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past experience, background theory and knowledge, bodily aware-
ness, and present concerns. From these tacit elements we project an 
understanding based upon the clues presented in a work of art. 

The imaginative element in aesthetic perception, as well as in scien-
tific discovery, has aroused the attention of philosophers in recent 
years. Much has been made of line drawings of ambiguous figures to 
illustrate what occurs when viewers perceive a work of art. In observ-
ing a figure such as the famous duck-rabbit, for example, viewers first 
see the figure in one way and then in another. 

Aesthetic properties give humanly accessible shape to things, and 
they evoke curiousness. Aesthetic experience involves the construc-
tive powers of the mind, and aesthetic experience is of overwhelming 
importance to art. According to Carroll, aesthetic experience is com-
prised of design appreciation and the detection of aesthetic proper-
ties.132 This is a matter of attention to and contemplation of aesthetic 
qualities and artistic forms. Aesthetic experience does not represent 
the only kind of legitimate response to art. Cognitive and moral ex-
periences may be equally appropriate. 

VISUAL AND LINGUISTIC CONNECTIONS 

l o think is to make connections. The connections of interest to the 
symbol systems are the internal connections between the elements of 
self-sufficient media or symbol systems. It legitimises only thought 
that stays within the terms of a symbol system. Integrated learning 
calls for connections across as well within symbol systems, whatever 
the result may be. Especially it is a question of connections between 
visual and linguistic elements. The reason is that much of the mean-
ing of the works of art lies in their relations with the world we live 
in, including personal and collective purposes, the culture around us. 
And culture is accessible mostly through language, but the cultural 
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network of meanings is mediated through language and behaviour. 
The categories embodied in language and behaviour is part of the 
constitution of meaning. 

One would expect a cognitive approach in psychology to be a natural 
link with discipline-based art education, but it has some problems 
in that direction. It fits well with those who think of art making as 
a principal activity of art education and of the various media of art 
making as the disciplines of art. For it allows them to say that to learn 
to draw is to learn to think visually and to use the symbol system of 
drawing. But it is less useful to those who count art history, aesthet-
ics and criticism as discipline of art. These disciplines use words and 
cannot claim to be either a medium or a symbol system. Still both 
the discipline-based art education and the symbol system approach 
share the view that art is cognitive and that its cognitions are unique. 
Related to this comes Howard Gardner 's theory of multiple intel-
ligence. Gardner thinks that intelligence is a way of thinking deter-
mined by some combinations of Arnheim's perceptual channels and 
Goodman's symbolic domains, overlain with the stipulation that they 
are useful in socially developed practices.133 

It has been found that the capabilities of young to discuss art have 
been greatly underestimated. It has also been found that with proper 
motivation and good strategies or through the interjection of con-
flicting ideas, groups of individuals without a formal educational 
background can deal with sophisticated aesthetic issues.134 There is 
evidence that the visual thinking of children begins as part of what has 
been called a plural-media activity.135 According to this view, when 
young children begin to draw, represent meaning visually, they do not 
make marks on paper that are intended for visual contemplation only. 
They engage in an activity that includes gesture, imitative noise and 
language, and their visual products are meaningful only in the context 
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of the total activity. The origins of drawing are not confined to one 
medium. This is the fact that is relevant to more general philosophi-
cal point concerning the role of language, which is essential in con-
necting works of art and culture. 

Arnheim thinks that this is because culture is irrelevant to the deepest 
significance of art that the different kinds of thinking should be care-
fully kept apart. Otherwise we might fail to grasp that significance. 
The meaning of a visual work should be grasped in visual terms, al-
though there might be linguistically based interpretation on culture, 
but this has been formulated in different media. The thinking that 
deals with visual medium, grasps its essential meaning. Still, crucial 
thing is that also there are two different media for thought, they can 
and should be constantly connected. We can isolate visual and lin-
guistic elements in a single work, but our thinking can move easily 
back and forth between them. Each one of the modes has something 
to contribute to our understanding. Thinking, while moving back and 
forth from one mode to another, can make distinctions and connec-
tions that might otherwise be impossible. There are two tracks, but 
one destination, which is a grasp of the meaning of the work ot art. 
Works of art are constituted as meaningful objects by both visual and 
linguistic materials of thought in interaction. Both approaches are 
valid and necessary ones, because they are part of what creates the 
work of art. 

This is just one way to take seriously the assertion that works of art 
must be interpreted, because before the interpretation it exists only 
as a material object and not as a work of art. By placing emphasis on 
the ways which meaning is made and experienced by viewers inter-
pretation analysis deals with the reception of the work of art and its 
variables which is in some tension with conventional ideas of influ-
ence and effects. Interpretation brings into focus a range ot issues to 
do with the process of mental imagery and mediation.136 
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