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Agrip

i pessari doktorsritgerd sem samsett er af fimm ritryndum greinum auk képu segir
héfundur fré fhlutunarrannsékn sem hann skipulagdi og undirbjé. ihlutunin var sidan
framkvaemd 1 samstarfi vid prja myndmenntakennara i myndlistartimum i grunnskéla &
héfudborgarsvaedinu. | rannsékninni beindi héfundur sjénum sinum ad pvi hvada
teekifeeri feelust i pvi ad efla sisfersilega menntun i gegnum listsképun Gt fré véldum
dygdum og samreedur um myndlist. Héfundur sétti freedilegar undirstédur i
dyg&asidfraedi Aristételesar og samtimahugmyndir reistar 4 henni, einkum svonefndan
ny-Aristételisma (e. Neo-Aristotelism) og mannkostamenntun (e. Aristotelian Character
Education). Ennfremur notfserdi héfundur sér mennta- og listheimspeki John Dewey,
kenningar Rudolf Arnheim um samspil skynjunar og hugsunar, skrif Susanne Langer um
tengsl lista vid hi& innra lif og filfinningar auk hugmynda Maxine Greene um hlutverk
lista og imyndunarafls i menntun og hlutverk kennara i pvi samhengi.

Verufreedileg undirstada rannsdknarinnar er pragmatisk og notadi hdfundur blanda&a
rannséknaadferd sem félst m.a. i vidtélum vid rynihépa, pemagreiningu & textum
nemenda, athugun & listaverkum peirra auk starfendarannséknar par sem héfundur
leitadist vi& ad igrunda allt rannséknaferlid med heildreenum haetti. i verkinu fléttast pvi
saman tveer OSlikar viddir, annars vegar umfjéllun um hlutverk og teekifseri sem
myndlistarkennsla felur i sér fyrir sidferdilega menntun og hins vegar autoethnografisk
stidia hofundar par sem hann segir frd proskaferli sinu sem listamadur, kennari og
rannsakandi sem reynir ad &tta sig & margbrotnu hlutverki sinu—ekki sist med hlidsjén
af gildi menntarannsékna og sté8u kennara i pvi samhengi.

i upphafi rannséknarferlisins hugdist héfundur skoda hvad myndmenntakennsla gaeti
haft fram ad feera fyrir eflingu sidferdisproska, einkum hvad vardar svokallad dygdalaesi
(e. virtue literacy), en bad er hugsmid sem var préud af Jubilee Centre
rannséknamidstédinni vid Haskélann i Birmingham & Englandi. Héfundur lagsi upp
med pad markmid ad rannsdknin myndi leida til préunar nyrra adferda og nédmsefnis
fyrir sidferdilega menntun par sem listir, einkum pé sjénlistir, myndu gegna
lykilhlutverki. Thlutunin, sem sté& i atta vikur, fSlst i pvi ad vinna ad skapandi verkefnum
i myndmenntatimum par sem megin dherslan var & dygdir & boré vié hugrekki og
vindttu auk pess sem nemendur t6ku reglulega patt i heimspekilegum samraedum um
valin listaverk sem héfundur éleit ad heféu sidferdilegan undirtén eda inntak.

Fyrir og eftir ihlutunina voru 16gd kénnunarpréf fyrir  nemendahépinn  auk
samanburdarhdps sem ekki ték pétt i thlutuninni. Nidurstédur tdlfreedilegrar greiningar
& peim gégnum sem safnad var me& kdnnunarpréfunum syndu aé hrif af thlutuninni &
sidferdilegan ordaforda nemenda voru ekki télfreedilega marktaek en st nidurstada var |



métsdgn vid hrifarik listaverk nemenda og skriflegar hugleidingar peirra um listaverk
sem bentu til innihaldsrikrar igrundunar og paelinga. bessi pattur myndar hina fyrri vidd
rannséknarinnar. Si nidurstada leiddi til pess ad hofundi vard e betur ljést ad hann
sjalfur sem listamadur, kennari og rannsakandi veeri érjdfanlegur hluti rannsékna-
ferlisins, ekki veeri haegt ad adgreina hina lifreenu heild mannlegra samskipta i
skélastofunni fra taeknilegum hlidum skélastarfs sem felast i ndmsefni, kennsluadferdum,
ihlutunum og nédmsmati. Til ad skilja hlutverk sitt betur i pvi samhengi héf héfundur aé
vinna ad starfendarannsékn til pess ad varpa betur ljési & pau tengsl og myndar s&
péttur verksins hina seinni vidd rannséknarinnar.

Helstu nidurstédur rannsdknarinnar leida i ljés mikilveegi pess a® nemendum gefist
teekifzeri til ad igrunda listaverk og reeda hugmyndir sinar og tilfinningar i tengslum vié
bau og eigi® lif. Nidurstédurnar syna ennfremur rikulega heefni nemenda 4
grunnskélaaldri til ad glima vié fléknar sidferdilegar spurningar og 1jd hugrenningar
sinar um peer prétt fyrir ad hafa ekki préasd ad fullu vald sitt & tungumélinu. Leida m4
getum ad pvi ad igrundun um listaverk og pétttaka i umreedum um pau geti verid
mikilvaeg vidbét vid hefdbundi® ndmsefni i grunnskélum. Nidurstédurnar leida einnig i
lj6s mikilvaegi kennarans sem er i lykilstédu til pess ad skapa adsteedur og traust i
skélastofunni og pannig métad farveg fyrir innihaldsrikt ndm. A hinn béginn syna
nidurstddurnar einnig ad fyrir sakir rétgréinna hefda og vaentinga um inntak og efnistck
i myndmenntakennslu eru likur 4 ad kennarar purfi ad takast & vi& askoranir sem pé er
unnt ad maeta med polinmaedi, igrundun, umhyggju og virdingu.

Lykilord:

Kennsla, listsképun, dygdasidfraedi, mannkostamenntun, myndlist



Abstract

This doctoral dissertation, composed of five peer-reviewed articles along with a Kappa,
details an intervention study designed by the author and carried out in collaboration
with three visual arts teachers during art classes at an elementary school in the capital
area of Iceland. The research focused on exploring the potential for enhancing moral
education through discussions about visual art and art-making, based on selected
virtues. The theoretical foundation is rooted in Aristotle’s virtue ethics and its modern
adaptations, particularly Neo-Aristotelianism and Aristotelian Character Education. The
author also draws on John Dewey’'s educational and aesthetic philosophy, Rudolf
Arnheim’s theories on the interaction of perception and thinking, Susanne Langer’s
writings on art and inner life, and Maxine Greene's views on the role of art and
imagination in education and the teacher’s role within that context.

The ontological basis of the study is pragmatic, and the author employed a mixed-
methods research approach, including focus group interviews, thematic analysis of
student texts, observation of their artworks, and action research, wherein the author
holistically reflected on the research process. The work weaves together two distinct
dimensions: an exploration of the role and potential of visual arts education in fostering
moral development, and an autoethnographic study of the author’s own development as
an artist, teacher, and researcher, particularly in light of the value of educational
research and the role of the teacher.

At the outset, the author intended to investigate how visual arts education might
contribute to moral development, especially in terms of what is called “virtue literacy” —
a construct developed by the Jubilee Centre for Character and Virtues at the University
of Birmingham in the UK. The research aimed to develop new methods and educational
materials for moral education where the arts, especially visual arts, would play a central
role. The intervention, lasting eight weeks, involved creative projects in art classes that
emphasised virtues such as courage and friendship. Students also regularly engaged in
philosophical discussions about selected artworks that the author believed contained
moral undertones or content.

Before and after the intervention, questionnaires were administered to both the
participating students and a control group. Statistical analysis of the survey data
indicated that the intervention did not have a statistically significant effect on students’
moral vocabulary. However, this finding contrasted with impressive student artworks
and their written reflections, which indicated meaningful contemplation and insights.
This constitutes the first dimension of the study. This outcome led the author to
recognise more clearly his own inseparable role as artist, teacher, and researcher,



highlighting that the organic whole of human interaction in the classroom cannot be
detached from the technical aspects of curriculum, teaching methods, interventions,
and assessment. To better understand his role in this context, the author undertook an
action research project, forming the second dimension of the study.

The main findings of the research underscore the importance of giving students
opportunities to reflect on artworks and discuss their thoughts and emotions in relation
to those works and their own lives. The results also show that elementary school
students can grapple with complex moral questions and articulate their thoughts about
them, even if they have not fully developed linguistic mastery. It can be inferred that
reflection on artworks and participation in discussions about them may be a valuable
complement to traditional curriculum content in elementary education. Furthermore, the
results highlight the crucial role of the teacher in creating a safe and trusting classroom
environment that enables meaningful learning. On the other hand, the findings also
indicate that due to traditions and expectations about the content and focus of visual
arts education, teachers might expect to face challenges, though these can be met with
patience, reflection, care, and respect.

Keywords:

Teaching, artistic creativity, virtue ethics, moral education, visual art
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1 Introduction

In this dissertation, | describe the results of my research project and explain why |
became interested in pursuing a PhD as a visual artist, teacher, and researcher. |
discuss what | have learned from working on my project and reflect on the
challenges, disappointments, and delights | encountered. As someone who is both
agnostic and sceptical, | have always recognised the limits of my knowledge.
Because of this, | was immediately aftracted to pragmatism when | began studying
philosophy. For these reasons, and due to the pluralistic nature of my research
project, the pragmatic ontological paradigm was the most natural approach for me
to use in my research, as my work encompasses different dimensions that require
equally distinct approaches. Pragmatism is also a key philosophy in my professional
life as an artist, educator, theorist, and academic leader. In this introductory
chapter, | will discuss the structure and methodology of my research.

1.1 Pragmatism

Pragmatism is a philosophical tradition that traces its roots to numerous
philosophers from various periods. William James (2010, p. 36) atiributes the
coining of the term to Charles Sanders Peirce (1878) in his essay “How to Make
Our Ideas Clear,” where he emphasised the practicality of our conceptions of an
object or its effects as a defining aspect of the principle of pragmatism. James
acknowledged that pragmatic thought had been developing over the ages and
dedicated his book, Pragmatism: A New Name to Some OIld Ways of Thinking, to
“John Stuart Mill: From whom | first learned the pragmatic openness of mind and
whom my fancy likes to picture as our leader were he alive today” (James, 2010, p.
4). Later in the book, James highlights the omnipresence of pragmatism among
earlier philosophers:

There is absolutely nothing new in the pragmatic method. Socrates
was adept at it. Aristotle used it methodically. Locke, Berkeley and
Hume made momentous confributions to truth by its means.
Shadworth Hodgson keeps insisting that realities are only what they
are 'known-as.” But these forerunners of pragmatism used it in
fragments: they were preluders only. Not until our time has it
generalized itself, become conscious of a universal mission,
pretended to a conquering destiny. (James, 2010, p. 39)
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In addition to Charles Sanders Peirce and William James, later philosophers who
have significantly contributed to pragmatism include John Dewey, George Herbert
Mead, W. V. O. Quine, Richard Rorty, Richard Bernstein, and, to some extent,
Hilary Putnam, Donald Davidson (Cherryholmes, 1992, p. 13), and Philip Kitcher,
to name a few. Creswell (2013, p. 28) describes pragmatism as an interprefative
framework that focuses “on the consequences of the research—the actions,
situations, and consequences of inquiry—rather than antecedent conditions”
regarding “applications — ‘what works’ — and solution to problems.” Creswell
(2013, p. 28) cites Cherryholmes (1992) and Murphy & Murphy (1990) for
outlining the basic ideas of pragmatism, including the belief that there is not one
reality or system, allowing researchers to choose the “methods, techniques, and
procedures of research that best meet their needs and purposes.” In the eyes of
pragmatists, the world is not an absolute unity; therefore, they advocate for multiple
data collection and analysis approaches. Pragmatists avoid the mind/body dualism
that questions whether reality is independent of the mind but focus on the “what”
and the “how” of research, acknowledging “that research always occurs in social,
historical, political, and other contexts” (Creswell, 2013, p. 28). Instead,
pragmatists seek a middle ground, recognising the existence of external reality
alongside individual minds and personal experiences, acknowledging that we can
never have a complete understanding of reality due to our physical and mental
limitations. Hence, we can never account for the whole truth since the truth is too
great for each mind (White, 2010, p. 1).

1.2 Embarking on a learning journey

When | began working on my PhD research ten years ago, my aims were quite
different from what turned out to be the final outcome. In Pragmatism and
Educational Research, Gert Biesta and Nicholas Burbules (2003, p. 2) wrote:

Some argue, for example, that educational research should provide
educators with educational techniques. On this account, the task of
educators becomes one of implementing general educational “truths”
that are produced elsewhere. Others maintain that educational
research provides different interprefations of educational reality.
Practitioners can use these interprefations to understand and make
sense of the educational situations they are in.

Reflecting on the two different approaches presented here by Biesta and Burbules, |
see that when | embarked on my research odyssey, | followed the first strategy:
aiming to develop educational “truths” that might be implemented elsewhere as
evidence-based general approaches. However, through my work on the research
project, my approach has expanded and now also includes the second strategy as |
try to make sense of my situation regarding my educational practice and research.
Therefore, this dissertation has two dimensions that | weave together.
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1.2.1 The first dimension: Educational truths through real-world
experiments

The first dimension describes how | embarked, at the outset, on my research
expedition in which | aimed to evaluate how the visual arts in elementary education
could promote moral education—or, to be specific, Aristotelian character education
(hereafter referred to as ACE). This first dimension aligns with Biesta and Burbules’s
(2003, p. 2) account of educational techniques, which | repeat here:

Some argue, for example, that educational research should provide
educators with educational techniques. On this account, the task of
educators becomes one of implementing general educational “truths”
that are produced elsewhere.

My endeavour was originally inspired by the research of the Jubilee Centre for
Character and Virtues at the University of Birmingham (hereafter referred to as
JCCV): The Knightly Virtues Research Project (hereafter referred to as KVP)—and an
Icelandic adaptation of that research, the Laxdeela Saga Research Project (hereafter
referred to as LSP), which my PhD supervisors conducted among other researchers.
Building on the research philosophy behind these two projects, | developed an
original intervention in visual arts classes in the elementary school where, at that
time, | had been teaching for 20 years. My research project consisted of a mixed
methodology: an experimental trial that entfails pre- and posttests and an
intervention programme, interviews with participants, and an inspection of
portfolios created during the intervention. Experimental trials are considered
appropriate in evaluating projects in educational contexts (Arthur et al., 2014, p.
12). Mixed methods is a concept that describes the use of both quantitative and
qualitative methods. While quantitative methods are traditionally considered more
“scientific” because of their inherent objectivity and broad, universal perspective,
using qualitative methods allows for a more particular view, considering the
subjectivity of lived experiences and individual perspectives (Lichtman, 2010, pp.
7-12). Furthermore, Arthur et al. (2014, p. 12) emphasised that using “mixed
method approaches to research into character education can help to deliver robust
data and therefore, any conclusions drawn can be said to have more validity.”

While the intervention will be described in further detail in Chapter 2, | outline
here the main structure of the research project. The intervention | designed
involved 161 students (8 classes) in 8th grade (ages 13—14) at Gar&askdli in
Gar&abzer, a town with 14.500 residents in the capital region of Iceland (Reykjavik
and its surrounding towns). Gardaskéli is an upper-elementary school serving
grades 8 to 10, with a total of 530 pupils, and the intervention took place in the
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visual arts classes. Traditionally, only half of each class participates in the visual arts
each semester: the first half in the autumn semester and the second half in the
spring semester. For convenience, these groups are usually divided alphabetically,
resulting in random groups. While half of the students participated in the
intervention project, the other half acted as a control group. Before the intervention,
the whole cohort took a specifically designed pre-test. After the initial pre-test, half
of the students participated in an 8-week intervention programme incorporating art,
creativity, deliberation, and moral reflection. Following the intervention, a post-test
was administered to the entire group, aiming to analyse the effects of the
intervention. In addition to the pre- and posttests, | inspected participants’
portfolios and conducted focus-group interviews with both participating students
and teachers. The pre- and posttests, along with the overall structure of the project,
were adapted from the Knightly Virtues Project (KVP) (Arthur et al., 2014) and the
Laxdzela Saga Project (LSP) (Jénsson et al., 2019). The project was implemented by
a team of four visual art teachers: me, Heida Lind Sigurdardéttir, Herborg
Edvaldsdéttir, and MagnlGs Dagur Seevarsson. The published articles 2 and 3
account for this first dimension based on the collected data, while articles 1 and 5
address this dimension mostly from a theoretical perspective.

While it may appear straightforward to undertake such a research project,
especially given the solid research frameworks of the KVP and LSP studies | relied
on, conducting the research reveals only part of the picture. Through developing
and implementing the intervention, which involved creating lesson plans, instructing
my colleagues on their use, teaching according to them, designing pre- and post-
tests, and generating a specific evaluation tool tailored for visual arts to assess these
tests and determine whether | could measure students’ progress after participating
in the intervention—I realised that due to the complex internal and external factors
that influence students’ learning, behaviour, or attitudes it is challenging for such an
intervention to yield compelling results. These challenges, along with the fact that
the quantitative part of my research project did not yield statistically significant
results regarding progress in pupils’ use of moral vocabulary prompted me to
rethink the entire project, thus revealing a second dimension. While the absence of
statistically significant results of the quantitative part was somewhat disappointing,
the qualitative component provided valuable insights into the opportunities that
visual art can offer in moral education, which enabled me to expand my research
and professional development further. The results have been published in peer-
reviewed outlets and have opened doors for additional opportunities, which |
present in the fifth article of this dissertation.
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1.2.2 The second dimension: Making sense of my situation

In the second dimension of this dissertation, | describe how my teaching practice at
an upper elementary school in Iceland prompted me to reflect on the aims of
education in general and visual arts education in particular. | also explore how my
aftitudes and experiences have influenced my teaching and work with young
people, as well as my role as a teacher educator and researcher.

As | have already mentioned, it dawned on me while working on the research that
there was more to it than simply developing an intervention and measuring its
outcomes. | asked myself: What is the meaning of such an enterprise? At that time,
| was reflecting on the statistical significance of the results—or the lack thereof —of
the quantitative analysis | conducted. | felt | was struggling to make sense of my
research and feared my PhD project might end as an incomplete endeavour. At
some point, | realised that | was too focused on the quantitative aspects, as results
demonstrating statistical significance are commonly regarded as the “jewel in the
crown.” Even though | had published a thematic analysis of the participants’ textual
responses in the pre- and posttests, | was overly preoccupied with my perceived
“failure”, which probably stemmed from my awareness of not achieving my original
objectives, especially given the considerable energy | devoted to developing the
guantitative component.

1.2.3 Action research

During this challenging time, | enrolled in a course on action research at the School
of Education at the University of Iceland. During the course, | realised that finding
personal meaning in my research, particularly regarding “who | am”, could give
me a new perspective. The action research course was impactful for several
reasons. Firstly, exceptional teachers encouraged us to approach our research with
poetic insights through various creative methods (Waage, 2023b). Secondly, | was
fortunate to have discussions with fellow students facing their own unique
challenges in research and teaching. While the caring and creative aftitudes of the
instructors fostered an environment for innovative and critical thinking, the practical
methodological approach to action research proved most effective, including
traditional creativity through art materials, found objects, crafting, and building.

Dutch philosopher Wouter Sanderse (2016, citing Zeichner, 1993, p. 200) wrote
that action research is the systematic inquiry by "practitioners about their own
practices.” While educational research is essential for school development,
implementing innovations and progressive practices is often initiated from above,
outside the teachers’ domain, without considering the diversity of values and beliefs
held by the teachers who are ultimately expected to implement these projects.
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Consequently, a gap exists between academic theory and concrete classroom
practices (Sanderse, 2016). For these reasons, employing action research within
classrooms fosters reflective teaching, thereby grounding educational development
more significantly in the personal initiatives of teachers, where practical experience
and knowledge from the field of study stand as fundamental elements of such
research design. The structure of an action research program typically consists of
seven steps. The first step involves formulating an initial problem that the
practitioner encounters in their practice and selecting a focus. The second step
entails clarifying theories and identifying the theoretical background, beliefs, and
values. The third step includes identifying the research questions based on the first
two steps. The fourth step is data collection, which also involves using triangulation,
a process that enables the researcher to enhance the validity and reliability of the
findings. In the fifth step, the data is analysed, and the results can be utilised to
develop a theory for further improvements. Steps six and seven involve reporting
the results and taking informed actions (Sagor, 2000).

1.2.3.1 Focusing on ethical values: Aristotelian Action Research

The revival of Aristotelian ideas regarding virtue and character in education during
the 1980s led to considering practical wisdom as a significant concept in education
(Sanderse, 2016). Aristotelian action research promotes the notion of practical
wisdom as “the kind of reflection that enables teachers to translate ethical values
into concrete forms of action” (Sanderse, 2016, p. 451). Norwegian philosopher
and action researcher Olav Eikeland argued that Aristotle himself was an action
researcher because he thought from "inside human practices” (Eikeland, 2008, pp.
28-31, cited in Sanderse, 2016, p. 452). This aligns with teachers’ practices:
before systematic reflection, teachers observe their field for some time, gathering
anecdotal evidence through discussions with colleagues and students, as well as by
examining results and students’ work (Sanderse, 2016).

Considering the anecdofal evidence | present in the second chapter of this present
dissertation and article 4, | can see that the description above aligns with my role as
a teacher in my project, which involves helping students reflect on the presented
artworks and their own works. This entails raising questions about understanding
moral concepts and virtues, how they manifest in life, how they are represented in
artworks, and to what extent we can learn something new about them. In this
process, the teacher’s values and beliefs, such as the readiness to critically, openly,
and honestly discuss moral issues with students, position the teacher as an active
moral agent. Therefore, the teacher is exemplary, both in critical thinking, and by
avoiding judgmental opinions. Citing Aristotle, Marvin W. Berkowitz and Melinda
C. Bier (2005, p. ii) state: “All adults involved with children either help or thwart
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children’s growth and development, whether we like it, intend it, or not.” They then
continue:

The inescapable fact is this: as adults involved intimately with children,
educators cannot avoid “doing” character education. Either
intentionally or uninfentionally, teachers shape the formation of
character in students—simply by association—through positive or
negative example. Character education is thus not optional in the
school—it is inevitable, and therefore merits intentional focus and
priority status in the school. (Berkowitz & Bier, 2005, p. ii)

Norwegian philosopher Sten M. Wivestad (2013, p. 515, see also Wivestad, 2023)
wrote in a similar manner when he wrote about an online database of artworks' that
was designed for those interested in using artworks to promote moral deliberation:

Both in formal situations (as school teachers, football trainers, etc.)
and in many, often unpredictable informal situations (both inside and
outside institutions)—adults come close to children. Whether we
intend it or not, we continually give them examples of what it is to live
as a human being, and thereby we have a pedagogical responsibility.

The concept of practical wisdom is central to Olav Eikeland’s rendering of
Aristotelian action research. Wouter Sanderse (2016, p. 454, citing Eikeland,
2008, p. 459) argues that Aristotelian action research, like practical wisdom,
consists of two dimensions: a practical dimension involving deliberative activity that
reflects on what should be done in each situation, and a theoretical dimension that
focuses on reflecting on past actions. Regarding the significance of Aristotle for
action research, Eikeland (2006, p. 9) noted that Aristotle’s philosophy could be
thought of as both “a result and an example of action research” through his
“practical philosophy”, which aimed at improving individuals and communities by
cultivating “virtue or excellence.”

Ultimately, along with a group of participants from the action research course, |
presented my work at the annual conference of the School of Education at the
University of Iceland in September 2023. Furthermore, | developed my writings
from the course into a peer-reviewed article that serves as the fourth article of this
PhD dissertation (Waage, 2023b). Moreover, my teachers in the course contributed
a chapter to a peer-reviewed book on action research, utilising the stories of the

! hitps://oppbyggeligeeksempler.no
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students who participated, including mine, as resources (see Gisladéttir et al.,
forthcoming).

Reflecting on this period, | realise that the open-ended, creative methods
introduced in the course helped me regain my focus. An even more critical aspect
was recognising the importance of teachers regularly reflecting on their work,
writing diaries, and collecting data, such as photos, files, and lesson plans—
everything that can provide a holistic view of the teacher and his work. Clearly,
most action researchers embark on their research with a predefined plan, as is
often the case. Although | did not create such a plan during the course of my
project, this methodological approach allowed me to look back and utilise the
materials | had gathered throughout my professional life and research. Going
through the action research process in the course helped me view my PhD journey
differently and realise that | needed to contextualise my professional life with my

research project.

Figure 1: The boat | used to fetch old memories from the river of time. Making a physical
association with my attempts to recollect past experiences was helpful in bringing back
significant events and thoughts that | could use for making sense of my work.
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1.2.4 Telling the story: Autoethnography

The methods | used in the action research course inspired me to write an
autoethnographic account in which | tried to reflect on significant aspects of my
professional life, which covers more than 30 years. When | started to write a
“memoir,” recollections of my experiences began to appear. These accounts
became fextual data that | used for the fourth article of this PhD dissertation. In this
present Kappa, | have expanded upon the fourth article, going deeper into
elements relevant to the intervention.

Therefore, the second dimension of this dissertation is autoethnographic in nature,
reflecting my experiences as an artist and art teacher in an elementary school
during the initial years of the research, and later as a teacher educator and
researcher. Consequently, my professional life is closely intertwined with the
present research project. Adams et al. (2017, p. 1) describe autoethnography as a
research method

that uses personal experience (“auto”) to describe and interpret
(“graphy”) cultural texts, experiences, beliefs, and practices (“ethno”).
Autoethnographers believe that personal experience is infused with
political/cultural norms and expectations, and they engage in rigorous
self-reflection—typically referred to as “reflexivity” —in order to identify
and interrogate the intersections between the self and social life.

