id-like state, totally indecorous for a 

human being because contrary to the prescripts of human civilization. People 

prone to madness, furor, or rage were compared to wild animals or untamed 

force of nature. 

         What could cause a violent crisis of insanity? In the early antiquity 

madness was deemed to be a spiritual affliction caused by angry divinities which 

wittingly drove mad a person in order to fulfill their goals. Besides, also in the 

Christian tradition the term devil originates from the Greek diabolos, which 

means “the who who divides”. The devil is deemed able to separate an 

individual from his community, and to splitting his inner self. In fact, perceiving 

alternate realities because of his crisis of insanity, the insane subject may shift 

back and forth between fury and rage, on the one hand, and hallucinations and 

irrational beliefs, on the other hand. If insanity was considered as extremely 

pernicious both for the individual and the society he lives in, why did lyric poets 

and playwrights so often include mad scenes in their works? The most likely 

answer is, according to Aristotle‟s theory on catharsis (Aristotle, 2013), that the 

aim of such an inclusion was to allow the audience the opportunity to experience 

insanity without personally enduring it. Understanding the amoral and antisocial 

effects deriving from ceding to the overwhelming force of passions, audience 

could fully commit to maintain their inner strength (Padula, 2010). 

 

2. Music representing emotions 

        Modern scholars associate display and perception of emotion with specific 

musical acoustic or structural cues: among the acoustic features there are speed, 

loudness, pitch, timbre, which likely have an origin in vocal expressions of 

emotions in speech (Juslin and Laukka, 2003). Structural features include tonal 

mode (major or minor), melodic contour, harmonic and melodic intervals, and 

ornamentation. The interpretation of some features may have a biological basis: 

for instance dissonance is innately disliked (Trainor & Heinmiller, 1998), 

whereas the emotional effect of other clues, such as the different meanings of 

keys, is related to specific cultural tradition. In particular, ornamentation can 

vary the perceived tempo, by adding a great number of notes of small value, and 

the relationship between consonance and dissonance, giving preeminence to the 
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dissonant elements of a passage. Research on the emotional content of music 

was developed through the centuries: the Affektenlehre was developed during 

the Baroque era, basing on the idea that passions could be represented alluding 

to the rhythmic-prosodic features of verbal utterances, allowing the public to 

observe the outward signs of passions without getting involved in them.  

         Among the theorists who discussed the technique that could be used in 

order to show different passions, were Rameau and Mattheson. Rameau (1683-

1764), an important French composer and music theorist of the Baroque era, 

wrote in his Traité d‟harmonie: “Harmony may unquestionably excite different 

passions in us depending on the chords that are used. There are chords which 

are sad, languishing, tender, pleasant, gay, and surprising. There are also 

certain progressions of chords which express the same passions” (Rameau, 

2012, p. 154). And a few lines later: “Languor and suffering may be expressed 

well with dissonances by borrowing and especially with chromaticism (…). 

Despair and all passions which lead to fury or strike violently demand all types 

of unprepared dissonances, with the major dissonances particularly occurring 

in the treble. In certain expressions of this nature, it is even effective to pass 

from one key to another by means of an unprepared major dissonance, as long 

as the ear is not too greatly offended by an overly large disproportion between 

the two keys” (Rameau, 2012, p. 155). 

        The German composer and theorist Johann Mattheson (1681-1764), maybe 

due to his complementary training as a singer, focused rather on melody, and 

affirmed that “Whereas if one knows that sadness is a contraction of these subtle 

parts of our body, then it is easy to see that the small and smallest intervals are 

the most suitable for this passion" (Mattheson, 1981, p. 104). And some pages 

later: "Anger, ardor, vengeance, rage, fury, and all other such violent affections, 

are actually far better at making available all sorts of musical inventions than the 

gentle and pleasant passions which are handled with much more refinement. Yet 

it is also not enough with the former if one only rumbles along strongly, makes a 

lot of noise and boldly rages: notes with many tails will simply not suffice, as 

many think; but each of these violent qualities requires its own particular 

characteristics, and, despite forceful expression, must still have a becoming 

singing quality: as our general principle, which we must not lose sight of, 

expressly demands" (Matheson, 1981, p. 108). Some Baroque musicians focused 

on the emotional characteristics displayed by the different keys (Bartolus: 1614; 

Charpentier: 1690; Roussseau: 1691; Rameau: 2012; Mattheson: 1739). They 

highlighted that in most cases major keys were appropriate to depict gaiety, 

majesty, brilliance, triumph, jollity, and nobility; in contrast, minor keys could 

represent sadness, melancholy, darkness, lugubriousness, and loneliness. 

 

3. Mad scenes in Handel, Bach and Mozart 

        It is interesting to briefly analyze three renowned mad scenes composed 

during the eighteenth century by musicians belonging to the Austro-German 

music tradition, and compare their musical characteristics with the emotional 

content of their texts. For instance, in Georg Friedrich Händel‟s opera Orlando, 

https://en.wikipedia.org/wiki/Composer
https://en.wikipedia.org/wiki/Music_theory
https://en.wikipedia.org/wiki/Baroque_music
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the text focuses on Orlando, a soldier from Charlemagne‟s army who falls in 

love with Angelica. But Angelica is already in love with Medoro; discovering 

her betrayal, Orlando is driven mad from jealousy. In his major mad scene he 

alternatively becomes angry and suffers from delusions, in which he imagines to 

encounter some mythical creatures of the Underworld, as Cerberus, Charon and 

Proserpina. During this scene there are many abrupt shifts in mood, highlighted 

in the structure which joins a recitativo accompagnato (Ah stigie larve), an 

arioso (Già latra Cerbero), a recitativo secco (Ma la Furia), a A tempo di 

gavotta (Vaghe pupille), stressing Orlando‟s unstable mind-set. Rage and fury 

are depicted in the fast arioso Già latra Cerbero
5
 

 

 
 

Handel, Orlando 

 

and in the coloratura passages of the rondo Vaghe pupille
6
 

 

                                                 
5
 Translation of the text of this excerpt: “Now Cerberus begins to howl/and out of Hell/ all kinds of/ horrid 

Furies/ come toward me!”. 
6
 Translation of the text of this excerpt: “I am deaf to your spells, and my rage will not be quelled”. 
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Handel, Orlando 

 

whereas delusions and melancholy, alluded to by slow tempo, little intervals, 

and legato, are depicted in some bars of the recitativo secco
7
. 

                                                 
7
 Translation of this excerpt: “Ah! Proserpina weeps?/Now my rage abates/ for I see that even in Hell one weeps 

for love” 
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Handel, Orlando 

 

          Many works by Johann Sebastian Bach include examples of aria agitata: 

one is included in the Cantata BWV 40. Here the text alludes to the final fight 

between Jesus and the devil, and is marked by a quick tempo, a minor tonality, 

and leaps and coloratura passages in the vocal part
8
. 

 
Bach, Cantata BWV 40 

                                                 
8
 Translation of the text of this excerpt: “He who will crash your head as victor”. 
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       A further example is included in the St. Matthew Passion. Here Judas 

desperately regrets that he betrayed Jesus, singing a vehement, rhythmically 

irregular piece, characterized by wide-ranging lines and rapid runs, in duet with 

the solo violin, whose part is also characterized by furious virtuosity
9
. 

 

  
Bach, St. Matthew Passion 

 

      Mozart includes some mad scenes in his opera Idomeneo: the Greek princess 

Elettra has feelings for Idamante, the son of the king of Crete. In the first act 

Elettra is crazy of jealousy because she fears that Ilia, a Trojan princess, could 

marry Idamante, and imagines that Furies from Hades are tormenting her
10

. 

 
Mozart, Idomeneo 

 

       Elettra‟s madness is depicted by means of a speed tempo, a minor key, wide 

leaps and strong sforzati, alluding to desperate cries. In the third act, hearing that 

her rival will in effect marry Idamante and become queen of Crete, Elettra 

expresses her desperation in a pivotal mad scene
11

. Here Mozart depicts Elettra‟s 

                                                 
9
 Translation of the text of this excerpt: “See, the money, the murderer‟s fee/tossed at your feet by the lost son!” 

10
 Translation of the text of this excerpt: “In my heart I feel you all, Furies of bitter Hades!” 

11
 Translation of the text of this excerpt: “Tear open my heart, serpents, or a sword will put an end to my 

sorrow”. 
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insanity by means of an anxiety-inducing orchestral accompaniment, creating a 

harmonically unstable environment sprinkled with dissonances, which drives 

forward her anger and rage, expressed by means of brief, fragmented cries.  

 

 

 
Mozart, Idomeneo 
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4. Conclusions 

         Comparing the musical excerpts with the texts referring to them, we notice 

that music and text convey the same sense, and that music magnifies the 

meaning of the words, touching the imagination of the audience with great 

immediacy.  In doing so, both music and text can fulfill their role, displaying the 

pernicious effects of negative emotions, and thus representing a warning to the 

audience to remain in control of oneself, not ceding to excessive passions.   
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4. PROMOTING DEVELOPMENT AND CHANGE: CIVIL 

DISOBEDIENCE IN THE LEGAL-POLITICAL THINKING AND THE 

MUSICAL FIELD 
Flavia Marisi

12
 

 
Abstract: A public, non-violent act not abiding by a recognized rule, and conscientiously 

done with the intent to frustrate the latter, is called an act of civil disobedience.  Those who 

practice civil disobedience reject a specific rule, considering it unfitting with their own 

ethical, religious, or artistic values, and are prepared to suffer the indignities which may 

greet their act.  The paper offers a comparative view on civil disobedience in the legal-

political and the musical field, basing on the conceptualizations by philosophers and legal 

thinkers as Thoreau, Bedau, Rawls and Dworkin, and briefly analyzing some works by 

Monteverdi, Mozart and Liszt as examples of civil disobedience. 

Key words: Artistic values, composition rules, ethical values, law, music theory 

 

1. Introduction 

       It is well known that artists and musicians may express their political 

thought choosing a specific subject for their art works, and innovative artistic 

forms to express this thought. Nevertheless, considering the connection between 

musical innovation and civil disobedience could seem quite daring.  Therefore, I 

will first define the term “civil disobedience”, and cite the works of important 

thinkers and scholars on this theme. The most famous definition of civil 

disobedience may be the one given by Hugo Bedau: “Anyone commits an act of 

civil disobedience if and only if he acts illegally, publicly, nonviolently, and 

conscientiously with the intent to frustrate (one of) the laws, policies, or 

decisions of his government” (Bedau, 1961, p. 655). Therefore a public, non-

violent act not abiding by a recognized rule, and conscientiously done with the 

intent to frustrate it, can be qualified as an act of civil disobedience. 

 

2. Discussions 

        In this regards, it is important to distinguish what Hart calls “external 

obligation”, that is the willingness to conform one‟s own conduct to the rules of 

a specific society fearing punishment, from what he calls “internal obligation”, 

which is the willingness to follow the rules believing in their intrinsic validity, 

even if there is no sanction that deviation from those rules can result in (Hart, 

1993). A civil disobedient recognizes that the law establishes a number of 

obligations he has to abide by, but he chooses to comply only with the rules 

which in turn conform to the superior principles he trusts in. In the opinion of a 

civil disobedient, if a rule does not respect these fundamental principles and 

does not fit with his own ethical, religious, or artistic values, it is this rule that 

should be put aside. In effect, he believes that there are further obligations 
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beyond those of the law, which might compel law breaking (Hall, 2007), and is 

prepared to suffer the disapproval which may greet his act. 

        It could be said that each civil disobedient endorses Thoreau‟s sentence “It 

is not desirable to cultivate a respect for the law, so much as for the right” 

(Thoreau, 1849).  Monteverdi was a musician who decided not to abide by the 

composition rules in force at his time, believing that it was time to amend them: 

in his third book of madrigals, published in 1592, Monteverdi introduced a new 

style of composing, making a widespread use of dissonance, which he further 

extended in later works. The theorist Giovanni Artusi, who attended a concert in 

which the new kind of madrigal was performed, fiercely attacked Monteverdi, 

although without mentioning his name, qualifying his music as imperfect music, 

having broken the rules of counterpoint (Artusi, 1950).  

 
Monteverdi, Ah, dolente partita!, measures 1-11 

 

         Indeed, in his Ah, dolente partita!, the first of the fourth book of madrigals 

(1603), Monteverdi lets the Canto and Quinto perform the first three syllables at 

the unison, and then bifurcates the two voices, introducing a dissonant interval 

E-F in the Canto part, while the D of the Quinto is retarded by prolonging the 

previous C. This creates in the first measures some dissonant intervals of 

seconds among the different voices, and later similarly dissonant intervals of 

sevenths, which Artusi considered to be “crudities” and undue licenses. The 

civil disobedient relies therefore on his own conscience, which suggests him to 

express his deeply-held belief in the injustice of a specific rule, and to testify his 

commitment to higher obligations overriding this rule. It is noteworthy that a 

civil disobedient is witting to violate the rule, but considers his act as a morally 

or artistically justified protest.  

        In the past, reflections upon civil disobedience received special attention in 

dramas, such as Sophocles‟s Antigone, and in works by legal, political and 

religious thinkers belonging to the current called jusnaturalism. The 

jusnaturalists held that, as all rights were natural, resistance to unjust law was 

not only justified, but in some cases even a moral duty (Thomas Aquinas, 1969; 

de Soto, 1553; Suàrez, 1944; Vitoria, 1991; Locke, 1988). More recently, also 
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the jurist and philosopher Ronald Dworkin cast a positive light on civil 

disobedience, affirming: “In the United States, at least, almost any law which a 

significant number of people would be tempted to disobey on moral grounds 

would be doubtful – if not clearly invalid – on constitutional grounds as well” 

(Dworkin, 184, p. 68). In order to be considered as morally justifiable, civil 

disobedience must take place publicly or bear the “signature” of the protester, so 

that the public opinion becomes aware of the protest act, and the authorities can 

identify who disobeyed the law (Smith, 2000). 

         The public nature of such an act can result from either its enactment before 

the physical presence of many witnesses or its publication in the form of 

pamphlet, article on a newspaper or a magazine, book, or musical composition. 

In any case, an act of civil disobedience does not pursue the goal of  

undermining the legal order, triggering a revolution which would destroy the 

legal and moral bases of the society concerned (Hall, 2007). On the contrary, 

this act expresses a fundamental acceptation of the legitimacy of the legal order, 

and a firm belief that the specific society is, to put it in Rawl‟s words, “well 

ordered for the most part (…) [although] some violations of justice nevertheless 

do occur” (Rawls, 1999, p. 319). It could be supposed that, in writing his quartet 

K 465, the last of the quartets dedicated to Haydn, Mozart shared a similar view 

on the composition rules in force at his time, considering them as unduly 

constraining.  

 
Mozart, Quartet K 465, measures 1-8 

 

         In fact, in this work Mozart opens up the Introduction with a Ab major 

triad, gradually formed in measures 1-2 by the cello, the viola and the second 

violin, but straight after undermines this quiet atmosphere by means of a cross-

relation, putting a dissonant A in the part of the first violin. The whole Adagio is 

characterized by a lack of fixed key, resulting in a feeling of growing tension, 

which will be resolved only with the beginning of the sunny C major Allegro. 

The subsequent tempi show acceptance and adhesion to the composition rules in 

force. The work was composed in 1785, but for many years performers and 

theorists did not accept that the dissonances of the Adagio really came from 

Mozart‟s pen. In 1799 the Allgemeine Musikalische Zeitung reported that some 

Italian performers returned their parts of the quartet to the publishing house 

Artaria, complaining many errors, and that the Hungarian Count Grassalkowich 

was very angry about the score he deemed full of misprints (AMZ, 1799). Some 
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years later, in an article on La revue musicale, Fétis qualified the Introduction as 

bizarre and suggested some minor changes in the rhythm of the first measures, 

in order to soften the undesired dissonances (Fétis, 1829). 

        Generally speaking, it can be argued that civil disobedience simultaneously 

provides a means to vent one‟s own dissent, respecting those relying on a 

different opinion, and avoiding to enact a destructive behavior (Hall, 2007). In 

fact, the civil disobedient enacts his protest hoping not so much to do his own 

interest, for instance becoming the leader of the opposition, but rather to cause a 

public debate, which in turn will lead to a change of the contested rule. In the 

musical field, Liszt could be considered a civil disobedient in this sense: in 1881 

he had an accident from which he never fully recovered, and in the last years of 

his life he became increasingly affected by serious health and mood problems, 

which eventually led to his death (Walker, 1997). It is therefore arguable that he 

did not support specific musical innovations with the aim to gain international 

reputation or be appointed to prestigious positions. In the process of his own 

musical evolution, he drifted more and more away from the musical taste of his 

time, and showed a kind of foresight, prefiguring important developments which 

became established many years later. An example could be his Bagatelle sans 

tonalité, written in 1885, in which he experimented the still forbidden atonality. 

 
Liszt, Bagatelle sans Tonalité, measures 177-183 

         It is also noteworthy that Liszt showed in this piece a strong liking for the 

non-diatonic, octatonic scale, which was later used by Strawinsky, Bartók, and 

Webern. This scale divides the octave in eight intervals, alternating semitones 

and tones, and has two modes: in the first mode, the ascending scale begins with 

a tone interval, whereas in the second mode it begins with a semitone interval. In 

particular, the Bagatelle sans tonalité is based on the octatonic scale on B. 

 
octatonic scale on B, first and second mode 

 

3. Conclusions 

       Summing up, acts of civil disobedience, either in the legal-political or in the 

musical field, have important purposes: among them, to cease to abide by a rule 

which the subject considers as unjust according to morally or artistically 

superior rules, and to promote a public opinion movement. The latter could have 
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a decisive importance in the evolution of legal-political thinking or music theory 

and practice, and foster in this way wide-ranging change and development. 
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5. TRANSDISCIPLINARY DIMENSIONS OF MUSIC EDUCATION:  

TERMINOLOGICAL AND CONCEPTUAL APPROACHES 
 

Viorica Crisciuc
13

, Marina Cosumov
14

 

   

Abstract: Complex and integrated nature of issues such as globalization, migration, 

interculturalism, environmental protection, information explosion, claims a transdisciplinary 

approach to education and music education. To cope with changes characteristic of the 

contemporary world, students need as generic skills: the ability to learn how to learn, ability 

and problem-solving assessment. Transdisciplinarity - involves such issues often highly 

complex, using tools and rules specific to certain science investigations using concepts of 

these sciences, but in other contexts. Students are interested in concrete problems faced in 

everyday life and looking for more of these explanations and practical solutions. To identify 

issues related to cross-disciplinary dimension of music education concepts will investigate 

disciplinary, multidisciplinary, interdisciplinary are four arrows of a single bow: knowledge. 

Key words: transdisciplinary, lifelong education, skills transdisciplinary musical education 

 

"As we are at the moment of intelligence revolution, it is necessary to understand that 

transdisciplinarity helps to discover the poetic dimension of the existence, being situated 

beyond other disciplines. It is worth pointing to the fact that this term is different from 

pluridisciplinarity and interdisciplinarity". (Basarab Nicolescu) 

 

1. Introduction 

Transdisciplinarity is a new initiative that combines old esoteric traditions 

of contemporary science. It is a visionary and operative way that addresses to 

the new awakened knowledge, having at the same time a rigorous way of action 

[3]. That is the reason that has brought to the development of a new vocabulary. 

This new discipline connects arts with sciences, scientific thinking with artistic 

thinking, knowledge with being. It tends to the unity of knowledge, passing 

obligatory through self-knowledge process. The terms inter / pluri / multi / 

transdisciplinarity have stirred a lot of discussions in the field, although there 

are very few schools in the world that use this concept in their curriculum. 

 

2. Discussions 

In the last decades, the world has faced a series of challenges due to the 

social movements, the music education, in this context, does the same. The 

complex approach is the main feature of these challenges. We strongly believe 

that music pedagogy has not faced such complex problems, both in terms of 

causes and effects, and impact on students (Petrescu, 2007). Today we all 

understand that any kind of education should prepare the students to integrate in 

the job market. The students have to be empowered with the ability to learn, 
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critical thinking techniques and evaluation strategies. To cope with continuous 

changes and uncertainties intrinsic to market economies, students need strategic 

skills such as the ability to learn how to learn, problem solving and assessment 

skills. Thus, the education system has to be altered in accordance with the new 

social changes to help students to act appropriately in different circumstances 

(Cucoș, 2014). 

We would like to use a metaphor to support our point of view: 

"disciplinarity, multidisciplinarity, interdisciplinarity and transdisciplinarity are 

four arrows of one and the same arc of knowledge" (Iucu, 2001). The integration 

process has several stages that can be regarded as steps towards 

transdisciplinarity: Mono-disciplinarity focuses on independent disciplines, on 

their specialty. It promotes  their  superiority compared to  traditional 

disciplines. Integrational items may occur at this stage at least in two ways: 

a) insertion of a part in a discipline content structure (a different discipline part 

gets inserted in the content of a subject and it helps to clarify a topic or an 

issue); 

b) harmonization of independent fragments of the object of study to lead to a 

better problem solving, to a more complete understanding of a subject or to the 

development of certain skills and attitudes. 

Pluridisciplinarity (multidisciplinarity) refers to the situation where a 

topic is analyzed from the perspective of several disciplines, retaining its 

structure unaltered and remaining independent in relation to these disciplines. 

The advantage of this approach is that the applied disciplines clarify the 

investigated topic more deeply. At this stage, we speak of a correlation of 

approaches to solve a problem from several points of view. A good example of 

this is the issue of cloning, usually treated in genetic studies, but equally 

relevant in ethics, psychology, political science, chemistry etc. 

Compared to pluridisciplinarity, interdisciplinarity implies intersections 

of different subject areas that might give birth to new objects of study. Generally 

speaking, these "hybrid" disciplines appear to satisfy some interdisciplinary 

needs, that means the lacks between different disciplines, as for example music 

pedagogy + art = art pedagogy; psychology+ music = music psychology. The 

interdisciplinary approach washes the limits between the disciplines and the new 

common topics of different subjects are being looked for. This thing can lead to 

the achievement of higher levels of learning and the development of 

metacognitive skills such as decision making, problem solving, effective 

learning techniques and methods etc. B. Nicolescu is sure that interdisciplinarity 

implies the methods transfer from one discipline to another. The scientis 

temphasizes three degrees of interdisciplinarity:  

a) a degree of application: the methods transfer leads to concrete practical 

applications;  

b) an epistemological level: the assimilation of other discipline methods, the 

new discipline develops its own epistemology;  

c) a degree generator courses: the methods transfer from one discipline to the 

other leads to the appearance of an autonomous domain.  
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Transdisciplinarity is a process of a complete discipline and it has the 

highest degree of integration. It is, therefore, the most complex phase of 

integration and more radical. Transdisciplinary approach tends towards a "joined 

up" of the involved subjects. The merge of information of the various disciplines 

leads to the emergence of new fields of investigation, the development of 

integrated projects or the designing of a new paradigm research programs. 

Transdisciplinarity is an engine that puts into action a common set of features of 

the merged disciplines. Transdisciplinarity includes the other three approaches 

from the point of view of its degree of complexity. It should be emphasized that 

the recognition of the above mentioned transdisciplinarity feature does not 

ignore the complexity of the other three approaches (interdisciplinarity, 

pluridiscilpinarity, andintradisciplinarity). Transdisciplinarity, although 

presented in correlation with other approaches aiming to organize content into 

existing subjects, is different. This fact can be observed in the figure below 

(Figure 1): 
Figure1.Content Organization on domains. 

 

 
In this context, content organization is made: (1) vertically that is 

represented by intradisciplinarity, (2) horizontally – interdisciplinarity, (3) 

transversally - pluridisciplinarity; (4) extraversally - transdisciplinarity. So, the 

transdisciplinary content organization requires flexibility and leads to 

suppression of the traditional content organization. It is referred to as "Squaring 

the square (problem solving / attitudes and skills formation; situational learning 

approach; sequences of learning; all these contributing to the formation of the 

future student). The problem must contain a contradiction, a choice, an 

argument, a challenging, and a doubt. It should be used as a starting point both 

in formulating the situation and in learning the goals. The problem requires a 

state of tension, which gets the student motivated. Still, the outcome of 

transdisciplinarity should be taken into account. It is the vitalistic attitude of the 

student (Figure 2):  

 

 

TRANSDISCIPLINARITY 

 Content organization: having at the basis a problem that belongs to different 

knowledge domains and not disciplines; 

 Created relations: on the basis of a concrete real situation. 

PLURIDISCIPLINARITY 

 

Content organization: 

chosen topic from different 

disciplines perspectives. 

Created relations: the 

interference of different 

subjects on a basis of 

common topics. 

INTERDISCIPLINARITY 

 

Content organization:  

disciplines common 

principles. 
Created relations:between/ 

among a series of 

disciplines (the contents 

interfere). 

INTRADISCIPLINARITY 

 

 

Content organization:  

scientific domains 

(information is secure). 

Created relations: within a 

discipline. 
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Figure 2. Transdisciplinary approaches within the disciplines at the Specialty 141.11: Music. 

 

 
 

Instrumental transdisciplinarity aims to provide the student methods of 

intellectual work that might help in solving problems he faces. Its advantage is 

the orientation towards developing problem-solving skills mostly. 

Behavioral transdisciplinarity has the aim, as D 'Hainaut points out, to 

help the student "organize each of his actions in different situations”. This 

approach is directed towards the students that learn, as the psychology of 

learning is taken into account. The behavioral transdisciplinarity is tightly 

connected to life situations that are extremely important for those that study. As 

transdisciplinarity is believed to open the doors to a higher epistemological 

level, it is regarded as a "new worldview." This assertion comes from objective 

of transdisciplinarity that can help to clarify the multiple and complex 

challenges of the present world. Returning to the concept of curriculum 

integration, understood as the process of establishing relations of convergence at 

the level of content elements, objectives or methods, but also in concepts or 

values, it is worth mentioning the horizontal and the vertical types of integration. 

D'Hainaut identifies three types of transdisciplinarity, depending on horizontal, 

vertical or transversal tracks. The scientist summaries the principles, the 

concepts, and the theories through a set of verbs: to communicate (reception), to 

communicate (issuing), to react the environment, to translate, to adapt, to 

anticipate, to learn, to decide, to choose, to appreciate, to consider the action, to 

act, to apply, to solve problems, to create, to  convert, to organize, to lead, to 

explain, to abstract, to prove. All the above mentioned verbs help the scientist to 

emphasize the importance of transdisciplinary competences, pointing, implicitly, 

to different degrees of transdisciplinarity (fundamental concept of the 

Transdisciplinary Group from CIRET, Paris). 

Horizontal integration brings together in a coherent whole two or more 

subjects belonging to different fields (or subject areas). Thus, the process of the 

following subjects integration: geography, biology, chemistry, ecology, civic 

Sequences of Learning 

Situation 

PROBLEM 

Module: Theory and 

History of Music I 
1. Introduction to musicology 

2. Solfege I 

3. Harmony  I 

Pedagogy English / 

French / 

German I 

Module: Theory and 

Practice of Music 

Education I 
1.Introduction to music 

pedagogy 

2.    Theory of Music Education 

Module: Intrumental 

Art I  
1. Instrumental Interpretation I 

2.  Organology 

Module: Vocal-choral Art I 
1. Choral Interpretation  I 

2. School Song Interpretation I 

Internship I 

Physical 

TrainingI 
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education, music education, etc., works beneficially on the process of studying 

the topic "Music education for the environment". Vertical integration brings 

together in a coherent way two or more subjects from the same area (curricular 

area, for example "arts"). A clear example may serve the integration of 

literature, choreography, visual arts, etc., in studying the topic entitled "Music 

and other Arts." The curricular integration has two purposes:  

a) linking different segments with in the study programs;  

b) networking the learning process with real life situations.  

         Transdisciplinarity issue has, at least, two essential aspects:  

a) philosophical side, which is promoting a vision and a new understanding of 

reality, in general, and of the educational reality - transdisciplinary attitude; 

b) methodological side, which implies the development of specific ways to use 

integration in education –transdisciplinary competence. 

The fundamental objective of any educational system is to offer the 

students general education. In accordance with this objective, all the integrated 

disciplines have to work through transferable elements, elements that provide a 

general or a common character. In this way, the curriculum goes beyond the 

topics, objectives, and methods of a single discipline, and it is sure to form 

specific skills necessary for the personal development of the student. Thus, some 

long-lasting skills can be formed on the basis of such an open and flexible 

education. Integrated approach, so peculiar for transdisciplinarity,is based on 

real world, on relevant aspects of daily life, presented as they affect and 

influence our lives. 

Integrated transdisciplinary curriculum focuses on real life issues, with a 

focus on identifying solutions, solving genuine problems of life, and developing 

transversal competences. The advantages of the transdisciplinary approach are: 

 It offers students the appropriate formal knowledge organization; 

 It is suitable for all levels of intellectual ability or learning style; 

 It is fully participatory, student-centered, based on previous experience; 

 It requires the use of any active teaching style; 

 It has a high degree of complexity, both in terms of content and methodology 

approach; 

-  It is constantly refined, updated as a result of feed-back. 

        The transdisciplinary skills are classified as follows: 

 general methodological skills: observation, experimentation, graphical 

representation, text or data interpretation; 

 metacognitive skills: assessment of the degree of task difficulty, strategic 

planning, performance evaluation, behavioral monitoring, personal learning 

techniques; 

 positive, motivating attitude: realism, interest for learning, tolerance for 

conflicting information, positive attitude to personal performance; 

 pragmatic skills: personal initiative, ability to concentrate, targeting actions 

towards problem solving, work habits. 

       The students will know after this transdisciplinary approach 

implementation: 
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- to interpret, analyze, formulate, express personal opinions; 

- to use information to solve a given problem; 

-to identify and solve problems. 

 It is worth mentioning that the skills, values and attitudes that students 

need to be successful in the context of personal and social dynamics of 

contemporary society cannot be formed entirely through traditional academic 

disciplines. 

 

3. Conclusions 

          The transdisciplinary integration (prefix trans means "beyond", "over") 

involves an interplay of several disciplines that can generate the emergence of 

new fields of knowledge. Transdisciplinarity involves the process of studying, 

exploring complex processes and phenomena, so by coordinating research and 

collaboration to achieve the establishment of new disciplines. Its goal is the 

understanding of the present world, having at the basis the unity of knowledge. 

For example, issues of education for change and development can be solved by a 

team of professors of philosophy, psychology, sociology, pedagogy, economics, 

geography, biology, etc., throughout synthesis lessons, seminars, conferences, 

debates etc. Transdisciplinarity makes the connections between disciplines 

stronger and helps to discover new horizons of knowledge. Transdisciplinary 

research is radically different from disciplinary research. Sometimes 

transdisciplinarity is confused with interdisciplinarity and multidisciplinarity. 

This is easily explained through their out-of-discipline-limit character. 
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6. REQUIEM BY KARL JENKINS. AN ANALYTICAL APPROACH TO 

THE INTERWEAVING OF VARIOUS TRADITIONS IN MUSIC 
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15
 

 
Abstract: In the diverse space of contemporary music, the fascinating and controversial 

personality of the Welsh composer Karl Jenkins, which is surprising from several 

perspectives, stands out. Open to assimilating and processing music from various sources 

(academic, liturgical, folk, entertainment, oriental, exotic), the all-round musician Karl 

Jenkins impresses the public with unexpected artistic choices, giving up the hypostasis of 

instrumentalist of the jazz-rock band Nucleus and of the group Softmachine in favour of the 

postmodern creator he has become today, synthetizing trends from musical compositions of 

the last decades of the 20
th

 century. Once with the return to the functional system, either 

through minimalism or through neo-romanticism, the artist has successfully covered a 

potential sonority path of modern opposites, also evoking references to creative models of the 

past. We are referring to the musical valorizing of the sacred in a synthetic vision between 

tradition and innovation, in the works included in the Adiemus cycle, in the opus choir Missa 

for Peace and, more particularly, in the Requiem (2005), a significant score in the 

contemporaneity. The manner in which the composer, while resorting to a musical genre 

originating from the Roman Catholic cult and drawing on the liturgical text of the Mass for 

the dead, inserted Japanese poetry, written following the structure of haiku, belonging to 

representative authors - Gozan Koshigaya, Issho Kosughi, Hokusai Katsushika, Kaga-no-

Chiyo, is highly surprising. This study aims to highlight the interweaving imagined by Karl 

Jenkins between the two cultures as well as to conduct a semantic analysis of an opus in 

which the relationships between music and words entail a highly emotional response.  

Key words: requiem, liturgical song, haiku, Western European music tradition, call for 

entertainment genres, Japanese lyric, traditional Japanese instruments 

 

1. Introduction 
The discussion on the universalist musician Karl Jenkins, a clear 

supporter of the famous contemporary direction World Music, first of all entails 

some clarifications regarding the classification of a personality of many talents 

in the generous and meandered Postmodern space, in order to be able to offer 

some answers to the meanings of the sacred universe from the perspective of the 

contemporary artist. What is clear, though, is that, among the many facets of 

musical Postmodernism, Karl Jenkins opts “against intellectual complexity in 

sound art” (Nyman, 1993, p. 207; Amblard, 2013, p. 1389), a line drawn since 

the late 80s, creatively valued and theorized by the contemporary composer 

Michael Nyman. In the latter‟s opinion, and not only, the refusal of Modernism 

draws possible connections between classical, traditional and entertainment 
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music from the European and extra-European area - in other words, it resorts to 

the controversial and yet highly acclaimed world music
16

 style.  

 

 2. The context of Postmodern British music  
The research conducted showed that Karl Jenkins is one of the Welsh 

creators who stepped in an individual manner in the direction of current British 

music. In one of the reference Romanian studies, i.e. Fenomene muzicale ale 

contemporaneităţii: muzica britanică şi finlandeză (2004) [Contemporary 

Musical Phenomena: British and Finnish Music] published in the volume 

Radicalizare şi guerilla [Radicalisation and Guerilla], the composer and 

musicologist Dan Dediu argues that, while the predominant musical culture in 

the 1960s was the Polish one, and the French and the German spectral music 

enjoyed supremacy a decade later, the 90s stood for promoting the creation of 

two other cultures: the British and the Finnish (Dediu, 2004, p. 168). 

By synthesising some of the relevant ideas of this research, we recall the 

so-called Modern-moderate creators, Peter Maxwell Davis, Paul Patterson, 

Alexander Goehr, Harrison Birtwistle, who capitalize on the neoclassical 

orientation. Another group is that of the radical modernists, who resort to 

innovative orchestration techniques or notation systems, which includes Brian 

Ferneyhough, Michael Finissy, James Dillon and Jonathan Harvey. Another 

generation targets British nonconformist composers: George Benjamin, Oliver 

Knussen, Mark Anthony Turnage, James MacMillan, James Clarke, Benedict 

Mason, Thomas Adés.  

So where does Karl Jenkins fit in the context of contemporary British 

music? Somewhere between Jonathan Harvey - who is considered to be “exotic, 

visionary, inventive, mystic” (Dediu, 2004, p. 171), a musician who synthesizes 

various sources (European, Indian), author of unique timbre combinations, who 

resorts to minimalist music techniques – and Mark Anthony Turnage, who 

proposes a link between various sonorities of contemporary academic music and 

jazz (cool combinations mixed with polyrhythmic moments, with blues) – there 

is Karl Jenkins, a surprising musician, another supporter of openness to various 

sounds (backgrounds and styles), especially affiliated to the direction traced by 

James MacMillan, to English choral religious music, specific to the motet.  

 

3. Means of refusing Modernity from the perspective of language 
Refusing Modernity, a reaction voluntarily assumed by Karl Jenkins, 

applied in works subsumed to the religious genre (which will be dwelt on in 

what follows) can be explained by referring to the relationship between 

American Minimalism and Postmodernism. This is a context in which we are 

confronted with the recovery of late Romanticism from 1970-1980, when 

composers returned to the functional system, either through minimalism (a 

manner of organizing sonority in the tonal space), or through neo-romanticism 
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(taking over creative landmarks from the 19
th
 century). The return to tradition 

can occur, on the one hand, radically (as in the case of neo-romanticism or of 

Arvo Päert‟s sonority of an extreme simplicity), and on the other hand, by 

tracing a route that includes New Simplicity minimalism and synthesis 

intonations from musical antecedence, into a possible harmonization with 

modernity (Sandu-Dediu, 2010, pp. 443-444). The American postminimalist 

composers (Meredidh Monk, Michael Torke, John Adams), those inspired from 

the pop, rock, jazz universe, taking over certain instruments or genres (Amblard, 

2013), are in pursuit of this direction. Moreover, they themselves are 

practitioners of pop music, collaborating with vocal or instrumental artists, a 

particularity to which Karl Jenkins, a universalist musician, also adheres. Even 

adding a personal touch to language parameters (obsessive rhythmic structures, 

return to tonality, the use of natural resonance effects, of monody, of major-

minor chord structures) targets, in the case of Jenkins and of other musicians of 

the time, the contemporary artist‟s openness to academic, traditional, 

entertainment sonorities, from the European and extra-European area. 

 

4. Karl Jenkins – a micro-portrait of a Postmodern musician  
By selecting only certain aspects of Karl Jenkins‟s career, we are amazed 

by the musician‟s prolific activity, connected to different types of timbres, by his 

openness to the intonations of a variety of geographical and cultural spaces, by 

this promoter of artistic products that are typical to the age of globalization.  

Known as one of the most successful composers from the contemporary 

period, Karl Jenkins made his debut in music as an oboist in the Youth 

Orchestra of Wales. He studied music at Cardiff University and completed his 

specialized training at the Royal Academy of Music of London. Initially, he was 

a rock musician, a member of the jazz-rock band Nucleus and of Softmachine. 

Moreover, due to his creativity, to his innate sense of melody, to his talent to 

combine, synthesize, improvise on various themes, that quickly became hits, he 

was asked on many occasions to write music for various advertising campaigns, 

which facilitated his promotion, recognition and marketing. As a creator of 

academic music, he was unanimously recognised for his work Requiem, 2005, 

adding the launching of the albums: Adiemus: Songs of Sanctuary; Adiemus II: 

Cantata Mundi; Adiemus III: Dance of Time; Adiemus IV: The Eternal Knot; 

Adiemus V: Vocalise Adiemus Colores – Karadaglic/Villazon/Flores, 2013, 

Deutsche Grammophon; Motets – Polyphony / Stephen Layton, 2014, Deutsche 

Grammophon (Jenkins, 2016). The approach to popular contemporary genres 

(ambiental, film music) ensured a greater openness for this Postmodern creator, 

and especially a great appreciation of his music by officials (in 2005 and 2010 

he was appointed officer of the Order of the British Empire, being distinguished 

by the Queen of England for his services in music).  

After reviewing his fascinating career, the natural question is: what 

meaning could the use of sacred music have to a contemporary artist like 

Jenkins – the beneficiary of a secular music group, acting in various roles 

(instrumentalist, improviser, composer), oriented towards the profane musical 

https://ro.wikipedia.org/w/index.php?title=Adiemus:_Songs_of_Sanctuary&action=edit&redlink=1
https://ro.wikipedia.org/w/index.php?title=Adiemus_II:_Cantata_Mundi&action=edit&redlink=1
https://ro.wikipedia.org/w/index.php?title=Adiemus_II:_Cantata_Mundi&action=edit&redlink=1
https://ro.wikipedia.org/w/index.php?title=Adiemus_IV:_The_Eternal_Knot&action=edit&redlink=1
https://ro.wikipedia.org/w/index.php?title=Adiemus_V:_Vocalise&action=edit&redlink=1
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area - in the context in which he focuses his energy on other genres, styles, 

intonations that are very different from one another in terms of state, spirituality, 

attitude? Naturally, the phenomenon under discussion also applies in the case of 

other musicians, an issue which will be debated in what follows.  

 

5. The meanings of the concept of sacred in Postmodern creators’ view 

5.1. Karl Jenkins’ particular view 

Both in the European and in the American cultures, the use of minimalism 

and of the specific manner of organizing tone sonority are essential to creators 

who write religious opuses. This phenomenon has also encountered some 

exceptions, due to avant-guard musicians who believe that the sacred space 

entails the agglomeration of voices (textures, overlapping dissonant sound 

conglomerates) and the radicalization of language (atonalism, twelve-tone 

serialism, combination between the modal and the serial). Adapting language 

devices to some of the essential symbols that compose sacred aesthetics is 

surprising if we commence with the different responses to the state of prayer in 

Europe and America, more specifically from the obvious contradiction between 

deep spirituality and asceticism (manifested in Byzantine or Catholic rites), on 

the one hand, and the hippy, New Age spirituality (in an ecumenical 

interpretation), on the other hand. 

“Building on the ostinato process must lead us to that esoteric trance, not 

only to describing an industrial, biological mechanism, according to 

Stravinsky‟s old ways. If Postmodernism voluntarily appears to be irresponsible 

from the perspective of aesthetics, abandoning the avant-garde, the historical 

obsession of the writing, it reveals itself to be responsible from an ethical 

perspective. For example, the image of Christ can stand out in relation to tonal 

language, to the ostinato technique” (Amblard, 2013, p. 1416). The same author 

believes that the fervor for religion that turned into Puritanism in the late 20
th
 

century, an aspect which is more obvious in the Protestant than in the Catholic 

world, can be explained through the development of Postmodernism in the 

Protestant areas of the United States of America, the United Kingdom and 

Northern Europe: Denmark, the Netherlands, Sweden, Norway, Iceland, Estonia 

and Latvia (Amblard, 2013, p. 1417). A special case of the creator subjected to 

religious metamorphoses and to profound inner transformations is that of the 

Estonian Arvo Pärt, a supporter of Neo-Romantic aesthetic simplification, 

drawing inspiration from old music and related techniques, especially in choral 

and vocal-symphonic religious genres.  

However, let us not forget that the Missa, Stabat Mater, Magnificat, 

Alleluia, Miserere, Requiem genres are a constant concern of the Postmodern 

creator who thus refuses Modernity. He most often associates the latter with the 

profane, where he integrates all other musical styles. In this manner, 

Postmodernism will unconsciously contribute to the revival of the concept of 

Divinity, as a reaction against the current domination of atheistic beliefs and 

discourses, conveniently interpreted as democratic. We recall Alfred Schnitke, 

Philip Glass, Krzysztof Penderecki‟s requiems (Polish Requiem, 1980-1984, 
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reviewed in 1993), Henryk Mikołaj Górecki (Kleines Requiem fűr eine Polka, 

1993), John Taverner (Celtic Requiem), Giya Kancheli (Bright Sorrow Requiem, 

1984), Pēteris Vasks (Musica dolorosa, requiem, 1983), Valentin Silvestrov 

(Requiem for Larissa seul, 1979), to which various film scores (Requiem, 2001) 

by Vladimir Godár or Requiem for a Dream (2000) by Clint Mansell are added. 

What is clear, however, is that the collection of sacred works listed above 

share some stylistic constants: natural resonance, the timbrality of string 

instruments, the taste for the minor mode, the use of minimalism, aleatorism, 

spectralism, or of different collage techniques, the preference for slowness of 

speech, as opposed to moments of extreme rhythmic dynamism, specific to 

entertainment sounds. These elements are also taken over by Karl Jenkins, with 

the understanding that, in his view, the sacred has an antinomical significance 

(in comparison with Arvo Pärt's aesthetics), in the sense that: the Welsh artist 

bears the risk of appearing to be more extroverted, more commercial (we are 

referring to the many areas of inspiration and sound processing); his creation 

does not necessarily require a framework for liturgical development; it is not 

unitary (the use of European, Celtic, Asian, exotic sources); it is, in his view, the 

opening to the entire world, which will receive, in concentrated form, the offer 

of all musicians in a single one. This is the difference from Pärt‟s introverted 

nature, seeking isolation, silence, in the space of just a few monodies, 

superposed in various forms of organum.   

 

6. Requiem in the late 20
th

 century and early 21
st
 century 

The metamorphosis of this genre is best outlined in the volume Recviemul 

românesc [Romanian Requiem] (2004) signed by the composer Adrian Pop. We 

resorted to this valuable systematization in order to capture some of the issues 

regarding the requiem from the 20
th

 century until present times. In the early 20
th
 

century, the Vatican proposed to restore the function and purpose of the requiem 

by returning to Gregorian chant sources, more specifically, by reiterating the 

initial liturgical character. This movement resonated in some of the cultures 

which were open to revive the tradition of old music, yet most authors treated 

this genre more and more freely, given the historical, political and psychological 

changes which undoubtedly influenced its development. The requiem becomes a 

meditation on the great confrontations of humanity, orienting the communities 

towards ecumenism (Pop, 2004, p. 20). We remark upon the linguistic diversity 

of texts depending on their creators‟ belonging to a specific culture. One of the 

best known requiems remains War Requiem (1962) by Benjamin Britten, which 

comprises traditional requiem features and fragments of Wilfred Owen‟s poetic 

texts. Fragments of liturgical texts can also be found in Dies Irae by Penderecky 

(1967), where, apart from the religious material itself, fragments of psalms, texts 

by Aeschylus, Paul Valery, etc. are also used. In the time frame 1980 – 1984, 

Penderecki completed the score of the Polish Requiem, which stands out by its 

Postmodern revival of the sacred.  

The requiem can also become a melting pot of collective memory, which 

also includes artistic extensions (review of styles, collages of citations from 
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significant stages in the history of music or in the evolution of cultural epochs). 

We are referring to B. A. Zimmermann‟s Requiem for a Young Poet (1967-

1969), which is dotted with insertions of various renowned works of music from 

the academic repertoire, entertainment, or of various poetic fragments written by 

significant authors of the 20
th
 century (Pop, 2004, p. 22). The requiem, like the 

other genres from the 20
th

 century, underwent transformations in the synthesis of 

stylistic sources, of works of music of various origins. This is also the case of 

Virgil Thompson‟s Missa pro defunctis (1960), which is a mix of intonations 

and rhythms specific to American music, “jazz, boogie-woogie, waltz, tango, 

various hymns, negro-spirituals” (Pop, 2004, p. 21). Andrew Lloyd Weber‟s 

Requiem is part of the same combination of sources. It synthesizes “musical” 

intonations (p. 21) with elements specific to the “Anglican tradition” (p. 21).  

Given the sobriety of the themes proposed, the profound significance of 

death, the requiem remains connected with tradition. Regardless of whether they 

are sung in an ecclesiastical or in a non-liturgical environment, most authors do 

not completely disregard the the original Gregorian chants. Even if this genre 

becomes concertante, it laicizes, it amplifies, it connects with historical, political 

and social events. Its language and sound expression are innovated (i.e. excerpts 

from various sources, in terms of style and meaning, especially in the second 

half of the 20
th

 century). Essentially, it cannot be transformed radically, given 

the fact that the initial meaning of messa pro defunctis allows to take only a few 

liberties. 

 

7. Requiem by Karl Jenkins 
The Requiem is a reference score written by the composer Karl Jenkins, 

which preserves the tradition of the genre it represents, enjoying a phenomenal 

success at its first audition at the Southwark Cathedral in June 2005. In his 

extreme creativity, the composer resorted to the Latin text of the funeral mass, 

which he associated with highly lyrical Japanese funeral texts, in the form of 

haiku
17

, belonging to representative authors such as Gozan Koshigaya, Issho 

Kosughi, Hokusai Katsushika, Kaga-no-Chiyo, and Banzan. 

7.1. Analytical considerations 
Written for choir and orchestra, with an innovative timbral composition, 

consisting of traditional and Asian instruments (Shakuhachi-flute, 2 horns in F, 

percussion-timpani, Chinese bamboo, darbuka, tambourine; harp; string 

instruments), the requiem comprises the following 13 sections: Introit; Dies 

Irae; The snow of yesterday; Rex tremendae; Confutatis; From deep in my heart; 

Lacrimosa; Now as a spirit; Pie Jesu; Having seen the moon; Lux aeterna; 

Farewell; In paradisum. At first sight, the work presents architectural 

                                                 
17

The haiku is a poem with a fixed structure, specific to the Japanese culture, consisting of 17 on or syllables, 

distributed on three symmetrical phrases of 5, 7 and 5 syllables. It is important for this poetical genre to include 

an expression inspired from nature, an element which hints to the season in which it was written. The author 

conceives a concentrated text, testing the reader‟s imagination and emotions, by configuring delicate scenes, the 

meaning of which has often remained undeciphered. Developed on two independent levels, in a simultaneous 

perception of poetical layers, the haiku becomes a deeply philosophical genre, being subjected to multiple 

interpretations.  
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similarities to Mozart's Requiem, a different score from its initial form imposed 

by the Council of Trent, due to its missa structure which comprises 12 parts 

(Dies irae, Tuba mirum, Rex tremendae, Recordare, Confutatis, Lacrimosa, 

Domine Jesu, Hostias, Andante, Sanctus, Benedictus, Agnus Dei), based on six 

stanzas of a Latin poetic text from the 13
th

 century and on six liturgical texts 

from the funeral mass. Regarding the music, Wolfgang Amadeus Mozart‟s 

Requiem was a model for Karl Jenkins‟s work from the same genre, the 

Postmodern creator offering a sequence of simplified versions, in terms of sound 

and writing, or free improvisations, in the development of its 13 moments, 

Mozart‟s masterpiece being regarded as the obvious source of inspiration.   

7.1.1. Introit  
In the introduction, the composer synthesizes the original liturgical text 

from the sections Introitus, Kirie and Graduale, preserving the traditional 

structure imposed by the Council of Trent, which is a common feature of most 

religious sections: Requiem aeternam dona eis Domine et lux perpetua luceat eis 

(Eternal rest give to them, O Lord, and let perpetual light shine upon them); 

Kirie eleison (Lord have mercy on us); Requiem aeternam dona eis Domine et 

lux perpetua luceat eis (Eternal rest give to them, O Lord, and let perpetual light 

shine upon them). The Introitus commences with a diatonic α motif exposed by 

two horns in A minor tonality, which subordinates a simple aerated harmonic 

accompaniment, rendered by the chordophone instruments, in blurred dynamics, 

mp. (m. 1-4). From landmark A, the original motif is developed through melodic 

sequencing, chromaticism insertion, to m: II↓ (B flat), using the harmonic 

variant (G ♯), augmented 4
th
 scale, to m: IV↑, minor-major (C sharp / C natural) 

relationship, with tempo: V (m. 5-18). The corresponding lyrics are: Requiem 

aeternam dona eis Domine et lux perpetua luceat eis (Eternal rest give to them, 

O Lord, and let perpetual light shine upon them). The homonymous (A minor/A 

major) modulation marks the chance in the lyrics: Te decet hymnus, Deus in 

Sion, et tibi reddetur votum in Jerusalem (A hymn, O God, becometh Thee in 

Zion and a vow shall be paid to Thee in Jerusalem). 
Figure 1 (Introit, m. 1-13) 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

https://ro.wikipedia.org/wiki/Agnus_Dei
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       While section A (m. 1-18) can be interpreted as an antecedent moment, 

based on the melody (arching intervals, sequencing method), leading to an 

expanded motif (the theme of a fugue), section B (m. 19-26) has a consistent 

role.  
Figure 2 (Introit, m. 14-26) 

 
 

The 4
th

 altered diminished scale makes the transition to D flat major in 

section C (m. 27-38), the beginning of the next stanza being in A minor. The 

lyrics Exhaudi orationem meam, ad te omnis caro veniet (O Lord, hear my 

prayer, all flesh shall come to Thee) stress all the emotions that are emanating 

from this reference score. The following seven measures (m.39-45) belonging to 

section D entail a return to the initial theme in the two horns in F. Once we reach 

part E, we are confronted with the middle part of the entire Introit, developed in 

an alternation of homophone and fugue, corresponding to the text Kirie eleison. 

Its increased dramatism is due, on the one hand, to the dotted rhythm from the 

incipit of motif β and, on the other hand, to the contrapuntal treatment of voices. 

It should be noticed that the section Recviem aeternam could be perceived as an 

allusion to the introduction to Mozart‟s requiem, given that Karl Jenkins created 

a lyrical sound ambience (i.e. decreased number of instruments, simplified 

writing). The atmosphere in Kirie is more sober, classical, traditional, even 

though the Welsh musician wrote this section in free polyphony, the expressive 

melodic line being obvious through the variation of the initial motif (Kirie, m. 

46-72). The leittheme Recviem aeternam in extenso (m.73-90) is reprised 

between parts (F-2 m→ G), in A minor tonality. It is followed by section H, 

which repeats the same modulating path and the same lyrics aimed at achieving 

symmetry. The end is meant to be a short coda, materialized by repeating the 

word Requiem in A minor, on a diminished dynamic path, from mf, to pp.  

7.1.2. Dies Irae 

Focused on the violent images of the Last Judgment, full of confusion and 

terror, the well-known sequence Dies Irae (Day of Wrath) comprises 

illuminating lyrics: Dies irae, dies illa Solvet saeclum in favilla: Teste David et 

Sybilla (Day of wrath and doom impending. David's word with Sibyl's blending, 
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Heaven and earth in ashes ending). In the composer‟s postmodern interpretation, 

this sequence is developed in extreme dynamism, which stands out from the 

introduction as a hellish race (drawing on rhythmic structures from hip-hop 

music) built on an ostinato of the low strings.  
Figure 3 (Dies irae, m. 1-3) 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

The violins continuously play the same dotted sounds, repeating the same 

note, interrupted by the horns at the end of the phrase, through a three-note 

syncopated motif, with ambitus of low third (which later becomes the basic 

material in the thematic exposure of the choir). The ff tone has a predominant 

role. The structure of this section can be perceived as a rondo, Tuba mirum 

being interpreted as a chorus. The choir sings the lyrics based on three motifs: 

the first (α) is syncopated, leading to two accentuated rhythmic impulses, 

followed by a pause, in which various notes are repeated, and then doubled in 

the octave. The countermelody of the horns, chromatically evolving on three 

sounds, contributes to the dramatic effect. The second motif, β, reproduces the 

dotted rhythm of the violin (ostinato on a sound), accentuating the first syllable. 

The third motif, Ω (the chorus Tuba mirum), comprises a suite of augmented 

and then diminished third intervals, the previous melody being resumed in the 

ostinato technique. The words Dies Irae correspond to a repeated sound, which 

is doubled in the higher octave, an interval repeated by the choir in a violent 

minimalist way, in a continuous acceleration, until the end of this section.  
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Figure 4 (Dies irae, m. 121-124) 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

 

 

 

 

 

 

 

The final modulations increase the tension before reaching the conclusion, 

the countermelody being built this time on the initial motif, in a syncopated 

chromatic evolution, of the trombone. Unlike Mozart‟s version, Jenkins takes 

the dynamics of the traditional discourse to the extreme, offering an apocalyptic 

picture of the day of wrath.  

7.1.3. The snow of yesterday  
Inspired by the sensitive text of Gozan‟s Japanese haiku, Hana to mishi 

Yuki wa kinuozo Moto no mizu/ The snow of yesterday that fell like cherry 

blossoms is water once again, the composer creates a sensitive music of extreme 

simplicity. He uses a minimalist technique, Asian instruments (Shakuhachi, 

similar to the traditional flute; Chinese bamboo for percussion), as well as an 

antiphonal organization of the discourse (dialogue between soprano/chorus and 

instrumental ensemble), by resorting to isochronous and isorhythmic structures, 

in order to achieve a static, timeless character.  In his economy of means, aimed 

at highlighting the pentatonic intonations that are resumed in an alternation of E 

minor and F minor tonalities, developed in fuzzy dynamics (pp), the author uses 

the accompaniment of strings with an ample presence, interrupted in cadences 

by arpeggio structures, suggesting a state of meditation, of imponderability.  In a 

clear contrast to the previous section, Dies irae, rhythmically charged, tense, 

The snow of yesterday can be interpreted as an escape in the pursuit of a primary 

space, the sacredness of which has been preserved intact.  
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Figure 5 (The snow of yesterday, m. 1-10) 

 
Being conscious of all the changes undergone by the religious genres 

throughout the ages, of their component parts (the section Dies irae changes its 

expression, structure, size, in relation to various parameters), the composer 

offers the contemporary audience another meaning of the term sacred, i.e. 

openness to Oriental sources and intonations. In his view, the Asian region 

emanates the purity which Western European countries have unfortunately lost 

in their development. The rhythmic and melodic entities, the pentatonic or 

anhemitonic structures brought forth by Karl Jenkins undoubtedly constitute a 

common musical background for the Western and Oriental cultural spaces. 

7.1.4. Rex tremendae 
The following musical moment is fully charged with religious semantics: 

Rex tremendae majestatis, Qui salvandos salvas gratis, Salva me, fons pictatis 

(King of Majesty tremendous, Who dost free salvation send us, Fount of pity, 

then befriend us!). This is a call for simplification, in which the composer opts 

for an isorhythmic and isochronic development of the choral music in F major 

tonality, in the rigorous dotted accompaniment of the percussion. We are 

referring to the image created, with the different sound and suggestion of the 

grand purifier (purged of fear, anxiety) from the grand oppressive (shattering) of 

the same section from other scores belonging to the same genre, signed by 

Mozart or Verdi, where the correspondence between the meaning of the text and 

music is direct.  

In his requiem, Karl Jenkins highlights the symbolic image of the text, the 

other significant details being eluded. The result is a score of great simplicity, 

which combines the Gregorian melody with reduced intervals and with the 

ternary meter specific to medieval secular songs. The repetition of symmetrical 

rhythmic and melodic structures reminds us of the similar architecture present in 
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those chansons polifoniques from the 13
th
 – 14

th
 centuries.  In our attempt to 

interpret the rhythmic and melodic entities of extreme simplicity, in the context 

of the evolution of the genre, we are surprised to discover that the postmodern 

creator‟s vision is to offer us a new beginning of the sacred, through 

concentration and simplification, through repetition, as a symbol of perenniality. 

The result is a construct of poetry and sound, conceived in the absence of 

exaggeration, pathos or restlessness, due to the fact that Karl Jenkins wishes to 

convey a clear message to his contemporaries, representing, in fact, the synthesis 

of the original text written following the decision of the Council of Trent: Fount 

of pity, then befriend us!  

7.1.5. Confutatis 
The stanza Confutatis maledectis, Flammis acrisbis addictis; Voca me 

cum benedictis (When the wicked are confounded, Doomed to flames of woe 

unbounded, Call me with Thy saints surrounded) reveals a calm musical score 

for the choir, in F major, the only changes in colour being made by the melodic 

tonality, through countermelodies played by the flute or harp, adding the subtle 

rhythmic dotting of the percussion. Interestingly enough, the musician takes 

over from Mozart‟s homonymous piece only certain passages, in a variational 

manner, on which he builds the entire musical development, excluding the 

tension of the dotted rhythmic and melodic structures, thus simplifying the 

orchestration to the maximum. While the entire rhetoric of Mozart‟s discourse 

evolves through the contrast of expression and to all parameters of language on 

an ascending line, towards the climax reached in pp, Karl Jenkin equalizes, 

simplifies expression, keeping only the essential.   

7.1.6. From deep in my heart  
Inspired by Issho‟s poem (kokoro kara Yuki utsukushi ya Nishi no kumo), 

Karl Jenkins makes another call for musical purity (From deep in my heart / how 

beautiful the snow! / clouds in the west). We enter this realm first and foremost 

through the pentatonics played by the refined Asian instrument Shakuhachi, 

which is complemented by the female voices singing (soprano, mezzo-soprano, 

alto) in unison, in the discreet accompaniment of chordophones.  

The insertion of subtle vocal effects contributes to the mystery of this 

musical piece, by dividing the sopranos. A part of the ensemble sings syllables 

from the haiku poem in staccato, piano and counterpoint, while the second 

female group repeats the same pentachord, suggesting the search for tranquillity. 

This part of the score seems to be inspired from reality, the composer using 

simple yet extremely suggestive means. For example, he insists on faded 

dynamics (p-pp), resorts to intimist, desolate poetic expressions, renders certain 

vocal accents in reduced tones. These are just some of the arguments that could 

be advanced to support the idea conveyed by the composer, that of reviving the 

sacred in other cultural spaces, which are related to the primordiality of feeling, 

of the word, of the static. The composer resorts in these free non-liturgical 

sections to the creation of non-evolutional sound images, in order to 

metaphorically immortalize eternity, or so it seems.  
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7.1.7. Lacrimosa 
Lacrimosa is known as the most lyrical section integrated into the 

requiem genre: Lacrimosa dies illa, Qua resurget ex favilla, Judicandus homo 

reus. Huic ergo, Parce, Deus. Pie Jesus Domine, dona eis requiem, Amen (Ah! 

that day of tears and mourning, From the dust of earth returning, Man for 

judgement must prepare him, Spare, O God, in mercy spare him. Lord, all-

pitying, Jesus blest, Grant them Thine eternal rest. Amen). This part also 

contains the most elaborate music of the entire score. The composer offers, if we 

may say so, a noble variation of Mozart's model to which we have referred on 

countless occasions in our study. After a short introduction, which is meant to 

create the atmosphere, which uses Western and Asian instruments (harps, 

darbukas and chordophones), the image of an old music is depicted, the compact 

sonority being associated with the timbre of the lute. Lacrimosa is sung in 

unison by the entire choir in an emotional ethereal crescendo.  
Figure 6 (Lacrimosa, m. 1-6) 

  
The sound variation, created through the mobility of the scales (major-

minor oscillation, alteration of the 4
th
 scale from D major with lyrical 

inflections, the use of known variants, harmony and melody) creates the 

synthesis between the tonal and the modal, between two different musical 

cultures. The contrasts in the musical score stand out. The composer resorts to 

harmonic structures, to ample dynamics, in order to underline the verses Pie 

Jesus Domine, dona eis requiem (Pious Lord Jesus, Give them rest), alternating 

with the vocals from the ascending melodic and harmonic sequences, and 

especially with the homophone moment corresponding to the word Amen, when 

the voice of the soprano takes over the melody, and the others are meant to 

accompany the theme in crescendo. 
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7.1.8. Now as a spirit  

In the following section, the composer resorts to the haiku written by 

Hokusai Hitodama de Yukuki sanjiya Natsu no hara (I shall roam the summer 

fields). The correspondence with this poetic text is designed on the background 

of the dynamics of the tempo, in a mysterious ambiance, in the development of 

which the musician uses the semiquaver in a continuous performance of the 

chordophones and of other instruments with a relevant timbre (i.e. harp, 

percussion, Shakuhachi). The sopranos, alternating with the altos, sing simple 

pentatonic, diatonic or chromatic melodic formulas (the mobility of the 4
th
 scale) 

in high rhythmic values. The sound effect makes clear reference to the Asian 

cultural space, as well as to an original time in which the spirit from the present 

is in a perpetual search of its former self.  

7.1.9. Pie Jesu 

 The section Pie Jesu (Pie Jesus Domine, dona eis requiem. sempiternam 

requiem / Pious Lord Jesus, Give them rest. Everlasting Rest), performed in 

slow tempo, in pure neoromantic style, is extremely inspired. How is this 

ambience of piety accomplished? The composer combines the liturgical text 

from Agnus Dei (Sequenta 5) with the timbre of two horns in F, of the harp and 

of a soloist violin, which engage in dialogue with the entire ensemble in rarefied 

dynamics and, especially, with a solo tenor. He sings the famous lyrics Pie Jesus 

Domine, dona eis requiem in alternance and dialogue with the soprano, 

continued by the melodic violin. The melody is extremely simple; it is a 

Gregorian chant of absolute purity.  
Figure 7 (Pie Jesu, m. 1-10) 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

7.1.10. Having seen the moon 

 Regarding the text and music, Karl Jenkins superposes two cultures in an 

original way. The tradition of the Catholic, liturgical song is highlighted through 

the text from Sanctus Benedictus qui venit in nomine Domini/ Blessed is he who 
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comes in the name of the Lord, interpreted by the men‟s chorus in the form of a 

sequence from a Gregorian chant, symbolizing the reiteration of past into the 

present. The composer highlights the static by means of an achordic pedal 

(superposing the A minor triad with an added quartet structure). The resulting 

harmonic structure recomposes the severe, austere ambience from Medieval 

cathedrals, where early polyphony forms such as organum paralel were sang. 

The intervention of the women's choir consists in interpreting the pentatonic 

melodic formulas corresponding to the lines from the Japanese haiku (Tsuki mo 

mite Ware wa konyowo kashiku kana/ Even I take leave of this life with a 

blessing), the meaning of the test being similar to the liturgical lyrics. In terms 

of timbre, the ambiance of a faraway Asian world is brought to the fore through 

sounds, throught the countermelody exposed to the mysterious Shakuhachi.  
Figure 8 (Having seen the moon, m. 1-10) 

 
Thus, the composer superposes not only texts from different cultures, but 

also musical structures with a special sonority which, surprisingly, blend 

together perfectly. The sacred space becomes an aspiration for all communities, 

regardless of relition, ethnicity, culture, or tradition. The openness to world 

music is not coincidental in Jenkins‟ work. For the creator of the music 

dedicated to the famous project Adiemus or Missa for Peace, composed with 

melodic and timbral inspiration, the combination of intonations from several 

cultures is a manner of achieving stylistic individuality in a Postmodern world in 

which such blends become almost a means of ensuring creative survival. 

7.1.11. Lux aeterna  
In the section Lux aeterna, the Jenkins resorts to the text from Communio 

- Lux aeterna luceat eis, Domine: Cum sanctis tuis in aeternum, quia pius es. 
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Requiem aeternam dona eis Domine Et lux perpetua luceat eis. Cum sanctis tuis 

aeternum, quia pius es / May everlasting light shine upon them, O Lord, with thy 

saints in eternity, for thou art merciful. Grant them eternal rest, O Lord, and 

may everlasting light shine upon them. With Thy saints forever, for Thou art 

kind, creating a sound synthesis through the timbre combination proposed in the 

discourse (two horns in F, darbuka, tambourine, triangle and chordophones). 

Moreover, the musician opts for the pentachordic melodic formula transposed 

on different modal centres, which is repeated as a leitmotif throughout the 

discourse, evoking and strengthening the relation with the Oriental space. 

Furthermore, the timbre solo, accompanied by a dotted rhythm, also reminds us 

of the relationship with various musical creations from the nonacademic field, 

which is more than welcome in this harmonic, timbral and melodic context. The 

lyrics follow a simple Gregorian melodic line, which is no more no less than a 

different rendering of the vocal part from Lacrimosa.  

7.1.12. Farewell  
The correspondence between the lines from Bazan‟s haiku (Mame de iyo 

Miwa nara washino Kusa no tsuyu / I pass as all things do like dew on the 

grass) is achieved on static music, by superposing a different pedal on an 

achordic pedal, in the form of a line from a Gregorian chant (Agnus dei qui tollis 

peccata mundi/Lamb of God, who takes away the sins of the world) sang in 

unison my the male group, above which a pentatonic melodic formula is played, 

transposed on different levels, according to the relation with the lines from the 

haiku. The Shakuhachi, the creator of exotic atmosphere, is not missing either. 

Not coincidentally, the composer writes the indication Serenely at the beginning 

of the movement, this ambiance succeeding in transposing it with the help of 

concentrated musical means, thus creating the image of a transcendent world.  
Figure 9 (Farewell, m. 1-9) 

 



59 

 

7.1.13. In paradisum
18

 

The final section is concentrated from every point of view. The vocal part 

plays a secondary role, with the instruments playing the main part, especially 

during the ample harp improvisation. The message is simple: In paradisum 

deducant te Angeli; in tuo adventu suscipiant te Martyres, et perducant te in 

civitatem Sanctam Jerusalem. Chorus Angelorum te suscipiat, et cum Lazaro 

quondam paupere aeternam habeas requiem / May the angels lead you into 

paradise; may the martyrs receive you at your arrival and lead you to the holy 

city Jerusalem. May choirs of angels receive you and with Lazarus, once (a) 

poor (man), may you have eternal rest. The composer ideally believes that that 

which the voices cannot render, from a melodic perspective, can be conveyed by 

the harp, which, in its purity, becomes another potential messenger of the call 

for the unification between music and humankind.  

 

8. Conclusions 
Our analysis of Requiem by Karl Jenkins reveals the sensible connection 

which the composer created between the Western and the Oriental cultures, as 

well as the close correspondence between music and lyrics, the musician 

offering Postmodern receivers a duality of expressive forms: on the one hand, he 

urges us to dwell on meditation, on recollection, on the return to spirituality; on 

the other hand, he proposes a brighter and hopeful vision in recomposing the 

sacred universe, accessible to different receivers, regardless of their religious 

denomination. 
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Abstract: Absolute pitch is defined as the ability to identify the pitch class of a certain given 

sound without the aid of an external reference pitch (Takeuchi & Hulse, 1993; Deutsch, 

2002). The incidence of absolute pitch is extremely rare among the general population, 

respectively 1 in 10.000 people and it depends on testing conditions such as the number of 

identified sounds, pitch Chroma, pitch height, timbre, register or requested reaction time, and 

also on subjects musical training commencing and Eastern-Asian origins. The way absolute 

pitch develops is described by three models: the tone language theory, the early training 

theory and the genetic theory. The early training theory states that absolute pitch appears due 

to the beginning of musical lessons during a critical development period situated before the 

age of 6. The educational implications of this theory are revealed in the principles and 

activities of Yamaha Music School which employs didactic strategies that naturally develop 

absolute pitch. Yamaha Music School is the largest private music education system from 

Japan, established by Torakusu Yamaha in 1954. Up to this day it has extended in 40 

countries from Europe, Asia and the American continents, as it has about 710 million students 

and 30.000 teachers. The present study aims to illustrate a detailed analysis of the way the 

learning experiences offered by Yamaha School lead to the development of absolute pitch. 