Hence, the aim of the autoethnographic approach is to guide those in the process
of better understanding the meaning of their labour (Adams et al., 2017; Bochner &
Ellis, 2006, p. 111). In The Ethnographic I, Carolyn Ellis (2004, p. 333) describes
the autoethnographer as someone who materialises “emotional, visual, and other
sensory images about” the autoethnographer’s experiences of other people in real
situations. Ellis continues: “Then | delve into my memory, putting myself back in the
scene that took place, lefting the events replay in my mind and emotions.”
Approaching my research project with this kind of method finally made me see the
“big picture.” However, while this present dissertation should not be understood as
a pure autoethnographic account or as pure action research, these methods and
approaches helped me understand it all. This expansion of my focus allowed me to
think differently about my project, educational research in general, and, not least,
my work as a teacher educator within the Department of Art Education at the
Iceland University of the Arts. Hence, in the second dimension, | address my shift
of focus along the lines of the second position Biesta and Burbules (2003, p. 2)
proposed, which I cited above and repeat here:
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Others mainfain that educational research provides different
interpretations of educational reality. Practitioners can use these
interpretations fo understand and make sense of the educational
situations they are in.

Therefore, while | believe that my research contributes to knowledge about the
relationship between the visual arts and moral education, it is also a personal
learning journey. Both aspects are detailed in this Kappa.

1.3 The structure and rationale of the present work

My research utilises an empirical, multimethod approach to address three
overarching research questions: 1) What is the relationship between visual arts
education and moral education? 2) How and in what ways can teachers connect
education in the arts with moral education? 3) In what ways does my experience as
an artist and educator shape my understanding of educational research?

This dissertation is article-based and contains five articles, of which four have been
published in peer-reviewed outlets while the fifth is awaiting publication. Two were
written in Icelandic, and the three others in English. To some extent, | perceive the
first article, published in an Icelandic peer-reviewed outlet in 2018, as a “warm-up”
or a “first attempt” to make sense of my thinking about the visual arts and moral
education. The fifth and last article, which is partly built upon the first one, is under
review and has passed the first round with minor revisions. This fifth article is an
invited chapter in a peerreviewed book, Nordic Perspectives on Moral and
Citizenship Education, published later this year (2025) by Brill. The volume is
edited by Kirsi Tirri at the University of Helsinki in Finland.

| begin this Kappa part of the dissertation with an autoethnographic account
describing how | have developed professionally as an artist, teacher and
researcher. Writing my autobiographic narrative was an essential and helpful way to
find meaning in the research project. This approach aligns with Autoethnography
(Bochner & Ellis, 2006; Adams et al., 2017; Ellis, 2004) and action research
(Sagor, 2000; Whitehead, 2015; Gisladéttir et al., forthcoming). The development
of my PhD research project and my theoretical reflections are woven into the
autobiographical narrative and progressively become a central theme in Chapter 2.
After that, | provide the readers with a short chapter summarising each article.
Before presenting the articles, | finish with a chapter on what | have learned from
doing this PhD research. The articles are then presented, ordered by publication
dates. The dissertation is concluded with appendices.

10



2 Making sense of practice and theory

In this chapter, | weave together an autobiographical narrative in the spirit of
autoethnography and action research along with theoretical elements essential for
understanding the results of my research project and my PhD journey.

2.1 The artist

| trace the roots of this PhD dissertation to more than 30 years ago, while | was
pursuing my art education in the late eighties and early nineties. | aspired to
become a visual artist and graduated from the Department of Painting at Iceland
College of Arts and Crafts? in my mid+twenties. As | was dedicated to becoming a
painter, | sought further education in the arts, so | enrolled in Ecole Nationale des
Beaux-Arts in Lyon, France. | lived there for three years, which allowed me to do
various artistic experiments and advance my artistic beliefs, which developed
further when | settled back in Iceland.

As a visual artist, | consider myself established in the tradition of painting that can
be classified as Naturalistic, even Romantic (examples of my paintings can be
accessed on my website: www.ingimarwaage.is). Early on, | was fascinated by |. M.
W. Turner, Claude Lorrain, Caspar David Friedrich, Francesco Goya, and many of
the Impressionists, such as Claude Monet—to name a few. The allure of these
painters was rooted in my passion for nature, light, and even painters’
craftsmanship and skills, elements that Aristotle (1985) referred to as techné. My
enthusiasm for mountaineering and hiking, geology, geography, and cartography
also inspired me to express my interest in nature through art. In my youth, |
entertained the idea of pursuing studies in geology, but | reckoned that my “not-so-
impressive” mathematical skills could be an obstacle. However, as | had always
been inferested in logic and spatial geometry, | further explored the philosophical,
mathematical, and metaphysical dimensions of art during my studies in France.
Inspired by Douglas R. Hofstadter’'s (1980) famous book Gédel, Escher, Bach: An

21n 1999, the Icelandic College of Arts and Crafts merged with Icelandic Drama
School and, partly, with Reykjavik College of Music into the Iceland University of the
Arts (named Iceland Academy of the Arts until 2018), where | am today the Dean of
Department of Arts Education (see further in Jaliusdéttir, 2009, pp. 116—118).

1
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Eternal Golden Braid,® | started to work on projects of a mathematical nature: the
optical relationship between two-dimensional and three-dimensional objects (trompe
I'oeil, optical illusions) and the association between objective reality and subjective
experiences. | became fascinated by everything paradoxical or illusional. The
artworks by M. C. Escher are probably the best-known examples of this kind of art
(see Hofstadter (1980) for his extensive rendering of the mathematical nature of
Escher’s work), and delved into Magritte’s oeuvre and other artists exploring similar
visual/cognitive ideas, such as the Op-art movement (see, e.g., Bridged Riley,
Victor Vasarely, and Eyborg Gu&mundsdéttir), metaphysical and surrealist art
(Giorgio De Chirico, Max Ernst, René Magritte), and contemporary incarnations of
similar ideas in Iceland (Sigurdur Arni Sigurdsson and Sigtryggur Bjarni
Baldvinsson).

After | reseftled in Iceland, | exhibited in Reykjavik several times and began to
revisit my interest in nature, landscapes, and light and explored how experiences in
nature can profoundly affect us on physical, psychological, and even spiritual
levels. During these first years | was working as a mountfain-guide in twelve- to
fifteen-days hiking and trekking adventures during the summers and found endless
inspirations in nature. Today, | am still on the same track regarding my artistic
activities—and this PhD dissertation shows that education and personal growth is a
life-long project. However, my interest in “intellectual/cognitive” art, metaphysics,
paradoxes, and thinking processes eventually found an outlet through philosophical
dialogue with children and young people; a teaching approach that transformed my
aftitude to teaching and eventually guided me into studying the philosophy of
education. | will go deeper into this in Chapter 2.2.

% It was a friend of mine, a nuclear physicist, who introduced me to Hofstadter’s
work. | am grateful for all the deep and thought-provoking conversations | have had
through the years with Bjérgvin Hjdrvarsson, a distinguished professor of nuclear
physics at Uppsala University in Sweden.

12
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Figure 2: A painting from 2003 displaying the volcano Hekla seen from north-east. A good

example of my interest in naturalistic and romantic painting. Historically, Hekla is considered
the most notorious volcano in Iceland. However, its significant presence in the landscape
tempts the onlooker and hiker with its mysterious powers where beauty and hazard create a
fascinating fatal aftraction

13
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Figure 3: French baguettes

Figure 4: These two paintings (Fig 3 & 4) of French baguettes from my time in Lyon display
my allure for metaphysical art. | was intrigued with the idea of how the world contained itself
infinetely: As above, so below.

2.1.1 The visual arts

As far as | can remember, the visual arts have fascinated me. The arts have been a
central human activity in every corner of the world, and yet have no apparent
practical purpose that could serve for survival, such as making weapons or shelters.
In fact, the arts are so ubiquitous in human cultures that pinpointing a unified
practical purpose seems almost impossible. However, the presumed uselessness of
the arts is perhaps their greatest quality because the arts allow us to participate in a
mystery that has proven to be a fertile ground for imagination, reflection on the
past, and prediction of the future. These are open-ended skills that are—after all—
undeniably crucial for survival in an ever-changing world. Still, accounts that try to
rationalise—or denounce—the arts might be as old as civilisation itself. While Plato
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(2007) warned about the dangers of the arts in The Republic, Aristotle (1988, 1961)
pointed to the opportunities the arts provided. In “Plato and Aristotle on the ends of
music,” French musicologist Mary Schoen-Nazzaro (1978, p. 271) outlined the
multifaceted psychological and educational benefits of music recognised by the
ancient Greek philosophers. She argued that Plato assigned “four distinctive ends
to music: moving the emotions, giving pleasure, disposing toward moral goodness
and disposing toward moral virtue.” Furthermore, she contended that Aristotle also
saw “music as having four ends: imitating emotion, giving pleasure, disposing
toward moral virtue, and giving intellectual enjoyment.” While the central focus in
my dissertation is on the visual arts, and not music, | argue in this chapter that the
specified ends Schoen-Nazzaro outlined are interchangeable with other art forms
such as the visual arts.

Some of the greatest cultural curiosities today are prehistoric cave paintings and
figurines, dating as far back as 35.000 years. Some authors consider them a
manifestation of heightening consciousness and awakening of the self (Cupchik,
2016). Others view them as part of magic rituals where envisioning hunting through
realistic paintings was believed to bolster the courage of the hunter, build trust
within the group, or help the hunters visualise common goals (Janson & Janson,
1977). While many of these ideas are unsupported speculations, we can at least
argue that ice-age art displays an early human ability to organise thinking and
consequent expression in a structured fashion and displaying the emergence of
enhanced abilities to shape the environment intelligently, an approach which
American philosopher Susanne Langer (1957) considered a prime feature of the
arts. The notion of the arts as transforming consciousness is still a central idea today
(Eisner, 2002), and the sense perception provided or enhanced through the arts is
considered to be a key to knowledge, where observation leads us from specific
instances to broad principles through inductive reasoning (Aristotle, 2016, 1985).

2.1.2 Visual thinking and the treacherous arts

While the general idea of the connection between sense experience and thinking is
compelling, it must be discussed in more detail. For that objective, | turn to Rudolf
Arnheim, who is well-known for his contribution to visual culture. He was an art and
film theorist who wrote extensively about the importance of perception for thinking
(Arnheim, 1969). At the ouiset, the name of Rudolf Arnheim was familiar to me. |
had browsed through his works during the early phases of my doctoral studies. At
first sight, | felt | had good footing in his theory on visual literacy and pictorial
composition through my rigorous training in the visual arts and my own artistic work
in the studio. Back in the day, my teachers used the same concepts he used while
teaching drawing and painting, be it drawing nudes or painting still-life: balance,
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weight, movement, tension, centre, etc. However, when | began to read Arnheim’s
work in depth, | recognised its importance for my research, especially in trying to
understand the interconnection between aesthetic experiences, cognitive processes
and reasoning.

As a Gestalt psychologist, Rudolf Arnheim (1969) argued in Visual Thinking that the
brain would have no material to work with without sensory input. Similarly, without
processing in the brain, sensory information would be of litlle use, and therefore,
according to Arnheim, the mind had two separate functions: 1) gather information
and 2) process accordingly. Separating these functions as distinctive elements can
be reasonable theoretically, but Arnheim doubted that it would make sense in
practice. In line with his teachers and forerunners of Gestalt Theory who argued that
the whole is larger than the sum of its parts (Arnheim, 1974), he suggested we
should think of these processes from a holistic point of view instead of breaking
cognitive functions into distinct, unconnected sequences. In Visual thinking, he
wrote that

the collaboration of perceiving and thinking in cognition would be
incomprehensible if such a division existed ... that only because
perception gathers types of things, that is, concepts, can perceptual
material be used for thought; and inversely, that unless the stuff of the
senses remains present the mind has nothing to think with. (Arnheim,
1969, p. 1)

The idea of the inferiority of the senses is an old refrain that has been repeated
throughout the ages. Arnheim (1969) wrote that the mistrust of the senses and the
materialistic world can be traced back to religious mythology in the Old Testament
(as in the Hebrew parable of the golden calf) and has continued from the ancient
Greeks to the present. For the Pythagoreans in ancient Greece, the contrast
between a psychological phenomenon and physical reality seems to have been a
metaphysical problem as they saw a difference between “the realm of the heavens
and existence on earth.” While the predictable mathematical perfection of the
movements of the heavenly bodies was contrasted with “the disorderly setting of
unpredictable changes” in the terrestrial world of the mortals, the pre-Socratic
worldview, however, made a distinction “between the wise and unwise use” of
“sensory experiences” (Arnheim, 1969, p. 6). However, an apparent difference
between perception and thought seemed to prevail. Arnheim traced this
persistence to Parmenides, who asserted that movement was impossible, contrary to
everybody’s experiences, suggesting that perception was illusory and misleading,
and that we should distinguish between reason and perception (Arnheim, 1969).
Back then, as it is today, it was easy to find examples of visual illusions that prompt
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us fo question the relationship between perception and reality—such as the
refraction of light in different liquids, the mirage over a desert or the sea, different
positions of onlookers regarding an object, to name a few examples (Arnheim,
1969)—not to mention the recent developments of virtual and augmented reality.
The persisting human fascination with optical illusions has been a fruitful subject for
artists of all eras. Consider, for example, the newly discovered “trompe |'ceil”
frescos in the ruins of Pompeii and Herculaneum that have been preserved
miraculously since the devastating eruption of Vesuvius in 79 AD. Consider also the
paintings of Victor Vasarely and M. C. Escher.

Arnheim (1969, p. 6) wrote that during the period of the ancient Greeks,
“perception and reasoning were established as antagonists, in need of each other
but different from each other in principle” and he suggested that Democritus
coined the problem clearly when he “distinguished the ‘dark’ cognition of the
senses with the ‘bright’ or genuine cognition by reasoning.” Therefore, the
purported unreliability of the senses provided the Sophists, for example, with a
basis to support their philosophical scepticism, which resulted in the notion that
“the chaotic variety of the terrestrial world could now be attributed to subjective
misreading” (Arnheim, 1969, p. 5). Discussing these matters without an account of
Plato and Aristotle is impossible. In The Republic, Plato (2007) considered the arts
subversive of knowledge, truth, and morality in the ideal state. His judgment of the
arts is based on his theory of Forms (or Ideas), according to which reality reflects
substantive but non-physical Ideas or Forms. Plato maintained that true knowledge
could only be obtained through rational deliberation, and not through sense
experience or imagination. This procedure is exemplified in Plato’s Meno, in which
Socrates leads a young slave to mathematical understanding through a guided
dialogue (Plato, 1980). Socrates attributed the young man’s comprehension to his
recollection of past life, i.e., to “the soul, being immortal and having been born
many times” (Arnheim, 1969, p. 7, citing Plato’'s Meno), suggesting the invisible
and ethereal nature of knowledge, which was only visible to the mind and not the
senses. In contrast to this structured procedure of acquiring knowledge, the arts
presented a distorted reality, which could convey rhetorical and false opinions
about the world. Similarly, Plato’s allegory of the cave demonstrates how easily one
can be disillusioned by the senses. In the allegory, the cave represents the earthly
and materialistic world in which the deception of the senses governs its inhabitants,
while the Sun outside of the cave represents the purity of thought, the soul and the
truth (Arnheim, 1969, p. 7, see also, Plato, 2007). Plato thought that if the tangible
world were a copy of an idea, then an artwork would be a copy of a copy—an
empty imitation.
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While the importance of the senses was widely accepted, the senses had a lower

status as compared to the mind which was seen as a higher ground of existence
(Arnheim, 1969).

Even Alexander Baumgarten (1954), who originally coined the term “aesthetics,”
thought of perception as inferior to cognition because of its lack of “distinctness”
(Arnheim, 1969, p. 2). This notion implies the chaotic nature of the senses as
contrasted to the orderly and logical nature of the intellect. In addition to these
epistemological perspectives, the fine arts (painting and sculpture) were historically
excluded from the Liberal Arts since they required the “labour and craftmanship” of
the mechanical arts. The Liberal Arts constituted the only subjects “worthy of being
practised by a free man” (Arnheim, 1969, p. 2). Their central focus was on
language (grammar, dialectic and rhetoric; referred to as Trivium) and mathematics
(arithmetic, geometry, astronomy, and music; referred to as Quadrivium) (see, e.g.,
Dyer, 2007). The respect for music, as music is an art form, could be surprising in
this context. Still, when reflecting on how Plato perceived music as an inspiration
for heroes through the “mathematical order and harmony of the cosmos,” which
music rests upon and was “located beyond the reach of the senses”, such a
position seems reasonable (see also Schoen-Nazzaro, 1978). In conirast to the
ethereal beauty and harmony of music, the fine arts—especially painting—
“strengthened man’s dependence on illusory images” (Arnheim, 1969, p. 2). The
relationship between images and language has been a fruitful subject for many
artists, take, for instance, René Magritte’s rendering of the paradoxical problem that
arises when ‘image meets language’ in one of his most famous paintings: “La
trahison des images” (e. The treachery of images), which depicts a smoker’s pipe
with the sentence “Ceci n'est pas une pipe” (e. This is not a pipe) written below the
form of the pipe, generating confusion as the onlooker tries to make sense of the
contradicting messages (Waage, forthcoming).
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Figure 5: At last | had the opportunity on my fiftieth birthday to see Magritte’s great work at
the Pompidou art centre in Paris in 2016.

For me as an artist and art teacher, the status of the visual arts as a marginal subject
plays a substantial part of my professional life. While the world around us is filled
with an ever-growing presence of visual imagery (Hailey et al., 2015), the visual arts
as a school subject keep fighting for their existence in a world that demands more
and more efficient productivity along with a central focus on usefulness (Biesta,
2018; Kitcher, 2022). In his day, Arnheim was keenly aware of this situation. He
argued that the neglect of the visual arts had its roots in the fact that they “are
based on perception, and perception is disdained because it is not assumed to
involve thought.” Instead of “more aesthetics or ... esoteric manuals of art
education,” he argued for the need of “a convincing case made for visual thinking

. fo heal in practice the unwholesome split which cripples the training of
reasoning power” (Arnheim, 1969, p. 3).

While | was working on the last drafts of this manuscript, | stumbled upon a fresh
research article in Nature Communications, which | understand as a neuro-scientific
elaboration on Arnheim’s theory on visual thinking. According to Henderson et al.
(2025), visual representations in the visual cortex modulate adaptively to support
dynamic behaviour. This means our purposes influence what we see (see also
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Currin, 2025). This suggests that our preconceptions and objectives also influence
what we see in artworks. Therefore, we may consider encounters with artworks as
dynamic, two-way processes. At the time of this writing, | wonder if this doesn’t give
art an even more important educational value.

2.1.3 Meaning-making and various forms of languages

While the fundamental dualistic notion of the senses being subordinate to the mind
has prevailed, the story is not that simple. In modern discourse, it is quite common
to refer to different art forms as “alternative” languages (Martin, 2016; Finke et al.,
2023). This stance implies the omnipotence of language as a primal faculty of
human cognition, suggesting that the products of the different senses can be
‘translated’ to the ‘standard’ linguistic form of human thought and expression.
However, this view has been challenged many times by various theorists (see, e.g.,
Dewey, 2005; Langer, 1957; Eisner, 2002; Kress, 2010) who propose, rather, that
meaning-making is a significantly more complex affair than the conventional
emphasis on language suggests. In Truth and Method, German philosopher Hans-
Georg Gadamer (1979) emphasises that all understanding is mediated through
language (Sprachlichkeif). However, he extends this idea to the arts, arguing that
artworks have a structure akin to language because the arts communicate meaning,
invite interpretation, and engage the viewer in a dialogue. Without going too far
info the philosophical complexities of the “linguistic turn” as defined by Finke et al.
(2023, p. 2), | want to keep my discussion on an immediate and practical level that
helps us understand the relationship between perception and verbal language.

Still, the notion of the multi-dimensional model of meaning-making is not about
denigrating language; on the conirary, it is about enriching human thought and
communication. In the opening chapter of Art and Visual Perception, Rudolf
Arnheim (1974, p. 1) wrote:

We have neglected the gift of comprehending things through our
senses. Concept is divorced from percept, and thought moves around
abstractions. Our eyes have been reduced to instruments with which
to identify and to measure; hence we suffer a paucity of ideas that can
be expressed in images and an incapacity to discover meaning in
what we see. Naturally we feel lost in the presence of objects that
make sense only to undiluted vision, and we seek refuge in the more
familiar medium of words.

Arnheim (1974, p. 1) maintained that our “inborn capacity to understand through
the eyes has been put to sleep and must be reawakened.” As a remedy to this
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unfortunate situation, Arnheim suggests the use of “pencils, brushes, chisels and
perhaps cameras,” and gives, therefore, the arts and crafts an important role for
human development, cognition and existence (see, also, Eisner, 2002; Dewey,
2005; Langer; 1957). The position of the arts as an alternative language and
thinking structure has made their relationship to “proper” language complex: How
and to what extent can verbal language express what is conveyed through these
“alternative” methods of expression? The inability of some visual artists to describe
their art verbally is well known—being a visual artist myself, | have the temerity to
write this unapologetically. Instead of giving a discourse about their work, they say
that the artworks “speak for themselves” or they simply leave it to the onlooker to
interpret and find meaning in the artworks in question. This resistance to building
bridges between these different forms of human expression often appears in the
fact that many art teachers and artists have warned against using language in
relation to visual arts, as they believe that visual elements cannot be effectively
communicated through verbal language Therefore, experiencing a Rembrandt
painting, or any other aesthetic experience, is not reducible to explanation or
description because “there is no such thing as the full representation of an
individual instance” (Arnheim, 1974, p. 2). Susanne Langer (1957, p. 7) writes in a
similar manner when she maintains that “a person’s inner life” is filled with feelings
that often are beyond the reach of language, built on personal experiences and
how the world appears and feels. Because of their obscurity, these feelings are
often nameless as “it is hard to form an idea of anything that has no name. It has no
handle for the mind,” leading people to “believe that feeling is a formless affair”
(Langer, 1957, p. 7). Furthermore, Susanne Langer (1957, p. 8) argued that the arts
could reach further than language: Presenting “the nature and patterns of sensitive
and emotional life—is done by works of art. Such works are expressive forms, and
what they express is the nature of human feeling.”

Susanne Langer and Rudolf Arnheim are not alone in their rendering of the
importance of the arts for human cognition. American philosopher Mark Johnson
(2007, p. 218) points out that John Dewey claimed that “meaning-making in art is
the exemplary or even paradigmatic case of all human meaning-making.” In
addition, Johnson (2007, p. 218) writes that “much of art makes meaning without
words or linguistic symbols,” reminding us “that meaning is not the exclusive
purview of language. Indeed, linguistic meaning is parasitic [emphasis added] on
the primordial structures and processes of embodied interaction, quality, and
feeling.”

Johnson writes here against the conventional Cartesian dualism that postulates that
the mind operates separately from the body. Johnson (2007, p. 1) argues that the
“mind” and the “body are not two things, but rather aspects of one organic process
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so that all our meaning, thought, and language emerge from the aesthetic
dimensions of this embodied activity.” He maintained that by overemphasising the
value of language for meaning, we are undermining the equally important
dimensions of human cognition. Johnson (2007, p. 2) insists that the “mind/body
dualism is so deeply embedded in our philosophical and religious traditions, in our
shared conceptual systems, and in our language that it can seem to be an
inescapable fact about human nature.” Delving deeper in the problematic
mind/body dualism, Johnson (2007, p. 4) wrote: “All our acts of perception are
directed to or at what is experienced and away from the body doing the
perceiving.” Johnson (2007, p. 5) observed that

all our acts of seeing are directed toward and focused on what we
see. Our intentionality seems to be directed ‘out there’ into the world.
The mechanisms of our visions are not, and cannot be, the focus of
our awareness and attention.

Therefore, the senses are the “highway of communication” with the outside world;
hence, we regard them as such, and we take them for granted, even to the extent
that we are no longer aware of their inner functions and existence. However, this
“unawareness” of the senses can be challenged spectacularly through art. Back in
1992, | had the opportunity to visit James Turrell’s installation The Wait during the
Biennale de Lyon.* Visiting the installation required visitors to enter a completely
dark space that allowed for only two visitors at a time. There was quite a waiting
line, understandably. It took fifteen minutes for the session to run, and | was
required to sit still on a chair in the dark. By my side was another visitor. Sitting
there in complete darkness and silence was a strange experience as | had no clue
whatsoever what | was going to see, hear or feel, | just had to wait. After several
minutes, | began to perceive a very faint circle of light on the wall at the other end
of what seemed to be a very large room. It was so faint that | wondered if this was
some kind of hallucination created by my mind to compensate for the lack of visual
stimulus. Unexpectedly, at the same time, the visitor in the other seat asked me
quietly if | was seeing something: “Est-ce que vous voyez quelque chose?” and |
realised | was not alone in “hallucinating.” The circle of light became progressively
brighter to the extent that | could perceive the details in the room. At that moment,
somebody came and instructed us to leave the installation. For me, this was a
transforming experience: I had been perceiving my own perception. Although
we are used to how our eyes adjust to different light conditions every day, we do

4 https://www.navigart.fr/mac-lyon/artwork/james-turrell-the-wait-
80000000000380

22



Making sense of practice and theory

not make special notice of that adjustment: it is so ubiquitous that it seldom
registers in our consciousness. Turrell plays with this ability of ours by having the
light too faint for us to see when we enter the room from daylight conditions,
resulting in us perceiving a bright circle of light when our vision has adjusted to the
conditions. This idea of making onlookers aware of their perception and
environment is central to much of Turrell’'s work (Wolff, 1985).

Despite a certain “hostility” among many theorists to the role of verbal language
regarding the arts, Arnheim suggested that notwhithstanding these challenges our
efforts to develop verbal language for a better accommodation of the visual
experience would nevertheless be a step in the right direction, and might eventually
simultaneously develop our thinking and perception, as one informs the other and
vice versa. To clarify his position, Arnheim (1974, pp. 2—3) wrote:

It often happens that we see and feel certain qualities in a work of art
but cannot express them in words. The reason of our failure is not that
we use language, but that we have not yet succeeded in casting those
perceived qualities into suitable categories. Language cannot do the
job directly because there is no direct avenue for sensory contact with
reality; it serves only to name what we have seen or heard or thought.
By no means is it an alien medium, unsuitable for perceptual things;
on the contrary, it refers to nothing but perceptual experiences. These
experiences, however, must be coded by perceptual analysis before
they can be named. Fortunately, perceptual analysis is very subtle and
can go far. It sharpens our vision for the task of penetrating a work of
art fo the limits of the ultimately impenetrable.

Here, Arnheim hints at the importance of finding ways to connect visual perception
to language, benefiting both these faculties without making one of them redundant.

"ou "o

His emphasis on “perceived qualities,” “categories,” “codefication,” and “naming”
suggests that there exists a pathway to reconcile the fundamental differences
between these dimensions of human cognition. And, as | will discuss later in this

dissertation, this position is crucial for educational purposes.

2.2 The teacher

My dream of becoming a fulltime artist after my studies in France did not
materialise as | had hoped. Instead, by sheer luck, | was invited to take on a
temporary replacement job teaching visual arts at an upper-elementary school
(grades 8—10, pupils aged 13—15). This “temporary” teaching position became
eventually the longest time I've spent at the same job: 25 years.
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My application for that teaching position has a backstory: Shortly after | moved back
home to Iceland, | began giving drawing lessons at a local art school in my
hometown of Hafnarfjéréur. During these first months as an art teacher in the art
school, | discovered that | enjoyed teaching. | found joy in instructing my students
in drawing still-life, figures, and all kinds of objects and natural scenes. While
providing individual instruction by correcting drawings, pointing out unbalanced
compositions and postures, and encouraging my students to observe the subject
closely—investigating forms, lines, and shadows meticulously—I realised that | was
simultaneously honing my own skills by observing differently and enhancing my
understanding of my own challenges in drawing. As | have always enjoyed
drawing, teaching drawing was, therefore, equally satisfying for me. When reading
Arnheim for this dissertation, | recognised that | also used the same terms he had
employed, which | inherited from the teachers who taught me in art school: weight,
balance, movement, etc. Much later, | realised my teaching experiences aligned
with Dewey’s ideas (Dewey, 1938; 1990; Jackson, 1998). | was learning with my
students: investigating problems in art through their eyes. When this local art school
was on the verge of closing down a few months later, | took the initiative with a
group of fellow artists and friends to restart it. We managed to keep the school
running for two and a half years.

As | had become a father shortly after | moved home from France, a strong and
growing responsibility fo support my small family directed me to choose the
financial security of becoming a teacher instead of pursuing only the uncertainty of
an artistic career. | sought to expand my teaching practice as my newly discovered
inferest in teaching had taken hold on me and thought that my aspirations in
painting could be realised in the evenings and on weekends. What a naive ideal!
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Figure 6: Me in the studio at a weekend or evening

After seeing an advertisement for a replacement teacher in the visual arts in
Garé&askdli in Gardabeer,® an established upper-elementary school with pupils aged
13—15 (in some contexts, this school level is referred to as lower-secondary), | gave
the principal a phone call. He invited me to meet him for an interview. | visited the
facilities, met with the teacher | was supposedly going to replace and some other
people who later became my colleagues. | was intrigued by the atmosphere and
decided that | would love to work there. Two days later, | got a phone call from the
principal, who offered me a replacement job for half a year. While I lacked formal
teaching qualifications when my professional teaching career began, my teaching
experience from the local art school in Hafnarfjéréur helped me through the first
months. At that time, not having qualifications as a teacher wasn't considered a
significant issue, as there was a constant demand for teachers—and that demand
still exists. In the case of not finding a qualified teacher, principals were allowed to
hire any applicant they thought that could do the job. Obviously, being educated in
the visual arts was a prerequisite. On the legislative level, it was, however,
recommended that those who intended to make teaching a professional career
should seek the appropriate education, as principals were obliged to advertise
every year for qualified teachers. Therefore, not having a qualification meant that |

51 am very proud of having had the opportunity to work in this school.
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could only have the position temporarily—if a qualified teacher would apply, |
would automatically lose the position.

And so began my teaching practice in compulsory education: In the early hours of
a cold morning in early January 1995, | found myself in a classroom with a group of
sleepy adolescents looking indifferently at me, the young aspiring artist. Since | was
a replacement teacher, | had been provided with complete lesson plans. As a
newcomer and novice, | thought the most straightforward way would be to follow
those—although | could do whatever | wanted, as Icelandic art teachers have ample
room fo use any approach they see fit. | thought these lesson plans were well-
designed pedagogically and artistically. Various aspects of the lesson plans were
based on the book Emphasis Art: A Qualitative Art Program for Elementary and
Middle Schools (Wachowiak, 1993). For many art teachers, that book serves as a
practical guide for teachers who want to follow the Discipline-based Arts Education
(DBAE) curriculum, a concept once supported by the Gefty Education Institute for
the Arts in Los Angeles (Dobbs, 1998), and extensively promoted by Elliot Eisner
(2002), but which seems to have lost its appeal as a specific approach.’ The
purpose of DBAE was to integrate learning experiences from four distinct
disciplines of art study: art criticism, aesthetics, art history and art production
(Sevigny, 1987). The spirit of the DBAE approach has been prevalent in Icelandic
schools (see, e.g., Juliusdéttir, 2009; Thayer, 2016) as its approach responds to the
consensus that education in the visual arts should benefit children in several
different ways (see Bamford, 2009, pp. 67—69). The construct of education
through the arts emphasises employing the arts to foster intellectual, emotional, and
social development. While DBAE focuses on education in the arts, it supports this
broader aim by fostering critical thinking, emotional intelligence, creativity,
interdisciplinary learning, and cultural awareness. By connecting art to broader
contexts, DBAE enriches students’ overall education and personal growth, aligning
with the principles of education through the arts. This can be compared with
practices that focus solely on objectives more appropriate to professional artists in
(say) emphasising techniques that advance artistic skills for a professional artistic or
technical career (see, e.g., Whitford, 1923).

¢ The reasons for diminished support for DBAE deserve further discussion, although
there is little room for that here. Was it due to a general dwindling support for the
arts in a competitive school system, or simply because another framework had
appeared on the scene: Teaching for Artistic Behaviour (TAB)?

26



Making sense of practice and theory

2.2.1 Challenging the “Grammar of Schooling”

Becoming a fulltime teacher in an elementary school was a radical change from the
liberty of the artist's studio. Following a strict schedule of six to eight 40-minute
lessons every day and every week during the whole school year is not easy, with
new classes entering the classroom three to four times each day.” Although the
weekdays had different structures and the groups were diverse, the rigid framework
of the school system soon took over. Tyack & Tobin (1994) and Tyack & Cuban
(1995) have described this framework as the “grammar of schooling.” Within such
a framework, teachers’ ideas and aspirations seem to subside as the teachers
eventually almost always adjust to the underlying—often hidden—framework.
Despite having been generally a successful pupil myself—apart from minor
challenges in mathematics—my doubts about the school system started to emerge
after several years as a teacher in Gardaskdli. Modern teachers’ skepticism about
the educational system seems to be, anyway, almost a truism. When reflecting on
school systems, especially from the outside, they appear rigid and inflexible—to be
sure, this is true to some extent (see Greene, 1973, p. 181, on teachers’ dilemmas
when serving their institutional duties on one hand and their duties to support
students’ liberty and independence on the other). Complaints about education are
often directed towards those who have the power to change the schools from
above, ameliorate the school system through changes in legislation or by fine-
tuning the emphasis on different subjects, adding some extra-curricular activities, or
simply removing “undesirable” objects from the classroom like smartphones and
tablets. For instance, at the time of this writing (2024-2025), there is a
(sometimes) heated debate in Iceland about the decline in PISA results compared to
other European countries and results from previous years. Although the PISA results
and the general evaluation of young people’s academic achievement are not within
the scope of this dissertation, the present discussion in Iceland shows how people
want to seek simple remedies through making systemic adjustments. For instance,
various circles within Icelandic society demand the revival of standardised tests at
the end of elementary school. They believe that having better means to compare
schools and evaluate teaching practices will promote better education. Thinking of
this, | wonder if reinforcing the “grammar of schooling” would benefit education.
According to this, and my research (Waage, 2023a), a general belief in the
framework of the school system seems to have a good foothold in Iceland.
Educational historians David Tyack and Larry Cuban (1995; see also Tyack & Tobin,

7 At that time, the visual arts lesson consisted of bundles of 2x40 minutes. A very
long day would, therefore, comprise five such bundles, although three to four such
bundles were more common.
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1994) have written extensively about efforts in school reform. In Tinkering Towards
Utopia, they describe how educational reform efforts fail, even after successful
periods of progressive experiments that subside gradually as time goes by. So, for
us, especially those who are working actively in the field of teacher education,
these questions are very important.

2.2.2 Education in or through the arts: An eternal conflict?

After a decade in teaching, the question of meaningful content, ethics and moral
education progressively became a considerable part of my reflection regarding
education. As Rudolf Arnheim (1969) outlined, visual perception is a core element
in human cognition and, therefore, is not subservient to other processes, be it
cognitive or sensual. For me, this meant that visual perception is not reserved for a
domain-specific field; rather, visual perception concerns everything that matters for
human life. However, the visual arts in education in elementary or secondary
schools have historically focused on technical elements rather than content or
meaning. In an exhaustive report on the status of arts education in Iceland, Anne
Bamford (2009) discussed the results of focus group interviews conducted in
2008-2009, in which she found that Icelandic teachers had contrasting views
regarding the aims of arts education. In her results, she made references to her
interlocutors’ perceived difference between education in art and education through
art. While many Icelandic art teachers were more concerned with education in the
arts—a priority that | think of as technical or materialistic—others emphasised “more
infegrated arts learning” (Bamford, 2009, p. 69). The technical emphasis in the
Icelandic curriculum guides from 1977 to 1999/2007, as contrasted with the
emphasis on integrated arts learning, was not just a feature of the preceding
curriculum guides for elementary schools in Iceland; it was also equally present in
my earlier art education at the Icelandic College of Arts and Crafts. The training |
received in painting was, first and foremost, formalistic and was mainly influenced
by my teachers, who had been, at least some of them, among the forerunners of the
abstract movement in the late sixties to the early eighties in the art scene in Iceland.
At that time, in line with the “art for art's sake” paradigm (see, e.g., Carroll, 2010,
p. 249), content or messages in art were considered irrelevant at best and
detrimental at worst.

2.2.3 Creative artist or creative teacher?

The dualistic distinction between education in or through the arts is problematic for
me. Thinking of Dewey’s (1938) warning against an “either-or” philosophy, | asked
myself: What was the meaning of this distinction? Would it be possible to educate
children both through the arts and in the arts simultaneously? For me, however, in
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the early years of my teaching career, the DBAE approach was somewhat different
from my own “artistic-career-oriented” mindset, as | felt that artistic practice was the
“real thing” (painting, exhibiting, selling). Subconsciously, | seem to have believed

i

that teaching the arts in an elementary school was “less serious,” mainly to earn a
living until artistic success arrives. Although my interest in teaching, at that time,
was quietly taking the front seat without me realising that until later, | reckoned that

the creative nature of teaching was radically different from being a creative artist.

In line with my education as an artist, and my preoccupation with education in the
arts during the first decade of my teaching time in Gardaskéli, | invited pupils to
work on still-life drawings and to study forms, lines, colours, and values as | gave
them a regular introduction to selected masters; i.e., | tried to make art a significant

part of their lives.

Figure 7: A 10th grade student working on a bust of their favourite musician in 2009. The
likeness to John Lennon is impressive. In hindsight, this project—which | repeated several
times—was very ambitious and took several weeks to accomplish each time and required a
lot of resources. While | introduced the conventional methods used by portrait artists—that
aimed at making plaster casts for further casting—these busts were fired in a kiln. Although
my students had varying skills in creating their busts, understandably, each and every bust
became a wonderful artwork in its own right
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My presupposition, that with the presence of great art, or simply by doing art,
pupils would become “civilised”, exemplified a truism that the fine arts would
conjure the better side of ourselves, a notion put forward inter alia by the German
poet and philosopher Friedrich Schiller (1759—-1805), who argued eloquently in
the atmosphere of “Sturm und Drang”® that the arts would create man as a civilised
being. In On the Aesthetic Education of Man in a Series of Letters, published
originally in 1795, Schiller (1967) argued in Letter 11 for the significance of beauty
in human development and the harmonious convergence of sensual and rational

impulses:

Further on, Schiller posited in Letter 13 that aesthetic education served as a pathway
to personal and societal liberation, achievable through the refinement of human

From this there proceed two contrary challenges to man, the two
fundamental laws of his sensuo-rational nature. The first insists upon
absolute reality: he is to turn everything which is mere form into
world, and make all his potentialities fully manifest. The second insists
upon absolute formality: he is to destroy everything in himself which is
mere world, and bring harmony into all his changes. In other words,
he is to externalize all that is within him, and give form to all that is
outside him. Both these tasks, conceived in their highest fulfilment,
lead us back to that concept of Godhead from which | started.
(Schiller, 1967, p. 77)

sensibilities and the promotion of unity:

In Letter 14, Schiller introduced the “play impulse” concept as an element that seeks
to harmonise sensuality and rationality. He argued that the “play impulse” is

To watch over these, and secure for each of these two drives its
proper frontiers, is the task of culture, which is therefore, in duty
bound to do justice to both drives equally: not simply to maintain the
rational against the sensuous, but the sensuous against the ratinonal
too. Hence its business is twofold: first, to preserve the life of Sense
against the encroachment of Freedom; and second, to secure the
Personality against the forces of Sensation. The former it achieves by
developing our capacity for feeling, the latter by developing our
capacity for reason. (Schiller, 1967, pp. 85—87)

8 Sturm und Drang is a movement that embraced emotionality and individuality
during the Romantic period. The movement contrasted the emphasis of the
Enlightenment on rationality, universality and empiricism.
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connected to art through beauty, as beauty in art appeals to both our sensory
faculties and our rational mind, leading to the development of moral and civic
virtue. Consequently, according to Schiller, aesthetic education could construct a
more just and unified society, fostering human flourishing by cultivating empathy
and nurturing shared values (Schiller, 1967).

While Schiller's convincing rendering of the importance of art and aesthetics for
human society, Maxine Greene (2000, p. 125) insisted in her book Releasing the
Imagination that: “simply being in the presence of art forms is not [emphasis
added] sufficient to occasion an aesthetic experience or to change a life.” Instead,
she emphasised active participation and meaningful experiences:

It is my conviction that informed engagements with the several arts is
the most likely mode of releasing our students’ (or any person's)
imaginative capacity and giving it play. However, this will not, cannot,
happen automatically or “naturally”. We have all witnessed tourists’
surface confacts with paintings as these mere sightseers hasten
through museums. Without spending reflective time, without tutoring
in or exposure to or dialogue about the arts, people merely seek the
right labels, seek out the works by the artists they have heard they
should see. (Greene, 2000, p. 125)

In line with the title of Greene's book, Releasing the Imagination, her insight
allowed me to see that | had to release myself from the preconceptions | had
carried with me: that art needed an exchange with the audience. Art needed
dialogue with us, we needed dialogue with art, and, even more importantly, we
needed dialogue with other people about all this.

2.2.4 Philosophical dialogue about art

In the spirit of Maxine Greene, who argued for active dialogical engagement with
the arts, | searched for deeper meaning in my teaching. My long-standing and
persisting aftraction to philosophy found a foothold in 2007 when my friend and
colleague, the philosophy teacher Brynhildur Sigurdardéttir, invited me to visit her
philosophy class. In the years before, | had felt an underlying unease germinating
within me: a feeling that something was not quite right in how | was teaching the
visual arts. However, | was unable to give that feeling a name, a notion that
Susanne Langer (1957, p. 7) described in her short book with ten philosophical
lectures, Problems of Art and which | have quoted earlier in this Kappa.

In the philosophy lessons with Brynhildur, | found a potential outlet through which |
thought | could address my questions and develop further as a teacher. My visits to
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Brynhildur's classes and further conversations with her inspired me profoundly. |
decided to integrate philosophy into art classes as | felt my “technical”, and
somewhat old-school studio-artist-oriented emphasis was inadequate. Brynhildur
opened my eyes to the potential of philosophy as a teaching method—using critical
thinking as an instrument in inferaction with students—and as a discipline in its own
right.

Figure 8: A philosophical discussion about “beauty” in art. | used slides to show a selection

of artworks to my students. Each slide carried one artwork so that my pupils could inspect
them properly. Then | presented them all together in one slide and asked them to comment
on the artworks from the perspective of what beauty in art would entail. | then wrote their
comments on the whiteboard for further scrutiny and discussions.
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After having had many inspiring discussions with her about philosophy in education
and the P4C concept in 2007—2008, Brynhildur invited me to replace her while
she took a maternity leave. | was both excited and terrified. | was excited because |
knew that accepting it would allow me to develop further as an art teacher, and
even develop later on a career in teaching philosophy. | was terrified because | was
not educated in philosophy—apart from what | had studied during my education in
the visual arts and what | had read occasionally—and | had no experience in
facilitating philosophical inquiry. Although Brynhildur provided substantive and
wonderful materials and lesson plans, | wanted to expand my knowledge. | took
lessons in Matthew Lipman’s methods, participated in a seminar with Catherine M.
McCall and attended several transformative workshops on philosophical dialogue
with Oscar Brenifier in France.’ Replacing Brynhildur during her maternity leave
was undoubtedly one of the most significant events in my professional life. When
she returned from the maternity leave, she took an administrative position and |
continued as a philosophy teacher along with my duties as a visual arts teacher. So
both my wishes were fulfilled: developing further as an art teacher and becoming a
philosophy teacher. | even participated in the resurrection of the Association of
Philosophy Teachers, and sat on its board for several years. My professional
collaboration with Brynhildur developed further, and we authored teaching material
for critical thinking™ and published, with a group of philosophy friends, an online
resource for teachers who wish to use philosophical approaches in their teaching.”

These encounters with philosophy as a method and subject, encouraged me to do
experiments in my visual arts classes. My aim was to help my pupils to regard the
arts as a worthwhile task in itself and to deepen their moral reflection on art
projects. Instead of delivering top-down facts about artworks, | asked my pupils
open questions such as “What is happening in this painting?” (see, e.g., Housen,
2002, 2007; Hailey et al., 2015 on Visual Thinking Strategies: VTS). | chose
Magritte’s 1937 surrealist painting, Not to be Reproduced’, for these first
experiments. Magritte is renowned for his paradoxical depiction of surreal scenes
and moments, leaving lifle room for definitive answers. At first, | noticed my

students seemed slow to react, which | later came to appreciate as crucial “thinking
time” which is an essential element in education, often undervalued. However, as |

continued to provide my students with time and space for contemplation, they

? hitp://www.pratiques-philosophiques.fr/en/xwelcomex/

10 https://mms.is/namsefni/hvad-heldurthu-um-gagnryna-hugsun-rafbok and
https://mms.is/namsefni/hvad-heldurthu-um-gagnryna-hugsun-kennsluleidbeiningar

" hitps://verkefnabanki.wordpress.com
"2 https://en.wikipedia.org/wiki/Not_to_Be_Reproduced
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shared insightful and enlightening perspectives on the moral significance of the
arts. Before long, my students consistently offered their “theories” in every class
where | encouraged reflection on the painting: “Could it be that he has done
something wrong and that he cannot look himself in the eyes?” asked one pupil.
Another added thoughtfully: “He must be ashamed of himself!”. A third pupil
elaborated: “Maybe he doesn’t want to confront the truth?” while the fourth
continued: “He has turned his back on himself because he feels he has betrayed
his principles” (Waage, 2017). My pupils’ comments and ideas might lead us to
reflect on what actions or thoughts might trigger feelings of shame (Waage,
forthcoming). However, going into deeply personal matters depends on the context
and audience. It can be risky for a teacher to ask his students directly about an
emotion such as shame. However, a young woman, Laufey Bjérnsdéttir (2024),
whose master’s thesis at the Iceland University of the Arts | recently supervised, did
exactly that. She wrote her thesis about her pupils’ ideas of shame and their artistic
expression regarding that emotion. She approached the topic from their personal
perspective, and her work shows how the arts and creativity can open up pathways
for those who are interested in reaching the depths of the human soul. However,
while Bjornsdéttir is a trained visual artist, she also has a background in
developmental therapy, which gives her an advantage in working with sensitive
issues with children. Ordinary teachers might not be as well equipped as
Bjornsdéttir. In some aspects, | can see her approach being somewhat aligned with
arttherapy, which is a highly specialised discipline aiming at using art and creativity
for working with vulnerable people and those with emotional and existential
challenges (see, e.g., Oddsdéttir et al., 2023). For the unsuspecting or untrained
teacher in these matters, | would rather recommend inviting pupils to approach
moral issues through their imagination, as artworks can serve as a proxy or a
substitute to discuss sensitive situations without becoming too personalised.
American philosopher Noé&l Carroll (2003) argued that because of the great
diversity of artworks, their educational value could be found in a variety of sources
that are elicited through a shared humanity and collective experiences. In that
respect, we can think of pupils’ imagination playing a crucial role because
imagination allows for expanding reality; we can envision imagination as a
fransaction from a static and immobile condition to an active and moving state
(Dewey, 2005; Dewey & Bentley, 1949; Biesta & Burbules, 2003). In a similar
spirit, Keith Qatley (1999) wrote that in the case of literature, which | obviously
categorise within the arts, fiction could be two times as true as facts. He justifies his
stance by emphasising the capacity of humans to imagine through simulation or
imitation—in an Aristotelian spirit—which allows an audience “to experience
emotions—their own emotions—and understand aspects of them that are obscure,
in relation to the contexts in which the emotions arise” (Oatley, 1999, p. 101).

34



Making sense of practice and theory

Oatley’s observation is aligned with Langer’s (1957, p. 7) articulation of the handles
of the mind | mentioned previously. In line with Greene’s (2000, p. 125) argument
about dialogue and Arnheim’s (1974, p. 1) observation about art and language,
having dialogue with others can reinforce our own conceptions and vocabulary.

Figure 9: The concept of “friendship” analysed in a class with 8" grade pupils. | had made

a collection of various artworks from various periods; paintings, illustrations, comics, and
photos. After having introduced Aristotle’s categories of friendship, | asked the group to
compare the artworks to Aristotle’s categories and reflect on the nature of friendship
displayed in these artworks. Further on, | invited pupils to a) vote for the artwork they felt
displayed the most friendship, and b) vote for the artwork they felt displayed the least
friendship (or hostility). Pupils could choose up to three artworks (hence the numbers on the
whiteboard). In the following, a discussion took place in which pupils could bring forward
arguments for their view in relation to the contents and representation of the artworks

As time moved on, | became dedicated to developing my philosophical approach; |
repeated my experiments with different classes and with various artworks. The
results of these were encouraging, and | felt that | was onto something important
which | needed to explore further, and, little by little, my classroom turned into a
laboratory in which | did regular experiments in philosophical dialogue with my
students. My philosophical and experimental attitude also found its way into my
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instruction and choice of topics. Thinking about the classroom as a laboratory is a
central notion in Dewey's educational writings. While we are used to thinking of
“laboratories” in the context of the “major sciences” (Jackson, 1990, p. xvii),
Dewey thought of his elementary school at the University of Chicago as a

laboratory in which the student of education sees theories and ideas
demonstrated, tested, criticized, enforced, and the evolution of new
truths. We want the school in its relation to the University to be a
working model of a unified education. (Dewey, 1990, p. 93)

While it is exciting to think about the school and the classroom as laboratory in
which new truths are discovered in collaboration between students and teachers—
like | have experienced myself in my teaching—such endeavours require special
and favourable conditions such as those Dewey's Laboratory school enjoyed in its
heyday: small groups, dedicated parents, and committed teachers (Jackson, 1990).
As | understand Dewey’s concept, the analogy to laboratory is about affording “a
demonstration of the feasibility of the principle and of the methods which make it
feasible” (Jackson, 1990; p. xxv; Dewey, 1990, p. 94). Rather than producing
immutable truths, | see the notion of the laboratory as a description of an organic
and transactional dimension in which theory and practice become interrelated
(Biesta & Burbules, 2003). Dewey's (1990) emphasis on general principles—rather
than established evidence-based methods—demonstrates his recognition that the
idea of a perfect pedagogical method is unrealistic due to the complexity of human
nature, society, and knowledge. And from my point of view, this puts the teacher in
the front seat as he is well placed to identify individual differences and organise his
lessons accordingly. Furthermore, building a community of inquiry within the
classroom with a focus on dialogue, creativity and deliberation is good place to
start.

After the seminars in philosophy, | mentioned above, and with the enthusiasm my
experiments ignited in me, there was no turning back. After all these experiences
and reflections, | decided in 2009 to enrol in a master’s program at the School of
Education at the University of Iceland. Part of this decision was the hunch that to
become a better art teacher, | needed to distance myself from being an art
teacher—an idea that seemed to be counterintuitive at the outset, but which made
sense later on. | needed to expand my horizons and enrich my experiences before |
could come back “home” to the visual arts, which had always been my main
priority. In my quest for a more open, creative, and democratic education, |
conducted quantitative research on teachers’ attitudes to democracy based on the
Deweyan principle under the supervision of Prof. Kristjdn Kristjdnsson and Prof.
Amalia Bjornsdéttir. After | finished my master’s thesis in 2012, | published two

36



Making sense of practice and theory

peer-reviewed articles with my supervisors as co-authors and realised that scientific
research could be a new channel for my creative nature (Waage et al., 2013,
2015).