Key words: absolute pitch, Yamaha Music School, early training theory 

 

1. Introduction 

In the context of Western tonal musical space, absolute pitch has impressed 

musicians and researchers alike, due to its scarcity but also to its spectacular 

applications. It refers to the unique capacity of recognizing and naming the pitch 

of given sounds without the use of an external reference pitch (Takeuchi & 

Hulse, 1993; Bermudez & Zatorre, 2009; Miyazaki & Ogawa, 2006; Deutsch et 

al, 2006; Baharloo et al, 1998; Gregersen et al, 1999; Brown et al, 2003; 

Parncutt & Levitin, 1999; Deutsch, 2002; Levitin & Zatorre, 2003). The 

growing body of literature focused on this ability has revealed that it depends on 

a series of musical factors (sound register, pitch Chroma, pitch height, timbre, 

octave error, white/black piano key sounds) but also on factors related to the 

subject (age of onset of musical training, instrument specialization, timbre 

familiarity, genetic inheritance, tone vs non-tone native language). 

Researchers have developed different strategies of accurate measurement 

of absolute pitch which involved naming a certain number of sounds of different 

timbre, register, Chroma or height, with short requested reaction time that 

usually varies between 2 and 6 seconds. They discovered that the accuracy of 

absolute pitch is significantly higher on piano sounds (Takeuchi & Hulse, 1993; 

Vanzella & Schellenberg, 2010; Schlemmer et al., 2005; Hsieh & Saberi, 2009) 

and also on sounds subjects are familiar with, or belong to the first instrument 

they studied at an early age (Brammer et al., 1951; Sergeant, 1969). 
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They also revealed the paradox of octave error (Lockhead & Byrd, 1981; 

Takeuchi & Hulse, 1993) which shows that absolute pitch musicians tend to 

make the same number of errors as non-absolute pitch musicians, when 

identifying the octave of the sounds. Absolute pitch possessors seem to 

automatically identify the pitch Chroma, but not the pitch height. This result 

made some researchers (Miyazachi, 1989) suggest that identifying the pitch 

height and the pitch Chroma are two different mental tasks which involve totally 

different cerebral regions.   

Many behavioral and imagistic studies (Miyazachi, 1989; Athos et al., 

2007; Ross & Marks, 2009; Miyazachi & Ogawa, 2006; Bermudez & Zatorre, 

2009; Schlemmer et al., 2005) have proven that absolute pitch musicians 

identify white-key notes more accurately than black-key notes, a result that has 

been explained through the nature of early music education that usually involves 

listening to, singing and playing musical notes mostly belonging to C major and 

A minor. The present study aims to explore the link between Yamaha Music 

School – an important music education system originated in Japan – and the 

development of absolute pitch – a usually rare ability which is very common 

among Eastern-Asian musicians. Our perspective starts by analyzing two 

explanatory theories of absolute pitch: the early training and the tone language 

theory. 

 

2. Early Training and Tone Language as Mediators of Absolute Pitch 

Absolute pitch has been scientifically explained by means of three 

theoretical directions: the early training theory, the tone language theory and the 

genetic theory. Interestingly, the high incidence of absolute pitch musicians 

among Eastern-Asian population may be attributable to both early training and 

tone language, although a specific genetic component has not yet been dismissed 

in this case. The early training theory suggests that absolute pitch can be 

acquired most easily during a limited period of development, preferably before 

the age of 6. This theory has been demonstrated by studies (Krumhansl, 2000; 

Takeuchi & Hulse, 1993; Levitin & Zatorre, 2003; Miyazaki & Ogawa, 2006; 

Deutsch et al, 2006; Cohen & Baird, 1990) which discovered a negative 

correlation between age at onset of musical training and probability of 

possessing absolute pitch. The smaller the age of onset of musical training, the 

higher the incidence of absolute pitch. More than 40% of children who start 

music lessons around 4 years old are highly likely to acquire absolute pitch, 

while less than 4% of children who start music lessons at the age of 9 or later 

develop this ability (Baharloo et al., 1998; Deutsch et al., 2006). Also the 

success rate in acquiring absolute pitch in adults is significantly lower or even 

non-existent (Chin, 2003; Takeuchi & Hulse, 1993). 

The early training theory statistics may be explained using neurological, 

developmental and linguistic arguments. Some studies (Gervain et al., 2013; 

Chin, 2003) refer to the higher brain plasticity specific to early ages, opportune 

to acquiring new neural paths. Others suggest that children before the age of 6 

tend to perceive sounds in an absolute manner rather than focusing on the 
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relations between sounds. For example, Chin (2003) referred to Piaget‟s 

cognitive development theory. According to her, during the intuitive cognitive 

period (ages 4-6) children are not capable to understand relations between 

objects (in our case musical sounds) and therefore tend to focus on individual 

sounds and acquire absolute pitch. If they start musical lessons later than this 

age, they reach the cognitive operational stage and therefore tend to focus on 

relations between sounds and this diverts their attention from memorizing 

individual frequencies.   

At last, some studies (Deutsch et al. 1999; 2006; 2009; Miyazachi et al. 

2012) found an important link between absolute pitch development and 

language development. Diana Deutsch (1999) even considered absolute pitch to 

be a specific function of the language. This result has been demonstrated 

through the high incidence of absolute pitch in native tone-language speakers. 

Among Eastern-Asian musicians the incidence of absolute pitch is between 45% 

to 80%, while among European musicians, absolute pitch incidence is rarely 

higher than 30%. The researchers suggest that learning a tone-language such as 

Mandarin, where the significance of single-syllable words depend on a specific 

height and a typical melodic contour, force people to exercise memorizing 

musical frequencies. This is why the native tone-language and absolute pitch 

tend to develop together, in the same cognitive manner. 

 

3. Yamaha Music School and the Development of Absolute Pitch 

In 2012 Keninchi Miyazachi (et al., 2012) observed that, in the case of 

Yamaha Music School, absolute pitch musicians are rather a majority than a 

minority. This made some researchers focus on the educational strategies 

implied here, strategies which seem to naturally develop absolute pitch, even 

though this system doesn‟t declare a specific intention to do so. It is interesting 

that Yamaha representatives highly focus on starting the musical auditory 

development at an early age. They also often declare that learning music is like 

learning a native language.  

Yamaha Music School is the largest private music education system from 

Japan, established by Torakusu Yamaha in 1954. Up to this day it has extended 

in 40 countries from Europe, Asia and the American continents, as it has about 

710 million students and 30.000 teachers. During lessons Yamaha Music School 

uses musical instruments (especially electronic pianos) manufactured by 

Yamaha mother corporation. In Europe, Yamaha Music School has its 

headquarters in Vienna, and subsidiary music schools in France, Great Britain, 

Spain, Austria and Italy. Yamaha music education system doesn‟t offer just 

musical training, but also scholarships for career launches in music composition 

and music performance. Yamaha Music School is organized on several levels, 

according to age and musical experience and it encourages starting musical 

training at the age of 2. 

The declared purpose of Yamaha Music School (YMS) is to encourage 

listening, playing, reading and creating music in the joyful and positive manner 

in order to improve the quality of life. “Every child, woman and man has an 



63 

 

innate musical ability. This latent potential can be developed and nurtured for 

healthier and more enriching lifestyles. Research shows that a good music 

education stimulates creativity, builds confidence and enhances a child's all-

round development. As adults they enjoy enhanced social recognition because of 

their ability to listen, read, play and express their feelings through music.”
20

 

The paradox is that, although YMS doesn‟t select its students on the criteria 

of musical talent (it is practically open to everyone), many highly accomplished 

performers or composers (such as Jeremy Siskind, well-known jazz pianist and 

composer, professor at Western Michigan University; Linda Martinez, jazz 

pianist and film music composer) started their career with this school. The 

Junior Music Program includes 3 important modules: 

 Music Fantasy - is a course designed for 2 years-old, with consideration on 

language acquisition, as well as children‟s emotional and physical development. 

Engaging activities through singing, rhythm, hearing, imagination, music 

appreciation and other musical elements will be introduced to toddlers. Yamaha 

Music Fantasy Course allows toddlers to experience music the fun way. It is a 

great way for parents to spend quality time bonding with their little ones. The 

duration of the course in one year, with three group lessons per month lasting 45 

minutes each. 

 Music Wonderland – is specially designed to make 3 years-old children‟s 

initial encounter with music education fun and enjoyable and to foster interest 

and enthusiasm in music while feeling the fun of music by listening, singing and 

touching (trying to “play”) the keyboard. The course combines the dynamism of 

music with physical and mental activities to stimulate their musical senses and 

prepare them for the varieties of music education ahead. Parents are required to 

accompany their children during group lessons designed for up to 10 children, 

that last 60 minutes. 

 Junior Music Course – aims at further developing the musical senses and 

skills of the young musician. Designed for 4 and 5 years-old children the course 

also aims to develop fundamental musical ability by learning to sing with do-re-

mi and with lyrics, and to play on keyboard instruments. Emphasis is placed on 

listening because aural ability develops fastest in this period. The 60 minute 

lessons are organized for groups of 10 children accompanied by a parent. 

These initial music courses are followed by advanced modules according the 

speed of musical development of each child. A well-known event of Yamaha 

Music School is the Junior Original Concert where Yamaha students aged 4 to 

15 present their own original compositions in a highly media exposed concert. 

 

4. Conclusions 

One specific characteristic of absolute pitch is the fact that it develops 

during early ages. From the three explanatory theories, the early training theory 

and the tone-language theory seem to have a particular significance among 

Eastern-Asian musicians, especially for the former students of Yamaha Music 
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School. This school‟s success in acquiring excellence in auditory skills, music 

performance and music creativity may be partly due to the early onset of music 

lessons, highlighting the importance of this age for the developing the musical 

mind. In this case, developing absolute pitch in not the main purpose of musical 

training, but rather a practical instrument which musicians may find useful in 

reading, writing and memorizing their music. 
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Abstract: The article has analyzed and systematized the development of musical- 

pedagogical education in Ukraine in the 60's –70-ies of XX century.  It has summarized the 

experience of training of specialists with higher musical-pedagogical education at the 

faculties of Humanities, where the 50's - 60's graduates received diplomas of philologists, 

historians, geographers with additional qualification of a teacher of music and singing. It has 

also been grounded the establishment of the first musical-pedagogical faculties at educational 

institutions in different regions of Ukraine (Kyiv, Luhansk, Drohobych, Odesa, Zaporozhia). 

Having based on the analysis of the archival documents it has been revealed the main 

directions of the formation of teaching staff of specialized departments, organization of the 

educational process, creation of the art groups, participation of students in research work, 

teaching practice at secondary schools. It has been proved the importance of concert 

performance and musical educational work in the pedagogical formation of prospective 

teachers of music and singing. Their role in raising the level of musical and aesthetic 

education of children and youth in the 60's of last century has been proved. The 70‟s years of 

the twentieth century of the history of Ukraine are known as the years of corresponding 

changes in the socio-political processes, "thaw" in all spheres of life, particularly in the 

organization of higher education activity. This period of musical-pedagogical education is 

characterized by democratization and the search for more advanced forms of the educational-

upbringing process. 

Key words: musical-pedagogical education, musical-pedagogical faculties of, training of 

teachers of music and singing, organization of the educational process 

 

1. Introduction 
Full-fledged participation of Ukraine in the Bologna process, which is 

aimed at creating of a common European educational space, has resulted in 

solving of a number of problems both at theoretical and practical levels. Deep 

understanding of the patterns and main directions of modernization of musical-

pedagogical education of Ukraine is possible only under condition of 

understanding and awareness of the historical experience of foreign and 

domestic education, heterogeneous processes of inheritance of the achievements 

of the musical-pedagogical area. The basis of spiritual, social and cultural 

development of any society is a profound educational organization which aims 

to provide comprehensive development of a human as a personality, contribute 

to the formation of high moral, ethical and aesthetic qualities. Pedagogical 

higher education institutions, which carried out training of teachers of music and 

singing at the newly created musical-pedagogical faculties in the 60s of XX 

century, were in power to solve this task. 
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2. Discussions 

         Exploring the origins of the history of musical-pedagogical education and 

formation of musical-pedagogical faculties, it should be noted that up to 1962 

the training of teachers of music and singing was performed at historical and 

philological faculties in dual specialization, where the admission plan amounted 

to 20 percent of the total number of applicants at the faculty. After graduation a 

small proportion of graduates chose to work the second career. Taking this into 

consideration, and experiencing an acute need for qualified teachers of music 

and singing, the Ministry of Education, headed by the Deputy Minister of 

Education of the Ukrainian SSR S. Zavala, raised the issue before the Council of 

Ministers of the USSR on the establishment of musical-pedagogical faculties at 

educational institutions and special teachers training of this profile. On behalf of 

the Ministry of Education of the Ukrainian SSR the necessary educational-

material base and prerequisites for the establishment of a new specialty were 

created.  

The analysis of the archival materials shows that the foundation of the 

Musical-Pedagogical Faculty of Drohobych State Pedagogical Institute named 

after I. Franko (hereinafter DSPI n. a. I. Franko) was laid due to the functioning 

of the teacher training courses at the Conservatoire of the Galician Musical 

Society which had been organized in 1880.From 1939 to 1962, the Musical-

Pedagogical Faculty functioned at Lviv State Conservatory named after M. 

Lysenko.  By the order of the Ministry of Education of the Ukrainian SSR № 

143 dated 7 July 1962 the evening Department of Musical-pedagogical Faculty 

of DSPIn. a. I. Franko was organized and Musical-pedagogical Faculty on the 

basis of Zaporizhzhia State Pedagogical Institute (hereinafter ZSPI) was 

established. The same order established the evening Departments at the 

pedagogical faculty of Kyiv State Pedagogical Institute named after O. M. 

Gorky (hereinafter KSPI named after O. M. Gorky) and at the faculty of 

Ukrainian Philology of Luhansk State Pedagogical Institute named after T. 

Shevchenko (hereinafter LSPI n. a. T. Shevchenko). 

The process of the development of musical-pedagogical education in the 

60's was carried out at a brisk pace. The program of the CPSU included 

improving of aesthetic education of the younger generation, formation of 

musical and aesthetic interests, tastes and preferences in young people. 

Implementing the main provisions of the Program, the Ministry of Higher and 

Secondary Specialized Education of the Ukrainian SSR established new 

musical-pedagogical faculties at pedagogical institutes of the republic. In 1964 

the musical-pedagogical faculty on the basis of Nizhyn State Pedagogical 

Institute named after M. Gogol (hereinafter NSPI named after M. Gogol) was 

founded, and later the admission of full-time students at the musical-pedagogical 

faculty of DSPI named after I. Franko was announced. 

To provide urban and rural secondary schools with teachers of music and 

singingit was established the full-time Musical-Pedagogical Department at the 

Pedagogical faculty of KSPI n. a. O. M. Gorky, which was reorganized into an 

independent musical-pedagogical faculty in 1970 (Gavrochenko O., p. 2). In 
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1965-1966, by the decision of the Ministry of Education of the Ukrainian SSR 

there were opened some Musical-Pedagogical Departments on the basis of 

Ivano-Frankivsk State Pedagogical Institute n. a. V. S. Stefanyk, Odesa State 

Pedagogical Institute named after K. D. Ushinskyi. The analysis of the archival 

materials highlights that the musical-pedagogical faculties joined people of 

different age, profession and experience. Among the entrants there were many 

graduates of music schools that had had some experience at secondary schools 

and sought to obtain higher education. Good musical training was demonstrated 

by the graduates of music schools. A great number of the applicants were from 

rural areas, so they were given preference for the admission to the Institute. 

The teaching staff of the newly created Musical-Pedagogical Faculties 

was gradually replenished by the graduates of the conservatoires, who 

conducted the educational process. They had a good training and willingness to 

take an active part in concert performance and musical education.  In November 

1966, during the reorganization of the Department of Music and Singing of 

DSPI n. a. I. Franko there were created two departments: the Department of 

Choral Conducting and History and Theory of Music and Playing the Musical 

Instruments. The teachers of the Department of Choral Conducting paid much 

attention to choral singing. The work of a choral class was organized so that 

every fourth year student had an opportunity to work with certain parties, 

groups, all the members of the choir. Most students were creative to solve the 

aforementioned tasks, were fluent in the methodology of choral works learning. 

Conductor's skills and techniques for working with choir were fixed 

during the teaching practice, which was held for the students of evening classes 

in free from study and work time. Those students, who worked as teachers of 

music and singing at schools, had their teaching practice at workplaces under the 

guidance of the methodologists. Teaching practice stimulated professional 

interest, helped to realize their attitudes to learning, identified gaps in 

professional and psycho-pedagogical training. The educational process of the 

students of the evening Musical-Pedagogical Department of KSPI n. a. O. M. 

Gorky was provided by the specialists of high qualification. Musical-theoretical 

disciplines, History of music, basic musical instrument, conducting, vocal 

technique and music education were taught by the specialists of the Department 

of Music and Singing, which was headed by L. Vysochynska.  

25 persons were enrolled as first year students at the newly created 

Musical-Pedagogical Faculty of OSPI n. a. K. D. Ushinski in 1966. Its first Dean 

and the Head of the Department of Music and Singing was M. Karolevskyi, who 

was the founder of the Musical-Pedagogical Faculty in Luhansk. The 

Department of Music and Singing always paid attention to improving of 

professional skills of teachers, which was carried out by open lectures, practical 

workshops with discussions, personal participation in concert performances. 

During that period, the brass and symphony orchestras, orchestras of folk 

instruments, choral groups and vocal-instrumental ensembles were created at the 

Musical-Pedagogical Faculties. The students mastered their skills in playing the 
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folk instruments, mastered the repertoire in the orchestral group  (Richnyi zvit., 

p. 12). 

S. Kalmykov created the orchestra of folk instruments at the Musical-

Pedagogical Faculty of OSPI n. a. K. D. Ushinsky, the basis of which were 

bayans and accordions. The group led an active concert life and became an 

effective means of musical and aesthetic education of students. The choirs were 

established: the mixed choir under the direction of S. Kosynskyi and the 

academic choir, which was ruled byV. Ulyash. These groups participated in the 

concerts dedicated to the remarkable dates in the life of the Soviet people.  The 

traditions of choral performance and vocal-choral education, incorporated by V. 

Ikonnikov in NSPI n. a. M. Gogol, were continued by the teachers of the 

Department of Music and Singing with N. Buravskyi as ahead. The students‟ 

mixed choir, which he headed, performed complex choral works, participated in 

important concerts, was viewed as an instrument of vocal and choral education 

of prospective teachers of music and singing. The boys‟ choir, founded by A. 

Lashchenko, was currently established in Nizhyn. Graduate students were 

involved in working with this exceptional group. 

         From the early days of the Musical-Pedagogical Faculties there were held 

their creative connections with the methodological organizations of teachers of 

music and singing. In 1963 the regional seminars for the secondary 

schoolteachers of music and singing of Lviv region were conducted. The first 

experience of conducting such workshops showed positive results. The teachers 

of DSPI n. a. I. Franko decided to develop methodological and visual materials 

for the study of Ukrainian classical and modern music to reinforce the 

organization of extracurricular activities in musical and aesthetic education of 

schoolchildren. The experience of holding regional seminars for the secondary 

school teachers of music and singing was approved by the methodical 

Commission of the Ministry of Education of the Ukrainian SSR, headed by M. 

Lysenko.The main objective of the workshops was to provide the teachers of 

music and singing, especially in rural areas, with practical and methodological 

assistance. 

Carrying out the decisions of the scientific-methodical Commission of the 

Ministry of Education of the Ukrainian SSR, dated 6-8 January 1963, the Head 

of the Department of Music and Singing of ZSPI V. Nikulenko together with the 

Regional Institute for Teachers organized the first regional seminar for the 

secondary schools teachers of music and singing in Zaporozhia. The lecturers 

told the audience about the methods of organizing and listening to music, basic 

principles of singing the notes at the initial stage of training, technique of work 

in a choir of high school (Zvit kafiedry., p. 2).  At a three-month course, which 

was managed by G. Sagaidak, the school teachers of Zaporizhzhya, Vinnytsya, 

Zhytomyr, Kirovohrad, Kyiv, and Donbas improved their qualifications. In a 

short term the teachers, who had no special musical education, received 

knowledge, abilities and skills necessary for teaching and extracurricular work 

(Lysenko, M., p. 2). 
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Thus, teachers of specialized departments took an active part in solving 

problems of perfection of professional-pedagogical training of secondary school 

teachers. This process had a two-way communication: the experience was 

enriched; the main problems and means to overcome them were identified. The 

students studied the experience of work with children's choirs, visited rehearsals 

of the choir of G. Glier music school. Despite different levels of musical 

training, the lessons of music and singing, conducted by the students, were 

highly evaluated by the teachers and methodologists (Lysenko,  M.,  p. 2).  The 

teachers of music and singing had an opportunity to improve their 

methodological level, and those, who had no musical education, acquired the 

necessary knowledge, skills and abilities in conducting classes of music and 

singing and organization of extracurricular work on musical and aesthetic 

education of schoolchildren.  

Carrying out the decisions and resolutions of the Government, in May 

1965 the Ministry of Education of the Ukrainian SSR held a Republican meeting 

on the issues on improving of the level of aesthetic education, ideological and 

moral development of the younger generation. The experience of the newly 

created musical-pedagogical faculties was considered and approved at the 

meetings of the Educational-Methodical Commission of the Ministry of 

Education of Ukraine. The analysis of the reports on educational and research 

work of the deans of the faculties witnessed an adequate level of training of 

prospective teachers of music and singing. The decision of the Commission was 

to recommend the Ministry of Education to extend the network of musical-

pedagogical faculties in other regions of Ukraine, primarily in the Eastern 

region, where there was an exigency in experts of the musical-pedagogical 

profile. 

 

3.  Solutions 

In the early 70's the groups of teachers and students of musical-

pedagogical faculties accumulated eight years-experience of work. 

Consequently, there is an objective need for its study and synthesis to identify 

problems that need immediate solutions and test the effectiveness of content, 

forms and methods of further professional-pedagogical training of teachers of 

music and singing. The distinguishing characteristic of these years were the 

circumstances that a significant number of teachers, accompanists of musical-

pedagogical faculties was involved in the process of compilation and 

verification of the effectiveness of good teaching experience. The participation 

of such a great number of qualified specialists contributed to the improvement of 

work of musical-pedagogical faculties, which allowed making basic conclusions 

about the use of new methods, techniques and organizational forms of increasing 

the efficiency of the educational process. 

The improving of the organizational structure of the musical-pedagogical 

faculties was carried by enhancing the coordinative function of faculties‟ 

councils. The activity of these councils was conducted according to the 

approved plans. The extended meetings, at which the results of the previous 
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academic year and tasks for the new school year were discussed, took place at 

the beginning of the school year. The plans of departments, plans of council„s 

meetings, programs of special-courses and optional circles were approved too. 

Faculty Council oversaw the load distribution between the teachers of faculty 

departments, controlled over the allocation of public orders. The schedules of 

educational process were being evolved; the work plans of subjects, individual 

teachers‟ plans, work plans of performing disciplines were being approved. The 

questions of improvement of the educational process, increasing the level of 

scientific-methodical work of departments, of the course and the realization oа 

teaching practice, the results of entrance and state exams were discussed at 

meetings of the faculty council. 

Propaganda of music art, attracting young people into active musical-

creative activities stimulated the interest in music-teaching activities. The 

competition to enter the music-pedagogical faculties was being increased 

significantly. The question of training of highly qualified teachers occupied the 

central place at the sixth session of the Verkhovna Rada, where the state of 

public education, improving the educational process were discussed, the issues 

of improving the material and technical base, construction of apartments were 

treated. A number of important resolutions, including "On improvement of 

system of professional education", "On measures for further improvement of 

higher education in the country" were adopted in 1974. Therefore, it was the 

increased attention from the University administration to the needs of musical-

pedagogical faculties and taking care about them. Better conditions of work 

were being created constantly; the number of classrooms was increasing, the 

material-technical base was being expanded, the instruments were being 

renewed. But the process occurred slowly. 

The openings of the preparatory offices at music-pedagogical faculties 

where future graduates can gain professional knowledge required for teaching in 

universities were the neoformations of the 70‟s. These were the courses a month 

before the entrance examination where applicants from the village region could 

deepen their knowledge of the main musical instrument, solfeggio, music 

theory. The studies were conducted by experienced professionals who have 

researched personal development opportunities and the development of musical 

abilities of students that allowed making a quality set of students for the I 

course. The unusual specifics of these offices were in that the students - 

undergraduates took part in teaching musical subjects. Such a practice gave 

positive results, the students gained experience of teaching professional 

disciplines, attached knowledge of how to work on a music repertoire, acquired 

skills of teaching maturity. 

In the early 70s the USSR Ministry of Education carried out a broad 

action plan aimed at improving the efficiency of the educational process in 

educational institutions. Professional departments of music-pedagogical 

faculties were working on finding new forms of work. Increasing of the number 

of students in the system of musical-pedagogical education caused some 

structural changes. Musical-pedagogical departments turned into independent 
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faculties. Some differentiation processes were held at the newly formed music-

pedagogical faculty. New departments were opened, subject-teaching sessions 

were created, the number of teachers increased depending on the professional-

methodological orientation. 

The need to increase scientific-theoretical level of the teachers-scientists 

staff led to the admission of teachers into the post-graduate research studentship. 

The musical-pedagogical faculties of Ukraine in the 70‟s years were 

supplemented by the first scientists who defended their dissertations in leading 

scientific centers of the USSR. Their researches had been connected with the 

improvement of the educational process at musical-pedagogical faculties and the 

musical-aesthetic education of the pupils. In the first half of the 70‟s music 

teachers of specialized departments of music-pedagogical faculties, along with 

traditional forms of activity, were trying to find new, original forms and means 

to improve the performing maturity of the future teachers of music and singing. 

The teachers of the specialized departments, continuing the traditions of 

the previous years, invited leading scientists, composers and musicologists for 

open sessions and solving the problems of professional-pedagogical training of 

future teachers. The relationship with the high school became fixed and 

traditional form of work. Already tested forms of work were used and new 

experimental approaches to cooperation were worked out. The music studios 

were based on the secondary schools according to the experimental purposes 

which provided the qualitative development of musical abilities of children and 

increased the level of extracurricular activities in musical-aesthetic education of 

students. Teachers of music and singing were recommended to use the 

knowledge, abilities and skills that students gained at the studies in music  

studios and at the music lessons to provide an integrated approach and to 

increase the level of musical and creative abilities of students. 

The development of musical-pedagogical education made adjustments to 

the organization of educational process and professional-pedagogical training of 

the specialists at musical-pedagogical faculties. The main innovation of 1974 - 

1975 academic years was entry of public examination of the main musical 

instrument into the curriculum in addition to vocal-choral upbringing and 

training of conductor. Therefore, the students performed five pieces: a 

polyphonic work, a part of sonata or a concert, a play, composition of the school 

program of listening the music and song for the school choir. The characteristic 

feature of this period in terms of establishing the relationships with schools was 

that teachers of music-pedagogical faculties provided the targeted assistance 

help to former graduates; they helped former students in methodological work 

and lessons‟ planning, using the various activities of tune-harmonic hearing of 

the children, methods of vocal-choral works and activities with polyphony. 

Teachers of music-teaching faculties were involved by the regional departments 

of education to checking the status of teaching music and singing and to 

conducting extracurricular activities in musical-aesthetic education of students 

in secondary schools in the city and region. 
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New forms of cooperation were offered to teachers of the professional 

departments of music-teaching faculties together with the teachers of 

pedagogical schools. Methodological assistance help was provided to school 

teachers who conducted the lectures and practical studies in methods of musical 

education. They all together made changes in work programs based on the needs 

of the school, corrected the allocation of hours to study some topics of the 

course. Former graduates of music-teaching faculties performed open lessons 

with the pupils of the school, on which the professors of music-teaching 

faculties were invited. They all together solved the problem of individual 

training of teachers of primary school, who also conducted the lessons of music 

and singing in schools. 

Analyzing the material and following the main stages of music-

pedagogical education, we can state that councils of the faculties played a 

coordinative role in the educational process at musical-pedagogical faculties; in 

the early 70‟s a trend of increasing the admission for musical-pedagogical 

faculties was observed; training courses in professional disciplines began to 

work; music-pedagogical departments transformed into independent faculties, 

specialized departments were reorganized, the number of subject-methodical 

commissions increased; musical-pedagogical faculties were enriched by the 

scientists who had defended their candidate dissertations; art ensembles worked 

on the faculties in full force; teachers of specialized departments conducted open 

lessons, visited sessions of departments in basic schools; leading experts of 

music-pedagogical education were invited for lectures and practical studies; the 

students demonstrated their level of professional training at state examinations; 

teachers of the faculty provided methodological support to teachers in secondary 

schools, supported work relations with former graduates, provided 

methodological assistance to teachers of teaching colleges, realized a permanent 

work with teachers-trainees, worked on teacher training courses; the experts of 

music-pedagogical faculties participated in the activity of Pedagogical Society, 

University of pedagogical knowledge and people's universities of culture. 

Summing up the state of music-pedagogical education in the first half of 

the 70‟s, we note that it was time of gaining experience and testing of the main 

regulations of the concept of training teachers of music and singing for 

secondary schools of Ukraine. Musical-pedagogical faculty trained professionals 

who solved the tasks of musical-aesthetic education, formed the spiritual culture 

of the younger generation. The educational process in higher educational 

institutions of Ukraine in the second half of the 70s was built in accordance with 

the tasks defined by the Council of Ministers of the USSR "On measures to 

improve higher education in the country,""On further development of higher 

education and improving the quality of training specialists" and "on work in the 

Moscow M.E. Bauman higher technical school and Saratov M.H. 

Chernyshevs‟kyi State University with the improving of the ideological and 

theoretical level of teaching of the social sciences". The educational process was 

planned according to these documents; the relationships of studying with school 

education and social activities for future professionals were strengthened. 
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The immediate impact on the organization of musical and pedagogical 

education has been made by separate regulations and instructive-methodological 

tools devoted to the activities of secondary school and aesthetic education of 

youth. These were: a government decree "On further improvement of studying 

and upbringing of pupils of secondary schools and training them to work" and 

Resolution of Ministry of Education of the USSR and the Ministry of Culture of 

the USSR "On further improvement of aesthetic education in schools." The 

associations on professional departments tried to improve the quality of practical 

studies in conducting and choral lessons through the development and 

implementation of educational repertoire based on these documents. In the 

process of studying the musical works their content was closely associated with 

modern life, which increased the educational role of music and influenced on the 

formation of the world-view. Teachers tried to improve international and 

patriotic education by means of acquaintance with the works of fraternal nations 

and nations of the USSR. Work with students on musical-pedagogical faculties 

was planned in such a way that to form a conscious attitude of the students to the 

chosen profession, readiness to creative approach in solving the problems. 

A characteristic feature of the second half of the 70s was that according to 

the above government regulations in this period the process of registration of the 

organizational structure of music-pedagogical sub-departments of higher 

education was actually completed. October 13, 1976 the memorandum "On the 

state of training of teachers of music and singing in the educational institutions 

of the republic," was published according to the results of the audit by the 

management of higher and secondary educational institutions of musical-

pedagogical faculties of Voroshylovohrad, Mykolaiv and Rivne pedagogical 

institutes. It was stressed in the memorandum that the pedagogical collective 

bodies of the faculties conduct confident work to improve the quality of training 

the specialists. However, according to the results of the audit there were 

significant shortcomings on the musical-pedagogical faculties. Some of the 

students studied mostly satisfactory, had not mastered the techniques of playing 

the musical instruments, conductor technology, the singers voice. This required 

significant improvement of teaching musical subjects, improving the forms and 

methods of group and individual lessons. 

In the second half of the 70s a trend of expanding cooperation and 

creative relationships between departments of the various institutions and 

research establishments was observed. This work was made in two directions: 

inviting leading scientists for lectures and practical studies and exchanging of 

creative achievements of art collectives. Students were acquainted with the 

achievements in the field of music education methods, promising areas of 

scientific research in music pedagogy. In 1978 a meeting of scientific-

methodical commission on methods of musical education was conducted, which 

worked at the Ministry of Education of the USSR. On the agenda the questions 

of training of music teachers for secondary schools and future perspective 

directions of realizing the experiment of introducing a new concept of musical-

aesthetic education of students proposed by D.B. Kabalevs‟kyi were stated. 
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With an aim of putting the school programs into the work programs of 

music-theoretical and special subjects the teachers of professional departments 

of KSPI named after O.M. Gorky studied the content and process of adapting 

the new program. Together with students they synthesized the experience in 

implementation the new program "Music" in working out of which the senior 

researcher of the Research Institute of USSR L.O. Hlyebnykova was involved. 

Teachers of methods of musical education were studying the experience of 

academic D.B. Kabalevs‟kyi, attended music lessons of teachers in Kuibyshev 

who worked together with D.B. Kabalevskyi and had the experience of working 

with his program. Based on this, the methodists and students of the faculty were 

introduced actively to the creative process of adaptation. For the realization of 

experimental work in secondary schools and at the faculty the necessary 

conditions had been created. Well equipped library, classrooms of music, 

audiences for lectures, seminars and individual lessons, independent work 

worked well. There was the required number of musical instruments, teaching 

aids, technical means of training. In the second half of the 70s the purposeful 

work of teachers of specialized departments in formation of future teachers‟ 

abilities and skills to work with choral and orchestral groups and ensembles of 

different staffs was being continued. 

It was proposed by Ministry of Education of the USSR to musical-

pedagogical faculties of Ukraine to implement course choirs and written 

analyses of works for graduate students. Therefore, to improve the quality of 

conductor-choral training of future teachers of music and singing at musical-

pedagogical faculties the work with educational choruses of the I, II, III courses 

was organized so that students conducted practical lessons, practiced 

independently choral works of various complexity. This made it possible to 

improve significantly the quality of students‟ training as the leaders of choirs. 

Work with homogeneous female choirs was focused on learning the 

compositions of school choir repertoire. This made it possible for students to 

gain experience and learn the technique of vocal-choral works. While working 

with homogeneous male choirs the students were acquainted with the specifics 

of the group, peculiarities of methods of vocal-choral upbringing, translated 

original works based on the contingent of the staff, studied the repertoire, 

acquired experience in practice activity. 

The work with mixed choirs included students‟ acquainting with the 

works of great volume, with good performance of choral music. Based on the 

mixed choirs vocal-conductor ensembles were created, where students were 

practicing independently choral works. This gave them an opportunity to work 

independently with the score and to realize them as a leader-conductor. The 

introduction of compulsory compositions of patriotic and internationalist 

character, compositions about the Motherland, works of contemporary 

composers, reflecting the Soviet way of life was installed in the repertoire of the 

training choirs, individual plans for conducting and voice-training. Independent 

work still occupied a prominent place in professional-pedagogical training of 

students. Control of independent work was carried out by conducting 
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colloquiums in theoretical disciplines, academic concerts and technical credits 

(twice in semester), by listening to the state program for the main musical 

instrument and conducting (twice a semester), monthly control lessons, various 

competitions for the best performance of musical works and so on. 

It is reasonable to point out that during this activity an independent 

selection and studying the works of school repertoire were being foreseen, 

certain chapters of textbooks, methodical and monographic literature were being 

elaborated, individual and group activities connected with the questions of 

writing essays, annotations to music compositions, course works. Scientific-

methodical training of students for pedagogical practice was carried out based 

on the Decision of the Council of Ministers (December 1977) "On further 

improvement of training and education students of secondary schools and 

preparing them for work". The students used new methods of musical-aesthetic 

education of pupils based on the advanced experience of Soviet and foreign 

teachers. During the pedagogical practice in schools, who researched a pilot 

program proposed by D.B. Kabalevskyi the students participated in the working 

out of content of music lessons, studied their role in the musical-aesthetic 

education, formation of musical culture and students‟ world-view. 

The departments developed the forms of validation of students‟ 

knowledge for improving the quality of training future professionals to work in 

schools. Such reporting forms as: a control listening, contests, performances of 

choirs were introduced into the studying process. The gradual improvement of 

the quality of students‟ knowledge, increasing the percentage rate of students 

who studied at the "excellent" and "good»  became the result of the development 

and conducting of such activities. Teachers of music and singing of secondary 

schools increased psychological-pedagogical and methodological level at the 

courses, which had been existed at the regional institutions of improving 

teachers‟ training. The teachers of higher and secondary musical-pedagogical 

education and teachers who did not have special education, mostly from rural 

areas were invited to such forms of studying. Such courses had been organized 

in every region of Ukraine. 

The second half of the 70s is known in the history of music-pedagogical 

education as a period of cooperation and musical “immersion” of teachers of 

music-pedagogical faculties into the problems of musical-aesthetic education of 

pupils in secondary schools. A new form of cooperation such as visiting 

meetings of the teachers of professionals departments in basic schools were 

organized due to actual last-time adaptive processes associated with 

experimental work on a new program. Conducting of visiting sessions of 

specialized departments of music-pedagogical faculties in basic schools had a 

two-way connection. Firstly, teachers of music-pedagogical faculties provided 

methodological assistance to teachers of music and singing; secondly, they 

enriched their experience of music-aesthetic education of pupils. 

A career-oriented work, which depended on the quality of the educational 

process, remained an important focus of the music-pedagogical departments in 

the 70s. The pedagogical practice, activities of faculties of future teachers, 
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concert activity of teachers and students, teachers‟ travels to rural areas to solve 

the questions on admission of students, teachers‟ and students‟ lectures and 

presentations with schoolchildren, their parents, work collective bodies. 

Teachers of music-pedagogical faculties conducted career-oriented work among 

graduates of pedagogical colleges, pupils of the 9-10 forms of schools, graduates 

of children's music schools and music teachers who were being trained at the 

courses. Graduates of secondary schools who consciously decided to become 

teachers of music attended the FMV, which were formed in 1979 and played an 

important role in the musical-pedagogical education of the twentieth century. 

There were teachers were at each faculty who were responsible for 

organizational events with prospective students. Once a month FMV listeners 

were able to get advice in main musical instrument, music theory and solfeggio. 

Teachers of specialized departments, taking into account individual 

opportunities of future entrants, helped to choose the repertoire, proposed the 

interpretations of music compositions, solved the issues of music theory, taught 

the methods of writing of musical dictations, developed acoustic conceptions of 

students. 

Faculty of Social Sciences began its activity in the 70 years at the music-

pedagogical faculties. The traditional form of work was public-political practice, 

which was planned by taking into account the specifics of future music teacher. 

The students‟ lecture-propaganda skills were formed; the improving of musical-

performance and teaching skills were stimulated according to this activity. The 

lectures-concerts were the most common form of social-political practices, 

which students presented in sponsored schools and military units. There they 

talked about the livelihoods of outstanding composers and performers of music 

genres, while performing instrumental and vocal works of famous composers. 

Thus, the reorganization of structural subdivisions of music-pedagogical 

faculties had been completed in the 70s years; there was a stability of contingent 

of students and increasing of the quality of education; the staff potential was 

completed by former graduates of musical-pedagogical faculties, folk and 

honored artists, Ph.D.; material base was strengthened; the cooperation 

relationship between music and teaching faculties in different regions of Ukraine 

was expanded; new concepts and technologies were introduced in the 

educational process; teachers and students were actively involved in the process 

of adaptation of the new program of "Music"; the course choirs and orchestral 

ensembles were created to form students' skills in vocal-choral works and 

orchestral work groups; an independent work played an important role in the 

educational process; teachers and students provided methodological and 

practical assistance to teachers and pupils of secondary schools; the faculty of 

advanced training of teachers of secondary and higher educational institutions 

was opened at the base of KSPI named after O.M. Gorky; the collective bodies 

of the specialized departments cooperated with regional teachers training 

institutions; the issues of cooperation of music-pedagogical faculties and the 

teachers of music and singing were resolved on visiting meetings of specialized 

departments in basic schools; teachers conducted career-oriented work among 
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the pupils of secondary schools; the faculties of Social Sciences became a new 

form of training. 

 

4. Construction of references 
Creation of first musical-pedagogical faculties at pedagogical institutes in 

Ukraine met the requirements of the secondary school in its providing with 

teachers of music and singing. It also had a positive impact on the condition of 

musical-pedagogical education. Educational sector felt the need of 

professionally trained teachers. The first seeds gave good germination and 

stimulated the establishment of new faculties in various regions of Ukraine. 

Further scientific research allows generalization of the experience of teachers of 

music training in the period of reform and modernization of the education 

system. 

 

5. Conclusions 

As a conclusion it should be noted also that in the second half of the 70s 

significant changes in the content and organization activity of specialized 

departments that have contributed to the development of the theory and practice 

of music-pedagogical education had been made. Teachers of specialized 

departments conducted a targeted teaching work on the transition to teaching 

professional disciplines under the concept of creating a new musical-aesthetic 

education of the students. Musical-pedagogical faculties fully implemented 

teaching-upbringing opportunities in the training of highly qualified teachers of 

music and singing for schools and made long-term plans for further 

development and improvement. 
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Abstract: The musical language structure consists of living elements (because inside them 

the human`s musical language is synthesized), rich elements (because through them, people 

expressed their ideas and feelings), various elements ( as all cultures have formed and 

developed throughout history, their own and inexhaustible structures, transmitted through the 

ages, taken over, selected, enriched, extended). George Breazul was the first Romanian 

musician, who tried to conceptualize the embodiment of musical education through song, 

music play, and listening, starting from the specific acoustic universe, namely, children‟s 

folklore. Dmitri Kabalevski propsed the accomplishment of the musical education, based on 

the interpretation and listening of songs, belonging to a group of genders, which could 

represent musical styles and forms organized on themes. Originality and viability of the two 

visions, can be further noticed, because the logical organization of the acoustic material 

creates the circumstances for the listener‟s emotional auditory perception of the artistic 

message. The  mutual interrelation and conditioning of elements which form the musical 

language generated the emphasizing and prominence of each one, within the musical speech, 

which is reflected in the educational process. 

Key words: musical education, listening (audition), playing music, song, acoustic universe 

 

1. Introduction 

      From ancient times until today there have been concerns for education, 

which has a particular or public, religious or secular character, proving the 

preoccupation for the moral health and existence of each people. The musical 

educational phenomenon evolved from two perspectives: the systemic and the 

conceptual ones. If the musical and folkloric tradition, as well as the religious 

one represented the basis of education until the 21st century, the influences of 

the European musical culture penetrate all the educational systems, once with 

the introduction of  the  Occidental musical pedagogy precepts, so that the 20th 

century will be characterised by the diversity of the musical education addressed 

to the students of the compulsory general education, as well as to those of the 

secular and religious, special musical education (Pașca, 2006, p. 7). 

        The movement for an artistic education refers to the human destiny in a 

society dominated by the pragmatic and utilitarian spirit. The aesthetic education 

has undisputed progresses in the 20th century, when gets notable by his ideas 

Ernest Wever, who studied the relationship between the aesthetics and the 

pedagogy, contributing to the creation of aesthetic pedagogy. Art receives a 

compensatory function of the spirit equilibration, by cultivating high aspirations 

and affects (Văideanu, 1967, pp. 37-39). Other researchers are also concerned 

about the place and role of arts at school: Marthe-Belle Jouffray proposes for the 
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pupils to directly contact the artistic creations. Robert Glaton, Jan 

Wyerszytowski, Jean Piaget, Dmitry Borisovich Kabalevsky, George Breazul 

support musical education at school, because it stimulates the creativity, being a 

formative discipline; and Herbert Read and Ann Bustarret are sure about the 

fact that by musical education one achieves the sensitisation and intellectual 

development of children (Lupu, 1988, pp.19-20, 28-30). We propose to analyse 

the fundamental common elements, but also the differences noticed among the 

didactic and musical principles of  George Breazul, as well as in the Romanian 

musical pedagogy and of Dmitry Borisovich Kabalevsky, as founder of the 

Soviet (Russian) Pedagogic and Musical School. 

 

2. George Breazul and musical education in primary and middle school 

        George Breazul was one of the main initiators of the reform of teaching 

music in primary and middle school and in normal school in Romania, author of 

handbooks, didactic methods, considered as fundamental, the authors of some of 

the most comprehensive musical education and training studies. For him, school 

was a permanent source of culture - the main factor of modelling and formation 

of the consciousness of young generations. Musical art arrives at the general 

public by means of the player and it is consequently necessary the analysis of 

the performing phenomenon, because as George Breazul wrote, "The musical 

work of art, the living of values which it encloses, the magic of cradling and 

caressing the souls of those trusting it, the entire psychological process and the 

educational impact determined by it are under the hypothesis of audition, of 

listening to music.” (Breazul, 1939, p. 552). 

      He was the first Romanian musician having tried to conceptualise the 

teaching method of Music discipline, both from the point of view of expressive 

essence and of methodology. According to George Breazul, the field of Musical 

Pedagogy will include: Theory of Pedagogy, Teaching methods of music, 

History of Musical Education in Romania, Musical Acoustics, Musical 

Physiology and Psychology, Musical Aesthetics, Musical Folklore. He considers 

that Musical Pedagogy is meant to "establish a long-lasting relationship between 

the study of music and the Romanian psychological and social environment, to 

determine the removal of the primary and middle education of the primitivism 

condition, to elevate it at the level of the other education branches.” (Breazul, 

1966, p. 236). 

     The fundamental ideal of his musical pedagogical thinking was that "more 

than any other study discipline, the teaching of music in primary school must 

consider the psychological conditions of Romanian child, the ethical, aesthetical 

environment, as well as the Romanian ethnic and national exigencies. The 

Music handbook of the Romanian youngster must derive from the magic 

atmosphere of the Romanian folkloric song and by the Romanian character 

specific humaneness, included in the songs and dances of the people, to follow 

unabatedly the educative ideal of Romanian spirituality. Here are the 

fundamental conceptions which must be at the basis of the elaboration of the 

Music handbook for children." (Breazul, 1984, pp. 570 and 786, Letter of 1937, 
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no. 884). 

      Concretising his concerns and thoughts, he elaborates, in collaboration with 

Sabin V. Drăgoi and with Nicolae Saxu, handbooks and 36 collections of songs 

for children (primary and middle education), original and precious creations, 

still matchless. Melodical lines were represented by waves of colour, the content 

of the illustrated text by images particularly beautifully and attractively made, 

the durations by different sizes,  the graphic contribution belonging to A. Sirin 

and Demian. His works enjoyed special appreciation in Europe (Leo 

Kestenberg, Anna Lechner, Ernest Closson, Amédée Gastoué, Fritz Jöde, Hans 

Joachim Moser, Curt Sachs, Eduard Spränger, Shojiro Kawashima). They may 

be accompanied by corporal gestures and movements, according to the action 

expressed in the text, becoming musical plays. The representation by images 

helps the child to get familiarised both with the musical text and with the literary 

one, by the position according to the melodical line and to the image size 

(rhythm), the passage to the learning of musical reading-writing being easily 

made (Breazul & Saxu, 1985). 

      The performance methods will be the song and the dance (by melody, lyrics, 

movement). The choice and organisation of the didactic material - as George 

Breazul used to say - must be based on folk songs related melodical elements 

(children's folklore, with examples created successively on the children's 

intonation related musical scales) and on the cult musical works of art. In 

primary education, he visualises the use of different procedures in order for the 

acoustic auditive image to find its correspondent, the most adequate symbol in 

optical image. He prefers for the Music in school to become a living artistic 

discipline, replacing scholasticism of until then (partly renounce to the musical 

reading and writing). It is particularly interesting the idea that the didactic 

material must be extracted from the atmosphere where the child grows in order 

for the educator to guide him step by step to the knowledge and assimilation of 

the highest musical cultural goods. 

       In the first cycle, he proposes that the most adequate musical value is the 

one which is close to the child's mood, and when at the higher cycle, the 

introduction to universal creation. Technical knowledge taught must open the 

child to living and understanding possibilities of musical works of art. When 

teaching the component elements of musical language, the students must also 

seize their aesthetic value. For that, the child must have the visual, then the 

auditive representation of sounds (Breazul, 1939, pp. 533-535). 

 

3. Dmitry Borisovich Kabalevsky and particularities of musical education 

in Russian school 

      Dmitry Borisovich Kabalevsky was a big personality of Soviet/Russian 

musical culture, his composition contributions and his achievements in the field 

of organisation and orientation of musical education still having today an 

indisputable value. His importance consists in creating programmes and 

handbooks of musical education, systematising methodical principles, 

scientifically conceived, appreciated by Russian and European specialists. As a 
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composer, musicologist, pianist, conductor, he proposed a musical education 

method based on interpretation and audition of musical pieces belonging to 

more restrained genres and which have the capacity to cover extended musical 

styles and forms. 

        His contribution to the repertoire of children and to the musical educational 

programme created for schools made him famous equally as Carl Orff or Zoltan 

Kodály. He taught in schools and he focused more on education by operas or 

symphonies. Some of the songs composed for children became symbols of the 

Soviet epoch, such as Chetvyorka druzhnaya rebyat and Shkol'niye (Walker, 

2007, p.154). We consider as necessary to synthesise the musical education 

system conceived by Dmitry Borisovich Kabalevsky in relationship with the 

achievements of the European specialists. We distinguish the following 

principles according to which musical education of children must be made by 

intonation and audition according to the principle of thematism , following 

several interdisciplinary topics, such as: music and nature, dance, literature, 

plastic arts, programmatic and no program music, musical image and 

dramaturgy, national music, academic and entertainment music, historic 

perspective music.  Thematism is concretised by the musical repertoire formed 

by proper songs, dance music and marches, such genres being characteristic in 

the life of Soviet peoples, on which all the music is based. The cradle song is 

continued by folk song, than romance, lied and aria. Dance is present in all the 

musical ages, starting from the folklore dance and continuing with minuet, 

pavane, counter-dance, waltz, contemporaneous dance, which must be 

auditioned. March will cover progressively the way from song to march, from 

march to parade, sportive, military, solemn, wedding folklore, funeral 

(Munteanu, 2008, pp. 71-72). 

      In order to perform the ideas launched by the great pedagogue, he proposes 

"The Story of the three whales", whereby the three genres of musical initiation 

are compared with three whales, idea which was taken from a Russian fairytale 

(telling, dramatisation, didactic play approaches), where the Earth - The Great 

Music is lying against the back of three whales - musical genres - dance, march 

and song. In this manner, Kabalevsky makes attractive the musical education 

process, making accessible the sonorous universe, approaching thematism, 

ensuring an active audition, associated with movement-dance, of the musical 

play kind (Goléa, A. & Vignal, M., 2000). The musicologist proved all over his 

activity that the purpose of musical manifestation is the aesthetic one and that 

musical phenomenon is of the sonorous-acoustic type. But, by music, there are 

release strong moods, because at the origin of music there are causes related to 

human life and feelings, to their pains, joys, aspirations. Around the sound the 

other elements of musical language gravitate (Kabalevski, 1993, pp. 10-22). 

 

4. Conclusions 

Similarities 

      We notice similarities between the two pedagogic and musical conceptions 

as vision, approach and methodology. Conceptually, they are:  
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1. school is an ideal propaganda and cultural progress factor and, as George 

Breazul recognises, "music message  kept living in school the musical 

consciousness of people and, both by the number of hours and by the presence 

of music in many categories of schools, the connection bridges between the 

musical soul of social collectiveness and school were not broken." (Breazul, 

1984, pp. 371-372). 

2. the aesthetic value forms a single sphere where there are different values of a 

society; in order for this value to contribute to the spiritual improvement of the 

society, one should consider the spiritual development of human being, and art 

can only influence educationally in relationship with the other cultural values 

(Breazul, 1966, p. 300). 

The organisation of activities considers 

1. the interdisciplinary approach must be made by the concretisation of the 

connections of music with the other arts, but also disciplines such as mother 

tongue, history, foreign languages, geography (Iușcă, 2016, pp. 109-110). 

2. children's training in musical practical activities (singing in musical groups, 

auditioning musical works in the concert hall) will have an important role in 

education (Iaţeşen, 2016, pp. 88-90). 

3. finishing the musical education by systematised study of musical folklore and 

of music history included in syllabi (Vasile, 1995, pp. 186-190). 

       As a method of performance of the ideas launched by the two pedagogues, 

they propose for the formation of skills to be made step by step, by normal 

training and by active participation, by learning the musical writing-reading 

elements concretised according to the valuable examples chosen from the cult 

folklore and music (European and autochthonous) (Vasile, 1995, pp. 191-192). 

Discrepancies 

       We consider as being necessary to synthesise the musical education system 

conceived by Breazul and Kabalevsky related to the achievements of European 

specialists, making the distinction of the following principles according to which  

the vision of the two specialists regarding the children's musical education is 

differentiated. 

      The Romanian pedagogue George Breazul asserts that learning should be 

made by singing as hearing, the use of toys and musical instruments for 

accompaniment, by musical play, and as methods of achievement of the ideas 

launched by the pedagogue, he proposes:  

1. integration of musical play, as learning method, having the model of 

children's folklore (by movement, gesture, pantomime) (Pașca, 2015, pp. 323-

325). 

2. the awareness of musical language will be covered by handbooks elaborated 

from easy to complex, by viewing the melodic line, the rhythm and the content 

of ideas, in an original and attractive manner (Vasile, 1995, pp. 193-195). 

     The Soviet/Russian pedagogue Dmitry Borisovich Kabalevsky is the 

promoter of musical practice mainly by learning the autochthonous vocal 

repertoire and by audition, according to the previously presented classification 

(Pozhidayev, 1993, pp. 5-7). 
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      In the conceptual plan, the specialists of the fields of psycho-pedagogy and 

arts pleaded for including music in children's and adults' education. Learning 

musing took place until the 19th century, orally, by religious and folk songs, and 

the European and national cult musical repertoire (specially composed for 

children), accompanied by musical alphabetisation, became, from the 19th 

century until now, the fundamental coordinate of children's musical education,  

even if the discipline related methods, the content of the syllabi and of 

handbooks were different (Pașca, 2006, pp. 47-65). 
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Abstract: Present day art phenomena that surround us from all media channels compel us, 

who have been educated as professional musicians, to find justifications for the sonic abuse 

that contemporary society is subjected to and to resuscitate, within this vitiated context, the 

art music meant to re-educate our people, restoring them to the conscience and value of their 

identity. Educating the public and bringing them closer to contemporary art is a task meant to 

be fulfilled by music institutions as well, since they should seek to investigate efficient 

methods of generating connecting bridges to the large masses by transforming music into a 

shared cultural commodity.  

Key words: music, management, entrepreneurship, research, communication 

 

1. Introduction 
Current technology provides us with an abundance of means for music 

dissemination (live concerts, radio, television, internet, etc.) but also forces us to 

study the peculiarities of the new communication tools in order to adapt artistic 

products to this type of revolutionized marketing. The age we live in is one of 

breathtaking speed, in which music has moved from distribution by  empirical 

means to mechanical and electrical disks, radio, sound film, recorder tapes, 

transistor devices,  stereo or mono minidiscs, TV, tape cassettes, CDs, internet, 

etc. Today‟s consumers are caught in a continuous sonic involvement due to this 

abundance – a fact which has caused them to become passive actors of the 

artistic act. We realize that contemporary audiences have reduced their ability to 

concentrate on quality stimuli and thus lost interest in professional 

performances. Current culture has become uniform, standardized, and lost the 

aesthetic-humanist content that individualized it in the past.  We believe that 

the so-called ambient music has become an aggression that immunizes 

population by all possible sonic resources, starting from mobile phones 

ringtones to the background music in bus stops. Due to excessive broadcasting, 

audiences tend to retreat and prefer an intimate familial environment in order to 

listen to quality musical recordings. 

We know from studies that have been done so far that music can be a real 

incentive, measuring its social dimension by the adhesion and empathy that is 

created between the public of concerts or of other collective events of the kind. 

It works on an unconscious level, being able to produce specific physiological 

and psychological effects: catharsis, euphoria, increased cognitive efficiency, 

etc. There are many music lovers who do not have an education in music, who 

enjoy concerts because they offer them a strong emotional state. However, we 

may often encounter people whose musical tastes are used in order to self-label, 
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to communicate their own values and how they would like society to assess their 

attitudes.  

In 1997 Steven Pinker, one of the most reputed experts of cognitive and 

linguistic science in Canada, held a conference at the Massachusetts Institute of 

Technology in which he explained why music is actually a pleasure search 

behaviour: “music presses the buttons of the linguistic capacity (...) of the 

auditory cortex, a system responsible for the emotional signals of the human 

voice (...) and for the motor control system, which infuses rhythm to the muscles 

when walking or dancing.” (Pinker, 1997, pp. 511-528). In order to measure its 

psychological capacity, the same author demonstrates in the work Language 

Instinct - how the mind creates language that music exists and is consumed 

despite the fact that it is biologically useless, pointing out that it has no concrete 

purpose in fact; it does not prolong life and does not help in a better 

understanding of surrounding phenomena, as do for instance eyesight, language, 

or thinking. For example Pinker leads us to an understanding of the fact that 

music could disappear from the species without changing the course of life, all 

the more now, in contemporary times, when society is connected to an agitated 

and very concrete reality, which does not allow too many breaks for the 

relaxation of the soul. 

Another psychologist, Dan Sperber, states that man‟s development of his 

cognitive ability to work with complex patterns goes back to primitive times and 

that music is actually an evolutionary parasite that exploited the functions of real 

communication. We continue to believe that music plays an important role in the 

“development of the species”, both socially, as we have already argued, and 

medically. Music therapy, a field that uses art as a clinical instrument, managed 

to help improve and even cure serious diseases such as Alzheimer‟s, autism, 

post-traumatic stress disorders, dementia, stroke, dyslexia, pain management, 

stress, and anxiety, coma etc. For people with Down syndrome and autism, who 

suffer from abnormal neural and cognitive developments, music has proved to 

be particularly useful in communication and empathy. This type of ill persons 

very frequently happen to be very receptive to and even talented at music 

(neuroscientists explain this phenomenon by “double dissociation”, that is, the 

existence of certain genes that influence extravertion and musicality). 

Music is also an important part of child development, training their 

thinking for future social and cognitive activities. Certain analyses accomplished 

by sonic stimulants can predict possible language difficulties of children at a 

very early stage. Therefore, for this category of consumers, music acts in 

biological processes before the brain is mature, determining them to explore new 

perceptions before the mind is fully developed. In the mother-child relationship 

singing and the rocking-specific rhythmic movement have always replaced the 

foetal capacity to distinguish sensory information during the first months of life. 

Thus, between the two, connections are established through musical 

communication, offering the child a familiar contact that remains imprinted in 

the cerebral area. Listening to music activates almost all brain regions which, in 

addition to detection, process and systematise sound stimuli, submitting them to 
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a detailed analysis process (the pitch of the sound, tempo, timbre, etc.). The first 

structure stimulated by the musical activity is the one in the sub-cortex 

consisting of cochlear nuclei, cerebellum, and brainstem. Impulses are then sent 

through the auditory cortices to both sides of the brain, and, if the musical 

material happens to be familiar, they also reach our memory centre, the 

hippocampus, as well as some sections of the frontal lobe. If we get involved in 

musical activity, even if only to beat the rhythm of a song with our leg, other 

new circuits are activated: the chronometer of the cerebellum, the motor cortex 

behind the frontal lobe, the sensory cortex responsible for the tactile senses, the 

visual cortex if we need to read a score, the language centres if we need to 

remember the lyrics of a song, etc. This shows how much biological complexity 

music brings to the development of the species.  

 

2. The public – physiologies in the construction of music preferences  

In forming and maintaining musical preferences, factors that play an 

important role are personality, cognitive abilities, self-assessments, and social 

elements. Declaring these items involves marking one‟s personal identity and 

individuality. Our brain has a fantastic absorption capacity and the optimal 

period to consciously educate musical preferences is adolescence, when the 

speed of connections is maximal. It is desirable to distribute, at this stage, as 

many and diverse musical materials as possible in order to build and develop the 

neuronal “networks” of future listeners. 

As we grow older neural circuits become less flexible, which means that it 

is increasingly difficult to incorporate and accept major novelties such as music 

or language systems. Post-maturement involves the simplification of synapses 

and removal of unnecessary neural links, so that a person who has not had 

contact with music until the age of 20 is incapable in neurological terms of 

developing the same level of understanding and appreciation as one who has 

been intensely and consistently educated from an early age: “in general, from 

eight to fourteen, the brain starts removing what is superfluous in the frontal 

lobes, the seat of higher thinking, of reason, planning, and impulse control. 

During this period, myelination begins to accelerate. Myelin is a fatty substance 

which covers the axons, accelerating synaptic transmission. The myelination of 

the entire brain generally ends at the age of twenty.” Musical communication is 

usually infra-verbal, directly oriented to the listener who must decode its 

message, relive and recognize the musical language elaborated by the composer. 

Listening to music involves several processes of a neurological, physiological 

and psychological nature, which, when perceived as such, can improve the 

attributes of communication by anticipating the listener‟s needs: 

• The sensory reactions of the acoustic impact, which become established in the 

cortical area. 

• Reception of sounds in the temporary lobes 

• Perception of musical language in the right cerebral hemisphere (in a point 

symmetrical with that of the speech centres of the left one) by analyzing, 
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structuring and gaining awareness of technical and emotional issues to which to 

the listener‟s senses react. 

We notice thus that in musical perception there are at least two types of 

messages, some decodable, ciphered in the musical notation, and other less 

obvious, related to the psychological impact. The extreme poles of musical 

communication are the composer and the audience. Conjunctural peculiarities 

related to the musical notation, the quality and the place of performance, and the 

emotional state of the listener are the instruments through which the message is 

transmitted between the two poles. 
Composer                                                                                                          Public 

Communication / decoding channel 

Character and fidelity of performance 

Acoustics of the hall 

Emotional state of performer and listener 

Psychosomatic effect of music  

SENDER ______________________________________________RECEIVER 

Communication, defined in a general sense, requires an exchange of 

information between two or more systems by which the receiver reflects the 

message of the sender. The theories built by communication science focus on 

the factors involved in the processes of transfer, in order to identify operational 

methods by which the message can be offered optimal conditions of 

dissemination. Musical communication is getting very close to the 

“psychological communication” model. From the perspective of this model, the 

activity in the system is in fact a network in which the pillars of distribution and 

reception are interdependent, both from an interspecific (within the relationship 

to the public) and an intraspecific (within musical subsystems) perspective. If 

we were to explain the quality of the musical message, we could state without 

reservations that the most consistent attribute in the communication with the 

public is the generation and preservation of emotions. It is one of the reasons for 

which music, in order to complement or intensify some reactions from 

consumers, is extensively exploited by film and advertising producers. Emotion 

is in fact the primary, spontaneous reaction which we experience following 

exposure to a stimulus, in this case a musical one. Although the phenomenon is 

quasi instinctive, it gives rise to an extremely varied and differentiated range of 

emotions: joy-sadness, admiration-contempt, sympathy-antipathy, satisfaction-

dissatisfaction, etc. 

The science of psychology states that emotive experiences are 

permanently bi-univocal and their refinement towards positive or negative 

extremes is guided by context (circumstances, motivation, complexity of the 

relationship to the triggering factor). There is also a set of secondary emotions 

which evolve as a continuation of the first instinct and can take different forms. 

For example, studies have shown that in the case of subjects whose primary 

impact was “fear”, the secondary stage installed, in almost all cases, a sense of 

“adaptation” to the new straining circumstances. We may construe that this 

conduct of acceptance comes from man‟s survival instinct, but also from man‟s 

innate ability to learn and self-educate in order to meet new requirements: 
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“emotions are altogether findings of learning and education, like the reasons that 

maintain them; adults are dominated by social stimuli, patterns of conduct, 

language, interpersonal relationships.” Affective learning is therefore a 

developed form of the secondary emotions, whose specificity is based on the 

mobility of feelings. People who educate their emotions will be in a permanent 

search for a certain kind of equilibrium, which will be achieved through 

motivation, that inner spring that feeds us and adjusts our existence. Music, by 

its structure, also resorts to empathising, urging the public to identify or intuit 

the composer‟s affective state in order to fuse with the one who generated the 

feeling. In this case we are talking about a complex process of perception, 

located on both the conscious and unconscious levels of the individual, an 

interrelation between the cognitive and affective sides. Empathic ability is 

considered to be closely related to artistic talent, to identifying and highlighting 

the creator‟s self. 

 

3. Limitations of communication. New concepts and reluctant attitudes 

Globalization and convergence of the multimedia and the 

telecommunication technology have transformed consumers from passive 

receivers of messages into active co-creators of the cultural context. Creative 

industries and musical entrepreneurship are actual concerns in the world, but 

they are currently not widely accepted in our country. Creative industries are a 

relatively new concern which has emerged in recent years as a response to the 

need for a self-sustaining culture. At international level there is a greater 

openness towards the absorption of entrepreneurship education in the fields of 

art, on the one hand for socio-political causes - as creative initiatives gain 

ground as solutions for re-educating the population and combating violence – 

and on the other hand for economic causes - since artistic skills are assessed as 

very useful in the development processes of various products. 

Integrating cultural entrepreneurship in Romania faces difficulties related 

first of all to perception and the level of information; either because the 

relationship between art and the consumer market, namely the science of 

trading, seems frightening and unapproachable, or because such a system of 

creation, in which art is subject to the need of the general public, may confine 

and therefore devalue the cultural products proper. We will go on to highlight 

some aspects of historical importance in the music business, in order to prove 

that this trend is not new, as it has existed along with pure art for more than 

seven centuries. The term “entrepreneurship” appeared in the 14
th
 century and 

was settled as a science in the economic environment. The concept was 

developed over time, mainly in the field of trade, involving actions of product 

representation and sale. Joseph Schumpeter, who was considered a genius of 

twentieth century economy, said: “In entrepreneurship there is an arrangement 

that we make in relationship to a particular type of behaviour that includes: 

initiative, organization, and reorganization of socio-economic mechanisms.” 

(Schumpeter, 2004, p. 256). 
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The definition quoted is part of any creative system. A record of the debut 

of musical entrepreneurship is found around the year 1473, 20 years after the 

invention of Gutenberg‟s printing press, with the invention of the first machine 

made to edit musical scores. Thus, in 1501 in Venice, Ottaviano dei Petrucci 

brought out the first music collection, Harmonice Musices Odhecaton, which 

contained 96 edited works. These methods of writing rapidly entered places of 

worship, offering attractive opportunities for the use and storage of liturgical 

chants. In the early nineteenth century the industries of musical score producers 

had already taken shape and they were competing to become absolute economic 

powers. Their success was dethroned by the emergence of the phonograph and 

the marketing of tin and later waxed paper cylinders on which concerts were 

recorded. Contemporary music writing after the 1990s benefited by computer 

production, namely software for writing, listening, and learning music. The 

virtual environment currently holds a definite monopoly in the music business. 

For practitioners, its contribution consists in the liberation from the gross work 

of score copying, reduction of costs for the reproduction of composed pieces, 

reductions and instant transpositions of instruments and vocal lines, the 

possibility of distance musical education via video lectures, marketing of 

musical works, promotion of composers and performers, design and 

implementation of large-scale music events, etc. 

We believe that the most important action undertaken by musical 

entrepreneurship after 1990 was to develop transportation and exchange 

networks of artistic products between nations, thus providing a valuable view of 

global multiculturalism. This developed a subset of promoters called “media 

researchers”
24

 in the literature who exert a certain influence on the musicians 

they represent. It is assumed that artistic acts are affected by the intervention of 

the media, namely by articles and critical studies, consumption patterns of the 

population, etc., in the sense that the intention of not accepting the ambience in 

which a musician lives can be harmful to the promotion of their works. In other 

words, selling an exclusivist musical product to those who are not connoisseurs, 

in a raw form, without identifying a communication channel, may prove to be an 

unsuccessful action. The entrepreneurship of the past twenty years, known to the 

music industry as “creative industry”, deals with the study of this intermediary 

medium, that is, with the way to connect specialist practitioners (producers) in 

an optimal manner with those who represent the potential public (consumers or 

customers). The Romantic era, which, as previously discussed, fuelled a system 

of entrepreneurship in the cultural area, delimited to an equal extent the need of 

art to formulate its own expressions and to preserve its authentic value, so that 

the feeling of the battle between creativity and trade still persists. 

 

4. Conclusions 

We are anchored in a permanently changing society, with a demanding 

public who require products to match. The new political-cultural strategies are 
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currently focused on everything that is reflected by reality, that is, the 

technological developments and the confrontation with other types of public. 

Culture can be a valuable source of innovative ideas that has the potential to 

recover the economy and to re-educate the society. No nation can exist without 

culture, without national identity. Regardless of the direction it is analyzed from, 

art must preserve clearly defined values and norms. Finding a method of 

“actively storing” the heritage, with its uniqueness, is a high priority concern of 

the contemporary age and an increasing concern when it comes to inclusion, 

society, economy, and community integration. 
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Abstract: The choice of valuable interpretative versions is highly important for both pianists 

on their way to performance and teachers in their complex activity of piano training. These 

become real models of esthetical thinking and artistic inspiration in the approach of 

a musical work. We shall use Sonata in D minor D 958 by Franz Schubert as an interpretative 

analysis model in the view of the pianists Alfred Brendel and Murray Perahia. 

Key words:  Alfred Brendel, Murray Perahia, comparative interpretations, piano 

 

1. Introduction 

Both the lovers of classical music and specialists have access today to 

reference interpretations with great contemporary pianists through the large 

number of CDs, DVDs and Internet websites that have appeared over the past 

years. The choice of valuable interpretative versions is highly important for both 

pianists on their way to performance and teachers in their complex activity of 

piano training. These become real models of esthetical thinking and artistic 

inspiration in the approach of a musical work. We shall use Sonata in D minor D 

958 by Franz Schubert as an interpretative analysis model in the view of the 

pianists Alfred Brendel and Murray Perahia. 
  