2.2.5 New horizons

| continuously worked in Gardaskéli for 25 years until 2020. | had the fortune of
taking a sabbatical year 2011—-2012, which | spent pursuing the aforementioned
master's degree in Philosophy and Sociology of Education at the University of
Iceland. While | was quite a thriving visual arts teacher, my questions regarding my
teaching approach became more pressing. Working on this PhD project has led me
to rethink my perspective. A flourishing human society usually adheres to a system
or a structure that minimises the energy spent on maintaining itself. This pragmatic
tendency may be attributed to laziness, the need to minimise struggles, or the
preservation of energy. By following tried and tested procedures, we are spending
minimal efforts, ultimately allowing us to use the remaining energy for other
necessary things. In his book, The Concept of Motivation, British educational
philosopher R. S. Peters (1960) attributes this tendency to the fact that “Man is a
rule-following animal [emphasis in original]. The actions of humans are not simply
directed toward ends; they also conform to social standards and conventions, and
unlike a calculating machine he acts because of knowledge of rules and objectives”
(Peters, 1960, p. 5). | realised that | might be barking up the wrong tree by
focusing too much on the educational system, not to mention that changing the
system would be impossible for me. Hence, | should focus on myself as a teacher
and educator in teacher education and my opportunities to inspire prospective
teachers to become thoughtful, compassionate, and adventurous in their work. My
belief is that the central factor of pupils’ flourishing is not found within the system
itself but rather in the quality of teachers’ approaches and attitudes. My experience
taught me that while being a teacher in the elementary school system, | could still
explore new ideas and do experiments like the one central to this PhD dissertation.
The system, which consists of human beings trying to do their best in doing their
job according to their beliefs, was flexible enough. Therefore, | wonder if the
perceived rigidity of the school system is more of an illusion than a reality. | can
imagine myself pulling the iron bars of the educational structure: instead of being
inflexible, the imagined iron bars give in like rubber bands. When released, they
resettle and retake the form of iron bars. Teachers have, therefore, as much liberty
to develop professionally as they like and as reason allows. In fact, professional
development is highly regarded in the teaching profession, and teachers are
actively encouraged to develop their faculties. Reflecting on my time as an
elementary school teacher, | am grateful for always having had supportive and
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open-minded principals. | felt respected and trusted, and had great colleagues. The
framework aside, the pupils were another challenge—in a positive way—only
through my pupils could | better understand my approaches, teaching methods,
and myself as a teacher.

2.3 The researcher

While working on the M.Ed. thesis mentioned above, | developed a much broader
interest in education than before. Instead of focusing on teaching only the visual
arts, | became more interested in the general aims of education and their value
from various perspectives, e.g., the value of education for society, for democracy
and equity, the value of education for individual growth, and how the inherent
value of various school subjects can appeal to different students (see, e.g. Tyack &
Cuban, 1995). In short, my vision changed from focusing solely on my prior belief
in “education in the arts” to a more integrative and holistic view by adding the
“education through the arts” paradigm (Bamford, 2009) to my professional theory.
Working with one should not exclude the other.

During my master’s studies, | took courses in ethics that led me to consider the
value of ethics in education. Throughout my studies, | became acutely aware of how
modern theoretical discourse on ethics led to a comparison between the three main
ethical theories: utilitarianism, deontology, and virtue ethics. While it is outside the
scope of this dissertation to enter that debate, | want to address the “alleged
inability” of virtue ethics to provide guidance for actions (Snow, 2017, p. 322), as
contrasted with utilitarianism and deontology. Asking how to reach a goal without a
clear plan seems reasonable; however, instead of seeing this as a problem, | value
the flexibility and organic nature of virtue ethics as beneficial. Rather than providing
a list of prescribed actions for every scenario, Aristotle (1985) contended that
developing virtues gives a virtuous person the skills necessary to evaluate situations
and react appropriately. As | matured as a philosophy teacher, | realised that the
most interesting dialogues concerned questions of a moral nature. | felt that a virtue
ethical approach could have a deeper educational value than other approaches, be
it deontological or utilitarian, because virtue ethics requires us to think
independently, take different positions into account, and, not least, ask ourselves
what kind of persons we want to be.

The inquiry into how to lead a good life is reasonable and logical, as my current
actions and thoughts will influence my future perceptions of life. The question of
what a good life consists of has persisted for centuries. Socrates (Plato, 2007)
insisted that if individuals knew what was good, they would want to act accordingly
(Arthur et al., 2006, p. 5). Building upon his teacher, Plato, Aristotle (1985),
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developed his virtue theory in which he maintained that virtues comprised various
components, the most salient one perhaps being the emotional component qua
motivator of action, i.e. moving us fo act virtuously. As a teacher, this reflects my
deeply rooted will to become a teacher who communicates something more than
the contfents of the curriculum. However, when reading that Aristotle maintained
that virtuous actions would result from virtues that the individual has developed and
habituated, | immediately thought of teachers’ freedom to cultivate and embed
these virtues and wondered whether modern school systems would be conducive to
that. To be sure, there can be proper actions without virtue—it is easy to be honest
under surveillance—and our actions can be guided by duty or personal advantages,
but virtuous individuals would know what was good and want the good, and
possess the abilities to act accordingly (Arthur et al., 2006; Kristjdnsson, 2007,
2015; Carr & Harrison, 2015).

As we age, our reflections on life evolve from those of our younger selves. A young
man typically looks forward; every action aims to achieve future goals. This mindset
can be characterised as unidirectional. | recognise this clearly when recalling the
artistic ambitions | mentioned earlier. However, being an adult in my late fifties, |
have the privilege of having a broader, bi-directional perspective as | reflect on the
past while preparing for the future. | suspect that later, my perspective may again
become uni-directional as | contemplate the past—when the future shrinks,
inevitably, into weeks or months. The more | reflect on Aristotle’s ethics, the more
his ideas speak to me. In the Nicomachean Ethics, Aristotle (1985) claims that
happiness is the ultimate good, articulating the core concern of Aristotelian virtue
ethics: How can one live a good life? (Aristotle, 1985; Hursthouse, 1987). Aristotle
used to describe human flourishing and explain what the good life is like with
concepts such as eudaimonia (happiness or flourishing), aréte (excellence or virtue)
and phronesis (practical or moral wisdom) (Hursthouse, 1999; Hursthouse &
Pettigrove, 2023). Aristotle (1985) maintained that eudaimonia is an independent
and objectively desirable goal of human life, although eudaimonia is not
conceptually separate from aréte and phronesis, which are constitutive of
eudaimonia. In education, the concept of excellence (aréte) seems to be, in
general, a central driving force, as most educational objectives strive to help
people reach their highest potential, aiming for excellence in all areas of existence.

This rendering of virtue ethics displays how the interconnectedness—or
entanglement—of these concepts presents difficulties in education. Hence,
flourishing is never a stand-alone construct; there is always an involvement of other
conditions, which often are outside the reach of teachers or parents, as we can
never fully control the conditions our students or children live in. Adding to the
complexity is the nature of, e.g. phronesis, as Aristotle (1985, p. 161) considered it
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impossible for the young to develop phronesis until reaching adulthood because of
their lack of experience (Hardarson, 2019, p. 2). While | can invite my pupils to a
collective reflection about an artwork, there is little | can do to ensure true
reflection; | can only hope that a transformation comes about later on. | see this as
the beauty of teaching; everything we have is faith in humanity, which is already an
admirable position. Ultimately, faith in goodness might be the only thing we pass
on to our students.

Having developed an interest in ethics, and especially virtue ethics, | started to think
about how | could synthesise visual arts education and moral education in such a
way that | could develop a deeper understanding of the relationship between these
two elements and hopefully develop approaches or methods that other teachers
could build upon. The idea of pursuing a doctoral degree started germinating
within me, and my initial research question was: “What is the moral value of visual
arts education?” At that time, | had no idea how to approach this question. | had,
however, been following Prof. Kristjdn Kristjdnsson’s research and writings about
virtue ethics, character education, and human flourishing. He supervised my
master’s thesis, and his educational vision has inspired me. In 2012, while | was
writing the last pages of my M.Ed. thesis, Prof. Kristjdnsson was appointed the
deputy director of a newly founded research centre, The Jubilee Centre for
Character and Virtues, at the University of Birmingham
(https://www.jubileecentre.ac.uk). The Jubilee Centre was initially funded by the
John Templeton Foundation, which provided funding for research. On the Jubilee
Centre's website, it is stated that:

The Jubilee Centre is a pioneering interdisciplinary research centre
focussing on character, virtues and values in the interest of human
flourishing. Founded in 2012 by Professor James Arthur, the Centre is
a leading informant in the UK and infernationally on character
education policy and practice. The Centre works with various
audiences including schools, teachers, young people, parents, policy
makers and fellow researchers. (Jubilee Centre for Character and
Virtues, 2024)

During a meeting with Kristjansson, | shared with him my ruminations about the
moral value of the visual arts, and he encouraged me to investigate this largely
unexplored topic. A few weeks later, | unexpectedly received a book in the mail
with a greeting note from Prof. Kristjdnsson: Educating Character through Stories by
the philosophers David Carr and Tom Harrison (2015). This was my first
introduction to the Jubilee Centre’s Knightly Virtues Programme (KVP) research
project, which aimed tfo investigate the value of stories for character education.

40



Making sense of practice and theory

After reading the book, | felt that | might be on the right track in my quest to find
meaningful aims in education that reached beyond the instrumentalism that had
been an undertone throughout my teaching career—an undertone that | had
nevertheless started to challenge through the philosophical experiments | had been
doing for several years.

The KVP research project was developed as an attempt to respond to contemporary
concerns about the general aims of education and a growing consensus in Britain
that the contribution of the virtues to good character might be one part of the
solution to modern challenges (Arthur et al., 2014, p. 5). With the aims of helping
to solve such challenges and for a better understanding of the value of moral
education within schools, the Jubilee Centre set out to develop a programme based
on classic literature designed for children aged 9—11. The importance of literature
and stories in that respect has always been recognised by teachers and theorists
(Carr & Harrison, 2015). Professor Karen E. Bohlin (2014b, p. 4; see also Bohlin,
2005, 2014a) discussed in the Foreword of the KVP research report the importance
of stories for humans to understand themselves and others better, as stories have
been a central element in human societies for millennia.

In their book, David Carr and Tom Harrison (2015, p. 129) discussed issues
regarding developing and implementing educational novelties. They defined two
main challenges when doing experiments similar to the KVP, and both were
meaningful for me as a teacher and researcher. The former challenge, or problem,
is the pedagogical problem (1): Which methods or approaches are reasonable to
teach the stories of the KVP in an ordinary classroom? Carr and Harrison (2015, p.
129) ponder that while using classical literature in education is a common and well-
known task, locating the focus of moral education as a specific purpose of teaching
literature might pose a challenge. Reflecting on my research experiences, these
challenges presented themselves clearly, as discussed in my third article (Waage,
2023a) in regard to the role of the visual arts as a school subject, especially in light
of the emphasis on “education in the arts” as contrasted with “education through
the arts” (see Bamford, 2009). The pedagogical problem also presented itself in
choosing materials and methods used when attempting to bring ethics into the
spotlight. To address that challenge, Carr and Harrison (2015) endorsed using a
journal, a central object in the KVP experiment that allowed pupils to do homework,
which additionally invited parents’ involvement in their children’s learning. While
the journal served as a glossary and a quick guide to the virtues and related terms,
it also allowed an individualised approach in which students were encouraged to
use their creative imagination to use different modes of expression, which was,
therefore, conducive to allowing pupils to work at their own pace with an
appropriate personalisation of the journal. Giving students this personal headspace
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was thought to foster pupils’ capacities for moral reason and deliberation, helping
them to realise that developing virtues “is not simply a matter of social conformity
or doing what others tell one to do, but of serious and responsible reflection on
what is morally right or wrong—not least in morally conflicted circumstances” (Carr
& Harrison, 2015, p. 131). In my research project, | replaced the concept of the
journal used in the KVP with the artworks created by pupils during the intervention.
Although a personal journal or diary is not directly interchangeable with painting a
piece of artwork, the mental and emotional efforts may be of a similar nature,
especially considering visual thinking (Arnheim, 1969, 1974).

However, there is more to this than choosing suitable materials and methods.
According to Carr and Harrison (2015), the second challenge to moral education is
the curriculum problem (2): How can teachers or researchers fit a programme in
the spirit of KVP into the existing structures of curriculum and subjects? Education
has historically been structured around core and foundational subjects, and still is.
While this varies between countries, such a structure provides a framework that is
often difficult to change (Tyack & Cuban, 1995). Implementing non-standard
educational programmes is challenging. Extracurricular activities such as the KVP
might disrupt official requirements and constraints informed by the more pragmatic
priorities of essential skills and examination-focused learning. In general, little time
or space is reserved for the formal development of character or virtue, which are
often presented as long-range aims or happy by-products of education without
corresponding methods or materials. While this applies to schools in the UK, it
seems to me that the situation is similar in Iceland. Although the moral dimension of
education is addressed in the Icelandic curriculum guide (Ministry of Education,
Science and Culture, 2014), there are no guidelines for how teachers should work
with these matters. While finding time in a busy school day is always challenging,
Carr & Harrison (2015, p. 136) reckon there is ample room for such interventions
in younger grades. Although teachers are under constant pressure to teach core
skills, Carr and Harrison (2015) reported that the participating teachers in the KV
programme regretted not having more time to spend on the project (Carr &
Harrison, 2015, pp. 136—137). It is possible to extend the idea of giving room in
the younger grades for moral deliberation in arts classes because the arts are not
always subjected to the same level of grading as the core-subjects. For this reason,
some authors contend, the arts have been marginalised in education.

Educating Character through Stories was inspiring reading, and | found excitement
growing inside me. Having met with Prof. Olafur Pa&ll Jénsson at the School of
Education at the University of Iceland on several occasions and being conscious of
his knowledge, open mind and creative attitude, | intfroduced my ruminations to
him. He suggested that | should also discuss my ideas with Prof. Atli Hardarson,
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whom | also knew as an outstanding educational thinker. After their encouragement
and with their collaboration, | wrote a research proposal, which was accepted in the
summer of 2015, and my doctoral journey started formally. At that time, | was a full-
time teacher in Gardaskdli, a position | left in 2020. Along with my duties in
Garé&askdli, | had been a parttime lecturer at Iceland University of the Aris since
2013, and occasionally at the University of Iceland. Hoping to be able to focus on
my research, | applied for a doctoral student grant at the Icelandic Centre for
Research. Although | had favourable and helpful comments from the reviewers, and
even if | almost made it through the eye of the needle, my application was rejected.
| decided, however, to continue without funding, but | admit that being obliged to
teach fulltime along with my doctoral research has been quite frustrating at times
and demanding. | realised later, however, that being professionally active during
my studies impacted how | perceive and understand educational research.
Discovering the complex interactions between my three different roles—artist,
teacher, and researcher—helped me understand that educational research can
seldom be done only by neutral and unbiased white-gown scientists observing the
classroom through the school windows, an approach | sometimes refer to as the
“aquarium attitude” or the “fish-tank aftitude.” The observer on the outside is simply
inherently unable to understand to a full extent what happens inside social
phenomena. A similar idea is expressed as the “fly on the wall” who
“dispassionately observes events unfolding around” (Poulos, 2021, p. 7). Here,
Christopher Poulos (2021), a professor of communication studies, is referring, inter
alia, to the groundbreaking work of anthropologist Clifford Geertz when in 1958 he
visited Bali in Indonesia accompanied by his wife. There he experienced the
paradigm shift that happens when the people in the village he intended to observe
embraced him and his wife after they showed the community solidarity against the
suffocating regulations that the state had imposed on the communities at that time.
Geertz's account of the research is vividly encapsulated in his famous essay: “Deep
Play: Notes on the Balinese Cockfight.” Geertz's (1972) essay is available online
and is an engaging and exciting read for those who intend to do research with
human subjects. It is generally thought that Geertz's essay had a transformative
effect on ethnography as the researcher himself became gradually a part of the
research. Today, it is also generally accepted within the field of anthropology—and
educational studies—that the subjects to be observed are—quite obviously—aware
of being observed and, therefore, act accordingly. For this reason, we can not fully
understand the reasons behind people’s attitudes or actions (Ryle, 2009). For
educational research, this is a major problem because we should never treat human
beings only as objects. We must always be aware of how we, as researchers and
teachers, affect the environment we enter. Gert Biesta (2022) discussed this idea
extensively in his book World Centred Education: A View for the Present, in which
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he discusses the necessity of moving from learnification—which focuses on the
emphasis of learning, a notion he maintains resembles Freire’s banking concept
(Biesta, 2022, p. 43)—to the notion of subjectification which describes our
“freedom as human beings ... to act or to refrain from action” (Biesta, 2022, p.
45). Hence, the teacher's—or the society’s—aims behind education may be
incompatible with students’s aims or meaning. Few artists have encapsulated—for
this context—the tension between the subject and the object as well as the
American comic artist Gary Larson, the author of “The Far Side.” For copyright
reasons, | cannot publish his work in this dissertation; it must suffice to enjoy it
here: https://anthropologizing.com/2011/06/20/anthropologists-anthropologists/ .

2.3.1 Doing a scientific experiment in a classroom setting

Although reading Educating Character through Stories (Carr & Harrison, 2015)
motivated me to follow a similar approach, my emphasis on the visual arts instead
of stories or literature brought a methodological challenge. How could | adjust the
KVP research concept to my preferred emphasis on the visual arts?

While the book by David Carr and Tom Harrison (2015) gave a clear and concise
account of the KVP and the central idea behind the concept, having access to
Jubilee Centre research material and results was crucial for developing my research
project. | visited the Jubilee Centre in Birmingham for a few days in spring 2016
and interviewed some of its researchers: Prof. Kristjan Kristjansson, Prof. David
Carr, Prof. Liz Gulliford, Prof. Tom Harrison, and Matt Bawden. After the visit to the
Jubilee Centre, | understood better the educational dynamics that were the driving
force behind the research centre, and | witnessed the commitment and enthusiasm
that fuelled all the valuable work done there. In addition, the researchers were
helpful and willing to share their expertise. For instance, | got an “early-bird”
access fo the material used in the Art and Design section of another research
project: Teaching Character through Subjects, which focused on how character
education could be addressed in diverse school subjects (Harrison et al., 2016). |
inspected the lesson plans for Art and Design, and while | thought they were
impressive, | felt the approach to be somewhat too prescriptive with direct
instructions—too top-down for my teaching philosophy, as | embrace students’
autonomy and creativity. My relationship with the Jubilee Centre has been ongoing.
| presented my work at the Educating Character through the Arts conference held at
the University of Birmingham in July 19—21, 2018; | also attended the Oriel
conferences in 2019 (without presenting) and 2020, where | presented a paper
(Waage, 2020).
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In addition to various teaching materials and the Framework for Character Education
in Schools, which describes the philosophical ideas behind the version of character
education endorsed and developed by the Jubilee Centre, the centre has published
its results in a series of substantive research reports which are freely available on
the Jubilee Centre’s website (https://www.jubileecentre.ac.uk). In the research
report of the Knightly Virtues Research Project Report, the team outlined the
background of the project along with a detailed analysis of the quantitative part of
the research in tandem with the interpretation based on the qualitative part, such as
classroom observations, interviews with participants and inspection of pupils’
journals. The authors of the report recognised that mixed research methods could
provide the delivery of solid data that allowed for conclusions with significant
validity (Arthur et al., 2014, p. 12). Following an extensive pilot study, the Jubilee
Centre conducted an experimental trial from September 2013 to January 2014 in
49 classes across 29 schools in Britain that participated in the trial at the outset,
with 1089 pupils participating. However, ten schools did not finish or were too late
to send in the data, with 19 schools finishing the programme. Although the
organisation and structure of the research project are outstanding, the high drop-
out rate of schools, 34.5%, reflects the fundamental difficulty in doing empirical
research in education. It would have been interesting to have insights into why
these schools left the project or had problems finishing it.

The trial was based on a five-week intervention in which the material of the KVP was
taught. Before and after the intervention, pre- and posttests were administered in
experimental and control schools. The experimental trial results showed that the
experimental group generally improved in the tests as compared to the control
group. However, these improvements were not statistically significant, except in
results concerning the “impact of the KVP on the application of virtue concepts in
personal, social and cultural contexis” (Arthur et al., 2014, p. 15). Additionally, the
schools’ communal structure—rural, semi-rural, or urban—significantly affected
pupils’ improvements, creating a marked difference in progress between schools in
the countryside and those in cities. What explains that difference is not clear.
However, pupils’ improvement in using virtue concepts in personal, social, and
cultural contexts is interesting. It makes me reflect on Dewey’s theory of experience,
which suggests that things of personal concern or those that touch upon our
immediate environment seem to have more educational significance for students
(Dewey, 1938). While the importance of meaning in education is paramount, it
remains a challenge for teachers to provide educational opportunities that would be
meaningful for all students. This leaves teachers in constant uncertainty, an
uncomfortable position that Maxine Greene (1973) has encouraged teachers to
embrace. However, as it appears, ample space is created through literature and the
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arts for more students to find meaning in the teaching material, which seems to be
confirmed in the KVP research. Overall, the main findings from the KVP research
are

e Increased pupils’ ability to apply virtue language and concepts in
personal contexts by 24% with high statistical significance.

e Improved virtuous behaviour in certain pupils, as observed by
parents, teachers and the participants themselves.

e Some evidence of increased pupils’ knowledge and
understanding of virtue language, which was seen by parents,
teachers and pupils.

e Good response from male pupils to the themes of the stories,
which has benefited both their literacy skills and character
development.

e The programme provided opportunities for teachers and parents
to address together serious questions of character and moral
virtue.

e Teachers, parents and pupils like the design and content of the
Knightly Virtues Programme and schools recognise the benefits
of embedding it info their core curriculum.

(Arthur et al., 2014, p. 18)

2.3.2 The Laxdzela Saga Project (LSP)

In the wake of the KVP, my PhD supervisors, Atli Hardarson and Olafur Pall
Jénsson, along with philosopher Rébert Jack and PhD candidate and teacher Péra
Bjérg Sigurdardéttir developed an Icelandic adaption of it. Instead of using the
literature classics that were familiar to a British audience, the team developed the
Laxdaela Saga Project (LSP), which was based on one of the most significant
Icelandic sagas and existed, conveniently, in an abridged form for upper
elementary (lower secondary) schools (Jénsson et al., 2019). One part of the LSP
research was adapting the KVP pre- and postintervention tests to measure pupils’
progress in using and understanding the vocabulary connected to virtues and vices.
The work on the LSP is still ongoing as of 2025. Although the KVP research
triggered interest in Iceland in investigating opportunities for moral education
through literature and the arts, discussions about morals and ethics and the role of
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the schools in that respect in Icelandic society were also quite fertile, especially
after the financial crisis of 2008. At the political level, debates on the issue
eventually led to a significant revision of the National Curriculum Guide 2011/2013
for all school levels (Jénsson et al., 2019; Waage et al., 2015).

The LSP followed the framework of the KVP research, albeit on a significantly
smaller scale, with the participation of five classroom teachers who taught Icelandic
in ninth and tenth grade (pupils aged 14—15) in three schools. The research team
said that they avoided overwhelming the participating teachers: there were no
requirements for structural changes such as revision of timetables or any other
additional work (J6nsson et al., 2019, p. 3). The research team expressed a
preference for dialogical methods rather than the more conventional direct
instructions, without “prescribing any particular teaching plan, methods or style”
(J6nsson et al., 2019, p. 3), as the emphasis was first and foremost on the content
of the lessons. This approach is in line with my own teaching approach, where the
content is thought of as a stimulus for thinking and deliberation.

The LSP research team employed a translation and adaptation of the KVP
measurement tool fo assess 54 boys and 52 girls in ninth and tenth grades before
and after their studies on Laxdaela Saga. They aimed to determine whether
students’ understanding of moral vocabulary improved and whether they became
better at applying these moral terms to relevant situations in their lives and within
fictional scenarios. A control group of 27 boys and 34 girls from a fourth school
also underwent the same tests. Along with the quantitative test results, they gathered
three types of qualitative data: (1) classroom visits with field reports, (2) two
individual interviews with each of the five involved teachers, and (3) four focus
group interviews with six to seven students each (Jénsson et al., 2019, p. 4). This
was quite similar to the approach | adopted in my (this) research project—with the
crucial difference that | myself participated as a teacher during the intervention |
developed, which allowed me, as an “inside man,” to understand better the
educational dynamics and challenges involved when introducing moral education
into an established school subject. | will discuss in Chapter 4 what | learned as an
“inside man” during the intervention and in my subsequent efforts to make sense of
it all.

Similar to the KVP research, the results of the LSP research displayed that
statistically significant progress was limited to pupils’ understanding of the meaning
of words associated with virtues and vices (Jénsson et al., 2019, pp. 8-9). A
statistical analysis of the results confirmed that the progress between the first and
second round of the tests could mainly be explained by the teaching, as “only a
small part of the improvement is explained by taking the same kind of test again
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since the efa value of the distribution is 0.13” (Jénsson et al., 2019, pp. 8—9). The
research team concluded that while the tests were intended to measure three
aspects: “(1) understanding of moral vocabulary, (2) competence in applying moral
concepts, and (3) competence in arguing for a certain moral point of view”
(J6nsson et al., 2019, p. 10), only the first aspect delivered statistically significant
improvements. The research team reflected on these results and concluded that
measuring such a complex competence, simple tests like those used in the research
project would be inadequate for that task. Additionally, they suggested that changes
would only “be evident later in life” (Jénsson et al., 2019, p. 11). These results were
published after | conducted my own intervention.

2.3.3 Preparing for my intervention: A methodological insight

As | mentioned earlier, | expected that replicating the KVP and LSP projects would
be challenging, as my emphasis on visual arts contrasts with the focus on literature.
Instead of reading texts as in these projects, | invited participants to look at
paintings, reflect on them, and respond in writing. To test the feasibility of using
paintings instead of literature, | decided to pilottest this first version with pupils of a
similar age but in a different region. For this purpose, | contacted a friend who is a
teacher and a programme director at an elementary school in Akureyri, the largest
town outside of the capital area of Iceland. She guided me to the principal and
eventually to the Directorate of Education in the Northeast region of Iceland. Upon
receiving favourable responses, | prepared a letter of consent with detailed
information for the children involved and their parents, booked a flight and
administered the questionnaire in one session to the 32 pupils who had approved
participation.

The structure of the pilot version of my questionnaire was similar to those in the
KVP and LSP research, consisting of two questionnaires, A and B. | asked the same
questions as in the KVP and LSP research, but instead of asking pupils to read texts,
| asked them to look closely at paintings that | provided without any background
information about the artworks. Each questionnaire included ten questions. As |
administered the test myself, | had the opportunity to observe pupils’ reception of
the questionnaires. Although | felt that the pupils regarded me as a stranger, the
atmosphere was relaxed, and the pupils showed interest in responding to the
questions. | noticed that before answering the questions, they looked closely at the
photos of the paintings and scrutinised them, and | wondered if reflecting on
artworks this way was new to the participants.

Concerning the results of the pilot test, | identified that a total absence of
information about the artworks proved to be misguided on my part. Although an
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image is supposed to tell more than a thousand words, context is often essential.
There is more fo an image than forms, lines, and colour; an image always conveys
a story, a feeling or an idea, and the question of the context proved later on to be
of significant importance as | believe artworks must resonate with the audience.
However, as research into the effects of Visual Thinking Strategies (Housen, 2002;
Yenawine, 2003, 2013) shows, the absence of obvious context might still trigger
unexpected ideas and thoughts from an audience; reflecting on my pupils’
responses to Magritte’s painting Not fo be Reproduced discussed earlier, | see that
not having context can have invaluable opportunities. However, in the context of
doing research into the value of paintings—or other visual artworks—for moral
cognition, the choice of artworks and their contents needs to be specifically
adapted to that objective. Therefore, | selected artworks with themes | considered to
have a moral or ethical nature (see Article 3: Waage, 2023a, pp. 6—7). Being
mindful of the importance of giving pupils the liberty to interpret the artworks, |
decided that | had to find the middle ground and rethink some sections of the
questionnaire and provide background information for one artwork in each while
letting the other artwork speak for itself. Hence, in the final version of the
questionannaires (A & B) used in the intervention, one painting in each was
accompanied by short background information for context while | invited
participants to write a free-style reflection about the artwork using five guiding
questions similar to methods used in creative writing processes. These questions
were developed by a colleague, Kristjdn Hrafn Gudmundsson, an Icelandic teacher
with a master's degree in literature, who at that time was teaching Icelandic in
Gardaskdli. | showed him Edward Munch’s painting, The sick child (1895-96), and
he used the painting as a project for writing skills. He presented the painting to his
pupils with several guiding questions:

e What is happening in the picture?

e Why are these people there? How are they related?

e What could have happened in their lives the last days, even minutes?
e What happens next in their lives? Explain why you think so.

e What emotions come to mind when you look at the image? Why?

e Take also the surroundings into account. Do they have an influence on
what you say about the painting?
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He was very intrigued by the qualities of the pupils’ texts and showed them to me. |
was equally fascinated, and with his permission | used his prompts in the
questionnaires for my research project. | am deeply thankful for his poetic insights
and input into my research project. That decision proved to be a blessing: my
thematic analysis of the responses became the central object in the book chapter
(see Waage, 2020), which constitutes the second article of this dissertation. Having
more or less developed the pre-and posttest questionnaires, | had to finish
developing the lesson plans that were to be used during the intervention. Although
| felt that as | had been experimenting for several years | was not exactly inventing
the wheel, | needed to make the structure and timeframe clear as my aim was to
collect data systemically. In addition, | was going to involve three colleagues in the
project as teachers.

Based on the KVP and LSP research projects, the intervention | developed was
designed for visual arts classes and introduced critical thinking through discussions
about artworks. For planning the intervention, | examined the lesson plans and
resources from Teaching Character Through Subjects (Harrison et al., 2016). Based
on that review, | created new lesson plans that emphasised pupils’ artistic
exploration because | aimed to motivate them to engage with moral deliberation in
a personal way. The role of the teachers in this approach was to facilitate
discussions about my pupils” artworks, pose dialogical and philosophical questions
about courage and friendship, and encourage reflection on their paintings. Many
theorists in arts education (e.g., Eisner, 2002; Dewey, 2005; Hetland et al., 2007)
value artistic approaches that foster pupils’ creative independence and provide
space for experimentation and reflection. While | had used many elements of the
intervention in previous years during experiments with my pupils, this was the first
time | endeavoured to collect data systematically in my classes.

2.3.4 Getting ready to conduct the intervention

After preparing the questionnaires (see Appendices 1 & 2) and the lesson plans
(see Appendix 3), | wrote to the parents of all the eighth-grade children in my
school, providing a detailed description of the project and requesting informed
consent from both parents and pupils (this letter is included in Appendix 4). Before
proceeding, | ensured that my research was conducted according to the guidelines
from the Icelandic Data Protection Authority. Furthermore, | requested a review
from the University of Iceland’s committee on ethical conduct in research, which
acknowledged my research proposal (Appendix 5). In addition to general ethical
concerns in research, the sensitive position of minors in educational studies
requires attention and care. In this research project, | did not collect any sensitive
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information, and | confirm that my methods are consistent with the ethical
requirements laid out by Shamoo and Resnik (2015).

The supervising teachers of each of the eight classes in the 8th-grade cohort
distributed the letters, collected the responses, and handed them to me. | generally
received positive feedback. After gathering all the letters of consent (161) and
refusals (10), | could proceed. Since the intervention was considered part of the
visual arts curriculum for 8th graders, everyone was required fo participate in the
lessons. However, | only collected data from the 161 pupils who had consented to
participation. The ten pupils who disapproved of participation were excluded from
answering the pre- and posttests, and | did not inspect their portfolios, although
they participated actively in the lessons as the intervention was considered regular
schoolwork. In total, 131 pupils completed both the pre- and posttests. Pupils who
did not complete both rounds, because of absence or sick leave, were excluded
from the quantitative analysis. Each visual arts class, or experimental group,
consisted of 10 to 12 participants. Pupils attending classes in textile crafts during
the autumn served as a control group to evaluate the intervention and did not
participate further in it. In Icelandic elementary schools, pupils in each grade aftend
one semester of visual arts in groups that are half the size of a class (usually divided
by alphabetical order). In contrast, the other half attended textile crafts and vice
versa during the second semester of the school year. Class sizes in Iceland vary
from 22 to 27 pupils, depending on schools and municipalities.

2.3.5 High-stakes: Conducting the intervention

| administered the pretest in late September 2018 with the assistance of the
supervising teachers for each group. A week later, we proceeded to work on the
research project with the pupils in the visual arts. | taught one group, while my
three colleagues taught seven groups. They had been my colleagues for some time;
two had been my students at Iceland University of the Arts, and the third had worked
with me for several years (see further in Waage, 2023a, p. 8). We began to follow
the lesson plans | designed (see Appendix 3 for the lesson plans), and we regularly
discussed the project’s progress. Since | had been conducting experiments for a
few years, things were going as | expected. Once the intervention concluded in
early December, | collected the paintings created and the texts written in the
process. All of these had been placed in the pupils’ portfolios. A week later, |
administered the posttests, ten week after the pupils responded to the pre-tests.
Following permission from the pupils and their parents, | photographed every
painting and fext sheet related to the intervention in these portfolios and returned
them promptly. Several weeks after the intervention | conducted a focus-group
interview with a selection of the participants. One group consisted entirely of girls,
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another of boys, and the third consisted of both girls and boys. | consciously
omitted the pupils that had been in the class | had taught as much of my reflections
were rooted in my correspondance with them.

Four years after the intervention took place, | had an invaluable focus group
interview with my colleagues who had assisted me in doing the intervention. That
interview is the foundation of article 3 in this dissertation, along with the focus
group interviews with the pupils already mentioned (Waage, 2023a). Without the
support of my colleagues, insights, and experiences, | doubt | could have
completed this project.

2.3.6 Pupils’ paintings

Initially, | felt somewhat disappointed with the quality of some of the artworks
created in the lessons during the intervention. At first sight, it seemed that some
pupils didn’t take the project seriously and, therefore, didn't invest much effort into
creating the paintings. However, upon further reflection, | realised my expectations
were probably unrealistic, possibly because of all the effort | had put into
developing the research project and the “high stakes” when doing such serious
research as a PhD. | had “second thoughts” or reservations about my preparation
and the lesson plans. If the artworks created in the years before were better using a
similar approach than those produced during the intervention, what could have
been different? Is it possible that my enthusiasm and open-minded approach could
have contributed to the success | felt my prior experiments had had?

After having a “cold shower,” | came to the conclusion that the variations in quality
during the intervention matched those of any other art project | had been involved
in as a visual arts teacher. Engaging in a research project might have
subconsciously raised my expectations. Additionally, most of the paintings were
created under the supervision of my colleagues rather than my own. This reminded
me of how teachers can impact pupils in unexpected, and different, ways. Various
factors, such as the dialogue with each pupil, the overall atmosphere of the group,
and the teacher’s beliefs and aftitudes, always influence what happens inside the
classroom. This adds to the complexity of education, and every teacher knows that it
is difficult predicting how pupils will respond to school projects. By cultivating a
more Stoic aftitude towards pupils’ artworks, | was able to approach the paintings
with a more open mind, ultimately perceiving more than | could have otherwise.
Also, this reminded me of how adults tend to interpret pupils’ artwork from their
own grown-up perspective. Our preconceptions get in the way and make us “blind”
to what is really to be found or explored in pupils’ artworks. This realisation came to
me after the focus-group interviews | had with the pupils (see, Waage, 2023a).
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Originally, | intended to write an article about pupils’ understanding of the virtues
reflected in their artworks. | conducted a thematic analysis of paintings that featured
courage as a central concept to achieve this aim. | presented my analysis at the
Jubilee Centre's Oriel conference in Oxford in early January 2020. The unpublished
article, titled: “Flourishing as the Aim of Education: An Insight into the Value of
Artworks for Moral Deliberation on Life's Challenges,” can be accessed at the
Jubilee’s Centre website.” In the end, | was not satisfied with my attempt to analyse
pupils’ paintings, as | had developed reservations about the value of such an
analysis. Firstly, pupils’ confidence in creating artworks varies, which impacts how
they approach the project. It was, for example, revealed in the focus group
interviews that some had difficulty coming up with ideas for developing their
thoughts about the virtues and finding appropriate visual expressions. Another
factor that | suspected might have influenced pupils’ artworks was the inherently
personal, even private, nature of the virtues. Some were probably not ready to
share their personal experiences and thoughts. They are also concerned about how
their peers would receive their artworks and ideas. Therefore, peer pressure can
always influence such a project. Furthermore, declaring oneself as “courageous”
might seem pretentious to some. Brave individuals do not brag about their courage.
Humble people do not boast about their humility—and so on. If someone claims to
be honest, we immediately become suspicious. Why does someone feel the need
to declare their virtues?

However, many pupils created wonderful paintings that are original, imaginative,
and moving. Instead of analysing these works from a top-down perspective—
viewing pupils’ work merely as objects for my purposes—I| consider these paintings
rather as material for bottom-up reflections and discussions, even as a personal and
private exercise for pupils. Creating the artwork holds value in itself; simply going
through the process of developing an idea based on a moral issue and expressing
that idea in a visual form has an educational value in itself, even without a
conversation about the contents of the painting. It is imperative to have the option
of being discreet about private matters in school.

Here, | present a small collection of pupils’ artworks to illustrate the richness,
imagination, and dedication that can flourish through artistic creativity in schools.

S https://www.jubileecentre.ac.uk/wp-content/uploads/2023/07 /Waage_Full.pdf
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Figure 10: A pupil's artistic expression of courage. Is this small and “insignificant”
human being trying to express her insignificance against an institutional structure?
Does one have to possess courage to enter the transforming and sometimes
overwhelming school buildings.
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Figure 11: A pupil’s artistic expression of friendship. Is this poetic painting about how
friends help each other regardless of how realistic their friends’ ideas are? Does this
painting expressthe central notion of “I love you as my friend and | will always support you,
no matter what"?
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Figure 12: A pupil's artistic expression of friendship. This painting had an immediate
warming effect on me: Two friends meeting happily on the road between their “territories,”
with flowers displaying care and love. However, upon further reflection and closer scrutiny,
the girl on the left seems to be grabbing the girl on the right in a rather “possessive”
fashion. Although the girl on the right seems to be pleased and happy, her body posture
seems to display another idea; that she feels her private space being somewhat intruded
upon. This led me to reflect on all the stories from my pupils throughout my career as a
teacher about pushy and dominating friends. This uncerfainty of interpretation adds
significantly to the quality of this painting and its value for moral cognition.
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Figure 13: A pupil's artistic expression of courage. This painting seems to display the stage
fright experienced by every stage artist out there. Many actors tell stories about their stage
fright, even though they have many decades of experience on stage. It seems that a “healthy
dose” of stage fright is a driving force in many actors’ and dancers’ professional lives.
However, looking at the “stage fright” of a thirteen-year-old child in such an illustrative and
thoughtful manner is intriguing. The simplicity of the rendering and “staging” is rather
mature. Consider for instance the empty chairs in the theatre and the empty wide white
space that seems to wait to be filled with the dancer’s talents in the center of the painting.
Who does not connect to the idea of hiding behind the curtains? | see this painting as a
good example of how many humans seem to experience stage fright and stress.
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2.3.7 Wrapping up the intervention

After having collected all the pre-and-posttests. | started to work on an evaluation
tool. How could | evaluate the quality of my pupils’ responses objectively?
Following the example of the LSP research, | used the same method of evaluation
for questions of a similar nature. These were questions regarding the understanding
of vocabulary associated with virtues and vices. However, evaluating the quality of
pupils’ written responses to the artworks—with the aim of seeing if they had
developed their capacities in understanding the artworks and expressing these
accordingly in writing—was an unknown ferrain. In addition to doing a quantitative
analysis of the pre-and postiests, | intended to do a qualitative analysis by using
thematic analysis (Braun & Clarke, 2006) to analyse pupils’ texts for a better
understanding of how they interpreted the artworks. That method proved to be
valuable for my research project. The results of that analysis were published in
Article 2.

2.3.8 Results of the quantitative part

| based the measurement tool on four constructs that are believed to be
representative for moral cognition (see the section about components of virtue in
Jubilee Centre for Character and Virtues, 2017, pp. 5—8): 1) Vocabulary: The
understanding of language and vocabulary associated = with  virtues;
2) Comprehension: general knowledge and understanding of virtues as human
qualities; 3) Application: critical thinking skills and awareness of larger context;
and 4) Affect. attitudes, perspective and emotional response. For the evaluation of
the questionnaires, | developed a specific scoring framework in which each item
was graded from 0—3 points relative to the quality of the answers regarding detail,
clarity and reasoning. The maximum score possible was 42 points. Stafistical
analysis was done with Repeated Measures Anova with the open statistical platform
jamovi (The jamovi project, 2025).

In the end, the quantitative results did not show any meaningful change in the
participants’ use of vocabulary or quality of expression. They did, however, show
quite consistent individual differences since the internal consistency of the two
questionnaire versions was considered very good as the calculated Cronbach’s
Alpha for test A was a 0.85, and for test B it was a 0.88. None of the statistical
analyses yielded significant results, except for the girls in the control group, who
did significantly better on the posttest. | thought that was perplexing because they
did not participate in the intervention. However, their score in the pre-test was also
better than the score of the girls in the experimental group.
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This raises questions about the value of using tests of this kind to measure pupils’
progress after a short intervention. The fact that the girls in the control group did
make significant progress between the pre- and posttest invokes questions about
the reasons, pointing to the test itself rather than the intervention. In the LSP project,
the authors could affirm that the progress of their participants was due to instruction
in the lessons (J6nsson et al., 2019, p. 9). While not statistically significant, the girls
in the experimental group did make more progress than their male peers. A gender
difference was also prevalent in the control group, which raises questions about
gender differences in general. A similar trend was observed both in the LSP
research and KVP, although not to the same extent as in the Icelandic research
projects. Although the dimension of gender issues is outside the scope of this
research, the significance of the difference between girls and boys at that age
regarding educational achievement may raise questions about how we organise
elementary education in general.

2.3.9 Measuring virtue

Challenges in measurement articulated themselves clearly in my research project.
The reliability of a measurement that is “the extent to which the results generated
could be generated again (e.g. by another researcher, in another context, at
another time)” (Braun & Clarke, 2013, p. 335), is difficult to obtain in education
because of the inherent diversity of the student body—in addition to the
contemporary call for teaching children on an individual basis, trying o meet their
specific needs, rather than organise lessons with a whole group in mind. Following
this, quantitative researchers “seek to minimise the influence of researcher—which
is seen as a source of error or ‘bias’” (Braun & Clarke, 2013, p. 279). Already, as
Maxine Greene (1973) has pointed out, the role of the teacher is never neutral, and
for me, as an artist and teacher who is committed to creativity and imagination, the
idea of neutrality is almost impossible in that context, except for the idea of the
teacher being an open-minded person that seeks to suspend his judgement at all
costs.

While measuring and assessing pupils’ academic achievement is ubiquitous in
education, it is far from being without controversy, especially regarding moral
attributes and character. In the article “Can virtue be measured?,” Randall Curren
and Ben Kotzee (2014) discuss the challenges facing those who want to measure
virtue. They propose that virtue could be measured in three different educational
contexts: “high-stakes testing and accountability schemes, the evaluation of
programs in character education, and routine student evaluation” (Curren & Kotzee,
2014, p. 266). However, measuring virtue in these contexts might have diverse
consequences: Curren and Kotzee argue that high-stakes testing would undermine
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social conditions within schools, “which are essential for students’ appreciation of
valuable virtues” (p. 276). While they warn against “field testing educational
programs (or structural reforms), including programs in virtue education, without a
basis in prior research and tested theory,” they endorse measurements to establish
the efficacy of a program but not to compare students. They suggest using a
combination of pre- and posttests in the form of focus groups, essays, and
observations. Furthermore, they suggest a random selection of students for different
measures to enhance the data quality (Curren & Kotzee, 2014, p. 277). To conduct
a measurement, the characteristics measured must possess an underlying structure
that can be built upon, similar to the natural sciences. If we can measure muscle
mass after exercise, assessed by weight, mass, and performance, and say that the
individual’s performance has become 10% better after two months of exercise, in
what instances could we say that an individual has become 10% more virtuous after
an intervention in moral education? Could we even describe someone as twice as
virtuous as compared to another person (where is the virtue muscle)? Could we use
an ordinal scale to measure the quantity of virtue? In education, we are dealing
with a complex cluster of traits or abilities: emotions, aftention, beliefs, reasoning,
and behaviour, as well as sensitivity and motivation (see, for example, the seven
components of virtues identified by JCCV: Jubilee Centre for Character and Virtues,
2022, p. 10).

In Understanding Virtue: Theory and Measurement, psychologists Jennifer Cole
Wright, Michael T. Warren, and philosopher Nancy Snow discuss the “resurgence
of interest in virtue among philosophers, psychologists, and educators (Wright et
al., 2021, p. 1) and challenges that rise from interdisciplinary endeavours. While
they endorse efforts to measure virtue and character development, they also point
to the multiple factors that can be influential in that respect. They argue that there
are two things necessary: “1) a conception of virtue and character that is both
theoretically sound and empirically measurable; and 2) feasible strategies for
measuring virtue and character development” (Wright et al., 2021, p. 6). However,
while measuring virtue could be feasible using the correct measurement strategies,
there are multiple ways that such measurement misses the mark:

Inevitably, when an abstract, unobservable construct is measured
through observable means—through self-report, behavioral, physio-
logical measures, etc.— the measure will “miss the mark” to some
extent due to various sources of error, including: (1) conceptually
defining the construct of interest (e.g., gratitude) in an imperfect way,
(2) identifying indicators specific to the construct of interest (e.g.,
gratitude), which also overlap with related constructs (e.g., optimism),
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making it less clear which construct is actually being measured, (3)
respondents failing to interpret the measurement scenario as infended,
or interpreting the measurement scenario differently depending on
cultural context, (4) disparate sociocultural norms that influence how
respondents construct their responses, (5) respondents’ willingness to
respond authentically, and (6) their ability to cognitively access accurate
information, especially with self-report surveys, to name just a few.
(Wright et al., 2021, p. 63)

The question of measuring virtue in an elementary school context is not really about
the reliability of measurements but about the value and meaning of such
measurements. In the Icelandic national curriculum guide published in 2013 is
written that moral education is a desirable outcome: “Ethics teach how moral values
may be examined, enhance moral sense and discuss controversial ethical issues”
(Ministry of Education, Science, and Culture, 2014, p. 202, see also pp. 203—-209

] [ZTH

for a list of desirable competences regarding pupils’ “external world,” “inner
world,” and “social world”). While these aims are clearly specified, they remain
difficult to measure because of the inherent complex nature of moral life, especially
in regard to opportunities in education to develop morality. Jénsson et al. (2019,
pp. 4—5) frame this problem clearly in their article about the LSP research, “Young
people, old literature and character education in Icelandic schools”: 1) Real
circumstances are not reproducible in schools; 2) Some aspects of moral virtue not
readily testable; 3) The fruits of moral education not immediately visible but only
show in the long run; 4) Moral qualities are very personal and private; and, 5)
Teachers’ freedom to challenge conventional morality and dominant ideology might

be curbed.

However, although measuring virtue in education is challenging, it does not mean
that we should not make efforts to discuss moral issues with our students: We can
see our efforts as small steps on a long journey. With these results in mind, |
decided to lay down my efforts to explore quantitative methods further in this
project and began focusing more on my research journey, the value of the visual
arts as an approach to moral education, and the role of the teacher in that respect.
It follows that | had to try to make sense of the educational situation I'm in, which is
the central theme in the fourth article presented in this dissertation (Waage, 2023).
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3 The Articles

The research project consists of five peer-reviewed articles. My research project is
in many ways original, as | am attempting to bring together fields that are not often
mentioned together: education, arts, and ethics, which are more often brought
together as pairs: education and the arts; the arts and ethics; education and ethics.
However, adding this extra level of complexity has brought challenges in finding
ways to reconcile these fields so that the project could stand as a whole, rather than
fragmented pieces of research. The results of my research explore what happens
when pupils are invited to grapple with artworks, engage in critical thinking, and
undertake moral deliberation. Furthermore, they investigate the extent to which such
approaches can benefit a comprehensive education that allows pupils to flourish
according to their own potential.

3.1 Article 1: Grunnpazettir menntunar, myndlist og
mannkostamenntun

The aim of the first article, Grunnpaettir menntunar, myndlist og mannkostamenntun
(The Pillars of Education, Visual Arts and Character Education), was to put my ideas
of introducing moral education info visual arts classes in context with the Icelandic
school system. Although this article was peer-reviewed and published in an
Icelandic outlet for educational research, | consider it a first attempt. In the fifth
article, | have developed and honed the ideas introduced in this first article. That
article has been accepted for publication in the book Nordic Perspectives on Moral
and Citizenship Education—at the time of this writing, the chapter has been
accepted for publication with some minor changes. However, it used the first article
as a preparation for writing a concise theoretical overview, starting with a
discussion about implementing a new national curriculum guide applied
progressively from 2011 through 2016.

The revision of the curriculum guide was innovative in an augmented emphasis on
the general aims of education, many of them moral, compared to the prior focus on
the school subjects. From that, | argued that the new curriculum guide invited a
greater emphasis on the moral aspects of education. Furthermore, | argued that to
address the ethical dimension of education, the arts were particularly appropriate,
especially the visual arts—as | had been teaching the visual arts for twenty years at
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that time and could refer to my prior experiments that aimed at exploring the moral
value of the visual arts in education.

In the article, | discussed the various moral aspects of the visual arts and introduced
Aristotelian Character Education as the central framework of my research. In the
article’s central section, | proposed how selected artworks could be connected to
each of the seven components of virtue introduced by the Jubilee Centre for
Character and Virtue (2022). Later, | realised that by using the visual arts for the
sake of something external—moral education, | might have been guilty of the same
instrumentalism | had been criticising earlier. Instead of subscribing to the
notorious “Art for art's sake” view, | adopted a “pluralistic” view that many theorists
have advocated (see, e.g., Carr, 2022). The theoretical novelty of this article is
found in my attempt to connect the seven components of virtue in relation fo Virtue
literacy directly to specific artworks. These ideas are developed further in Article 5.

The article was written in Icelandic and published on December 31¢ 2018, in
Netla—the Online Journal of Pedagogy and Education, a significant Icelandic outlet
for educational research. Netla is published by the University of Iceland School of
Education (https://netla.hi.is). Although the article is written in Icelandic, it is
accompanied by an extensive 800-word English abstract.

3.2 Article 2: The Visual Arts in Contemporary Education:
Exploring How Artworks Can Promote Moral Deliberation

In the second article, | discuss the results of my thematic analysis of pupils’ texis
and the responses they provided during the intervention, mostly from the pre- and
posttests. In the introduction, | discuss the role of education for moral development
as suggested by the Jubilee Centre for Character and Virtue at the University of
Birmingham. | also reflect on the role of the visual arts in that respect and introduce
the five artworks that pupils had written texts about during the intervention. These
five artworks are Delacroix’s “Liberty leading the people,” Rockwell’s “The problem
we all live with,” Hakonardéttir's “Fisherwomen,” Riviere's “Daniel’s answer to the
king,” and Munch’s “The sick child.” In the theoretical section, | went deeper into
the role of the arts for education in general before outlining the backbone of
Aristotelian character education and its historical developments. | concluded the
theoretical section by discussing the relationship between truth, beauty and
morality. The central focus is on Aristotle’s writings on the educational value of
imagination and imitation, especially for emotions and morality, and the role of the
arts in providing such encounters.
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| used thematic analysis (Braun & Clarke, 2006) to analyse pupils’ texts and
responses, which gave invaluable insights into how they perceived the artworks,
interpreted them, and put them into context regarding their personal experiences,
their environment, and society.