2. Alfred Brendel - short biography 

Alfred Brendel is one of the most important pianists of the 20
th
 century 

and the beginning of the 21
st
 century, famous for the interpretation of the works 

of Haydn, Mozart, Beethoven, Schubert, Brahms and Liszt. A. Brendel was born 

on the 5
th

 of January 1931 in Wiesenberg, Czech Republic and studied piano, 

composition and conducting at Zagreb (Croatia) and Graz (Austria) with Edwin 

Fischer, Paul Baumgartner and Edward Steuermann (a student of Busoni and 

Schoenberg). His international career started in 1949 after ranking the fourth at 

Busoni Competition of Italy and lasted until 2008 when he withdrew from the 

musical stage. Besides recitals in Europe and USA, the pianist also had a 

prodigious concert career under the baton of some famous conductors such as 

Claudio Abbado, Sir Simon Rattle, Daniel Barenboim, Bernard Haitink, Sir 

Charles Mackerras, Mariss Jansons etc. Alfred Brendel has one of the broadest 

discographies, some of the most important records including the complete 

collection of the piano concertos by Mozart, all the solo piano works by 

Beethoven (he is the first pianist to have achieved it), the piano concertos by 

Brahms etc. One of the most notable achievements of Alfred Brendel is the 

attempt to draw the attention on the importance played by the piano sonatas by 
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Franz Schubert, by musicological writings, as well as by the recordings at the 

record companies Philips and Decca: the sonatas D 537, D 575, D 664, D 784, D 

840, D 845, D 850, D 894, D 958, D 959, D 960.  

Alfred Brendel won many awards for his records: The Great Award of the 

Liszt Society, The Gramophone Award, The Great Award of the French Disc 

Academy, The British Music Association Award, The Léonie Sonning Award, 

The Siemens Award etc. The pianist received a large number of honor diplomas 

from Oxford, Yale, Sussex universities etc. and was conferred upon title of 

Knight of the British Empire in 1989 for „The remarkable services brought to 

the Music of the Great Britain”
26

, where he established his residence in 1972. 

Alfred Brendel is also a famous musicologist, his essays being extremely 

valuable and useful to pianists, as well as to any musician: Musical Thoughts 

and Afterthoughts (1976), Music Sounded Out (1990), Alfred Brendel on Music: 

His Collected Essays (2001) (contains the reviewed versions of the first two 

books and other essays). In the book entitled Le Voile de l‟Ordre. Entretiens 

avec Martin Meyer
27

 (2002), the pianist speaks about his life and career, about 

an interpreter‟s freedoms and obligations, about the musicians that had an 

influence on him: Alfred Cortot, Edwin Fischer, Wilhelm Furtwängler, Wilhelm 

Kempff etc. 
 

3. Murray Perahia - short biography 

The American pianist Murray Perahia is considered to be one of the most 

lyrical pianists of our times, being often called „musician‟s musician”
28

. He was 

born on the 19
th
 of April 1947 in New York and started taking piano lessons 

when was four. Latter on he went to Mannes College, where he graduated from 

conducting and composition. In 1972 he ranked first at the fourth edition of 

Leeds International Piano Competition, being the first North-American to have 

achieved such a performance. The musicians that marked his artistic evolution 

include the composer Benjamin Britten, the tenor Peter Pears and the pianists 

Rudolf Serkin and Vladimir Horowitz, the latter one exerting a defining 

influence on his piano technique. Besides a rich solo career, Murray Perahia is 

also an interpreter of chamber music together with the Guarnieri and Budapest 

quartets. He is also main conductor guest of the Academy of St. Martin 

orchestra in the Fields, that went on tours in USA, Europe and Asia. The 

popularity that Murray Perahia has is also supported by the large number of 

recordings for which he received numerous Grammy and Gramophone awards. 

The pianist holds honorary doctorate degrees conferred upon by the Universities 

of Leeds and Duke, and in 2004 Queen Elisabeth II conferred upon him the title 

of Knight Commander of the British Empire for the remarkable services brought 

to music. 
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4. Compared analysis of the Sonata in D minor D 958 by Franz Schubert 

Alfred Brendel recorded the sonata in D minor D 958 by Franz Schubert in 

1987 at the record company Philips, and Murray Perahia recorded it in 2003 at 

the record company Sony. 

First part, Allegro giusto (Alfred Brendel – 10'26", Murray Perahia – 

10'47") 

Exposition 

The interpretative version of the pianist Alfred Brendel is extremely suggestive, 

the tension of the musical discourse giving to the beginning of the sonata a 

dramatic atmosphere, an atmosphere of panic where „The leading character in 

this tragedy is being chased and cornered and looks in vain for a way of escape.” 

(Brendel, 2007, p. 140).  The vision of the pianist Murray Perahia impresses us 

by the special attention to details, by the sustained tempo, rhythmic highlighting, 

his full approach full of drama emphasizing the similarity between the beginning 

of the sonata and the theme of the 32 variations by Beethoven.The interpretation 

offered by the pianist Alfred Brendel highlights the complex construction of the 

secondary theme (theme with variations) by the clear demarcation of the three 

component sections by means of the ritenuto at the end of the theme and first 

variation. The interpretative version of Murray Perahia of the secondary theme 

is interesting as well: in this case the agogic liberties are minimal, the pianist 

highlighting only the quavers of the anacrusis of the first variation by 

distributing a small ritenuto. Both pianists highlight the lyrical and cantabile 

character of the secondary theme by small shades of piano and pianissimo, 

achieved through an expressive legato at the bottom of the key. The tension 

created at the end of the secondary theme is conveyed by the two interprets by a 

dynamical sonority, the variational nature of the last section being underlined 

through the highlight of the melodic line included in the series of sixteenths at 

the right hand. Both Alfred Brendel and Murray Perahia take into account the 

repetition sign of the exposition end, in the section resume the two pianists being 

loyal to their own interpretative conceptions approached in the first exhibit of 

the thematic material. 

Development  

Murray Perahia gives to this section an energetic character and underlines 

the harmonic mobility specific to the first development stage through strong 

dynamical contrasts and small agogic fluctuations. The pianist achieves the 

dynamical contrast ffz-piano of the development beginning by taking into 

account the quaver pause and the slight delay of the piano shade, therefore 

succeeding in creating a special sound effect. The version offered by the pianist 

Alfred Brendel has a little too agitated character due to the more moved tempo 

in the development beginning, that is almost double compared to the calm and 

quiet tempo in which the interpreter ended the exposition. The two interpretative 

versions of the development end captivate us through the rhythmical accuracy 

and dynamic tension from pianississimo to forte, Alfred Brendel and Murray 

Perahia preparing this way the return full of drama of the main theme within the 

reprise. 
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 Reprise 

 Within the reprise both pianists follow their own interpretative 

conceptions used in the exposition, with a view to emphasising the thematic 

contrast created by Schubert. Coda benefits from a much more suggestive 

interpretation according to the pianist Alfred Brendel, this one highlighting the 

climax of the emotional tension of beat 263 through dramatised musical 

discourse. 

Second part, Adagio (Alfred Brendel - 8'13", Murray Perahia – 8'26") 

Exposition 
In the beginning of the second part, the pianist Alfred Brendel opts for a 

fuller sonority with a view to creating the dynamical difference indicated by 

Schubert in the score (piano – pianissimo) upon exhibiting the second period of 

the main theme. The pianist makes use of dynamical fluctuations within the 

musical phrases in order to highlight the modulating character of the theme. 

Murray Perahia does not comply with all the shades indicated by the composer 

in the score, using a dynamical range more reduced than the one used by Alfred 

Brendel when rendering the main theme. Nevertheless, he achieves an 

extraordinarily suggestive interpretation by which he underlines the solemn 

atmosphere provided by the beginning of the second part. The emotional 

deepness, the timbre subtleties and the pianist‟s attention focused on every detail 

of the musical discourse, turn this interpretative version into one full of 

refinement and mastery. With a view to rendering the progressive tension of the 

musical discourse within the secondary theme, Alfred Brendel chooses to 

combine the dynamical growth in the end of the first segment with an 

accelerando distributed over the last beats. In the interpretative view of the 

pianist Murray Perahia, the agogic fluctuations within the secondary theme are 

minimal. In order to highlight the rhythmical diversifications that turn the 

musical discourse of the secondary theme into a dynamical one and to avoid 

loading the reduced sonority of pianissimo, the pianist does not use the right 

pedal in beat 28 when the rhythm of the accompaniment goes from binary 

divisions to ternary divisions. 

Reprise 
In the reprise the musical discourse provides the two pianists with the 

possibility to exploit the entire timbre and colour richness of the instrument, 

which contributes to the achievement of a particularly suggestive image. 

Third part, Menuetto.Allegro (Alfred Brendel - 3'14", Murray Perahia – 

3'08") 

Menuetto 

In the third part the two pianists choose the same lively tempo that allows 

them to give fluency to the musical discourse and underline its dancing 

character. In the first period of the Menuetto, both interpreters opt for the same 

ample phrasing that contains the entire section. The differences between the two 

interpretations are from the dynamical point of view, both versions being 

equally interesting: Alfred Brendel chooses to comply with the crescendo 

indication marked in beat five, whereas as far as Murray Perahia is concerned 
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the dynamical growth starts from beat four, together with the ascending 

direction of the melody.  In the view of the pianist Alfred Brendel, the arpeggio 

cells per quaver values (from the median period of the Menuetto) are interpreted 

non legato and without the right pedal, which leads to a rather dry sonority of 

these ones. At the same time, the dynamical contrasts are not as obvious as with 

Murray Perahia, who succeeds in this way in highlighting the more vigorous 

character of this section. 

Trio 
In the interpretation of Trio, the pianist Murray Perahia manages to 

masterly render the dancing atmosphere, by conferring upon the section balance 

and refinement. The subtle musicality of the pianist Alfred Brendel is very 

suggestive in Trio, his interpretative view impressing through the quality of the 

sound, perfect phrasing, and special colour effects obtained by means of the 

right pedal and soft pedal. 

         Fourth part,  Allegro  (Alfred Brendel - 9'15", Murray Perahia – 9'14") 

Exposition 
 The two interpretative versions catch the obsessive character of the sonata 

end, the exhibit of the main theme being accompanied by an extended 

dynamical range (pianissimo-fortissimo) and precise rhythm. The tempo chosen 

by the two pianists helps them keep the clarity of the quaver pulse, therefore 

highlighting the energetic character of the theme. In contrast to Alfred Brendel, 

Murray Perahia uses too much pedal in bridge, an aspect that attenuates a certain 

degree of the clarity and suppleness of the quavers in staccato. In the 

interpretative view of Alfred Brendel, the secondary thematic group gets a rather 

agitated aspect, especially when it comes to rendering the chromatic path of the 

first segment (m. 131-132, 135-136, 139-140). The version of the pianist Murray 

Perahia is more inspired, this one opting for a more balanced interpretation of 

the secondary thematic group, in which he follows the fluency of the exhibit of 

the main motive in different registers.  

Development  

The pianist Alfred Brendel offers an important role to the episode theme of 

the development, his interpretation full of lyricism and sensitivity highlighting 

its bond with the melodism of vocal type. The contents full of tension in the 

second development stage is more obvious in the interpretation of Murray 

Perahia, the pianist preparing the climax of beat 410 through step by step 

dynamical gradations and through dramatised musical discourse. 

Reprise 
In the reprise both pianists mostly follow their own interpretative 

conceptions used in the exposition.The entire timbre-colour richness of the 

instrument is exploited in both interpretative views of the last part, the two 

pianists succeeding in creating suggestive images that highlight the richness of 

these Schubertian pages. 
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PART II 

 

DRAMA / CHOREOGRAPHY 
 

1. CREATIVE APPROACHES TO PERSONAL DEVELOPMENT 

 
Anca Doina Ciobotaru

29 
 

Abstract: The contemporary Romanian school has frequently been a matter of debate; 

contents, methods, strategies, manuals, authors, analytical programs – they have all been 

supported, debated, annulled and reconsidered. However… The Ministerial Order that has 

allowed, in 2012, the introduction of “Personal Development” in the curriculum has opened 

a path that has not yet accomplished its role of guiding students to themselves and to the 

optimal variant for the manifestation of their potential; this aspect has even been 

demonstrated by analytical programs submitted to and edited by well known publishing 

houses. Therefore, the present study is meant to open an efficient dialog on the necessity of a 

transdisciplinary and creative approach to personal development.  

Key words: theatre techniques, personal development, communication  

 

1. Arguments 

The rather shy approaches on structuring coherent didactic strategies 

focusing on “personal development” have determined us to plea for a 

transdisciplinary approach that is (in our opinion) the only way to come to an 

efficient impact. Theatre techniques, narrative or dramatic texts, and the 

principles of personal development can become a creative threefold basis for 

real and harmonious development of the students‟ cognitive, emotional and 

physical intelligence. The concept of personal development – “self help”, as it so 

often appears in the specialty language across the ocean – is, first of all, a 

continuous process through which we can change ourselves, on a daily basis. A 

process that determines reaching the best variant that can come to life TODAY, 

and a process that is strongly tied to permanent education. It is hard to even 

estimate the number of books that have been written on this topic, and there are 

increasingly more fields that offer perspectives for approaching it; there are, 

obviously, pedagogy, motivational psychology, sociology – which tend to catch 

most of our attention. However, art can offer everyone the possibility of a 

creative approach.  

Changing the paradigm does not imply only a creative approach and using 

theatre-specific techniques, but also stepping out of the square – which becomes 

concrete through the acceptance in school bibliographies (specific to the 

analyzed field) of works written on collateral topics, which include success-

oriented education, motivational or transformational principles. Among the best 
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known authors, there are: Napoleon Hill, Dale Carnegie, John Maxwell. 

Awareness of the starting point (A) and of the aimed one (Z) will make the road 

possible. On the road from the idea to the creative manifestation, what matters is 

the process, not the end; the transformation, not the outside aim.  

 

2. Principles and directions for action  

A systemizing of the principles that have been established in writings on 

personal development can reveal three fundamental directions:  

A) The Principle of Awareness  

This principle implies awareness of three important aspects:  

- Identity – Who am I?  

- Knowledge – In what stage of development am I? 

- Wishes – What do I wish to become?  

Reinterpreting these questions leads, firstly, to the matter of self image, 

which can be an engine or a brake for personal development, for making the 

most of one‟s potential at a given time… “…it‟s not who you are, but who you 

think you are that keeps you stuck.” (Maxwell, 2013). Nobody can reach beyond 

this limit; self image can be a limiting point. In fact, improving each student‟s 

self image (based on self knowledge and the wish to grow) can also contribute to 

diminishing the number of abuses in school communities; if the number of those 

who silently agree to being manipulated, humiliated, or abused (be it verbal, 

physical or any other type) decreases, then, certainly, there will also be a 

decrease of the abusers‟ force. Identity should not be reduced to a name; 

creating a context for maximizing the creative potential can generate the 

development of self esteem, of confidence and of an assimilated value system.  

The question “What do you want to do?” turns into “What do you want to 

become?”; the individual is replaced by the developing personality. The 

apparently difficult answer can be relevant to the one who searches for it 

through playing; roleplaying, for instance – and not only – can offer the chance 

of safe experimentation, the technique being well known and frequently used. 

However, the less used aspect is intuition – a form of manifesting the ineffable 

side of our identities. Children, teenagers have the inalienable right to have an 

identity, but shouldn‟t the identity and integrity of their dreams be a priority?  

Modern society seems to require a change of emphasis in success-training 

programs; Steve Jobs has sent an alarm, in this regard: “Have the courage to 

follow your heart and your intuition. Somehow, they already know what you 

truly want to become. Anything else is secondary.” (Roșoga, 2013, p. 67). The 

dream seen as an imprint of the Self – this is one of the ideas that can be at the 

basis of a creative pedagogy of personal development. Literature can be an 

endless source of models who have known to follow their dreams, to turn the 

imaginary into reality. However, the story cannot determine the child‟s personal 

development by itself, but the relation to it, to the shown/chosen model.  

B) The Principle of Reflection 

- It brings to attention problems such as: the chosen model/mentor, 

medium/circle of friends;  
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- It determines a re/structuring of values;  

- It determines acceptance (of self and, equally, of others).  

“In the same way diamonds and gold can only be found after long searches, 

man too can only discover the truth about himself if he looks deep inside his 

soul. He can realize that he is the creator of his own character, the shaper of his 

own life, and he can shape his own destiny, he can prove, with no mistake, that 

if he controls and guides his thoughts, checking the effects they have on himself 

and others and on his life and events, he will patiently connect cause and effect 

through practice and investigation. Using each experience, even the most trivial, 

the daily events, as a means to gain knowledge of himself, he will gain wisdom 

and he will understand the power they have. In this way, if he will search, he 

will find, and if he beats at the door, it will open. Only with patience, practice 

and persistence can a man enter the door of the temple of knowledge.” (Allen, 

2005, p. 9). In fact, this principle follows the development of emotional 

intelligence, which involves self knowledge, acceptance and the organization of 

one‟s feelings. “Through the connection of individual feelings, when there is an 

organization on the basis of a dominant interest, there are changes and nuances 

that alter the constitution of these feelings. On one side, the direction of the 

entire effort will have an influence on the type and the degree of these individual 

feelings – on the other, their interaction, when they meet during the efforts, will 

give them a different character that they wouldn‟t have received otherwise.” 

(Höffding, 2007, p. 41). At this point, the fictional hero becomes the mirror of 

his own searches.   

C) The Principle of Intentional Action  

- It triggers the question: what is the first step? If it is not followed by concrete, 

object-focused actions, reflection will lead to inertia; it is only action that can 

generate creativity, transforming reflection in a stage for incubating ideas. In 

fact, all the great universities and colleges from the USA and the Western world 

are preoccupied with creating places where students can experiment, take the 

first step. Theatre labs, for instance, can become spaces for personal 

development/growth, inside which the connection between idea and action can 

consciously be made by starting from a fundamental question: what are you 

willing to give up in order to become who you are meant to be? The idea can be 

taken and extended both to the family and the school environment; creativity can 

become a lifestyle if the students are trained to experiment and to evaluate their 

experiments, no matter their type – technical or artistic. Identifying or setting up 

a place for searching inner solutions; tying this idea to the (previously 

mentioned) technique of using a hero‟s journey as a theme for reflection, we 

have another solid argument for our endeavor.  

- It determines a prioritization of activities, an introduction to time 

management.  

These principles can also be found in the structure of modern pedagogical 

paradigms, such as “the pedagogy of alterity”, inspired by Emanuel Levinas, 

which focus on the spiritual dimension of personality; the idea of tolerance, 
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solidarity and alterity can be safely experimented through methods that create  

bridges between pragmatic and creative approaches.  

 

3. Applicative Directions  

Accepting the necessity of applying these principles in the structuring of a 

coherent program for personal development, the usage of theatre techniques 

becomes natural; this aspect results from the defining traits of this performing 

art, no matter the style to be embraced. Among them, we focus on the following:  

A. Theatre is a form of metaphorical communication that facilitates the transfer 

of information/principles to the youth – the message on stage is openly accepted;  

B. It implies creative team activities;  

C. The contact with the audience determines changes in self image.  

A.  The connection between the members of a team or the people who participate 

in a dialog is an essential step towards real, efficient communication. It implies 

attracting a partner, offering them a mirror for the recognition of the other and 

the self as members of the same “tribe”. The techniques can take the shape of 

questions, of an invitation to imagination or of confession; playful or lyrical, 

they have the same purpose: breaking the dividing wall. Metaphors, parables, 

theatrical signs can become keys for opening minds; socio-cultural 

determinations can be exceeded if those who have to do it take the risk of giving 

up balance in order to reach harmony. Theatre people speak of the energies of 

performance, but isn‟t energy the one that governs the dynamics of the entire 

universe?  

If we discuss the matter of applying theatre techniques in general, we dilute 

an efficient and creative idea; but by giving examples of certain techniques or 

dramatic structures, we can come closer to the concreteness of their pedagogical 

dimension. In this regard, we mention storytelling, which gives the possibility of 

combining the impact of the parable with that of interactivity and active 

integration of receptors in the hero‟s journey; the map of the journey can 

determine the assimilation of the relation between accomplishment and price, 

joy and sacrifice, wish and action. This way, storytelling becomes more than 

entertainment, turning into a way for acknowledging, for applying the principles 

of awareness, reflection and intentional action. The emotional road, the hero‟s 

journey and the price of overcoming the obstacles in the story – they can all be 

transformed into instruments for training, for personal development. The parable 

has the hero facing obstacles, but also the child, who has the chance of 

discovering his strong side, through imaginary experience and empathy.   

B. Team activities have always been an efficient training for developing 

leadership abilities, as well as emotional control. Daily or theatrical 

communication is to be based on turning from the transmission of information to 

the establishment of relationships, which is only possible through connecting 

and empathizing with the partners. Empathy also involves the intuition of their 

emotions; the sensibility and logic of the discourse are joined by emotion and 

tolerance, arisen from understanding. The compatibility of creative ideas 

channeled in a single stream generates the energy required not only for the 
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stylistic unity of a performance, but also for establishing a new level of 

relations, of leadership. “If reality imposed itself directly on our senses, if we 

were in immediate communion with things and with ourselves, I believe that art 

would become useless or that we would all be artists, as our souls would 

continuously vibrate on the same frequency with nature.” (Rusu, 1989, p. 173). 

C. The contact with the audience generates feedback, response.  This response, 

however, has to be received and analyzed; this way, it transforms into another 

context for reflection on the way of acting intentionally. Choosing the way to 

filter the feedback is an exercise in objectivity, self knowledge and, implicitly, 

strengthening self image. But this process is only possible if the student is 

assisted not only by a teacher or a theatre specialist, but also by a mentor or a 

coach. Obviously, the techniques they apply are different, but they are equally 

beneficial, according to the objectives and the subject‟s level of awareness; what 

matters is that personal development turns from a trending concept to a concrete 

act.  

 

4. Conclusions 

The principles and directions of action we have mentioned allow us to 

sustain the necessity and efficiency of artistic techniques – theatre-specific, first 

of all – in personal development. In fact, what we draw your attention to is a 

change of paradigm, the model we have proposed being based on the imaginary 

experimentation with contexts that can determine reaching and using each 

subject‟s potential, but also on the creative approach of daily challenges. 

External hierarchies cannot be escaped, competitions have a well-defined role in 

contemporary society, but self improvement is a step to success.  
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Abstract: One of the challenges which an arts‟ professor faces in the XXIth century is “the 

need to refresh”. Therefore, it is essential to find out efficient teaching-learning methods 

which imply the creative involvement of the students, in order to get an organic learning as a 

result, but also in order to provoke a superior degree of responsibility towards the process 

itself and, last but not least, towards their future profession. That‟s why we chose to work with 

a group of students based on the theatre-laboratory system, they getting involved in every 

step, from the choice of the text to the improvisation, until the making of the final show.  

Key words: laboratory, workshop, Ancient Greek Theater, mask, marionette 

 

1. Introduction 

What is Theatre? This is the question Peter Brook proposed his 

collaborators to ask themselves before every rehearsal. And he obviously began 

this “exercise” with himself. Was it an overstatement? Or was it more like a 

spiritual yet pragmatic technique? To know WHAT you do and WHY you do it. 

Do musicians and painters have to ask themselves daily (or as often as they can) 

the same question? They might have to. But as for Theatre this question is a 

must. Because Theatre “is not” something. Theatre is always changing; it is 

reinventing, constructing and revealing itself only through direct personal 

experience. Consequently the education theories that place the student in the 

middle of the learning process can be successfully applied in the theatre field.   

Students are taught certain techniques, elements etc. that they adjust to 

their own personalities and physical skills, but they must be led to discover the 

things they have to acquire during this process of learning by themselves. It is 

now time to introduce the notion of “workshop” or “laboratory”. The workshop 

implies and provides several learning conditions. It is based on total trust: the 

word “mistake” doesn`t have its place here; creativity will then freely develop. 

In the creation process on given themes the teacher points out certain theoretical 

aspects, when they come out. These will subsequently be easier and solidly 

assimilated. In the teaching process of drama students a basic question arises 

from the very first year of studies: how long does the creative workshop process 

have to last and when does it have to “end” in a performance? Students usually 

have an “illustrative” collective performance at the end of their 3rd year of 
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drama studies that is the model for their future work as actors, actor-puppeteers 

or directors in terms of stages, conditions and form of the creation process.  

 

2. Discussions 

Both terms: “workshop” and “laboratory” can be successfully used in the 

present situation. According to its definition a workshop is that particular place 

where one learns how to work in a job or an art in a practical way. In addition, 

the laboratory has a research and experimental side, a creative “working 

ground”; in terms of theatre, the dictionary contains nowadays the explanation 

for the theatre-laboratory term that has been adopted from Grotowski's 

“theatre-laboratory”. Theme is essential in the evolution for a workshop. It helps 

acquire new technical means, discover new important meanings for the present 

day human being manifestations. We chose practising on Ancient Greek themes 

and texts to explore vocal, sounds, movement, mask/ marionette means. Using 

multiple techniques within the same creative workshop allows the future actor-

puppeteer to experience a unity of expression; working with them separately 

may not allow him to integrate them in the process in an appropriate way. Our 

students were involved in both choosing the texts and proposing scenic elements 

while making a lot of improvisation exercises.  

They were first asked to advance proposals with monologues from 

Ancient Greek theatre that they would find relevant for both the messages they 

conveyed and the characters the students could physically and mentally embody. 

This stage was followed by a longer stage of improvisation (individual or 

collective) on certain themes based on or taken from a number of texts in 

specific situations with combined means: text-marionette, situation-marionette, 

text-marionette-mask, marionette-mask etc. The aim was to solve specific 

problems, to select specific means and actions and to communicate within the 

group to offer solutions for collective themes. The improvisation exercises with 

marionettes were based on previous studies on actor-puppet relationship starting 

from Man and Divinity theme while the mask exercises originated in Me and the 

Other theme, where white masks were the reflections of students' faces. There 

were also new themes inspired from the chosen monologues and their 

characters: Birth, Abortion, Infanticide, Matricide. The students were asked to 

improvise on the essential themes of monologues by means of movement and/ or 

sound or text using their acting skills, the mask or marionette, in groups or 

individually. Juxtaposing the text/ Ancient Greek theatre themes and mask/ 

marionette presence means uniting essences of humanity. The Ancient Greek 

tragedy advances limit situations that, after plunging the human being into their 

abysses, make him transcend to a superior conscience. In this particular sense 

Medea is a crucial character, a paradoxical, scandal-like spirit.                                                                                                        

No matter how rationally we approach this theme, we may be mistaken. 

We may take sides with Anger, Hatred, Murder. We cannot cut this parable into 

pieces; we can do nothing but take it as it is yet try to understand its meanings 

just as in a Japanese koan. How else can we approach the mystery of a mother's 

love for her children that eventually turns into hatred that makes her kill them 
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with a force and anger that equal her desire to punish her betraying husband? Or 

that she and her dead children are finally carried to Heaven in a chariot sent by 

gods? Medea was obviously not a random title given to the play. But as present 

day times are no longer heroic we chose our workshop to be entitled after her 

but using a small m as a symbol of the anonymous character of the grieving 

mother. It is about “a” medea that is actually the mother who out of too much 

grief becomes extremely violent towards those she loves most; she becomes 

inhuman. “People spend most of their lives «wearing masks» to hide their 

weaknesses, fears, uncertainties, shame” (Jackson, 2016, p. 114). 

We consequently used the mask, this lifeless yet sacred and meaningful 

object to suggest in a most appropriate manner the idea of motherhood that goes 

far beyond negative limits. The student-actors wore the mask on their face, on 

their neck or on the top of their head in a most unusual way that kept them bent 

down in such a way as to physically suggest dehumanization, on their belly 

(standing for the mother-unborn child relationship); they animated the mask or 

they used the mask-object as such or to suggest other objects. As a stage means, 

the mask can do what the actor alone cannot: it can embody two things at a time. 

The white mask that resembles the face of its wearer is a symbol of the other 

“self”, but also of the Stranger that we see reflected in the Other, a moment of 

metaphysical bewilderment: it is I and yet it is Another. Therefore the relation 

between the two is sometimes harmonious, sometimes violent.  

Technically speaking, a mask does not alter only the actor's image, it 

involves changes in his whole body: arms, back, legs, breathing, voice/ speech, 

all converging towards an unrealistic character. This is an important aspect when 

playing Ancient Greek texts that are imbued with poetry and require stage 

means that render critical situations by means of essentialized physical and 

vocal actions that intensify movement, situations, emotions. It was not an easy 

process to get the students (while working on their own) to overcome their limits 

in order to obtain a specific body expressivity to help intensify the impact of the 

mask on the audience. It became very clear to us that a tight relationship among 

the three elements, human being-mask-marionette would make the performance 

more coherent in the end, all guided by the same directing idea: mothers that 

give birth in vain to children in a world that keeps declining and looks more like 

a shipwreck sinking to the bottom of an ocean of despair, hatred, terror and 

violence. 

For this stage representation made of text/ movement parts, movement 

parts or sound/ movement/ rhythm parts, we opted for the classic short string 

marionette. Its tragic characteristic is due to its being under a permanent control 

and “dominated” by another presence such as in destiny (gods, passions, 

mothers); its fragility
33

 and “nakedness” with no face or clothes or any other 

“accessory” were of great help in representing the born/ unborn children 

doomed to death/ nothingness. The marionette is an extremely sensitive stage 
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means, very complicated in terms of manipulation, but very impressive in the 

sense that its mere presence on stage can convey the idea of human being's 

solitary existence. It is an almost mythical symbol of human being with no 

cultural or civilisation external form, alone with himself, with his fellow people 

or God. It stands for the human being as he was represented in Ancient Greek 

theatre. 

On the other hand, the marionette is considered one of the most “realistic” 

puppets as it is capable of making human movements it renders in a very 

appropriate manner. It was very challenging for students to succeed in mastering 

the marionette and work with it in a different, more metaphorical, poetical key. 

They discovered that marionette does not rely on palpable things, it reveals the 

truth of inner feelings by making gestures and movements “similar” to ours, yet 

conveying “different” meanings. On her debate over the actor-puppeteer's 

double that is also man's double, Annie Gilles claimed that: “At a close look the 

'realistic' marionette looks more like a big fake. Its naturalistic effects play an 

important role in the way it is received by the audience. But as opposed to the 

actor-human being that embodies human beings, the marionette is anti-

naturalistic as a sign in the same manner as it is inert as an object” (Leahu, 2008, 

p. 71).                                 

We mentioned in the first lines of the present article that during this 

Ancient Greek theatre workshop students became our creative partners; very 

important in its progress were the preliminary stages: mask and marionette 

building, choosing scenery and costumes, musical pieces, choreography of the 

live rhythms etc. The whole process was guided and supervised by us, the 

professors, especially when it came to organizing all the ideas and the moments 

we had proposed up to then. This was one of the first “total” experiences the 

students had gone through when they were offered the chance to experiment all 

the stages of making a performance. As teaching method we used both 

experiential learning and learning through practice. 

Learning through practice allowed them to organically acquire certain 

means that would not have been as useful as that if learned in separate contexts 

for future performances as they worked only in a complementary way. 

Furthermore, learning speech, movement and manipulation techniques 

separately does not allow appropriate accumulation as the process is 

fundamented on parallel learning. Also, learning by problem solving, basically 

workshop themes, shortens somehow the learning process of certain techniques, 

“we truly learn only what we are interested in” (Heron, 1992 cit in Illeris, 2014, 

p. 262-263). Practical learning also has a research side, at the end of which new 

forms and means are born: “If learning implies acquiring only given cultural 

knowledge, it is mere learning. But if it involves knowledge no other person has, 

it becomes research. Learning as a research method overlaps with learning what 

we already know, but also extends beyond that [...]” (idem, p. 259).  Experiential 

learning does not involve only acquiring new acting techniques; it also refers to 

the future actor's acquiring new skills: understanding inner changes that 

contribute to improving acting knowledge and establishing human relationships 
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that are basic in practising this job which relies very much on team work. As 

Robin Usher put it: “Experiential learning may be developed [...] as a pedagogic 

strategy in [university, a. n.] curricula based on courses or on skill-based 

programs” (Usher, 1997 cit in Illeris, 2014, p. 262-263). 

 

3. Conclusions 

Our goal was to have our students acquire new means of expression in the 

art they were studying to be used in future culturally and spiritually relevant 

situations. They were “confronted” with what is basic in the learning process 

and creative work as future actors-puppeteers (or any other actor), the audience. 

They performed in two debate-shows during the Open Doors Week within the 

“George Enescu” University and the International Education Festival in Iasi.  In 

the open talks with high school students that followed it was obvious that the 

symbolic language used in the performance based on ideas that were common to 

all present there despite age as well as its message had reached each of them. 

Last but not least, workshop activities aim at guiding the students on the 

way to acquire a personal perspective on the acting they wish to promote on 

stage as well as a certain autonomy in planning their future careers (as 

freelancers or private theatre employees with abilities to organize their own 

performances and tours). Such working method is obviously very challenging 

for the professors involved in the workshop; they have to be very careful in 

choosing the student group that can fulfil such workshop requirements. A clear 

answer is that they should adapt the level and the objectives of the workshop to 

each group according to the students' power of understanding, artistic skills and 

cultural knowledge which are to be estimated in accordance with their 

informational background (this one going to be enlarged, but still keeping 

balance with the present level).  
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3. THE PUPPET –THE ACTOR: PARALLEL MIRRORS 

 
Raluca Bujoreanu-Huțanu

34
 

 
Abstract: The contemporary dynamics of performing arts has determined us to plead for the 

re/evaluation of the statute of the puppet as actor, as well as the puppeteer‟s. The present 

study might also be seen as a journey from and towards the theatre principles established by 

Kleist, Craig or Obraztov; a lesson about the poetry of technique and poeticized technique. 

The analysis of the double dimension of characters in animation theatre – the plastic and the 

interpretative sides – but also of the role of the relation between puppet and puppeteer has 

determined us to prove the necessity of using methods that are centered on interdisciplinary 

and comparative studies.  

Key words: animation theatre, actor, puppet, interpretation 

 

1. Introduction  

Up until now, the definitions given to the puppet describe it as an object 

created or processed – before or even during the performance – that the 

puppeteer endows with “a soul and identity to become a form of 

communication” (Ciobotaru 2016, p. 26). Because of its animated object nature, 

the puppet, the marionette, the object or/and the mask must always do 

something (to act; to react), speak (through gestures, attitudes, silences). It is 

clear that, in the art of animation theatre, the animated object plays the actor‟s 

part in the art of dramatic theatre, the mime‟s in pantomime, the dancer‟s in the 

art of dance. On stage, the animated object, the puppet, the mask and/or the 

marionette acts as we have mentioned above because, in expression, the 

puppeteer no longer disposes of the acting we find in the mimics of a drama 

actor, mime or dancer, or of the expressiveness of human gaze, of the smiles or 

grimaces that all other artists display spontaneously. Therefore, it is also true 

that, in the puppet-like language expression, the animated object also fulfills the 

role that the musical instrument plays in the musical language. Accordingly, we 

must not forget that the animated object, the puppet in general, is also a tool of 

the puppeteer artist, an instrument, a means of communication.  

If we perceive it as an actor, as a signifying sign, the puppet must be 

understood as a dramatic mask that the actor takes out of his face and body, and 

from which he “borrows” the soul, the voice, and the way of thinking. Since the 

animated object also becomes puppet-like interpretation means or instrument, 

we must mention that expression, the communication with its help is carried out 

only if the interpreter adapts his body movements and voice qualities to this type 

of instrument. Regardless the way we look at it, the puppet is an expressing sign 

expressing and a communication tool. Along with the other elements of the 
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external component of specific animation theatre language, the animated object 

helps materializing the characters, the dramatic situations, and the other signs of 

the puppet-like language. 

Defining puppet nature, specifying its place and role in the art of animation 

theatre, mentioning the specific elements of other artistic languages, but which 

are found synthetically and suggestively in the structures of the animation 

theatre language are information that set up the meaning of the term puppet-like. 

Natalia Dănăilă argues that the language created for the communication specific 

to the animation theatre “must serve the puppet and its expression availabilities” 

(Dănăilă, 2003, p. 202). The components of theatrical language are qualified as 

puppet-like if the characteristics and principles of the art of animation theatre 

are respected: They must not imitate reality; They must create characters with a 

great generalization, essentialization, and abstraction power; They must convey 

messages by suggesting the facts and not by copying realistic details; The 

spoken word must only intervene in order to emphasize the gesture, the attitude 

of the puppet character. 

 

2. Discussions  

Given that, in the art of animation theatre, the communication process is 

conditioned by the object, it is understandable why, in puppeteering, the art of 

suggestively interpreting human behavior through an object, the realistic criteria 

of dramatic art are replaced. Moreover, it is also understandable why the 

puppeteer‟s expression is no longer based on the gestures and movements 

specific to a drama actor, why the puppeteer‟s vocal interpretation serves the 

object that he animates and transforms into a string of signs of real and/or 

fantastic beings. The fact that, from the very beginning, the puppeteer knew to 

fuse the internal and external component of his language, in the dramatic and 

performance structure, the most expressive elements of the other artistic 

languages, explains the strength of puppet-like performance, the capacity of the 

puppet to communicate, to evoke. Standing on the principles and criteria arising 

from the puppet-like nature is the condition that must be respected and fulfilled 

in creating an autonomous communication way, with puppet-like features. If we 

synthesize the information above, we can advocate that the component elements 

of the language specific to animation theatre become signs of an autonomous 

communication, using communication means specific to the other arts, as 

follows: 

- Literature elements create the script; 

- The way to create the puppet-like scenario is taken from drama, but it respects 

the rules and principles of the animation theatre art; 

- When the subject we want to present in the puppet-like script belongs to prose, 

we use only epic structures which introduce the general-human spatial 

landscape, socio-cultural, within which we imagine characters, relationships, 

lyrical or comical states, real or fantastic events, all connected by a generally 

valid and timeless historical context; 
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- When we use poetry in creating visual metaphors, we remember that poetry 

relies on metaphor, on the poetic language which, in fact, is nothing more than 

the common language, but used differently; 

- The characters and the presentation spaces of some generally valid human 

situations take shape by merging the component elements of the visual language. 

We mention that we appeal to visual arts, to painting and sculpture language 

elements, to color language to achieve the shape and volume outline; 

- The gestures, and especially the reactions through which the characters and the 

dramatic conflict resolution are revealed, are expressed by combining dramatic 

art language component elements and rhythmic languages – exaggerated gesture 

and puppet-like speech. 

All this theoretical information could be summarized as the animation 

theatre language concept. Understanding the above concept from the 

perspective of its two components, statements like animation theatre language 

presents itself as a syncretism of several ways of expression may be more 

applicable in practice. The materialization of the puppet-like inner component in 

a presentation specific to the animation theatre acquires much more certainty 

and coherence. From the same perspective, the way in which Natalia Dănăilă 

characterizes the animation theatre language, in the work that we have already 

mentioned, “a visual poetic language, mainly gestural and of moving the 

animate objects by means of lyrical and dramatic story, by means of satire, 

parody, comedy” (Dănăilă, 2003, p. 202) acquires a broader perspective in 

addressing and/or creating puppet-like language. 

We do not wish to go too fast over the fact that the animation theatre 

presentation is the one that gives form and life to the ideal reality of puppet-like 

theatrical language. Therefore, we also mention that animation, “the spoken 

language” of animation theatre, as a means of artistic expression, begins with an 

idea about something profoundly human and generally valid and ends with a 

lively scenic image. The art of writing ideas in the animation theatre style, like 

the art of communication in general, is not an innate ability; it is not a natural 

process. It is learnt in order to achieve production, to work out the exchange of 

meanings between the partners of a communication act specific to animation 

theatre. The dialogue between the producers of an animation presentation and 

the public must take a shape that allows deciphering the anthroposemiotic signs 

that convey the message. Achieving the shape of the communication act through 

puppet-like language relies on the artists‟ ability to encode a message in the 

style of animation theatre, on the way in which ideas and feelings that artists 

would normally turn into spoken/written words in animation theatre, if they 

were to use ordinary language, into puppet-like expression; the artists turn them 

into equivalent signs, that belong to non-verbal language, visual language, 

musical language etc. 

Animation differs from the basic act of human communication and presents 

itself as a great way to convey messages through visual and/or aural sounds. For 

this reason, from the beginning, the language creator must be concerned with the 

script, with the text, to check if it is going to be a puppet-like discourse. By 
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complying with the conditions imposed by the puppet-like term, the puppeteer‟s 

communication, from a realistic one, becomes a metaphorical one, and the 

handling act can be considered a symbiosis unmatched by any other means of 

theatrical expression. Thus, the puppet-like language is given autonomy and 

becomes part of the idea of theatricality, debated by Ion Zamfirescu
35

. 

At the end of these lines, we return to the common meanings of the term 

autonomy and we notice that they are manifold. One refers to “the situation of 

the one who does not depend on anybody, who manifests utter freedom in one‟s 

action” (Dicționarul explicativ al limbii române, 1998, p. 74). Another refers to 

a “condition of the one who makes one‟s rules” (Dicționarul explicativ al limbii 

române, 1998, p. 209). If we keep in mind only the two definitions of the term 

autonomy we note that, generally, there is a tendency to address the autonomy 

of an object or phenomenon by referring to the condition of the subject. Since 

the term condition refers to a fact, to a circumstance “on which depends the 

appearance of a phenomenon” (Dicționarul explicativ al limbii române, 1998, p. 

209), it is necessary, in researching the issue in this paper, to also take into 

account the fact that the appearance of an object or phenomenon is conditioned 

by a necessity. The art of the animation theatre appeared, like any other art, to 

give some spiritual needs an external shape. Although we know this, we cannot 

state that the origins of the puppet-like art have also been analyzed from the 

perspective of the motivations that have generated man‟s need to communicate 

through animated objects. In general, when it comes to the emergence of the 

animation theatre art, statements like animation theatre art emerged when the 

human mind borne the idea of animating an object are uttered. If these pieces 

of information – as, otherwise, all animation theatre theories – are not analyzed 

in their complexity and phenomenology, they cannot help practically and 

concretely the one who wants to enter the art of communicating in the puppet-

like style.  

The statement that we have mentioned above is one of the fundamental 

truths of the animation theatre art. Along with other expressions used in defining 

the puppet-like field, it has become a common expression. The profound truth 

that all puppet-like art theory require remains unclear for those who want to 

enter the art of puppet-like communication, as long as there is no actual 

systematization of all data that can provide a comprehensive description of the 

real causes of genesis and evolution of puppet-like language. We must admit 

that the ones who actually try to find out what has prompted man to want to 

express his anxieties through animated objects, what has propelled him to want 

to animate them and especially why he has wanted to communicate through 

animated objects a series of fundamental, generally-valid human issue truths, are 

very few. Given the situation, we believe that a systematization of the 

                                                 
35

 “I think that theatricality is one of the major communication means through which the human spirit was able to 

spread his life knowledge and interpretation messages. I see no thinking, matter, and action way, other than 

theatre presentation, able to synthesize and give a more eloquent expression to several means of perceiving and 

transfiguring reality” (Ion Zamfirescu, Probleme de viață, teorie și istorie teatrală, Editura Eminescu, București, 

1974, p. 28) 
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information that may elucidate the real causes of the genesis of puppet-like 

language might help the one who wants to enter the animation theatre art. But 

this is not the only reason. We proceed like this because, in the process of 

creating an autonomous means of puppet-like communication style, a series of 

historical, aesthetic, psychological, anthropological, semiotic, and even 

pedagogical information is needed.  

We are trying to systematize a series of theoretical and practical issues that 

can concretely help both in the process of creating the puppet-like language as 

an autonomous way of theatrical communication and in training the puppet-like 

language creator. Through the systematization we offer below, we wish to point 

out that, in order to communicate in the puppet-like style, independently, one 

should not only know which means, methods or ways of expression are puppet-

like, but especially what they can express. We believe that the research 

directions we propose to the one interested in the art of communication in the 

puppet-like style may help one understand, to some extent, the issue of puppet-

like language autonomy. 

Outstanding representatives from the field of psychology, philosophy and 

aesthetics have tried to explain the essence of the acting and its relations with 

the art. In Scrieri despre teatru (Writings on Theatre), Tudor Vianu tries to 

present the problems that answer in art. He emphasized the general principles of 

theories formulated on acting (the reaction theory, the abundance of energy 

theory, the compensation or cathartic theory). We have noticed that, although 

they are different, the theories are intertwined and complementary, but that none 

of them refers to the ludic activity that we mentioned at the beginning of this 

subchapter, but to a disinterested, purposeless one. The mentioned theories and 

principles cannot answer the following question: why does the man feel the need 

to express himself in a puppet-like style? If we were to try to explain the puppet-

like artistic phenomenon, following Gros, Kant, Schiller and Spencer‟s views on 

acting, we might think that any creation of the animation theatre, and not only, is 

rooted in instincts. They considered the game a discharge of extra- energy, a 

necessity of the spirit from the need of imitation, a preparatory exercise of life 

or, simply, a need of relaxation. But puppet-like acting is more than that. 

In order to explain the origins of puppet-like acting in terms of aesthetics 

and psychology, we call on the views of another theoretician of acting. In Eseu 

despre creația artistică (Essay on Artistic Creation), Liviu Rusu claims that a 

research on artistic creation, in the sense that we also desire, can be carried out 

only if there is a real connection between art and acting. The aesthetician 

clarifies things to some extent and goes more in-depth, researching the nature of 

acting in general. Liviu Rusu believes that: “The artistic creation is a reaction 

toward the instincts, and not an extension of them. (...) Can acting only be 

interpreted as an instinct exercise? Would not it be a reaction against them? 

Would not acting serve the inner life needs and not instinctive impulses seeking 

external world? What forces us to believe that man is the slave of instincts? 

Acting is not only a means of discharging energy or a preparatory exercise of 

biological functions, but a stimulus of some forces that contribute to inner life 
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enrichment and spiritualization” (Rusu, 1989, p. 77). Thus, from Liviu Rusu‟s 

point of view, acting can be viewed or analyzed as an impetus of the creation 

process of Homo Ludens representations. However, we specify that this idea is 

valid or sustained in creating all playful representation ways. But the art of the 

animation theatre emerges from acting and as acting. In order to argue that this 

aspect is specific to the puppet-like field, we believe that we need to clarify how 

the impetus to represent a generally-human issue in a puppet-like style appears. 

Thus, we start researching the ruling aspect of the puppet-like language 

creation process, by investigating the hiding places of the human mind and soul. 

Researching these issues, one can understand that, by acting, the puppeteer‟s 

being becomes free from all those “sins-desires” that feed a series of 

dissatisfactions, which shake and “toss about” his whole inner life. We are 

referring here to that impetus that summarizes the latent energies that exist 

within every man; we are referring to the forces and urges that generate and feed 

the puppeteer a series of complaints, which generates an inner conflict. In 

general, the conflictual situation arises from the difference between what an 

individual is and what he wants to be. The conflictual situation generates the 

need to communicate. In everyday life, the conflictual situation might also be 

translated as man‟s chase for the better, in any form. Sometimes, the conflictual 

state externalizing way takes the form of theatrical acting. Thus, the game of the 

one communicating through theatrical language becomes a way to defend 

oneself, a defensive instinct. It is a matter mentioned and analyzed by Geta 

Angheluţă
36

 in the explanation she gives to the conflict that occurs within every 

human being. The reasoning provided by Geta Angheluţă in Arta actorului… 

Arta vieții (Actor’s Art… The Art of Life) comes to facilitate the 

understanding of acting as an engine of all ludic activities. However, the 

opinions of the mentioned author cannot help us understand why the man wants 

to express himself in the puppet-like style? Why does he become a puppeteer? 

Thus, we mention first that the man wants to become an actor based on a 

need he feels deep down: the need for power. Beyond everything that the artist 

wants to tell the whole world, he becomes an actor or a director or both, to be 

like a god: loved, listened to, and strong. The stage is the environment that 

enables him to best become aware of this good or bad part of his being. As for 

the puppeteer, this is what happens: usually, in the beginning, he wants to 

become an artist of the dramatic theatre, but after he discovers the world of the 

animation theatre, he no longer leaves it. There are such examples in the history 

of the animation theatre. It is said that some of the great puppeteers got close to 

this profession just for a while, in order to earn their everyday living in a decent 

way, but that they never left this world. We find the explanation in the fact that 

                                                 
36

 “...It does not matter if we are talking about the intellectual man, the spiritual one or about the brute. The inner 

mechanism is the same, just at different levels and at different structures of the psychic phenomena. Structures 

generated by motives that we do not take into account because, as I have mentioned, we have lost contact with 

them through education and civilization.” They warn us that the talking defense instinct is not the same with the 

preservation instinct (apud Geta Angheluţă, Arta actorului ... Arta vieții, curs – UNATC “I. L. Caragiale” 

Library, București, p. 11). 
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they found the possibility of being small demiurges, of giving life to inanimate 

matter and of making it live by their own laws, in a universe which is subject to 

the “laws of magic”, thanks to which the most hidden desires come true and the 

spiritual turmoil finds its order, rhythm, and harmony; a whole series of inner 

needs that demand to be satisfied come true in this theatrical universe. 

Coming back to the aesthetic and psychological feature of the puppet-like 

acting, we mention that the tendency to imitate or to live behind a mask also 

manifests itself within the puppeteer artist, but, in general, these are human 

inclinations. We also meet them in people belonging to other professions. But 

they do not become animation theatre or dramatic theatre artists. They do 

nothing else but to play their roles in society. For them, the working place 

becomes a stage. Acting also takes place there but, in fact, it is that La vie 

mondaine, about which Ioan I. Livescu said that: “It is real Commedia dell‟Arte, 

where everyone improvises the role on a given background, with accurate 

diction, gestures, and attitudes that all people take it seriously and even the 

greatest actor can be fooled” (Rusu, 1904, p. 8), but it does not resemble in any 

aspect to the acting of homo ludens, dramatic actor or puppeteer. We have 

described these sides of humanity because we want to get closer to 

understanding the urge, the conflictual state that underlies the creation of an 

artistic act with puppet-like features. On this matter, we appeal to Liviu Rusu‟s 

opinions because we believe that the aesthetician is right when he states that 

acting is not a discharge of energy or a preparatory exercise of some biological 

functions, but the one which activates all those energies that lead to the creation 

of the inner life spiritualization process. 

 

3. Solutions  

From our point of view, in the art of the animation theatre, the link between 

acting and art is true because acting manifests itself within the puppeteer‟s 

being. The connection between acting and art is also explained by the fact that, 

although the puppet-like expression style is based on a conflictual state 

generated by a generally human problem, the acting which manifests within the 

puppeteer‟s being causes the shaping of a ludic vision on life. At the first glance, 

the ludic vision on life and its issues specific to the puppeteer artists, 

materialized as a presentation, expresses a “playful” attitude. The directorial 

vision of a puppeteer seems an attitude of an entirely different nature: the 

presentation seems to be just a game. But it is not so at all. The puppet-like 

presentation was not created simply because someone desired to act. In the 

creative process typical for the animation theatre, the two types of disinterested 

activities, at least in appearance, the acting and the art are alike, merge and have 

the same purpose: to restore the spiritual balance of the who wants to be, from 

various reasons, the master of another world. First, the connection between 

acting and the puppet-like art exists and it is explained by the shared 

characteristics: the attraction for adventure, which aims at escaping from the 

stereotypy of life and the invention of one‟s own world. Second, the final result 

of the creative process, intrinsic to this type of artist, must be perceived, 
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generally, as a comic or lyrical attitude on life, because this way of addressing 

the generally human problematic is due to the peculiarities of the puppeteer 

artist‟s typical personality. 

Then, let us see what differentiates the puppeteer‟s artistic personality from 

the other types of artistic individualities or what makes them resemble. Like any 

artist and especially the dramatic actor, the puppeteer, actor or director, is 

dissatisfied with everyday life, that does not meet his need of an interesting way 

of living; it is common, lacking the possibility of changing anything, always the 

same and, moreover, even painful. His being wants to live a certain time as it 

would like, as it would imagine, in a world fit to its powers and qualities. Unlike 

other types of artists, in the puppeteer‟s case, all these needs give birth to the  

ludic spirit, and acting becomes a feature of his representation way; his 

expression mode resembles acting; through the acting that involves animation, 

the puppeteer creates the second world his soul is craving for. Its value and 

significance are explained by what is long time known: it gives way to another 

form of expressing what exists. On the border between the two worlds, a keen 

observer of human behavior, an inventive mind, a special intelligence acts 

jokingly, but also seriously. The puppeteer‟s playfulness invents the means of 

communicating a lesson; it puts them into action to create visual metaphors with 

allegorical meanings. 
We could also state that, in terms of creative vocations, only subtle nuances 

make the puppeteer artist different from the dramatic artist. The differences and 

the similarities between the artist of the dramatic theatre and the one of the 

animation theatre reveal that puppeteer‟s something extra, created from the 

playful availabilities – the ability to scent life in inanimate matter; the ability to 

transform the objects around in real or fantasy characters; the ability to animate 

them. The playful availabilities are nothing else but those possibilities through 

which the puppeteer‟s reason and feelings manifest freely and, in the fullness of 

their manifestation, merge into the state of creating a puppet-like acting, in what 

is called ludic state. The puppeteer artist‟s creative potential can be highlighted 

by examining its means and ways of expression. During a puppet-like acting, we 

are “revealed” the puppeteer‟s specific way to reflect on a generally human 

matter; we are presented this type of artist‟s intrinsic way of behaving in relation 

to the objects from his field of interest. The analysis of any puppet-like 

presentation can prove that, due to the puppeteer artist‟s poetic nature, the 

created language take on forms that suggest the essence of his soul in a direct, 

noble, and graceful way. At other times, the shapes are grotesque, hilarious. 

They emerge from the other side of his character, that of the waggish man. 

A puppet-like presentation takes on the aspect of a world seen as a game; 

it materializes as a creation that reflects a dream world, because the directorial 

vision expresses the puppeteer‟s attitude towards his anxieties. The images of 

the shapes that conquer anyone who is watching them expresses the puppeteer‟s 

way of suggesting how the evil of existence can be “defeated”. But the 

emergence of such images is due to the puppeteer‟s predisposition to an 

optimistic philosophy. This is another aesthetic and psychological aspect of the 
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puppet-like acting. Camil Petrescu drew attention to another important aspect in 

defining an artistic personality: “Art requires a fully developed soul as 

intelligence, sensitivity, will, and affection. It requires a constant struggle 

between these traits and the environment, on one hand. For instance, a conflict 

between intelligence and affection, between passion and will. On the other hand, 

a conflict between what intelligence is shaping as chimera and what reality 

offers. By the nature of his soul qualities, an artist is an enthusiast or an 

outraged. A misfit” (Petrescu, 1983, p. 408). 

When it comes to the puppeteer, by the way in which he responds to a 

variety of external and internal stimuli, due to the characteristics of his being, he 

is an enthusiast or we can state that he fits into the sympathetic artist
37

 type. 

That is, unlike the berserk type, the puppeteer succeeds much easier in quieting 

his inner turmoil. But the ease with which the puppeteer‟s soul experiences its 

harmony comes from the distinction that it understands the world as it is. It is 

easier for the puppeteer to mock what bothers him than to “suffer” endlessly 

because he is not how some see him, or even how he sees himself, as it would be 

ideal. This also explains why all his presentations are, most of the times, 

embodiments of hope, of optimism. This sympathetic artist type responds in the 

same way to the variety of stimuli, due to the ability to see the new in common 

objects and to transform the meanings of those objects in the creative act. 

Everything happens this way due to the existence of the predispositions to 

create by playing. 

 

4. Conclusions  

The features of the puppet-like personality are, of course, relatively stable. 

But, clearly, the creator of the animation theatre language must become aware of 

his own strength, of his inner strength that makes him want to manifest this way, 

to behave playfully with the objects around him. From the specific manner in 

which he expresses his thoughts through animated objects, the inner laws of his 

being can be explained and he can explain them to himself. Acting is the main 

element of his art; it is the impetus that comes to life within the puppeteer and 

determines him to communicate it this way. Accepted as a means of adaptation, 

defense, acting becomes the engine of the puppet-like language-creating 

activities; it activates the energies that lead to the creation of the inner life 

spiritualization process. It is clear that, although it has a playful dominant, the 

creation and expression activity through puppet-like language is a game taken 

out from the biological sphere and entered in the privileged forms of exercising 

the spirit, a game that generates a multitude of expression means. Once again, 

we emphasize that, in the animation theatre, art and acting are not two different 

areas; they determine and influence reciprocally. Together, they becalm that 

                                                 
37

 “From a psychological point of view, the sympathetic artist type is, therefore, less troubled; he looks at the 

world with more optimism. (...) His soul is less troubled; it is more harmonious, more serene. He is more 

attracted by the harmonious aspects of the surrounding world and less by the ones triggering contradictions. His 

attitudes toward the world are conciliatory, he feels attracted to it, he sympathizes with it.” Liviu Rusu, qtd. 

work, p. 276. 
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puppeteer‟s chase after something better and more beautiful; they help him 

reach the mirage of the second world or the illusion of the second life; they give 

him the possibility to create for himself another universe in which he has the 

chance “to live differently”. The puppet-like acting involves an escape from 

ordinary life; it becomes a refuge, a means to get out of the everyday monotony, 

an activity which absorbs the whole being of the one acting in a very serious 

way. Once one knows these aesthetic and psychological aspects of the puppet-

like acting, one can better understand the puppeteer‟s way of being, the specific 

working manner, the original style in which he produces the metamorphoses 

and, not the least, explain the role of the relationship between the puppet and the 

puppeteer in the puppet-like language expression. 
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4. PHYSICAL EXERCISE IN HIGHLIGHTING THE PROFESSIONAL 

ARTISTIC ACTIVITIES 
Ana-Cristina Leşe
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Abstract: The importance and utility of physical exercise in the life style of the artists has 

inspired us to write this paper through which we address the people from this field who want 

to start their own business.  We launch this idea in order to provide employees a space for 

sports activities inside the company. A program of varied physical activity introduced as a 

break in the work program is an important element in the improvement of the human and 

professional resources.  In this paper we describe: types of spaces equipped for physical 

exercises, work programs and several reasons that sustain the idea that a recreation back is 

very useful in the utility artistic professions of the modern world.  

Key words: recreation, sports, physical activity, professions 

  

1. Introduction  

       The employees who give the best performance at work, who put heart and 

soul into what they do, are the employees who have a good psycho-physical 

balance. A good manager will conduct a market research regarding the 

development of the efficiency of the artistic creations in the institution he leads. 

We advise them to take a look at the companies that provide space for 

employees for physical activities (a gym). The physical exercises are designed to 

stimulate creativity, at any age! And besides this great benefit, the physical 

exercises are recommended to all professional categories, in order to prevent and 

combat column deficiencies. The emergence of numerous fitness dedicated 

spaces and the diversification of physical exercise in different sport activities are 

closely related to the amazing boost of computer technology and the types of 

professions that imply deficient postures for a long time (sitting at the desk, 

upright and leaned positions etc.) depending on the particularity of the job. 

Sport activities that involve physical exercises became a necessity of the 

human body in order to relax the nervous system, highly solicited due to the 

high standards in any field and a prerequisite to relax the muscular system often 

found in muscle contractions in deficient body positions attracting serious 

deviations of the spine and hence, many dysfunctions of the internal organs. 

These are the main reasons for the desire of the people to carry out physical 

exercise that has become, at the same time, a necessity. Through these issues we 

mentioned above, we actually want to come to support the artistic institutions 

(philharmonics, operas, theatres, creative workshops etc.) in order to highlight 

the importance of the physical exercise at the workplace for the employees. 
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2. Discussions 

A. Body positions during work 

 In general, the body positions adopted by the artists during the work 

depend on the characteristics of the profession, on the existing furniture, the 

equipment with which they work (study) and the individual availability (health 

status, options). 

            
Fig. 1. (Grafică – stud. Atudorei Liviu Ionuț, Grafic Design an I, Iași) 

       Fig. 1. Body positions while sitting (chair, desk, piano etc) in various stages 

of physical fatigue. For this category of professions are solicited the muscle 

groups of the hands, with emphasis on the flexor muscles of the fingers. 

- In these situations are carried out exercises for the remaining major muscular 

groups and relaxation exercises for the solicited muscle groups. 

- It is recommended to stand up from the chair after each hour of work, or more 

frequently for people with disorders of the spine. 

-  During the short breaks (one hour of work), one can carry out easy exercises 

for recreation at the shoulders level and stretching for the lower limbs. 

          
Fig. 2. (Grafică – stud. Atudorei Liviu Ionuț, Grafic Design an I, Iași) 

    Fig. 2. Body positions adopted by persons working on a wall or large 

drawings.These body postures are generally encountered at visual artists, but 

there are numerous situations in various professions when the person who 

performs a task finds a suitable position, for the effect of “safe hand”. 

- In these situations, the breaks for stretching have to be far more frequent and 

there should be performed exercises for all muscle groups. These drawings are 

only a preview of the possible body attitudes that are requested in certain 
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occupations, about which the employer should be informed in order to take 

safety measures for the health of the employee. 

B. The effects of the physical exercise in the psycho-physical equilibrium 

-  The physical exercise can lead to the growth of new neurons that have a role 

in the generation and transmission of nerve impulses.  

-  It develops joint mobility, beneficially influencing the spinal degeneration or 

disc disease through the amplitude of the movement. 

- Tones the muscles. In different body positions during work are used only 

certain muscle groups, so it is necessary to work those muscles less involved in 

the contraction activity. 

-  The most important benefit of physical exercises for an individual who works 

8 hours a day or more in static positions or deficient positions, is the correction 

of column disorders (kyphosis, lordosis and scoliosis). 

-  Increases in cardiac output. 

-  The increase of blood flow to the muscle, which leads to an increase in the 

resistance to physical activity. 

-  Reduces stress. 

-  Maintains a healthy body weight appropriate to the age. 

-  Stimulates the volitional capacities. 

- The physical exercise carried out on one‟s personal musical preferences, 

enhances all these effects presented above! Therefore, the first two useful 

information that we give to employers in the artistic field are: 

I. By performing physical exercises, the brain produces some chemical 

substances called endorphins that considerably reduce the stress and create a 

positive condition for further activities. These substances are also called 

“happiness hormones”. 

II. Through music are stimulated the brain effects, generating a serenity state of 

the body and imposing it a certain rhythm that is transmitted in the body 

movements.  

       Proposals for the arrangement of spaces for sports activities at the 

headquarters of a company. Recommended types of activities: the activities of 

physical exercises at the headquarters of some companies are intended to 

combat the deficiencies of the column, to reduce the stress and obtain the 

psycho-physical balance weakened by the professional activity. It is not 

recommended that the destination of the physical exercises from these places to 

be used in order to obtain performance through work out. Options for space 

arrangements for sports - physical activities: 

Option 1: 

-  A fixed ladder (custom made or bought with a cheap price from specialty 

stores); 

- A drawbar that can be fastened to a solid wall or can be applied on an slat of 

the trellis; 

- A basketball hoop (normal sized or custom made on the available sizes); 

- Gymnastics Mattress; 
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- 2 pairs of dumbbells of 1 kg or 0.5 kg - can be used 500 ml bottles filled with 

water or sand (for girls) and 2 pairs of dumbbells with weights between 4-6 kg. 

- 4-5 wooden rods 1.5 - 2 m (shovel tails or mops). 

Work out exercises: 

Exercises that can work: 

1. Exercises at fixed bar - these exercises are hard to explain, thus we present 

some images (Birtolon, 1978): 

 
       fig. a                                   fig. b                                 fig. c 

- Hanging from the top slat (with the choice of lifting legs) - fig. a – it is to be 

maintained hung for 10 sec. 5-10 lifting of the legs (when possible). 

- Figure b indicates the exercises for the stretching of the spinal column and for 

the strengthening of the intervertebral muscles. The exercises with similar effect 

are shown in fig. c. 

2. Tractions at fixed bar - if possible. 

3. Throwing the ball at the basketball hoop or playing one on one or 2-2 at one 

panel. 

4. Exercises at the gymnastics mattress - lifting of the torso, extension of the 

torso, stretching exercises. 

5. Exercises with mini dumbbells, sat in a chair or standing. The back should be 

straight. The dumbbells have to be lifted up at 90 degrees or 180 degrees. 

6. Exercises with the wooden bar are designed to prevent and combat spine 

diseases. 

Option 2: 

- A basketball backboard; 

- A fixed ladder; 

- A gymnastics mattress; 

- A ping-pong table; 

- 1 or 2 mini-stepper; 

- An ergonomic exercise bike; 

Work out exercises: 

- Throwing of the ball to the basketball hoop, playing basketball; 

- Fixed ladder exercises (described above); 

- Exercises at the gymnastics mattress; 

- Ping-pong game; 

- Exercises for strengthening the leg muscles at the mini-stepper. The back 

should be straight. It is more efficient when working with a book on the head, 

forcing the back to sit straight. 

- Exercises at the ergonomic bike, with duration and speed if possible. 
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Options 3: 

- Basketball court reduced in size, with 2 panels; 

- Table for ping pong; 

- Balls (football, gymnastics etc); 

- Mini-dumbbells; 

- Strings; 

- Mini-stepper; 

Work out exercises:  
- Basketball game with a determined number of players; 

- Races at ping-pong game; 

- Tennis with the foot on reduced ground, mini football, passing the ball with the 

foot etc; 

- Exercises with dumbbells (see above); 

- Jumping rope in various ways. Avoid jumping too high. Avoid returning to the 

floor too abruptly. 

- Exercises for the strengthening of the leg muscles. 

Option 4 

For companies that have large funds: 

- Sports halls with the size of a basketball court; 

- A sports ground for field tennis; 

- Fitness gym; 

- Different materials for carrying out individual exercises (ropes, bikes, 

treadmill, dumbbells, mattress, etc.). 

 

3. Conclussions 

A. Recommendations for sport-physical activities: 

- The basketball game is very loved by many people and easy to apply, even for 

the uninitiated. This sporting activity comprises various exercises: jumping, 

lunges, throws, extensions of the arms, of the trunk, light running - all these 

engage the body in moderate physical activity beneficial to achieve the psycho-

physical balance necessary for the optimal development of any professional 

activity. 

- Small sports contests between employees increase the availability of the 

mental and physical availability. 

- The participation of the leader of the company in sports along with the 

employees also offers a psychological support preparing the deep involvement 

and a better quality in the professional work. 

-  It is good if a business owner has the minimum knowledge about the most 

basic exercises to prevent and combat the deficiencies of the spine and to make 

them available to the employees. Otherwise, a specialist should be invited for 

some clear demonstrations. 

- The time allocated for the physical activity during the professional work 

program may be between 30-60 minutes. This break will be more efficient than 

the frequent interruptions for various personal reasons. On the contrary, such a 

sport physical activity will attract other useless breaks. 
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- The music is the element that doubles the effect of the exercise. Some people 

may be creatively stimulated at the workplace where there is beneficial 

background music. 

B. Actions to promote the concept of “physical exercise” in the development 

of the business activities: 

- Held workshops on “physical exercise” for the development of the business 

activities, involving students and artists from different specializations; 

- Promote the idea of physical exercise at the workplace through posters, 

advertisements, videos; 

- Visiting (viewing) of specially designed rooms for sports activities at 

companies headquarters (with direct implication or using video recordings); 

- Sports competitions between artists and students in order to acquire powerful 

motivation regarding the practicing of physical exercises in the life style of the 

modern man.  
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5. THEATER DANCE ATELIER 
Lorette Enache

39 

 
Abstract: The substance of the spiritual and cultural life is the syncretism of the arts from the 

performer-spectator division, that was made concurrently with the “dance” segmentation into 

work and pleasure.   Words were held in formulas, gestures and dance in rhythm. 

Today, dance is mostly seen as the art of gesture.  However, it is remarkable to reflect at to 

what extent the dance, as an organic necessity, it could further develop into hermetic 

structures that would still require analyses and studies from researchers in the field. 

In today‟s theatrical landscape, this formula of artistic expression which was called theatre 

dance evolved so much so that gesticulations and body exploration became its core 

components. 

Key words: syncretism, theater, artistic expression 

 

1. Introduction 

One can perceive a gesture from an over-all perspective, making it 

difficult for both the performer as well as the audience to distinguish subtle 

elements, milestones and essential details that support its expressive value. Each 

individual, each social group who resonates with its own environment creates 

and experience its own body and movement mythologies, shaping the 

everchanging grids of their conscious or involuntary perception, in any case an 

active perception.   Dance is, par excellence, the field in which we can see the 

whirlwind of confrontation between the forces of cultural evolution, an area that 

tends to produce, and simultaneously to control or censor new attitudes of self-

expression and impress others.  Thus, gesture and its visual perception manifests 

itself in an infinite variety of marvels that prevents any hope of identical 

reproduction. 

 

2. Discussions 

A gesture‟s shape or form helps us understand its execution, but also the 

way it is perceived by dancers and spectators.  Pursuant to studies made by 

Rudolf Laban and Erwin Strauss, beyond the question of mechanical locomotion 

orthostatic position already contains expressive psychological elements above 

all or any movement. The movement relationship with gravitation includes 

already a certain mood.  This specific weight management makes us recognize 

someone from the sound of footsteps while climbing a ladder. Conversely, in a 

state of imponderability, the expression is radically different, as demonstrated by 

astronauts, because the essential indicator allows us to interpret the meaning of a 

gesture which has profoundly changed.  We will call it “pre-movement” the 

attitude towards weight, gravity, already existent in the orthostatic position 

before we begin moving, which will provide expressivity to the movement to be 

executed.  The pre-movement is responsible for the alignment with gravity, i.e. 
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the way the subject aligns and prepare its posture to stand up and brings into line 

is weight in this position. 

An entire system of so-called gravitational muscle, whose action is largely 

unconscious and involuntary, is in charge of ensuring posture; they keep us 

balance and allow us to stand upright without thinking about it.   These muscles 

are also those that record changes of our emotional and psychological moods. 