From an educational perspective, the pupils displayed a rich and deep
understanding of moral and societal issues. They displayed a significant capacity to
deliberate on complex issues and express their thoughts about them, regardless of
their varying skill levels in linguistic expression. That adolescents are capable of
deep deliberation and solid argumentation should not be a surprise. However,
much of contemporary educational literature and research shows that children in
modern schools do not have too many opportunities to partake in reflections and
discussions that are likely to help them develop further their communication skills,
moral deliberation, critical thinking or aesthetic appreciation, and all of these are
mentioned specifically as part of human flourishing in recent literature endorsed by
UNESCO (Jubilee Centre for Character and Virtues, 2023), OECD (Stevenson,
2022).

The article was published in 2020 as a chapter in a peer-reviewed book: The
validity and value of teacher education research, edited by Kari Smith and
published by Fagbokforlaget in Bergen, Norway. In 2022, the book was digitised
and made available online on the publisher’s website according to an open-access
policy with a Creative Commons licence.

3.3 Article 3: Cultivating virtue literacy in visual arts classes:
Reflection on a fine-arts intervention aimed at moral
education in a lower-secondary school in Iceland

In the third published article, | analysed four focus-group interviews: three groups
of pupils and one group of teachers who participated in the intervention along with
me. The article aimed to understand befter the challenges and opportunities in
implementing moral education in a traditional school setting, especially regarding
specific and well-established subjects such as visual arts classes. The central
research question was: What challenges and opportunities arise when moral
deliberation is introduced into an established school setting during visual arts
classes?

The article started with an introduction in which | reviewed the suggested value of
the arts in education, beginning with a description of the growing emphasis on
holistic and moral education within an all-encompassing framework of
standardisation, measurements, and productivity and discussed how these
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conflicting aims sit uneasily together. Then, | outlined the development of
Aristotelian Character Education as a promising framework that could be beneficial
for nudging educational discourse more into the realm of holistic education. This
was followed by my discussion about the specific educational value of the arts in
general and the visual arts in particular for moral cognition and moral imagination,
building on Aristotle’s (1988) ideas about the connection between representation
and reality and Maxine Greene's (2000) emphasis on imagination and the arts for
human cognition and existence.

Following that, | turned to the classroom setting, which sometimes seems to have
been a double-edged sword by providing experiences that are not always educative
but occasionally, on the contrary, mis-educative. After that, | discuss how the
traditional classroom may have become too institutionalised with too much
emphasis on practicality and instrumentalism. While educational theorists have
been highly critical of the school system’s structure, many attempts to reform
education have been in vain. The American theorists David Tyack and William
Tobin contribute these failures to an underlying, hidden structure which they coined
as “the grammar of schooling” that describes how our perception of how schools
should work is shaped by our own prior experiences in schools, to the extent that
we are unaware of how these hidden attitudes shape our perception, similarly to
how grammar shapes our language without us being aware of it—most of the time.

Through thematic analysis of the interviews, | established two overarching themes
with five subthemes. The first theme was “The aims of arts education,” with three
subthemes: “The weight of tradition,” “The value of the visual arts,” and “The
visual arts are recreational.” The second theme was “The educational framework”
with two subthemes: “The graded school” and “Schools are factories.” The results
suggest that although the value of the arts for moral reflection and deliberation is
widely recognised, interventions for moral education need to consider the existing
educational framework, general educational aims, local school culture and the
diverse characteristics of pupils and teachers.

The article was published online in the Journal of Moral Education on December 21¢
2023. The Journal of Moral Education is a peer-reviewed international outlet
published by Routledge (a Taylor and Francis group) on behalf of the Association
of Moral Education.
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3.4 Article 4: Horft um &xl: Listamadur, kennari og
rannsakandi rynir i eigin vegferd og proskaferil i nami og
starfi

The Icelandic title of this article translates to English as: “Looking back: An artist,
teacher, and researcher reflects on his professional development.” In this study, |
used action research to highlight the significance of longterm introspection and
self-understanding for teachers. In a modern society, in which education is
fundamental, the role of teachers is essential. However, a tension often arises
between teachers’ personal views and societal expectations, creating a strain
between systemic educational roles and personal beliefs. While an institutional
culture often dominates in schools, as organic and independent beings, teachers
need to develop skills to reflect on their profession and themselves (Gudjénsson,
2002).

In the article, | describe how | see teaching as an open-ended, continuous
developmental process, similar to the artist's profession. | describe my career
exploration to understand my lifelong journey as an artist, teacher, and researcher.
The theoretical foundation includes Maxine Greene’s (1973) ideas on the moral
value of teaching and the significance of teachers’ awareness of their multifaceted
roles. In the article, | argue that achieving this requires developing the virtues,
especially “phronesis,” or practical wisdom, an intellectual virtue linking
knowledge, curiosity, justice, and temperance (Aristotle, 1985). Data was collected
through a research journal, including anecdotes, memories, reflections, and
interviews with critical friends.

In the conclusion, | contextualise my developmental process and outline my
evolution from artist to teacher to researcher, especially my challenges in working
on my PhD project. This journey returns to the starting point, where the artist
resumes control, inviting the teacher and researcher to contribute. The findings
highlight the importance of teachers reflecting on their professional lives and the
importance of engaging in meaningful discussions with colleagues while embracing
their diverse roles and commitment.

The article was written in Icelandic and published on December 31st 2023, in
Netla—the Online Journal of Pedagogy and Education, a significant Icelandic outlet
for educational research. Netla is published by the University of Iceland School of
Education (https://netla.hi.is). An extensive 600-word abstract in English
accompanies the article.
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3.5 Article 5: Moral education through dialogue on artworks

In this fifth and final article of the dissertation, | elaborate on some aspects of the
first article. | view this article as the culmination of my doctoral journey; | also
consider that it has the potential to be developed into a complete book later on, if
my time and energy permit. | begin the article by discussing Aristotle’s notion of
imitation and poetry (mimesis and poiesis). Then | apply Aristotle’s concepts to
analyse real-life situations where a specific artwork had a profound societal effect,
through imitation, both on the audience and on the subject of the artwork. Here |
am referring to Marc Quinn’s statue from 2012 of Alison Lapper pregnant. This
sculpture displays well how art can impact society. Additionally, the sculpture
exposes underlying attitudes within society, and, in the process, invites us to reflect
and deliberate on moral issues with almost unprecedented impact.

In the following section on theoretical underpinnings, | concisely discussed moral
education, virtue ethics, virtue literacy, and flourishing. | specifically discussed the
modern conception of virtue ethics, often called Neo-Aristotelianism, which seeks to
understand contemporary challenges through the lens of Aristotelian virtue ethics. |
also address modern challenges as they have emerged in the context of flourishing
as the aim of education, endorsed by UNESCO and OECD. Then, | provided a
special subsection on the construct of virtue literacy, promoted by the Jubilee
Centre for Character and Virtues at the University of Birmingham, as a core element
in moral education. Here, | argued that the main components of virtue literacy are
especially sensitive to being addressed and even educated through the visual arts
by using a unique approach. In the following, | introduced Visual Thinking
Strategies (Hailey et al., 2015) that allow for conceptualisation through emotional
arousal and reflection.

In relation to the theoretical underpinnings, | used selected artworks in this article to
introduce a visual thinking approach. While artworks can span the entirety of
human existence, the ones | chose for this purpose come from different periods
and styles but share distinctive narrative qualities. These artworks address three
particular spheres of human life: “Everyday life” (Vermeer's Milkmaid, Leyster's
Self-portrait), “Other people” (Abramovic’s The artist is present), and “Spiritual
experiences” (Kramskoi's Christ in the wilderness, Riviére's Daniel’s answer to the
king). My choice of artworks rests on my conviction that engaging in dialogue
about art can help foster a better understanding of life’s challenges, consequences,
and implications in general, and our character in particular, as reflection and
expression concerning external objects and beings are invariably redirected to our
inner thoughts and self.
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This fifth article is an invited chapter in a peer-reviewed book, Nordic Perspectives
on Moral and Citizenship Education, which will be published by Brill later this year
(2025). It is currently under review and has already passed the first round with
minor revisions. The volume is edited by Kirsi Tirri at the University of Helsinki in
Finland.
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4 What have | learned?

In the introduction of this Kappa, | established the two dimensions of my research
project | believe are descriptive of it. The first dimension focused on what Biesta
and Burbules (2003, p. 2) have coined as educational techniques and truths:

Some argue, for example, that educational research should provide
educators with educational techniques. On this account, the task of
educators becomes one of implementing general educational “truths”
that are produced elsewhere.

The second dimension addresses issues Biesta and Burbules (2003, p. 2)
formulated as making sense of educational situations:

Others maintain that educational research provides different
inferpretations of educational reality. Practitioners can use these
interpretations fo understand and make sense of the educational
situations they are in.

In the last section of the introductory chapter (1.3) | presented the three main
research questions that have quided me through the research project:

1. What is the relationship between visual arts education and moral
education?

2. How and in what ways can teachers connect education in the arts with
moral education?

3. In what ways does my experience as an artist and educator shape my
understanding of educational research?

These three main research questions connect differently to my proposed two
dimensions. | see the first research question (RQ 1) as addressing the first
dimension because the central idea behind the research project is built upon the
idea of connecting the visual arts to moral education. | understand the second
research question (RQ 2) as a bridge between the two dimensions because of the
significance of the teacher’s role in education. While having access to solid
teaching materials and methods may be considered necessary, it may not be
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enough because | ultimately see the teacher’s role as making the difference. The
third research question (RQ 3) addresses my professional role as an art and
philosophy teacher as an individual seeking to expand my horizons, develop
professionally, and ultimately contribute to educational research. This last research
question also has an empowering aspect because the emphasis within the teaching
profession on professional development continues to be a responsibility of each
teacher.

Throughout my research project, | have been making efforts to establish an
understanding of the nature of the relationship between the arts and moral
education. While the theoretical literature points directly to a significant relationship
(Aristotle, 1988; Plato, 2007; Dewey, 2005; Eisner; 2002; Langer, 1957; Greene,
2000), there did not exist much empirical research that focused explicitly on this.
Despite the challenges | have confronted in my research project regarding
numerical measurements and statistical significance, the results of my thematic
analysis discussed in Article 2, reveal the significance of inviting students to reflect
and express their thoughts and feelings in connection with the moral dimensions of
artworks. These results also display young people’s capacities for profound thinking
and deliberation, even though some of them have not yet developed their
capacities for verbal expression and language. The quality of the language does not
always seem to be in tandem with the quality of the thinking or the depth of the
feeling. This points to the fact that an individual can have a feeling or thought
without having developed the appropriate vocabulary to express that feeling. As
Susanne Langer (1957, p. 7) wrote in referring to words and vocabulary, the
absence of “handles for the mind” would not mean that the underlying emotional
machinery of the self was not existing. Reflecting on the first research question
based on this (RQ1: What is the relationship between visual arts education and
moral education?), | believe that my research corroborates that artworks can be a
valuable resource for moral education through qualities in the visual arts related to
imagination, visual thinking, and aesthetic sensitivity, reaching beyond language
(see Articles 1T and 5).

Regarding the second research question (RQ2: How and in what ways can teachers
connect education in the arts with moral education?), | argue that for developing
vocabulary and conversational skills about these matters, educators must be able to
provide at least some means to help students develop their capacities in this
respect. Similarly, when inspecting the pupils’ artworks and reflecting upon them,
the pupils display equal capacities to think and express their feelings and
reflections on issues of a moral nature (see Articles 2, 3, and 5). Consider, for
instance, the painting displaying pupils’ notion of courage, presented here in
chapter 2.3.6. (Fig 13) In line with the adage of “an image tells more than a
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"

thousand words,” the onlooker instantly understands the message almost in a
visceral way; those who are familiar with stage fright might immediately respond
emotionally to the scene portrayed in the painting, creating an opportunity for
discussions that could eventually be beneficial for developing vocabulary and virtue
literacy. However, while introducing moral education into art classes has a positive
and promising appeal, | discussed explicitly in Article 3 the challenges that may
await those who wish to do so. Although such challenges are likely to arise,
overcoming them is feasible and can be achieved with patience, consideration,
care, and respect for students.

Reflecting on the third research question (RQ3: In what ways does my experience as
an artist and educator shape my understanding of educational research?), | reckon
that my multi-layered theoretical approach was quite challenging during my journey
as an artist, teacher, and researcher. My various professional roles reflect three
distinct theoretical domains: Virtue ethics, visual thinking, and education. | was
grappling with questions about how | could connect (a) virtue ethics to (b) visual
thinking and the arts; (c) pragmatic educational theories to (a) virtue ethics; and (b)
visual thinking and the arts to (c) pragmatic educational theories. Although each
pair can be valuable when viewed through the lens of the other, merging all three
became an exciting challenge that | embraced after gaining new insights from the
university course on action research | participated in and delving into literature on
self-studies and autoethnography. Reviewing the literature revealed that | should
make peace with my struggles. Maxine Greene (1973) highlights this in Teacher as
Stranger, in which she describes the teacher as someone who must constantly be
self-reflective, someone who challenges assumptions and seeks to inspire students.
For her, teachers’ freedom is imperative, and the role of imagination is paramount.
Being a teacher is, therefore, not only about the transmission of knowledge but also
about giving students room to shape their ideas and perspectives to become active
citizens:

The teacher who wishes to be more than a functionary cannot escape
the value problem or the difficult matter of moral choice. Confronting
young people as he must, he presents himself as a representative—an
agent—of what is taken to be adult culture. He is thus involved,
sometimes against his will, in an enterprise more encompassing than
the work he performs in his classroom: a process of perpetuating and
remaking a distinctive way of life. (Greene, 1973, p. 181)

She promotes the idea of teachers adopting a “stranger’s” mindset, advocating for
a fresh and open perspective to cultivate critical thinking and creativity among
students:
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If [the teacher] is immersed and impermeable, he can hardly stir
others to define themselves as individuals. If, on the other hand, he is
willing to take the view of the homecomer and create a new
perspective on what he has habitually considered real, his teaching
may become the project of a person vitally open to his students and
the world. (Greene, 1973, p. 270)

4.1 Concluding remarks

My PhD journey has provided me with important insights into the value of visual arts
for moral education and a deeper understanding of the challenges facing educators
and potentially policymakers aiming to reform educational practices. After ten years
of pursuing my PhD research, | have learned many things and developed as a
university teacher. My English has improved significantly—writing in English is
undeniably challenging for a non-native speaker. | have written six articles and
published five of them. | had countless meetings with my supervisors, wrote two
progress reports each year, partficipated in various courses, and presented my
research at numerous conferences, both internationally and in Iceland. | have also
developed a university course (6 ECTS) with my colleagues and friends (Péra Bjérg
Sigurdardéttir, Kristian Guttesen, Elsa Haraldsdéttir, Anna Halldérsdéttir, and
Guébjdrg Rannveig Jéhannesdéttir) who are interested in the value of the arts and
literature for moral education. Two versions of that course have been conducted
twice, the last time this spring semester (2025).

So, what now? Looking back, | see this research project as a pilot for further
research. | have been investigating the feasibility of further developing my
approaches to using the visual arts for moral education. However, many questions
remain unanswered. My questionnaire could be refined for use within a broader
research scope, applicable to different age groups, to understand the development
of virtue-related language better. Teaching materials could also be enhanced further
to support art teachers in encouraging the use of creativity to help pupils develop
their understanding of virtues. As | have already mentioned, the fifth article has the
potential to be developed into a complete book in which a larger number of
artworks would be analysed for use in philosophical dialogues about ethics. | will
use my administrative position at the Iceland University of the Arts to motivate and
inspire our students and teachers to integrate moral education into their work.
While | consider completing this dissertation to mark the end of my PhD studies, |
also view it as a new beginning.
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Innleidingu nyrra adalndmskraa 2011 fylgdu auknar almennar sidferdilegar aherslur
pvert 4 nimsgreinar med tilkomu hafniviomida og grunnpatta menntunar sem eiga
ymislegt sameiginlegt med mannkostamenntun. Engu ad sidur virdist porf a pvi ad
sidferdileg markmid adalndmskrarinnar verdi dregin betur fram og peim fundinn
traustur farvegur. Mannkostamenntun er reist 4 samtimakenningum um aristoteliska
dygdasidfredi par sem vitsmunaleg igrundun, gedshreringar og virkur vilji skipta
hofudmali. Ad proska med sér dygdir og mannkosti er ®vilangt verkefni en hlutverk
skolanna getur verid pad ad efla svokallad dygdalaesi nemenda, sem felst i ad pekkja
og skilja dygdir og geta hugsad 4 gagnryninn hatt um sidferdileg alitamal. List- og
verkgreinar snerta mikilvaeg svid i hugmyndum Aristotelesar um fullkomna dygd,
einkum vegna pess ad listaverk geta vakid gedshrearingar. Listir hafa fra 6rofi alda fylgt
manninum og pxr eru nitengdar vitsmunum okkar, sjilfsvitund og tilfinningalifi.
Listirnar baa yfir eiginleikum sem felast i eftirlikingunni og hjalpa okkur ad skilja
adrar manneskjur og 6dlast pannig dypri skilning 4 hlutskipti annarra. Pannig geta
fjolbreytt listaverk frd ymsum timaskeidum og af ymsum toga veitt okkur sidferdilega
pekkingu og pau geta verid vettvangur samradna og skodanaskipta um margvisleg
sidferdileg alitamal sem ymist eiga raetur sinar 1 samfélagslegum malefnum eda
persénulegu innra lifi. Sum listaverk byggjast 4 persénulegri tjaningu listamannsins,
onnur eru politiskari og snerta mannréttindi i vidum skilningi og enn 6nnur eru
tilvistarlegs edlis og veita okkur innsyn 1 tilraun manneskjunnar til ad skilja sjalfa sig
andspznis samfélaginu og hinni vidu verdld. Pessir eiginleikar listanna syna fram 4 ad
listgreinakennsla gegnir mikilvaegu hlutverki 1 almennri menntun.

Efnisord: mannkostamenntun, myndmennt, dygdir, gedshraringar, listaverk,
dygdalesi, Aristoteles.

Inngangur

Oft hafa verid uppi skiptar skodanir um hlutverk listarinnar i mannlifinu. Er listinni atlad ad
standa sjalfstad utan vid samfélagid og parfir mannanna og lita einungis eigin 16gmalum (,,listin
listarinnar vegna®) eda getur listin verid gagnleg og faert okkur mikilsverda pekkingu um lifio,
samfélagid og okkur sjalf (sja t.d. Bakhtin, 1990; Berger, 1972)? Vist er ad listin hefur oft reynst
vera tvieggjad sverd og flestar tilraunir til ad skilgreina hana prongt hafa runnid at 1 sandinn.
Eg hygg a0 pad sé farseelast ad ttiloka ekkert um hlutverk listarinnar ad svo stdddu; pott 1 pessari
grein sé hugad sérstaklega ad menntandi eiginleikum listarinnar 4 vettvangi skolastarfs eru pad
engan veginn lokaordin um hid vidfedma svid listanna sem teygir anga sina ymist langt at fyrir
solkerfid um bord 1 geimkonnunarfarinu Voyager I eda djapt ofan 1 hyldypi salarinnar.
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Eg hef um langt skeid fengist vid kennslu i myndlist annars vegar og heimspekilegri samradu
hins vegar par sem vidfangsefnin hafa spannad vitt svid sidferdilegra alitamala. Eg hef ennfremur
rekid mig 4 pa stadreynd ad litid er um efni par sem fjallad er sérstaklega um moguleika
myndlistarkennslu 1 pessu tilliti, p6 ad ymislegt nylegt efni megi finna sem tengir bOkmenntir,
tonlist og kvikmyndir vid sidferdismenntun (sja t.d. Sanderse, 2012; Kristjin Kristjansson, 2015;
Kim, 2016; Arthur, Kristjansson, Harrison, Sanderse og Wright, 2017).

Pad er von min ad pessi grein, sem er hluti af doktorsrannsékn minni um tengsl
mannkostamenntunar og myndlistar, geti verid innlegg 1 pessa umradu. Hér mun ég segja
frd moguleikum og hlutverki myndlistarkennslu 1 mannkostamenntun med hlidsjéon af peim
sidferdilegu dherslum sem birtast i grunnpattum menntunar. Eg mun fera rok fyrir pvi ad
kennsla i myndmennt buai yfir margvislegum séknarfeerum til ad efla pad sem kallad er dygdaleesi
(e. virtue literacy), en dygdalaesi er ferni sem getur hjalpad nemendum ad igrunda ilitamal og
tengja pau eigin reynslu, hugsun og imyndunarafli.

Grunnpattir menntunar, hafnividmid og listgreinar

Innleidingu nyrrar menntastefnu arid 2011 (Mennta- og menningarmalariduneyti, 2011) fylgdi
ad medal annars var dregid Gr dherslum 4 hin hefdbundnu pekkingar- og feernimarkmid sem
eldri adalnamskrar h6fou adur haft i 6ndvegi (sja t.d. Menntamalaraduneytid, 1989, 1999). Dessi
breyting virtist vera til marks um aukna medvitund um almenn sidferdileg markmid menntunar:
velferd, persénulega og félagslega haefni, sjalfspekkingu og medvitund um samfélagid sem lifreena
og kraftmikla heild. Upp ar pessum jardvegi spruttu sex grunnpeettir menntunar; (1) lasi, (2)
Iyoradi og mannréttindi, (3) sjalfbaerni, (4) heilbrigdi og velferd, (5) skopun og (6) jafnréeti.
Grunnpattum menntunar var xtlad ad fléttast inn 1 hefdbundnar nimsgreinar, tengja saman
innri lifedar peirra og tryggja ad medfram namsefninu myndu nemendur dypka skilning sinn
4 sjilfum sér og 60rum. I stad eldri pekkingar- og feernimarkmida voru sett fram haefnividmio
i greinasvidum adalnimskrir (sji Mennta- og menningarmalariduneyti, 2013), sum beirra
eru almenns sidferdilegs edlis og eru i anda pess sem kallad er mannkostamenntun (e. character
education). Hér 4dur fyrr var jafnan talad um skapgerdarmenntun en lifandi umraeda sidustu missera
medal fredimanna um mikilvegi sidferdilegrar menntunar feeddi af sér hid gedpekka hugtak
mannkostamenntun 1 stad pess ad talad sé um skapgerd pegar mannkostir, dygdir og farseld eru
annars vegar'. I peim koflum greinasvida adalnimskririnnar frd 2013 sem fjalla um list- og
verkgreinar er gefinn adrattur um sidferdilegar aherslur:

Listupplifun opnar farveg til ad skoda og meta eigin gildi og vidhorf, 4 beinan eda
6beinan hitt, Gt frd margvislegum leidum og midlum. I listum geta nemendur rynt { gildi
samfélagsins 4 6likum timum og mismunandi menningarsvaedum og einnig persoénuleg
gildi, s.s. gagnvart einstaklingum, fjolskyldu, samfélaginu, vinnu og leik, nattdru og
umbhverfi, fegurd, ljotleika, ofbeldi og ast.

Mennta- og menningarmalariduneyti, 2013, bls. 143

Ymislegt i pessum hugmyndum fellur vel ad list- og verkgreinum par sem peer snerta mikilvag svid
i peirri heildarhugmynd um fullkomna dygd sem Aristoteles skilgreindi 4 sinum tima, einkum
hid innra lif manneskjunnar (ja t.d. Aristoteles, 2011). Ad aliti Aristotelesar er tilfinningaproski
mikilvegur pattur i farselu lifi einstaklingsins, en hann hafdi komid auga 4 mikilveg tengsl
listanna vid tilfinningar og gedshraeringar. I kaflanum um sjénlistir i adalnimskré grunnskéla
(Mennta- og menningarmalariduneyti, 2013, bls. 149) segir m.a.: ,,Vid lok 10. bekkjar getur
nemandi: [...] greint hvernig samtimalist fest vid alitamalefni [svo] daglegs lifs med fjolbreyttum
nilgunum sem oft fela i sér sampaettingu listgreina®, og ,,[...| talkad listaverk og honnun med
tilvisun 1 eigin reynslu, nerumhverfi, samtimann, sidfredi og fagurfradi®. [ pessu samhengi er
rétt ad hafa einnig i huga pa mikilvegu eiginleika sem listir og verkgreinar bua yfir og tengjast
T pessu samhengi md nefia radstefinu Sidfraedistofnunar Hiskola fslands um heimspeki Kristjins Kristjanssonar: Gedshraeringar, skapgerd, sjdlf

og frelsi sem haldin var { Haskola Islands  Odda, 29. april 2017. Upptékur af ridstefnunni ma hlusta 4 hér: hetp://sidfraedi.hi.is/upptokur_fra_
radstefnunni_gedshraeringar_skapgerd_sjalf_og_frelsi
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skopun, tjaningu og fegurdarskyni. Hinir verklegu og skapandi pattir gefa nemendum ,,|...]
tekifeeri til ad virkja og efla imyndunarafl sitt, pjalfast 1 ad taka akvardanir par sem peir vega og
meta mismunandi valkosti og sja afleidingar af vali sinu® (Mennta- og menningarmalariduneyti,
2013, bls. 140). Pannig ma sja ad hid sioferdilega gildi list- og verkgreina er ekki sist f6lgid 1
skapandi athofnum par sem hugur, hjarta og hond vinna saman. Slikar hugmyndir eru ekki nyjar
af nalinni pvi lengst af voru list- og verkgreinar hornsteinninn 1 pvi ad tengja saman hinar prjar
menntunarlegu viddir; hina pekkingarfraedilegu, hina fagurfredilegu og hina sidferdilegu (sja

t.d. Ongstad, 2013).