Thus, any change in posture will affect our emotional state and, conversely, any 

mood change will lead to a change of our posture. The internal resistance to 

imbalance, generated by the gravitational muscle system, will create the quality 

and emotional impact of the gesture.  The psychic is explained by the gravity 

system, which in turn enhances the gesture, providing a connotation, modulating 

it and colour it with desires, inhibitions and emotions.   

The level of energy against gravitation is induced just before the 

movement while initiating the action without the subject being aware. That is 

why the professional dancers know that to diversify, to modify or improve the 

quality of the gesture must use all its dimensions, including the pre-movement 

which can only be achieved by accessing their artistic imagination. By using 

their superior understanding of gravitational movements and dance, Pina 

Bausch‟s dancers can distinguish/achieve two levels of expression: they 

improvise words while performing gestures contradictory with the meaning of 

their words.  Individual gravitational organization is determined by a complex of 

phylogenetic, cultural and individual parameters. 

It is equally moving from the standing position to the upright gait of 

evolution and cultural history in the individual inserted. This is equally about the 

progression from a four-legged position to upright posture, as well as about the 

walking evolution and individual history ingrained in the cultural environment.  

The body language myths assumed within a social group become part of an 

postural system, and vice versa, the individuals‟ body postures become the 

transmission channel for this mythology.  Various complex angles of perception 

allow us to understand the creation process when we are spectators of a 

theatrical act or a dance performance.  An actor or dancer‟s movement and 

gestures trigger the observer‟s own movement experience: visual information 

generates immediate kinesthetic experience of the spectator and internal 

sensation of movement of one's body.   The changes and forces occurred in the 

performer‟s body space resonate with the spectator‟s body. 

Two great choreographers and dance techniques trainers - Merce 

Cunningham and Trisha Brown - explain two perception techniques, that are 

different by nature of the moods and experiences involved.  Both distanced from 

anything that could have been interpreted as a story, from any narrative idea that 

would have prompted the spectator to pay attention to the form.  Cunningham's 

works require distance, forcing the audience to perceive the sign or figure for 

what they are.  We can consider the postural attitude and pre-movement as the 

gesture prelude being the background which supports the obvious movement: 

Visible figure. The gap between dancer‟s emotions and the result of its craft is 

placed in between what once can see and the performer‟s own emotions. 
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The dancer cannot afford to let himself overwhelmed by the dance.  The 

dancer recreates through its own internal upheaval the real meaning of gestures 

and expressions, focusing on the movement‟s fundamental language.  

Cunningham's dancer removes every trace of personal emotion and any form of 

interpretation of the figure presented.  By contrast, Trisha Brown wants to bring 

to light into the final version of the gesture the original stages of the movement, 

pre-movement. By analyzing Trisha Brown‟s work, we could say that the 

stimulation begins with the kinesthetic sensibility (uninterpretable yet) 

developing into a conscious perception.  By comparison, Cunningham opts for a 

perceptive interpretation (construction and deconstruction) that outlines first 

what you see and only after that reaching the audience‟s kinesthetic sensibility.   

When it comes to understanding the movement, the two great choreographers 

and scholars adopted two diverse political projects, two different ways of 

relating to the world. 

The dance has no comparable scoring method as the one used in music.  

The first notation systems developed in the eighteenth century, while 

understanding the incipient form of ballet, is based on a steps system and a 

certain number of rules matching the music not allowing the scoring of 

movement in all its complexity. Rudolf Laban is the first to introduce a human 

movement notation system.  “Kinetography” or “Labanotation” is a complex 

notation system for recording and analyzing human movement developed by 

Rudolf Laban due to his analytical thinking applied to human movement.   

The core concept of the expressivity and plasticity of the human body 

movement is the body itself.  Both actor and dancer can not relate to their bodies 

the same way as a person who do not have to express through his body 

movement does while performing a daily routine.   However, dancer and actor 

can get into the cycle of insurmountable duality, if they have an instrumentalist 

attitude towards their own bodies. The actor-dancer represents a cultural 

product, being compelled to think and feel based on the structure of mental 

cultural paradigm that is driven into like everyone else, expressing his own 

attitude towards the human body.  Our choice to use the term “body” is purely 

methodological, and it is used with the purpose to avoid any ambiguities that 

could lead us into the area we are trying to combat. 

Yet again, considering the concept of dancer-actor‟s connection with its 

own body I wish to bring to your attention the exceptional importance of the 

chorographical concept in rapport with other arts.  The chorographical concept 

gives the body a clear direction, eliminating any ambiguities, and enhances the 

body‟s superior level from the spirit, soul and mind.  There is an essential 

connection between the dancer and what it must deliver.  The dancer‟s body 

transforms itself into a channel to convey the artistic message.  The purpose of 

dance as an art transforming the body movements and gestures into messages, 

leading to an identity rapport between the dancer and his craft or message, must 

be supported by Friedrich Nietzsche‟s corporal theories since they are the first of 

this kind in the history accrediting the idea of body‟s liberation from the 

dualistic conceptions‟ sway. 
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Pina Bausch invented a new concept of spectacle by presenting 

stereotypical loss of human social systems and where power games seem 

artificial. Pina Bausch is a leading influence and reigns as a stellar international 

artist one of the creators of the “Tanztheater” due to the way she elaborates her 

performances and dance pieces introducing the abyssal element catalyzing the 

scenic performance and through her active engaged dance concept.  Her 

performances include elements from theater, musical shows and happening 

concept shows.  Her preferred theme is the alienation between men and women 

transposing them into various metaphors, as illustrated eloquently in “The 

Bluebeard” (1977) by Bella Bartok.  Descendant of German expressionism, 

disciple of Kurt Jooss, a famous ballet dancer and choreographer mixing 

classical ballet with theatre, Pina Bausch imposed this form of art in perfect 

correlation of the socio-historical context with Germany‟s traumas and anxieties 

following the decades after the Second World War.  Pina Bausch's creations 

“Orpheus and Eurydice "(1975) and “Rite of Spring” (1975) are the 

performances that shape structurally her extensive choreographic discourse 

inherited from German expressionism.   

Exceptional dancer and choreographer, Pina Bausch will be the artist who 

imposes the concept of the dancer who integrates a theatrical speech in his own 

body. Pina Bausch‟s entire artistic heritage speaks about the concept she created: 

TANZTHEATER.  The evolution of dance resembles a real uprooting.  Pina 

Bausch breaks away from the classic dance history and creates a new scenic 

language branded by the apparent lack of movement and dance. The central 

concepts of my scientific research and theater pedagogy are the necessity of 

combining the body language expression with modern dance techniques, and the 

non-verbal and body movement exercises with theater dance elements.  

Pina Bausch was born at Solingen in 1940 and died in 2009 at Wuppertal.  

She studied dance with Kurt Jooss at the Folkwang School in Essen.  The young 

dance student Bausch thus acquired techniques for free creative expression as 

well as the command of a clear form.  She was awarded the highest 

internationals distinctions and accolades for her art, and she is one of the most 

important choreographers of our times.  From Kurt Jooss she learned “honesty 

and precision”.  Pina Bausch used these two values to create a volcanic dramatic 

energy in a way that was not seen before.   

She created a world theatre, which can incorporate all cultural 

colourations and treats every person with the same respect.  It is a theatre that 

does not aim to preach, instead creating an elemental experience of life, which 

each spectator is invited to participate in along with the dancers.  This global 

theatre is generous, relaxed in its perception of the world and thoroughly 

charming towards its audience. It invites them to make peace with life, and trust 

their courage to go on living and their own strength.  A mediator between 

cultures, it is a messenger of freedom and mutual understanding. It is a theatre 

which remains free of all ideology and dogma, viewing the world with as little 

prejudice as possible and acknowledging life - in all its facets. 
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The thoughts and body movements are connected through dance.  The 

core concept of the human body‟s movement while dancing is the rhythm.  Our 

human body has a permanent rhythm: our heart beat, our breath, each movement 

of our body while walking, running, dancing, writing has a rhythm.  From this 

point of view, the human body has a rhythmical design. Understanding genuine 

theater-dance requires knowledge of conditions in which crystallized 

phenomenon and how speech theater and the scenic intertwine in a new form of 

discourse, one in which we can not speak only of dancers or actors but also 

artists who embodies messages. 

 

3. Conclusions 

To have an in-depth and genuine understanding of the theater dance, one 

should learn about the incipient notions contributing to the creation of the 

concept, as well as the way that the theatrics and stage narrative are merged 

creating a new style where the performers are not only a dancer or actor rather 

they are transformed into artists conveying a message.  A logical approach 

involves the conceptual delimitation of the phenomenon, i.e. not only that we 

need to specify the genre where dance theater belongs to, but also showing the 

difference that differentiates theater dance it from other form of art on stage. 

Theater dance is a genre that belongs to the performing arts field.  However, 

what makes the theater dance different is that by using a certain dance technique 

the artist creates a theater dance performance. 
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1. NECKLACES AND PENDANTS OF THE METAL AGE ON THE 

TERRITORY OF ROMANIA 
Ioana-Iulia Olaru

40
 

 

Abstract: The present paper will refer to an aspect of processing metals on the territory of 

Romania, in Bronze Age and Iron Age (the second age habing been studied up to the moment 

when Prehistory ended: 1st century B.C., being continued by Antiquity). Unfortunately, few 

pieces were found in settlements and in necropoleis, so it is difficult to attribute the artifacts 

of the Metal Age to one or other of the existing cultures, though the region where they were 

produced can be mentioned. Consequently, their study can lead to another classification than 

the chronological one, and that is of the field of ornamental arts in metal. We will focus only 

on two types of objects that embellish the neck and the chest: necklaces and pendants, which 

help us create a vivid image of this important artistic field of the Iron Age on the territory of 

our country, these two joining the other important types of jewels: bracelets, rings, fibulae, 

phaleras. 

Key words: au repoussé, en violon, torques, saltaleone, tutul 

 

1. Introduction 

Composed of the Bronze Age and Iron Age, the entire Metal Age is the 

period during which the first signs of a statal-urban revolution appeared, and 

stone tools are replaced with those of metal (a process started at the end of 

Eneolithic). Even before the middle of the Bronze Age, the Carpathian-

Danubian space has become one of the important metallurgical centres of 

Europe.  During Bronze Age
41

, the metallurgy of this metal that got into 

Romania has developed step by step. Replacing copper tools and weapons, the 

ones from bronze, much more resistant and more fluid, will mark the qualitative 

step forward in the field of work productivity. Moreover, the processing of gold 

and silver objects reflects the social status of individuals and the complexity of 

the society to which they belong. Regarding the technique, the decoration of 

bronze objects was made through engraving; au repoussé is only indicated by 

the thin layers of metal – consequently, it will be applied on golden objects 

(where engraving is more rarely met). Regarding the aspect, geometry is the one 

                                                 
40

 Associate Profesor PhD., “George Enescu” National University of Arts from Iaşi, Romania, email: 

olaru.ioana.iulia@gmail.com 
41

 The earliest dating: 3 500, but for the territory of Romania: 2 500/2 000/1 800 – 1 200/1 150/1 000/850/700 

B.C. Cf. Marija Gimbutas, Civilizație și cultură. Vestigii preistorice în sud-estul european, București, Ed. 

Meridiane, 1989, p.140; Dinu C. Giurescu, Istoria ilustrată a românilor, București, Ed. Sport-Turism, 1981, 

p.24-25; Constantin C. Giurescu, Dinu C. Giurescu, Istoria românilor din cele mai vechi timpuri şi pînă astăzi, 

Bucureşti, Ed. Albatros, 1971, p.30; R. F., in Radu Florescu, Hadrian Daicoviciu, Lucian Roşu (coord.), 

Dicţionar enciclopedic de artă veche a României, Bucureşti, Ed. Ştiinţifică şi Enciclopedică, 1980, p.69, s.v. 

bronzului, epoca; Ion Miclea, Dobrogea, București, Ed. Sport-Turism, 1978, p.24; Vladimir Dumitrescu, Arta 

preistorică în România, vol.I, București, Ed. Meridiane, 1974, p.273 

mailto:olaru.ioana.iulia@gmail.com


131 

 

that prevails, just like in the case of ceramics, the motifs are angular (a 

herringbone model, triangles, rhombus) or curves (circles, spirals). And 

figurative elements are very rare. Moreover, the tectonic conception
42

 of placing 

the ornamentation exists also in the case of metal objects.  

 

2. Discussions 

The beginning of the metallurgy of bronze, which got in through the 

process of acculturation, marks a change from all the points of view of the 

society towards the Eneolithic period. The phenomenon started to manifest itself 

starting with the imitation in copper of the forms which are typical for bonze art. 

Anyway, exactly the process of passing from the metallurgy of copper to the one 

of bronze is difficult to reconstitute. There are rare bronze artifacts; we are 

referring now to the local imitations of the projects brought from the southern 

world. But even before the spreading of the metallurgy of bronze, in the 

workshops found in Transylvania, copper, gold and silver were processed 

(through knocking for the time being). Though it was poor in discoveries, the 

metallurgy of the early period has brought this alloy – bronze – with an 

increased hardness compared to the one of copper, and also the diversification of 

forms.  

Step by step, bronze has become a mass product. During the middle 

period, the development of bronze metallurgy is largely met, but there are also 

objects made of gold and silver, for the aristocracy. Transylvania became an 

important European centre of bronze metallurgy. Bronze deposits and thesauri 

of gold pieces and also isolated discoveries become more and more frequent. 

The metallurgy of bronze evolves and becomes even better in the late Bronze 

Age: typologically speaking, but also technically, the most used knowhow is 

now casting; the distribution networks of bronze are spread around the great 

centre from the Western Carpathians and the Northern ones, thus encapsulating 

the entire territory of nowadays Romania. The metallurgy of precious metals 

also evolves.  

Step by step, the metallurgy of iron replaces the one of bronze, it became 

generalized, at the beginning imitating the forms of bronze pieces, afterwards, it 

invented its own forms. In Iron Age
43

, we can distinguish the production of 

jewelry made of silver, these objects are typical for metallurgical art. In the first 

period of Iron Age
44

, Hallstatt
45

, the first iron products appeared, for the time 

                                                 
42

 Starting with Prehistory, we have noticed an essential feature which will become very important in Antiquity: 

unity – in a work ”sponteous regarding feeling, powerful from the point of view of expression, true and adequate 

regarding shape, thus becoming the perfect ensemble”. Cf. Mircea Ștefănescu, Arta desenului. Studiul 

portretului și al corpului uman după model, Iași, Ed. Artes, 2015, p.52 
43

 Approximately 1 150/1 000 – 50/70 B.C.: the date of the creation of the Dacian State. Cf. Dinu C. Giurescu, 

op. cit., p.25; Constantin C. Giurescu, Dinu C. Giurescu, op. cit., p.30; Vasile Pârvan, Getica. O protoistorie a 

Daciei, București, Ed. Meridiane, 1982, p.174; H. D., in Radu Florescu et al. (coord.), op. cit., s.v. fierului, 

epoca 
44

 Approximately 1 150/800 – 450/300 B.C. Up to the year 800 B.C., there is a period which is often confused 

with the end of Bronze Age. Cf. H. D., in Radu Florescu et al. (coord.), op. cit., s.v. fierului, epoca 
44

 Ibidem 
45

 Era named after the great necropolis from Hallstatt (Austria), in the classification of Iron Age from 1874, 

made by Hildebrand. Cf. A. Vulpe, M. Petrescu-Dîmbovița, A. Lászlo, Cap.III. Epoca metalelor, in Mircea 



132 

 

being, they were imported pieces which did not rival with the ones made of 

bronze – whose metallurgy reaches its peak at the beginning of Hallstatt. The 

iron objects which appeared at first (no artistic objects!) were found in the 

tumular necropolis from Lăpuș (a Celt) and in the deposit from Rozavlea (a 

knife‟s grip), then the bronze dagger from Tirol, the bronze pin with a disk-like 

head, with an iron kernel, and a sword, both from unknown places, like it is the 

bracelet from the necropolis from Bobda (Banat), and the knife from Căuș (Satu 

Mare county).   

 The bronze products from early Hallstatt is characterized by the reduced 

technique and poor quality metal. The ornaments become more and more 

abstract, symbolism plays a reduced role and it disappears in the obvious 

emphasized schematization of motifs and ensembles. The newly-appeared iron 

products are now local imitations of those made of bronze (swords, Celts – axes 

with longitudinal handle) which were made through fount; step by step, 

knocking will extend as a technique which is specific to iron. The forms of the 

objects is still a simple one, not very many shapes appeared, but they are part of 

an autochtonization of iron metallurgy, transmitted from Greece or from the 

coasts of Asia Minor. Different tools and weapons appear (knives, axes with 

small wings, two sided axes, chisels, sickles, scabbards), there is less jewelry. 

For it, gold is also used, processed from Neolithic times, leaving us nowadays 

some discoveries which are difficult to date (probably the bracelets of the type 

Firiteaz belong to this period of transition, the phaleras from Săcuieni and 

Grăniceri, the pot from Biia, the thesaurus from an unknown place from Bihor 

county
46

). Anyway, the discoveries of the artifacts from gold and silver start to 

become lesser and lesser during this period
47

. 

The phenomenon which was started before, involving the schematization 

and simplification of bronze objects, will become more and more intense, 

reaching its peak in the middle of Hallstatt, when the Dacian protohistory 

started. The deposits become lesser and lesser in Transylvania. But, the great 

development starts (an entire revolution) of the metallurgy of iron, with a rich 

and divers typological repertoire. The weapons made of bronze are replaced by 

those made of iron, created using a technique which is specific to iron: 

knocking. Bronze was used for jewelry and pots. This continuous development 

of metallurgy will take place on the entire surface of the nowadays Romania, 

leading to the disappearance of objects made of stone. The art of gold left us 

isolated thesauri and pieces, which are taken from their cultural-archeological 

context, this fact has led to the difficulty of their dating. 

In the late period of Hallstatt, one can notice a special development of 

iron metallurgy. What is characteristic is the replacement of bronze weapons 

with iron ones, some of them extremely well decorated, as we are going to see 
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from the examples offered in the chapter about metal artifacts of the entire metal 

Age. Iron is directly obtained from the mineral, without the phase of cast iron. 

The reduction in two steps, with forging, was used for obtaining a high level of 

puriy. The furnaces were similar to those for charcoal: simple bedstones created 

in the ground, with canals for collecting metal and leading to an external hole in 

which the lump was formed. On this bedstone, there were alternative layers of 

crushed mineral of iron and wood charcoal, then everything was covered in 

ground. Through the canals, the fire was lit and the metal produced through 

reduction flew through the same canals until it reached the hole for the lump 

(Miclea & Florescu, 1980, p. 127). Iron metallurgy becomes generalized in the 

second period of Iron Age
48

, Latène
49

; the new technique of processing iron 

through the thermic treatment of metal. Except common objects, what is special 

is represented by luxurious pieces from the Royal Tomb from Agighiol. During 

Latène period, golden objects are very few, compared to those from Bronze Age 

and Hallstatt. The existence of silver art is well documented. 

Regarding the  ORNAMENTAL ARTS of this period, of  Metal Age until 

the 1
st
 century B.C. (the moment which marks the ending of Prehistory and the 

beginning of history itself on these territories), except for CERAMICS, what is 

important is the ART OF PROCESSING METALS (which will be called 

TOREUTICS starting with the future Ancient Era), which stops in our case only 

to weapons and metal pots (though most of them are not decorated, so that they 

cannot be actually called art), and a few other small objects (mirrors, ornaments 

applied on the wall) (there weren‟t found any metal statues). It is also completed 

by the chapter JEWELERY (we will discuss about some of them in the 

following paragraphs). Technically, metal objects were made especially by 

founting in shapes and rarely by knocking, while the technique of their 

decoration was, in most cases, engraving (for bronze objects) and the technique 

au repoussé (for those with gold layer). In general, in the used décor, we notice 

the same geometrical-spiral essence that also existed in the case of ceramic art: 

having an angular, but also a curved trajectory, with very rare figurative 

elements (zoomorphic and anthropomorphic ones), and also the same tectonic 

conception, connected to the form of the decorated surfaces. 

 In the chapter JEWELERY, we should mark their existence – at least for 

the ones that are for neck and chest (which constitute the topic of interest of the 

present material) – even before Metal Age. In Eneolithic (late Neolithic), there 

was a special preoccupation for the usage of copper – this fact was visible 

regarding forms (axes – chisels, and also for the initial form of the axe-hammer, 

with crossed arms and a transversal hole for the hilt) (Ursulescu, Petrescu-

Dîmbovița & Monah, 2010, p. 146), and also for the casting technique (in 

simple patterns or bivalve), which also led to the increase of dimensions. 
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Moreover, bonze objects are also used (the bronze was obtained through the old 

method of the alloy of copper and arsenium). At the beginning, tools were 

produced: axes, hatchets and other diverse pieces that came from isolated 

discoveries and from deposits and rarely from settlements and tombs; towards 

the end of Eneolithic, the production of copper objects decreased (in the cultures 

Cucuteni A-B, late Sălcuța, Cernavoda I). The first gold jewells appear (in the 

cultures Gumelnița, Cucuteni, Bodrogkeresztúr) (Idem, p. 147), this fact proves 

the evolution of metallurgy and reveals the beginning of the hierarchization of a 

society governed by elites. 

Belonging to the culture Gumelnița, gold pendants have an apotropaic 

role and they could find their place among the anthropomophic representations 

through the schematization of the idol type en violon: rings with trapeze-shaped 

extensions, another pendant having a disk shape, being concave-convex, the 

circular part does not have anymore the central hole. The décor is missing on 

these gold pieces or it is made au repousséon one of the idols en violon. We also 

mention here the gold representations of animals. One of them, discovered in 

Gumelniţa, is the oldest attempt of goldsmithery on the territory of Romania 

Miclea & Florescu, 1980, p. 268): a pendant with two twisted horns and 

decorated on the brim with rows of prominence au repoussé.  

We cannot consider the few jewels of Cucuteni culture as emblematic for 

art: from Brad, there are two concave disks of gold board, with two holes for 

hanging, the big disk having a décor au repoussé with points on the brim (at the 

little one, there is a line of pearls, the margins are undulated) (Oanță-Marghitu, 

2014, p. 186) (6,3 and 4,8 cm in diameter) (Wullschleger, 2008, p. 188, 221). 

There are disk-like pearls made of copper, discovered in Hăbășești (Dumitrescu, 

1967, p. 35). We also add to these the gold piece from Traian – Dealul 

Fântânilor: there is a ring in the upper part, with a trapeze-like extension, 

decorated with a chain of knobs au repoussé, probably a ritualic multiplication 

of breasts (Idem, p. 168) (it is the schematization of the human form specific to 

idols en violon). The researchers believe that this pendant (or maybe applied 

object?
50

) (of 2,6cm) (Dumitrescu, 1974, p. 266) was imported from 

Transylvania, where it probably belonged to the culture Bodrogkeresztúr and 

they place it in phase A-B. A piece found in Trușești, a similar one and 

decorated with small knobs au repoussé, was made of white metal (en metal 

blanc
51

): with a square head and a triangular body with rounded sides. 

 Though it has over 30cm high and it weighs over 750g, The great pendant  

made of a gold plaque from the thesaurus of Moigrad (belonging to the culture 

Gornești-Bodrogkeresztúr) has the same line with the idols en violon: a trapeze-

shaped disk with a hole in the middle, with a punctured trapeze-shaped 

extension with 4 symmetrical holes. The décor consists in two rather big knobs 

(the breasts?) (Miclea & Florescu, 1980, p. 88) above the central hole; the 4 

punctures were used for fixing (an applied object?) (Ibidem). Furthermore, other 
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pieces (still applied) are of the type of idols having their arms in cross: of small 

dimensions (but bigger than the idols en violon made of metal of the other 

cultures: 8,5 – 9,7cm). They have a cross shape (of bird? of T?) (Wullschleger, 

2008, p. 134), the ends (the lateral ones and the lower side one) have two scrolls 

twisted in opposite directions; two of them are decorated with two knobs au 

repoussé, surrounded by circles made of points (the breasts) (Dumitrescu, 1974, 

p. 269) and the head is indicated only by a breach of the upper contour (Miclea 

& Florescu, 1980, p. 88) and two punctures (the eyes); the other has a high head, 

with a widened neck (Ibidem). Two conic gold shapes were found in the 

necropolis from Urziceni – Vamă (Satu Mare County); at the basis, the foil was 

twofold inside (it measures 2,1 and 1,9cm in diameter)
52

. Regarding these jewels 

– for neck and chest – we will continue our argumentative article which is 

specific for Metal Age. 

THE NECKLACES made of bronze (as a sign of social distinction) 

appeared at the beginning of Bronze Age. The massive ones are not decorated. 

Some of them from Bocșa Română, Uioara, Ghergheș have a similar decor with 

the ones of the bracelets: wide and thin compartments, in which there is an 

alternation of multiliniar zigzags with vertical lines, with the motif of the fir 

branch in the middle; well, the entire area is decorated with multiliniar zigzags. 

Regarding form, many of them are twisted (a pendant of bracelets with ridges), 

torques made of gold or silver bar, known on our territory from Bronze Age 

Pârvan, 1982, p. 302). For example, we can mention the one from Alba Iulia – 

Partoș or the 3 torques – necklaces like bars – found in Deva, the ends are 

curved in order to be caught, or wrapped, as it is the case of the deposit from 

Bâlvănești (Basarabi culture) (Miclea & Florescu, 1980, p. 124). The ones from 

the deposit from Coldău (the first Bronze Age) are made of bronze wire with a 

rounded section, with an uneven twisted bar (by one‟s hand) and spiral twisted 

ends or having semi-spherical protuberances or T-shaped ones (Rusu, 1967, p. 

85-100).  

 From the thesaurus from Pecica – Rovine (Arad county), the necklace 

composed of 48 simple cones made of gold, punctured in order to be connected 

by a string (or to be applied on a vestment?). Probably it was a ritualic feminine 

jewelry (Miclea & Florescu, 1980, p. 119) from the beginning of Hallstatt 
53

.  

Moreover, necklaces of gold beads having the form of spherical pearls, 

punctured in the middle were discovered, like the one from the thesaurus from 

Boarta (Sibiu County). Very often used, such gold pearls of different shapes 

(spheres, cylindrical, barrel-like, lamellated) were found in the thesauri from 

Sărăsău, Simeria, Șmig, in the necropolis from Lăpuș
54

. Different chains have 

reached our times (such as the ones from Apoldu de Sus, Sibiu County, 

composed of 18 links made of a gold bar which was twisted), with the ends of 

different sizes (Miclea & Florescu, 1980, p. 119), the links are thicker in the 
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median area, having a décor made of groups of notches
55

. A saltaleone made 

from bronze tubes was found in Ferigele (Bârsești-Ferigile culture) (Miclea & 

Florescu, 1980, pp. 127-128). The golden pectoral from Balaci (Teleorman 

County) (belonging to early Hallstatt) is a simple halfmoon shaped band with 

eyelets on both ends in order to be caught from the vestment (Idem, p. 119). 

Regarding  PENDANTS, a pendant of 6cm with Celts miniatures comes 

from the deposit of bronze objects from Sângeorgiu de Pădure I (Mureș 

County). A rather rare object (4,5 cm length) is the pendant discovered in 

Oradea – Pepinieră, it has the shape of a small battle axe, made  of bronze, 

created through casting (Ghemiș & Bulzan, 1998, p. 185). The bronze 

miniaturization of some daily objects is characteristic for the end of the Bronze 

Age. The pendants made of small hourglasses have concave long sides, convex 

or straight short sides, the upper part is rounded, the lower one is ornamented 

with ditches, thickened stemming. The pendants from Dridu have a décor with 

delicate incisions, the one from Ticvaniu Mare has vertical lines in relief; 

furthermore, there are simple or double ribs as décor, marking the contour of the 

object, some of them even have relief rosettas (Arpășel), protuberances (Poșaga 

de Sus), a V-shaped motif (Ticvaniu Mare)
56

.  

 Having the form of eyeglasses, the pendants (just like fibulas…) were 

found in Ploiești – Triaj (the culture Bârsești-Ferigile), with the hanger made of 

the knot made of the two spirals, or the one from Sărata-Monteoru. Or the ones 

from Apuseni Mountains (Livezile, Poiana Aiudului, Ampoița, Mada – that 

belong to the cultural group Copăceni
57

), and also the ones that belong to the 

Culture Mureș. Being executed very carefully, through beating, the pendants 

were in general worn at the neck, but sometimes they are also caught in a net or 

like ornaments of a head garniture. Two pendants with a slight anthropomorphic 

suggestion were discovered in Mișca (Arad County) (Miclea & Florescu, 1980, 

p. 118). The syncretism between a human schematization and the image of an 

axe can be noticed on two bronze pendants found in Ulmi – Liteni (Iași County) 

– frequent forms for the pendants dating back to the late Bronze Age.   

A special remark should be made here for the bronze chain with different 

pendants from Orșova (Hallstatt): there are links with very close bottoms, made 

of circular bronze wire and with symbolic pendants which represent pots with a 

leg, with a grooved shoulder, a high neck, a splayed lip with groves, and also 

suggestively schematized pile driver, with very sharp pointed horns and with a 

décor carved on the body with angular lines and also an undefined shape.  

Moreover, we also mention here the ornamental chain of harness from Guruslău 

(Sălaj County) (a treasure in clear relation with the appearance of forms of 

social differentiation, reflected in costume details, weapons, harness (Idem, p. 

105): a disk is connected with two small chains, the disk has five concentric 
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circles in relief and an umbo in the middle, having three small chains attached to 

it through small crooks, the chains support a rectangular plaque decorated with 

two solar fretted wheels, closed by concentric circles and separated through a X-

shaped décor in relief; other three small chains were caught on the same plaque, 

at their end there is a triangular plaque with a knurled inferior side and a décor 

on its body having V-shaped forms, oriented with their point above 

(Dumitrescu, 1974, p. 398). 

Pendants were also used as harness, as the ones from Desa (Dolj county) 

(the Culture Basarabi), bronze ring fingers with a pierced tail for catching 

(Miclea & Florescu, 1980, p. 124) or like those five from the deposit from 

Ghidici (Dolj County) (also Hallstatt) (Ibidem). Tutuli, the bronze small bells 

that were hanging as a pendant of the harness (approximately 8cm long), 

produced sounds while touching each other; they were discovered in different 

deposits. As an example, we mention the ones from the cave from Cioclovina 

(Hunedoara County). In general, one of the versions has a disk-like concave 

body, a smooth surface, a conic button, while the other version has a conic 

shape, with concentric circles in relief and a sphere-like button. The background 

of the decorated ones was on the chime, with concentric circles. Finally, we 

mention here as small (2,9 cm) triangular pendant of golden layer found in the 

necropolis from Poiana (the  Culture  Monteoru), decorated au repoussé with a 

string surrounding the brim and a central motif similar to an upside down hook, 

with a vertical line in between.  

 

3. Conclusions 

It is undeniable the existence of local workshops that worked for the 

autochthonous tribal aristocracy (probably less Gethian, but surely Greek), 

hybrid works, belonging to orientalized art from the area of Thracia, Ukraine, 

Crimea, but, in general, the accent falls more on the itinerant masters who 

produced silent partner works, and less on the creation of a new type of art, 

specific to the Gets, despite stylistic features and multiple influences: an 

independent vision, a Getic autonomous style are not accepted by all 

researchers. At least for the period before the 2
nd

 century B.C., some interpreters 

agree on an individual and original style of the Thracians from the median area, 

in which oriental elements, Scythian, Greek one relate and combine on a 

powerful autochthonous background, having as result images whose message is 

understood only by those that knew its symbolism. 
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2. EMPATHY AND COMMUNICATION 

THROUGH ART 
Marinela Rusu
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Abstract: Art is one of the finest means of shaping the personality, of access to aesthetic and 

moral values of society. The paper presents some of the elements of communication through 

art, in the double sense of this process, from the artwork (creator) to the viewer, but also from 

the viwer to the work of art and creator. The key-element of this dual process is the empathy, 

the ability to feel the emotional states of others. It develops within a set of personality traits, 

including: emotional intelligence, emotional feelings diversity, cognitive skills, along with 

motivation and personal ideals. Art is a medium of communication but also an element of 

developing a general receptivity to the world and its authentic values. 

Key words: art, communication, empathy, creativity, art receptor, aesthetic judgment 

 

1. Emotional feelings and empathy  
Empathy, being a component of emotional intelligence domain, is the 

cornerstone of any attempt to optimize psychological self-awareness and 

relationships with others. Without empathy world would be a dull world, a place 

of autism and emotional schizophrenia. "We are spiritually rich, writes S. 

Marcus (1997, p. 80), only to the extent that we can enrich ourselves with 

empathic experiences, and we gain the depth of spiritual understanding only 

when we come to truly understand those around us." Interactions with others put 

often in discussion the empathic abilities that we have, revealing how well we 

know and understand those around us, without resorting necessarily the a verbal 

communication. The way we infer someone else's feelings also implies the 

ability to interpret nonverbal channels: tone of voice, gestures, facial expression, 

body posture, arms etc. In general, women are more careful about this kind of 

perception. 

In C. Rogers's words, "being empathical means to perceive the internal 

reference of another, with all its emotional components and meanings, as being 

the other person but without losing the consciousness of <like as>." (Rogers, 

1966, p. 54). In the simplest terms is the ability to put oneself in another's place, 

to see and feel the world as he feels. Daniel Goleman (2004) repeats the 

assertion made by Martin Hoffman, that the roots of morality should be sought 

in empathy because, participating in someone's pain, we feel the urge to help. 

Empathy not only makes us more understanding, loving and caring in our family 

relationships, emotional or job relationships etc. but helps us become 

compassionate beings for those who we do not know and learning about their 

sufferings, we will try to help somehow. Empathy submit to our attention the 

social problems and injustices that lead us to take a stand and thus, those social 

problems become our problems. 

                                                 
58

 Researcher PhD. and visual artist / Romanian Academy, Institute ”Gheorghe Zane” from Iași  Branch, 

Romania, email: marinela1808@yahoo.com 

mailto:marinela1808@yahoo.com


140 

 

The work of art has the ability to capture important aspects of the 

ontogenetic development of human history also as a group, multiculturally 

diversified. It can be said that art is an essential element without which 

consciousness would not have evolved, bringing the human being what it is 

today. As well-known psychologist Ursula Schiopu observes, "art brings us the 

existential essence significance. The work of art creates a bridge (moments of 

emotions and feelings of exception) between one who possesses the ability to 

create and which has incorporated it in creation, and the man who contemplates 

the work of art and loads of its anguish and its surface or depth messages. This 

meeting has the characteristics of a particular empathy process, full of 

associations that makes a subjective contemplation and context of intentions, 

emotions, fervor, restlessness, exposed, explicit or latent in the artwork, which 

can be a painting, a sculpture, a palace, a concert, an opera or theater etc." 

(Șchiopu, 1999, p. 3). Any artistic creation carries a coded message which gives 

to society complexity, depth and the possibility of developing new 

informationtional universes. This will outline individual preferences influenced 

both by the degree of culture, sensitivity and personal ideals. Art is constituted 

as a moment of greatness of man, a relative and ephemeral moment.  

Art studies are relatively recent and deals with areas such as art history, 

philosophy, psychology, sociology and pedagogy of arts and, of course, 

aesthetics. We can analyze art from different perspectives, precisely because it 

is an expression of our culture and civilization. For example, psychology, 

addressing psychological processes, personality and human behavior added to its 

studies the psychodiagnosis of creativity and developed arts psychotherapy. 

"Problems of creativity, writes U. Şchiopu, of development and stimulation of 

creativity, are particularly important, as they are the support of the human 

condition and progress as they engage in the task of detecting, stimulating and 

protecting highly creative people, to help the human of future centuries ridding 

of sclerosis and erosion of non-values and devaluation of man, whose 

constructive chances grow through creativity.” (Idem, p. 9). Creation is a 

complex process in which is maximum enabled not only the creative intelligence 

of the artist but also the active spectator, which validates the opportunity to talk 

about a psychology of art reception, of contemplation or consumption of art and 

one of the values implied in the circulation of social art. 

 

2. Aesthetics 
Concerned by centuries of understanding and defining the concepts of 

beauty and ugliness in art, aesthetics is an area that often intersect with 

philosophy and morals. One can speak of a relationship between ethics and 

aesthetics which, gives contemporary art a possibility of a generous 

manifestation. Aesthetics is the analysis of evaluative judgments appreciation 

and operates mostly with differentiations of ugly/ beauty. Because aesthetic 

value judgment studying in principle, the artist and the viewer, and even the 

artwork as a whole, they are only taking the perspective of evaluation. By this, 

aesthetic is a normative science, akin to the logic and morality. Psychology of 
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art, however, focuses on complex existential experiences of the artist and of the 

art receiver. The act of creation is a complex process with a deep personal 

involvement. It mediates the communication of desires, attitudes, fears but also 

promotes expression of him/herself that needs to be understood and respected 

through proper conduct of rank and social status. All these demonstrate a culture 

and a civilization that feeds a sociology of art, emerging differently in different 

parts of the world, filled with specific characteristics, but also with a theme 

somewhat universal, about the history of human evolution (Rusu, 2015a, 2015b, 

2016). Sometimes, individual ideals confound with the ideals of a society, with 

its mentality or tragedies (eg. Fig. 1-2 – E. Delacroix, Liberty, Ellada on the 

ruins of Missolonghi, fig. 3 – P. Picasso, Guernica, fig. 4 - Jean Louis David, 

The Death of Socrates). Culture incorporates into its structures different sides of 

creativity (attitudes, skills, talents, affective states), but gives, on the other hand, 

some investigating stimulation, force to push, communicate, cipher and 

decipher, to symbolize the dimensions of life and events and to fit them with 

infinite shades of emotional states. Artwork condenses multiple existential 

values and embraces a micro-existence of human uniqueness. 

Through art, the human mind has shaped and shapes its structures and 

nuanced feelings of depth and spatial/temporal variability, of demiurgical 

implication. Horizontally, it gathered subtle forces in the course of time, latent 

complex accumulations, which palpitate, on the one hand, in the spirit of 

creators and on the other hand, in the spirit of the culture of the time. They 

crystallize in a sensitivity that has relatively different structures, as attitudes 

towards art, involved in inner psychic forces; through them it creates a psychic 

ability and outstanding responsiveness, to seek, know and design the interior 

fever, related to art and the need for it. 

Intense emotions characterize the meeting with art, boosting the intellect, 

the behavior and sometimes the creativity, and represents one of the results of 

art reception. The artistic product itself, synthesize, in turn, subjective intense 

experiences, constituting mirrors of a moment and also becoming unpublished 

archives of a social subtext, as the theme, work style and other attributes allow 

us to recognize the time in which lived the creator of the artwork. This means 

that the artistic product condenses different information and knowledge on 

universality and timeliness of a section of the social and cultural life. 

 

3. The Contemplator 

        Art has always described man‟s struggle, eternal and hard between good 

and evil. J. B. Molière‟s theater, Shakespeare's tragedies highlight this 

phenomenon and Roman sculptures differ from those of the ancient Greeks, in 

the types of behavior and feelings they express. There is a historical evolution of 

human themes and dilemmas described in all kinds of artworks. Lev Tolstoy 

observed that the artwork can affect its creator, calling this phenomenon 

"contamination": "I was contaminated with typhus from Ivan, he says, ...but I'm 

sick of my typhus and not of Ivan‟s typhus and Hamlet that I carry in me is mine 

and not Shakespeare‟s" (cited by Jeane Segal, 1999, p. 54). Art gives thus the 
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possibility to redefine the artist's personality being a means of personal 

development through self-knowledge. These experiences enrich the human 

psyche, making it more complex, capable of understanding and adapting to daily 

live. Artistic experience, the reception of art represents the pleasure of a new 

experience, through which the individual acquires a more complex experience, 

more condensed and with more meanings and significations in a short time, but 

which "expands inside, adapting to the dimensions of the universal time " 

(Salovey & Mayer, 1990, p. 118). 

Psychology of art took a cohesive identity after Henry Delacroix 

published his work entitled ”Psychology of art” (1927). In the romanian 

foreword signed by O. Barbarossa, we fiind an eulogy for the humanist approach 

of this work, removing the art analysis from the monopolizing areas of 

aesthetics, restoring its humanist optics related to the creative forces of man and 

its social and historical influences. Through this work psychology distanced of 

aesthetics, an inevitable process by which ideation and philosophical theories 

distanced themselves from a wide area, that of  creation (as a complex process - 

conditions, stimulating factors, effects) and that of artist‟s personality 

(biographical aspects, social and cultural integration, psycho-affective and 

creative capabilities). 

According to Delacroix's optics, art serves - metaphorically speaking - to 

reflect reality, converting it into a state of reception, as a kind of vision, says the 

author, with complex functions, among them being that of becoming one of the 

means through which man attains self-unification toward an exceptional 

experience. In this context, "the work of art produces vibration, sensitivity and 

reason, not just in the act of creation but also through the contact with the works 

of art." (Delacroix, 1927). In this latter approach, Delacroix reached a very hot 

problem, discussed in years 1930, which was later developed by Schiller; in 

summary, is the idea that the game (very approached by its great importance on 

mental development in childhood) constitues the base in art creation. Delacroix 

notes that art process condenses toil and fatigue for a deep construction, so 

creating a clear distance between artistic creation and game. Associationists 

were those who had taken the problems of game involved in creation and not of 

creation involved in the game, as it happens in earlier periods of human life. 

Delacroix looked at all the nuances of the game theory: the theory of 

excess of energy (Spencer) theory of game as pre-exercise (K. Gross), play as 

antidote of pleasure and its forms, game seen as a corruption of the meaning of 

infinity (paraphrasing Baudelaire), violent game, gambling, the game involved 

in irony, comedy and laugh (as an attitude of not taking seriously about a 

situation), and gossip, which (reminding M. Proust‟s opinion) exists behind 

reality and so on. Starting from the idea that there is a difference between 

action-game and game-dream, the author states that creative processes and 

reception of artwork, are neither diffuse nor momentary but complex processes 

loaded with special symbolism, lived with passion and dedication because the 

perception of art animates the universe and replace utility with visionary 

perception of things, generating a powerful virtual experience. Such an 
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experience, however, is always confronted and eventually canceled by the 

reality and its chaos, facing virtualities of Ego and Non-ego. Meanwhile, 

Delacroix criticized the vitalistic theory for its reductionism (the basic idea 

being that unleashed creative energy serves only the will of living). Referring to 

Einfühlung theory, Delacroix stressed the idea that artistic experiences are a 

way of opening the inner life of the human psyche to the outside world. 

Delacroix has given to art different functions, as so-called "demiurgical". 

Artwork as well as moral action constitues a translation of the sensitivity of the 

spirit motion to its own sovereignty and fullness. Man has always wanted to be a 

transmitter of history and events that need to mark the syncope or the historical 

and social achievements and remain as exemplary image for the future 

generations. Writing, literature in this case, built the technological 

instrumentation of word-arts, whose power has grown exponentially over the 

centuries. We can not ignore that through writing, have been created a 

motivation for creative, artistic approach. The form of perception involved in 

contact with the artwork incorporates a great deal of intuition, which is anything 

but ordinary perception; it contains affective responsiveness, engagement of the 

capacity to find meanings, decoding messages, conversion of attitudes, 

aspirations and feelings of emotions, activated by the situational emotion. 

However, this form of perception, assume many skill-decoders and emotions of 

satisfaction and participation, conditioned by the structures of these 

constellations of skills in the living-contact with the artwork. 

 

4. Intuition and empathy 
After Th. Lipps (cited by Marcus, 1997, p. 182) the activated intuition - in 

contact with the artwork, facilitate an experience that has specific 

characteristics. In his view, there are four kinds of empathy. The first is a 

general empathy, aperceptive, which is the support of the perception that any 

process includes in its structures a special activity, that has a communication-

side of the man who created the object. Generally, the idea of involving personal 

characteristics in everything one does is the expression of one who has 

performed the design of an object. The second form is the empirical or natural 

empathy, expressed in the appreciation that the artistic object has force and 

motion, expressing a feeling, which employs a kind of anthropomorphism. But 

this is different from primitive anthropomorphism, being rather an expression of 

the meeting between previous and recent states, plus the contact with art 

(stratified contact in personal experience). 

A third form is dispositional empathy generated by the artwork (warm or 

cold colors, serious, sad, happy, thoughtful figures, etc.), which engages in 

dispositional, ground of the art work contemplator. The last form of empathy is 

Ego transposition empathy within the meaning and significance of the messages 

highlighted by the artwork, provided by the creator in his artistic product. 

Aesthetic empathy is close to the latter form of empathy described by Lipps. All 

forms of empathy develop and become more complex, depending on life 
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experience, in art case, or interest in art, influenced by the contacts generated by 

interest. 

As such, empathy involved in the contemporary work of art has an active, 

anticipatory implication of potential reactions, behaviors and emotions of the 

characters involved in the work of art. The contemplator can anticipate reactions 

directly and indirectly to created situations and interrelations. All this shows that 

empathy is richer and more prolific even than the perception and observation. 

Pavelcu V. (1982) also made interesting comments on empathy, that becomes 

very active, especially in limit, dramatic situations presented in an artwork. E. 

H. Gombrich (1973) emphasized that in empathy occurs a kind of mental 

symbiosis that is part of emotional states, while S. Marcus & Doina Săucan 

Stefana (1994) and Al. Rosca (1981) considered empathy as a particularly 

complex psychological state and brought it out from the seconds plans where 

was pushed by the orthodox behaviorism and somewhat less by the neo-

behaviorism.  

M. E. Sourian in his work L'Avenir de l'Esthetique (1929) in the 

controversial dialogue with Basell (Essai d'Esthetique) considered that empathy 

is developed more in aestheticians and artists than in people who have other 

kinds of occupations. We could consider that in the contact with art, feelings and 

empathy creates tensions and the artist included in his art a message and a 

potential sequence of his life. Artwork causes empathic mental states which are 

different for temporal arts and for spatial arts, an emotional-intellective 

domination, provocative of meditations, in spacial arts, and empathy that 

condenses, while carrying the art sequences, intense feelings that are consumed 

in an interior film, unfolded with much greater speed than the one caused by the 

current events of life and creates premonitional replicas, more powerful than 

those of everyday life. 

And one more thing: art leads through the forms of empathy that it causes, 

the human force of being there where is not, perceiveing that space and time, 

transmitted by the creator. The idea is that, as stated by Gh. Neacșu, "psychic, 

affective experiences, involved in contact with works of art are consumed at a 

higher voltages than usual." (Neacșu, 1999). The author also recall in his study, 

the research conducted by C. Enăchescu, where plastic expression is seen as a 

"form of externalization of intrapsychic content of personality, having the same 

value as oral language or writing for intrapersonal communication process" 

(Idem, p. 10). Specifics of the work of art lies precisely in the fact that the 

creator mediates the contact with his audience, and its structure, carrying 

potential meanings, creates subjective states corresponding to receptors being in 

an indirect relationship with the object represented or suggested. 

 

5. Conclusions 
The work of art has an identity that makes it unmistakable with others, 

even if they are products of the same artist. This individuality, unmistakable of 

artistic creations led to appreciation of the artwork as unique. The paradox of an 

art work is that, although it is a singular expression of individuality, which 
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concentrates in itself a typical substance of a certain social generality, precisely 

this interpenetration makes it polysemics and having an open character.  

Creator expresses himself, but also succeeds in this value intersection 

between his feelings, personal experience and the feelings and experiences of 

others who are more or less, similar. The human dimension penetrate any 

creative product, which expresses us as a race, as a society or community. Art 

interfere with the personal values, those of the community and of the whole 

world also. Therefore, they are subject to the same degree in social, cultural and 

educational ideals. Universal and personal, become confounding dimensions of 

creation and thus, their value refers to personal modeling and development 

(Rusu, 2003). 

 In a poetical expression, Lucian Blaga says: "A work of art is always a 

dose of mystery, a sensitive revealing of unity and multiplicity, of meaning and 

irrationality, spontaneity, canonicity and originality ...” (Blaga, 1939, p. 125). 

Art is one of the most important answers that man gave to his existential 

questions, to the inner turmoil related to his condition in the world. And even if 

there it is not a clear and definitive response, it continues - through myriad 

forms - to enrich our inner, emotional world, to help us in self-knowledge but 

also for a better knowledge of others. 
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                Fig. 1 – Eugene Delacroix,”Liberty”                             Fig. 2 – Eugene Delacroix  

                                                                                           ”Greece on the ruins of Missolonghi” 

 

 
    Fig. 3 - Picasso, ”Guernica” 

 

 

 
Fig. 4 – Jaques Louis David, ”The death of Socrates” 
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3. PROPOSALS REGARDING THE WORK STRATEGIES IN PLASTIC 

VISUAL ACTIVITIES. THE PROFESSOR AS A VISUAL ART 

MEDIATOR 
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Abstract: Starting from the cultural mediator model, the teacher, in his turn, can be 

positioned from the perspective of the assumed positioned of art mediator. Thus, his role 

would be to make art accessible to a public under training (students). Approaching activities 

in an upward direction - from the uninitiated (students) towards the professionals (artists), 

the designed activities will thus start from the developmental needs of the students. Finding 

ways of connecting youth and art by introducing art into everyday life and identifying 

examples where elements, skills and knowledge about art can be applied in everyday life and 

the permanent concentration of the mediator professor on the public/youth/students and not 

on the works of art and, thus placing young people at the heart of artistic mediation are 

several ways of opening, awakening and training the interest of the new art public. 

Key words: professor, student, art public, artistic mediation 

 

1. Introduction 

Art mediation dialogue facilitated by the teacher must be done from the 

level fo the students/youth that the teacher interacts with and taking into 

consideratin the fact that he/she is working with an ignorant public, but in 

training. Young people can be given the opportunity to express his own ideas 

regarding the viewed artistic works or events, allowing different interpretations 

and ways of reading the works of art. The art work is not complete without the 

audience for which it was created, so the visualisation manner of the viewer 

completes the work. In this way, the significance of the work of art is constituted 

by mediation. Art mediation through a teacher can stimulate the imagination and 

it can provide keys for interpreting or decoding the artistic message, being the 

result of clear choices of the teacher, that takes into account a set of well-defined 

educational objectives. 

 

2. Teaching strategies 

We propose four teaching strategies that take into account the cognitive 

dimension, but also the relational/emotional aspect and it combines multiple 

teaching perspectives, such as: the mediator presents the information; direct 

interaction with the studied environment; young people searching for 

information; producing a concrete result. Using only one of the four strategies 

ultimately leads to the creation of a limited education framework. In return, the 

combined use of strategies can ensure an efficient mediation and a harmonious 

development. 
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a) When the mediator is the one who facilitates the transmission of information 

(figure 1), this can be done either within the school area, or in an outer space 

with adequate resources - museum, gallery – so that the sent message can be 

easily illustrated. For the efficient assimilation of information, in addition to the 

oral presentation it is necessary to use printed or audio-video, graphic materials, 

photographs etc. The mediator can be both the teacher and a professional/artist 

invited to speak to the students. This strategy is very close to the traditional one, 

where the teacher is the holder of the information, the transmission being made 

unilaterally from top to bottom. In the proposed version, the teacher is the 

mediator and he takes into account the cultural mediator model mentioned 

above. 

 

  
Figure 1. Students from several high 

schools in Iasi in a presentation workshop 

about contemporary art held in May 2008 

within the Creative Mediation Project - 

Contemporary art for the youth. 

b) Direct interaction with the studied environment (figure 2) is another learning 

strategy. When undertaken in the classroom, this requires the teacher to facilitate 

a direct contact with the object subject to the study, works beonging to him/her 

personaly, to other artists or to children. It does not involve working with 

albums or images of art reproductions. Direct contact with the studied 

environment is best made in galleries or other spaces destined for work 

exhibition or in the natural environment. 

c) Young people searching for information, as a teaching strategy, can be 

applied when the mediator/teacher establishes the theme, and the students are 

the ones who gather information about the topic from various sources and then 

they present the results to the colleagues and teachers. This type of strategy 

involves completing the task as a portfolio, it covers a longer period of time - 

from several weeks to a semester - and it involves several work stages. First, the 

teacher is one who exposes the work theme. Then, the students are the ones who 

undertake the research, trying to gather information in the field, but also 

information from other fields related to the topic. 

 
 

 
 

 

Figure 2. Mircea Cantor, “Ping Pang 

Pong”, Peripheral 7 – Focussing Iași. Why 

Children? (2006), instalation, ping pong 

competition for students.  
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       This step is carried out individually or in groups, but under the guidance of 

the teacher and through his guidance throughout the process of gathering 

information made by each student. Information sources can be books, articles, 

interviews with experts, internet, media, specialty publications, documentation 

and personal observations in the form of notes, sketches, photographs, films, etc. 

The information will be processed, assimilated and structured. In the next stage, 

the teacher encourages the outline of a general conclusion and of a personal 

view on the study subject, by making an essay or an artwork. The last stage is 

the public presentation of the final result in front of a community - classmates, 

teachers, parents, acquaintances etc. In this strategy, the focus is on the 

documentation process more than on the final result. 

d) Producing a concrete result includes focusing the learning process not on the 

documentation process, as in the previous strategy, but on having young people 

make  a work/creation/essay whether as a result of the information received 

from the teacher or specialist, whether as a result information gained through 

direct contact with the environment or the studied subject, whether as a result of 

individual or group documenting. The final work can be done individually or in 

group, and presented individually or in a group exhibition. 

 

3. Conclusions 

 If traditional teaching strategies developed mainly the cognitive 

dimension, the proposed strategies highlight the relational dimension by 

establishing various contacts and managing interaction sutuations, major 

characteristics of the cultural dimension of art. Extracurricular activities are a 

constructive opportunity for mediator art teacher to facilitate youth participation 

in arts events and their integration in the activity of educating the future 

consumer of culture and art public. Among the classroom and extracurricular 

activities one can establish a relationship of inter-determination. Thus, 

extracurricular activities may be more effective if previously prepared through 

learning activities in the classroom and classroom activities can effectively 

capitalize experiences provided by extracurricular activities. 
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Abstract: The framework and the reference objectives of the 'Textile art' course signal 

priority of the student‟s initiation in the  fine arts language theory. It is essential to discover 

new possibilities to study and apply of fine arts language elements for the purposes of 

triggering students‟ creativity. For this purpose, at the course of "Textile art", we will 

examine the necessity of studying fine arts language, synthesis of creative forms when 

essentially determining the contents in the process of development of artistic creativity to fine 

arts education students. In the process of development of artistic creativity in students it is 

important to study the language elements by selecting and processing artistic elements of 

nature. The study of the elements of fine arts language contributes to educating and informing 

the creative personality while choosing and processing the reality in the context of a 

methodical creative thinking - along with compositional regularities of scale, rhythm, 

movement and fine arts forms. 

Key words: elements of the fine arts (plastic) language, decorative motifs, folk ornaments, 

instruction process 

 

1. Introduction 

Cognition and valorisation of the fine arts language elements and folk 

decorative ornaments has preoccupied the following authors: C.Ailincăi, 

L.Blaga, S.Ciubotaru and I.Ciubotaru, I.Daghi, Z.Dumitrescu, N.Dunăre, 

H.Focillion, I. Frunzetti , H.Horşia, D.Mihăilescu, D. Mureşean, V.Pavel, 

A.Pleşu, C.Prut, C.Spânu, G.Stoica, S.Şaranuţa, I.Şuşală, V.Vasilescu, W. 

Worringer, B . Barhin, Iu. Bojco, О.Golubeva etc. 

 

2. The study of fine arts language  

Languages, according to D.Mihăilescu are means of individual manifestation, 

systems of functional communication, set up in a long and complex psycho-

social process serving fixing, expression and transfer of information through 

signs. The author distinguishes sound and visual languages. Visual languages 

include communicating through painting, graphics, textile art (here including the 

form as a means of specific expression) (Mihăilescu, 1980, p. 13). Languages 

possess symbolic nature and values: images, ideas, emotions, sounds, graphisms 

as well as intelligent beings (Chevalier & Gheerbrant, 1994, p. 233). 

In figurative art, as in the abstract, non-figurative one, the language does 

not possess only the setting, expression, communication, knowledge and 

influence functions, but also the information transfer one. Forms as a means of 

expression, have a load of semantic, aesthetic and emotional information notes 
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D.Mureşan (2000, p. 5). Or, artistic expression, the product of the creative 

process, partly reflects better than the language areas of the unconscious sense, 

says D.Mihăilescu (1980, p. 21). By applying fine arts language, D.Mureşan 

considers that the artist plasticizes both expressiveness and communication. The 

language of art which helps to define the shape is determined in the form - 

content creative process (Mureşean, 2000, p. 28). J.Guilford distinguishes four 

types of information in the fine arts: figurative, symbolic, semantic and 

behavioral. Of all these, the fundamental type is represented by the figurative 

one, which is concrete, sensory-perceptive. In the fine arts, the creator originally 

designs the theme in the semantic form, then implements it in the shaped figure 

(Roşca, 1981, pp. 111-113). 

The specifics of the fine arts language is organically linked to the notion 

of form, which is defined as the paradigm of language means composing the 

opera appearance: color, line, volume, etc. Form is the result of the creative 

process in all its complexity, including the idea that led to the creative idea 

(Dictionary of arts, 1998, p. 188). Form is to be considered the main means of 

expression and communication in painting, graphics, decorative art, it is the raw 

material, the specific manner of handling semantic, aesthetic and emotional 

information. The artist operates, but also creates new artistic processes, 

mentions D.Mihăilescu (1980, p. 16) and D.Mureşean asserts that plastic forms 

with symmetry ratios, asymmetry, unity or harmony, movement etc. mean a 

certain degree of organization, expression, some notes specific to the  created 

object (Mureșean, 2000, p. 26). Therefore, form comprises structural and visual 

expression means, presented in our research by the study of plastic language 

elements, point and line. 

The point is the only item with no geometric dimensions, infinitely small, 

associated to the idea of location, fixity, well-defined, the reference standard 

within a system or another (Dumitrescu, 1984, p. 67); it is defined as the 

outcome (static, localized, fixed) of the movement of two lines intersecting in 

space; the point is to be considered in the hierarchy of geometric concepts as the 

primary element, underlying the formation of all figures, shapes, volumes, all 

geometric actions; by the use of the point the geometric stages and processes are 

made. However, the point is the result of an action at a time when it becomes 

nonexistent, "is the beginning and the end of the (geometric) movement... the 

generator of all geometric shapes, moving in the plan or space after a certain 

law, imposed guiding all the evidence " (Dumitrescu, 1984, p. 70). 

Theoretically, the point is invisible because it is devoid of size and 

virtually negligible in size. The point is the easiest element of form, can be itself 

a form, or to belong to a form. The point remains the fundamental character of 

immobility. It seems introvert and charged with an inner tension that is to be 

exerted on the surrounding space (and its disappearance (tension‟s) cancels  the 

point, and the line appears) (Dictionary of arts, 1998, p. 74). Certain points are 

of a particular value (those who belong to a punctual structure) that become by 

plastic and geometric reasoning, reference points, points of plastic interest or 

compositional centered identifiable points. The point symbolizes the limit state 



153 

 

of volume abstractization, the center. It lacks size and is not subject to spatial 

conditions; it embounss the circle within (Chevalier & Gheerbrant, 1994, p. 

133). 

The plastic stain can range from free-form, various and intuitive to other 

geometrised types - proportionate to the size of circles, triangles, rectangles, and 

other plastic forms (Dumitrescu, 1984, p. 69). The line has the plastic quality of 

being broken or curved, flat or space; the line represents a number of elements 

of artistic expressiveness, researched by the fundamental grammar of the plastic 

image. The line is the sweep left by a pencil, pen, brush, etc on a support, 

serving the delimitation of bodies and surfaces; it can have many connotations, 

depending on the path length, thickness, position, grouping, sequence, location 

in the artistic image field; it is composed of an unbroken string of points in 

succession and it may suggest the direction, movement, stability etc. (Dictionary 

of arts, 1998 p. 255). The line highlights the shape‟s structure because the 

contour it traces is a  part of the work‟s form, its composition. Lines are carrying 

meanings presented in an individual way and are holding incipient semantic 

meanings, and not of a definitive and unified meaning as D.Mureşan (2000, p. 

43, 44) mentions. There have been  established the artistic values for each type 

of line: 

• the straight line is the trajectory of a movable point between two positions on 

the shortest path; 

• the horizontal line is calm and static; a vertical one seems firm, and an oblique 

seems always dynamic and suggests movement (is upward, if moving from 

bottom left to top right, or downward if disposed vice versa). 

• the broken line seems uneasy; a curved line that develops widely suggests 

fullness; a flowing line creates the messy impression of agitation (Dictionary of 

arts, 1998, p. 255). 

The line has the constructive and expressive functions; lines can reveal the 

traits, temperament and sensitivity of the author. 

The position of lines. The right horizontal represents resting and calm 

(Luc Joly), it is "the most concise form of the potentiality for a cold and steady 

movement" (Kandinsky apud Dumitrescu, 1984, p. 79); the vertical line is 

associated to the idea of ascension, elevation, aspiration towards superior; is a 

shortened form of potentiality for a warm and uninterrupted movement; the 

oblique line (right diagonal) is "the most concise form of the potentiality for the 

continuous hot-cold movement" (Ibid.). 

The curved line, according to the same author, belongs to the living 

kingdom: all forms and structures that are predestined to growth and movement 

are marked intimately by the curved line. Compared with the straight line 

(which is the result of the motion generated by a constant force on a point), the 

curved line (result of the forces acting simultaneously with different intensities 

on a point) becomes malleable. In the reflection of artistic expressivity, the 

curved line represents the female character, great skill, the possibility of 

avoiding limit-situations, persistence in time and space (Dumitrescu, 1984, p. 

83). The curved line becomes an elaborate form: ellipses, spirals, curve after the 
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transforming creative process. The graphics of the curved line is much closer to 

the tracing gesture of the hand and reflects the psychological state of creative 

personality in the the arts. Pqrticuliarities of the line structure: 

linear form - the general appearance of a line, defined as straight, curved, 

broken, drawn with tools or freehand drawn highlights a specific category of 

plastic expression belonging to the so-called geometric line; 

the line body - the graphic quality of a line that contains, along its length, 

regarded as unique measurable size, and thickness of the line,  that can be 

consistently and regularly in the situation of the geometric line or modulated 

and worth in the situation of the line drawn by hand free (artistic line) 

(Dumitrescu, 1984, p. 85). 

The curved line, with its many aspects - open (spirals, parabola, 

hyperbole, etc.) and closed (plane figures of the circle, ellipse, oval, etc.) - 

provides structural-geometrical stages with a specific plastic expressive content 

(Chevalier & Gheerbrant, 1994, p. 44). The semantic is in unity with the 

syntactic, affirms D.Mureşan: the semantic elements is pictured by artistic 

canons and proportions (symmetry, asymmetry, alternation - syntactic structure); 

the points merge into lines, shapes; the lines integrate into colors and volumes, 

symmetry or asymmetry, etc. and building a creative vision (Mureşean, 2000, p. 

41, 44).  The science signs have a denotative nature with an universal meaning 

for all those who know the code; The semantics of the art is connotative (Idem, 

p. 38). 

Symbols are placed in the fine arts language in a meaningful context; It is 

the essence of the imaginative life (reveals the secrets of the unconscious, 

trigger the hidden springs of action and provides new insights into the unknown 

and the infinite), so their study is very important to the development of artistic 

creativity. The symbol is a sign, object, phenomenon that is invested with a 

special ability to convey ideas, concepts, ideological allusions even more 

complex than the mere representation, in accordance with a generally accepted 

code. In fine arts, the visual symbol is a sign with allusive character, reffering to 

another reality (material or spiritual), than that image depicts. The symbol can 

be seized and intuitive, when the sign and what it signifies have concrete 

substance. There are also visual ancient experience repertoire of symbols such as 

the symbol of color, numerical symbols (Dictionary of arts, 1998, p. 128). 

The geometric symbol is conventional by nature, culturally determined, 

artistic and personal; it is transformed into geometric language which overlaps it 

and is in connection with the plastic language. Z.Dumitrescu mentions the 

emotional consistency of the geometric shape justified by the imaginative matrix 

of the author, figures and geometrical volumes which don‟t exist concretely in 

reality, they are the product of human imagination and intelligence (Dumitrescu, 

1984, p. 32). The author proposes three categories of symbolic interpretation of 

figures and geometric shapes: 

• geometric symbols with associative value: geometrical figures adopted as the 

symbol of an idea, a historical, social, religious notion, through an association, 
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removed of the structural-geometric motivation of the sign that became a 

symbol; 

• purely conventional symbols in systems recognized and stated as such, such as 

mathematical, logical, physical, chemical, etc .; 

• symbols prevailing in structural and geometric value (Dumitrescu, 1984, p. 

34), which is correlated with the elements of fine arts language: the geometric 

shapes (points, triangle, square, angles, sharp, obtuse) overlap on the elements of 

fine arts language (square rectangle, spiral etc.). 

Conventional-geometrical codes stipulate in the perception psychology 

plan ideational correspondences such as the point - the idea of locating, 

marking; Triangle - the idea of dynamism (resulting from vertical force 

suggested by the sharp point of angles, consecrated sometimes by the scale and 

the proportion of the closed figure); square - the idea of stability due the order 

within its own area determined by four right angles and equal sides (Chevalier & 

Gheerbrant, 1994, p. 382). In the textile art, geometrical symbols appear 

frequently in simple languages, uncoded, or witha very approachable cipher that 

doesn‟t need special earlier training. Here there is an obvious transformation of 

the geometric symbol into artistic symbol, aiming at the synthesis (geometrical- 

plastic) of the signs that have become symbols through creation. 

The several forms geometrical-artistic above-mentioned are the primordial 

geometrical-artistic shapes analyzed in the research, being derived from the 

condition of the straight line. Plastic structures obtained by styling are called 

ornamental motifs. The decorative ornamental folk art were classified as: 

abstract (geometrical patterns can be drawn), cosmomorphic, vegetal, 

zoomorphic, anthropomorphic, social (Table 1). 
Table 1. Groups of ornamental motifs in the Romanian folk art 

Abstract 

ornaments 

Cosmomorphic 

ornaments 

Vegetal 

ornaments 

Zoomorphic 

ornaments 

Anthropomorphic 

ornaments 

     

 

     

 

 

  
   

 

   

 

  
Abstract ornaments: 

• geometrical - point, many points, line, horizontal or vertical lines, 

superimposed lines; 

• freely drawn - broken lines, curves, lines tangled lines intuitive; 

• mixed - geometric and freely drawings, geometric and non-geometrical. 
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Cosmomorphic ornaments: 

• geometrical - sun, sun flower, star, why reel; 

• freely drawn - stars, lightning, rainbow, haystack circumvented by suns; 

• mixed - sun in geometric transposition and free drawn, astral motifs,  sun 

compositions. 

Vegetal ornaments: 

• geometrical - flower, leaves, corn, tree of life, tree branches, wheel- flower; 

• freely drawn - hornbeam leaf and a flower, chestnut leaf, acorn blossom, 

acacia flower, flower and leaves; 

• mixed – non-geometric and geometric floral composition. 

Zoomorphic ornaments, including with bird motifs: 

• geometrical - depictions of horses, hawk, cranes, butterflies, roosters, ram 

horns; 

• freely drawn - peacocks, sheep, deer, yoke, bird, snail, rooster, sheep in the 

wolf‟s mouth. 

Anthropomorphic ornaments:  

 geometrical and freely drawn - compositions with human faces. 

Social ornaments:  

• geometrical - peasant dance;  

• freely drawn - married couples, dance;  

• mixed - depictions of peasants‟ dance. 

L.Blaga notes the existence in Romanians‟ folk art of a geometrics of 

simple figurative essence , mostly linear, static, less demanding, discreet, as well 

as the tendency to geometrize the motifs inspired by the surrounding nature 

(Blaga, 1969). The developed contents have included four types of stored 

information, ie figurative  or sensory-perceptual information that includes: 

visual-figurative information, semantic information, symbolic information, 

behavioral information. Materials about the student workload in training in the 

artistic education. On creative work of students, I.Şuşală notes that this is 

reflected in some initial benchmarks, adapted to the specificities of the textile 

art, such as: 

• evaluating the maximum of the creative potency,  affirmation of the plastics‟ 

structure (composition), predominantly tilted to one of the languages: of the 

line‟s, of the the structural form and space; 

• applying different techniques and technological processes in the textile arts; 

• nature study; 

• decorative vision study: one of the ways of treating creative composition 

(starts with the study of point, decorative line, decorative shape); 

• compliance patterns, study the condition of the workshop, watching the 

quality, not the quantity of work; 

• creating synaesthetic possibilities of intense stimulation through active 

practice, discovery, favoring self-organizing, self-training; 

• practicing creative thinking and practical handling through efficient work of 

each individual (Şuşală, 1993, p. 17, 18). 
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Being practiced in various ways and methods of working, with the use of 

various tools and materials, language elements are tools of creative visual 

affirmation for any individual. In these circumstances, developing creativity 

contributes to empowering creative people, facilitating autonomy and enriching 

social relationships (Idem, p. 21). As characteristics of creative activity of 

students needed to be acquired in university courses, are the high tonus during 

the study process and creative product development; expressive expression, 

enforcement of the composition laws, expressive organization of the elements of 

fine arts language; individual semantic and syntactic success in which each 

creative activity achieves the form - content, the way the elements of the fine 

arts language are stacked, juxtaposed and ordained; selecting and processing of 

the elements of reality through transformation, stylization, simplification; fine 

arts language study; the practice of various working methods and procedures 

may vary, also the use of tools and materials may vary. 

To study the elements of the plastic language and decorative ornaments in 

educational methodology in the development of artistic creativity in students, 

there are aspects to be taken into consideration: 

• determination of a group of elements of fine arts language and plastic forms: 

point, line, square, diamond, circle etc .; 

• investigating and knowledge of symbols and meanings in the textile art 

through the studied elements of fine arts language: plastics, geometrical, 

ornamental; 

• correlation between elements of fine arts language and plastic forms, 

geometrical, expressive, intuitive, plastic structures. 