[ adalndmskri er hlutverk list- og verkgreina dgatlega skilgreint og peim virdist vera wtlad
toluvert rymi 1 stundatoflu nemenda, en pratt fyrir pad bendir ymislegt til pess ad hagt og rélega
fjari undan kennslu i pessum greinum. Pegar rynt er i hina umfangsmiklu starfshattarannsékn
sem gerd var 1 reykviskum grunnskélum 4 drunum 2008-2013 kemur 1 [jos ad milli sjounda og
tiunda bekkjar virdist kennslugreinin myndmennt vera 1 frjalsu falli sem mikilveeg nimsgrein 1
augum nemenda (Gerdur G. Oskarsdottir o.fl., 2014, bls. 266). Ennfremur virdast kennarar
list- og verkgreinum vera einangradir par sem litid virdist fara fyrir innihaldsriku pverfaglegu
samstarfi (Gerdur G. Oskarsdéttir o.fl., 2014, bls. 254). Myndlistarkennarinn Elin Marfa Thayer
(2016) rannsakadi vidhorf myndmenntakennara til nyju adalndmskrarinnar og komst ad peirri
nidurstodu ad pratt fyrir jakvaedan hug vidmalenda hennar pa virtist vera skortur a kennsluefni og
leidbeiningum um hvernig vinna matti med hafnividmidin og tengja pau kennslu og namsmati
i myndmennt eda sjonlistum.

I pessu ljési mé spyrja hvort athafnir hafi fylgt ordum i peirri proéun sem rakin hefur verid hér.
Almennar sidferdilegar dherslur eru likast til heldur almennar og fyrir vikid er haett vid ad
skrefin sem taka parf verdi hikandi. Kannski parf ad taka betur fram hvernig meata skuli hinum
sidferdilegu markmidum adalnamskririnnar og finna leidir til ad tengja saman hug, hjarta og

hond.

Mannkostir, dygdir og gedshraringar

A sidari timum hefur umrada um mannkostamenntun ordid meira 4berandi i menntarannséknum
og menntastefnu (Kristjan Kristjansson, 2015). A yngstu skélastigunum 4 Bretlandseyjum
hefur dherslan verid 4 sidrenar dygdir 4 bord vid heidarleika, sjalfsaga, sanngirni, pakkleti
og virdingu. Alla jafna telst mannkostamenntun vera hluti af sidferdilegri menntun (e. moral
education) sem er aftur hluti af hinu vidfedma svidi menntunar um gildi (e. values education)
og snertir vitsmunalegar (e. intellectual) og borgaralegar (e. civic) dygdir og framkvamdadygdir
(e. performance virtues) (Arthur o.fl., 2017). Silfredingarnir Christopher Peterson og Martin
Seligman (2004) gera rad fyrir ad hinar sex megindygdir sem finna ma pvert 4 8ll samfélog;
visdomur (e. wisdom) og pekking (e. knowledge), hugrekki (e. courage), manngaeska (e.
humanity), réttleti (e. justice), hofsemi (e. temperance) og handanvera (eda yfirskilvitleiki) (e.
transcendence) séu samsettar af 26 malanlegum mannkostum (e. character strengths) sem hver
um sig geti haft 6likar birtingarmyndir og séu ad sama skapi moétanlegir par sem adstedur hverju
sinni og eiginleikar einstaklingsins skipti méli (Peterson og Seligman, 2004).

Hugmyndin um mannkostamenntun er hvergi nearri ny af nalinni. Ratur hennar ma rekja aftur
til Forn-Grikkja, en peir voru dhugasamir um menntun silarinnar. Sokrates (Platén, 2009b)
hélt pvi fram ad ef manneskja kynni skil 4 hinu géda og rétta myndi han vilja breyta 1 samrami
vid pad (Arthur, Crick, Samuel, Wilson og McGettrick, 2006). Aristoteles, sem var nemandi
Platéns, var um margt 6sammala lerimeistara sinum og eru kenningar hans meginuppistadan 1
samtimakenningum um dygdasidfradi ogumredu um mannkostamenntun (Kristjain Kristjansson,
2015; Arthur, Kristjansson, Walker, Sanderse og Jones, 2015). Aristoteles taldi ad dygdir veru
samsettar Gr nokkrum pattum, bzdi af toga vitsmuna og tilfinninga. Olikt Platéni, sem taldi ad
réttlit manneskja breytti af vitsmunahvotum, taldi Aristoteles ad tilfinningarnar hvettu okkur
til pess ad breyta af dygd. Dygdug breytni eda athafnir wttu raetur sinar i peim dygdum sem
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cinstaklingurinn hefdi proskad med sér og gert ad vana. I pessu samhengi er b6 mikilvagt ad
arétta ad athafnir kunna ad vera réttar eda gddar an pess ad eiga raetur sinar 1 dygd; breytni okkar
kann ad vera stjérnad af skylduraekni okkar eda hagsmunum, en hin dygduga manneskja myndi
bekkja hid gbda, vilja hid géda og bta yfir faerni eda getu til ad breyta 1 samrami vid pad, og
fullkomin dygd myndi parfnast sidvits; hygginda (e. practical wisdom, good sense, gr. fronesis)
(Arthur o.fl., 2006, sja einnig Kristjan Kristjansson, 2007, 2015; Carr og Harrison, 2015).

Fra fornold préadist mannkostamenntun med framgangi kristni i Evropu, medal annars med
skrifum Toémasar af Akvind sem reisti kenningu sina um sidferdisproska a dygdasidfradi
Aristotelesar, med sérstakri dherslu 4 tilfinningar og leidségn hjartans (Arthur o.fl., 2006).
pessu samhengi parf p6 ad hafa 1 huga ad soguleg tengsl mannkostamenntunar vid triarbrogd
hafa 4 sidustu timum vakid ugg um ad mannkostamenntun feli 1 sér einhvers konar traarlega
innretingu. A sidari hluta tuttugustu aldar komst aristotelisk dygdasidfradi 1 svidsljosid, einkum
fyrir tilstudlan skrifa heimspekingsins Elisabethar Anscombe (Carr og Harrison, 2015; sja einnig
Anscombe, 1958, 1994) og Philippu Foot (2001). Anscombe rakti takmarkanir skyldusidfradi og
leikslokakenninga og hvatti til endurskodunar 4 aristoteliskri dygdasidfradi (Carr og Harrison,
2015). Kjarninn 1 hugmyndum Anscombe var dherslan 4 mannkosti (e. character), dygd (e.
virtue) og farszld (e. flourishing). Skrif Anscombe hafa haft mikil ahrif i heimspekilegri sidfraedi,
sidferdilegri silarfradi (e. moral psychology) og heimspeki menntunar.

Pannig ma sjd ad mannkostamenntun hefur proast ad mestu leyti, pé ekki eingéngu, a grunni
dygdasiofredi (Arthur o.fl., 2015). Sem slik byr dygdasidfredin yfir mikilvaegri hagnytri vidd par
sem gddar siovenjur eru grundvollurinn ad préun sidferdilegrar pekkingar (Sherman, 1999, bls.
35). Jafnvel p6tt menntun a bernskuarum sé mikilvag fyrir sidferdisproska einstaklingsins, segir
Nancy Sherman (1999, bls. 35) ad han ein dugi skammt pvi sidar 4 lifsleidinni purfi sidferdileg
hyggindi eda sidvit ad koma til skjalanna. Mannkostamenntun parfnast pess einnig ad gddar
fyrirmyndir séu til stadar 1 uppvexti barna (Sherman, 1999). Slikar fyrirmyndir er oft ad finna i
rodum kennara, sem hafa ahrif'a métun skapgerdar einstaklinganna, og hvort sem kennurum likar
pad betur eda verr, pa eru peir avallt fyrirmyndir nemenda sinna, til g6ds eda ills eftir atvikum
(Berkowitz og Bier, 2006). Petta snyst ekki um pad ad nemandinn syni af sér somu breytni eda
vidhorf og kennarinn umhugsunarlaust, heldur um ad fylgja sidferdilegri afstodu hans, sem felst
i pvi ad igrunda malefni og valkosti med gagnrynum huga, spyrja spurninga og byggja afstodu
sina 4 peim adstedum sem rikja 1 hvert skipti; hlusta 4 hjartad. Spurningin snyst pvi ekki um pad
hvada afstodu kennarinn hefur til malefna, heldur hvernig hann tekst 4 vid alitamalin.

Mannkostamenntun hefur verid ad rydja sér til rims sem sidferdilega réttletanleg, salfradilega
raunhaf og skilvirk leid i menntun barna og ungmenna (Arthur o.fl., 2006; sja einnig Berkowitz
og Bier, 2006; Kristjan Kristjansson, 2007). Ahrif mannkostamenntunar hafa verid rannsékud
itarlega (Arthur o.fl., 2006), en raunverulegt gildi hennar felst ekki adeins i samfélagslegum
ahrifum hennar heldur einnig i pvi hvernig hin stydur einstaklinginn 4 vegferd sinni til farseldar
(Kristjan Kristjansson, 2015).

bratt fyrir pessa préoun mala togast 4 olikar hugmyndir innan skélakerfisins; sumir kennarar
tria pvi statt og stodugt ad skolar eigi ad einbeita sér ad midlun vidurkenndrar pekkingar og
hefdbundnum nimsgreinum og ad fordast beri ad fjalla um hvers konar vidfangsefni sem varda
hid sidferdilega og persénulega svid einstaklingsins, slikt skuli vera 4 forradi heimilanna (Arthur
o.fl., 2006). Slikar hugmyndir ma liklega rekja til 6ttans vid innretingu og paer matti réttleta i
lj6si menningarlegs margbreytileika nemenda hvad vardar trti eda uppruna. Slik hugsun bodar ad
skolar skuli fordast ad prongva kennisetningum eins samfélagshops upp 4 annan, og pa sérstaklega
begar um er ad reeda minnihlutahdpa. Jafnvel pott slikt hlutleysi sé virdingarvert getur pad leitt
til vidurkenningar 4 samfélagslegri og menntunarlegri kyrrstodu og valdid pvi ad nemendur fari
4 mis vid menntunarlegan avinning af gagnrynum samradum um vidkvem maélefni sem geta

dypkad skilning a gildum, dygdum og 16stum (sja t.d. Bohlin, 2005, 2014).
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Dygdasidfradi og ny-aristotelismi

Eins og fram hefur komid mé rekja retur mannkostamenntunar medal annars til samtimakenninga
um dygdasidfredi Aristotelesar, sem gjarnan eru kenndar vid ny-aristotelisma (e. neo-
Aristotelism) (Kristjan Kristjansson, 2015). Eitt helsta vidfangsefni dygdasidfradi er spurningin:
hvernig verdur hinu gb6da lifi lifad? (Hursthouse, 1987). Meginhugtdkin sem Aristoteles notadi
til ad lysa farseld manneskjunnar og ttskyra 1 hverju hid gdéoa lif veri folgid eru hamingja eda
farsald (gr. eudaimonia, e. happiness, flourishing), agaeti (gr. aréte, e. excellence, virtue) og sidvit
(gr. fronesis, e. practical/moral wisdom, good sense) (Hursthouse, 1999, 2013). Aristoteles (2011)
hélt pvi fram ad hamingjan veeri sjalfstaett og rokrétt markmid mannlegs lifs. Sérhver manneskja
leiti farseldar en han sé astand sem krefjist skynsemi og rokhugsunar, pad dugi skammt ad lata
nattarulegar kenndir og prar rida eingéngu for, peer kunni ad vera naudsynlegar til farsaeldar en
ekki naegjanlegar. Jafnvel dygd snuist ekki adeins um sjalfsaga, pra okkar eftir ad proska dygdir
okkar etti ad stjornast af sidviti eda hyggindum sem er sérstakur pattur visku sem gerir okkur
kleift ad hafa roklegt taumhald 4 tilfinningum okkar (Hursthouse, 1999; Kristjan Kristjansson,
2007).

Dygdir

Aristételiskar dygdir ma flokka 1 fjorar gerdir (sja Jubilee Centre of Character and Virtues, 2017,
bls. 5): 1) Sidraenar dygdir 4 bord vid hugrekki, réttlaeti, heidarleika, samkennd, pakkleti og
hogverd. 2) Borgaralegar dygdir sem tengjast borgaravitund og samfélagspjonustu 4 bord vid
sjalfbodastorf. Slikar dygdir beinast ad samfélagslegum avinningi. 3) Framkvamdadygdir 4 bord
vid samviskusemi, athald, prautseigju og sjalfsoryggi. Framkvemdadygdir geta po stefnt baedi ad
gdoum og illum markmidum par sem pad er mogulegt ad vera prautseigur og samviskusamur
fantur. 4) Vitrenar dygdir eins og vidsyni, opinn hugur, sannsogli og forvitni. Slikar dygdir
gera okkur kleift ad leida okkur rokrant ad sannleikanum og eru grundvollur pess ad 6dlast
pekkingu. Vid petta ma bata ad jafnframt pvi sem sidvit telst vera vitren dygd pa ma hugsa
sér sidvitid sem eins konar yfirdygd (e. meta-virtue); alhlida domgreind sem tengir saman allar
fjorar gerdir dygdanna (Arthur o.fl., 2017, bls. 10-11; Jubilee Centre of Character and Virtues,
2017, bls. 5). Sidvitid vardar sidferdilega vegvisa sem bpurfa ad vera moéttaekilegir og nemir 4
breytilegar adstedur (Sherman, 1999). Sidvitid hjalpar okkur ad vega og meta hvernig og hvenaer
vid breytum 4 videigandi hatt, vid hvada adstzdur, a hvada andartaki og af hvada asteedu (Kristjan
Kristjansson, 2015). Nancy Sherman (1999, bls. 271-272) skrifar ad sidvitid geri dygdirnar opnar
en slik hugmynd er naudsynleg pegar haft er 1 huga ad pad tekur heila mannsavi ad proska per
til fulls.

Sjo grunnpeettir dygdugs lifernis (e. components of virtue)

Dygdugt liferni er samsett ar sjo grunnpattum. Prir peirra (A, B og F) snerta hina vitsmunalegu
p=tti dygdar; pekkingu, medvitund og rok fyrir dygdum en pessir prir pattir tengjast dygdalaesi
(e. virtue literacy). Prir paettir (C, D og E) varda dygduga breytni; tilfinningar, samsémun og
innri 16ngun. Einn pattur (G) sker sig fra hinum par sem hann snertir dygdugar athafnir (Jubilee
Centre of Character and Virtues, 2017, bls. 8):

A. bekking 4 dygdum (e. virtue knowledge):

Dekking a dygdum felur i sér skilning G merkingu dygdarhugtaksins og pvi hvers vegna dygdir eru
mikilveegar, baedi sem sjalfsteedar dygdir og sem pattur { heilsteyptu og farselu lifi. Detta pydir ad
vidkomandi er feer um ad koma auga a dygdir { eigin lifi og annarra.

B. Medvitund um dygdir (e. virtue perception):

Medvitund um dygdir veltur a pvi ad taka eftiradstwdum par sem dygd kemur til skjalanna eda
hennar er porf.

ul
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C.Tilfinning fyrir dygdum (e. virtue emotions):

Tilfinning fyrir dygdum snyst um ad finna fyrir videigandi gedsheeringum vid réttar adstedur a
réttan hatt. Finna fyrir stolti yfir pvi ad syna dygdina og sektarkennd yfir pvi ad syna hana ekki
— vera ésatt vid ad finna t.d. ekki til samiidar pegar pad geeti att vid.

D. Samsomun vid dygdir (e. virtue identity):

Samsomun vid dygdir tengist pvi ad spyria okkur hvernig vid sjaum okkur sjalf og athafuir
okkar. Ad hve miklu leyti er stolt eda sektarkennd { tengslum vio upplifun gedshreeringar hluti af
sjalfsmynd okkar? Petta felur { sér sjalfspekkingu sem byggist a skuldbindingu vidkomandi til ad
leita dygdarinnar og dstunda hana.

E. Innri 16ngun til dygda (e. virtue motivation):

Innri longun til dygda felst i pvi ad hafa sterka longun til ad syna dygd og ad hafa ad sama skapi
pré til ad vera dygdug manneskja.

F Roksemdir fyrir dygdum (e. virtue reasoning):

Réksemdir fyrir dygdum byggjast a sidviti (fronesis) til ad meta vid hvada adstedur dygd skuli synd
eda henni beitt. Detta felur einnig i sér ad nota siovit til pess ad fella dom um rétt viobrogd pegar
togstreita verour milli tveggja dygda.

G. Dygodugar afthafnir (e. virtue practice):

Dygougar athafuir fela pad i sér ad syna dygdir af réttum dstwdum, a réttum tima og réttum stad.

Gera ma rad fyrir pvi ad peir grunnpaettir dygda sem varda vitsmunalegan skilning (dygdalesi; A,
B, F) henti vel til umfjollunar i skdlastarfi. Jafnvel pott einstaklingur bai yfir traustri vitsmunalegri
pekkingu 4 dygdum pa tryggir pad ekki ad hann bai yfir hvétum til athafna, en pad ma hugsa
sér ad slikar hvatir geti vaknad pegar tekist er 4 vid hina vitsmunalegu petti. I pvi felst einnig
ad sa sem byr yfir hvotinni til athafna parf ad vera medvitadur um paer vitsmunalegu hlidar sem
btia undir. Pannig mi sja ad dygdalesi getur snudist jafnt um medvitund um pad sem gerist 1
umhverfinu og pad sem gerist innra med manni sjalfum.

Myndlist: skynjun, medvitund og igrundun

[ djapum hellum vida um versld ma liklega finna fyrstu ummerki um Shlutbundna hugsun
manneskjunnar. Forsoguleg hellamalverk og talgadar styttur sem rekja ma allt ad 35.000 ar aftur
i timann kunna ad vera visbendingar um vaknandi sjalfsvitund og aukna vitsmuni mannsins
(Cupchik, 2016). Hellamalverkin pykja mikil ridgita en kenningar eru uppi um ad pau hafi
verid pattur 1 einhvers konar trdarlegum athéfnum eda vigslum; liflegar og kraftmiklar myndir
af veididyrum kunna ad hafa verid taldar auka vald veidimannanna yfir bradinni. Hugarleikfimi
par sem veidarnar voru @fdar i huganum med adstod myndanna gat pannig aukid hugrekki
veidimannanna og einbeitingu (5 meira um petta i Janson og Janson, 1977, bls. 23—49).
Nyleg rannsékn bendir einnig til pess ad nttimamenn hafi haft forskot 4 Neandertalsmenn
par sem teiknigeta peirra fyrrnefndu gerdi peim kleift ad gera margvisleg hugsanaform synileg
og midla pannig pekkingu og skilningi til annarra i ettbalknum. P4 virdist teikniidjan hafa
bjilfad naudsynlegar finhreyfingar sem komu veidiménnum ad gagni vid ad kasta spjoti (Coss,
2018). Af listaverkum isaldar ma draga pa alyktun ad sjalfid hati verid vaknad til lifsins par sem
veidimadurinn, bradin, adstedurnar og umhverfid eru ordin hluti af medvitudum athéfnum.
I pessum listaverkum birtist haefnin til rékhugsunar sem sidan er sett fram med formlegum
og skipulegum hatti. Pau syna vaxandi getu manneskjunnar til pess ad méta umhverfi sitt 4
vitsmunalegan hatt en slika eiginleika taldi bandariski heimspekingurinn Susanne Langer (1957)
vera folgna 1 listunum.

Einn helsti menntafromudur sidustu aratuga a svidi listkennslu, Elliot Eisner (2002), aleit ad
listirnar felu i sér umbreytingu medvitundarinnar og gerdu hana margslungnari. Slikar
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hugmyndir ma rekja allt aftur til Aristotelesar, sem hélt pvi fram ad skynjun veri grundvéllur
pekkingarinnar (Hobson, 2001). Eisner taldi ad skynjun okkar 4 umbhverfinu veri lerd og
proskadist med hackkandi aldri. Oll athugun okkar 4 umhverfinu veldur pannig pvi ad vid métum
ikvedna meginreglu um skipan méla i verdldinni; vid drogum almennar alyktanir af athugunum
okkar med adleidslu (e. induction) (Hobson, 2001). Barnid fer upplysingar i gegnum sjénrant
areiti og skapar i framhaldinu vitsmunaleg mynstur; pekking og skilningur byggist upp med
vaknandi medvitund. Fyrir vikid verdur reynslan merkingarbzr og 1 kjolfarid skapast forsendur
fyrir frekari reynslu og dypri merkingu. Likt og John Dewey (1938/2000) alitur Eisner ad reynsla
sé¢ grundvollur menntunar en hann likir hugtokum vid eimadar imyndir. Slikar imyndir eru
meitlud, hreinsud og einféldud framsetning 4 verdldinni og vid notum peer til ad imynda okkur
pad sem okkur er dkunnugt og framandi; vid getum imyndad okkur reynslu sem vid hofum
ekki 60last og fyrir vikid skapast tiltekin og videigandi merkingarbarni. A pessum skilningi
og merkingu byggjum vid sidan samskipti okkar vid adrar manneskjur (Eisner, 2002; sja einnig
Langer, 1957). Eisner (2002) heldur pvi fram ad umbreyting hins pronga persoénulega svids yfir
i hid vida almenna og samfélagslega svid sé undirstada allra lista og visinda. I pvi ljosi gegni
menntunin lykilhlutverk med pvi ad hvetja ungt folk til ad ganga i gegnum slika umbreytingu
pvi jafnvel pott barnid proskist af sjalfu sér er ljost ad 6ll drvun styrkir og hvetur slikan proska.

Listirnar hjilpa okkur ad verda medvitud um skynjun okkar, par veita okkur akvedna tegund af
oformlegri pekkingu sem er 6had tungumalinu. Malverk fera okkur nytt sjonarhorn a birtu og
samhengi lita og forma og ljésmyndir af byggingum opna augu okkar fyrir formgerd og formum
og gefa okkur tilfinningu fyrir rymi. Pannig veita listaverk okkur ferska syn 4 kunnuglegt
umhverfi og hjilpa okkur ad koma auga 4 mynstur sem gjarnan eru okkur hulin (um frekari
umfjollun um tengslin milli listaverka og skynjads umhverfis, sja Eisner, 2002, bls. 10; sja einnig
Carr, 2004; Karlsson, 2006).  stuttu mali ma kannski segja ad listirnar geri hid ésynilega synilegt.

Hin sidferdilega vidd sjonlistanna

Allt fri fornsld hafa tengsl lista og sidferdis verid nokkud métsagnakennd. I Grikklandi hinu
forna stddu listirnar traustum fétum og hofdu éumdeilt sidferdilegt gildi i pjénustu sinni vid
hin veraldlegu og gudlegu mattarvold (Carroll, 2010; Carr, 2010). Engu ad sidur voru uppi
efasemdaraddir medal Forn-Grikkja. [ Rikinu setti Platén t.d. fram hugmyndir um ad listirnar
getu grafid undan pekkingunni, sannleikanum og sioferdinu i fyrirmyndarrikinu (Platén,
2009b). Démur Platéns um listirnar er reistur 4 kenningu hans um frummyndirnar sem gerdi
rad fyrir pvi ad raunveruleikinn endurspegladi hugmyndir eda form sem veru 6efniskennd en
gagnmerk, en 4 hinn bdginn veri listin adeins eftirliking af hinum synilega heimi; hin veri
eftirliking af eftirlikingu og pvi laegi i hlutarins edli ad slikt fyrirbaeri gaeti ekki veitt trausta
og areidanlega pekkingu. Ad mati Platons var adeins unnt ad 6dlast pekkingu fyrir tilstudlan
roklegrar igrundunar en ekki af skynreynslu, hvad pi med imyndun. I Menéni synir Sokrates
fram 4 hid roklega ferli par sem hann leidir fram sterofredilegan skilning hja ungum prael
med pvi ad beita leidandi spurningum 1 skipulegri samradu (Platén, 20092). Andspanis slikri
framvindu vid 6flun pekkingar virdast listirnar draga upp afmyndada syn a veruleikann med
ranghugmyndum, atarsniningum og malskubrégdum.

Aristoteles var 3 6dru mali en Platén hvad listirnar vardadi. Aristoteles (1962, 1997) aleit
ad eftirlikingin, sem Platon var tortrygginn 4, veri pvert 2 méti mikilvegur og menntandi
eiginleiki listanna. Listaverk gaetu, fyrir tilstudlan eftirlikingarinnar, vakid sidferdilega videigandi
tilfinningar og par med eflt sidferdilega domgreind an pess ad bein reynsla eda upplifun pyrfti
ad koma til. Petta ferli leit Aristoteles vera reist 4 hafni manneskjunnar til ad tengja saman
imyndun og reynslu. Mikilvagasti hlekkurinn i pessu ferli var ad aliti Aristotelesar hid retoriska
edli listarinnar, sem felst 1 sannfaeringarmeetti hennar. Slikur sannferingarmattur eigi reetur sinar
ad rekja til peirra gedshreringa sem berist innra med okkur pegar listaverk syna atburdi eda
hluti sem vid getum samsamad okkur vid; hluti sem skipta okkur mali. Astralski fraedimadurinn
Paul Duncum (2014) byggir 4 hugsun Aristotelesar og alitur hid retdriska edli myndlistarinnar
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vera grundvallad 4 premur adskildum pattum: Fyrsti patturinn felst 1 persénuleika listamannsins;
hvert svo sem vidfangsefnid kann ad vera pa birtist persona listamannsins i hugmyndafraedilegri
urvinnslu. Listamadurinn hefur frelsi til ad skipuleggja myndflotinn og pad endurspeglar aherslur
hans og perséonuleika (Gadamer, 1986). Annar patturinn er f6lginn i tilfinningalegu mikilvegi
vidfangsefnisins fyrir vidtakandann en pad 4 retur sinar i eftirlikingunni (gr. mimesis). Pridji og
sidasti patturinn felst 1 glaesileika framsetningarinnar, handverkinu sem innsiglar ahrifamattinn.