In the graph representing the above context, we will use the form-content 

formula. We noted that the forms specific to the fine arts language contain 

informations - contents (Figure 1). 
Figure 1. The methodology of studying fine arts language 

The study of plastic language elements by creative application of the 

form- content formula  
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The study of fine arts language by applying the form-content formula 

determines the specific forms of fine arts language and information – contents.  

For the Specific forms of the fine arts language compartment they are selected 

and presented in the following order: plastics, expressive, freely drawn, intuitive, 

geometric, traditional ornaments. For the Informations - contents there are 

specified the following types: symbolic, linguistic, iconic, connotative, encoded. 

 

3. Conclusions  
Of the above, we mention that: 
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• Development of the artistic creativity by studying plastic language elements 

represents a form of organization of the creative process; 

• The process by which the students may be stimulated is the application of 

plastic language elements in the the creative process - optimize and raise the 

aesthetic value of creative works in the the course of textile art. It is a necessary 

level prior to intercommunication through artistic language; 

• Creativity optimization maintains a high tone of creativity during the creative 

process of learning and developing creative compositions with the conscious 

application of the plastic language in the creative work in art textiles; 

• Gender plastic elements are as follows: expressive expression, compositional 

regularities, expressive organizing of the elements of visual language. Artistic 

knowledge are constituted of plastic signs necessary to representations; 

• In terms of fine arts language, the meaning of the creative product is given by 

the the semantic and syntactic success, which includes an individual path  in 

which each creative activity performs the form - content, the way the elements 

of the plastic language  are stacked, juxtaposed and ordained; 

• Selection and processing of some reality elements are operations 

(transformation, stylization, simplification) of elections and processing 

illustrating an original rendering of reality; 

• The fine arts language study is a necessary step prior to intercommunication 

through artistic language; 

• Practiced in various ways and work methods, with various tools and materials, 

language elements become tools for creative personality affirmation. In this 

context, developing creativity contributes to empowering creative personalities. 
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Abstract: Principles of possession of the landscape painting, applied by masters of the past, 

as well as theoretical elaborations of scientists in the field of chromatics, psychology and 

pedagogy of arts, become important components in improving training methods of artists in 

plein-air in contemporary conditions. The skills and knowledge gained in the process of plein-

air studies form professional skills and improve the properties of painting and composition 

within the workshop. This studying outlines the stringency of training and development 

methods of creative individuality, especially in plein-air, where the principal teacher is the 

nature. The plein-air enriches color perception of the real world, located in the air, and 

mutual relationship of landscape with architecture and space determines knowledge of the 

issues of proportionality and subordination in compositions, educates sense of proportion and 

artistic taste. Improving visual mastery into the natural environment contributes to the 

formation to painters of the necessity to create outside the workshop, which is a necessary 

condition for the development of individuality and professional skills of the painter. 

Key words: plein-air, composition, landscape, painting, perspective 

 

1. Introduction 
Plein-air (from fr. plein air, literally – open air) represents a painting term 

that means rendering in picture of the full range of rich color changes caused by 

the action of sunlight and surrounding atmosphere. Plein-air painting was 

formed as a result of the painters that work in the open full air (not in the 

studio), based on the direct study of nature in order to reproduce fully as 

possible its real image. Russian painter I. Repin wrote: To draw directly from 

nature – that is the upper school and most truthful. Nature is an inexhaustible 

source of creative ideas. It is important to learn to see, select, receive a boost 

from creative visual images, to observe decorative nature qualities – plastic 

shape, silhouette, lines, rhythm, chromatic connections harmony (Клиндухов, 

Иогансон, Нестерова, 1993). 

Giorgio Vasari notion of landscape is used in the sense of sight as the 

painting subject. Danielle Bartoli believed that the landscape seen … through the 

window‟s gap or any such opening, in its sole discretion, is shown in the 

distance like landscape in soft tones (Bartolli, 1836, p. 89). Pierto Fantani and 

Giuseppe Rigutini define the landscape as an entire of view or part of it, as far 

as is chosen to be the painting subject (Assunto, 1986, p. 241). According to 

Assunto, landscape is an element within a complex system that includes space, 

time and place (Idem, p.158).Nicola Zingarelli, the best known Italian 
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philologist during the interwar period in Vocabolariu in lingua Italiana, treats 

the term landscape as a part of the picture, a stretch of land inhabited and 

civilized, land with plains, mountains, rivers, trees etc. or as a … beautiful 

landscape of the panoramic earth image (Zingarelli, 1941, p.48). 

 

2. Discussions 

The process of landscape making in art shows that this genre is a cultural 

and intellectual product‟s datable and explicable in terms of history. Principles 

of the landscape painting ownership applied by masters of the part, and 

theoretical elaborations of scientists in the field of chromatics, psychology and 

pedagogy of arts are being important components in improving methods of 

training students in plein-air contemporary conditions. Experience shows that 

students who are accustomed to work in studio conditions become out in plein-

air, looking get lost color relationships in the air environment. As a result, the 

chromatic palette is quite limited, that is mentioned very specifically by the 

famous French enlightenment of the XVII century Denis Diderot: those who did 

not study and feel the effect of light and shadow in fields and woods on rural 

and urban houses‟ roods, day and night – shall leave the brush from hand, in 

particularly, he/she should not put in mind of going to become a landscaper [6, 

p.57]. 

The skills and knowledge‟s obtained during the process of tasks in plein-

air studies, form professional skills and improve the properties of painting and 

composition in the studio. This interdependence of the painting forward 

particularly acute the problem of studying the training and developing methods 

of creative individuality, especially in plein-air, when the main teacher is 

represented by nature. In the plein-air enriches the color perception of the real 

world, located in the air environment, but the ground and mutual relationship of 

the landscape with architecture and space forms to the students‟ knowledge the 

issues of proportionality and subordination in compositions, educate the 

proportion‟s sense and artistic taste. 

Painting in plein-air provides to painter the opportunity to understand: 

human and nature universe that are interconnected through a lot unlimited 

changing relations. To see their harmony and to reproduce painting is required 

permanent practice and profound academic knowledge (Маслов & Пленэр, 

1984, p. 22). Plein-air work is characterized by unpredictable for the studies, 

changing the surrounding state. Under such conditions, professional activity, 

student independence, the development of his artistic initiative is crucial for the 

successful implementation of the task studies. The environment activities are 

substantial way for student‟s cognitive activity. 

For stand-alone study of painting in plein-air is necessary to know the 

peculiarities of light as an important environmental factor. Reflecting the nature 

of light, we can explain a number of phenomena observed while working on 

studying. Light reflected from the surface is subject to changes in the 

atmospheric environment. In artistic practice this means that each color of the 

object shall be taking into account the aerial perspective. The analysis of the 
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color nature is one of the most complicated moments during the process of 

learning to plein-air painting. In practice, analysis of chromatic form is 

considered an important step in the perception of nature and its reflection. The 

color of objects in plein-air is influenced by both direct sun lighting and diffuse 

and colored lighting of the sky. In plein-air terms, we must take into account the 

overall effect of the atmosphere objects are immersed in the open air. Further 

from the observatory located in space objects are visible occur the more air. 

Remote plans turn bluish shades. Systematic observation on nature state 

exercises in paintings sketches and studies permit to develop a professional 

acumen of chromatic vision. The creating process of chromatic construction 

conventional study can be divided into two staged: 

- Highlighting the chromatic main cold-warm relations in nature; 

- Identifying colour‟s group, tonal relationships that form the main study. 

At the final stage of work by nature, we clarified the general, tone and chromatic 

conditions the following principle form the general to the particular and vice-

versa, three basic attributes: dominant brightness, chromatic tone and 

saturation. This training approach of inconstant nature involves the following 

sequence of relationship determining chromatic reports of study: 

- from the general environmental condition of color to the objective color of 

nature and from it to the conventional color in painting. 

A particular role in landscapes is the perspective that serves an important 

expression of spatial depth. The perspective laws allow rendering our 

surrounding world, which is three-dimensional, in two-dimensional plane on a 

sheet of paper or fabric. In the mid XIX century and earlier Ages, painters were 

based on the experience of their observations on the subject. Schelling, for 

example, wrote the following about perspective: “… a painting, in which the 

perspective is respected, we will remember less the fact that what we admire is a 

creative art than that it is not a creative; but if we turn this principle into a 

general one, then  general there would be any art, but it cannot be generally, 

illusion, i.e., in general cannot constitute the purpose of art, when identifying 

reality with visible including up to a reality sensuous” (Беда, 1986, p. 18). 

Also we should keep in mind that until the Renaissance painting did not 

approach, in substance, the effect of shadow-light and linear perspective, and 

probably not just because this did not reflect aesthetic conceptions of that Age, 

but also for painter did not know anything about them. It the method for the 

painting evolution discovers the perspective laws were a breakthrough, has not 

prevented the development of plastic arts that sometimes try to assert some of 

contemporary theorists. In the late Renaissance Age and later Ages were created 

many remarkable works, whose artistic forms that has an indispensable element 

such as aerial perspective and light-shadow effect (Idem, p.25). 

Aerial perspective represents the apparent change of some object 

characteristic under the influence of atmospheric and space environment. 

Transparent environment is air. But transparency of air is not always constant. 

Once of the increasing air layer thickness increases the amount of dust particles, 

pressure etc. object changes outside because of the enveloping layer size. 
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However, along with this we must take into account the external shape, hours of 

the day, solar lighting and season (Волков, 1985, p. 142). We can deduce the 

next aerial perspective regularities: 

- All close objects are seen meticulously, clearly and the distant ones contrary, 

generalized uncertain; for rendering space, the contours of the front plane, will 

be performed more pronounced contrasting and far one more bald. 

- In the foreground objects appear bulky, light-shadow contrast is more 

pronounced, and background plan contrast light-shadow seems weaker 

expressed objects appear bulky; for rendering the space on foreground the 

objects should be drawn more bulky, and on the background – flatter. 

- On the background plan all objects appear darker, as if covered with a layer of 

smoky air and it changes their actual brightness and the foreground everything 

seems natural. 

- On the foreground all objects possess a polychromatic palette, but on the 

background – more monochrome (Беда, 1964). 

The aerial perspective laws help to render fair and truthful the space. A 

remarkable role in creating images is inhabited in space organized by a painter 

after laws and rules of composition. Acquiring landscape composition means not 

only a necessary school for students of learning plastic arts, but also a means of 

spiritual development, education of patriotic feelings. Studying the history of the 

landscape genre, working methods in different materials (watercolour, oil, 

acrylic, etc.), working methods on the consecrated landscapers composition 

broads not only student‟s horizons, but learns to ask and find solutions to the 

problems with spiritual and moral content. 

The principles and working methods on the landscape are current and 

important in our times as they are necessary in the acquisition by the students of 

landscape composition, which is developed centuries ago by the eminent 

landscape painters. It is considered that the first who used the term composition 

of an artwork in the context was Leon Battista Alberti (1404-1472), Italian 

painter and architect, art scholar and theorist of the early Renaissance, which 

considered that: “the composition is a reasonable basis of painting, due to which 

constitutes the visible objects in a painting” (Волков, 1977, p. 39). The trend 

toward art composing is the tendency to perceive as a whole, to look and 

reproduce spatial and temporal diversity. If we determine such notion as 

composition, it will be clear that it is not a supplement of the image, decoration, 

but it is the moment of image basis that penetrates differently in various 

creations because integrity can be higher or less, can have different character 

integrity (Волков, 1985, p. 12). 

Problems of the compositions, laws, processes, means of expression and 

harmonization were and remain current for artists, architects, i.e., for all those 

who make art. Knowing the base of the composition, which influences artistic 

personality development, forms the basis elementary perception of the artwork. 

Its role in forming personality is very important. Not only work, but also art 

creates the man. When art is placed on the background, society does not 

develop, but degrade (Беда, 1981, p. 4). Painters work on a new masterpiece, 
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changing hundreds of times color and shape to achieve a perfect work, finds 

sometimes in amazement that their range, on which they simply mixing paints, 

turns out to be exactly the bright abstract fabric emanating beauty without 

possessing any content whatsoever. Accidental color blend was formed in a 

composition that was not preventive designed, but was born by itself. So there is 

an absolutely formal of the elements correlation, in this case – the color, which 

produces the sensation of ordering. This indicator can be called composition. 

There are many such indicators, but we will highlight the most substantial 

absolutely necessary in any organized form. So here we are the main three 

formal indicators of the composition: 

- Integrity; 

- Presence of dominance; 

- Balance. 

If the picture or object is entirely covered with the look as a whole, do not 

separated into separate independent parts, then we present integrity, a first 

indicator of the composition. Integrity has not necessarily be treated as a 

monolithic whole; this feeling is much more complicated – there may be gaps 

between the elements of the composition, intervals, but mutual attraction of the 

elements, entering their visual highlights of image or object from the 

surrounding area. Integrity can be part of the picture composition relative to the 

frame, can be a spot color that the object or figure does not disperse in patches 

separated accidental. So, integrity is the indoor unit of the composition 

(Маслов, 1984, p. 5). 

Many painters give priority to unity of chromatic composition, 

subordinating, the center or task general color, creating integrity in their work. 

The center can be approached as the most active in the coloristic sense, 

contrasting with the full range, from the darkest to the brightest. But unity and 

subordination are expressed not only by the unity of subordination color, but 

also by the unity of form and texture. A major role in creating the composition, 

according to all the harmony laws, plays harmonization means. These are: 

relationships between full and empty, mass balance, rhythm, harmony of shapes 

and colors, contrast, tension, modulation, unity, symmetry and asymmetry, 

center of interest, order and disorder, lay out, structure, golden section (Беда, 

1981, pp. 52-53). 

The second formal indicator of the composition is the dominant. In a 

correct composition is always a main element. Compositional center can usually 

be immediately observed; i.e., leading serve all other secondary elements, 

obscuring, emphasizing or directing the eye to the research of the painting. This 

is a semantic center of the composition. In no case the concept of the 

composition center is not only linked to be geometric center of the painting. 

Center, the focus of the composition, its main element may lie in the front, and 

the distant plane – it does not matter, the main element is the fact that secondary 

elements lead the gaze to culmination of image, subjecting each of other 

(Кузин, 1982, p. 7). 
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The third indicator of formal composition is compositional balance. The 

compositional balance is the harmony basis in the work. This is such state of the 

composition, when all its elements are in balance with each other. 

Compositional balance, according to the concept is related to symmetry, but the 

symmetrical composition contains apriori balance quality, so in this case it 

cannot be considered. We are interested particularly in composition, where items 

are placed without a symmetry axis or center, where the entire structure is based 

on artistic intuition in an absolutely concrete situation. Compositional balance 

depends on the location of the main composition masses, the organization of 

compositional center, plastic construction and rhythmic of the composition, 

disaggregation in its proportion, chromatic, tonal and text ratios of some 

separate parts, the entirely picture etc. (Непомнящий, 1970). 

The composition can be balanced through a desert field or a single point, 

placed in a certain place of the painting, but what place and color intensity must 

have this point, that we are in general talking. Particular attention should be paid 

to balance in dynamic compositions where artistic task consists in particular 

disestablish destruction of balanced calm. The asymmetrical composition, which 

tends to exceed the boundaries of the canvas, is always balanced. We can be 

convinced of this, making a very simple manipulation: it is just to cover part of 

the picture and the other party of composition will fall apart, it will fall apart, it 

will become fragmented, unfinished (Кузин, 1982, p. 9). 

There is a rule in traditional landscape: sky and landscape should not be 

equal after their compositional mass. If the artist aims to show immense and 

infinite stretched, he reserves to the sky the most part of the picture and gives to 

it all his main attention. If the task consists in rendering the thoroughly 

landscape, then the boundary between heaven and landscape is usually placed 

much higher than the optical center of the composition. If the border is placed in 

the middle, the image breaks out into two parts, which is equally claim to 

priority – and thus infringed the principle of subordination of the secondary to 

the main one (Непомнящий, 1970, p. 20). Thus, we can conclude that none of 

the methods and laws of composition in part will create a harmonious work, 

because they are all interrelated and balanced. And, if in his searches the artist 

begins to use more active creating means of more expressive image, the result of 

such approach should become compositional revaluation of the entire 

construction of the work. It may need to change the proportions, increase or, 

conversely, decrease the number of composition elements, to review of tonal 

and color relationships etc. (Беда, 1981, p. 58). 

 

3. Conclusions 

History of arts offers us various schemes of building composition. In one 

of this version, organizing center of the composition is performed with smaller 

form factors, in another – with the highest form factors. Their choice is 

confirmed by works in plastic solution author and a possible enforcement of 

compulsory of viability composition conditions: balance, unity and 

subordination. We make a conclusion that he problems of composition, its laws, 
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processes, means of expression and harmonization had being and remaining 

current for artists, and the main form for learning the painting in plein-air site is 

study after nature. And the most obvious means of learning is drawings of the 

teachers. Viewing, usually, has an action more effective then verbal 

explanations. 
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6. SOME METHODOLOGY ASPECTS REGARDING THE ORGANIC 

DEPOSITS REMOVAL INTERVENTIONS IN THE PROTHESIS  

OF THE CHURCH OF DRAGOMIRNA MONASTERY 

 
Bogdan Teodor Gavrilean
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Abstract: Less visible to the general public, the area of the Prothesis inside the sanctuary of 

the “Pentecost” heritage church, of Dragomirna Monastery, shows a particular casuistic due 

to the diversity of types of degradation recorded at the time of its restoration (2011). The 

dominant form is the adherent candlewax deposits, present on the surface of the paint layer in 

various stages of hardness. The particular state of conservation features occurring in this 

area, corroborated with a series of aggravating environmental factors, imposed the 

application of a special restoration intervention methodology in the area of the Prothesis. 

Keywords: Heritage monuments, Northern Moldavia wall paintings, murals restoration, 

organic deposits, vandalism 
 

 

1. Introduction. General information 

The monastery of Dragomirna is a monastic complex located 12 km from 

the city of Suceava, in the village of Mitocul Dragomirnei of the homonymous 

commune. The monastery is registered in the Heritage List (Lista 

Monumentelor Istorice) of Suceava County, with the position 306
63

, and number 

LMI SV-II-a-A-05577.  

The monastic compound comprises five items: the church of “Pentecost”
64

 

built in 1609, the chapel of “St. Nicholas”
65

 built in the 17
th
 century, the prior‟s 

house
66

 built in the 17
th
 century, the refectory

67
 built in 1609 and the boundary 

wall
68

 built in the 17
th

 century.  

The profoundly original character of the “Pentecost” church, founded in 

the beginning of the 17
th

 century by the metropolitan and scholar Anastasie 

Crimca, is given by the unusual proportions of the building (excessively tall 

compared to its relative width), the artistic stone crafting of the facades (the 

torsade belt, the cut stone pilasters linked by ogee arches etc.), as well as by the 

richness and preciousness of its 17
th
 century frescoes, which adorn the sanctuary 

and the nave. 
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Figure 1. Aerial view of the compound; Figures 2, 3. Views of the south and south-east side 

The successive repairs carried out at the end of 18
th
 century and during the 

19
th
, both on the church and the boundary wall (Teodorescu & Voinescu, 1965), 

as well as the new buildings raised in 1843-1845, changed, however, the original 

appearance of the monastery. Afterwards, the monastic compound of 

Dragomirna underwent restorations in several occasions, starting by 1912, and 

after the interruption caused by the First World War the restoration restarted in 

1923-1924. There were several later interventions, in 1960-1970, although the 

frescoes were never included in these restoration 

works
69

. Between 2010 and 2012, the murals in the 

sanctuary and the nave were restored, through the 

project “The restoration and preservation of the cultural 

heritage and the modernization of related infrastructure 

at the Dragomirna Monastery”, funded by the Regional 

Operational Program. The restoration project was 

coordinated by art restoration professor Carmen 

Solomonea PhD, and the participants included both 

graduates and grad students of the “Preservation-

Restoration” Program of the University of Arts in Iași.  

The whole murals assemblage underwent a restoration process, both 

scientific and state of the art, with specific operations, which facilitated the 

eventuality of full aesthetical recovery of the paintings. This large project 

included both aesthetic and research sides, in order to understand the phenomena 

that affected the wall painting and its evolution over time, as the state of 

conservation of these surfaces concealed the chromatic and compositional 

amplitude of the painted images
70

. The quality of the restoration works of this 

project was recognized by the award of the Grand Prize of the European Union 

for Cultural Heritage (the Europa Nostra Award)
71

, in 2014, in the category of 

Preservation, as well as by the Public Award, following an online vote with 

more than 10,000 participants
72

. 
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2. The localization of the intervention area – the Prothesis 

The restoration interventions that are the scope of this paper were carried 

out in the prosthesis of the church, a liturgical space in the form of niche, apse, 

alcove or even a square of floor with a small table on top, located on the north 

side of the sanctuary (Braniște, 1993, p. 396), which serves as a depository of 

the liturgical vessels (chalice, diskos etc.). The Eucharistic bread and wine 

brought by the faithful are set here by the priest before being consecrated during 

the Holy Eucharist. 

 
Figure 5. The localization of the intervention area on the ground plan 

     
Figure 6. The localization of the intervention area on the axial section 

 

3. The state of conservation of Prothesis murals 

The whole surface of the paint layer on the walls of the Prothesis show 

extensive regions covered by an opaque black layer of dust, spider webs, smoke 

and tars, which drastically obscured the visibility of the wall painting 

decoration
73

. Multiple types of foreign metallic materials were also identified, 

embedded in the structure of the preparation layers on the occasion of various 

“modernization” operations that affected the Prothesis, which operations 

culminated in the forceful insertion of a marble slab as washing table, in a space 

cut into the original fresco. 
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Figures 7, 8, 9. Opaque layers of superficial deposits on the scene “Christ in the tomb”, on the 

inner face of the vaulting, also in the window on the north wall. Figure 10. Spider webs - 

detail 

     
Figure 11. Foreign metallic materials taken out from the fresco Figure 12. Improvised towel 

rack. Figure 13. The abusive “modernization” of the washing table 

One of the aggravating collateral factors in the precarious state of 

conservation in the area of the Prothesis is the presence of technical faults in the 

execution of the murals, regarding both the negligent application of the paint in 

less visible areas and painting mistakes proper.  

   
Figure 14. Red fascia wiped out and then covered with blue background by the painter 

Figure 15. The negligent application of fresco on the lower niches 

Figure 16. Detail of fresco application for the blue background 

On almost the whole surface of the paint layer there were identified waxes 

of different types and degrees of strength, from “simple” drops or drips of 

melted wax, to layers of significant density on the side walls. In the case of 

median area of the north wall, the wax is deposited as “raindrops”, while on the 

south wall the wax deposit is a thick, stratified layer, with polished surface and 

localized insertions of textile fibers.  
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Figure 17. The “raindrops” wax deposits on the north wall Figures 18, 19. Stratified and 

polished wax deposits; Repainting using protein-based paint in the area of the ornamental belt 

The analysis of the state of conservation also identified a series of 

localized repainting using protein-based paints (the ornamental belt, several 

architectural elements) that, in some cases, completely cover the wax deposits, 

as well as grouting of the preparation layers, made using a variety of improper 

materials (certain lacunae were “stuffed” with paper and then grouted over using 

a sand-based mortar, while several areas near the window in the north wall were 

grouted using hard Portland cement mortars etc.). 

          
Figure 20. Wax deposits repainted Figure 21. Lacuna filled with paper Figure 22. Grouting 

with improper materials, covered by wax deposits, then painted over using protein-based 

paints 
In order to complete the overview of the state of conservation in the 

Prothesis, one should include, as aggravating factors, the issue of flaking of the 

paint layer, combined with localized lack of adhesion of the pigments to the 

paint layer, which pulverization determined an intervention approach adequate 

to the situation.  

   
Figure 23. The loss of adhesion of the pigment of the paint payer, before the restoration 

Figures 24, 25. Flaking and pulverization of pigments, after the first cleaning intervention 
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4. Restoration intervention methodology employed inside the Prothesis 

Following the visual non-destructive investigation, using direct and raking 

light, which identified the main types of degradation present both on the paint 

layer and the preparation layers, the next step consisted in testing the adhesion to 

the paint layer of pigments and other potentially detaching elements, by lightly 

rolling a cotton-tipped bamboo stick
74

, moistened with a 10% AA
75

 solution, 

over the surface of the affected areas. According to the results of these tests, the 

first restoration operation consisted in the selective unloading of superficial 

airborne deposits, by means of soft-haired paint brushes, with special care 

required in the area of the Christ and angels portraits on the inner face of the 

vaulting, which were affected by paint layer flaking and massive pulverization.  

       
Figure 26. Solubility test on the superficial deposits – AA 10% 

Figures 27, 28. Combined (chemical and mechanical) tests for the removal of lightly adhering 

deposits, using CA
76

 5-10% and solvents 

Afterwards, several more deposit removal tests were carried out on the 

surface of the paint layer, using various solution concentration values, on 

successive rectangular test areas, combining different methods (chemical, 

mechanical or combined) according to the state of preservation of the surface. 

Consequently, the most effective intervention options were established, function 

of the results, bearing the lowest degree of risk to the paint layer surface.  

Therefore, the areas with pigments sensible to acid or alkaline solutions
77

, 

as well as the gilded areas were cleaned using AA solution, applied locally by 

cotton-tipped bamboo sticks, or by brushing the solution on pH-neutral paper 

pads, according to the characteristics of the surface. Special precautions were 

taken in the case of areas with flaking or pulverization (on the portrait in the 

scene “Christ in the tomb”), which required firstly the re-leveling of detached 

paint layer areas, by pressing-down with rubber rollers, through AA-

impregnated Japanese paper pads. These areas were cleaned afterwards using 

also 10% AA solution on Japanese paper pads, reapplied at intervals sufficiently 

large to allow the partial re-adhesion to the paint layer of the flaked areas.  

In the case of wax deposits, two distinct methods were employed: a) on 

the areas with stable paint layer, the thick wax deposits were removed by 

mechanical means, in successive stages, then the remaining fine film would be 
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softened and removed by chemical means, by localized dabbing with xylene-

type solvents and Solvapeint™; b) on the areas with unstable paint layer, the 

wax was softened and then removed exclusively by chemical methods: the 

solvents were applied locally, in successive stages, by means of pH-neutral 

paper film or paper paste pads, in order to avoid the risk of detaching the paint 

film. 

   
Figures 29 – 33. The successive stages of removal of wax and foreign materials deposits from 

the paint layer of the north (up) and west (down) walls in the Prothesis 

       

   
Figure 34. Wax deposits on unstable paint layer 

 Figure 35. Localized softening of wax deposits. Figure 36. Cleaning the gilding with 10% 

AA solution 

    
Figures 37 – 39. The south wall of the Prothesis: wax and resin deposits, covered by 

repainting hardened over time, operations during the restoration intervention 

A very particular casuistic occurred in the area of the small window in the 

north wall: the inner face of its vaulting was covered by a combination of resin, 

tar and salt incrustation deposits, hardened by time and by the severe 

microclimate variations occurring in that space. The removal of these deposits 

required recurring interventions over several days intervals, using low-
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concentration CA solution on paper pads acting though on longer periods. The 

eventual softening of the deposits was followed by mechanical removal means, 

i.e. scalpels and bastoncini.  

    
Figures 40 – 43. The small window in the north wall of the Prothesis: the initial state of 

preservation (left) and the successive stages of removal of hardened deposits from the surface 

of the paint layer 

 

5. Conclusions. Final considerations 

Behind the restoration of each monument 

brought back into the circuit of Romanian national 

specific artistic and cultural values, is the 

continuous and assiduous labors of the restorers, 

whose efforts toward repairing the damages of 

time, on one hand, and human negligence and 

vandalism, on the other, is seldom acknowledged 

by the public at large. Only by knowing and 

promoting the history of monuments, including the 

recent history that encompasses the restoration interventions, shall be possible to 

justly appreciate the value of our national cultural heritage treasures, and be able 

to hand over to the youger generations, of yesterday, today and tomorrow, our 

passion for these profoundly Romanian values. 
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7. UNIVERSAL STUDIOS OF ART: PROFESSIONALIZATION AND       

CONTRIBUTIONS TO ART EDUCATION IN NIGERIA 
 

Augustine Okola Bardi
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Abstract: During the 2
nd

 Black World and African Festival of Arts and Culture (FESTAC) in 

1977, a lot of novel, creative and artistic events took place in Lagos. One of these was the 

construction of a monument, the National Arts Theatre, which also accommodated the 

National Gallery of Art. Invariably, the presence of the Gallery made the Arts Theatre 

management allocate the premises of the Theatre to some notable Nigerian artists for use as 

Artists in Residence. The premises eventually, by 1980, became an institutional and 

inspirational workshop for budding Nigerian artists. The activities of the artists were so 

professionally accepted that it was named the National Studios of Art. However, at the time 

the Studio had become the centre of sound informal art training, it was given a relocation 

order which caused serious controversy between the Gallery and the artists. The artists 

eventually accepted the relocation order, and this, necessarily, led to changing the name to 

the Universal Studios of Art (USA). As the professional artists became globally known, the 

USA also became a tourist centre for both local and foreign visitors and artists. Till today, the 

activities of the USA continue to attract national and international attention. Very as 

unfortunately, no scholarly study of the Universal Studios of Art has been carried out, despite 

its outstanding professional qualities.. For many years, the artists have developed valuable 

art forms and art styles that have contributed to the advancement of modern Nigerian art. It is 

the objective of this article, therefore, to document the artists of the Universal Studios of Art 

Key words: Arts Theatre, Budding Nigerian artists, Universal Studios of Art, Valuable art 

works, Advancement of Nigerian art 
 

1. Introduction 

       Art creativity remains an integral function of an artist in a school, workshop 

or studios.  In the fifteenth and sixteenth centuries in Europe, an amateur artist 

working under the apprenticeship system for a master in workshops and schools 

became very popular (Abaje, 2008, p. 20)
 
This popularity blossomed with young 

unemployed youths and art enthusiasts wanting to work and be inspired by the 

great masters in art who had practiced under great masters to learn a vocation 

(The Guardian, 2008, p. 118). Also during this period, workshop practices 

became very popular, mostly in Western Europe when draughtsmen were 

employed by various governments to teach art at the elementary stage. In 1585, 

a generally accepted consensus came from a crucial meeting in Rome, Italy that 

assistance must be extended to the youth to build their talents around art. As a 

result of this agreement, workshops and studios started springing up, firstly in 

Cologne, Berlin, Munich and Dusseldorf in Germany, where Rembrandt had his 

educational apprenticeship programme.  This programme awareness extended to 

other big cities and centres in Amsterdam and Rotterdam  in Netherland where 

Vincent Van Gogh trained, From there, the awareness programme moved to 

Paris, Lyon, Bordeaux, Nancy, Aix en Province, Lille  and many other centres in 
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France, where prominent artists  like Gauguin, Cézanne, Claude Monet, Edouard 

Manet as well as great impressionists like Renoir, Chagall, Rapael, Les Freres 

Nains (The Nain Brothers) and other great artists, underwent artistic training. 

(Gauvard, 1999, pp. 116-121). At this period, the high demand to practise art 

stimulated probably movements in Europe. These movements include 

Renaissance, Cubism, Impressionism and many others. (Idem, p. 122).  

      In Nigeria, for example, the idea of the Catholic mission headed by 

Reverend Father Patrick Kelly in the 1940s in Ekiti division of the old Ondo 

province where colonization and Christian evangelism had done much damage 

to the creative traditions of woodcarving, (Oloidi, O. 2011, pp. 14-16) was 

surprisingly restored by the Catholic diocese in its attitude to assist in the 

creative conceptualization in wood carving by the Yoruba in a school directed 

by Father Kevin Carroll at Oye Ekiti. (Idem, p. 17). Similarly, the Mbari-Mbayo 

experiments mobilized the youth who were trained free of charge in various 

artistic formation. The Ori-Olokun workshop also trained youth and matured 

artists within the Ibadan and Ile-Ife regions with art Educational fundamentals, 

which got a resounding success in textile design, graphic design, painting and 

bead making, to mention but a few.  The Abayomi Barber School exposed the 

youth to modern Nigerian art tradition teaching from stage to stage drawing 

techniques thereby helping to enrich the art historical account of modern 

Nigerian art. There was the Oshogbo school whose creative potentials were not 

appreciated at inception until its success became indisputably accepted by all.  

The latter workshops have produced countless artists with modernistic approach 

to art. In all, knowledge dissemination that characterized these workshop centres 

is the same with that of the Universal Studios of Art: a centre of creativity, 

ideology and social commune under Bisi Fakeye, a leader with great talent. The 

Universal Studios of Art (USA) has become not only an education forum, but 

also a tourist centre. 

 

2.   Professionalization and Contributions 

         Hutyrova describes fine art expressions as a communicative instrument 

worldwide that had been in useful existence from time past. He further stresses 

that it has also played basic roles as it is used as therapeutic formula in treating 

behavourial attitudes. He also writes that art is an important tool in all spheres of 

humanity. He states further that fine art objects stimulates feelings and as such 

can be safe to normalize an unstable situation and as a result it must be sustained 

to serve its purpose (Hutyrova, 2016, pp. 284-285). The attribute of a 

professional artist is “in his ability to face challenges and acquire skills to better 

his trade”. Training remains a factor, which is primarily needed in the art 

practice. The establishment of the Universal Studios of Art was to impact 

knowledge, discover talent and help youth to be self-employed (Plate 1). 

(Bankole, 2004, p. 15). The transformation of the youth in art will bring about 

creativity, originality and excellence in them (Wangboje, 1998, pp. 11-15). 
 
The 

transformation of the walls of the studio has created standard that is yet to be 

equaled by other workshops and studios within and outside Lagos. For example, 
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“the studio has five vibrant sections, sculpture, painting, ceramics, graphics, and 

textiles. The instructors as they are called teach the participants the basic art 

forms and techniques”
. 
(An Interview). The participants are trained to become 

professionals by improving their drawing skills. The objective of the programme 

is to make each participant attain a good level of professionalism at the end of 

the programme (An Interview).  

 
                            Plate 1: Self Employed Youths © Augustine Bardi 

The management of the studio organizes exhibition regularly. Artistic 

competitions are organized for participants to ascertain and verify their creative 

capabilities. The studio organized her inaugural exhibition in 1996 to test the 

practical knowledge of the members. (Exhibition Catalogue, 1996, pp. 1-2). The 

exhibition titled Stride in Time was staged from the 12
th
-25

th
 April, 1996. As a 

collective initiative of young and the old vibrant artists, most of whom were 

members of the Society of Nigerian Arts (S.N.A) at that time, the studio 

presented for the exhibition renowned artists like Bisi Fakeye, Monday Akhidue, 

Shyngle A. Alex, Olubunmi Babatunde, Olaku A. O., Karunwi K. K., Buwa 

Temietan, Agose Patrick,  Alli Olayinka, Olatunbi Lekan and Osatuma 

Iyomona, (Exhibition Catalogue, 2005, pp. 11-12).  

 Another exhibition that kept the studio alive was Resurgence which was 

on from April 8-18, 2006. It involved all participants of the Universal Studios of 

Art who were commemorating their ten years of  professional practice. 

(Exhibition Catalogue, 2006, pp. 7-28).
 
 The studio also presented skillful artists 

such as Bisi Fakeye, Monday Akhidue, Abiodun Olaku, Bunmi Babatunde, 

Mufu Onifade and Fidelis Odogwu. Others were Patrick Agose, Francis Uduh, 

Wallace Ejoh, Joshua Nmesirionye and Osatuma Iyomona. Five members of the 

studios, Kazeem Karunwi , Temitan Buwa, Alli Olayinka and Lekan Olatunbi,   

were also participants at the inaugural exhibition in 1996.
 
 The studio has a 

policy of running exhibitions, conferences and seminars at every outing by 

members.
 
 Till date, the studio has, on record, three symposia in 1996, 2005 and 

2007.The symposia had a reasonable attendance with Kehinde Ademuleya‟s 

documentating the art works of the artists.(The Guardian, 2008, p. 105).
 
 The 

authority of the Universal Studios of Art, seeing the maturity and the 

behavioural attitude of participants, further stimulated their desire for more 
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activities by establishing periodic workshops to allow them discover their 

hidden potentials.   

            The Universal Studios of Art commands respect that is immeasurable, 

being a centre of artistic training and practice that has put its name on the world 

map through commissions and exhibitions and through participations in art 

residency at home and abroad. (The Guardian, 2007, p. 85).
 
 Some members of 

the studio have attended residency programmes. Some of them are Osatuma 

Iyomona, who attended artist-in-residence programme at Ecole Universite de 

Lome, Togo in 2008, as well as Patrick Agose, Francis Uduh and Monday 

Akhidue who attended residency programme in Greatmore Art studios, 

Woodstock, Cape Town, South Africa in 2009. In 2010, Mufu Onifade attended 

a three month residency programme with four International artists, eight local 

artists and twenty-five Thupelo artists from the localities of the Cape Coast in 

South Africa. (The Guardian, 2008, p. 107).
 
 Bunmi Babatunde was a guest 

lecturer at the Nanjing Normal University in China in the 2009, while Wallace 

Ejoh and Joshua Nmesirionye participated in the Harmattan Workshop 

Experiments at Agbarha-Otor in 2010. (An Exhibition Catalogue, 2007, p. 18). 

 Embassies and corporate bodies have been commissioning the artists from 

the studio since 1997.
 
 The Artists have been producing the calendar and 

almanac for the Central Bank of Nigeria (CBN), United Bank of Africa (UBA), 

Oceanic Bank, Eco-Bank Plc and First Bank Plc.  Illustrations for book covers, 

files and C.D. jackets have also been produced by the artists of the studio. They 

are regularly commissioned to produce them, at a much cheaper rate compared 

to other established professionals. Patronage also comes from the Ministries of 

Aviation, Agriculture, Health, Education and even the Army, Police, Air-force 

and Navy, during their anniversary celebrations. The twentieth century has seen 

the emergence of new art forms in Africa, and in Nigeria in particular. These art 

forms were greatly influenced by many factors, which include colonial 

dominance, struggles for political independence and cultural emancipation. The 

late 1980s in Nigeria saw the advancement and development of modern 

Nigerian artists who started to evolve indigenous art themes and creative 

ingenuity (Oloidi, 1989, p. 96).
 
These art themes were deeply rooted in, and 

have relationship to, Africa‟s traditional philosophy and myths. The Universal 

Studios of Art started under the leaders who had acquired creative experience 

for many years, after going through series of experimental freedom, artistic 

expression and stylistic methodology in the course of their art practice. 

         As fine art is an element of creative and of a communicative source, so 

movement has over centuries according to Vasiliu has acted as means of 

aesthetical enjoyment among the peoples of the world, She further, explains the 

undiluted folkloric music which is termed as a creative entity with a close 

relationship to creativity in art (Vasiliu, 2016, p. 115). The Universal Studios of 

Art has gathered a corpus of creative artists who have contributed immensely to 

the development of contemporary Nigerian art. Bisi Fakeye learnt both the 

modern and traditional art forms back in his home town of Ila-Orangun and he is 

now using the knowledge acquired to impact on the new generations of Nigerian 
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artists. Bunmi Babatunde has a knack for ebony and cam wood, and he has 

transferred the likeness of this favourite medium of expression that he uses to 

the budding Nigerian artists. Monday Akhidue is highly regarded for his 

reflection on the techniques and styles of Benin traditional sculpture which he 

has passed over to his close kinsmen (The Daily Sun, 2009, p. 28).
  
Francis Uduh 

and Patrick Agose‟s techniques of cold cast have been uniquely adopted by their 

pupils at the studio of art. Abiodun Olaku‟s symphony of colours has greatly 

influenced the colour symbolism that is powerfully reflected in the works of 

many Nigerian artists. Mufu Onifade has developed the technique and style of 

painting that he calls araism which has become part of modern Nigerian art. 

Wallace Ejoh‟s cool colour techniques have also served as a model to some 

artists with exceptional talent (Resurgence, Exhibition Catalogue, 2006, p. 13).
 
 

Specifically, the contributions of the Universal Studios of Art to the 

development of art in Nigeria can be discussed under the following factors:  

portrayal of socio-political condition of Nigeria in art works, acquisition of 

conducive environmental for art practice, training of Nigerian youth and 

promotion of Nigeria‟s cultural heritage through tourism (The Vanguard, 2008, 

p. 38). 

 

3. Portrayal of Socio-Political condition of Nigerian in Artworks 

      According to Poliakova, and Kralova, movement in humans carry aesthetical 

expression and are ways of artistic creativity. Both authors describe movement 

as compared to art realization, appreciation and evidently a tool to solving 

disorderliness. In other words art must be taught to have continuity (Poliakova 

& Kralova, 2015, p. 264). The artists of the Universal Studios of Art have 

produced art works that depict socio-political unrest and condition of living in 

Nigeria.  A good example is the issue of June 12, 1993 that Bisi Fakeye has 

revisited in his sculptural piece titled June 12. Bunmi Babatunde also produced 

a gigantic work titled June 12 in memory of Chief M.K.O. Abiola the acclaimed 

winner of the presidential election that was annulled in June 12 1993 by Ibrahim 

Badamosi Babaginda, the President (The Vanguard, 2008, p. 39).
 
 Abiodun 

Olaku painted series of works that are reflecting the conditions of Lagos slums 

in order to draw the attention of government to the sordid situations confronting 

the common man in the Nigerian society. (Seminar series, 2007, p. 16).
 
 Mufu 

Onifade‟s portrayal of societal beliefs and disbeliefs in Asoro Dayo and 

Ooyamayawa symbolizes the hospitality of Yoruba people to strangers. Joshua 

Nmesirionye‟s Symphony depicts a busy market scene in Lagos where people 

buy and sell. Francis Uduh‟s Resource Control is a manipulation of cold-cast 

technique to suggest government disproportionate sharing of resources with 

regards to the Niger-Delta region of Nigeria. (Website: 

www.universalstudiosofart.com). 

 

http://www.universalstudiosofart.com/
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              Plate 2: Section by Section. © Augustine Bardi 

 

4.  Acquisition of conducive environment for art Practice 

        The art of our living as humans must be sustained according to Torii. To 

maintain the earth‟s continual existence the environment must be secured to 

allow other creative mechanism to evolve successfully. In art, it takes a careful 

composition to assemble the elements of art, so it takes the art of environment to 

function with minimal abuses (Torii, 2015, pp. 314-315).         After the struggle 

to resist ejection from the site allocated to the artists of Universal Studios of Art, 

they were moved to a place that was not conducive to creative activities.
 
 The 

artists endeavoured to clean up the environment, as earlier discussed, and the 

new studio was opened with an inaugural exhibition titled Stride in Time.
 

Members were allocated to various studios (Plate 2). The photograph in Plate 3 

depicts an environment that is good for effective knowledge dissemination in the 

field of art.   

         This environmental issue was brought to an end under the leadership of the 

older artists who were operating the studio and this encouraged the students on 

industrial attachment as well as those on apprenticeship programmes who were 

busy learning (Plate 3).  In keeping with the law of cleanliness, with the present 

regime in power in Lagos state, a visit recently to the studios showed remarkable 

improvement with regards to sanitation. With this, it is hoped that if the 

promises of the Lagos State government with regards to clean environment is 

sustained, the studios will totally meet all required standards.
           

                  

 
  Plate 3: An environment for effective learning. Universal Studios of Art. © Augustine Bardi 
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       Plate 4: Students on Industrial Training. Universal Studios of Art.© Augustine Bardi 

 

                    
                          Plate 5: Entrance, Universal Studios of Art.© Augustine Bardi 

 
                        Plate 6: Exit, Universal Studio of Art. © Augustine Bardi 

 
                             Plate 7: Emeka a Banker-Artist. © Augustine Bardi 

. 
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5.  Training of Nigerian Youth 

        One of the primary objectives of the Universal Studios of Art is to provide 

an enabling environment for cross fertilization of ideas, techniques and styles 

and to train young Nigerians as artists (Plate 7). The organizers of the Universal 

Studios of Art encourage participation from students on industrial training (I.T) 

as well as run apprenticeship programme for pupils who have the knowledge of 

fine arts and still wish to continue to improve on their skills (The Guardian, 

2008, p. 35). Also according to paper,
 
the Students on industrial training spend a 

minimum of 3 months and a maximum of  6 months, depending on their level of 

improvement, while those running apprenticeship scheme stay between 4 to 6 

years, depending on their level of proficiency”. 

 
              Plate 8: A youth chiseling, Universal Studios of Art. © Augustine Bardi 

              The young artists who join the studio as artists-in-residence are 

Polytechnic or University graduates who could stay for about 6 months. (An 

Interview).
 
  It is, however, interesting to know that over eighty to one hundred 

students participate in the programme yearly. The students are encouraged and 

supported by the organizers, the Universal Studios of Art.
 
 The training is free, 

and the studio management provides clay for students. The studio has never 

received internal or external grant or support, but, co-operate bodies like Total 

petroleum, Nestle Foods and others assist, while patrons of galleries supply art 

materials. However, the USA pays to the National Gallery of Art (N.G.A) 

authorities about N500, 000.00 as rent (An Interview). The contributions of the 

Universal Studios of Art Artists remain inexhausive. The qualities of subjects 

taught in the studio are the same with those that are taught in other formal art 

schools in Nigeria and elsewhere in the world. The activities of the studio started 

sixteen years ago, while the residency programme for independent artists at the 

National Studios under the Gallery of Modern Art started thirty one years ago. It 

should be noted that the standard of the former is by far higher than the latter. A 

countless number of young artists have benefitted from the studios for over two 

decades. 

 

 6. Conclusions 
       Many discussions have been advanced in this study. For example, in 

Europe, vocational trade schools were introduced to benefit the society. Art was 

among the trade introduced because of its aesthetic and creative qualities. The 
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coming of Art training and artistic profession stimulated movements like the 

Renaissance, Cubism, Impressionism and others. The vibrancy of these 

movements led to the establishment of studios, schools and workshops for 

apprenticeship that trained the formal and the informal artists in Europe.  

        It has been revealed that the European experience has been transferred to 

Africa, and particularly to Nigeria, where informal training has existed through 

studios and workshops. For example, some Artists have been trained in different 

workshops across Nigeria. Notable among these were the Kevin Carroll‟s Oye 

Ekiti experiments, the Mbari-Mbayo workshop in Oshogbo, Ori-Olokun in Ile-

Ife, the Abayomi Barber School in Lagos, the Harmattan workshop at Agbrha-

Otor and the Universal Studios of Art in Lagos, which is the focus of this study. 

There are also the guild of bronze casters and carvers operating at Igun Street 

and Igbesanwan in Benin City. The characteristic nature of all these 

aforementioned workshop centers is knowledge dissemination through informal 

art training. The establishment of the National Theatre that hosted the 

(Festac)‟77 in Lagos has advanced the development of workshop practice in 

Nigeria.  The National Theatre‟s management invited some independent artists 

like Bisi Fakeye, Amos Odion, Erhabor Emopkae, Joe Musa and Monday 

Akhidue to train the young ones and art enthusiasts. It was sad to note that as 

more participants joined the workshop practice the independent artists were 

served quit notice to leave the National Theatre premises by this same 

management though in national interest, as it later proved to be.  

          However, the leadership role that has been played by the artists of the 

Universal Studios of Art and other Studios or workshop centers in Nigeria will 

forever be commended by prosperity. Despite the accolades and commendations 

from different quarters, myriads of pejorative connotations have also been used 

to demoralize artists and art in Nigeria. With the vibrant activities of most art 

centers in the country, it is obvious that art, as a profession, has come to stay in 

contemporary Nigerian society. It is a basic fact that the National Council for 

Arts and Culture (N.C.A.C.) has a focus and the National Gallery of Art (NGA) 

has a project to develop Nigerian art, but at their own pace.  Bisi Fakeye and his 

team saw very much beyond this snail movement, and despite all odd 

circumstances, they forged ahead to create a conducive milieu in order to 

produce great works of art, and indeed they have.   

        The Universal Studios of Art remains a centre of artistic and creative 

excellence, going by its contributions to the development of unique art tradition 

in Nigeria. The establishment or up-grading of this Studio in 1995 by Bisi 

Fakeye and other notable artists has made it more seriously part of Nigeria‟s 

history. The resilience of the artists of the Universal Studios of Art after their 

forceful, but promising and eventful, ejection from their age-long location, 

remains unforgettable in the memories of the USA artists and their art admirers. 

It will be incomplete to celebrate the present creative, socio-cultural, educational 

and, generally, developmental successes of this informal art monument, now an 

international centre, in Nigeria without remembering the following: Dr. Chike 

Dike (former NGA Director-General and egoists misunderstood art visionary), 
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Dr. Walter Ofonagoro (former Minister of Culture and Tourism), Bisi Fakeye 

(the unrepentant defender and embodiment of USA), the late chief Okpu Eze 

(former SNA President) and Professor Ola Oloidi (Professor of Art History and 

SNA executive member). Both Okpu Eze and Ola Oloidi were able, during the 

bitter relocation controversy; to effortlessly mobilize needed psychology, 

wisdom and spirituality to bring peace to the innocently warring sides. Of 

course, the roles of Abiodun Olaku, Bunmi Babatunde, Monday Akhidue and 

others should also be appreciated for giving their master, Bisi Fakeye, the 

needed cooperation. However, like the creative self-effort and perseverance of 

Ori-Olokun workshop, Mbari-Mbayo experience and Oye-Ekiti Experiments, the 

Universal Studios of Art has remained very good stimulative name in modern 

Nigerian visual arts. The Universal Studios of Art has developed greatly through 

self effort, and determination, and its history has become that of creative growth, 

cultural ideology, dynamic nationalism, art internationalization, progressive 

radicalism or Protestantism and artistic pride. 
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BRANDING IN DESIGN/DESIGN EDUCATION 
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Abstract: This paper examined the roles and factors of Aesthetics viz-a-viz those of modeling, 

styling and the product Brand (Branding) as viewed against their fundamental relevance as 

core ingredients for the actualization of any Design initiative and creative endeavour. These 

roles, influences and place of Aesthetics (and its allied components, makes up the very soul, 

content and essence of what the product is all about. Its Form, Shape, Morphological / 

physical attributes and characteristics. The paper established that the aesthetic components 

of beauty, colour, shape, (form) fonts, (lettering or typography) and all other general 

Aesthetic Ambience gives the given product the desired quality/beauty that it exudes to help 

determine its marketability / profitability as a Brand. The paper also reviewed the aspects 

/implications of these roles and influences on Design Education alongside highlighting the 

potentials of the Design Educator – learner experience, while exploiting the Teachers ability 

to effectively harmonise the various approaches and practices of a functional Design-led 

Educational programme viz-a-viz piloting such talents/skills achieved to practicable and 

useful ends as professionals in Design and Technology.  The paper also seeks to establish that 

the roles and factors of modeling styling and Branding of the product which is best 

exemplified through the adaptation of Design inputs and features such as ornamentation, 

edge delineation, texture movement/flow of linear form, symmetry or Assymetry of shapes, 

colour, granularity (of matter/particles large or small) or coarseness, play of light (sunlight) 

and shade, transcendence (state of being or existence of a product beyond the limits of 

material experience) and that of total harmony. The paper recommends that for any product 

Brand to succeed it must incorporate all of the above components together with the inclusion 

of the other qualities that makes up the intangible content of the Brand such as, Brand Name, 

Logo, Tagline (catchphrase) the Graphics (elements of Design) Brand Shape, Brand colour, 

culminating in the establishment of what the Brand mission statement is about, its function, 

role or job it is intended to perform.  

Key words: Granularity/Coarseness,Transcendence of material, Alliteration, Initialism, 

Neologisms of Brand, “Form Begat Form”, Form Follows Function 

 

1. Introduction   

The industrial design enterprise and profession has come a long way since 

the second half of the 19
th
 century. The pioneers of the profession never 

envisaged that the discipline will single handedly help change the face of our 

world, the nature, context and characterization of the material culture and 

consequently the man-made environment, for good. According to Lucie-Smith 

(2001) who says that “the phenomenology of change of civilization from its 

early subsistence agrarian economy to a new world order was brought about by 

the advent of New Technologies / Inventions for industrialization in the Age of 

the industrial Revolution. That was brought about by an adaptation to the serial 

nature of the factory Assembly lines and means of production of goods, mass 
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produced solely for commercial purposes. This new reality of mass production 

techniques totally helped to eradicate the time honoured Traditional, of the 

unitary systems of custom-made (customized, hand-crafted),/Artisan methods of 

production of local goods which were made to order, either for patrons or 

wealthy upper class clients in society. This Aspect of production of handcrafted 

masterpieces by master craftsmen, seemed to have been lost forever to the Age 

and Advent of the Machine (Assembly line) and New means of Mass 

production/manufacture.  

Loewy (1980) in his submission, observed that, “the New Factors of 

production together with the New expertise and competencies in modern 

techniques and Technology that emerged therefrom” was responsible for the 

changes so stated above. Thereby giving rise to new entrepreneural 

breakthroughs in skills and service delivery. The Dawn of Advertising and New 

means of communication suddenly changed the whole dynamics of the 

economic growth of the developed Nations of the world. This being the case, the 

numerous goods and services made available by these factories, needed to be 

sold and distributed. Competition became stiff amongst manufacturers. The 

demand for consumer goods in the late 1800‟s and early 1920‟s were at its peak. 

This demand was also dictated by new consumer benchmarks of not just only 

functional goods but that they should also be Aesthetically appealing, to warrant 

purchase. So saw the concept of quality, Beauty and Aesthetics (of the Product 

Brand / Branding) suddenly became the yardstick that dramatically changed the 

whole scenario and Dynamics of the methods of production. With the resultative 

increase in volume of goods produced, so also saw an increase in demand for 

consumer goods and an increase in consumer preferences for quality, aesthetics 

and performance (function) of such goods. This became the primary concern of 

most of the products manufacturers. So strong was the debate, urgency and need 

for experts whose job it was to change and provide these missing components of 

Aesthetics, Beauty and Style in the new products. This search for quality, beauty 

and Aesthetics also brought about the dawn of the Age of the Industrial 

Designers (who could also be called Aestheticians in their own right). 

 

2. New Roles and Dialogue of the factors of Quality and Aestethetics in 

Product Branding  

Along that same Dialogue, the concept of quality before now tends to 

allude to and align with the principles and belief of the 3Fs, that “FORM” 

“FOLLOWS” “FUNCTION” or that “FORM BEGAT FORM”. In the era of the 

Industrial Revolution it was believed that if a product was functional therefore it 

must be a good product. This template later proved to be so faulty, that if a 

product functions doesn‟t necessarily mean it must be good. According to 

Papanek (2009) who believes that consumers are first and foremost, human 

beings, with a body, soul and spirit and therefore would always be drawn to or 

attracted by products/services that bears or carries the attributes that is in tune 

with their cultural, socio-economic preferences. Even sometimes seeking 

products that qualifies or satisfies their Ego or Status symbol in society.     



188 

 

So the need for a new way of production definitely became the only 

alternative. The Advent of industrial design and roles of the industrial 

Designers, Architects, product Stylists and Design Aestheticians, became ever 

more urgent and pertinent. The inclusion of these groups of professionals in the 

production process saw a marked deviation from the old and tedious methods of 

production of goods. The out come of the infusion of this component resulted in 

products, such as the Refrigerator, the Telephone, Television, automobiles and 

even the Aeroplane. The standard of living and life of the middle class in society 

changed forever. The Age of commercialization, Tele-communication, 

Advertising and the subsequent Advent of computer Technology all helped 

brought about the change that mankind had never thought possible. (Wilson, 

2002). With the Advances in computer (IT) Technology, computer aided design, 

modeling and styling became the trend rather than the norm. The era of digital 

imaging 3D digitally generated prototypes and models took center stage. 

Although the place and need for the physically produced hand made or sculpted 

prototypes and models, (An aspect of modeling which has to do with the FORM 

or SHAPE of the product,) has since been replaced by functions and roles 

performed by ROBOTS and ROBOTICS Engineering. 

Advances in computer modeling and cybernetics is become the Trend. 

Although it cannot replace the need for the execution of physical 

prototypes/modeling (models made by hand). Modeling has to do with the 

SHAPE, FORM or MORPHOLOGY of the object– which demands enlisting the 

studio practice skills of modeling and styling, that will help improve the 

Physical state or Aerodynamics and Aesthetic outlook of the given product. 

(Shimura et. al., 2012). 

The Role of Aesthetics in Product Branding and Design 

 The Role influence and place of the aesthetic component in a products 

life, according to Korsmeyer (1998) could be said to be what makes-up the very 

spirit, soul, content, and essence of what the product is all about. Its Form, 

Shape, Morphological and Physical attributes, characteristics and all other such 

properties that often times determines whether the product brand will be 

successful in the market place or not. By the aesthetic component of the product 

we mean the beauty, colour, shape (form), fonts, (lettering or typography) and 

the general aesthetic Ambience that the given product exudes or carries which 

often determines its marketability, profitability and success as a Brand. The 

Anthological history of Aesthetics (on the other hand) dates back to Ancient 

Greece from where the Greek words – “aisthetikos” meaning “esthetic” 

pertaining to sense perception. Which in turn was derived from the Greek word 

“aisthanomai” meaning to perceive, feel, or sense.  

According to Korsmeyer (1998) in her work on “Aesthetics”, she acceded 

to the meaning of Aesthetics to being related to the studies and philosophy of 

Art. She continued by saying that it is concerned with the study of beauty and 

taste, often times known for its relationship with the interpretation of works of 

Art, Art movements and the theories of Art, Aesthetics, and Design principles. 

The term Aesthetics in Design could be used to describe particular styles and 
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principles in creativity which might include ornamentation, edge delineation, 

texture, movement/flow of linear form, symmetry, colour, granularity (which 

means the quality of being composed of large or small particles) or coarseness, 

the play of light (sunlight) and shade, transcendence (which means a state of 

being or existence above and beyond the limits of material experience) and 

culminating in that of the total harmony of the Design in question. So a 

correlation of all these put together with that of the fundamental role of 

Aesthetics in Design (and product Branding) could very much resemble a 

Design scenario where “the Designer skillfully and carefully arranges the visual 

and physical elements of Design (in a given product) such as those stated above 

colour, material, form, Brand / Branding characteristics, even the degree and 

play of light (or lighting materials) to generate maximum visual impact in the 

products uniqueness and to give it that extra edge over its competitors”.  

The role of Aesthetics in the Design could also include such skillful 

manipulations of the products material and physical content to achieve an 

Ephemeral quality. i.e. The use of materials like Transparent plastics or glass for 

example allows the background around the product to blend through the given 

product. The use of fine wire mesh membranes for example, that flows and 

blends with the lightness of solidified smoke, the use of gauzy transluscent 

fabrics that floats and diffuses with light, use of reflective panels that blends into 

the surrounding skies. All these techniques and materials used in the creative 

process helps create an almost “ghost – like” feeling about such a given product 

or Brand. Such is the allure, power and role of the Aesthetical component in 

design. According to Wilson (2002) who postulates that the “Aesthetic and 

visual symbols of a product can be deeply cultural, added to that he says, that 

the set of the given functions of that product can vary from one culture to 

another”.  

The Role of the Brans/Branding in Design 

Put succinctly, the Role of the Brand (or Branding) of a product is 

intrinsically related to the value, service and function the product is intended to 

perform in the life (lifestyle) of the intended consumers. The meaning and 

definition of a brand or product brand according to Frankenberger et al. (1998) 

could be said to be “a recognizable kind of thing or object”. Continuing it could 

also be said to represent “a name given to an object, product or service, that 

marks it or labels it by a distinctive word, sign or symbol, which indicates 

exclusive right of usage”. Like the branded merchandise that bears or wears a 

standard brand Image, Name or Logo. Putting the above presupposition in a 

much more specific context, the product or (Brand) in this scenario according to 

Frankenberger et.al (1998) Ibid. could be defined or described as, “a group or a 

set of objects that serves specific utilitarian purpose or function. They always 

must possess particulate / specific Aesthetic qualities that must embody certain 

symbolic representation and significance”. Along those premises therefore 

Branding could be deduced to mean “the act of marking or labeling an object or 

product with a Trade name or Brandmark that is protected by a patent”. Which 

means the product can only be produced and sold exclusively by the said 
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company holding the patent rights. As for (Brand/branding), the original roots 

and meaning could be traced wayback to the wild west of the United States of 

America, where cattle owners / ranchers had to brand their cattle as merchandise 

for purchase and ownership with the help of a Branding metal, which is put into 

Red hot coal fire and used to Burn into the Raw skin of the cattle / livestock to 

indicate ownership.  

According to Ollins (2003) The Anthology of the word Brand came from 

the old Nordic (Germanic) word “Brands” which means “to burn‟ which could 

be traced even to early Agrarian civilizations and Animal Husbandry. (500 BC – 

1100 BC). So the issue of Brand/Branding of a product resulted from the need 

by manufacturers (during the industrial Revolution) to help sell their (mass-

produced) goods to a wider mass market. The earliest known brands that quickly 

adopted this Trend were Pears soap, Campbell‟s soap, Coca-cola soft drink, 

Quakeroats etc. They were amongst the first products in America to be branded. 

Soon Kellogg‟s Cornflakes and Uncle Ben‟s Rice followed suite. (Knapp, 

2008). Further developments of this practice soon saw manufacturers quickly 

adopting various strategies of how to build their brand‟s identity and Brand 

personality. With a little bit of the addition of such qualities such as humour, 

fun, a component of luxury, taste and demographics (youth appeal) contents. 

This forms the foundation of how the practice of product Brand and Branding 

actually evolved and is still in practice to date.     

In their individual and separate summations, Schmidt et al (2002) opined 

that a Brand/ Branding could also be referred to as, “ a set of marketing and 

communication strategies or methods which helps to distinguish one individual, 

or groups of people  or a company from their competitors”. Pushing that further 

it is believed that the key components that makes up a Brand consists of the 

Brands identity like its logo and Trademark. Consequently a brand could be said 

to mean a name, term, design symbol or other features that distinguishes one 

product from those of its competitor. Their applications are seen in Business 

marketing, and advertising of which livestock Branding as stated earlier is the 

oldest form of branding in contemporary circumstances.    

Qualities of a Product Brand 

According to Martins (2000) who stated that the qualities or components 

of a product Brand (or Brands) typically comprises (or is made up) of the 

following elements / characteristics:- 

i. Brand Name: Which is (or are) the word/words used to identify the Brand, 

product, service, concept or company.  

ii. Brand Logo: The visual elements, symbols or trademark that helps identifies 

the Brand. 

iii. Tagline or Catchphrase: “Coke is it” was the catch phrase for the Coca-cola 

Brand in 1980‟s.   

iv. Graphics/Graphic Design: The visual graphic elements that makes up the 

Brand‟s visual identity.  

v. Brand shape/s: The distinctive look, shape and form of the Brand, e.g VW. 

Beetle, and the Coca-cola bottle shape. 
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vi. Brand colour/s: Selection of that unique colour/s that distinguishes the Brand 

from its competitors e.g Google Colours.   

           Also there exists certain attributes that can be associated with product 

Brands. For example the term Brand Name can be used interchangeably with the 

Brand or its trademark.  The various types, styles and characteristic examples of 

Brand Names according to Knapp, D. (2008) Ibid. includes some of the 

following: 

- Initialism:- Used to denote a  Brand name made up of only the initials e.g 

IBM, DHL etc.  

- Descriptive Brand Name:- It describes a product‟s benefits or function. 

- Alliteration and Rhyme:- Brand Names that Rhyme and are fun to 

say/pronounce.  

- Evocative:- Brand Names that evoke vivid images of emotions or appeals to 

the Ego of the consumers.  

- Neologisms:- These are Brand Names that are completely made-up or created 

from nothing. 

- Founders Names:- Real peoples Names or founders of the company e.g. 

Disney etc.  

- Personification:- Adopting Names of mythical figures or Names of Heroes 

e.g. Quaker oats, W.K Kellogg Cornflakes.  

- Combination:- A combination of multiple words put together to create one 

word e.g. Microsoft, (micro, computer, software) Vodafone („Voice‟ „data‟ 

„telephone‟).  

Strategies for Creating a Product Brand 

Ollins, W (2003) ibid, in his work “on Brand” describes or outlines 7 

(seven) unique strategies for creating a product Brand and they include the 

following:  

(a) The first strategy to adopt, is to acknowledge that “Your Brand is You”, it 

must be a direct reflection of your personality. “So KNOW WHO YOU ARE” 

or “KNOW WHAT YOUR PRODUCT BRAND IS ALL ABOUT.” And write 

down what the Brand mission statement is all about. What is its purpose, and 

what is the product meant to do or what is the products function, role or job. 

How is the product different from the others/ competitors. What does the 

product intend to accomplish.? 

(b) Generate an individual or personal outline of the products characteristics, 

qualities and make up. Provide every detail of the products content, function and 

make – up as conscise as you can. Create a great 2D visual Design initiative that 

best represents what the product, looks like in full-colour, size and rendition. 

(c) Be deliberate to pick out 3 (Three) unique words that best describes the 

product as a brand. Words that can drum up consumer patronage and desire to 

buy.  

(d) Generate an image portfolio for the brand, this includes, images, typography 

/ fonts graphics, colours that appeals (suits) the product‟s image, and all other 

design components that best elucidates the products best qualities (points).  
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(e) Finalize the choice of your product‟s brand colours, the lettering / 

typography that goes on it and all other brand elements that will complement the 

overall look or Aesthetics of the finished product.        

(f) Create and generate a logo (Logotype) for the product Brand. The logo 

design must be iconic enough for it to stand the test of market trends / times. It 

must contain such qualities that definitely will appeal to the target Audience.  

(g) Create a product Brand style. This is the ultimate lists of contents of the 

products specific colours, fonts (lettering or typography,) images or various 

elements of Design, used to exemplify the product and its 3 keywords and 

mission statement. This is to aid and ensure high standards and consistency in 

the products life span. This is to ensure that your product sticks to the brand 

standards it had set from the “get go” and get it ready for the market your 

product and Brand is complete and ready to conquer/take over the market of its 

competition.       

 

3. Approaches in Design – Led Educational Practice: A Synthesis of its 

Implications and Importance in Design Education 

Quoting Billington and Baynes (1978) observed in his study and said that, 

“the teaching of Design in schools could best be achieved through an integrated 

approach rather than as a separate programme for Art, craft and Technology 

courses”. Furthermore he opined that a basic course could be developed which 

aims at giving a strong impulse to creative designs through a disciplined and 

well ordered series of experiences, but which is at the same time “geared” 

towards the skills and experience of the students. In the same context, Rusu 

et.al. (2015) stressed the need for the Arts/ Design Education to be given its 

priority / pride of place, as being one of the most important educational elements 

and purpose in a child‟s education. This they (collectively) say is an attempt 

aimed at developing the total personality of the child, thereby helping to model 

his/her character and behaviour in society. Continuing the teacher they say is the 

central figure (in this process) who uses such good communicative skills to 

affect and stimulate the creativity impetus/interest of the child, thereby helping 

to provide and establish that “positive evolution of self – expression, self 

knowledge (self worth) that enhances better interpersonal relationships both in 

academic education and society at large”.  In the first undergraduate years, it is 

believed,(they continued) “that the approach to all design problems needs to be 

streamlined with a bias towards design intuitiveness, ingenious 

technical/technological responses and result oriented reasoning”. From the 

above it was deduced that a fresh Design education approach is needed that will: 

i. Lead towards a conscious and critical awareness of ethical, emotional and 

aesthetic values, technical possibilities, resulting in the ability to make valid 

intellectual Design decisions (Design Awareness)  

ii. Extend and improve the graduates/learner‟s skills and faculty to bring 

conceptual Design ideas to physical fruition (Design Activity)  
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iii. Make conscious, the experience and satisfaction of this creative activity, that 

will engender creative abilities which will result in tangible products (Design 

Manufacture)  

The teaching of Design (including Engineering Design) in schools must 

be made to go through a carefully structured and broad based programme, that 

will enable the students become fluent in Drawing/Draughting (Drafting) and 

modeling techniques and be capable of responding imaginatively to demands on 

their innovative ingenuity, creative – inventor spirit, Aesthetic and emotional 

sensibilities. (Wang, 2011). Along that same line of emphasis, Aprotosoaie-

Iftimi (2016) in her study of visual art/design curriculum and the new visual art / 

design language opined that “the visual arts/design curriculum should allow a 

wide range of activities aimed at developing the child/learner‟s imagination and 

creativity”. Furthermore this she says “would be aimed at providing the learner 

with that balanced Educational Framework for the harmonious development of 

future professionals who can later in life bring such skills acquired to bear in 

helping to resolve the many problems faced by man in his designs (material 

culture) and built environment”. Therefore, a well structured  Design course 

must pay specific attention to the following three vital ingredients and elements 

of the course curriculum/content, and they are as follow:  

(a) The arousal of curiousity in the natural and man-made worlds through the 

processes of observation and analysis, which gives an awareness of form and 

other Aesthetic values and a knowledge of prior art. The application of the 

principles of Biomorphism(Bio-Morphology) meaning the Biological state or 

study of the structure (Morphology) of plants and animals or living things.  

(b) The ability that will help provide the opportunity for speculative thought and 

the creative exercise of ingenuity and skills of originality  

(c) The development of creative skills, ability/ mental faculty to bring ideas and 

concepts (or products) to physical fruition. 

Without the third element (c) above,(which is the development of creative 

skills ability/ mental faculty to bring Design ideas and concepts (or products) to 

physical function) no worth-while product can result. Clearly though, the 

conceptual stages preceed the “making” and no amount of emphasis on Design 

skills can compensate for a lack of design preparation. Although the processes 

of investigation, speculation and fabrication have been referred to separately, 

they are all important and are present at each stage in the design process 

(Langdon, 1978). It is pertinent here to emphasis this approach and the way in 

which the course functions, by highlighting one aspect of the course/programme. 

According to Lindkal (1984) who stated that “the aspect of Design that is to be 

paid specific attention to is that of proportion, structure and the interplay of 

parts”. A quick examination of anything or an object will reveal that, it can be 

thought of as being made up of a number of parts. In the design of any product, 

(be it a logotype, a chair, car, bicycle or an airplane,) it is the proportioning of 

the parts in themselves and their relationship one to another that is the prime 

consideration. Shape, form, weight, mass, function and balance must all be 

considered if an elegant and coherent whole is to be achieved. Structure is very 
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closely related to proportion, in fact the two quickly becomes inseparable as the 

problem of how parts are to fit, interlock, turn and move together is considered. 

(Brooks, 2010). 

The greatest activity of conceiving, planning and making things has 

always been one of the most vital forces in the life of man and the Man-made 

environment. This broad areas of human endeavour is called “Design” and has 

resulted in artifacts and products as diverse as the “Mona Lisa”, to the “PIN” 

and unto a “LASER or computer “CHIP”. Modeling they say is the language of 

Design. How an object should look like, its proportions and how its parts should 

fit together and the mechanism by which it might operate are all communicated 

through drawings, models, plan, mock-ups and prototypes. So in order to engage 

in modeling and making things, one must first be actively engaged in Design 

activity. (Milton, 1995).  

In any given design situation for instance, a picture would be regarded 

essentially, as a two-dimensional organization of shapes (which may be 

representing three – dimensional forms) and it is primarily the proportions of 

each shape in itself and the relationships between the shapes, that produces a 

sense of structure and the necessary sense of overall harmony and coherence. 

Equally, a good bicycle for example, must be well proportioned in  all its parts, 

but here their mechanical and structural function would have to be influenced by 

their size and shape and ultimately the overall proportions of the machine. That 

is why Hopper (1977) opined that, these aspects of proportion and structure are 

key and central to all designing processes, and thus they figure prominently 

throughout any well co-ordinated Design Education course 

curriculum/programme.  

In that same conext to Harahan (1978) suggests that the usual approach to 

this is by working out a discussion/brain-storming session with the students, 

about what the eyes sees in natural forms and man-made objects. Through a 

process of questions and answers one could come to realize that man makes 

objects, because of need; he sees a problem and solves it by designing and 

making or creating/inventing something to act as the problem-solving 

solution.(Milton, 1995).This is problem solving skills being put to the test.  

 

4. Design Conceptualization of the Product Brand: Importance and 

Implications in Design Education  

The life of a product brand begins with the birthing of a new idea/concept. 

The design concept is usually borne out of (or in) the mind of the designer, 

simulated either from or by experience, reasoning and / or imagination. The 

design concept could also be a generic or a basic form of abstraction or mental 

impression of a particular set of ideas or ideology of instances or occurrences in 

real life. It could also just be a contrived/ imaginative world.  Conceptualization 

in Design could also be called a notion or an abstract or general idea inferred or 

derived from specific or simulated case scenarios (Obasuyi, 2010). Deducing or 

stretching that further, the issue of conceptualization of a new product according 

to David et.al (1982) could mean the invention or contrivance of an idea and 
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sometimes the formulation this idea mentally and also sometimes this involves 

the formulation of such an idea mentally and ensuring it becomes a reality 

physically in the form of an actualized physical product, goods or service. 

According to Morris (2009) who stated that the conceptual development of a 

design and its product derivatives follows certain specific procedural, sometimes 

Algorithmic or other times Heuristic processes of the problem solving 

endeavour, which makes a design what its all about. One of the most 

fundamental of these processes / principles in the Activity called design and its 

education is referred to as – Sketching.  

Design Sketching 

      Roozenburg et.al. (1995) explains that the term sketching could be said to  

represent those sketches, drawings and scribbling processes carried out at the 

rudimentary and fundamental stage in the design process. He expounded this 

further by saying that sketching could also be called drawing, draughting 

(draught-manship) or simply visualization processes (visuals). Some of these 

terms can be used interchangeably at the prescriptive stages of the 

design/product life span.  Roozenburg et.al. (1995) also further puts it succinctly 

and states that; A sketch more often than not could imply (or refer to) “a loosely 

drawn art work or 2D drawing, were the sketch is used to a greater or lesser 

degree as a means for registering the intended work-able solution of the idea or 

concept derived from the original concept base”.  

Furthermore, sketching could be referred to as an art or applied graphic 

design project that is executed with such design equipments / tools like graphite, 

pencils, pen and ink, coloured markers, pastel, gouache poster colours or done 

directly on design compliant/enabled computers eg. use of computer software 

applications such as Element 3D video copilot, Autodesk MAYA, ALIAS 

software, Adobe After Effect, MAXON Cinema 4D, etc. Most of the 

contemporary design sketching and technological applications has long 

overtaken the old and Traditional/Conventional drawing (sketching) techniques 

that are utilized in the actualization process of bringing to life a new product. At 

some point in the design process the 2D paper sketching stage might just be 

eliminated altogether and the students can proceed directly to actualize the 3D 

digital image/model.  

Factors of Modeling, Styling in the Design Process of the Product Brand 

        The design narrative of any given product involves the incorporation of all 

categories of Design professionals. They may include craftworkers, designers, 

coupled with the conceptual intuitiveness of the Applied Artists, sculptors, 

architects, graphic designers, Nanotechnologists, engineers, and visual display / 

3D computer professionals, Nanosystems Analysts. When all these professionals 

are put together, they all help to bring to being the new product so desired. 

(Drexler, 1992). 

Modeling of the Product Brand (Clay – Kaolin – or Inductrial Plasticine) 

        Clay and its uses in the design process is representative of any soft and 

malleable substance or material like industrial plasticine, Styrofoam or polymer 

clay which could also be used in the actualization of the form, body or 
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morphological structure (buildup or makeup) of the intended product. For 

industrial design purposes, there are four types of clay or malleable substances 

that could be used in designing, building and sculpting of products. As 

mentioned earlier they include industrial plasticine, polymer clay, Styrofoam 

and kaolin clay. In each of these, the material composition and their application 

in the production processes vary considerably from one material to the other. 

For example, when using kaolin clay, the intended model or intended product is 

first created in Natural Kaolin clay, or in other times could be made up of a 

wooden or Iron frame called the “Armature” or also sometime made from the 

material called Styrofoam. As in the case of kaolin clay, the material is spread 

and smoothened over the frame or “Armature” using sculpting tools to shape 

and size the product intended into existence (Obasuyi, 2010). 

According to Squires et.al. (2002) who stated that the physical 

actualization and conversion of the 3D Digital visual images (into this physical 

armature structure which forms the main skeletal frame for the actualization of 

the prototype concept of product) becomes the cornerstone for the actual 

modeling/product of the prototype concept. The prototype concept so created 

and is realized from the wholesome initial clay body (or industrial plasticine or 

Styrofoam) using various modeling/styling techniques of scalping, scraping, 

moulding/modeling burnishing, deletion and retention of forms / shapes, which 

are sometimes either Accentuated, highlighted or played down as the need arises 

to make way, create or help to achieve the final curvilinear, structural, body, 

shape or form of the intend product desired. The eventual prototype copy so 

realized is further subjected to the process of final actualization with the use and 

application of the fibre glass material. This material is a polyvinyl chloride 

based, tough plastic material, which is viscous when prepared with petro-

chemical solvent/solution and poured unto the plaster of Paris (POP) mould 

which is called the “NEGATIVE”, that has hitherto been taken or gotten from 

the original clay model/body. The fibre glass paste is poured unto the mould of 

P.O.P which then solidifies to form the final look-a-like of the Real 

product/brand. This is further primed, sandblasted, smoothened to the fine, 

smooth and perfect surface finish body, made ready for the paint job and final 

product design/ finish.  

Design Styling 

         David et. al. (1982) explain that in styling all the design concepts and 2-D 

visuals so realized are translated or transformed into 3D digital imaging/surface 

modeling to ensure that the 3D models so developed meets with the Aesthetic 

requirements and specifications of the designers expectation. As well as meets 

with all the engineering, manufacturing specifications and requirements. Styling 

as a technique in the design process, ensures that both the technical as well as 

the Aesthetics components harmonises for the optimal utility, form and function 

of the intended design product. Tools mostly used in styling by product 

engineering styling teams are Autodesk, Alias and ICEM SURF software tools. 

The styling production team often consists of the chief industrial designers, 

interior designers and the engineering experts. In some case all three roles are 
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roled into one designer. Other members of the production team are the colour 

and trim designer, the clay model team, the styling team, studio heads/managers, 

prototype engineers/designers. An average number of members of a design team 

for example could reach up to 20 and the time frame for a concept‟s 

developmental completion could range from between 24 to 36 months in certain 

instances. 

 

5. Conclusions 
The factors that create and generate Designs are often times embedded in 

the very innate core of the Designed object itself, this factor is only amplified 

through and by its process/es of production. (Aspelund, 2010) Such factors as 

those of ideation, conceptuation, sketching, modeling, styling, prototype (or 

prototype production) are vital in the final production or manufacture of the 

product brand in question. This often evokes the application of the skills and 

creative ingenuity of the Designer who helps bring all those factors to play (or to 

bear) starting from the birthing of new concepts/ideas unto the final 

actualization of the Design initiative/s or project.  

The designer in this case needs to skillfully and carefully manage these 

elements (and all other various factors) of Design, such as colour/s, materials, 

Form, modeling, styling, prototype design, 3D Digital imaging, Brand creation 

and Branding characteristics, which helps to create that maximum impact in the 

products uniqueness over its other competing Brands. The role/function of 

Aesthetics in the Design and Branding process of the product is further 

enhanced and accentuated by the ability of the Designer to skillfully manipulate 

the products material and physical content to help achieve that unique 

Ephemeral quality.  

The product Brand and its role on the order hand is intrinsically related to 

the value, service and function it is intended to perform. Where the meaning of 

the brand could be said to be that recognizable kind of product that represents a 

Name given to an object, product or service, which marks it or labels it, by using 

a distinctive word, sign or symbol that ultimately indicates its exclusive right of 

usage with legal rights or patent. The Brand (or product Brand) could also refer 

to a set of marketing and communication strategy/s or methods which helps to 

distinguish one individual or group/s of people or company from the others. This 

includes the Brands identity, like its Logo and Trademark. It could be a Name, a 

term, design symbols or other characteristic features that distinguishes the 

product or Brand from those of its competitors.  

The roles and factors of Aesthetics, modeling, styling and product 

branding in Design simply put means the ability to harmonise those factors and 

bring them to bear on the quality, beauty and purchaseability of the product.  As 

the product exudes those qualities of   Beauty, Colours, shape, Form and the 

perfect portrayal of the general Aesthetic Ambience of Excellence, finesse, 

elegance and perfection. Then these roles and attributes of the Brands will 

definitely ensure its marketability, profitability and ultimate success. The 

implications of all of these in Design Education is the potential of the Design 
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Educator / Teacher to effectively harmonise the various approaches and 

practices of a functional Design-led Educational programme that is able to 

prepare students and develop their abilities and innate potentials early for a well 

defined future of Design excellence in practice. This could be achieved by 

tailoring/piloting these talents to practicable and useful ends as professionals in 

Design and Technology (Alberty & Alberty 1962).     
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9. THE IMPORTANCE  OF  THE DRAWING IN THE 

ARTISTIC CREATION PROCESS 
Mircea Ştefănescu

80
  

 
Abstract: In this academic paper I want to highlight the importance of the drawing and its 

purpose in the visual artist's creative effort which is in full artistic activity. I will illustrate 

what I have said previously with the drawings by artists such as Dürer Alfred, Alberto 

Giacometti, Henri de Toulouse-Lautrec, Andeea Paladio and others artists who have created 

numerous drawings to study, or  as the remarkable artworks. So, during the artistic process 

the sculptors, the painters or the architects draw to study, to remember or to clarify their own 

ideas. Many drawings are straightforward, with a single-purpose and spontaneous, but often 

are an intuitive response to an experience or an idea which must be necessarily put on paper. 

These studies are often the means by which the artists develop passages which is meant to be 

incorporated in a detailed and complex art composition. 

Key words: drawing, composition, spontaneous, creative effort, study 

 

1. Introduction 

The importance of drawing is essential and ever-present in the artistic 

creation process, and that's why it is very hard to define. Actually, the drawings 

are essentially linear and modest of size and these are made with a marking tool 

on a monochrome support. A wider definition would include the use of tonal 

surfaces supplementing or after circumstances, replace the linear elements, as 

well as reduced the use of polychrome variations both in line and tone. Even this 

expression can‟t include the reality of many artworks which should be regarded 

as drawings, by the consensus showed both the artists and art historians. In 

essence, the drawing is an two-dimensional art form  characterized by the 

following factors: an element which produces  signs used in a direct way,  the 

color is limited, often one or two tones, and the paper which   often is used as 

support. To define the  drawing only based on physical properties would not 

grasp a basic truth about drawing. A greater importance for understanding the 

drawing is clarifying its purpose, what role it plays in the visual artist's creative 

effort which is in full artistic activity. 

The sculptors, the painters and the architects draw constantly. They draw 

to study, to remember or to clarify their own ideas. They draw for pleasure, by 

moving a tool they produce a line which it likes to the eye and using the hand in 

a rhythmic and satisfactory activity. Many drawings are straightforward and 

spontaneous. Often, the drawings are an intuitive response to an experience or 

an idea which must be necessarily put on paper. And finally, there are those 

drawings which take the place alongside the fully realized artwork. Most of 

pretentious drawings represent a major effort for an artist which is considered 

them fully developed artworks. The drawings can be remarkable artworks and 

the public could feel free to enjoy them for the fulfillment of aesthetic 
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sensations. Seen through this light, the drawings can quickly become the basis of 

an empathic connection between producer and consumer of visual art, full of the 

promise of reward aesthetic connection. 

 

2. The Drawing uses  

Both the drawing process and the sketches and detail drawings produced, 

it serve to the ultimate goal of the artist in various ways.  The fast and flexible 

methods of drawer make it possible for the designer to transpose and visualize, 

by features skillful, the appearance of a three-dimensional object as it is seen 

from a vantage point chosen by cartoonist. Many drawings are straightforward, 

with a single-purpose and spontaneous, being an intuitive reaction to a suddenly 

encountered experience or an idea which the artist had to catch it from fly. In 

this moment the artist need to register a perception or an idea and he can find 

instant gratification in the act of drawing. When Alberto Giacometti felt the urge 

to make the drawing reproduced in Figure 1, he had available a tissue paper and 

a ballpoint pen. 

 
Fig.1. Alberto Giacometti, Om mergând
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 Another category of drawings, in direct contrast to quick sketch, comes 

from a slow and deliberate manipulation of a drawing material. The artist may 

devote for a rigorous drawing as a master as much time as he dedicates for a 

major composition like as a painting  or a sculpture, in his desire to make a  

carefully and fully realized visual statement. Perhaps many of the drawings from 

the past were made to study a particular aspect of nature. The traditional subjects 

include human figure, animals, landscapes, flowers and individual plants, still 

life, drapery and architectural details. The drawing style is directly related to the 

material, but equally is important the artist's intention - what he sees or wants to 

communicate about its subject. The great German Renaissance master Albrecht 

Dürer showed an insatiable curiosity for nature and an immense desire to enrich 

its art by understanding the forms and functions of nature. 
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        Fig.2. Albrecht Dürer, Cap de morsa (Knobler, 1983, fig. 226) 

 

             
        Fig.3. Ellsworth Kelly, Mere (Idem, p. 183) 

That's why he filled his notebooks with sketches and a wide variety of 

detailed studies, registering both ordinary and unusual subjects. In 1521 it was 

captured a walrus near the Flemish coast; Figure 2 reproduces a sketch made by 

artist in pen and watercolor when the animal was examined. This curious 

drawing combines carefully the details observed whose shapes and features are 

decorative repeated, resulting an intensive and also very funny image. By means 

minimum contour line contemporary American artist Ellsworth Kelly made a 

still life with apples (Figure 3), which suggests not only the shape and volume of 

the fruit, but also a spatial ambience for subject. The approach to nature by 

Kelly is probably no less intense or analytical than Dürer but the process used by 

Ellsworth Kelly - simple pencil line - is relentless selective, which contrasts with 

the widespread development given of the shape and surface details by German 

maestro. The studies of figures which carefully traces the outward forms of the 

body (Figure 4.) expresses the detailed perceptions of an artist  when  he treats 

the body as a static object. 

 
Fig.4. Albrecht Durer, Portretul lui Lucas van Layden
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The architects have used the long time ago the drawing as a means to note 

the structure, the proportional relations and sculptural details of the edifice on 

which it admires. Figure 5 is a pen drawing by the architect Andrea Palladio, 

from the sixteenth century,  which it analyzed the contours and dimensions of 

some portions of the Arch of Jupiter Ammon, from Verona, which is Roman 

building from fourth century. Its line is authoritative and accurate, but after all is 

spontaneous, which it is combined with numbers and notes written in an 

arbitrary arrangement on paper.  

 
Fig.5. Andrea Palladio, Arcul lui Jupiter Ammon, Verona
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The drawings can also be used to study a particular aspect of a planned 

artwork which  requires normally a long time to be finished and in this time the 

artist accumulates new experiences and knowledge. „Art can be studied in its 

many variations as manifested expression of diffrent cultural values, but also as 

a distinct structure of knowledge and experience” (Rusu, 2015). The painters, 

the sculptors and the architects draw to put on paper their own ideas. These 

studies are often the means by which the artists develop passages which is meant 

to be incorporated in a detailed and complex art composition. For most artists 

the drawing is a natural extension of their perceptual and rational processes. 

Each good drawer uses its own form of notation. „Like the handwriting, the 

drawing takes visual characteristics which it is resulted from the flow of ideas, 

from the unique rhythm of motor functions of the body and the personal traits of 

the drawer. Often these skills are combined with a symbolic shorthand which it 

is represented by objects, spaces and textures of the nature” (Ștefănescu, 2015, 

p. 24).  

The visual style of the artist is the product of the combination between  

repetition of a limited vocabulary of symbols, original applications of the 

materials and the movements individualized  of the arm, hand and the fingers 

which mark the paper. This style is often obvious throughout the artist's graphic 

work, but most strongly in sketches when lots of ideas encourages the 

spontaneity, unfettered desire to perform a complex and complete piece of art. 

The sketch is a form of observation and rapid notice of the main elements, of a 
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subject, an attitude fleeting without the subject to model intentionally too long. 

Often the artists make the great compositions starting from a series of sketches 

or drawings which later they will redraws, giving birth to primary project which 

the artist will improve it until he get the final shape. There are drawings, which 

beyond any doubt, are the result of serious efforts made by the artist who 

believes that material is equal to any other. Within this category we can find so 

different productions such as the brush drawing by the Japanese artist 

Katsushika Hokusai. The Japanese respect the calligraphy as a major form of art. 

It is a compression art and the drawing is done in few minutes.  

 
Fig.6. Katsushika Hokusai, Doamnă cu flori
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A discussion about drawing would be incomplete without a final 

clarification of the role which the drawing plays in other art forms. Often the 

painters draw on canvas using calligraphy to define an outline or to highlight an 

edge, sometimes to provide a detail in a larger form. Toulouse-Lautrec used in 

his artwork Cirque Fernando (Figure 7), free calligraphic line, in combination 

with flat color surfaces. Even the flat color surfaces reveals the artist's hand 

action, which he applied color in vigorous strokes, bringing with them another 

calligraphic element, more vague.  

 
Fig.7. Henri de Toulouse-Lautrec, Circul Fernando
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3. Conclusions  

Numerous masterpieces containing drawn
86

 elements, however there is 

another sense larger, in which the drawing contributes at formation of artworks. 

Each line, each side produced or controlled by an artist is the result of a thought 

process - drawing. Whether it's a sign of ink on paper, the contact between two 

chromatic flat surfaces or outer limits of a metal plate cut by the flame, the artist 

must take the decisions which affecting the direction and length of linear motion 

during its training procedures. There is a difference between the drawing process 

and drawings. The drawing process is the operation to make decisions which 

controls lines, edges and proportional relations between forms and artworks and 

it differs from decisions involved in choosing the colors and variables of the 

surface. In such manner the artist draws whenever he works even if he could 

take another  decisions in the same time. 

The drawings offer the ability to intuit the nature of open options for the 

artist, and actually this openness and clarity attracts admirers and collectors to 

the drawings exhibitions.  For many people, the emotion stimulated by drawings 

can‟t be matched by the effect of any other visual arts. There is great potential of 

aesthetic response to an artwork which the viewer is tickled to feel that he shares 

an intimate moment with the artist which produced it, which gives them a great 

satisfaction. 
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10. CREATIVITY AND INNOVATION IN VISUAL ARTS

THROUGH FORM AND SPACE HAVING SYMBOLIC VALUE 

Mihai – Cosmin Iaţeşen
87

Abstract: The numerous plastic approaches of form in the 20
th

 century are characterized by

creativity and innovation. Form, as expression of an artistic language, is the cause and effect 

for the cultural evolution of a particular spatial-temporal area. The invention of forms 

depending on the factors which will impose them in a particular socio-cultural context and 

location environment is not everything. The challenges of the act of creation are far more 

complex. For the art of the 20
th

 century, the role of the type of expression in visual or gestural

language proved much more convincing and meaningful as to the data or phenomena 

occurring in immediate reality. The personality of the artist, his cultural character, his media 

coverage and exterior influences of his inner world, his preceding experiences and receiver‟s 

contacts in a specific area are the factors that influence the relation between the work of art 

and the audience against a particular spatial-temporal background. The psychological and 

sensory processes in works of plastic art are spatially configured in structures, which leads to 

self-confession. The artist filters the information and the elements of exterior reality through 

the vision of his imagination and power of expression specific to his inner self, and turns them 

into values through the involvement of his state of mind. Constantin Brâncuşi is the sculptor 

whose role was considered exponential as he revolutionized modern artistic vision by 

integrating and creating space-form relations through symbol. Throughout his complex work 

– the Group of Monumental Sculptures of Tg. Jiu, the artist renewed the language of the

sculpture-specific means of expression, though archaic forms, by restoring traditional art.

Archetypes often make reference to the initial and ideal form and they represent the primitive

and native models composing it. Form attracts, polarizes and integrates the energy of the

matter outside the human body, and art acquires a unifying function for the senses of our

spirit. We identify the forms developed by the junction between fantastic forms, the figments of

the imagination of artists who communicate deep human meanings. They invite us in a world

of constructive forms and mysteries, truly innovative and elaborate creations, by underlying

different directions in the compositional space with symbolic value.

Key words: art, creativity, innovation, form, space

1. Introduction

The diminution of the emotional emulation of the society has had 

significant consequences in the new globalization context occurring in the 

internet era. A particular form of “autism” has subjugated the society at the 

beginning of the 21
st
 century and threw it in an abyss dictated by an artificial 

climate, false professionalism, distorted reasoning and a game of fierce and 

unfair competition. When tackling the issues of creativity and innovation one 

also deals with the symbolic value which reflects on form and space, a binomial 

with particular importance in Contemporary Visual Arts. Light and color proved 

insufficient when rendering the human universe, for instance on stage. The 
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artists of the 20
th
 century were especially fond of form. Its creation through 

generalizations conferred by the symbolic function has led to new 

morphological expressions, which subsequently reached out beyond the 

traditional boundaries of arts.  

The contribution of certain form perception stimuli to stage space 

structuring (light, shadow, movement, color, material) is reflected in the fact that 

our imagination continues to complement with new elements, regardless of 

one‟s personal experience, the incomplete reference about the world around us, 

which is specific to all symbols. The aspects focused on are individualized as a 

consequence of the general approaches of the language issues in plastic arts and 

scenography. Under these circumstances, the stage representation of the image 

created by the theatre of animation has become a challenge both for the artist in 

charge of the scenographic component and for the audience. “The universalist-

globalist spread and the specificity of zonal cultures […] the relation between 

tradition and contemporaneousness, between the cultural model emergence areas 

and peripheries” (Titu, 2003, p. 5) may be one of the causes of different form 

approaches in the 21
st
 century. The free expression of emotion cannot be 

encouraged and the aspiration to the total art ideal is completely unattainable in 

the absence of the concomitant development of the language means employed, 

under the umbrella of the dialogue between arts. The result may be a whole set 

of hermetic visions guided by eclectic obsessions, which influence artistic 

representations through form and space having symbolic value. 

 

2. Discussions 

Light, shadow, movement, color and material are important for stage 

space structuring and dynamic image reception themes. They may be analyzed 

by case studies and the impact on the receiver from the symbolic point of view. 

In Virgil Petrovici‟s opinion, the constructive-plastic solutions inhabiting the 

theatre stage space are connected nowadays by the transition from the moment 

of “synthesis of the arts to the union of expression means specific to different 

languages, like the ones expressed by gesture, word, line, color, rhythm and 

others”. The esthetician-philosopher Constantin Aslan is the author of an 

interesting and concise classification, which places an emphasis on the complex 

history of the various hypostases of the form. The same topic was dealt with by 

the Polish theoretician Władysław Tatarkiewicz in his “History of Six Ideas”. 

From the plastic-visual perspective, form
88

 is considered from a multitude of 

points of view and has undergone a series of transformations or adaptations to 

the period-specific manner in which space is perceived. The following 

distinction should be made between form and content: form
89

 is what outlines 
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and content is what is spatially outlined and may be visually perceived, the 

matter from which forms are built or cast, with the functions and meanings 

assigned to it. 

Exact Sciences like Physics and Astronomy, computer processing of 

images, anticipation, imagination and creativity specific to Visual Arts have an 

exceptional contribution to the description of space and of its constitutive forms. 

When referring to Space, one cannot rule out the theme of the evolution of the 

Universe and of our Solar System. The opening of new inspiration horizons to 

artists has also materialized in the reflection of cosmic space in photography, 

due to the space exploration means and techniques breakthroughs in the physics 

field, more precisely in the optics field. A short trans-disciplinary excursion in 

the current research of space and space substance components enables one to 

infer, from the past of a universal whole, the primordial state of the forms which 

emerged as a result of multiple and successive constituting matter segregations. 

Biology researchers and specialists in computer processing of images have 

studied exotic geological formations, macro-cellular structural geometries, the 

growth and development processes of certain plant species. “Considerable space 

extension, an enlargement of its boundaries, occurs in two major directions: 

within the matter and towards the macrocosm”. (Ailincăi, 2010, p. 37). 

The matter of the universe is characterized by infinite movement and 

concentrates the celestial bodies (spherical forms, solid or gaseous globes), in 

unlimited numbers and infinite movement. The relations organized and 

structured in the space of our universe are perceived and understood through 

forms. The fundamental particles of the initial substance involved in a formation 

and transformation process relying on the universal attractive force – gravity – 

are grouped in: galactic clusters, galaxies, stars, planets, satellites. There are 

forms that dissolve in space, which are generally defined by soluble substance. 

Each form in nature may decompose and recompose under the incidence of 

other factors and interactions between bodies. Nevertheless, artistic plastic 

forms are ever changing and redefining themselves in the plastic space, 

depending on the practitioner‟s cultural dimension and experience and on the 

audience‟s visual interpretation capacity. 

Lucian Blaga, Mircea Eliade, Rudolf Arnheim are only some of the 

personalities who deciphered the depths of the mythical and psychological 

perception of polyvalent meanings and effects of important artistic creations. 

The works of artists like Wassily Kandinsky, Paul Klee, Lucio Fontana, Max 

Ernst, Victor Brauner, Picasso, Juan Miró, Salvador Dalí, Piet Mondrian allow 

multiple interpretations according to which “image is a window to a more subtle 

reality” (Ailincăi, 2010, p. 42). The transfigured artistic reflection of the cosmic 

space and of its constituent forms is well correlated with poetry or prose in 

literature, the symbol, metaphor or allegory being their coagulator against the 

background of general mythologies which acquire substantiality in what 
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concerns the content of the messages. The cosmic dimension of popular works 

of art, covering the myths of earth and human genesis, like for instance “Poor 

Dionysus” or Mihai Eminescu‟s “Evening Star”, has inspired contemporary 

plastic artists like Sabin Bălașa. “In the diversity of its exterior appearances, 

nature offers the structure of its organic development and expresses the 

fundamental laws which form emergence relies on” (Ailincăi, 2010, p. 37). Here 

are some of them: cosmic movement laws (form of the Earth and earth‟s relief); 

preservation laws (natural archetypal forms existing as species or man created 

forms); human physiological and psychological laws (behavioral forms of the 

human being). Numerous natural structures were interpreted and used in Visual 

Arts. Proportion approximation, form movement and transformation are related 

to the ability of the human being to perceive his or her surroundings based on 

certain landmarks. “Each landmark will have its own time, its own history, its 

own story…” (Ailincăi, 2010, p. 37). The artist filters the information and the 

elements of exterior reality through the vision of his imagination and power of 

expression specific to his inner self, and turns them into values through the 

involvement of his state of mind. 

The relation between form and space depends on the movement stimulus 

in visual perception. Thus, when space is frozen, form becomes dynamic. This 

assumption may be proven in the works of the sculptor Jacques Liepchitz, with 

his sculptural works in which forms are developed based on rhythm and 

turbulent movements. The connection between three-dimensional forms and the 

earth through matter individualizes them in the whole mass (as parts of a big 

whole understood as substance). “Space becomes dynamic and only comes to 

life at ground level” (Ailincăi, 2010, p. 37), precisely due to its reflection in 

ourselves. 

 Form attracts, polarizes and integrates the energy of the matter outside the 

human body, and art acquires a unifying function for the senses of our spirit. We 

identify the forms developed by the junction between fantastic forms, the 

figments of the imagination of artists who communicate deep human meanings. 

They invite us in a world of constructive forms and mysteries, truly innovative 

and elaborate creations, by underlying different directions in the compositional 

space with symbolic value. An interdependence relation is established between 

natural forms and formal elements by a continuous metamorphosis process, 

under the influence of factors determining the transformations which occur in 

the Universe. 

“Everything is form, life itself is a form” claims Honoré de Balzac. Henri 

Focillon refers to this comprehensive definition and infers his assumption about 

the inherent value of form by stating that “sign means something, whereas form 

is different, it contains forms itself”. (Focillon, 1995, p. 7). The same author 

draws out attention to the fact that “forms require special analysis” (Focillon, 

1989, p. 13). When analyzing a visual creation, we refer either to its form, or to 

its content. Form involves the plastic elements used in the creation of a work, as 

well as the manner in which they are used overall, in the composition of the 

work. Thus, form is what we see directly. Content however is what we think that 
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form expresses emotionally and intellectually. In a work of art we find 

symmetrical balance, logic composition, coherent volumes and sober colors. We 

will understand that this has a different meaning or content than a work using 

bright colors, random and unexpected brush strokes or indistinct or inarticulate 

volumes, meant to create a mere emotional effect.  

Herbert Read argues that “the form of the work of art is nothing more 

than the configuration and structure of its components, its exterior and visible 

appearance” (Read, 1969, p. 38). The same author underlines the fact that “form 

is an impersonal concept, a theoretical or absolute concept” (Read, 1971, p. 79), 

whereas our human condition includes “various approximations of ideal forms” 

(Read, 1971, p. 203). As far as I am concerned, I would say that form as such 

embraces the personality of the person who conceives it from the deformed 

chaos of wooden pieces, closed or open mass of the modeling clay and of rocks, 

or the tumult of useful and easy to handle objects. Among the first tools of the 

primitive man, form emerged progressively, in time, until it exceeded the 

utilitarian goal of the adjusted object and subsequently became a work of art. 

Either we are aware of it or not, we all become sensitive to forms, regardless of 

the category to which they belong. According to ancient practical applications of 

sacred geometry in architecture, forms are true energy sources and from this 

point of view they have great transformation power on human consciousness 

and behavior (Feng Shuy concept). 

 The numerous plastic approaches of form in the 20
th
 century are 

characterized by creativity and innovation. The form, as expression of an artistic 

language, is the cause and effect for the cultural evolution of a particular spatial-

temporal area. The invention of forms depending on the factors which will 

impose them in a particular socio-cultural context and location environment is 

not everything. The challenges of the act of creation are far more complex. For 

the art of the 20
th
 century, the role of the type of expression in visual or gestural 

language proved much more convincing and meaningful as to the data or 

phenomena occurring in immediate reality. The personality of the artist, his 

cultural character, his media coverage and exterior influences of his inner world, 

his preceding experiences and receiver‟s contacts in a specific area are the 

factors that influence the relation between the work of art and the audience 

against a particular spatial-temporal background. The psychological and sensory 

processes in works of plastic art are spatially configured in structures, which 

leads to self-confession.  

In the avalanche of modernity specific to searches of new identities in the 

20
th
 century, form ranges from contemporary to classical, from allegory to 

symbol, from eclectic to minimalistic. “As far as form is concerned, symbolists 

join the decorativistic searches specific to Art 1900, Art Nouveau” (Florea & 

Székely, 2011, p. 676). Constantin Brâncuşi is the sculptor whose role was 

considered exponential as he revolutionized modern artistic vision by integrating 

and creating space-form relations through symbol. “The Group of Monumental 

Sculptures of Tg. Jiu” renews the language of the sculpture-specific means of 

expression, though archaic forms, by restoring traditional art. Archetypes often 



212 

 

make reference to the initial and ideal form and they represent the primitive and 

native models composing it. “The first forms which man created were round 

forms – the circle, the stone disk with a hole in its middle, the sphere and the 

wheel” (Ailincăi, 2010, p. 42).  

In order to understand the concept of form in sculpture and its evolution 

in time, one may analyze the evolution and meanings that this field has acquired 

nowadays in Visual Arts. The word plastic itself, which comes from the Greek 

plasein, means giving form and designates the art which models the body, being 

used with the same meaning as the word sculpture. In contemporary sculpture, 

form may have as its ideal the simplicity of reality and it depends to the highest 

extent on the conception about human value and about man‟s place in society 

and art. The metamorphosis of certain parts or of the whole female body 

coincides with the early days of the affirmation and emancipation of female 

personality in society. The elongated silhouettes of the characters, which remind 

us of some of Salvador Dali‟s paintings, determine the monumentality and 

spiritualization of the stylized figures, their ascension and detachment from the 

ground, by symbolizing the artist‟s own inner universe. “The spherical shape 

integrates a whole series of tree-like river structures, urban geometries, 

concavities or protuberances perceived as volumetric structures” (Ailincăi, 2010, 

p. 37). 

Human culture began with symbol
90

 and myth
91

. World culture preserved 

its spiritual unity and continuity through symbols inherited from ancient periods. 

Cosmologic symbolism originates in a symbolic thinking proper to ancient 

peoples and determined the development of a unitary morphology. The Sun and 

the Moon became symbols by means of myths present in many cults belongin to 

ancient civilizations. Among the most well-known myths, we may list: “Osiris, 

Baal, Mithra, Amun-Ra, Helios, Apollo” (Ailincăi, 2010, pp. 42-43). The 

authentic symbol is a sign of resonance in human consciousness, through the 

very importance and depth of its meanings, which always refers to the 

fundamental issues of life. In Visual Arts, symbols are systematically and 

incessantly resorted to in order to achieve memorable images. The name of a 

sign may be substituted by a symbol. Images or objects with magical or mystical 

evocative value may be considered symbols. Form and space with symbolic 

value predominate in the work of the famous Romanian sculptor Constantin 

Brâncuși. The Infinity Column, the Gate of Kisses and the Table of Silence and 
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the church located close to the axis of this ensemble are a series of absolute 

symbols for the Romanian ethnographic space and they obviously have archaic 

value. The ethnogenesis of Romanians is skillfully carved in stone, bronze or 

wood, in a remarkable way, by the most important artist of all times. Not only 

the sculptures themselves are symbols for Romania. Brâncuși‟s big themes and 

subjects are suggestive of a space and ethos
92

 that will impose themselves 

unlimitedly in world culture. Time thus becomes infinite due to the incontestable 

projection of form in space and to its acquiring symbolic and essential values. 

The information accompanying the symbols has surprising effects, impulses, 

energies and enthusiasm on the sensitivity of the human spirit. The symbol thus 

becomes the sign that helps preserve an optimal balance between content and 

expression, between spirit and matter, between intellect and emotions. Being 

genetically and functionally related to myth and religious rituals, the symbol is a 

world of imagination, much richer and more beautiful than the world 

surrounding us. 

Symbols relate to the multitude of purely conventional and arbitrary signs 

in order to embrace the whole universe. They are accepted especially for 

practical reasons. True culture always tends to aim at polyvalent symbols with 

rich content and significant suggestive strength. The symbol has gone through 

several stages in cultural evolution. Exacerbated rationalism, scientism and 

reformism are only some of them. Its evolution phases are determined by the 

fact that symbol in general and archetypal symbol in particular are always an 

opening towards the world of mystery, beyond palpable realities. The signifier 

has always been, over the millennia, a true carrier of collective memory and has 

exercised a powerful and permanent modeling action on society and on humans, 

being a moral landmark, an axiological standard and an example of action. The 

specified qualities are proper, especially to those universal and ancient symbols, 

also called archetypes. 

In stage representation, form and space have or are often vested with 

symbolic value. The Romanian scenographer Ion Truică applied, theorized and 

structured a whole series of issues that specialists in our field face. He found that 

“the combination of expression means will work based on energy, covert forces 

and mystery” (Truică, 2003, p. 96). The audience is thus captivated due to the 

energies transmitted by the image on stage created by the directors of the show. 

Theatrical magic, which many authors in this field speak about, relies on the 

force triggered by visual stimuli. Inner intensity and tension, as well as emotions 

may trigger a certain degree of sympathy, of attachment to an idea transposed on 

the stage, by keeping it or raising it, by the success of the approach, to the rank 

of landmark/model or standard. The expectations of the audience at the end of 

the play tend to focus increasingly on the atmosphere during the playing of the 

act on stage and to a lesser extent on the message that needs to be 

decrypted/interpreted. Time will tell whether the images on stage, created 
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especially by the dramatic character of the word and by the vitality of the human 

body, finally acquire a symbolic value. From the very beginning the 

scenographer may suggest the use of forms which make up a space having 

symbolic value, being stimulated also by the director‟s concept and the stylistic 

connections of the team. “The most original decorators suggest a confrontation 

between text and a plastic vision” (Truică, 2003, p. 97). 

Starting with the creation of the character and ending with its plastic 

embodiment, the scenographer plays an arbitrary role. Without a specialized 

team, his role may be either minimized, or considered harmful. The world is 

guided by ideas which, by their synthesis and symbolic valorization in the 

artistic act, may lead to the formation of the collective mental state. We often 

witness nowadays hallucinating situations. The director has all the answers, the 

lighting technician exhibits his “talent” in choreography or scenography. “The 

actor has to be able to give life through sound and movement to those impulses 

on the fine line between dream and reality” (Truică, 2003, p. 98). The dialogue 

between the spheres of the means of expression in art may be beneficial as long 

as none of them crosses the line of common sense. The lack of involvement of a 

type of language (in the art of animation) will lead to unpredictable situations. 

Yet, this race for originality may have multiple risks and in the artistic field the 

observance of “recipes” has not proven beneficial. The show in the theratre of 

animation is a syncretic product, since scenography (a synthetic art located at 

the confluence of the other arts) has a decisive influence on its creation. The 

plurality of the means used to build representations is unequivocally based on 

creativity and innovation. The scenographer is a plastic artist endowed with a 

refined and sharp sense of observation, with a metaphorical vision of the text of 

the play. The plastic artist-decorator will find the forms or suggestive key for the 

chosen theme by studying the styles, symbols and mythology. The 

scenographer‟s knowledge is comprehensive and inexhaustible. They are related 

to the history of furniture stylistics, to the history of costume and to the 

representation of light (for the period). By corroborating them, he will define the 

color and character of the show by innovating the known solutions and means. If 

all these conventions are complied with, the space of the stage may become “a 

harmonious set of consonant forms” (Truică, 2003, p. 100).  

 

3. Conclusions 

Together with the director, the scenographer contributes to the 

achievement of the dramatic poetics of the stage representation. Many 

scenographers do not seem to be preoccupied with the entry into posterity of the 

scenographic image, since they are aware of the ephemeral nature of a show. 

The puppet, mask or costume is closely correlated with tradition, technique and 

culture in a geographical area. They have archetypal value and become symbols 

by form, light and color. In the theatre of animation, the puppet is not a mere 

stylized sculpture. With the help of the handling actor, it turns into symbol or 

metaphor. Initially achieved according to dogmas and subsequently by 

essentialization, thickening or abstraction, the mask, puppet or marionette 
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becomes a means of expression and transmission of ideas or concepts in the 

stage representation followed by the actor and director. 

The antagonism created by the rapidity of the technological progress 

overlapped on the conservatory attitudes determines an increase of the difficulty 

degree in what concerns the harmonization of traditional techniques with 

modern techniques from the plastic point of view. The agreement by which a 

common denominator may be set in the “dispute between scenographers, 

directors and handlers” exceptionally consists of the language used by plastic 

arts, since the sense of visual perception joins everybody to the audience. In our 

opinion, the fundamental elements of the constitution and functioning of the 

image are actually elements of the metamorphic structuring of the forms of 

representation on stage from a volumetric or pictorial perspective, identified by: 

line, form, color and volume. Nowadays, the role of video projections in 

scenography was amplified. The careful compositional association of the 

selected images, which depicts the props elements, objects making up the 

repertoire of the stylistic whole, may establish adequate relations within the 

bidimensional-tridimensional binomial, from the plane, through form, to volume 

and space. Scenography workshops outline true creativity, research and 

innovation media in Visual Arts, through form and space having symbolic value 

based on results characterized by strictness in the scientific and technical fields, 

and on the results in the artistic field created with great fantasy. 

Light and shadow challenges the receiver to get familiar with the new 

language specific to visual arts of the 21
st
 century. The triggering of emotional 

reflexes and conceptual connections of creators and the troubled relation of form 

with space through symbol represents factors leading to the encoding of the 

genuine artistic message. 
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11.  MODERN TEACHING METHODS IN CREATIVE WORKSHOP 

FASHION DESIGN COURSES 
 

Ondina-Oana Turturică
93

 

 
Abstract: The aim of this article is to specify and exemplify the stages of the creative process 

in fashion design courses and workshops, with a focus on a few learning methods exploring 

the creative potential through content and visual analysis processes as well as more practical 

techniques and methods in the area of fashion design and applied arts. From scientific 

documentation to pedagogical experiments, a range of methods have been used to enable 

students fulfill their learning objectives and reach the apex of professional competence. 

Key words: method, teaching, design, visual, creativity 

 

1. Introduction 

       The Bologna Process triggered a reformation in the higher education system 

and with it, a greater mobility for both professors and students. The content of 

this article is focused on presenting some of the contemporary teaching methods 

applied in the creative workshop fashion design courses. The specifications and 

examples are based on the practical activities carried out in the fashion design 

department. However, they remain valid for all the creative industries where 

fashion design professionals need to be formed, including activities and methods 

that take into consideration the current higher education changes, whereby a 

“functional reactivation between the educational supply and employers‟ 

demand” is mandatory.  

        Bearing this in mind, our academic mission would be to consolidate the 

knowledge accumulated and forge competencies so that the new generation 

stands out through socially active creative designers. The creative process within 

the fashion design workshops comprises the documentation on a given theme or 

subject, through images and texts, research on various alternatives, options and 

standpoints of other authors (artists). All these enable students to generate new 

ideas and content on the given subject.  

        The ideas generated throughout the creative process via the reformulation 

of new concepts, hypotheses and creative solutions, are ultimately evaluated in 

order to assess their functionality and validity in the context under discussion. 

Therefore, the students can make use, during the workshops or self-study hours, 

of the creative skills which uniquely benefit their understanding and can apply 

creative techniques and elements, assimilating in this context the psycho-

ergonomic factors, based on the learning methods used through processes such 

as imagination and attention. 
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2. Discussions 

        Thus, structure and metaphor are dissociated and immersed in themes, 

through new creative forms, into projects based on the visual and applied arts 

through a continuous attempt to reorganize the knowledge gained, combine and 

recombine, with the final purpose of accomplishing the goals set and gaining 

new working skills, transposition methods and techniques through imaginative 

and innovative mechanisms. Such creative mechanisms mostly depend on 

selective orientation and concentration on the psychological processes, for an 

understanding of the work techniques and of the visual content input provided 

by the teacher. The process of managing attention as effectively as possible 

relies to a great extent on the teacher‟s but also on the student‟s capacity to 

concentrate, to become flexible and a multi-tasker. Against this backdrop, one 

can see that the cognitive and affective processes are also necessary aside from 

attention, motivation and personal talent, in an attempt to make use as much as 

possible of both the psychological and biological functions, for the 

determination of an optimal result in the accumulation of practical and 

informative skills. 

        Therefore, in the approach and teaching methods used, the teacher has to 

take into account students‟ personality, i.e. their thought process, memory, 

imagination, attention and ways of rendering perception. Creative thinking 

stems out of the stimulation of new ideas through knowledge, analysis and 

reinterpretation of other ideas but also through collaboration, to obtain cultural 

and social diversity. Therefore, the teaching methods need to be adapted from 

group to group, as diversely as possible, bearing in mind the students‟ creative 

potential, their adaptation and perception level, during the teaching sessions. 

The capacity of being creative resides in original ideas, which gain value when 

developed in a given context, taking into consideration various external factors 

that influence the fashion object‟s projection both aesthetically and functionally. 

This is possible by applying new transposition techniques via software 

applications and digital technologies used in the development and projection of 

a new fashion concept, which includes a variety of visual aspects through the 

new digital technologies. 

          Just as Sir Ken Robinson (2009, pp. 22-26) stated, “creativity is a process 

which requires certain skills, science, control, inspiration and imagination”. It 

involves affective, cognitive and pragmatic processes that demand adaptation to 

the theme of a certain language, for skill and interest diversification as well as 

student motivation. Receiving and understanding the input content by the 

student through active participation in line with the delineated objectives takes 

place most of the times through the production of clothing items that get to be 

promoted through new communication ways or, in the case of the “object-

design” concept – the clothing ensemble becomes a ready-made object 

introduced in the artistic circuit. Thus, fashion adopts as expression, forms and 

artistic experiment activities which catapult it into the artistic circuit, reimaging 

it as a work of art through a well-defined artistic language. The result of such 

combinations is a form modification, according to the model of “installation” in 
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art, whereby clothing items are recontextualized in the terms of contemporary 

society and its necessities. 

         Therefore, the learning process during the workshops is based on 

contemporary educational principles, drawing on praxeological concepts, 

through an active participation and learning or through the “componential 

construction” construct, whereby content structure is grouped on sections that 

can trigger individual learning efficiency. The input received from the teacher is 

not fragmented but unified into an informational whole, having in mind the level 

of students‟ in each group. In the present article, we will continue with the 

presentation of two teaching methods successfully used in our creative 

workshops. These are the MIAC method (learning through content analysis) and 

the MHM method (mental chart method). Both are used to prevent the 

exploitation of the symbolic and constructive potential in order to encourage 

student creativity. 

        The MHM method is successfully applied as a functional unity of the 

mental image, making use of recognizable signs and symbols – in our case 

through an imagistic variety where emphasis is put on the particularization of 

the clothing items‟ functionality, according to the theme discussed. Thus, 

students‟ are free to create a costume in line with their own plastic fantasy 

through a formal compositional model, which allows reconstruction through 

revocation in an innovative manner, for the production of new mental 

associations. These mental representations, which are used from documentation 

phase of the study theme, transmit (according to M. Joly in his paper published 

in 1998), “the thinking essence through a condensed message”, which ultimately 

helps the student to complete the pretext sketches, giving the costume (clothing 

or decorative piece) a meta signification which goes beyond its symbolic 

function reaching the concept of “status symbolus” of the clothing item analyzed 

from both a sculptural as well as a visual and semantic perspective. 

         Through the initial contextual associations, the student will have the 

impression of “composition”, i.e. of a predictable mental structure, set to help in 

fulfilling the image analogies wherein form authenticity is condensed as well as 

the symbolic content of the analyzed visual image in the given context at that 

moment. Therefore, images and symbols are unified forming “frames” founded 

on the sign-symbol binomial relationship, through a semiotic with a coded 

plastic language and communicational meaning, in which texture, colour and 

painting develop certain associations with aesthetic values, which represent 

well-defined ideas whereby the teacher adopts a cognitive mediation role 

towards the student, offering technical alternatives for the transposition of the 

sketched object.  

       The qualitative MIAC method offers learning alternatives through the 

productive research of images or texts, through the plastic language decoding of 

the latter, through the evaluation and interpretation of the elements and aspects 

under discussion – in this case, expressed through different styles, seen as self-

identity brands, which place the clothing item in its own symbolic system, 



220 

 

operating at a social level through its own system, which needs to be interpreted 

according to its specific forms. 

 

3. Conclusions 

          This individual study method entails, as a predominant orientation, the 

contextual study of artistic work interpretation from a significance standpoint. In 

order to improve the modernized curriculum for skill formation in students, the 

dominant orientation will be based on contextual, interpretative study of the 

works for which the analysis criteria are based on their values, concept 

significance and message interlinkage. In the student skill formation context, the 

individual capabilities mainly targeted are the completion of form-content, 

intention-manner unity, message correlation with author intention, improvement 

of the enrichment capacity of various practical concepts of innovation through 

creative teaching strategies – learning to surpass intuitive uncertainty and 

forming the capacity of correct message interpretation as well as symbol and 

visual discourse. 
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12.  THE VISUAL ART FROM IASI BETWEEN  

TRADITION AND INNOVATION 
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94

 

 

Abstract: After December 1989 in visual art from Iasi were produced numerous changes 

which have contributed to a new approach of the artistic phenomenon. That was the moment 

when a new generation of artists appeared and who, unshackle by the rigors of the communist 

regime, they have created artworks by experimenting the most varied ways of visual 

expression. An important aspect of this transition period is the place which visual art has it in 

the culture from Iasi and the aesthetic trends learned by the new generation alongside older 

artistic directions define the value of the contemporary cultural heritage from Iasi. Also, an 

important role in the presentation of the visual art from Iasi is the artistic education, which 

it‟s in a constant development with the advent of new specializations within the Faculty of 

Visual Arts and Design, highlighting the artistic and scientific potential of the professors and 

the students of „George Enescu” Național University of Arts from Iasi.  

Key words: artistic phenomenon, the new generation, visual expression, transition 

 

1. Introduction 

The contemporary world is monopolized and dominated by techniques 

which generate changes on the pace of evolution and development of the 

contemporary culture and  civilization. These changes generated by the level and 

the requirements of social life recommend changes especially in terms of 

adaptability of human being. The perceptual experiences context in which 

modern man is engaged requires, first, a change in mental attitude capable of 

facilitating, other than the traditional concepts, understanding the new 

phenomena occurring or about to occur. „The 20th century remain in the history 

of art through constant redefinition of the field of Visual Arts. Creative energies 

were channeled more on searching of new mediums of expression than on 

deepening and plastic styles claimed by various artistic groups” (Ștefănescu, 

2014, p. 259).   

The artists of the twentieth century had to try, actually, the originality, 

than the artistic talent  which we admire at the great artists of the past,  being 

always looking for new challenges, something that never has been seen before.  

The collapse of the totalitarian system in December 1989 marked the beginning 

of the search for new artistic directions, alternative, a new approach of artistic 

phenomenon by experimentation of new technologies, the  reorganization of the 

institutions or setting up of new
95

 ones in the new reality of the globalization. 
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Thus, in Romania there are more individual initiatives for opening the West to 

Eastern Europe. First, the spread of Soros Centers for Contemporary Art in the 

eastern part of Europe which had a role in supporting Romanian culture promote 

young artists, the implementation of a new artistic genres and techniques 

facilitating "the familiarizing of the artists with clear experimental and 

ideological options, with new media, as well as their access to the high 

technology to current information, the presence to the major international 

events and training centers  for the artists which have the multidisciplinary 

grounding, ethnic training in this global world” (Titu, 2003, p. 56). 

 In the socio-political context after December 1989 it emerged a new 

generation of artists which acting under the impulse of the outpouring 

compensating (Cârneci, 2000 p. 195), giving up to artistic production  way, 

marked by the totalitarian ideology, desiring the integration into a system of 

Western civilization and culture. „The integration of the east - European artist 

in the modernity adventure  through the mechanism of "the cultural of the state" 

and by the production of  centralized and controlled art represents an "absolute 

novelty" or if it's an alternative short-circuited of the mechanism in which all 

European artists become  integrated into the industrial society. Unless the both 

routes - the Western and Eastern Europe - are, actually,  two complementary 

mechanisms of a single phenomenon of modern culture” (Idem, p. 196). 

 

2. The recovery of artistic gap from Romania regarding the West 

 The transition from communist regime to the new democracy is seen as a 

new stage in which artists were unfettered by the requirements imposed by the 

communist regime, creating uncensored artworks by experimenting the most 

varied  ways of visual expression.  Romanian artists focuses on recovery of the 

art from golden period, controlled by the communist system  trying to keep up 

with the aesthetic trends of the era (the Western art). We can see the eastern 

European case as a distinct form of modern European universe, which must be 

integrated into European history and culture, the harmonization is seen like an 

experience of modernity with all its specificities. Through the artistic events 

which appeared after decembre 1989 especially those  performance type, the 

visual artists wanted to  overcome the gap "to bring out the light the phenomena 

which are not available to the public " (Titu, 2003, p. 59), feeling the need to 

recover artistic expressions which was in top in the 50s - 60s. 

 The performance Festivals such as: AnnART - initiated by Baasz Imre 

1990 to the  St. Ana Lake from the St. George area, The Zona which was 

initiated in 1993 by Ileana Pintilie at Timisoara and the Periferic opened by 

Matei Bejenaru in 1997 in Iasi they appeared in the early years of democracy, in 

a time when the artists were in search of a cultural identity, of an alternative 

artistic expression, uncensored. „Performance art has gradually conquered 

followers and audience in Romania in the 1990s. There are some artists which 
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frequent use it as a means of artistic expression” (Guță, 1999). Compared with 

AnnArt, which had been unfloding in the Sf. Ana Lake area, and having a 

structure of activities a little bit different, The Zona and Peripheric had as its 

starting point the issue of marginality and successful attempt to promote cities 

Timisoara and Iasi in European national and artistic space. 

 
Zona - Europa de Est,  Festival de Performance, Ediţia I, Timişoara, 1993 

 
Vlad Horodincă, ”Impact”, ediția I a Festivalului Periferic
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This is a period in which the artists can express themselves freely 

uncensored in the public space, having the opportunity to interact with viewers 

and the generous support and new information and communication 

technological possibilities these artistic manifestations have become more 

cohesive and more extensive, actually this was demonstrated by their survival 

for several years, in hard times and always changing both economically, 

politically and culturally, too. After 2000, in the context of a changing society in 

which technological development is unstoppable, the artists make substantial 

efforts to know and to implement new technologies in their artwork. The artists 

explore this complex territory with great interest and they create, by fusion of 

technical tools with the artistic expression modes, a new kind of art 

technological arts or multimedia art,  being actually, a qualitative leap in the 

evolution of visual arts. 

 

3. The artistic education from Iasi in transition period 

An important aspect in this period of transition is artistic education. 

„Education in the arts is essential to students‟ intellectual, social, physical, and 

emotional growth and well-being. Experiences in the arts –in dance, drama, 

music, and visual arts - play a valuable role in helping students to achieve their 
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potential as learners and to participate fully in their community and in society 

as a whole” (Rusu & Chandrinou, 2015).  Thus, since 1990 the  "George 

Enescu" Academy of Arts and UAPR and its subsidiary from Iasi have 

developed continuously
97

 and together,  the academy's students being present 

with exhibitions in all UAP's galleries
98

 or in other cultural centers and 

institutions
99

 from Iasi.  These young artists seeks the most varied ways of visual 

expression, offering through their spectacular exhibition a broad vision on the 

artistic scene from Iasi, which is dominated by intense searches. 

The impact for the development supported of "George Enescu" National 

University of Arts
100

 was the dynamisation of the creative energies in local 

contemporary arts field, with regional and national resonance. The recovery and 

leveling effort of the artistic approach gap was conducted over a period of 

several years, during which in addition to painting, sculpture and graphic art 

several new specializations  have been accredited such as: Mural Art and later 

Conservation and Restoration, Design, History and Theory of Arts (Ștefănescu, 

2016). Later, new technologies, new media, video art, computerized art were 

implemented the process which has culminated with the appearance in the 

faculties of visual  art of new specialisations such as: photo - video and 

multimedia, the opening a media lab in the National Museum of Contemporary 

Art from  Bucharest, the creation of video studios in Arad and Timisoara (Titu, 

2003, p. 60) and also the founding the  Contemporary Photography Centre from 

Iasi.  

The “George Enescu” National University of Arts from Iasi, by „the 

union of three domains of art – music, visual art and art on stage – can result in 

the startling releasing of creative energy” (Cozmei, 2010, p. 288) with the 

objective of „formation of the future people of art and at the same time, the 

vigorous affirmation of students and professors in the artistic life of today, in a 

richer, more contradictory and provocative way” (Ibidem). The continuous 

reform and evaluations which attended George Enescu University of Arts from 

Iasi, receiving from ARACIS the high degree of confidence in 2010 and 

reconfirmed in 2015 is the culmination of prodigious teaching and artistic 

activities, highlighting the artistic and scientific potential of the professors and 

the students of our university. „By means of periodical assessment procedures, 

reports and regulations are made, which permanently determine the change of 

curricula and syllabi according to the standards of the Romanian Agency for 

Quality Assurance in Higher Education - ARACIS / ARTS (1), as well as the 

opportunity of initiating, in the future, new programs, in line with the labor 

market dynamics” (Pașca, 2016). Thus, the development of the Arts University 

begins to materialize  in the context of prolonged transition and the trend of 
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consolidation and internationalization of research and artistic activities are an 

important and beneficial validation to the level of training and values cultivated 

in the educational and creative process
101

. 

 

4. Conclusions  
In a globalized world the visual artists should be flexible and to adapt to 

new aesthetic trends which gives us other artistic disciplines, which, actually it 

contribute to the evolution of visual art from the twenty-first century. Thus, a 

phenomenon worthy to note is the interference of the arts practiced by young 

artists as a complex show designed by combining several arts in which the 

means of traditional expression, particular for different fields of art, are 

inseparable, resulting artworks which are not within in the known artistic genres. 

„Through the interdisciplinary it realizes a new direction of artistic creation, the 

relations, established between different areas, gives an enriched overview about 

reality, integrating them can fulfill their role much more effectively than would 

be considered separately” (Ștefănescu, 2016, p. 146). 

Now is the time that the accumulation of knowledge is unprecedented in 

human history, and the interdisciplinarity allows us to have an open vision of 

dialogue between all disciplines both in science and humanities fields, such as: 

arts, literature, poetry, and the transdisciplinarity includes "what they have in 

common and what it‟s beyond their borders” (Nicolescu, 2007, p. 174). Thus, 

the influence of globalization and current technological changes  have prompted 

the artists to seek those general criteria which to match the best  treated subjects, 

adding new dimensions to the creative process through artistic means adequate 

for a dynamic world and evolving, resulting astounding and various  creations. 

„Contemporary artist's tendency is to release the designs and figurative 

traditions of the past, in order to consecrate the contemporary world, dynamic 

and constantly evolving” (Ștefănescu & Ștefănescu, 2014, p. 241). 

An important aspect of this transition period is the place which visual art 

has it in the culture from Iasi and the aesthetic trends learned by the new 

generation alongside older artistic directions define the value of the 

contemporary cultural heritage from Iasi. The particularity  of visual art from 

Iasi is relvant by the cultural and artistic
102

 events which have a special 

importance at the national and European level and which are well reflected by 

critics and the media. 
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Abstract: Aesthetic education forms and develops a mental quality of the individual, namely, 

general receptivity to the world and life. It can be said, however, that aesthetic education 

includes a multiplicity of meanings, formative and educative in relation to personality. All this 

has a profound echo in the whole personality, whether at the emotional or behavioral level. 

Art touches and contributes to creating prints from which the later emotional pleasure, taste, 

artistic judgment and discernment on human values will develop. Emotion refers not only to 

the aesthetics but involves more often, ethics, behavioral preferences in choosing one or 

another conduct. Emotions enrich the register of artistic self-expression and complements the 

temperamental and the character profile of a person. Here we analyze these relevant issues in 

an experiment conducted at the "Elena Cuza" Primary School of Iasi, Romania. We also 

present the conclusions of Art Intervention in school for these students. Art intervention in 

school can become an affective-emotional aim in educator-student relationship and may have 

important, long term evolutionary consequences, referring to the achievement of personal 

ideals and efficiency of educational activity. 

Key words: emotion, behavior, art, aesthetic education, art intervention 

 
1. Introduction 

Defining the personality we always fiind that affective dimension is one 

of the most important in its structure. Affective dimention gives us depth, 

sensitivity and adaptative ability. Emotional development starts from early ages, 

when the child begin to understand the facial expressions of emotions. This is 

why we accomplished our experimental investigation using drawings, which 

express the best images and reflections of facial emotional configurations. 

Aesthetic education is in essence, a complex process that develops aesthetic 

sensitivity, understood as the ability to recognize the meanings of aesthetic 

objects, especially art work and feel the emotion of sensory nature, affective and 

intellectual embodied in what aestheticians call "aesthetic joy." Aesthetic 

education can be thus, correlated with psychological and emotional development 

as we shall see in our analysis. Art offers the posibility of a better understanding, 

not only of artistic values but that of human values also. Being different from 

other forms of education (intellectual, moral and civic, religious, environmental, 

health etc.) aesthetic education involves developing sensitivity to the beauty of 

nature, society and art.  
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Using art in school (art intervention) we can develop a special 

psychological state of children, namely,  general receptivity, which is the ability 

to be sensitive to everything around, to play creatively and to understand the 

multiple aspects of this reality. As researcher N. Oprescu (1996, p. 379) notes, 

aesthetic education "stimulate and cultivate students' creative abilities in all 

fields of activity. Therefore, some authors affirm the increasingly need for 

growing capacity to act, to taste, to appreciate and produce beautiful since 

infancy." We will not forget that art points the existential significance, it creates 

a bridge between exceptional emotions of one who possesses the ability to create 

and they, who contemplate the work of art and its messages of surface and 

depth. This meeting has the characteristics of a particular, empathetic process, 

full of associations and interpretations of the context, through contemplation and 

emotion, exhibited, explicit or latent, in the work of art. By that, art is a product 

but also a task and a process, it is at the confluence of the spectator, artist and 

curators, which validates "the opportunity to talk about the psychology of 

contemplation or consumption of art and one of the values implied in the 

circulation of social art" (Șchiopu, 1999, p. 39). Aesthetics is the analysis of 

evaluative judgments appreciation and operates especially with beautiful - ugly 

differentiations (Rusu & Olaru, 2015). Since esthetics is studying the value 

judgment, the artist and the viewer, and even the work as a whole, are not its 

objective, which means it aims to valuing only. Aesthetic education refers to a 

profound inner transformation process, whereas "aesthetic pleasure, as Ursula 

Şchiopu says, determines complex feelings: excitement, delight, plucking or even 

suspension of this pain anxiety of living..." (Șchiopu, 1999, p. 10). 

 

2. Emotions and their importance in personal development 

         Emotions are the basic element of personal development as they are 

modelling the cognitive way, the behavior and the response we have to the 

world. Much better would be if this emotional understanding would start in early 

ages, in school or family. Emotions and feelings, constitue a whole universe 

where psychological experiences mark the personal development and influence 

the later adaptability of the individual to the world, to new or difficult situations. 

Early relationships with first caring person in life (the mother) leave a deep 

imprint in next evolution of the child. Later, the relationship with the educator, 

also influence the evolution of the child‟s consciousness. 

Homo communicans of the XXI century, has much in common with 

computers, as cognitive theory wants to prove, but it is still a body endowed 

with affection. This orientation agrees that affection will disappear in time and 

operative thinking will become dominant. However, "there is no communication 

without emotions and without communication there is no social life" (Cosnier, 

2002, p. 25) as Cosnier notes. We know today, following numerous studies that 

the signals of basic emotions are universal within the human species (Ekman, 

1973), that every emotion is based on a specific physiological context, that a 

certain type of response causes specific reactions and emotional reactions show 

always consistency in their development (Frijda, 1994). Interpretation of 
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emotions in social interactions led to the conclusion that they are caused by 

certain "interests", which can be personal, relational or social. 

It speaks a lot today about the expressive reactions of discharge (crying, 

laughter, gestures), which allow a cathartic and beneficial state. In these cases, 

the reaction itself is one that regulates the emotional state. But besides 

individual homeostasis, we can speak of a "social homeostasis" or an 

interindividual one (Cosnier, 2002). The two aspects, personal control and social 

control are closely related and external manifestation of emotional expression, 

being a result of the spontaneous tendency of expressing and controlling it. 

Those issues often occur simultaneously and not sequentially, response and 

control are inseparable. We can add here the word-element that can have two 

aspects of control: can be the control of the verbal expression or the verbal 

expression is itself an instrument of control. Cosnier believes that we can speak 

of a "coherent emotional reaction" because there is generally a congruence 

between emotional experience and its expression and vice versa. It implies a 

whole psychophysiological "default" which closely links the experience and 

expression. 

Emotion have important functions in individual life and adaptation and 

this is why we can identify functional or disfunctional emotions (Frijda, 1994). 

Emotions might just be functional, not only because they concern the interests of 

the individual, but also because they could serve as elements of social control. 

Emotions belong to the gear that maintain the social interactions in shape and 

make this not only by the joy of affection but also, by the fear of manifestation 

of uncontrolled emotions. Among the so called functional emotions we can 

enumerate the following (Schwartz & Shaver, 1987 apud Cosnier, 2002, p. 34) 

as succesion and evolution: 1. Love (aspiration, desire, passion, idolatry; 

affection, love, affection, attraction, compassion); 2. Joy (stimulating, fun, 

happiness, joy, cheerfulness, joy, jubilation, choice, euphoria, pleasure).  

Sadness, grief and nostalgy are not useful. However, the capacity that 

allows their emergence and manifestation is undoubtedly of a great value. Being 

aware of your sadness or fear is important. Being capable to express your 

feelings in an image is another level of personal experience and understanding. 

Among the disturbing, non-funcțional emotions we enumerate: 1. Anger 

(rebellion, jealousy, revulsion, hostility, hatred, rejection, frustration, irritation 

agitation, annoyance); 2. Sadness (isolation, renunciation, doubt, 

disappointment, suffering, anxiety); 3. Fear (pain, illness, death, loneliness). 

Anger comes after frustration (among others) for any purpose that is 

frustrated, and the sadness of loss arise from any type of loss in question 

(attachment to a person, a possession, an ideal, self-esteem). Too much anger 

justify the self-protection against threats and engage the behaior in some 

inapropriate reactions against others. Philosopher N. Elias (1939, cited by 

Jensen, 2001, p. 123) launched the idea that "the level of civilization consist 

actually in the manner in which society deals with emotions". The socialization 

process conducted within social interactions is done by sending emotional 

codes. In contemporary society, the individual is placed in a gigantic emotional 
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effervescence. At the intra-psychic level we can say there is a correlation 

between affect and representation: representations are those that trigger 

emotions and emotions induce representations. Thus, we support the idea of 

cognitive level functioning and affective penetration in this operation. 

Controlling emotions can sometimes fail. Failure or insufficient efficacy or 

adaptive defense mechanisms, generates anxiety or anguish. If these states have 

an intensity too high or if becomes chronic, it reaches a state of mental 

disturbance called stress. 

 

3. Aesthetic education and emotions 

         Aesthetic education is situated on two fronts: reception and artistic 

creation. In the reception are pursued several aspects: the sensory-perceptual 

training through direct contact with the artwork and modeling sensitivity 

through direct confrontation with the aesthetic phenomenon; cognitive training 

involves on the one hand, a set of information on the work and its creator, and 

developing the capacity of decoding and translating a work of art. Aesthetic 

pedagogy pursues two essential aspects in the formation of student's personality: 

education for art which means an education of artistic sensibility and education 

through art with broader meanings and aims to develop the whole personality. 

Education for art - involves also the formation of personal taste, expressing a 

value judgment, aesthetic preferences based on objective, concrete assessment; 

also combines the subjective, spontaneous reaction, to an artistic reality, with 

critical judgment. Thus, young people can reach the correct aesthetic judgments. 

Education through art is possible only in conditions of an adolescent sensitivity 

towards art objects and phenomena. This means the acquisition of specific 

symbols of art and human spirituality, becoming receptive to other social and 

human values (moral and civic coexistence and interpersonal communication), 

ultimately contributing to the building of their ideal in life, consistent with the 

values already proposed by the society (Rusu & Benescu, 2014).  

Contemporary society has the role to inegrate art values and artistic 

education also in its structure. The ways personality of young people and young 

artists develop are expected on what the society can offer to them (Rusu, 2015, 

2016). Perceived from the point of view of school pedagogy, aesthetic education 

aims certain general objectives that are found in different stages in the 

educational process: training and education of sensitivity for beauty (by direct 

contact with objects and phenomena of aesthetic nature, art and social life); the 

formation of the senses, the modeling of glance (for symmetry, color, 

perspective), hearing (sound harmony); aesthetic object perception and 

contemplation which involves direct contact with the object - awakening 

aesthetic feelings and emotions, more exactly, the emotional participation. It is 

an act with powerful personal accents, each individual selecting from it as much 

as his/her capacity allows, conditioned by the level of culture and life 

experience; formation of taste and aesthetic judgment, configuring aesthetic 

attitudes. Education for beauty take place through the direct contact with beauty. 

To cultivate receptivity for beauty means "feed the aesthetic and artistic trends 
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by observing, production and interpretation of art work ... to develop perceptive 

skills: to listen, to look and read the complex art forms." (Neacșu, 1998, p. 167). 

Value judgment is the higher form of aesthetic judgment expressing deliberate 

appreciation to an aesthetic object, in terms of taste and aesthetic ideal, defined 

under an axiologically criteria. Unlike the judgment of taste (preference), value 

judgment expresses a theoretically opinion, guiding the subject to logical 

validity and axiological. Thus, the individual may explain why adhering to a 

certain literary, aesthetic creation, using value criteria. In the first stage, 

spontaneous aesthetic emotions dominate; in the second stage, they are 

motivated and stabilized through reason. The mixture of reason and aesthetic 

sense leads to the formation of discernment, which is the ability to appreciate the 

beauty in its fair value (Rusu, 2015). But, says Gh. Neacșu, "you can not 

appreciate beauty, you can not never judge with the necessary objectivity, if it 

does not become a part of you, if you have not known and have not trembled 

before it." (Neacșu, 1998, p. 232). Aesthetic discernment requires a certain level 

of aesthetic culture and is achieved by a practical attitude. "This requires, N. 

Oprescu write, in a chapter about aesthetic education, knowledge assessment 

criteria, as well as some elements of comparison." (Oprescu, 1996, p. 382).   

Aesthetic education becomes also, an instrument for developping 

creativity, action by which exploring behaviors and non-sanctioned free 

expression are encouraged being considered the foundation of creativity. The 

game is the primary means of development of creative attitude, as it leads to the 

release of a pulsating energy, but also develop and operate with substitutes-

symbols of the real objects. It gives freedom to imagine, to invent forms of 

expression and action in a continuous movement from subjective to objective, 

from real to fiction. Art and art education contribute essentially to developping 

the capacity of social integration and environmental responsiveness. Arts also 

offer to students the so-called "non-academic" benefits such as promoting self-

motivation, aesthetic awareness, cultural exposure, creativity, enhanced 

emotional expression and social harmony and appreciation of diversity.  

Centered on imaginary and the game, aesthetic education means also, 

communication which becomes authentic, released by stereotypes and clichés. It 

involves both emotional, rational and motivational instances. Spontaneity 

participation, increases the capacity of communication and social expansion of 

the group members. Aesthetic education is realized through a wide range of 

activities in the classroom and extra-curricular activities, such as circle-

disciplines containing art (painting, drawing, music, dance, theater), organizing 

festivities, on the occasion of various historical events that both serve to deepen, 

extend and diversify the knowledge of history and patriotic education and 

aesthetic education; also, trips and visits to historical sites, the economic 

objectives are also aimed to knowing the natural beauty of our country. In a 

study by Judith Burton, Columbia University, it demonstrated that subjects such 

as math, science and language requires cognitive abilities and a complex 

creative ”specific to arts learning” (Faison, 2000, p. 87). 
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In recent decades researchers are increasingly talking about art effects 

from a psychologically and neurologically point of view. Observations showed 

that artistic expression constantly engages more areas of the brain and also has 

profound effects upon the minds of students (Jensen, 2001). Arts promote 

understanding and cultural exchange. Promotes social skills that increase 

awareness and respect for others. They enhance perceptual and cognitive 

abilities. The study by Chapman, with more than 2,000 children, found that 

students who have completed the curriculum of arts showed results far superior 

in creative thinking, problem solving, in self-expression in risk-taking and level 

cooperation, compared to those who did not follow this curriculum (Chapman, 

1998). Arts are always open to participation, there are no barriers of race, 

religion, culture, geographic area or socioeconomic levels. Engaging in artistic 

expression helps students to expand their thinking beyond certain imposed 

limits, beyond the rules of what is provable. Arts releases the mind from what is 

rigid and repeatable. Thus, young people will be much better prepared to find 

multiple solutions to various problems, facing a society affected by the 

economic crisis as the one we live in. These processes, taught by studying arts 

help to develop tolerance, to successfully cope with ambiguities and 

uncertainties present in everyday life and problems related to human existence. 

There is an universal need for words, music, dance and visual arts, to give 

expression to innate tendencies of the human spirit (Eisner, 1987). 

         The program ”Art Intervention in School” is an experimental project, 

conducted since 2014-2015, at the "Elena Cuza" Primary School of Iasi, 

Romania. The aim was to address topics of knowledge (self-knowledge) through 

psychological drawing in extra-curricular activities. In the experiment 

participated a number of 110 pupils, aged between 9 and 11 years, and were 

summed 320 works made by them. Children's drawings focused on a range of 

emotional topics, among which the most important were: portrait, positive 

emotions (joy, enthusiasm, patriotism, surprise), feelings about family and 

school, feelings for others and for nature, negative emotions (anger, aggression, 

sadness, crying, illness and death). 

 

4. Emotions representations 

         Expressing emotions through drawings is a way to knowlege and self-

knowlege, is a way to understand the emotional universe of humans. Paul 

Ekman (1973) was the first researcher who studied the connection between 

emotion and facial expression, concluding that there is an universality in facial 

expression of human race regarding the basic emotions. For children at this age 

it is important to make the connection between the facial expression of an 

emotion and the capacity of coordinating his/her drawing with the purpose to 

express a distinct emotion. At this age children start to recognize the 

representation of an emotion and are able to make differences between ”good” 

and ”bad” emotions. They are aware that some emotions must be controlled, that 

they are socially sanctioned or that they are disturbing for himself or for others, 

as it is the case for anger, nervousness or aggressivity. 
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Children reflected in their drawings a large diversity of emotions 

expressed in an original and creative way. Positive feelings include not only the 

joy of the game, the integration of nature and happiness, empathetic connecting 

with the teacher (who provides love, protection, care, tenderness), family 

members (brothers sisters, cousins) and not the least, colleagues who they meet 

every day at school (Fig. 1.1.). Positive feelings toward school - the main theme 

in the experimental approach – was reflected in an overwhelming percentage 

(90%), in the drawings made by children on the subject.  
Fig. 1.1. Positive feelings 

 
But perhaps might not be otherwise, as long as the school always offers 

countless elements of joy that children can not ignore. A smaller part of the 

drawings (20%) emphasizes the feeling of exceptional joy to study, to absorb 

knowledge, to learn as many things as going to school or reading more. 
Fig. 1.2. Positive feelings 

 
Portraiture provides a broad plateau of human typologies, painted on 

paper, as children perceive them. Therefore, we see happy faces, loving, gentle 

or harsh glances, joking, interrogators or concerned with the child's education. 

Shared positive feelings refers especially to dance or game events (Fig. 2). 

These pictures capture, however, the joy of reunion with colleagues, with 

teacher satisfaction to learn and to enjoy playing in the breaks. School means for 

children a collective demonstration of positive feelings (festivities dedicated to 

nature, school, Christian holidays). Not missing any of these patriotic 

sentiments, the idea of belonging to a people, a country, Romania (Fig. 1.2). 

Feelings towards nature are transfigured into a personification of the elements 
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(trees, flowers, clouds) that are humanized, expressing themselves different 

emotional feelings, emotions analogous to their own. Hypotonic feelings and 

emotions, with a negative emotional connotations are present in a significant 

proportion (40%) . Crying, without explaining necessarily the causes, it appears 

in various poses, like raindrops, the tears on the cheeks of children or parents, as 

leaves falling or the tears of clouds as a communion with "the sadness of nature 

itself " (Fig. 3.1, 3.2.). 
Fig. 2. Portraits 

 
The sadness is reflected by the chosen dark colors (black, dark green, dark 

purple). Very interesting are the bivalent nuances notification of tears of 

sadness and of joy, reflecting a particular emotional development of some of the 

children (10%).  
Fig. 3.1. Tears of sadness 

 
Fig. 3.2. Tears of joy 

 
Very vivid and candid descriptions were found in the case of anger, 

nervousness and aggressiveness state (Fig. 4.1, 4.2., 4.3.). Bold strokes, colored 
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red or black, as extreme emotional-energy expressions, show us a clear 

understanding of negative, destructive nature of these types of events. Irritability 

is ”accused” as a negative aspect of personality. We found negative emotions 

expressed in connection with the death or illness of a parent or grandparent. 

Having a fundamental impact on emotional life of children, the health of parents 

and grandparents is often reflected in their designs (30%). It was interesting to 

find a sense of self-blame (10%) in children of this age, which indicates some 

mistakes made in family or school education. Children mistakes should not lead 

to blame but to corrections and information assimilation (data or behaviors), to 

be used in different situations.  
Fig. 4.1. Nervousness and aggressiveness 

 
Attitudes and negative emotions appear in images directly accusational, 

when children feel they are blamed, by a superior entity (God), by nature itself, 

or by their parents (50%). We also find in the drawings the death representation 

(10%), which, for a child of this age is emotionally traumatic and is recomended 

that a counselor, psychologist, to intervene and discuss certain issues related to 

grief and loss or even about the "mystery of death”.  
Fig. 4.2. Anger and fear 

 
 

5. Emotional development through art expressions 

        First of all, we can ask what is about the ”emotional development”? 

Emotional intelligence (Goleman, 2001) is a concept close to emotional 

development and it will help us understand the results of our work with children. 

Emotional development refers to being aware of our own feeling, being able to 

regulate them in some way, but also to be empathic, to feel and share other‟s 

feelings, to be compassionate, sensitive and have good tolerance against 

frustration or loss. 
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Fig. 4.3. Fear of death 

 
There is always a link between cognitive dimension of personality and its 

affectivity. In our experiment, cognitive refers to: self-awareness; child‟s ability 

to identify his/her own emotions / emotional states; intellectual capacity to 

realize an external expression, through a logical picture (a human face) of an 

emotion; enriching psychological knowledge of human emotions at an early 

age. 

Affective dimension involved in our art intervention was relevant by 

following specific issues (Rusu, 2016): 

1. inner strength to live and at the same time to detach from a particular 

emotion; 

2. acquiring a variety of affective, emotional responses, a sensitivity 

amplification (emotional granularity), knowing that people with greater 

granularity and plasticity of self, will have more diverse emotional reactions and 

will adapt easier in life situations (Barrett, 2006, 2002); 

3. develop empathy, the ability to recognize and understand and even feel the 

emotions of others; 

4. intellective skills development in the understanding of interrelated issues, the 

realities of life. So we can talk about affective and emotional maturation. 

5. Experiences in group, provide common feelings and diverse human emotions. 

It was easy to observe that children who participated in the experiment 

became more cooperative, more active and also, the aggressive conduct or 

irritation reactions were visibly reduced, showing more tempered behavior. 

Interpersonal relationships have much benefited, as shown in the children's 

answers to a summary interview (Rusu, 2016). Emotional optimization that 

occured during this experiment influenced positively (reported the same by the 

teachers and parents involved), the communication between parent and child, 

between teacher and student, situation where we are dealing with a better 

understanding of children‟s wishes or grievances in the educational process or 

even in their family life. The desire to draw again the various topics proposed, 

indicate the need for constant communication, solving conflicts and outpouring 

of tensions that inevitably accumulates, over time. Only when these voltages 

exceed the intensity of a normal life, where traumas and frustrations are 

seriously involved, is needed an intervention from school psychologist or school 

counselor. Otherwise, good communication, empathy, unconditional positive 
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condescending to children can help overcome relational difficulties faced by 

children daily.  

We can say that the approach of emotions in children's drawings can 

become an expressive means of knowledge of pupils, of  their emotional 

feelings as a result of the relational environment. The variety of feelings and 

emotions, affective nuances captured by children in images and colors shows 

that at the age between 9 and 11 years, children experience emotional feelings 

very diverse and intense, marking their later emotional personality profile, in 

general, but also their subsequent conduct. The children's drawings will help an 

educator (or psychologist, school counselor) to understand in which aspects of 

his/her personality we can work, what elements of his/her personality are 

affected, and certain measures of educational optimization can be taken. The 

drawing topics proposed has contributed to a noticeable relief and a better 

integration of students in the group. For children who reflected in their designs 

parental aggression, they can get in touch with family and discuss these issues 

that impressed and traumatized them. The benefit of expressing emotions 

through drawing is that it gives educators a means of higher knowledge of their 

students (which is part of their educational tasks) and can adapt his behavior in 

front of a personal profile marked by delicacy, emotional timidity or conversely, 

a low emotionality, without too much diversity in his/her manifestation. 

Intervention through art in school can become an affective-emotional target for 

the educator-student relationship and may have important evolutionary 

consequences in the long term, referring to the ideals of personal achievement 

and success in activity (Rusu, 2015, 2014b). 

 

6. Conclusions 

Expressing emotions through art (be it theater, dance, drawing, singing 

etc.) is a way to someone‟s subconsciousness, acting like a lever of catharsis and 

selfawarness. All these are active elements in being more sensitive, more 

emotional and more empathic, to develop a larger register of feelings and 

responses in emotional situations. This means also a greater capability of 

adaptation in difficult situations, a requisite of efficiency and success.  

It is important that we educate children to learn diverse informations 

about structures, be they biological or social, hoping they will acquire some 

cognitive and practical abilities. It is important also, that children can get the 

possibility of self-expression, through art, through their emotions. Such 

expression and release of emotions improve feeling of wellbeing and contribute 

to redefining the self image in a more optimistic tone. Educating children has 

not only the purpose of just being smart in the sense of Gardner's IQ (1993) but 

is considering shapeing individuals who are capable of self-knowledge and self-

control, who have been developed emotional and inter-relational. 
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Abstract: Students and Teachers are an epic symbiosis in process of direct learning and 

academic advancement. Nowadays, this interaction is more bonded and interdependent with 

technology and equipment‟s, which in a whole system expands learning horizons. The digital 

era has introduced in the education system new modes of learning, a new way of life and style 

in schooling. This phenomenon changed the methods of teaching in universities, where 

lectures were accompanied with concrete explanations of works in modeling, in structural 

and conceptual sense. The relationship between a student of architecture and teachers 

broadened with introduction of computer aided modeling and simulation tools to construct 

those ideas into the reality. The study presented in this paper investigates conceptual methods 

in art, architecture, creativity and innovation in academic education, focusing on interactive 

teaching issues, and methods. The research methods consist of empirical observation carried 

out during 25 years of experience in academia, and direct observation of teaching methods. 

The purpose of this paper is to examine the evolutive process in teaching relations between 

architectural students and teachers, with the focus in educational competencies and 

communication skills. Findings indicate that through artistic concepts of “Modelarium” as an 

unconventional learning space, a tool and space that enables the partnership. An informal 

meeting place for artistic interaction, but, concurrently it is a formal part of the educational 

system in architectural studies, a strategy by which we can bring more: time, conceptual 

awareness of space and interactive teaching in architecture, which bonds multidimensional 

threads between students and teachers; thus, fostering a powerful sense of partnership, 

avoiding boredom and passive learning, while facing the challenges, associated with the 

development of technology, life style, real issues and global world trends. Research suggests 

that uniform and/or partially new strategy, cannot respond to all specific issues faced by 

students in day to day basis. Therefore, new teaching strategies must involve new 

partnerships, a brand new and a redefined role as a holistic symbiosis, as an response to a 

less functional and/or conventional academic system. Partnership, a new working symbiosis 

between students and teachers is an answer to the needs of working together simultaneously 

towards continuous improvement of academia processes. 

Key words: Education, Architecture, Modeling, Art, Academia, Partnership 

 

1.  Introduction 

Students and Teachers are an epic symbiosis in process of direct learning 

and academic advancement. What is the essence of this interaction? Surely, it is 

not a question with a simple answer. Nowadays, this interaction is more bonded 

and interdependent with technology and equipment‟s, which in a whole system 

expands learning horizons. In the field of architecture, introduction of computer 

aided modelling and simulation tools has opened new opportunities for the 

artistic conception and production of architectural projects. Architects, known as 

                                                 
104

 Associate  Professor PhD., University from  Prishtina, Republic of Kosovo, email: bujar.bajcinovci@uni-

pr.edu  
105

 Associate  Professor PhD., University from  Prishtina, Republic of  Kosovo, email:  florina.jerliu@uni-pr.edu  

mailto:bujar.bajcinovci@uni-pr.edu
mailto:bujar.bajcinovci@uni-pr.edu
mailto:florina.jerliu@uni-pr.edu


240 

 

among the preeminent computer users at all development levels, became 

essential also to the birth of good software, which suit to their need for artistic 

expression, validating thus the thought that “the discerning users [are those] 

who help foster software quality” (Toriya, 2008). In this context, the question on 

what should be exactly the role of computer in architectural design and teaching, 

remains open since the revealing of ideas for Computer Aided Design in 

architectural schools. Architectural design, interior design, urban planning and 

design, as well as other disciplines involved in architecture are the most 

interesting fields for exploring interactive conceptual varieties, which are 

presented in a contemporary process of learning.  

Hence, we argue that for the future understanding of academia‟s role, it is 

crucial to be respected and implemented a non-orthodox curricula or a common 

ways of transmitting knowledge, which will have direct impact on quality and 

teaching diversity. It is important to note that this would imply an understanding 

of digital architectures, which are “defined by computationally based processes 

of form origination and transformations, i.e. the processes of digital 

morphogenesis, where the plural (architectures) emphasizes multiplicities 

inherent in the logics of the underlying computational concepts, such as 

topological geometries, isomorphic polysurfaces, motion kinematics and 

dynamics, key shape animation (metamorphosis), parametric design, genetic 

algorithms (evolutionary architectures), performance” (Kolarević, 2005).  

The second component, crucial to the academic stimulation of artistic 

creativity in students of architecture is the comprehension of „trend‟ and the 

background of its absorption. The intangible beliefs and motifs of society over 

centuries have always had the great impact on values of what is a trend, and 

modern. A great expression of art, architecture and education has over 

millenniums emerged as a consequence of development of unorthodox ideas, 

which became a measure for society evolution, and grow of academic liberties. 

A new trend of life, and new ways of transmitting teachings, knowledge and 

praxis was underway. Contemporary progress of technology in history has 

always had different and strange encounters. We argue that a milestone in 

progress has been made when great ideas and development of technology was 

involved in process of progress, with favourable and mutual respect on both 

crucial occurrences.  

According to Card et.al, in The Psychology of Human-Computer 

Interaction, it is important to design interactive computer systems which are 

efficient and friendly-user in order for the people to understand the potential 

benefits of computer based tools. They further argue that, “although modern 

cognitive psychology contains a wealth of knowledge of human behaviour, it is 

not a simple matter to bring this knowledge to bear on the practical problems of 

design, to build an applied psychology that includes theory, data, and 

knowledge” (Card et al, 1983). Furthermore, Hewett, et.al, in Curricula for 

Human-Computer Interaction argued that: “Because human-computer 

interaction studies a human and a machine in communication, it draws from 

supporting knowledge on both the machine and the human side. On the machine 
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side, techniques in computer graphics, operating systems, programming 

languages, and development environments are relevant. On the human side, 

communication theory, graphic and industrial design disciplines, linguistics, 

social sciences, cognitive psychology” (Hewett, 1992). 

 

2.   Method   

The study presented in this paper reflects on the conceptual methods in 

art, architecture, creativity and innovation in academic education, emphasizing 

interactive teaching issues and partnership learning methods. The research 

methods consist of empirical observation carried out during 25 years of 

experience in academia, and direct observation of teaching methods, and direct 

observation of teaching methods. To receive a clearer data, exploring was made 

within department of architecture, Faculty of Civil Engineering and 

Architecture, in the context of the revision process of curricula within adapted 

academic development strategies in the University of Prishtina. Artistic 

component in architectural studies was explored through literature review and 

from the point of a retrospective review of timeline documentations, graphic 

documentations, workshops, and hand drawings of the students of the 

department of architecture in the University of Prishtina. Additional data was 

provided from: maps, 3D compositions of urban structure of University Campus, 

pioneer steps of sustainable architectural design, the contemporary building 

systems as a part of curricula, local environment features, and attributes of 

spatial planning of city of Prishtina. With this paper the objective was to present 

a retrospective of evolution of architectural design in above mentioned faculty, 

and academia. Hence, to describe teaching methods with the emphasis on 

creativity through art, digital era, and innovation in education. Moreover, it 

should be a significance value to argue that the complexity and varieties of 

actual situation cannot be fully portrayed, without a detailed multidimensional 

and multidisciplinary academic approach.   

 

3. Discussions 

Since the first appearance of possibilities that architects can visualize their 

own ideas, and designs with computers or computations with machines, a new 

way of thinking has begun, obviously, very hard in beginning. This process of 

artistic expression with digital tools, was looked as a heresy among orthodoxy 

hand drawing architects. But, new digital era offered enormous varieties and 

creative possibilities, which enabled the production of a rather same 

architectural model, now with infinite variations and aided with computational 

algorithms. Such digital models and patterns generated by software algorithms 

had evolved into much more realistic models. The philosophy and common 

acceptance of what is design is in constant evolution; we think here about a 

second industrial revolution, or just about a digital and different way of thinking. 

According to Terzidis (2006): “Such a possibility opens enormous potential than 

has not been previously possible. Rather than utilizing mere human-based 

intelligence in resolving design problems, a complementary synergetic 
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relationship between humans and computers becomes possible. Ideally, in such 

a framework of students and teachers, both parties can contribute each one‟s 

unique strengths in an attempt to seek, explore, invent, or discover principles 

and methods of design. Computing becomes the essential link between the two 

systems, teaching and learning” 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

 

 

Figure 1. Interactive learning, with a model as an artifact in architectural studies, (a) and (b). 

(Source: Authors, 2016) 

 

In addition of design processes and creative impacts which the design is 

fundamentally refined to do, Simon also has argued this phenomenon: “Design 

is indeed a ubiquitous activity. In the physical world every artifact, a miniature 

silicon sensor for invasive blood pressure monitoring, an automobile, or a 

building, is the result of some kind of design activity. Any problem solving 

situation in which there exists an element of the unknown, such as lack of 

information or incomplete knowledge of the relationships among issues, involves 

an intellectual effort that can be categorized as design” (Simon, 1996). 

Modeling and learning architecture, from this context, we can count many 

possibilities to improve the creative artistic processes.  

Therefore, according to the four key features, we can simulate relevant 

scenarios: 

 Idea generation and possibilities 

 Improvement in design and conceptual systems 

 Research modeling in early stages 

 Generation a various SWOT analysis and better designing 
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Figure 2. Forming a evolutive partnership, student and teachers. (Source: Authors, 2016) 

 

In Figure 1-a, we can clearly observe that there is one-way 

communication between lecturer and students, which is not the case in Figure 1-

b, where communication between students and lecturers are interactive, thus, 

forming active partnership. In terms of integration, an integrated process of 

organizing partnership into a functional system is a system that requires 

solutions for problems, adapting and evolving strategies. Integrated framework 

process implies teamwork between students and teachers, with priorities clearly 

identified, which were in the process formulated in enough iterations, seeking 

best solutions to the academic and professional problems. According to the 

result presented in Table 1, there is a lack of variety of courses in organization 

of studies, therefore we need a substantial rethinking of what we have to offer as 

an academia and teaching staff. Current issues of improving the teaching quality 

and the introduction of completely new concepts, demands a new fundamentally 

approach of integrated and holistic engaging for both students and teachers into 

a group to respond to new challenges and completely a new style of living. 
Table 1. Students' satisfaction with current study programme by degree studied for. (Source: 

Eurostudent.eu/113, 2016.) 

 

 

 

 

B. Bonding into a Team 

2. Explanations 

1. Questions 

3. Evidence 

A. 

B. 

C. 

1. 

2. 

3. 

3. 

B. 

C. 

2. 

C. Content 

knowledge 

A. Quality of 

Instructions 



244 

 

 (very)   well fairly satisfied (some) dissatisfied total 

 percent percent percent percent 

1. Quality of teaching 48.9 33.5 17.6 100 

2. Organization of 

    studies  

41.6 31.4 27 100 

3. Variety of courses 26 23 51 100 

4. Study facilities 38.6 23 38.4 100 

The process of integrating aims to include all possible attributes of the 

problem, so that any decision in the design process has to identify as many 

phenomena of action. The process is associated with activities of all parties 

involved in the project and therefore has the role of transforming the nature of 

teaching, respectively, adopting a new approach to solving architectural 

problems depending on the current situation and specific requirements. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

Figure 3. Students and teachers in interactive architecture. (Source: Authors, 2016) 

       “The average teacher explains complexity; the gifted teacher reveals 

simplicity.” [Robert Brault] “Education, of course, is always based on what 

was. Education shows you what has been and leaves you to make the deduction 

as to what may be. Education as we pursue it cannot prophesy, and does not.”  

[Frank Lloyd Wright, 1955.]  

        The architectural design has always been a pioneer of social change on 

basis of what is called the modern and style. In terms of quality of life, the 

integrated process a cooperation between students and teachers, will try to find 

the best solutions available for specific architectural problem, given the fact that 

never before as today we have multifunctional and hybrid buildings - structures 

that are a result of the new millennium, globalization, and trends of time paired 

with technology advancement. 
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Figure 4. Structure of evolutive partnership presented as result in architecture modeling. 

(Source: Authors, 2016) 

 

         Therefore, those phenomena realistically impact in global market and 

effects on economics in the region and abroad. So a whole system is holistically 

interacting with a wide subsystem that forms global market. Today, before 

students stand a new structure of social challenges where student is a proactive 

key factor of future pedagogy, therefore, this challenge does redefine attributes 

in relationships between students and teachers in a wide space of interacting 

academic system. 

 

 

 

 

 

 

 

 

 

 

 

 
Figure 5. Modelarium - Modeling within interactive architecture. (Source: Authors, 2016) 
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Figure 6. Modelarium – Partnership in active learning.  (Source: Authors, 2016) 

 

This was validated and pursued by many countries in Europe, basing their 

arguments on the need to address the demands imposed by the European 

educational standards and in accordance with Bologna and Lisbon conventions. 

According to Paşca (2006, p. 253) “The compatibilisation of university paths in 

creating the curricula must consider the competences which are to be 

acquired.” She further argues that the responsibility for such undertaking 

“belongs equally to the institutions providing academic programs, but also to 

the Romanian Agency for Quality Assurance in Higher Education”. This 

conceptual and contemporary academic framework must also be encouraged and 

implemented in Kosovo public universities, as well as in private colleges. 
Table 2. Bachelor students' assessment of chances on labor market after graduation from 

current programme by field of study. (Source: Eurostudent.eu/119, 2016.). 
 

 

According to the result presented in Table 2, there is a good belief of 

chances on labor market after graduation from current study program on field of 

natural and engineering sciences. “The fact is, thinking statistically is a life skill, 

like being able to speak your native language.“ (Fisher, 2013). Moreover, on 

actual contemporary art trends, there will be more active participation of passive 

 
∑ education humanities social natural engineering 

 
% % % % % % 

(very) good 18.6 14.1 15.6 18 25.9 23.5 

fair 25.6 28.2 25.5 23.7 22.4 31.9 

(very) poor 44.6 46.4 46.5 50 41.4 34.7 

unable to rate 11.2 11.3 12.4 8.2 10.3 10 

total 100 100 100 100 100 100 
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partakers, thus: “the future art public won‟t be a simple passive receiver, easy to 

manipulate, but, through a harmonious development of the soul functions and of 

the intellectual abilities, it will be able to develop its own creative, response and 

selection capacities for the messages coming from the social environment, 

messages that can distort the perception of reality and of internal 

representations” (Iftimi, 2016, p. 175). 

 

4.  Conclusions 

The current state of academia and pedagogy requires specific 

responsibilities and activities, especially when the state is directly linked to the 

quality of teaching and future challenges of the students. Formally fulfilling 

legal academic standards cannot be expected to solve comprehensive and future 

challenges, associated with the development of technology, life style, real issues 

and global world trends. Findings indicate that through artistic concepts of 

“Modelarium” as an unconventional learning space, a tool and space that 

enables the partnership. An informal meeting place for artistic interaction, but, 

concurrently it is a formal part of the educational system in architectural studies, 

a strategy by which we can bring more: time, conceptual awareness of space and 

interactive teaching in architecture, which bonds multidimensional threads 

between students and teachers. Thus, one and the same, and partially new 

strategy, cannot respond to all specific problems faced by day to day student‟s 

issues. Therefore, new teaching strategies must involve a new partnership, a 

brand new and more redefining role as a holistic system, as a response to less 

functional academic system. Partnership, a new symbiosis between students and 

teachers must prevail, working together simultaneously on continuous 

improvement of process. 
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3. INDUSTRIAL DESIGN AND CONTEXTUALISM: THE 

APPLIED ARTS CONSTITUENT/ CURRICULUM 

IMPERATIVES IN DESIGN PRACTICE AND EDUCATION 

 
  Obasuyi Osa-Francis Efer
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Abstract: This paper examined the Curriculum imperatives of Industrial design education 

and the Contextualism of the principles and practice of disciplines such as Applied Arts and 

Industrial Design viz-a-viz their constituent and contextual roles and place in design practice/ 

Industry. The issue of contextualism as it relates to Design and the Applied Arts according to 

DeRose, K. (2009) would seem to mean a collection of views, theories, principles or 

philosophy of Design / applied Arts which seems to emphasize the context in which the action 

principles or purpose of design is understood relative to such a context. ie. In Design, the 

principles and practice of Applied Arts / Design disciplines (such as in Architecture) for 

example, contextualism refers to that theory of design in which modern / contemporary 

designs (buildings, products or structures) are harmonized together with the contemporary 

design ideals, forms and characteristics peculiar to modern ways/styles of living. (Jencks, 

2002).  

       This informed the need and thrust of this paper which was predicated on the 

consideration of contextualing such a role/place of the Applied Arts as a constituent of Design 

and spotlighting it to be innately and intrinsically connected to the resultative man-made 

material culture and society. The paper also seeks to establish that the principles and practice 

of Design education emphasises the Teacher-learner relationship which is aimed at imparting 

credible problem solving skills and initiatives such as drawing, drafting (draught-manship), 

modeling or sculpting (in clay or industrial plasticine) styling and prototype creation 

(realized by moulding/shaping of the clay material to assume any contour, shape, form or 

topology of the given object) in ordeer to achieve that innate context and desire for the perfect 

product so designed. This paper recommends that for any design to succeed it must emplace 

(strictly) a well articulated Industrial Design Curriculum which elucidates those Applied Arts 

principles and practice as a constituent/major component part in the Design  process of 

manufacture of any given design initiative. 

Key words: Algorithmic / Heuristic Approaches, Contextualism, Design Curriculum/ 

Education, Ideation, Industrial Plasticine, “Partipris”, Polymer Clay 

 

1. Introduction  

What has come to us today to be known as the profession/discipline of industrial 

design began with the “spark” that was triggered off by the monotony of form 

and aesthetics of mass produced goods during the industrial revolution of the 

1860s.  The very foundation of craft and craftsmanship which was the bedrock 

and springboard from which innovation, and the start of the Age of inventions 

got its roots, gradually gave way to a revolution of the manufacturing of goods 

and products being “churned out” of the Assembly line, like “lifeless” and cold 

“effigys” of what the machine age, became known for. The original role and 

place of craft and craftsmanship, and artistic traditions of the applied Arts, 

                                                 
106

 Senior Lecturer PhD., University of  Benin, from  Benin City, Nigeria, email: yandref201384@gmail.com 



250 

 

coupled with the role of custom- made, hand-crafted goods (which were the 

hallmark of masterpieces of the craft and time honored tradition of the Middle 

Ages,) were quickly swallowed up by the Assembly line serial production 

methods of mass produced goods for the mass market. The era of consumerism 

and mass production began as a result. (Archer, 1974). The contextualism of the 

Applied Arts as a component and compulsory ingredient in its original role and 

place in craft and, artistic traditions, has helped to highlight the very Nature and 

context for which the old traditional craft/craftsmen of the Middle Ages became 

known for. That generation represented the „Classical Age‟ of custom-made 

products that became “Masterpieces” in their own right. This was the singular 

context for the setting up of the New Movement of Industrial Designers who 

sought to emplace those ideals at the birth of this New Profession in the late 

1800s.   (Lucie-Smith, 2001).    

        So saw the birth of a New profession called industrial Design between 1800 

– 1866 (to be precise). Where a group of arts and craft practitioners came 

together to form what became known as the Arts and Craft movement 

Spearheaded by the British artist/architect – William Morris. His works and 

activity in graphic Design, textile design and architecture were so prolific that 

his printing press (the kelmscott Press) became synonymous with the arts and 

craft movement. These and the achievement of others like him became the 

spring board for the take off of the new profession. The issue of its 

contextualism (as it relates to the Applied Arts and Design) would seem to 

mean, those collection of views principles, theories or philosophy of Design 

/Applied Arts that seems to emphasize the context in which the actions, 

principles or purposes of design is understood relative to such defined context 

(Beyer et al., 1998). In architecture for example, according to Jencks (2002) 

who proposed that contextualism represents that theory of design wherein 

modern/contemporary Architectural designs (buildings, structures or even 

products) are harmonized with contemporary design ideals, principles and 

forms, characteristic/peculiar to modern ways of Todays living and lifestyles.    

 

2. Contextual relevance of Industrial design as a Profession 

       Noblet, (1993) emphasises that the meaning and context of industrial design 

as a profession dwells on the exploration and study, form and function of the 

intended design initiative with a focus on the meaning and connection between 

the product, the consumer and the environment in which the product is to 

function or intended to be used. He continued by saying that industrial design is 

that professional service aimed at creating and developing ideas and concepts 

tailored to specification of products that optimizes the function, value (quality, 

aesthetics and beauty) i.e. the appearance and look of the product in a context 

that accedes to the mutual benefit and satisfaction of both the consumer and 

society on the one hand, and the manufacturer and economic benefit/ (put within 

the context) of the development of society on the other.  

       There could be a more precise way to look at design from the contextual 

point of view of pragmatism and realism which according to Coelho (2011) who 
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says that “Design could be considered to be that process of taking something (an 

object, devise or a system) from its “existing state” (the intended object of 

Design needing a new birth, renewal, recreation or reintroduction) and moving it 

to a “preferred state”. This description of design perfectly fits the context and 

conception or belief to which I subscribe to in more ways than one. For 

example, this definition contextualizes the invention or creation of a totally 

whole new range of goods, services and systems that were hitherto non-existent.   

         It could also be ascribed to a situation where design is applied to an 

existing state of being of a product that needs reintroduction, or needs to be 

Rebranded or improved upon and given a totally new outlook or given a “breath 

of fresh air” from the original state of the product needing a redefinition of its 

look, form (make-up,) Morphology, shape and size. As it is transformed to the 

preferred state of the final finished look of finesse, perfect beauty and aesthetic 

elegance.  Archer (1974) amplifies that opinion and that of the school of thought 

that says that: “Design in its broader perspective could be defined singularly and 

severally as the creation of a system, or goods/services, a blue print, an 

engineering drawing or an object intended to accomplish set targets that satisfies 

defined goals/objectives, which in turn is intended to meet with specific needs or 

fill up the avoid in any given/particulate environment. It (design) could also be 

described as the application of a given set of parameters which tends to satisfy a 

given set of objectives, standards and requirements in the hope and attempt at 

creating or bringing to being, a new or Novel creation (or being) in the form of a 

new design entity. Barnwell (2011), describes Design as a “process of pre-

specified and preplanned actions, that presents such a process of design as an 

activity which involves a series of carefully scheduled actions, taken during and 

after the process of designing to bring to being or fruition an intended design 

initiative. 

 

3. Contextual relevance of the Applied Arts in design / Engineering 

processes 

        The contextual relevance of industrial design (or design) could be 

compared to the use of both the applied arts and applied science (and their 

unique/industrial principles) to improve the aesthetics (beauty), form, 

ergonomics, (the man - machine interrelationships) which enhances and 

improves the functionality and or usability of the given product or service. The 

contextual role of design as a discipline/profession viz-a-viz that of the Applied 

Arts according to Price (2008), is to help create and bring to life acceptable 

design objects/solutions aimed at resolving the problems of form, functionality, 

usability, marketability, brand development/evolution and the overall sales 

potentials of the given product. The Applied Arts and Design focuses principally 

on the “aesthetics” and the “user-interface” aspects of the manufactured product, 

that gives it that extra edge and potential for consumer patronage over and above 

its competing rivals. 

         Arther (1974) and Barnwell (2011) jointly and severally acceded to the 

fact that the term design is more often than not associated with the contextual 
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ideas and principles of the applied arts as could be evidenced by the teachings 

and works of Ramond Loewy, at the Bauhaus and Ulm school of Design in 

Germany. They also proffered that Design viz-a-viz Applied Arts is or have 

become constituent ingredients in the engineering process. Deducing from the 

above, however is the obvious and more accepted view (or belief) that 

engineering is considered a “science”, (just like in the late 1800s when machine 

manufactured goods were considered scientific inventions wayback then). 

Nevertheless, there comes along the question and the contextual argument even 

today, of what is considered science in the first place? This situation could be 

better explained by the following two analogy‟s of distinction; as posited by 

some scientists working at the Rank Xerox corporation lab in America; who 

made the distinction of design versus science/engineering thus; that one could be 

described as “craft and ingenuity” put against “beauty and the aesthetic 

sentiments” that appeals to human nature and soul, (which represents design) 

and the other referred to as “moving atoms” i.e. the pure physical sciences of 

engineering. 

 

4. Contextual relevance of Industrial Design Curriculum in Design 

Education. General thrust, Philosophy, aims and Objectives of an 

Industrial Design Curriculum 

         The general thrust philosophy aims and objectives of a well-articulated 

industrial Design course/ Programme must engender and reflect the following 

philosophical aims and objectives of a contemporary and articulate industrial 

design curriculum policy objectives which is embodied by the ensuing discourse 

on the subject matter under review.  According to Manea (2015) who states that 

“there has to be an integrated approach to creating the arts education curriculum 

and pedagogy”. This approach she says will help Facilitate a way of 

constructing and Experiencing academic knowledge that is rewarding in such a 

way that it engages participants imaginatively, emotionally, volitionally and 

cognitively; while at the same time helping to influence/ “impact both the 

individuals and the communities concerned aesthetically and culturally”. In 

another case scenario, concerning the strategic development of Arts curriculum 

for students, Manea (2016) also proferred a graphical model, where she stated 

that “a reflection upon a graphical model of advancing a 21
st
 century educational 

perspective, is figuratively situated at an intersection of the 3(three) circles of 

Truths. Namely:        

- Knowledge (what we know) 

- Skills (how we use and apply what we know) and  

- Character (how we engage with the world).  

In the graphical model she says “the three intersecting circles represents three 

domains of educational intent that all together integrates in a larger circle called 

Meta-Cognition”.   

(A) General Philosophy of an industrial Design based curriculum 

The philosophy of the application and usage of whatever innovations is involved 

in the new and more reliable methods of curriculum to be employed according 
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to  Pautler (1976), should be based upon a tangible program philosophy and 

objectives. The developer of such a program philosophy should be able to 

interpret national, state; individual/student philosophies and other human 

engagement objectives. Such course/program philosophy and objectives must 

also be consistent with the school and departmental goals, targets and objectives. 

In curriculum planning for instance, the following parameters should be 

considered: 

i. The Nature of the students/learners 

ii. The learning process (School time and learning environment, time-tabling 

etc) 

iii. Facilities, material and techniques of instruction  

iv. Various curricula methods and approaches (Methodological approaches) 

v. Contemporary Industrial/Technological and scientific trends/developments 

and awareness. 

         The issue of restructuring a course programme for any field of study or 

discipline at that, must first and foremost clearly spell out the objectives of what 

the programme intends to achieve; in terms of end-results or expected societal 

roles to be performed by these graduates/graduands. To this end the issue of 

developing a curriculum for an industrial design programme might be seen to be 

a rigorous one and therefore requires competencies that one thinks does not 

abound readily. This is because most of what the present crop of Educators 

implements are programmes of a teacher education that provide instructions in 

units or course development only (in most cases) and not on curriculum 

development. So the serious issues of an articulate curriculum is seldom raised. 

The understanding of curriculum development isn‟t just about doing something, 

differently, it is about doing something based on an agreed social purpose and 

need and therefore that attempt should be able to keep up with the changing 

times and events of the rest of the world technologically. 

         The issue of developing an industrial design curriculum requires a well-

grounded knowledge in the discipline as well as be abreast with the knowledge 

and understanding of the student/learner and how the learning and learner 

environment works. The curriculum developer needs to know more about 

change or changes, the change process and the various factors that influences 

such change/s. There is need for a more balanced effort to deal with the three 

principal elements of curriculum development which are:  

- The CONTENT of the area or discipline 

- The SOCIETAL FRAME WORK in which the program functions and lastly, 

- The HUMAN or PERSONAL needs component 

(B) Specific Objectives of an Industrial Design Based Curriculum 

A Curriculum for industrial Design discipline, according to Devore, P. et.al. 

(1980) should be structured to reflect the following specific target objectives: 

i. Provide specialized, Technology-based professional education aimed at 

producing highly skilled professional Designers capable interpreting and 

synthesizing problem situations, and providing solutions to complex technical 
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/technological problems in the field of Technical Aesthetics, and Product 

Design. 

ii. Develop the students ability in areas of specialist skills acquisition in Design 

and other Design related fields as well as acquaint them with the appropriate 

technological “know-how”, and skills training  that they can apply effectively 

when there comes the need for the application of these acquired skills, which 

will be tested on their encounter with problem-solving exercises in industrial 

design and other related problems, usually associated with defective designs. 

iii. Develop students understanding and highlight awareness of the place of 

social-cultural norms and values of their immediate environment. In furtherance 

of the acquisition of the above objectives, an attempt should be made to align 

the contemporary classroom skills with a broader/sharper understanding and 

effective utilization of their theoretical educational experiences. 

iv. Develop student‟s ability to understand the elements and principles of 

industrial design as well as design methods and methodology, and be able to 

synthesis appropriate information to produce effective designs and prototypes as 

end results. 

v. Develop student‟s ability (upon graduation) to be able to provide appropriate 

solutions to the technological, economic and aesthetic problems of society. 

vi. Develop student‟s ability to relate to their clients and their community. This 

will enable them communicate better, their intended innovations or inventions 

with the sole aim of positively influencing attitudinal/behavioural change and 

taste in product cosumership (sales and purchase). This being an appropriate 

medium and tool for effectively influencing change in societal values. 

(C) COURSE CURRICULUM:-Developmental approaches 

In order to develop curriculum, one must be able to determine what 

skills/professions the students who complete such a course should be able to 

perform and under what condition they should be able to perform such skills and 

how well they should be able to do this. Most curriculum developers have 

adopted the “INDIRECT” or “DISCIPLINE” Approach. In other words, the 

structure and content of acknowledged disciplines that has been found to work 

even under the most sever of conditions, is recommended to be used in the 

design of such curricula/programmes. Further still the other commonly used 

method is the Indirect or the so called “cut-and- paste” approach. The qualities 

of this approach is that one takes the best elements of a variety of similar 

curriculum and puts them together to form another or to form a new curriculum. 

         A third approach, which is also the Indirect approach, employs the design 

of a program based on a combination of past educational and life experiences. 

As can be seen above, all of the indirect approaches provide useful information, 

but are not finely-tuned actually to deal with the students present and future 

roles/needs. So, what is needed or required is the “DIRECT” APPROACH. The 

direct approach is an approach that ensures that relevant content that‟s in tune 

with the industrial/technological reality of the time is included. Suggestively 

supporting this view Paulter (1976) said that the immediate and future needs of 

the students must be analysed to determine the areas of competences they need 
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to acquire such skills. As both students and societal needs also must be analysed 

to determine the skills and capabilities needed by students that is also relevant to 

societal needs and problem resolution. Frynier (1973) in his work suggested that 

a curriculum developer should also analyse what knowledge, skills and 

attitude/individual needs that are required in order to maintain, the standards by 

so doing optimize themselves and society at large. 

          Supportive to the above, it should be noted straightway that the trend of 

adopting either or both the “REAL TASK” or “COMPETENCY” BASED 

methods (types) of curriculum development systems, does not have a “hard and 

fast rule”. For information purposes, the Task-Based curriculum development 

system requires the synthesis of the task, analysis and research by psychologists, 

educators and the total systems approach to the curriculum designed to ensure it 

is utilized in a large scale. The “TASK-BASED” curriculum development 

system, as its first step is aimed at identifying the life roles to which the 

curriculum will be directed i.e. the present and future roles of student are 

considered. With specific roles and competencies within these roles that are 

relevant to the curriculum clearly highlighted. 

         Also in the Task-based process of curriculum development the developer 

must identify  specific Roles/Tasks, and these Roles broken down to more 

specific elements called TASKS. A task therefore could be said to be the 

smallest unit of activity within a role. This task should involve activity, time, 

and have a purpose in relation to the role and should culminate at a logical 

ending point. Sources of information for identifying tasks may include, the 

developer‟s own personal experiences, or from persons who are knowledgeable 

or competent in each of the life roles so chosen. Literature on the various roles 

could be consulted. If the life roles are emerging ones, stimulating the roles may 

be of help. Tasks so identified should be stated in action form. (Devore et al., 

1980). 

        It is also very vital to consider this next step. That is to “VALIDATE 

TASKS”. This means checking the analysis process carried out in the 

previous/early stages of development. This involves several techniques, for 

example, the survey of the actual person‟s real life role, or observation of the 

person carrying out such roles. This is to determine if the tasks identified are 

appropriate. Simulation too could also be of use. Others stages still worth 

mentioning include the determination of such tasks for its viability and need to 

be included in the curriculum. Also there is the detailing of tasks, such as 

identifying the steps required for performing each tasks, the sequence for doing 

the tasks, the critical points to be encountered in completing such tasks, attitude 

needed for its successful completion.  The cognitive processes, such as problem-

solving, analysis and evaluation should be identified and linked with the 

appropriate steps. Manipulative Skills and knowledge also needs to be 

identified. It is also very necessary to write behavioural objectives; like-what the 

person should be able to do under what conditions it should be carried out or 

done. What is the quality of performance expected to be exhibited and so on. 

Then start a final Design of the course/programmes. First and foremost, its 
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design should be based on the utilization of all the tasks, data and behavioural 

objectives so gathered. Finally, it is important to evaluate the resultant 

curriculum proper. This relates to the prior steps taken in the developmental 

process. The evaluation information should be collected as one progresses 

through the developmental processes. With these and consequently a follow-up 

of the impact of the course/programmes developed it is easy to determine the 

strength and weakness of such an endeavour or the ensuing/resultative 

curriculum. 

 

5. Applied Arts as a Constituent of Industrial design  

        The contemporary achievements and the influences of the Applied Arts in 

Design could be largely attributed to the industrial  and Applied Arts constituent 

/components and aspects, which includes, Branding, Styling, Bionics and 

Ergonomics to mention a few. Industrial design utilizes the Applied Arts, 

applied sciences and pure sciences in the development and improvement of any 

given product as it accentuates the qualities of beauty, aesthetics, design, 

ergonomics (Man-machine Relationship or handling), functionality and/or its 

usability and ultimate potential marketability. A few of the related 

fields/discipline which reflects these constituent/ component of the applied arts 

and industrial design are: Graphic Design, Products Design, Interface design, 

Transportation/Automobile design, Visual Design, Web Design, Urban Design, 

Architecture, Communication/Information Design, Computer Science and 

Technology etc.  

INDUSTRIAL DESIGN: APPLIED ARTS AND ITS CONSTITUENT 

PARTS 

(1) THE CONSTITUENT ASPECT OF IDEATION OR 

CONCEPTUALIZATION 

          Design concept (ideation or conceptualization) could be said to mean, an 

understanding, belief or a system that is borne out of, or in the mind, either from 

or by experience, reasoning and/or imagination of the given individual. It could 

also be said to be a generic or basic form of abstraction or mental impression of 

a particular set of ideas or ideology of instances or occurrences in real life or a 

contrived/imaginative world. (Jonson, B. 2005). It could also be called a notion 

or an abstract or general idea inferred or derived from specific or simulated case 

scenarios. Deducing or stretching that further, therefore, conceptualization 

according to Morris, R. (2009) Ibid; could mean the invention or contrivance of 

an idea and sometimes the formulation of this idea mentally and sometimes 

ensuring it becomes a reality physically. It could also mean the process of the 

formulation, of a proposed form, or thing or a phenomenon. 

(2) THE CONSTITUENT ASPECT OF SKETCHING: 

         Sketching is the basic, rudimentary/fundamental stage in the design 

process and design endeavour. It could also be called drawing, drafting, 

draughting (draught-manship) or visualization/visuals. Some of these terms are 

used interchangeably at the prescribed stages of the design life span of a product 

or service. In the Traditional / conventional Arts perspective Sketching could be 
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referred to as an art or applied graphic design work that is executed with design 

tools such as graphite, pencils, pen and ink, coloured markers, pastel, gouache 

poster colours or carried out directly on design compliant/enabled computers 

e.g. the use of computer software applications such as designs done using 

Element 3D video co-pilot, Auto desk Maya, Alias software, Adobe After 

Effect, MAXON Cinema 4D, e.t.c.  

       Most of the contemporary design sketching and technological applications 

has long overtaken the old hands-on traditional/conventional drawing/sketching 

techniques. At other times, the Design process might even just eliminate 

altogether the 2D paper sketching stage and present the 3D model of the 

intended product in 3Dimension using materials such as kaolin clay, Plasticine, 

Styrofoam, Wax or better still using the New and Contemporary 3D printing 

technique, that is making the rounds and creating Rave reviews right now in 

design technology and manufacturing industry (Goldschmidt, G. 1991). 

Furthermore, a sketch more often than not also implies or refers to loosely 

drawn art works or 2D drawing, were the sketch is used to a greater or lesser 

degree as a means for registering the intended work-able solution of the idea or 

concept derived from the original concept base. 

(3) THE CONSTITUENT ASPECT OF MODELING 

         According to David et al. (1982), Modeling as a process in the design, 

development and production of new products, is brought about by professionals 

such as craft- workers, designers and engineers who rely on the ingenuity, and 

conceptual intuitiveness of the Applied artists, sculptors, architects, graphic 

designers and visual display experts (and of course production/mechanical 

engineers) who helps bring to life the new product so desired. In the study of 

design processes and procedures (especially that of modeling and product 

manufacture/production,) there is what is called the design Techniques of 

modeling and styling:- Modeling in Design is that act of Creating /Reproducing 

design initiatives using the 2D initial concept and translating this into 3-D 

dimension objects  using clay (Kaolin), polymer clay, industrial Plasticine, 

Styrofoam or wax and other more adaptive materials for Design and modeling.    

(i) CLAY MODELING (Design and Styling) 

            Clay and its uses in the design process/endeavour is representative of any 

soft and malleable substance or material often used in the actualization or for the 

realization of the form or morphological structure, make-up or buildup of the 

intended product. For industrial design purposes, there are various types of clay 

varieties or malleable substances that could be used in designing, building and 

sculpting of products or systems.  

(ii) MODELING:  USING INDUSTRIAL PLASTICINE AND POLYMER 

CLAY 

           This is an industrial modeling material, mainly used in the automotive 

design industry. Industrial plasticine‟s composition is wax-based and made up of 

calcium salts and principally calcium carbonate, petroleum Jelly, a long chain of 

aliphatic acid (stearic acid). It is non-toxic, sterile, soft, malleable and does not 

dry up on exposure to air.  It is made of wax which has a chemical make-up that 
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contains sulphur, a yellowish substance with an unpleasant smell found in rock 

formations usually mined from the earth. It is the sulphur that gives plasticine, 

the characteristics smell its known to have. It is a soft, elastic and malleable 

substance usually associated with children‟s toys and very popular with 

animation/animators of children films/movies and also in the motor building 

industry.   

(iii) MODELING: POLYMER CLAY 

          This is a modeling material that does not shrink or change its shape during 

the process of extreme heating. Even it it‟s called clay, it does not necessarily 

contain any clay materials. Polymer clays are those modeling materials that 

exhibit qualities of static form from shape to shape, frame by frame and section 

by section. According to Norman (2002) who states that “Polymer clay is that 

clay which is made up of a synthetic compound consisting of large molecules of 

clay compounds, which are linked in a series of repeated simple monomers, 

which combines several monomers to form a polymer or a polymeric 

compound”.  

(4) THE CONSTITUENT ASPECT OF DESIGN, DEVELOPMENT AND 

STYLING 

        The very essence of the development of the design process begins with the 

acquisition of a viable or credible conceptual idea that has or is a result of a lot 

of research (logistics, resources, analysis) effort aimed at generating or 

providing the desired design solution to a given design initiative. As stated 

earlier above, the design proper begins with the applied artist or industrial 

designers, putting into 2D visual representational display, images of the various 

or individual conceptual ideas so arrived at. This conceptual image is presented 

in full colour 3D visual representation of what the real product would look like. 

Sometimes an accompanying mock-up of a 3D model or prototype goes with the 

2D visual representation.  

         Before any product model is launched, computer models are made 

sometimes in the ratio 1:4 or 1:1 are built to get an impression of the final 

product. They could be created or crafted in clay, plasticine or Styrofoam as the 

case maybe.      (Rosenburg et al., 1995). In all of these design efforts, the role 

of computer Technology and computer aided design CAD/CAM/CAF and all of 

its applications cannot be overemphasized. The computer applications and 

software packages discussed earlier like the Element 3D Video co-pilot, 

Autodesk Maya, Adobe After effect, Alias design packages, and MAXON 

Cinema, 4D to mention a few are some of those design tools employed in the 

actualisation of the design initiative. So the term- “STYLING” or design styling 

or computer-aided styling comes to the fore. (Norman, 2002). 

STYLING (OR DESIGN STYLING) 

         According to David, F. W. et.al (1982) Ibid, who says that all the design 

concepts. and 2-D visuals so realized are translated (or transformed) into 3D 

digital imaging/surface modeling to ensure that the 3D models so developed 

meets with the Aesthetic requirements and specifications of the designers 

expectation, as well as meets with all the engineering and manufacturing 
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requirements. Styling as a technique in the design process, ensures that both the 

technical as well as the Aesthetics components harmonises for the optimal 

utility, form and function of the intended design/product. Tools mostly used in 

styling by product engineering/styling team are Autodesk, Alias and ICEM 

SURF computer software application tools. The styling production team often 

consists of the chief industrial designers, interior designers, and engineering 

experts. In some cases all three roles are collapsed into one.  

(5) DESIGN CONCEPT:  EXECUTION  AND  PRODUCTION. Design 

and Production 

In the execution or completion of a design initiative certain elements and 

universal steps taken to ensure the actualization of the design objective. 

Digesting that further, the approaches adopted before, during and after the 

design, process begins, are enumerated in the following simple 

algorithmic/sequential step by step Design approach. This is consistent with the 

rational model and method of Design Development/Execution (Morris, 2009). 

Examples of these Algorithmic (Sequential Step by Step) Process includes: 

(A) Pre-production stage of Design 

 Design brief which could also be called “partipris” This is the early or 

(beginning) statement of the Design goals, targets and objectives and all of what 

the Design project is made of, contains or intends to achieve and look like. Its 

target goals/objective. 

 Analysis: This involves the analysis of the prevailing circumstance or status 

of the product in question. The prevalent issues (pro and cons) 

 Investigative Research – search for similar design solutions or for related 

design analogys and also for alternative initiatives. 

 Specification or Narrowing down to probable or possible options while 

specifying design requirements and product design specification as to form, 

shape, colour, dimension, weight, existing final state whether liquid solid, paste, 

viscous or Amorphous and so on. 

 Problem-solving: This is the actual execution stage of conceptualization and 

documentation in 2D and 3D of the Design solution or initiative. Here is where 

all the Artistic, modeling, styling (computer styling, Rendition and production) 

prototype production and final fabrication of the real product all come to a 

climax. 

 Design during production: Design development, improvement, amendment 

and enhancement of the chosen design solution/initiative to ensure it meets with 

the desired Design objectives. 

 Testing, functionality and usability: of the product so achieved or designed. 

(B) Post Production Stage of the Design 

 Post manufacture feedback from which future designs and successive 

models might emanate. 

 Implementation: Introduction of the product into the preferred environment 

for which it is to be used or function. 
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 Evaluation and conclusion: A summary of all the Design processes and the 

results achieved there from to act as a guide for future improvements. 

 Redesign: Any or all of the design process might be repeated with corrections 

for earlier errors made. 

 

6. Conclusions 

          The evolution of most innovative discoveries in science and technology 

over the past two centuries has brought about the rise of, and adoptions of new 

ways of doing things. This has been brought about by the introduction of the 

computer, and its Technology, (CAD/CAM and CAF-Computer Aided Design 

manufacture and fabrication) CGI, (computer generated images) and most 

recently/ importantly, the invention, adoption and application of the 3D printing 

technology, which has raised the “dyke” a bit higher for the disciplines of 

Industrial Design and Engineering. The 3D printing technology is become 

known as a technique that ensures that 3D objects can be reproduced by a 

Consumer friendly 3D printer. These printers can produce a plastic like model 

prototype or look- a-like of the object intended for reproduction as opposed to 

the traditional printers that only spreads ink across a 2D surface, a process that 

attempts to create an illusion of Depth in the third Dimension. 

        The nuclei or hub of the performance activity that connects Design, the 

Applied Arts and engineering science to make-up the ephemeral material world 

are to be found in the attributes that characterizes those two disciplines, and their 

delivery through a well articulated curriculum and system of industrial design 

education. An educational system (curriculum) with a well defined philosophical 

goals, aims and (particulate or) set targets and objectives.   

           These contrived characteristics, nature and physical (aesthetic) attributes 

acquired by the given designed object, is reflected/perceived through the 

“prism” of the context, role and relevance of the aesthetics and Applied Arts 

content (Constituent) inherent in the designed object‟s innate morphological 

make-up. Which is spelt out and mirrored against the emphasis of such a context 

(action, principles and purpose of design) that is understood therefrom, (relative 

to such a context). This embodys the thrust, the Nature and Content of Industrial 

Design, its education and its contextualism viz-a-viz the role and place of the 

Applied Arts as constituent imperatives in the Design industry, education and 

practice.     
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4. KAZEEM OLOJO: A PROFESSIONAL PAINTER AND AN ART        

INSTRUCTOR UNIVERSAL STUDIOS OF ART, LAGOS, NIGERIA 
 

Augustine Okola Bardi 
107

 

 

Abstract: The works of art are priceless going by the quality of works exhibited by an artist. 

The artist tends to describe a particular scene near to the natural object in question. In the 

15
th

 and 16
th

 centuries , France relayed on the impressionists  who graduated from workshops 

and schools of apprentice in the likes of Gauguin, Monet, Manet, Degas, Renoir Cezanne, 

Delacroix and others to capture scenes of the Parisian country side that existed long age. The 

artist and his works remain indispensible to the existing societies. This form of art venture is 

not new to Nigeria where schools and workshops of apprenticeship exist. In Nigeria, the 

existing heritage and traditions if not for the artists will not be translated into art by the 

artists particularly painters like Dale, Oshinowo, Oguntokun, Emokpae, El-Dragg and others. 

The existence of workshops and schools of learning art have trained more artists to keep the 

aesthetical values of art. The society would be no doubt an unpleasant community without a 

touch of the arts. The artists who on daily bases create by painting, sculpting to make the 

environment a pleasurable place remain an important factor in the society, 

Key words: Workshops and Schools, Apprenticeship, Heritage and Traditions, Aesthetical 

values, Society  

  

1. Introduction 

      The importance of schools and workshops in Nigeria has helped to the 

development of art in the society for many years now. Many cities in Nigeria 

cannot do without the activities of very talented roadside artists who 

distinguished themselves in the production of sign post, banners, and prints on 

ceremonial T-shirts, umbrellas, plastic caps, mugs and many more. These artists 

were groomed in schools and workshops of apprenticeship, their capabilities are 

not doubting putting into consideration the output of their works, The sixties 

saw the establishment of the Mbari Mbayo, Ife and Ibadan schools, the 

successful Ori-Olokun experimental workshop, the Abayomi Barber school, the 

Bruce Onabrakpeya Harmattan workshop, the Universal Studios of Art led by 

Olabisi Onawale Fakeye, a center of instructors and participants.  

        These centers taught stylistic and expressive art that rank among the best in 

Nigeria. Also, these centers of art excellences disseminate the practice of 

painting, ceramics, graphic design, bead-making, sculpture, tie and dye, batik, 

metal design and many others. The lucky beneficiaries are the youths and adults 

both formal and non-formally trained artists in the society. The focus of this 

article therefore is on Kazeem Olojo a painter of good grade who trained at the 

Universal Studios of Art before studying fine art at the University of Benin, 

Benin City, and now an art instructor at the Universal Studios his alma mater.     
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2. His Early Life and Education 

       Kazeem Olojo was born on the 18
th
 of February, 1970 in Lagos State.  He 

started his primary education at the Lagos Premier Day School in 1976 and 

completed it in 1983. During his primary school days, he had much 

encouragement from his parents and grandparents, most especially his father 

who was a renowned sculptor and a flying boat carver, from the Olojo Kosoko 

family of Lagos. The carving activities of his father also encouraged the young 

Kazeem who started carving boats with a group of young boys in the locality. 

Boat production a trade the family is known for flourished, to an extent  that 

apprentices from the Republic of Benin, Togo and even as far as Ghana, came to 

learn the trade of boat building. Seeing the remarkable and importance of 

attendance to this lucrative trade and going by the number of participants, 

Kazeem‟s Father reached out for more instructors to teach and build more boats 

in Lagos. Kazeem over these years never let go this opportunity as he invited 

some friends to learn the trade of boat building.  

       During this period this period also, his carving skills continued to blossom 

at the Oke-Odo Community High School from 1989 to 1993. After his 

secondary education, he studied at the Lagos State Polytechnic from 1993 to 

1996, and graduated with a National Diploma (ND) in textile design. As a young 

artist, Kazeem got inspiration from all kinds of structural buildings along his 

way daily, while going and coming from school. He was privileged to practice at 

the Universal Studios of Art under Bisi Fakeye as an Industrial Trainee in 1995. 

After his industrial training, he worked with SAIC International Company at 

Orile-Oyigbo. It was his passion to work with this company, since his early 

school days, when he used to walk through some structural building erected by 

the company. He also worked with Babs Dasofunjo and Associates, a building 

consultant in Lagos, who also had other branches in Abuja, Ibadan and Sagamu 

all popular cities in Nigeria. (An Interview, 2011). 
 

3. His Experiences and Experimentations 

        According to Kremarikova and Kovacova in their selected art therapeutic 

programmes, mentioned the usefulness of art not only for social rehabilitation, 

social education, but that it is in another way to supporting the growth of art to 

be relevant to art therapy in disable children and others in the society. The 

society cannot advance without a touch of art educational initiative ( 

Kremarikova, Z.T. and Kovacova, B. 2016, pp. 277-278). Kazeem Olojo was 

opportune to undergo artistic training under Abiodun Olaku before he enrolled 

to study fine art at the University of Benin, Benin City, Nigeria where he was 

exposed to creative activities. He was influenced by his lecturers like Mr. 

Augustine Bardi, Mr. Manasseh Imonikebe, Mrs. Priscilla Aletor and Mr. El-

Dragg Okwujo. At this period, his painting skills and styles improved 

tremendously because of competitions among his mates. What he acquired as 

skills and styles from the Universal Studios of Art kept occurring in his 

paintings; (An Interview, 2011), particularly the vibrancy of his colours. He 

rejoined the Universal Studios of Art as a member in 2005 after his studies at the 
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University of Benin. Pasca writes on the art of music education among the 

Proma and non Proma students which is based on discipline exercises that 

embraces creativity, aesthetics, artworks of musical creations in the 

development where experimentations, expressions, professionalism and colours 

plays a captivating role ( Pasca, E.M., 2015, pp. 323-328). She writes further on 

music wealth, human communication in schools of learning to the perfection of 

musical art. The Universal Studios of Art (USA), is center of experimental art 

appreciation where Kazeem joined to disseminate art knowledge.  

        His arrival at the studios fortunately stimulated the arrival of new 

participants who came to register as students on industrial training, as 

apprentices and as artists who would want to improve their skills in the arts. 

Kazeem‟s tutorship to participants which includes youths, adults both formally 

and informally under his care, was noticeable to a point that the founder and 

leader of the Universal Studios of Art, Bisi Fakeye selected ten newly admitted  

participants in painting under his care in 2013. He gladly accepted the offer and 

by 2014, a year later, the participants graduated and were admitted as freshmen 

into higher institutions of learning, six into the University to study Fine and 

Applied Arts and four into Yaba College of Technology, Yaba, Lagos, Nigeria 

to study Graphics and Photography (Bardi, 2014, p. 223). His non-stop activities 

and attitude to painting projected his craftsmanship that reflects positively on his 

works as follows:  

 
Fig.1: Reflections of a Setting. Kazeem Olojo, Size: 130cmx200cm.Oil on Canvas, 2007.  

© Universal Studios of Art 

                 
Fig. 2: Rampage.  Kazeem Olojo. Oil on Canvas, 2008, Size: 180cm x 150cm.  

© Universal Studios of Art 
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In the Reflections of a Setting (Fig. 1), the artist shows the view of a rural 

community with rustic roofing sheets, hanged and floating cloths, and people 

moving up and down, logs of wood and other paraphernalia of living. He 

presents a mountain at the background in natural colour, and treats all items in 

the foreground with detail (Maduka, 1999, pp. 20-21). Olojo paints Rampage 

(Fig. 2) with a convincing study of „rampaging horses‟ that he has probably seen 

at a Durbar show. He captures the horses with accuracy, and depicts the horse 

riders in an exciting mood as reflected in the fluid movement of the horses.  The 

riders are dressed in purple, black and red, and this colour combination adds 

glamour to the fiesta. 

 
Fig. 3:  At a Setting.  Kazeem Olojo, Oil on Canvas, 2007, Size:200cm x 130cm. 

  © Olojo‟s Collection 

 
Fig. 4:  Evening Mood. Kazeem Olojo, Oil on Canvas, 2008, Size: 200cm x 150cm.   

©   Olojo‟s   Collection 

In At a Setting (Fig. 3), the artist presents a rural community in which 

people are moving in a relaxed mood. He situates the houses in clusters unlike in 

his Reflections of a Setting (Fig. 1). The clustering of beautiful buildings by the 

sea side makes the painting more exciting. In Evening Mood (Fig. 4) Kazeem 

Olojo presents a typical environmental mood of relaxation in which people dress 

casually, walking up and down the community probably to visit friends and 

families. He paints trees and vegetation to create a rural setting. Bolade Fruit 

Market (Fig. 5) shows buildings that are used as warehouses for selling and 
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buying fruits. He creates a sfumato effect on a smoke-like haziness with subtle 

outlines to reflect an atmospheric condition of the market milieu. 

 
Fig. 5:  Bolade Fruit Market. Kazeem Oloj,. Oil on Canvas, 2008, Size: 200cm x 120cm.  

© Olojo‟s Collection 

Olojo executes another market scene, Idumota Market (Fig. 6), where he 

shows a vivid expression of a beautiful market with old buildings and a small 

river at the foreground. The market women are depicted moving up and down, 

preparing for a long day marketing activities   (The Guardian, 2007, p. 85).
 
 A 

Feel of Egbede (Fig. 8) follows this series of environmental paintings, and it is 

rendered as a superb composition. It depicts a typical rural community that has a 

tarred road which is the only link road that leads to all other communities in the 

area. In At a Setting II (Fig. 8) the artist continues his community exploration by 

painting beautiful scenery of rusty roofs and moving human figures. In it, he 

captures an atmosphere that has nuances that are common to typical Yoruba 

towns (Resurgence, An Exhibition Catalogue, 2006, p. 17).   

 
Fig. 6:  Idumota Market. Kazeem Olojo. Oil on Canvas, 2008, Size: 200cm x 200cm. © 

Olojo‟s Collection 
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Fig. 7:  A Feel of Egbede.  Kazeem Olojo. Oil on Canvas, 2009, Size: 200cm x 150cm,                 

© Olojo‟s Collection 

            Kazeem Olojo in Okpe Spirit (Fig. 9), moves completely into another 

realm of social life and leaves the rural community scenery. He presents Okpe 

Spirit with gestural movement and fluid lines. The figure is masked in unique 

attire with a hat to match. He significantly positions the figure in an action 

packed encounter (Ibid. p. 18). It is adorned in a white trouser and a yellow 

shirt. Oke-Ila Reflection (Fig. 10) is another well composed and busy setting. 

The marketers are shown delivering assorted fruits to a typical Yoruba rural 

market. The movement of women, trading to ensure a profitable gain at the end 

of the day, is captured in a somewhat atmospheric mood.  The colours are real 

and inviting; an evidence of Olojo‟s consolidation of realism  (Adenugba, 2008, 

p.5). 

 
Fig. 8:  At a Setting II. Kazeem Olojo. Oil on Canvas, 2009,  Size: 200cm x 120cm.  

© Olojo‟s Collection 
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Fig. 8:  At a Setting II. Kazeem Olojo. Oil on Canvas, 2009,  Size: 200cm x 120cm.  

 © Olojo‟s Collection 

 
Fig. 9:  Okpe Spirit. Kazeem Olojo. Oil on Canvas, 2008, Size: 120cm x 110cm.   

© Universal Studios of Art 

 
Fig. 10: Oke-Ila Reflection (Osun State).  Kazeem Olojo, Oil on Canvas, Size: 120cm x 110. 

© Universal Studios of Art 
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              Olojo‟s artistic skills have improved by the day, and this, no doubt, 

qualifies him as an instructor at the Universal Studios of Art where he has been 

since 2006. He displays diversity of methods and stylistic tendencies in his 

debut paintings, while his myriads of techniques and styles are inspired by 

diverse sources. He acquired artistic training from different hands during the 

course of his practice and studies (Bunmi, 2010, pp. 3-4). An Exhibition 

Catalogue, 2005, pp. 15-16). To date, he has had one solo and many group 

exhibitions locally and internationally.  He is a member of the Society of 

Nigerian Artists (S.N.A), Lagos State branch. This devout Christian is married 

with children. 

 

4. Conclusions 

         The pioneering efforts of Aina Onabolu and Kenneth Murray down to the 

creative input of the Mbari-Mbayo in Oshogbo , Ife, Ibadan and others, have 

roots of art which have metamorphose to more schools and workshops of 

apprenticeship. The Abayomi Barber, the Bruce Onabrakpeya Harmattan 

experimental workshop, the Universal Studios of Art, Lagos where fortunately 

Kazeem Olojo had his tutorship and tutelage would not be easily forgotten. 

Olojo‟s vivid expression of environmental paintings depicting typical rural 

community markets of Idumota market, Bolade Fruit market, Reflections of a 

Setting, Evening Mood, and others, clearly establish Kazeem as a painter with 

pictorial realism and precision. He remain no doubt an artist of high grade and 

as an instructor at the Universal Studios of Art, Lagos, his quality art 

experimentations and styles have benefitted both the formal and  the informal 

participants and students on Industrial Training for some years now. His 

constant activities and would surely benefit more who would be fortunate to go 

through his experimental tutelage not only in the studios, but also as he 

organizes workshops and seminars around Lagos city and its environs every 

year.  
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5. STUDY OF ARTS TEACHERS’ VISION ON  

SUPPORTING “ARTISTIC TALENT” 

 
Ona Ionica Anghel

 108
 

 
Abstract: The purpose of this study is to find out the arts teachers‟ opinion regarding the 

three issues related to the strategies aimed to support pupils with artistic talent: what is? who 

supports? how do they support? the artistic talent. Three goals lead us to this aim: to sketch 

the profile of the pupils with artistic talent, depending on their conduct and needs; the 

identification of the activities to support these special children; the identification of the extent 

to which different institutions get involved in supporting the pupils with artistic talent. To 

achieve these goals, we used the opinion poll as a research method and the created 

instrument was represented by a five-item questionnaire - four of them requiring open 

answers and one for closed answers. A total of 29 teachers of visual arts and music 

education, theoretical and interpretive, were selected for this study. The obtained results 

brought us close to the image that the teachers have on the artistic talent phenomenon. 

According to the teachers, the artistic talent is visible if we pay attention to four fields: 

creativity, passion, harnessing talent, specific skills. Meeting the needs (material, emotional 

support, socialization with peers, recognition of their talent) can be sources of shaping the 

educational strategies to support pupils with artistic talent by the main responsible 

institutions – the Ministry of Education, inspectorates, schools, NGOs. 

Key words: artistic talent, vision of teachers, talented students, educational strategies 

 

1. Defining the artistic talent in theoretical models of understanding 

giftedness 

The relevance of the theoretical models starts with their usefulness to 

science and society, usefulness that they prove to have in time. Some theoretical 

models of understanding giftedness and talent may support the definition of 

artistic talent. The analysis of the dedicated literature in the field of excellence 

focused on understanding the phenomenon of giftedness and talent allowed us to 

synthesize a work definition of the concept “talent in the artistic field”: we 

consider that it can be understood as a manifestation of superior endowment in 

different areas of the artistic field,  as excellence demonstrated by extraordinary 

performances for this field and potential of excellence demonstrated by the 

results obtained in different forms of assessment (Anghel, 2016). 

Here are some examples of theoretical models that have helped us in 

formulating the above work definition. In Feldhusen‟s list of talents, the artistic 

and creative talent occupies a distinct place. In this model, the concept of talent 

is approached simplistically as a component of superior endowment. Even the 

author reviewed the theoretical option for the significance of the concepts of 

talent and superior endowment and adopted for talent the meaning inspired by 

Gagne, that of positive transformation through educational intervention of 

remarkable aptitudinal endowment. (Feldhusen, 2005). 
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According to Tanenbaum‟s appreciation, the artistic talent is part of the 

“surplus talents” list and will be found in the remarkable results of the 

musicians, painters, actors who are meant to beautify the world. Tanenbaum 

creates the portrait of giftedness at the centre of a five-pointed star and claims 

that each of the five elements (superior general intelligence, exceptional specific 

skills, non-intellectual features, support from the environment, chance) will be 

present at different degrees in the different areas of talent. 

Which is the perfect combination to portray the talent in the artistic field? It 

is a question open to further investigation, especially since the importance of 

social responsibility was added to this, Tanenbaum stressing that “it is essential 

for the gifted to learn that great character has to serve as the mediator of great 

accomplishments, otherwise, the brilliant mind can become the most destructive 

force in the world.” (Tanenbaum, 2000, p. 447). 

Renzulli‟s model on artistic talent finds its place in the list of fields of 

manifestation of superior endowment. Moreover, because the model is intended 

to be one with a fast application in practice, the author generates a tool to 

identify those with potential talent and develops more profiles in this regard, 

including several that correspond to the artistic field (Renzulli, 1986, 1999). For 

Gagne the educational interventions - regardless of their nature, formal or non-

formal - on innate aptitudes and especially of those particular to arts will lead to 

performance, the only one that can demonstrate the presence of the artistic talent 

(Gagne, 2009, 2004). 

We appreciate Munich‟s models on giftedness (Heller, 1992, 2001; Ziegler 

& Perleth, 1997; Perleth, 2001) as very generous in the sense that it can be the 

starting points in the study of giftedness and talent, regardless the area of its 

manifestation and regardless of the age of those to be included in the study. 

Excerpt from the dynamic ability-achievement model we can follow the 

evolution of the artistic talent from childhood to youth and further on until its 

transformation into expertise at adulthood.  

Sternberg, also Renzulli or Tanenbaum address giftedness from the 

perspective of social contribution. The role of the artists is special; they must 

promote beauty in a manner in which the value achieved in millennia of 

existence of humanity transcends the present, corrupted by false values, easy to 

understand by the audience, in a hurry every time. Sternberg‟s theory applied to 

the educational environment could help professional growth of many persons 

with performance potential in the areas if this field. (Sternberg & Grigorenco, 

2003). 

 

2. Research Methodology  

The aim of this study is to find out the opinion of arts teachers with at least 

didactic grade II, related to the strategies aimed to support pupils with artistic 

talent. Four goals lead us to this intention: to sketch the profile of the pupils with 

artistic talent, depending on their conduct and needs; to identify the activities to 

support these special children; to identify the extent to which different 

institutions get involved in supporting the pupils with artistic talent and the 
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means they engage; identifying the needs of the teachers who work with pupils 

talented in the arts.  

In order to achieve these goals, we used the opinion poll as a research 

method and the originally created instrument was represented by a five-item 

questionnaire (four of them requiring for open answers and one for closed 

answers by ticking the selected choice on a Likert scale from 1-5). The sample 

consists of 29 subjects, teachers with II didactic grade, who practice at 

gymnasium schools, theoretical high schools or arts schools in Moldavia, 12 of 

them being visual arts teachers and 17 music teachers. The sampling was carried 

out randomly through voluntary participation of these teachers to the present 

study. 

 

3. Results 

The results will be presented following the analysis of each item in order to 

demonstrate the accomplishment of each of the three goals. We obtained the 

sketch of portrait of the pupils with artistic talent, thus reaching the first 

objective of the study, starting from two indicators: the behaviours that indicate 

the presence of artistic talent at pupils and the specific needs of pupils with 

artistic talent. Asked to enumerate five behaviours that indicate the presence of 

artistic talent in pupils, the teachers have added besides the specific skills 

needed to achieve high performance in the arts field other aspects which were 

grouped into three categories: creativity, passion, involvement in their own 

development.  

Even if the first item requested the identification of the behaviours that 

describe talent in art, some of the teachers of the two groups, visual arts and 

music, also provided examples of specific skills as: confidence, sense of colour, 

sense of proportion, analyses natural structures, melodic hearing (correctly 

receives, stores quickly plays correctly), feel the rhythm, feel the music, specific 

physiological skills (strong voice, hand conformation), etc. However, to all the 

talented children in arts there are some aspects required in order to prove their 

creativity such as: imagination, originality, spontaneity, fantasy, thus the 

creativity area has received over 30 nominations from teachers. The passion area 

is even more intensely regarded as describing talented children in arts; a total 

number of 50 nominations of the behaviours in this category serve as proof of 

this fact. These children show interest in art, desire to know more in the artistic 

field, devote time and are more involved in artistic activities than other 

colleagues. These features are specific to the artistic potential.  

 
Table no. 1: Behaviours which indicate that a student is talented in arts 

Dimensions Behaviours Frequency 

Creativity zone creativity 9 

imagination/ fantasy/ improvisation 7 

originality 4 

innovation 2 

attention to details 2 
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Passion zone passion (desire to sing, the joy of singing and 

music, responsiveness, draws much) 

14 

interest in arts 13 

passion (curiosity, give time, hobby, working 

extra) 

9 

sensitivity 9 

desire for knowledge (life artists, new work 

techniques) 

9 

motivation / conscientiously 6 

Self-promotion 

zone 

monetize their work (competitions, shows, 

exhibitions, etc.) 

5 

 

The gift that became talent is demonstrated when these children participate 

with their works in public spaces to be recognized as valuable. Even if only 5 of 

the teachers nominated self-promoting as behaviour of the artistic talent, at the 

next item, in which are investigated the needs of gifted children, 9 of teachers 

identified the need for social affirmation and recognition of talent at the pupils 

who stand out in the artistic field. In the list of needs of their pupils, the teachers 

identify among the first places the need of material support (20 nominations), 

the need for emotional support, empathy and acceptance from others (15 

nominations), the need for knowledge (12 nominations), the need for socializing 

with peers (11 nominations). 

 In order to achieve the second objective – identifying the activities to 

support pupils with artistic talent - we used two items: the first requires the 

enumeration of the ways in which the needs of talented pupils in arts can be 

meet, and the second to identify some possible activities with education 

character meant to support pupils with artistic talent. The results of the third 

item, “which are in your opinion the ways through which the needs of the 

talented pupils can be satisfied?” are correlated with those from the previous 

item. Therefore, the needs for material support are answered with: supplying the 

materials for work and professional musical instruments (15), arranging 

classrooms suitable for the specific of the artistic activity (8), sponsoring 

participation in competitions (6), the granting of scholarships (3). 

The need for knowledge will be answered with: involvement of children in 

circles with small groups, creative (7), monitoring of the individual activity (3), 

direct contact with as many artistic activities (3), exchange of experiences (2); 

the need for support will be answered with: selection of teachers to lead them to 

success (3) to encourage them and have confidence in them (11), family 

counselling (11). The educational activities identified by the teachers that are 

directed towards pupils with artistic talent, are numerous and require the 

involvement of the school, of the family, of the economic institutions and, of 

course, of the interested pupils. Thus, to the item number four -  What are the 

possible educational activities (formal or non-formal) to support pupils with 

talent in arts field? the teachers answered: 

• competitive activities: competitions and olympiads (23 nominations); 

• promoting activities: exhibitions, recitals, concerts (16 nominations); 
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• formative and educational activities such as thematic camps, workshops, 

master classes, circles, activities in centres of excellence (14 nominations); 

• social activities: meetings with artists (11 nominations) and exchange 

experiences with other pupils (2 nominations). 

          To achieve the third objective - Identify the extent to which different 

institutions get involved in supporting pupils with artistic talent - we formulated 

the fifth item, where teachers were asked to rate from 1-5 the extent to which 

institutions get involved in supporting pupils with talent in the artistic field, The 

results indicate the perception of a high degree of involvement from the 

Children‟s Palace (96 points), an average degree of involvement from NGOs (89 

points) and the school (81 points), a low degree of involvement from the 

Ministry of Education (59 points), the County Inspectorates (53points) and 

municipalities (54 points), while the maximum score for each could‟ve been 130 

points. 

 

4. Conclusions 

The identification, cultivation and promotion of talents, aspects perceived 

unitary and coherently addressed through institutional educational strategies, 

could be the source of personal and later professional fulfilment of a special 

population of pupils, such as pupils with artistic talent. With professional 

achievements and becoming creators of art, they will be those who will make 

our life richer through beauty. 

To research the nature of their talent, the training needs and then intervene 

in order to support them in manners that are scientifically argued, becomes a 

duty. This paper is a very small step in this direction and part of a personal path 

of research. On this occasion, we have had a preview on how teachers see their 

own talented pupils, their perception regarding the needs of the pupils and on 

possible ways of intervention. 

The list of educational activities, both formal and non-formal, proposed by 

teachers in order to support pupils with artistic talent proves to have multiple 

alternatives in this regard. They may be available to school institutions but 

involve building and implementing several extensive educational strategies that 

require motivation in finding human and material resources. 
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 Abstract: The article reflects an attempt to rethink the methodology of organizing the 

pedagogical process, oriented towards the development of “the humane in the person ", 

shifting its focus onto stimulating children's inner resources. The emphasis is shifted from the 

teaching, learning and assessment processes, focused on research of the surrounding reality 

towards the exploitation of the child's innate potentials, the ability to know his inner world. 

Maintaining the innate resources of each learner will require from teacher of post-modern 

school the application of techniques to create the necessary social and psychological 

conditions, to provide a path for learners‟ individual development. Thus, each child will have 

the chance to realize their potential talent, including sensitive dimension of their spiritual and 

moral world, this representing the authors' research subject. 

Key words: child, emotional intelligence, spiritual intelligence, moral reasoning, art-

pedagogical strategies 

 

1. Introduction 

In today‟s society when life accelerates the pace, we are forced to comply 

with the outside world rather than focus on our inner world. This is due to the 

lack of ability to solve problems, to make choices based on a conscious effort to 

reasonably analyze the consequences of the possible outcomes of potential 

decisions. Such a conscious choice involves the inner dialogue, which requires 

guidance on how to develop in the spirit of true morality. The contribution of 

education to the consolidation and maintenance of this dialogue is an imperative, 

thus offering the human individual the ability to make moral decisions 

independently, using one‟s own inner voice. 

Unfortunately, the development of technologies exceeded the moral 

development and the "common sense", achieved by the society. In this process, 

we lost the natural order of priorities, commitment to values, our collective 

dignity and respect, independence and, finally, we lost the freedom to exercise 

our will without fear or uncertainty (Methus, 2013). Therefore, reviewing the 

quality of education, especially the stimulation of human spirituality and 

morality, should become an imperative. The issue is not just to prepare the 

children for the integration into the society, but also to create them the 

opportunity to understand the surrounding world and to have a responsible and 

correct behavior (Delors, 2000). It is essential for education to allow people the 
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freedom to think and judge, to feel and create, to ensure that they develop their 

talent and remain as long as possible at the helm of their lives. 

Our study revolves around the didactics of moral generalizations and 

developing the awareness of moral value of an action, based on the benchmarks 

of universal ideal, highlighting a number of important elements. They seek to 

offer competent support to the young humans in discovering their neighbor and 

themselves through the emotional anticipation of consequences of the facts that 

influence the inner state, from early childhood (Zolotariov, 2014). Traditional 

pedagogy, as we have seen, is not particularly concerned with the formation of 

full value representations about the quality of moral behavior, children's abilities 

to interpret the moral sense of actions in line with the essential characteristics of 

the social ideal set up. According to the authors of philosophical and 

psychological works, this standard foreshadows the idea that "moral actions do 

not involve achieving some pragmatic goals by the subject, but are oriented, in 

the first place, towards the scope of interest of another person", implying 

"harmonization and balance with other people‟s interests", the rewards and 

benefits being "in the conscience of the individual " (Zolotariov, 2014, pp. 20-

21). 

 

2. Discussions 

The concept provides that to be happy, we need to know how and to be 

willing to make happy as many people as possible. Hence, the mission of 

education is to organically lead the disciples to awareness of moral value of 

actions and to teach them take decisions, oriented to another person, 

independently, referring to the essential characteristics of the social model. 

Awareness of moral value of one‟s actions can have a stimulating and regulating 

effect on the implementation of human morals in a problem or conflict situation. 

As noted in this respect by S. Rubinstein, the awareness that something is good 

(debt) has a moral content, sufficient to determine the need to make specifically 

this thing. It is not the attraction in its specific meaning of the word, but a 

driving force, however, sufficient to generate a behavior contrary to the 

attraction (Abulihanova-Slaveanskaia, 1979; Asmolov, 1989). 

Developing S. Rubinstein‟s idea, other authors show that proper moral 

understanding and evaluation of possible alternatives to a certain behavior 

should be among cognitive prerequisites, necessary for a child to become a 

subject of moral self-control, while personality prerequisites include discontent 

with oneself, in case of violation of moral norms (Iacobson, 1984). This view is 

consistent with the opinion, shared by the supporters of cognitive development 

theory, who believe that a moral action must be intermediated by purely moral 

judgments and views, taking into consideration the universal moral criteria in 

line with the conscious moral values  of the individual. The results of the 

studies, analyzed in A. Blasi‟s work (Blasi, 1980) generally support this idea. 

The above-mentioned information reveals the need to alter the approach 

to the educational process. Namely, the issue lies in identifying the pedagogical 

tools to help the learners track their moral development progress so that the 
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reward of achieving a goal, related to those around the learners be the 

"satisfaction with the type of behavior that is in line with their own code of 

ethics" (Methus, 2013, p. 68). We shall further refer to some of the changes that 

provide the teacher guaranteed solutions to achieve this result. 

(1) The main idea is the philosophical perception of the child that 

identifies his innate capital, which could be a support in the pedagogical activity. 

Referring to the spiritual potential, scientists emphasize the child's capacity to 

love his parents (not for something specific, but unconditionally, without asking 

for anything in return, to believe sincerely in them, tending to their self-

determination, often contrary to the effort of the adults surrounding him, 

including teachers). This spiritual resource of sensorial-cognition energy is the 

power of every child, while the adult‟s role is to help the child preserve and 

strengthen it, rather than to deform it through a distorted representation of the 

world and of the child‟s place in it. 

Moreover, the innate spiritual potential of the child to manifest his love 

for the neighbor is gradually exhausted, when these resources are not accepted 

or are neglected. Therefore, it is undeniable that parents and teachers need 

competent support to understand and be able to create favorable conditions for 

the preservation and realization of spiritual and intellectual forces of child's vital 

activity (Anisimov, 2014). Based on the above-mentioned information on the 

innate spiritual potential of the child, we can understand the meaning of these 

individual forces, as well as the semantic, value, spiritual and intellectual 

components, which will have to be emphasized in a special pedagogical process. 

We will keep in mind that the child is born with fundamental needs for 

Love, Faith and Predestination, along with the so-called spiritual or 

psychological needs, such as the emotional and intellectual potential in the 

process of self-cognition and learning about his place in life and having 

“creative potential to implement them in the structure of moral relations” 

(Anisimov, 2014, p. 275). The child is a phenomenon that carries out his vital 

mission and is endowed with the highest power of the Spirit. Such a faith in the 

child will allow the teacher to interact with learners in the educational process 

on an equal basis, will inspire optimism, and will form the child, based on the 

principles of creativity, which will contribute to the confirmation of the 

personality development, for which the teacher is responsible. 

 This context generated the idea about the need to use the possibilities and 

conditions of the child‟s initiative activities to ensure his orientation towards 

universal moral values. According to the cultural-historical conception of the 

psychologist L. Vygotsky, only through this activity the child can develop 

personality traits, through which a growing personality could make an 

independent judgment to meet the moral and ethical requirements, established 

by the society (Zolotariov, 2014). Instability of traditional pedagogy in this 

respect appears to be driven by the implementation of the normative and ethical 

principles approach, according to which the formation of personality‟s moral 

conscience is seen as a direct and immediate result of educational and 

instructional impact, coming from outside. In these conditions, we notice 
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discrepancies between the "verbal" and "real" levels in the development of 

norms and rules of human relationships.  Development of psychological 

mechanisms that are most likely to provide moral guidance for behavioral 

actions remains outside the pedagogical concerns. 

  Hence, we face the major problem of the contemporary educational 

system: the incompetence of the majority of teachers to master, except the 

didactic aspect of a discipline, the system of productive and reflexive techniques 

that allow them to create a constructive environment for the learners‟ 

development throughout the educational process that will enable them to 

understand the sorrows and joys as tonalities of their soul, to know themselves, 

discovering and enriching their creative potential on the arduous path of spiritual 

development. 

  Currently, the teacher-practitioner has to act intuitively (almost "blindly") 

while building the management process of a child‟s self-cognition in the existing 

environment, being unable to create suitable conditions for the child to explore 

his inner world. Indeed, the current educational system has no discipline, 

directed towards the child‟s self-cognition and manifestation of his inner world, 

because all the disciplines are directed towards the study of the surrounding 

world. The experts are wondering if it is not the reason why all educational 

systems in the world are going through a crisis (Anisimov, 2014). Alternatively, 

Constantin Cucoș claims that the youth today are tormented by a larger number 

of questions like, "Why should we adorn the spirit or our inner world, if visible 

competences, professional skills, our exterior and the façade are demanded to a 

greater extent? Why should we be interested in what a person "is", what is 

"inside" this person, what s/he "thinks", or what s/he can “become"?" (Cucoș, 

2008). 

We witness today that education focuses on knowledge, so that the child 

is "swallowed" by the system that ignores, for example, the free and enjoyable 

art activities. In these circumstances, there is a need to find a common field of 

actions of autonomous subjects, such as pedagogy, psychology and art, where 

the "harmony, or the mental and physical balance of life comes only from and 

through art" (Șușală, 2000). This creates a new concept, that of "art pedagogy”, 

that gains more and more followers and is currently a priority for researchers in 

science of education. We can depict various approaches to the concept of art- 

pedagogy, applied to certain dimensions and its impact on different categories of 

educational subjects in the researches, conducted by Russian authors. For 

instance, Taranova (2003) - moral education of preschool children by applying 

art-pedagogy, Guzeeva (2004) - professional training of future psychologists for 

patriotic education of students through art-pedagogy, Shumakova (2006) – art-

pedagogy as a system to humanize students in the field of physical education, 

Valeeva (2007) – socializing of adolescents through art-pedagogy strategies, 

specific for non-formal education, Smetanina (2008) – the use of art-pedagogy 

to ensure spiritual and moral development of students in complementary 

education, Anisimov (2009) - art and morality: conceptualization of the object of 

study of art-pedagogy, Sergeeva (2010) - influence of art-pedagogy on the 
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professional training of future teachers, Catrenko (2011) – art-pedagogy as a 

creative technique for students in physical education (Foca, 2015, p.302). 

Representatives of art-pedagogy suggest that in the case of self-control, 

which is the result of a special training, of the possibility to examine oneself and 

one‟s actions in the context of inner dialogue, the child will become able to 

express his constructive potential to manifest himself socially an 

psychologically in the search for meaning of his existence. Moreover, there 

occurs a distortion of the true development trajectory and the innate spiritual 

energy resources are exhausted in the course of human maturation process 

(Anisimov, 2003).  

Art-pedagogy strategies aim to activate creative resources, existing in the 

child to overcome the difficulties of school life, directing the child to 

concentrate on himself, develop communication and interacting skills. It should 

be emphasized that working strategies of our study are taken from the fields of 

plastic art, music, dance, movement, drama, etc., but not in order to produce art, 

or to acquire creative skills, but to live aesthetic emotions that along with the 

cognitive and moral ones, can help overcome various problems in school and 

everyday life. It is vital, therefore, that such a vision inspire and govern the 

education, both in terms of content and methods of intervention. Promotion of 

spiritual and moral values, harmonized with universal ideal criteria for judgment 

and actions, as an alternative strategy to overcome the current crisis of the 

educational system can and should become a constant concern to school in the 

broad sense of the word. 

(2) We need a specific purpose in order to reorient education towards the 

spiritual and moral dominant. According to the experts in the field, the central 

task of education in today's conditions is to remove the man from the objective 

material world, which in fact, has already exhausted its reserves, by focusing on 

the "kingdom of the spirit", where one can find one‟s true values and where the 

supreme Ego will exist in order to reveal and realize oneself. From this 

perspective, the study that we conducted comprises a system of formative 

educational activities, aimed at promoting and fostering emotional intelligence 

(Goleman, 2008) and spiritual intelligence (Torralba, 2012) in every child. The 

idea is to create favorable conditions that allow learners a high level of 

functionality and competitiveness, by focusing on the principles of liberty, 

followed in their turn, by a high level of morality and responsibility. Saturation 

of the formative educational process with sublime and subtle pictures that feed 

the soul and heart of a child to mature and become free turned out to be an 

effective tool to achieve this result (Zolotariov, 2014). 

  These images-values serve as spiritual ferments. These are images of 

love, beauty, kindness, loyalty, creativity, compassion, joy; images of good and 

noble thinking, responsibility. As well as images of self-cognition, self-

improvement, which can guide children in this process of special instruction. 

Thus, the pedagogical technique should be modeled in such a way as to establish 

a consecutive "natural" order of forming "spiritual bodies" provided by 

especially tailored stages of educational process. Acquisition of ethical and 
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moral knowledge becomes, at the same time, a process to develop the ability to 

"see" the surrounding world, yet not understood by the child, the objective 

reality of life through the prism of spiritual and moral values. The learner has 

the opportunity to ponder on the things perceived, not to repeat the words of 

others, even the most correct ones. 

The specifics of the specialized pedagogical procedures that trigger the 

emotional intelligence is to harmonize – align with the perfect model of 

morality, coupled with resonance that involves the child both intellectually and 

emotionally. Harmonization, in contrast to a simple alignment with the moral 

ideal, awakes in the child the motivating enthusiasm to perform moral actions 

and deeds. The challenge is the manner, in which the teacher can harmonize the 

concept of the ideal moral action with the strategy of appropriate behavior to 

awake feelings of passion in the children. Practice shows that teachers who 

display emotional intelligence know that such harmonization implies more than 

mere provision of information on moral and ethical standards, characteristic of 

traditional pedagogy. Harmonization requires from the teacher to create a direct 

link with children's emotional centers. In this respect, the logic (algorithm) of 

modeling a lesson of spiritual and moral education foresees the realization of the 

moment, when this harmony becomes dominant, and the child feels a spark of 

joy, embraced by many members of the group (class), mobilizing their ability to 

act. The teacher‟s questions help the learners to direct themselves inward, 

engaging deeply in identifying the gap between their own interests and the 

interests of the others. It should be noted that the new strategy of pedagogical 

interaction, based on fostering the emotional intelligence, requires from the 

teachers a new culture of thinking, new attitudes and new behaviors, which they 

have to train during the activities. 

 

3. Conclusions 

The key to the shift in the educational processes from the main orientation 

towards the objective external reality to the formation of the child's inner world 

lies in choosing the correct intervention strategy. Traditional pedagogy teaches 

children to make choices in life, starting from the outside, from of the approval 

and acceptance of the others and not going into the depth, from the roots. Thus, 

it does not ensure the ability of learners to use the power of reason, to analyze 

all the possible consequences of their choices, especially when it comes to the 

spiritual and moral life.  

We need to teach children to look inwards, or, as we know, human 

happiness comes from making our own choices, using our own judgment, based 

on our actions on our values and principles, rather than blindly accepting the 

choices, made for us by society. The fact that the child is born with the spirit of 

liberty, with an intellectual and emotional potential and with unflagging spiritual 

energy, will contribute, from the outset, to the efforts undertaken. All that the 

adults (parents, teachers) need to do is to be continually aware of effective ways 

that can influence their children and to do everything possible to apply them 

consistently and systematically. 
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Abstract: The present article describes purposes, learning content and requirements of an 

educational academic and postgraduate (internships for teachers) process, focused on 

teacher training in respect of the most subtle and valuable framework for education, the 

achievement of the individual potential of each pupil, qualified as a unique personality. 

Therefore, it is proposed a synthesis on the formative program geared towards the 

assimilation of the future and current teachers of artistic disciplines (music, choreography, 

painting) of the action and behavioral models appropriate to the domain, to the effectively 

organization of individualized educational process. 

Key words: teacher of artistic disciplines, training program, learning content, purposes, 

professional competence, effectiveness of teacher‟s actions, innovative praxeology, 

renovation in artistic education, originality of thought, creativity, proactivity 

 

1. Introduction 

  We aimed to study the activity of the educational and training of the 

practitioner from the viewpoint of several positions that have significant 

importance especially as concerns the implementation of the innovative 

praxeology and namely – the verification of the correlation between the 

variables: professionalism and pedagogical competence, artistry and continuous 

self-improvement. Based on these statements, we established the following 

praxiologic correlations: 

– the degree of possession of technologies to promote an operational and 

qualitative actuating style by teacher-practitioner; 

– the dimension of stimulating the independence of pupil/student in the efficient 

design and implementation of artistic actions;  

– among the foreseeable risks to which we can expect in the practice of 

teaching-learning-assessment we could highlight as risks which remain open for 

the innovative praxeology implementation process, such as the 

operationalization of three variables with an area of consecutive deployment and 

which are specific to an artistic action: design-organization-achievement. 

 

2. Conditions under which the artistic action takes place 

The educational-training environment highlights the legal approaches 

necessary to conduct qualitatively the teaching-learning-training process 

(Curriculum, contents, methods, principles, objectives, strategies, concepts, 

manuals, methodological guides etc.). As for the nature of the nominated 

environment, it would be primarily about fostering at pupils/students the 

individual need for self-improvement, change and perfection. We address these 
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qualities of personality not only to emphasize the preferences for a certain type 

of activity, but for the perfection as a way of life, as a way of being, existing and 

activating. 

  The individual environment, unlike other environments, is a rather difficult 

environment, closed, because in the centre of its functioning is the object/subject 

of education – the pupil/student with his multiple and diverse features: 

psychological (attention, thought, will, imagination, affection, etc.), features of 

personality (cognition, intelligence, attitudes, awareness, empathy, etc.); 

behavioural (actuating reproductive/creative, proactive/reactive, value/non-

value cantered, open/closed, situated in success/failure etc.). Each person in 

contact with the cultural, educational-training environment forms a space, a 

personal and individual intellectual environment. The intervention of new 

phenomena in space or individual environment, according to the principles that a 

specific person is guided, according to the content of individual maps (the 

sequence of actuating steps performed according with the effective/ineffective 

principles), to the positive/negative behaviour – all this forms that unique and 

original style of personality. 

  The artistic environment integrates the educational-training environment 

and the individual environment, which provides the teacher and the pupil/student 

the chance to relate, balanced in order to contribute to an effective result. The 

artistic environment is a subdivision of hereditary and social environments 

claiming to wholeness, because it is the cornerstone of integrity. In other words, 

this environment, we may say, is an outer shell and also an internal 

incorporation in the personality structure, creating that framework, space, 

environment of expression and self-realization of individual potentialities. The 

activism of pupil/student manifested through critical thinking, integrated 

perception, creative, empathic and proactive imagination is a mediator factor, 

connecting the inner world and the outer world of the person. 

  All the above mentioned three environments have a theoretical and a 

practical significance. Thus, the pedagogical praxis cannot function without 

theoretical material, and vice versa, educational theory would be meaningless 

without basic experiments carried out on the field; theoretical knowledge 

acquisition by the pupil/student would be a useless storage without conscious 

application in practice; the innovative experiences would remain unused and not 

conceptualized, without a theoretical and methodological instrumentation 

because they become a route with a generalizing value significance and continue 

progressing of the formative praxis. 

 

3. Factors accompanying the artistic action 

The human action, partly the artistic action remains, as previously 

mentioned the link between theory and practice, which requires us to emphasize 

its accompanying factors from the perspective of an effective praxeology. 

Among the factors accompanying the artistic action we will expose the 

following: 
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– the interventions of so-called positive factors, with facilitator input and the 

so-called factors, with negative input. The fact is that from case to case, each of 

these factors can influence both positively and negatively: the targeting process 

with elements of the artistic empathy of pupil/student; transposition into another 

role, including in artistic roles; superposition of own feelings with the feelings 

of others; the intimate opening through the senses, artistic ideas etc. 

– AA effectiveness motivation expressed through reasons-inputs: imitation, 

practice, achievement according to the model or "maps" prescribed from the 

outside, rebuilding, change, dynamics, activism, freedom of decision, taking 

initiatives, self-management; 

– motivational success, approached in terms of the principle of stimulating, 

organization and achievement artistic actions of pupil/student; 

– reasons-values, conceptualized in the artistic proactivity and specified as 

follows: 

a. the reason of "tacit influence" (W. G. Jordan) aiming to influencing 

pupil/student by the way of "being", manifesting himself as he is, hearing and 

understanding art, creating, performing – all these actions encouraged by the 

factor-reason "tacit influence"; 

b. the reason "lasting satisfaction" (St. R. Covey) is an overriding need related 

to the artistic activity. This reason gives the person resistance, strength of 

character to resume the repeated action; 

c. the reason of artistic transfer on other areas of activity; 

– artistic communication, achieved by specific means of language (eg., 

musical) and by other arts (intonation, poetic verbalization, mime/pantomime, 

rhythmic movements/dance); 

– external and internal stimulation; 

– real and ideal result (effect); 

– evaluation and self evaluation of own behaviours and those of others; 

 

4. Design, organization and achievement of a practical artistic action 

Such processes are developed based on legalities of functioning of 

proactivity principle. The following things are highlighted: 

1) the objective of artistic actions of pupils/students: 

– to act proactively, ie to act with maximum will and initiative; 

2) individual qualities of pupil/student, transferrable in proactive style.  

a) valuing individual potentialities means targeted actuating of pupil/student to 

the full achievement of personal resources (consciousness, abilities/skills): 

– consciousness in the artistic action has a function of change towards spiritual 

integration by paradigms from outside to inside, from the inside out and in 

personal content; 

– individual skills include variables that define resources for the successful 

realization of artistic actions and lies in: 

 presence of emotional tone; 

 storage and optimal preservation of artistic information; 

 effective mental processing of auditory representations; 
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 flexibility of artistic thinking; 

 critical attitude towards impressions suggested by art; 

– practical abilities/skills – inevitable resources in the context of actions with 

high results. In music, for example, we specify the following reference 

capacities: 

 differentiated and integrated perception of music; 

 verbalization/comment and artistic interpretation of music content; 

 improvisation/elementary music composition. 

b) auto-regulation of positive actions is a variable behaviour related to the 

phrase cause - effect, due to the fact that any cause will stimulate an effect on 

the condition that this effect will be well designed/planned. In the context of the 

paradigm of qualitative change the person is oriented to cultivate a style of self 

control of convergent actions, i.e. to focus efforts on a theoretical level 

(analysis, comparison, judgment, awareness) and on practical level (rejection of 

negative influences and circumstances and acceptance/valuing the positive 

ones). 

Thus, we will give priority to key objectives: 

– to foster positive thinking; 

– to start the design of artistic actions from the end, because every product of 

art is a finality, an actional model developed in time, worth to be followed. 

c) reporting the own initiatives to the efficient ideal. The efficient person 

does not expect solutions of situations and problems but meets them with own 

initiatives and opportunities. Reporting personal initiatives to the accepted 

educational/cultural models, ideals imply a state of criticism and self-criticism, 

representing a new stage in the evolutionary process of paradigm change. In this 

regard, the benchmark is to opt for a qualitative action and outcome. 

d) taking responsibilities. The person oriented on qualitative results usually 

wants is prone to come up with a skilful response(respons+ability) or, in other 

words, it analyzes well the level of personal resources (quantitative and 

qualitative indices) and sets the imprinting (moment) of adopting decisions to 

respond to his actions and not blame circumstances or not giving to others' 

personal failure. The reference objectives are: 

– to choose answers according to situations; 

– to create positive artistic circumstances; 

– to dominate circumstances and representations, feelings, personal 

experiences; 

– to take responsibility for verbal messages and artistic performances; 

e) cultivating a proactive language. Through spoken or artistic language 

occurs the transmission outside of informational materials, including affective 

and emotional states of the internal world. The word is the main exponent of 

judgments, of our intentions. To foster a proactive language to educational plan 

means to change your mental paradigm towards yourself and others, especially 

when we are referring to a process mediated by artistic values. As for the 

persons focused on the result, personal/public achievement, the paradigm of 

proactive language will have the following meanings: "I will manage to perceive 
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deeply the musical message", "I want to know fully the values of music", "I will 

bring the started musical and artistic action to the very end”.  

The dynamics of qualitative changes take place: through 

perception/interpretation: 

– musical and artistic content of creation (idea, theme, character); 

– form and area of exposure / execution (vocal, instrumental, dramatic tale, 

lyric, etc.); 

– psychological load (depth of feelings, suggestive power, empathic 

dimension); 

– the effect of organizational change (re-organization, planning, change of 

behavioural attitudes, tendency to success); 

– independent actuation: taking experimental and self-education initiatives. 

 

5. Mediation of teacher  

The practitioner assumes a great formative responsibility because he evolves 

in the position of educator and manager of interdisciplinary process (pedagogy, 

psychology, philosophy, musicology and aesthetics). Teaching, educational and 

managerial skills of teacher are put into action according to curricular strategies, 

reported to the social demands submitted to education. Given the obligations and 

responsibilities that the practitioner assumes for the educational cause, hereafter, 

we will specify the main roles that a teacher praxeologyst must fulfil: 

Firstly, he should be: 

– observer and mediator of environmental processes (individual 

environment↔ artistic environment↔ instructive and educational/social 

environment); 
– producer of cognitive and formative ideas and messages; 

– coordinator of individual and group actions/situations; 

– designer of actions, strategies, programs, plans (Joiţa, 2000); 

– experimenter of ideas, of individual and collective hypotheses; 

– information source, behavioural model, bearer of values (Joiţa, 2000); 

Secondly, he should assume responsibility for:  

– managerial orientation of personality; 

– initiation of varieties of ideas, assumptions, projects of actionable maps; 

– reasonable decision-making, drawing up and adopting maps of artistic 

behaviour; 

– choice of content and strategies, intellectual resources according to the 

required effort; 

– differentiated guidance with actuating operation; 

– obstructing the non-value factors/components of artistic actions of 

pupils/students; 

– renovation of organizational forms, objectives and techniques to influence 

education; 

– providing interdisciplinary integration (pedagogy, having educational and 

formative function).  
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Pedagogical roles 

Being in contact with mediation functions of the practitioner in process, 

pedagogical roles need to be identified and ranked because they are related to 

the achievement of interactive education objectives and should focus on the 

following objectives: 

– to create from each work of art an environment in which the pupil/student 

will live artistic moments as a show of soul; 

– to urge pupils/students to make imaginative transfers from an art to another; 

– to create opening situations through art to himself, to others; 

– to stimulate ingenuity, flexibility and convergence of pupils/students in 

designing/organizing and conducting of artistic actions; 

– to be a skilled manager not only regarding launching/submission of teaching 

and cognitive tasks, but also in connection with their effective implementation 

process; 

– to organize, to structure effectively the form and content of the 

lesson/artistic education lesson and extracurricular lessons; 

– to exemplify through own shares valuable artistic experiences; 

– to urge students to generalizations and independent conclusions 

(Arceajnicova, 1987). 

Psychological roles 

We reduce these roles to the development of psychological components 

specific to pupil/student influenced by artistic stimuli. In this context, the 

teacher praxeologyst must focus his work on: 

– stimulation of general and special artistic skills; 

– value orientation of thinking; 

– interiorization of work, hearing music itself (Gagim, 2004); 

– sefl-communion after audition (Gagim, 2004); 

– fostering the spirit of research; 

– encouraging the spirit of observation; 

– development of autonomous will; 

– stimulation of cognitive curiosity and special interest for artistic activities; 

– orientation towards an intrinsic motivation for art; 

– high evaluation of the desire to communicate, discuss, interpret verbally 

works of art; 

– stimulation of propensity for result "for dominance in relationships with 

colleagues" (Creţu, 1997); 

– supporting "intense emotional experiences" (Creţu, 1997). 

Musicological and aesthetic roles 

This group consists of roles in the formation/development of 

pupils‟/students‟ value attitudes oriented to active perception of creations of art 

with a rich and diverse content, original in form and style. Based on these 

objectives, the teacher must: 

– develop general faculty of listening, skill of artistic hearing of world 

sonorities, deciphering their significance/voice (Gagim, 2004); 
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– center the intellectual and artistic universe of pupil/student on human values 

reflected in the content of messages of folk and written by composers music; 

– engage in pupil‟s perceptive and sensitive background the design capabilities 

of conducting artistic discourse legalities as virtual and real behavioral 

environment; 

– identify spiritually with dramaturgy by connecting individual 

motivation/reasons with artistic reasons; 

– open artistic codes by which creators of musical works influence the listener. 

        From the perspective of ensuring effective interdisciplinary interference, it 

is necessary to highlight the roles of teacher in the following areas: 

a) proactive centering, accomplished through: 

– drawing up maps of perceptive, interperceptive and creative behaviour; 

– management of perception way, storage/preservation, securement, 

distribution, awareness and application of spiritual acquisitions; 

– time budget management, effective rationalization of artistic actions; 

– coordination, guidance, counseling on design steps and 

organization/implementation of pupils‟/students‟ actions; 

 b) values centering on: 

– orientation towards the identification of aesthetic sense of artistic creation; 

– composition and improvisation of group and individual music; 

– rapid and qualitative learning of music; 

– fostering a proactive language; 

– promoting various interests; 

– advanced artistic skills; 

– evaluation and critical self- evaluation; 

– efficiency transfer (G. Văideanu) of teacher from artistic environment on 

individual environment; 

c) centering on openness to art through:  

– conscious penetration into the mysteries of the artistic message and 

empathized perception; 

– motivation oriented to self and others knowledge in aesthetic and moral 

behavior patterns; 

– offering opportunities for integration in artistic activities both horizontally and 

vertically; 

– fostering the habit centered on behavioral paradigm gain-gain (S. Covey) 

within an autonomous will; 

d) centering on creativity/creation through: 

– reasonable and original opinions formulation; 

– independent solving problems/questions-stimuli; 

– polydimensional development of artistic imagination; 

– responsibility for judgments, ideas open for discussion; 

– optimal choice between launched ideas related to perceived artistic matter; 

– delimitation of the essential from secondary, valuable from ephemeral things; 

– ensuring balance between: intuitive-logical, empirical-theoretical, emotional-

rational; 

http://hallo.ro/search.do?l=ro&d=en&query=centering
http://hallo.ro/search.do?l=ro&d=en&query=centering
http://hallo.ro/search.do?l=ro&d=en&query=centering
http://hallo.ro/search.do?l=ro&d=en&query=centering
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e) centering of artistic actions on elements of temporal forms: 

– musical tempo conceived as phenomenon "music – location in time" made 

by a process of reflection: 

 natural (pupil moves with a speed appropriate to the orientation of character 

of the time given, if other active factors are not involved, i.e. a tempo within the 

range of an average speed); 

 slowing (pupil involves in his action field everything he sees: texts of notes, 

diagrams, instrument, keyboard, fingers, hand), everything he hears: oral 

indications, melodies, rhythms, harmonies; 

 accelerating (texts of notes with a relatively low values involves imagination 

and sensations, perceptions of pupil, a high energy transaction, which stimulates 

speeding of musical tempo). 

– reasons-intonations, phrases-themes, episodes-refrains,reprises- cadences, 

which are subject to the laws of cosmic universe (gravity, attraction, intensity, 

movement, rest cycles, energy, speed, temporality, symmetry, shape, 

spaciousness, networking, mutual influence, uniqueness, trajectory, linear/ 

ircular/rectilinear motion etc.); 

f) centering on success represent those roles which ensures the transfer: 

– from individual to public success; 

– from the success-tendency to success-habit; 

– from the cyclic/ situational success to the integrated/holistic success; 

– from success-failure paradigm to the paradigm of success-success. 

The power of influencing art of communication through musical language on/to 

depends on inner state of the listener/actor/performer that comes in an 

interactive relationship with this environment. Theory and practice of artistic 

pedagogy insists on having a closer relationship between musical environment 

and pupil/student which aims to facilitate the process of influence from. The 

effectiveness of artistic education in context of the influence from, largely, is 

dependent on the correlation of tangency points between both parts – artistic 

environment and the person who communicates. 

If factors of artistic environment influence at the entrance equally on all 

subjects-listeners, then the depth and area with which factors of artistic 

environment influence the inner state – mood, emotional, conscious – differs 

from one pupil/student to another. The main efficiency factors of the formative 

process, beginning with the states recorded from start and reported to the effect 

achieved at the end of a cycle (semester, academic year) are exposed in the 

given experimental direction (direction II) in order to be submitted to 

experiments on the field. 

 

6. Conclusions  (Obstructing factors) 

In instructional and educational practice, in his actions, the practitioner often 

chooses the easiest path, instead of proceeding to complex actions, supported by 

multiple options for an effective achievement. Within the category of such 

practitioners, we can distinguish some persons who allow the infiltration in the 

process of obstructing factors, such as: 

http://hallo.ro/search.do?l=ro&d=en&query=centering
http://hallo.ro/search.do?l=ro&d=en&query=centering
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 to achieve the expected results, in detriment of heuristic methods, teachers 

limit themselves to the exercise method; 

 the teacher does not assume responsibility for the investigation of the artistic 

process, but for the result reported to a standard behaviour; 

 creative efforts are not taken into account when measuring the intellectual-

artistic feedback; 

 the results, the products of original artistic creations, are overlooked during 

the assessment process; 

 as a rule, details are usually subject to review and not the essence of the 

process; 

 it is believed that art, and the phenomena related to it, are not subject to 

logical rules; 

 critical thinking is an arbitrary attribute, insignificant in the framework of 

artistic effectiveness; 

 in the theory and practice of artistic education/teaching there isn‟t a complete 

overview of pupil‟s/ student‟s critical thinking.   

External factors 

1. The theoretical researches, conclusions and methodical recommendations 

exposed in the form of thesis, articles, essays and other theoretic and 

praxeological materials are not sufficiently validated on a large scale not only in 

practice, but especially under laboratory conditions.    

2. A good amount of the researches from the training area and artistic education 

are too distanced from the problems practitioner teachers are faced with. This 

kind of distancing creates a sort of alienation between the two areas (theoretical 

and practical) which, while in parallel, register a small percentage of common 

points. 

3. The homogenization of the artistic system by developing manuals, curricula, 

methodical guides without alternative projects leads to the teacher‟s refuge in 

the inside of the daily activity/of the empiricism and of the regularization, and as 

a consequence he/she is offered few options for innovation and change. 

4. Some theories are developed on the basis of the conceptualization of other 

sciences neighbouring with pedagogy and these are not always in harmony with 

its subject. 

5. The existence of practitioners‟ specific mentality to preserve the traditional 

depositors/accumulations and to oppose resistance to the outside influences. 

6. The educational environment is open, to a lesser extent, to external observers 

(society, parents, administrative bodies in charge etc.), and this implies 

difficulties in the detection of the real situation and intervention in an opportune 

occasion. 

7. The appreciation of the quality of students‟/pupils‟ activity, which also 

includes the result of the teacher‟s pedagogical investment activities, is achieved 

by the teacher himself/herself, and this determines a low level of the objectivity 

at the evaluation and self-evaluation chapter. 

8. The teacher‟s responsibility for the school achievements/success, and, 

especially, for the pupils‟/students‟ extracurricular behaviour is minimal. 
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Internal Factors 

1. Lack of continuity related to stating the work objectives in designing and 

realization of AA. Much of what is projected or planned is not fulfilled or done, 

and this little amount is not subject to critical examination, vertically and 

horizontally, in order to undertake tangible steps towards promoting of the 

education as a change in quality.  

2. Pupils‟/students‟/teachers‟ intentions and efforts towards changes in quality, 

aren‟t often supported/stimulated by relevant, nor material, nor moral, factors. 

3. Pointing out the strategies/policies of change of a small number of 

pupils/students with special abilities to the detriment of the entire 

school/academic segment constitutes an instructional and educational crime. 

4. The presence of teacher-practitioner‟s eagerness to subscribe the results and 

success of his/her disciples and qualify them as advantages of his/her own 

success. Such a charismatic style overshadows the relationship teacher-

pupil/student. 

5. The instructional/educational environment is monopolized, which speaks for 

itself that pupils/students/parents have no alternative either in their choice of 

school/faculty, especially in terms of rural setting, and, for the most part, given 

that they do not take advantage of the choice of subjects of study. To this end, it 

is necessary to develop a list of optional disciplines and optional extracurricular 

activities that the pupil/student could benefit of. Artistic training/education 

opportunities, in this area, are quite considerable. 

6. In today‟s artistic education, the question/issue of testing the modernist 

practices is not even approached in praxeological way, along with their 

extensive dissemination in the instructional-educational environment (IEE). 

7. The impoverished initiatives of some teachers-practitioners in promoting of 

an education of change are qualified by peers as challenging, disordering the 

process which “runs quietly and without shaking”. 

8. The practitioner form of self-improvement through advancement in 

professional degree, although it constitutes a substantial approach in the 

dynamics of professional competence, does not save the situation, because the 

written works that are submitted for evaluation, are often nothing more than 

some transcripts from profile sources, without being accompanied by 

materials/arguments from teachers‟ personal pedagogical practice.  
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Abstract: Discrepancies in the way arts are positioned and approached in mainstream 

curricula in Europe afford awareness over the great diversity of contextualized actions and 

the social, cultural and historical tenets informing arts‟ role and place in relation to school 

based learning and education. Diversity invites exploration and may allow a better 

understanding of what functions as a constraint and what as an affordance to the pedagogical 

reforms and epistemological repositioning almost every national system of education 

embarked on, in contemporary Europe. It is proposed here a critical reading of the 

documented approaches to arts in educational practice in contemporary Europe, framing four 

main false dichotomies: reason vs. emotions, theory vs. practice, general aptitudes vs. specific 

ones and individual competences vs. collective capacity building.  

Key words: educational practices, discrepancies, arts, curriculum, false dichotomies 

 

1. Introduction  

Arts are a relevant part of European mainstream education, and they are 

included in the core curriculum of most types of schools on the continent. At 

least, this is what the Eurydice Report: Arts and Cultural Education at School in 

Europe (Eurydice, 2009) is telling us in the most comprehensive analysis of 

educational policies and practices in Europe, to date. The measure of, and the 

reasons for Arts‟ presence in curricula differ greatly from one system of 

educational practice to another.  In some approaches to planning the curriculum, 

various artistic forms are reunited in one comprehensive learning unit called 

Arts, in others they produce disciplinary learning units, called after the specific 

artistic form (i.e. Dance and choreography, Music, Photography etc.). The 

learning contents pertaining to Arts are either reduced to Music and Visual Arts, 

or are extended to include drama, dance and choreography, crafts, new media 

arts, architecture etc.  

 

2. Discussions 

Structuring and allocating the time resources for learning arts in the 

curriculum also greatly vary. Whilst the image is quite homogeneous for 

primary education, where arts are present in the mandatory parts of the curricula 

in all European systems of education, in secondary education the image is not so 

homogeneous, the arts being moved in either the optional section in the 

curricula, or in the extracurricular activities offered in some schools and systems 

of educational practice. Everywhere in secondary education curricula, the time 

allocated to studying in the arts is significantly less than that allocated to 

sciences, language and mathematics.  
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When explicit concerns address the marginalization of arts in the 

curriculum, chances are some educational programs and projects attempt some 

kind of compensatory action towards diminishing the structural deficit in the 

curriculum. Such is the case of programs like Creative Partnerships in England, 

Cultural Rucksack in Norway, Kultur Agenten in Germany, or p[Art]s in Austria 

(Bamford, Wimmer, 2012). Creative Partnerships, for example, is a program 

intending to significantly impact the long term commitment and participation of 

young people to school learning, by employing artists in the planning of 

curriculum. This program in particular aims at provoking change at the level of 

the school as an organization, not only at the level of students‟ learning, in their 

encounter with the arts and culture.   

The Eurydice Report makes this great variety of positioning Arts education 

in the European curricula most visible when discussing the goals and aims of 

arts education. At a general level, in all European countries arts education aims 

at training students for understanding, knowledge and skills in the arts. 

Additionally and vastly contextualized, school systems may attribute to arts 

education merits in training students for “critical reasoning”, “cultural heritage”, 

“individual expressivity”, “cultural diversity” and “creativity”. Only in half of 

the educational systems included in the Eurydice Report, however, these 

formative aims associate learning in the arts with lifelong learning goals and 

abilities.  

The discrepancies in the educational policies and practices on arts 

education in Europe may be easier to grasp should we consider the 

particularities of the historical trajectories of arts and arts education in Europe, 

presenting many turning points and not quite a homogenous picture for the 

historical recognition and prestige assigned to the various forms of artistic 

production and expression we know of today.  Discrepancies in the way arts are 

positioned and approached in mainstream curricula in Europe afford awareness 

over the great diversity of contextualized actions and the social, cultural and 

historical tenets informing arts‟ role and place in relation to school based 

learning and education. Diversity invites exploration and may allow a better 

understanding of what constrains and what affords the pedagogical reforms and 

epistemological repositioning almost every national system of education 

embarked on, in contemporary Europe. It is proposed here a critical reading of 

the documented approaches to arts in educational practice in contemporary 

Europe, framing four main false dichotomies: reason vs. emotions, theory vs. 

practice, general aptitudes vs. specific ones and individual competences vs. 

collective capacity building.  

Reason and emotions. Historically inherited from the period of 

Enlightenment the assumption that the functions and the purpose of intellect are 

significantly different from those of the human emotions has prompted a number 

of hypotheses concerning the various areas of human activity (implicitly, of the 

educational activity), and their roles and purpose in relation to various 

projections on human accomplishment. As a result, a great dividing gap has 

been envisioned between arts and sciences and between their subsequent roles in 
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education, with the later dealing with knowledge, facts and objective truths, and 

the former with the emotions, subjectivity and self-expression. Science was 

credited to produce objective, depersonalized, therefore reliable knowledge, 

whereas arts performs a compensating role by allowing for an introspective 

filtering of the world; sciences were regarded as truly useful, whereas arts were 

granted merely a complementary role in education (Robinson, 2011). In the 

modern world the authority over establishing what constitutes knowledge 

worthy of attention is unalienable and is attributed solely to an objectivist 

approach to understanding, teaching and learning.  

A discussion of arts and sciences departing precisely from considering the 

point of their absolute dichotomy, as modern age proposed for education, is 

particularly interesting as it affords pedagogical explorations beyond the 

confines of complementarities of their functions in the curriculum. Sciences are 

deemed to cover a vast spectrum of knowledge, aiming to explain how the world 

works in itself; sciences are concerned with all aspects of life from nature to 

extra-terrestrial space, from human personality to social systems. Arts, on the 

other hand, are concerned with describing and expressing qualities of 

experiences; they cover a vast spectrum of practices, styles and traditions, 

historical and cultural (Robinson, 2011). Thus understood, arts and sciences 

fulfil complementing roles in education, providing opportunities and specific 

tools and means for structuring learners‟ knowledge about themselves and the 

world.  

With all the advantages it affords educational practice in terms of planning 

and organizing a seemingly well rounded curriculum, made of well-defined and 

properly interconnected learning units, each responding to individualized 

content standards, hardly ever overlapping and allowing for a maximized 

efficiency in distributing pedagogical resources towards accountable educational 

ends, complementarities also allows for a different prioritization of the 

educational roles arts and sciences play in the curriculum, with the balance of 

pedagogical resources attributed favouring either, or. As such, it follows that 

over-emphasizing one in the detriment of the other is also possible, running at 

the risk of breaking the harmony of arts and sciences in the same, holistic 

educational vision.  

This separation of roles for arts and sciences, albeit vividly disputed by the 

psychological and neuro-physiological research over the past decades (see 

Gardener, 1993; Goleman, 1996), is maintained in many approaches to 

curriculum planning today. The time may have come, though, along with the 

limits of an approach to curriculum building on the complementarities of 

functions for arts and sciences, also to  carefully consider the similarities of 

knowledge production processes in both arts and sciences, as Robinson (2011) 

warns: they both include objective and subjective elements; both rely on 

knowledge, emotions, intuition and non-rational elements; both are driven by 

personal investment and motivation and both are highly creative (Robinson, 

2011, p.229).  
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Forming a deep understanding of what complementarities of roles and 

positions in the curriculum actually entails for both the effects on learning and 

for the actual learning experience, and deeply understanding what may 

constitute a common ground for both arts and sciences in terms of knowledge 

production seem advisable enterprises. Even more so when reformist discourses 

on education almost everywhere claim to invest a very big interest in identifying 

approaches to learning and pedagogical resources able to afford the school 

learning with opportunities for revealing to learners the ongoing dance between 

intellect and emotions that normal human activity and functioning entails 

(Goleman, 1996).   

Theory and Practice. Situated anywhere between progressive and 

traditional perspectives over what counts for an educational horizon in the 

ongoing continental reform rhetoric, the approaches to arts in the curricula 

across European systems of mainstream education varies greatly. This diversity 

is making visible a variety of false dichotomies in planning and delivering the 

curriculum, with that of opposing theoretical and practical aspects of learning 

and learning outcomes fuelling ongoing debates in education.  

This particular opposition has interesting historical explanations. On one 

hand, in the history of Western Europe education, the Industrial Revolution has 

brought to the fore of pedagogical attention the importance of connecting the 

outcomes of schooling to the requirements of the new forms of organizing 

economic activity, labour and production. At its best, schooling was supposed to 

aim at professionalizing young people, meaning preparing them in knowledge, 

conduct, attitudes and skills for the work life. That meant that what was deemed 

worthy of making the object of learning in school was to be decided against new 

criteria: knowledge and skills that serve in the best and most efficient way to 

placing young people in jobs. From this angle, arts were not only marginalized, 

but to the extent they were allowed in the curriculum, they were transformed in 

content and approach so that it helped prompting deductive, propositional, 

practical and pragmatic knowledge to the fore of school based learning. 

On the other hand, the history of arts and art schools in Europe provides 

other explanatory routes for the emergence of this particular dichotomy. In 

Ancient Rome it was possible to separate between artes liberales -  dedicated to 

cultivating the spirit of the free man – and artes mechanichae (iliberales, 

sordidae, lat.) – preoccupied with manual production of goods and  exclusively 

performed by slaves. Music was always assimilated to artes liberales, whereas 

painting and sculpting were included in the artes mechanichae – and the status 

quo of this separation will preserve throughout the entire Middle Eve. With the 

emergence and rise of guilds of painters and sculptors promoting specific ways 

of production and commercialization of art works, as well as specific forms of 

training based on apprenticeship models and complete immersion of disciples in 

the life and work style of their masters (Heinich, 1993), it is created a context of 

practice where a new social and economic status appears within reach for both 

the visual artists and the visual arts. In order to rise to the status of artes 

liberales, the visual arts of painting and sculpting were subjected to an 
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intensified intellectualization process in the course of the XVI-th and the 

beginning of the XVII-th century. About that time two academies of paining and 

sculpting have been documented to have been set up in Florence and, later, in 

France, promoting the study of philosophy, anatomy and mathematics along 

with the learning of drawing and sculpting (Darras, in Bresler, ed., 2007). The 

academies and the guilds have had a parallel functioning up until the XVIII-th 

century, when the guilds would disappear.  

The visual arts have had a long and difficult history being confirmed 

among the artes liberales. Their long journey to affirmation has included stages 

of deep transformation and assumed intellectualization, the academies 

promoting a double pedagogical strategy: one designated to the reasoning and 

theory, the other to the hands and practice (Batteux, 1747, in Heinich, 1993, 

p.93). The echoes of these formative practices can be recognized in some of 

today‟s arts schools‟ ethos, restricting the legitimacy of manual, technical, 

practical learning in visual arts for the benefit of pedagogical approaches worthy 

of artes liberales, like the study of aesthetics, art theory, history of art etc.  

In the mainstream curriculum, the tendencies to marginalize arts are 

explainable by this very ambivalence of arts education‟s advocates: should they 

voice an intellectualist approach, it follows that the pragmatic, job – related 

value of the knowledge they advocate for is reduced; should a more technical, 

manual approach to arts learning be advanced, the low intellectual status 

inherited from the age of artes liberals vs. artes mechanichae is brought to the 

fore of curriculum decision making. Either way, it may seem like a lost battle. 

Yet arguments in favour of sorting out this error in interpreting the curriculum 

have been put forth by a huge number of well-known educationalists: Johann 

Pestalozzi (1746 – 1848), Maria Montessori (1870 – 1952), Rudolf Steiner 

(1961 – 1925), Carl Orff (1895 – 1982), John Dewey (1859 – 1952), Lev 

Vygotsky (1896 -1934) and many others.  

In overcoming the shortcomings of this false dichotomy, all the writers 

mentioned above propose placing the learner and the learning experience at the 

centre of our pedagogical thinking and curricular decision-making. By making 

the learner, the experience of learning and the learning action the priority in 

educational practice, the material and immaterial, theoretical and practical 

aspects of learning are engaged in a dynamic relationship to one another, 

shifting our focus from the dichotomy of theory and practice to finding what 

best serves enriching the learning experience and motivates participation to 

learning. To this avail, arts in all forms of expression may serve us well. 

General versus specific aptitudes. The Eurydice Report (2009) is 

eloquently introducing empirical evidence of a great scope of aims which the 

arts education in Europe is directed at: in some approaches to curriculum, arts 

are credited to train and develop specific skills and competences, in others -  

general, trans-curricular ones.   

This diverse way of positioning toward educational goals has its‟ roots, yet 

again, in the cultural and historical tenets of the Industrial Revolution, in 

providing mass access to education, and in the rationalist view prompting 
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quantification and cost-efficiency of investment in the social service of 

education by specializing formative routes and strictly correlating it to the 

requirements of the work market and material production. Specialization and 

early enrolment of students on educational routes fit for their intellectual 

potential were common attributes of post-war educational practice on both sides 

of the Atlantic, and continues to inform the educational practice in many 

countries today (Robinson, 2011).  A key element in organizing education 

systems like that is the timely and proper diagnosis of the general and special 

aptitudes of the students, following a pedagogical logic placing with every 

subject a set of specific aptitudes for which the students need to prove initial 

appropriate potential. The human intelligence is considered a general potential, 

possible to appropriately diagnose by measurements of verbal, logic and 

mathematical intelligence. A special aptitude, named talent, is attributed to 

performing in the arts.  

In contemporary cognitive psychology, the notion of talent is approached 

by researchers such as K. Anders Ericsson, or D.K. Simonton as a far more 

complex semantic reservoir. The talent functions as a “package, an ensemble” of 

characteristics acting simultaneously and harmoniously, much like the 

instruments in an orchestra (Kaufmann, apud. Stănciulescu, E., 2013). Talent 

may have genetic determinants; yet not the talent itself is inborn, as the genetic 

determinants for certain capacities and abilities, which may, at some point, form 

the nucleus of a talent (Coyle, 2009). Most forms of talent are, to a great extent, 

the result of social experiences and (self)education. Some are manifest early in 

childhood, others become manifest later during teenage, or even later in adult 

life. That is also because only in a social/ life context the “button” arousing the 

various characteristics of a person credited to harmoniously orchestrate a 

response to a situation and reveal noticeable performances can be activated. 

Also, talent is not just about technique (i.e. hearing, voice, sensing colour and 

forms, etc.), as it is about a number of volitional and motivational aspects as 

well (i.e. being particularly interested about a phenomenon, a capacity to self-

motivate, and self-discipline etc.) so far ignored in education (Stănciulescu, 

2013).  

Narrow educational pathways to specialization may have been a profitable 

strategy for common people decades or hundreds of years ago, when access to a 

profession may have constituted the springboard for an improved economic and 

social status because it was, to a greater extent than it is today, reasonable to 

expect that the parameters of life – professional or otherwise – may not change 

too much within the span of a lifetime. Today, “it is not possible, nor is it 

comfortable or profitable to set yourself – at any given age – on just one lane, 

however easy advancing on it may seem (or however much talent one may think 

he or she possesses, in order to perform in a certain area)” (idem).  Talent needs 

a far more complex reading than it needed a few decades ago. Moreover, change 

has become so intrinsic to contemporary life, that it is simply not reasonable to 

think that any talent relevant for activity today will be necessary in the exact 

form and expression within the next few years (idem).  
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Moving beyond this false dichotomy in arts education and in curriculum in 

general, comes as the reasonable thing to do. Disciplinary approaches to 

learning could be replaced by integrated and trans-disciplinary forms of 

structuring knowledge, for the simple reason that integrated approaches to 

learning afford the students opportunities to explore and uncover the myriad of 

possible combinations in which their characteristics, dispositions and abilities 

may become visible in their responses to the learning situations.  

Individual versus collective perspective.  We are used to think that creative 

labour is the manifestation of a solitary creative genius breaking through the 

confines of general conventions, progressing unabatedly towards creation and 

its‟ end products – i.e. a work of art, an original idea etc. – animated solely by 

one‟s will and personal qualities. Albeit history and collective memory is full of 

examples explicit of how we assimilate the work of art to the identity (name) of 

the creator (artist), this image of creative labour may prove deceiving.  As 

Robinson put it, original ideas may spring out of the creative inspiration of the 

individual mind, but they never appear in a cultural void (2011, p.241).  

In many national curricula the notion of creativity lacks a clear, operational 

definition and consideration; its‟ recognition is more implicit and determines a 

very diverse picture of  approaches in the educational practice.  In this diversity 

of approaches, one prominent dichotomy is that made explicit in how individual 

and collective planes intertwine in the anatomy of creative processes.  On one 

hand, traditional approaches to school learning prompt an educational process 

structured on lessons, classrooms, standardized curriculum delivery and 

academic assessment, following the logic of accountability of learning outcomes 

and a cost-efficient view on investment in education.  The pedagogical focus is 

on the direct relationship between the learners and the disciplinary contents 

being taught to them in the classroom, the memorization of which is later 

subjected to standardized testing.    

On the other hand, the majority of proposed curricula - as the Eurydice 

Report shows – seem to associate creativity to specific areas of study and 

disciplines, namely those in the Arts curriculum. This is particularly challenging 

when it comes to assessing creativity (Craft, 2008) and to committing to a 

particular definition of the term creativity in the proposed approaches to school 

learning. Assimilating creativity to artistic creativity has almost a boomerang 

effect on the importance attributed to creativity and to arts in school cultures 

prioritizing records of quantifiable individual academic performances. Here arts 

and creativity will most likely be found at the margins of curriculum, less of an 

academic priority, more of a complementary, luxurious accessory to mainstream 

education. Moreover, it is very possible that in the course of transposition, 

creative processes available for teaching and learning in the classroom to bare 

very little similarities to the creative processes in the various art forms, out of 

the school.  

Discussing the relationship between the perspectives of the individual and 

collective aspects of creativity is important for both forming a deeper 

understanding of the concept, and for locating possible continuities and 
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discontinuities with the school culture and the approaches to creativity in the 

curriculum. The arguments put forth in this respect by the Organization for 

Economic Co-operation and Development – OECD (Lucas et al. 2013) seem 

worthy of attention.  The OECD proposes a model of creativity based on five 

general dimensions: inquiry, perseverance, imagination, cooperation and 

discipline. 

 Inquiry stimulates creative processes by focusing on the general disposition of 

seeking what is interesting, what stimulates, engages and may satisfy one‟s 

sense of wonder in the problem-spaces one engages with.  This disposition 

prompts an interest for questioning what is relevant in the problem, to explore 

and investigate on multiple possible ways and challenge stereotypes and habitual 

manners of thinking about the problem, not taking anything for granted and 

engaging with a certain degree of scepticisms in taking things at their face value.   

 Perseverance  names the resilience, the tenacity in confronting adversities and 

difficulties, the courage to be different and take positive risks, a certain level of 

tolerance to uncertainty and being ready to see the road ahead, even when the 

aims are not yet clearly stated.  

 Imagination stands for the ability to identify original solutions and possible 

courses of action, readiness to try, test and improve ideas, to make connexions, 

to analyze and structure in new ways separate elements and to be intuitive about 

new possible connexions and ideas.  

 Collaboration, because creative processes are social and are collaborative in 

their nature (John-Steiner, 2006 apud. Lucas et al, 2013). This means to share 

the fruits of creativity, to offer and receive feed-back – which is an action 

catapulting the desire to go on, to listen and to contribute relevantly to the ideas 

of others, to be a part of other people creative labour, when participation is 

relevant and instrumental.  

 Discipline is the counter-point of that state of dreaming, traditionally 

associated with creative work, particularly in the arts. Creative labour may 

include routine work (if only we consider the number of hours going into 

perfecting a dance choreography, or in music performance etc., before going on 

stage), technique and skilful structuring of the creative product. Being 

disciplined means to allow time and pay attention, effort and will for training 

new techniques and perfecting older ones, it means reflection and inquiry over 

one‟s own creative work and its‟ various parts and aspects, and it means 

informed decision-making and taking pride in one‟s work. Attention to details, 

diligence in correcting errors and will to see the final product working well, just 

as intended or better are also distinctive components of the discipline of creative 

people. 

Should we look at things from this perspective planning the curriculum 

beyond the confines of the myth of individual creativity (i.e completely free and 

relying solely on inspiration) – well to popular with many educationalists today, 

many of whom are the arts teachers themselves – seem possible. In writing this 

argument I have departed from thinking that we have a better chance at 
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foreseeing courses of possible action on our way to embodying educational 

reforms in the classrooms  should we  try to understand whatever lies ahead – 

for better or worse - on our way to fulfilling new visions of education.  

 

2. 3. Conclusions 

It is important that, in deciding what the way ahead may look like, when 

considering the great diversity of approaches to educational policy and practices 

in Europe, to strive for a deep understanding of specific differences and in 

making informed decisions. This is particularly challenging in educational 

cultures where change is habitually pressured in a top-down manner, without the 

exercise of inquiry, critical analysis and consensus building on an on-going, 

multi-voiced debate of possible courses of action and examples of best-practice.  

Whilst comparisons are often proposed, it is quite frequent that these 

comparisons are surfacing the deep cultural and historical tenets of various 

educational approaches, at the expense of rushing into not quite successful 

implants of practice from one system of education to another. 
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