Hugtakio retérik, eda melskulist, vekur gjarnan upp blendnar tilfinningar. Listirnar hafa 1
gegnum aldirnar pjénad morgum herrum og paer hafa verid notadar spart til pess ad innprenta
folki margvislegar, og stundum vafasamar, hugmyndir. I bodi valdastéttarinnar syndu listamenn
mikilfengleik yfirbodara sinna i hetjulegum malverkum og Pafagardur fékk listamenn til ad blasa
Olesum almenningi traarhita 1 brjost med kraftmiklum mélverkum barokktimans. Af pessum
sokum sjd margir annmarka 4 pvi ad treysta um of 4 listirnar sem areidanlegan vettvang fyrir
sannleika og pekkingu. A atjandu 61d toku listamenn ad Iysa yfir sjalfstdi sinu og endurheimtu
listreent frelsi sitt (Carr, 2010). Peir beindu sjéonum sinum i rikari meli ad vidfangsefnum sem
endurspegludu lifssyn peirra sjilfra uns formid og framsetningin hafdi yfirgneft inntakid; hin
fagurfradilega reynsla var ordin ad meginvidfangsefni listarinnar.

Sjonreen reynsla sett i sidferdilegt samhengi

Einn afmikilveegum eiginleikum aristételiskrar mannkostamenntunar er gagnrynin hugsun. Han
er andsvar vid hefobundinni innratingu margra annarra uppeldishugmynda (Arthur o.f1., 2006).
[ stad pess ad innihald listaverks sé sett fram 1 anda fyrirfram 4kvedinna hugmynda eru nemendur
spurdir gagnryninna spurninga um inntak listaverksins, hvada adferdafradi listamadurinn noti
til a0 koma hugmyndum sinum a framfzeri og ad hve miklu leyti megi fallast & hugmyndir hans;
hvort peer hofoi til okkar 1 dag eda hvort per tilheyri lionum tima. Paul Duncum (2014, bls. 211)
melir med pvi ad vid nalgumst vidfangsefni listaverkanna med hlutleysi gagnryninnar hugsunar
en veitum mikilvaegi tilfinningalifsins og gedshreringa athygli. Margvislegur avinningur
faist med vinnu af pessu tagi, ekki sist fyrir tilstudlan duldu nimskrarinnar. Med pvi ad veita
sidferdilegum vidfangsefnum athygli i kennslustundum, til a0 mynda i myndmennt, mi gera slik
vidfangsefni synilegri. Patttaka peirra 1 verkefnum af pessu tagi gerir pa nemari fyrir alitamalum,
peir koma betur auga 4 blaeebrigdi sem eiga ratur sinar i fjolbreytilegum bakgrunni og reynslu.
A9 auki lerist peim ad njota myndlistar 4 virkan hatt.

Aristételes aleit ad 1 tilfelli [jodlistar og tonlistar veeri eftirlikingin 4 prenns konar svidum; 1
midlinum, vidfangsefninu og framsetningunni. I Um skaldskaparlistina Iysti Aristoteles (1997)
listunum sem midli pess mogulega; skaldskapnum (gr. poiesis) og eftirlikingunni (gr. mimesis)
(Marini, 2014). I Stjérnspekinni bendir Aristoteles 4 matt tonlistar til ad tja eda syna reidi eda
hugrekki. Hann skrifar ,,[...] ef madur nytur pess ad skoda likneski af 60rum manni af peirri einu
asteedu ad honum fellur atlit styttunnar vel, pa hlytur hann 6hjakvemilega ad njota pess ad horfa
4 manninn sjalfan, hvers likindi hann er ad igrunda“? (1962, bls. 308-309). Hann heldur afram
og fullyrdir ad sidferdilegir eiginleikar séu ,,[...] igildi peirra téna sem vid heyrum‘® (Aristotle,
1962, bls. 309; sja einnig Carr, 2004, um listir, tonlist og framsetningu). Susanne Langer (1957,
bls. 90-92) setur svipada hugmynd fram { stuttri en snjallri bok sinni med tiu fyrirlestrum um
listheimspeki, Problems of Art, par sem htn lysir pvi hvernig listamadurinn umbreytir 6slipudu
hraefni (grjoti, litarefnum, ordum, hljdédum og pess hattar) 1 tjaningarrik form sem gefa til kynna
hlidsteedan veruleika fyrir tilstudlan eftirlikingarinnar.

Bandariski listheimspekingurinn Noél Carroll (2003) skrifar um menntunarlegt og
pekkingarfreedilegt gildi listanna i samhengi vid fagurfradilegt gildi peirra. Hann segir ad
listirnar hafi alla jatna poétt bta yfir mikilvegu menntunargildi en 1 kjolfar upplysingarinnar
og préunar veraldarhyggju hafi ordid pattaskil 1 hugmyndum manna um pekkingarfredilegt
og menntunarfredilegt gildi listanna. Pessi hugmyndafredilegi umsniningur er yfirleitt

2 “[...] if a man enjoys looking at a statue of someone for no other reason than that he likes the look of it, then inevitably he will enjoy looking at
the original, whose likeness he is at the moment contemplating” (pyding héfundar ar ensku).
3 “[...] represented by the very tunes we hear” (byding héfundar ar ensku).
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skilgreindur sem ,,Listin listarinnar vegna“ (e. art for art’s sake)®, og olli klofningi milli
samfélagsins og listanna (Carroll, 2003). A pessum tima var pekking i auknum mali reist 4
raunvisindum og pekkingarfraedilegt gildi listanna pétti vafasamt. A hinni sidferdilegu viglinu
hafdi framgangur rémantikurinnar 4 atjandu 6ld borid med sér aukna dherslu 4 persénulega
reynslu og imyndunarafl, kenndir, gedshreringar og frelsi til skopunar. Listamenn toku ad lata
sig varda margvisleg samfélagsleg malefni, frjilsir undan forskrift kennivalds (Carr, 2010). Listin
var ordin sjalfleg og gildisdomar um listaverk voru fyrst og fremst byggdir a fagurfradilegum
grunni. Gott listaverk myndi midla fagurfradilegri reynslu en lélegt listaverk myndi ekki gera
pad. Carroll ferir rok fyrir pvi ad jafnvel pott fagurfredilegir eiginleikar varu naudsynlegt
skilyrdi fyrir listreenu mati, pa gaetu peir einir ekki dugad pvi ad listaverk séu svo fjolbreytt
(Carroll, 2003, bls. 373). Hin hefdbundnu rok gegn menntunargildi lista byggdust 4 pvi ad
listirnar lytu ekki peim pekkingarfraedilegu kréfum sem gerdar varu til freda og annars efnis
sem legdi til raunverulega pekkingu. Carroll bendir hins vegar 4 ad menntunargildi listanna sé
byggt 4 60rum grunni sem sé tengdari mannlegri reynslu og hann segir einnig ad listirnar geti
proskad tilfinningarnar. A3 mati Carroll geta listaverk vakid upp spurningar, hvatt til igrundunar
og valdid gedshreringum sem minna okkur 4 fyrrgreinda sameiginlega mannlega reynslu.

Gott deemi um pad hvernig listaverk getur veitt sidferdilega pekkingu eda skilning, p6 ad erfitt sé
ad sannreyna soguna sem listaverkid segir, er malverk rassneska malarans Ivan Kramskoi af Kristi 1
eydimorkinni.” Malverkid Iysir pvi pegar Kristur hafdi hafnad freistingum kolska a fjallinu; hann
situr  steini einn sins 1ids og horfir thugull 1 gaupnir sér. Nt ma vera ad listamadurinn hafi ®tlad
ad syna hinn mikla sidferdisstyrk sem Kristur bjo yfir, sannfaeringu hans og stadfestu i ad berjast
gegn hinu illa. En pegar horft er  andlit Krists virdast augun syna mikla érventingu, efasemdir og
radleysi. Pessi ttlkun fer studning af einmanakenndinni sem audnin vekur upp i ljosaskiptunum.
Jatnvel pott einhverjir lesendur séu tortryggnir a sannleikann ad baki bibliuségunni og vilji draga
ur pekkingarfredilegu gildi hennar, pa getum vid samsamad okkur vid érvaentingu Krists par
sem hann horfdist 1 augu vid erfida, nestum 6hugsandi valkosti. Manneskja parf ad buaa yfir
miklum sidferdisstyrk til pess ad hafna tilbodi um fullkomid saldarlif; hver kannast ekki vid ad
purfa ad vega og meta akvardanir sem koma upp i daglegu lifi; hvad mun reynast okkur betur til
langs tima litid, hvernig eigum vid ad vita hvad ferir okkur mestu farseldina pegar upp verdur
stadid vid @vilok? Hvers konar manneskja vil ég vera?

Vera kann ad lesendur dragi adrar dlyktanir um tilfinningalegt astand Krists { malverkinu en hér
var gert; kannski syna andlitsdraettir hans stadfestu, einurd og hatur 4 hinu illa. I raun skiptir ekki
mali hvada gedshraeringar vid sjaum, pvi allar eiga par einhverja samsvérun innra med okkur
og sem slikt getur malverkid gert okkur medvitud um okkar eigin hugrenningar og tilfinningar
sem 1 framhaldinu metti opna 4 i samraedu vid adrar manneskjur, skiptast 4 skodunum um
talkunarmoguleikana og pad sem liggur peim ad baki.

Noél Carroll (2003, bls. 382) kemst 4 endanum ad peirri nidurstédu ad jafnvel pott einhver
listaverk séu til pess fallin ad nara hreinraektada fagurfredilega reynslu, pa sntist ekki oll list
um sjalfa sig. Morg listaverk séu sérstaklega gerd til pess ad orva margs kyns hagnytar athafnir 4
bord vid heimspekilega rannsékn, nam og menntun og pad sé engin asteda til pess ad halda pvi
fram a0 slikir eiginleikar dragi tr listreenu gildi frekar en hin hreina igrundun fegurdar i formi
og lit. Pessar vangaveltur bera vott um hina fléknu og margbrotnu eiginleika listarinnar og syna
fram 4 mikilvaegi pess ad listirnar skipi storan sess 1 menntun, sérstaklega par sem listaverk af
ollum sterdum og gerdum geta hvatt nemendur til ad thuga betur askoranir lifsins. Petta 4 ekki
sidur vid um skdpun nemenda sjalfra par sem peim gefst teekifaeri til pess ad tja hugsanir sinar og
veraldarsyn 1 sinum eigin listaverkum og leggja pannig enn traustari grundvéll ad hinu mikla
undri sem raunveruleg menntun er (sja frekari umraedu um petta i Carr, 2010; Carroll, 2003 og
Gaut, 2007). I nylegri grein segja Andrés Mejia og Silvia Eugenia Montoya (2017, bls. 370) par
sem pau reeda um bokmenntir, og ég er sannferdur um ad hid sama 4 vid um myndlist, ad,,[...]
hid fagra og hid gdda — geti vaxid hvort af 6dru med slikum haetti ad fagurfradileg reynsla ryrni
ef hid gdda er ekki rannsakad med huga og hjarta, og petta gildi i badar attir.“’

T Afleida  Art for art’s sake“-hugmyndarinnar er fegurdarhygga (. acstheticism) sem Nogl Carroll (2010, bls. 249) rekur til Walcer Pater, James
Abbott McNeill Whistler og Oscar Wilde.

* heeps://en.wikipedia.org/wiki/Christ_in_the_Desert

¢ “[...] the aesthetic and the moral—can actually be mutually reinforcing in such a way that aesthetic appreciation will suffer if the moral is not
deeply examined with both mind and heart, and vice versa.” (pyding hofundar tr ensku)
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Med framangreint 1 huga ma spyrja sig hvers vegna svo sjaldan hefur verid litid 4 myndlist sem
akjosanlega kveikju fyrir umredu um sidferdileg alitamal, mannkostamenntun og dygdalzsi,
sérstaklega 1 1josi vaxandi dherslu 4 bokmenntir, tonlist og kvikmyndir 1 pessu tilliti (sja t.d.
Sanderse, 2012; Kristjan Kristjansson, 2015; Kim, 2016; Arthur o.fl., 2017). Eg hygg ad setja
megi fram fjorar astedur sem hver um sig eigi sinn patt i pvi ad myndlistin er vannytt ad pessu
leyti, en per eru; 1) sogulegar, 2) listraenar, 3) faglegar og 4) tilkunarfredilegar. Pessum astedum
verda gerd itarlegri skil 1 annarri grein.

Sogulegu astzdurnar tengjast peirri stadreynd ad myndlistarverk eru i mérgum tilvikum adeins
til  einu eintaki sem yfirleitt er vardveitt 4 safni eda sambarilegum stad. Med hradri frampréun
prentidnadarins vard unnt ad prenta eftirmyndir af listaverkum en framan af voru slikar
eftirprentanir adeins i svarthvitu. Pannig matti midla peim, ymist 1 listaverkabokum eda sem
steerri eftirprentunum sem hentudu til ad hengja upp a veggi. Sumir skélar hofou taekifeeri til ad
heimsakja s6fn med nemendum en pad var p6 ekki 4 feeri margra. Pannig var myndlistin fjarleg
og litt adgengileg, 6likt bokmenntatextum, kvikmyndum eda upptdkum 4 tonlist sem eru ekki
bundnar vid frumeintakid. En jafnvel p6tt myndlist sé ordin adgengileg i bokum og 4 netinu, pa
eru slikar eftirmyndir gjarnan adeins svipur hja sjén samanborid vid frumgerdina pvi slagkraftur
lita, forma, aferdar og staerdar tapast og rymistilfinningin hverfur. Myndlistin var list hfudborga
og peirra efnudu og henni fylgir talsverd yfirstéttararfleifd enda telst han til hinna fogru lista.

Listrenu dsteedurnar tengjast hugmyndinni um frelsi og sjalfstadi listamannsins; listin etti eingdngu
ad pjona sjalfri sér og hinni fagurfredilegu upplifun. Petta vidhorf er yfirleitt kennt vid Arf for
art’s sake-hugmyndafradina sem spratt upp ur upplysingunni. Pessum pzatti hef ég gert allnokkur
skil hér ad framan.

Faglegu astwdurnar byggjast a peirri hugmynd ad til pess ad geta haft skodun 4 myndlist purfi
vidkomandi ad teljast vera sérfradingur a svidi myndlistar. Folk veigrar sér oft vid ad taka afst6du
til gildis listaverka eda tja skodanir sinar 4 peim. Og pegar pad porir ad tja sig hefst reedan yfirleitt &
fyrirvara: ,,Eg hef nt ekkert vit 4 myndlist, en... Detta hefur i for med sér ad myndlistarkennarar
hafa jafnan forredi yfir umfjéllun um myndlist, en adrir kennarar halda sig til hlés.

Tuilkunarfieedilegu asteedurnar eru af heimspekilegum toga. Myndlist er kyrrstad; hin synir frosid
andartak og fyrir vikid verdur framvindan til { huga dhorfandans, 6fugt vid pad sem 4 sér stad 1
bokmenntum, kvikmyndum eda ténlist par sem framvindan byr { verkinu; vidtakandinn stigur
um bord og fylgir framvindunni. Petta gerir pad ad verkum ad upplifun af myndlist er i rikari
meli 4 abyrgd ahorfandans og par med rikir meiri 6vissa og talkunarmdéguleikar eru mun opnari.

Listaverk, dygdalasi, igrundun og samrada

Listaverk af margvislegum toga eru hafsjor tekifera til pess ad dypka skilning nemenda 4
sidferdilegum alitamalum, auk pess sem samraeda um listaverk skapar tekiferi til pess ad efla
dygdalesi og skilning 4 sidferdilegum hugtdkum. I pessum kafla segi ég fra pvi hvernig flétta
megi saman listaverk, aristoteliska dygdasidfredi og mannkostamenntun, einkum med hlidsjon
af hugmyndum fra Jubilee Centre (2017) um dygdalasi. Samraduformid er tilvalid; listaverkin
opna gattir og pétttakendur i samredum leggja sjonarhorn sin i pakkid. Ur verda snertifletir
sem geta studlad ad aukinni pekkingu og skilningi patttakenda. Pau listaverk sem hér eru til
umfjollunar eru alls ekki einu verkin sem koma til greina en pau hafa reynst mér vel 1 kennslu
um arabil.

A. Pekking a dygdum (e. virtue knowledge):

Dekking a dygdum felur i sér skilning a merkingu dygdarhugtaksins og pvi hvers vegna dygdir eru mikilveegar,
bedi sem sjalfstawdar dygdir og sem pattur i heilsteyptu og farscelu lifi. Detta pydir ad viokomandi er feer um
ad koma auga a dygdir i eigin lifi og annarra.
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Hvers vegna parf ad bregdast vid af dygd? Liklega pekkja flestir deemiséguna um miskunnsama
Samverjann. Madur nokkur, Samverji, kom manni i naudum til adstodar eftir ad adrir menn
hofou heykst 4 ad hjalpa honum, en bodskapurinn er sa ad hjilpa beri ndunganum an tillits til
pess hver hann er. Franski listmélarinn Eugéne Delacroix svidsetti sdguna i mélverki sinu’ og
Vincent van Gogh® maladi eftirgerd af verki Delacroix { spegilmynd. Sjilf deemisagan er skyr og
skorinord par sem rod atburda er i forgrunni, en mélverkin bata vid nyjum viddum sem syna
hversu mikid Samverjinn purfti ad leggja a sig til ad koma manninum til adstodar. Pannig ma
sja a0 1 malverki van Gogh lyftir Samverjinn mattfara manninum a bak asna sem hann hafoi til
reidar. [ bakgrunni mé sja ferdalanginn, sem virti ekki hinn pjada mann vidlits, fara leidar sinnar.
Pag er einnig ahugavert ad bera saman verk Delacroix og van Gogh. Delacroix leetur Samverjann
setja hinn slasada 4 bak asnanum fra vinstri hlid skepnunnar og fyrir vikid virdist hann frekar vera
ad taka slasada manninn af baki asnanum. Pessi ahrif ma rekja til peirrar tilhneigingar okkar ad
lesa listaverk fra vinstri til hagri (Dondis, 1973; Rose, 2016); pannig er pvi rokréttara ad hugsa
sem svo ad hinn slasadi madur sé 4 leid nidur af baki asnans. Van Gogh spegladi myndina og pa
virdist ahorfandanum Samverjinn leggja meira a sig. Hvad geta malverk Delacroix og van Gogh
af miskunnsama Samverjanum sagt okkur um samkennd? Hvers vegna er mikilvagt ad huga ad
velferd annarra? Hafa ekki flestir lent 1 svipadri adstodu a lifsleidinni? Stundum parf ad syna kjark
og stundum parf ad taka persénulega dhaettu. Pad hefur synt sig ad pegar einelti 4 sér stad kjosa
margir ad standa 4 hlidarlinunni og skipta sér litid af.

B. Medvitund um dygdir (e. virtue perception):

Medvitund um dygdir veltur 4 pvi ad taka eftir adstewdum par sem dygd kemur til skjalanna eda hennar er pérf.

[ Mjélkurpernunni® eftir Johannes Vermeer getur ad lita pjonustustalku hella mjélk i skal. Dessi
litla mynd eftir hollenska meistarann bydur ahorfendum upp a fjélmargar spennandi spurningar
sem tengjast dygdum. Yfir verkinu er mikil kyrrd en pott ekki sé mikid ad gerast er alls engin
kyrrstada i myndinni. Athofnin er thugul og krefst einbeitingar, hiin er haegfara og mjoélkurpernan
virdist vera 1 eins konar leidslu. Heildarblaer malverksins synir ad vinna parf 61l verk af heilindum
og polinmadi. Margt pad sem vid gerum 1 lifinu krefst pess sama af okkur. Stundum leidist
okkur, einkum ef ekki er négu mikid um ad vera. Hvernig 60lumst vid polinmadi og adruleysi
gagnvart pvi sem vid purfum ad gera? Hvernig tokumst vid a vid verkefni sem eru timafrek,
jafnvel leidigjorn, par sem timinn silast afram? Mjolkurperna Vermeer er storkostlegt demi um
pa eiginleika sem manneskjur purfa ad proska med sér: heilindi, jafnadarged og yfirvegun.

C. Tilfinning fyrir dygdum (e. virtue emotions):

Tilfinning fyrir dygdum snyst um ad finna fyrir videigandi gedsheeringum vid réttar adsteedur d réttan hatt.
Finna fyrir stolti yfir pvi ad syna dygdina og sektarkennd yfir pvi ad syna hana ekki — vera ésatt vid ad finna
t.d. ekki til samiidar pegar pad geeti att vid.

Milverk Edvard Munch, Veika barnid", synir systur hans, Johonnu Soffiu, pegar han 13
banaleguna. Han 1ést Gr berklum sem var skaed drepsott dratugina fyrir og eftir aldamét nitjandu
og tuttugustu aldar. Munch hafdi misst médur sina nokkrum arum fyrr og pjadist alla tid af
sektarkennd og soknudi. Hann atti erfitt med ad skilja hvers vegna hann slapp vid veikindin en
purfti pess 1 stad ad horfa upp a astvini sina pjast og deyja (Messer, 1985). Hvada tilfinningar
vakna pegar vid skodum pessa mynd? Hvad segir myndin okkur um 1ifid, daudann, sorgina
og forgengileikann? Framsetning Munch er dhrifamikil, hann notar samspil 1jéss og skugga
Ospart, litatdnar eru pungir og vangi stilkunnar er folur. Petta er kryddad med grenum litum
veikinda og svortum klednadi konunnar sem i 6rventingu felur andlit sitt. Raudgullid har
stulkunnar gefur henni nerri pvi engilslegt yfirbragd; htn horfist i augu vid erfidleika sina med
reisn, pad er engu likara en hin sé ad hvisla huggunarord ad freenku sinni. Svo virdist sem hin

7 https://commons.wikimedia.org/wiki/File:The_Good_Samaritan_(Delacroix_1849).jpg
% https://commons.wikimedia.org/wiki/File:Vincent_Willem_van_Gogh_022 jpg

? https://en.wikipedia.org/wiki/The_Milkmaid_(Vermeer)

1" https://en.wikipedia.org/wiki/The_Sick_Child
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hafi sett sig vid 6rlog sin, @druleysid og hreinleiki hjartans skin af verkinu. Hvada tilfinningar
bearast 1 brjostum okkar pegar vid skodum betta persénulega malverk Munch? Finnum vid fyrir
hluttekningu? Erum vid hlutlaus? Finnst okkur hluttekning okkar videigandi eda finnst okkur
hlutleysid videigandi?

D. Samsomun vid dygdir (e. virtue identity):

Samsomun vio dygdir tengist pvi ad spyrja okkur hvernig vid sjaum okkur sjalf og athafunir okkar. Ad hve
miklu leyti er stolt eda sektarkennd i tengslum vid upplifun gedshreeringar hluti af sjalfsmynd okkar? Petta
felur { sér sjalfspekkingu sem byggist a skuldbindingu vidkomandi til ad leita dygdarinnar og dstunda hana.

Breski myndhoggvarinn Marc Quinn gerdi merkilega styttu af Alison Lapper''. Lapper feddist
féta- og handalaus en hefur starfad sem listamadur alla tid. Verkid synir manneskju sem tekst 4
vid askoranir lifsins af reisn. Pannig er verkid 6dur til hugrekkis, sjalfsteedis og styrks og setur
fram aleitnar spurningar um ytra ttlit og innri verund (Quinn og Rogers, 2006; Lapper, 2017).
[ samfélagi sem hyllir fegurdina og fullkomid Gtlit skammast margar manneskjur sin fyrir sjilfar
sig. Morgum pykir 6pagilegt ad horfast i augu vid pennan sannleika enda litu margir undan
pegar verkid var afhjapad (Quinn og Rogers, 2006; Lapper, 2006). Sannleikurinn var épaegilegur
asyndum. En hvad segir petta um okkur sjalt? Hvers vegna erum vid feimin vid raunveruleikann?
Verda fordomar okkar sjalfra pa skyndilega synilegir? Kannski megum vid spyrja okkur hvort
styttan af Alison Lapper eftir Marc Quinn veki hja okkur hneykslun. Zttum vid ad gera okkur
far um ad vinna bug 4 peirri tilfinningu og proska med okkur addidun 4 hugrekki hennar og
vidurkenna ad fegurd lifsins er folgin i margbreytileikanum?

E. Innri 16ngun til dygda (e. virtue motivation):

Innri longun til dygda felst i pvi ad hafa sterka longun til ad syna dygd og ad hafa ad sama skapi pra til ad
vera dygdug manneskja.

Margir hugsa eflaust sem svo ad peir vildu verda betri manneskjur, vid kénnumst liklega flest vid
einhverja agnia 4 verkum okkar og vid erum yfirleitt medvitud um breyskleika okkar. En hvad
parftil? Dugar prain eda léngunin ein til pess eda purfum vid ad lata verkin tala? Hofum vid kjark
til ad berjast fyrir réttletinu? Malverkid Frelsisgydjan leidir f61kid!? (e. Liberty leading the people)
eftir franska listmalarann Eugene Delacroix vekur upp dleitnar spurningar um frelsi, réttlaeti og
hugrekki. Malverkid er malad 1830 til ad minnast jali-uppreisnarinnar pad ar i Frakklandi, pegar
Karli tiunda, konungi Frakklands, var steypt af stoli. Delacroix tok ekki sjalfur patt  uppreisninni
en skrifadi brédur sinum ad hann vildi leggja sitt at mérkum til uppbyggingar samfélagsins med
pessu malverki (Delacroix, 2001). Hugmyndina um frelsisgydjuna ma sja vida og Frelsisstyttan 1
New York er byggd 4 svipadri hugmynd, en hin var einmitt gjof Frakka til Bandarikjamanna.
I méilverkinu hefur frelsid verid persénugert 1 liki gydju sem leidir f6lkid afram. Frelsisgydjan
birtist i malverkinu sem framtidarsyn og sameiningartakn sem 1 nafni réttletis knésetur pa sem
eru imynd kagunar og drottnandi valds. P6 ad verkid virdist vid fyrstu syn segja einhlida sogu
hinna kiigudu sem knyja fram réttleti vakna spurningar vid nanari skodun, einkum faist taekifzeri
til ad skoda listaverkid sjalft par sem pad hangir i Louvre-safninu i Paris. Malverkid er 6gnarstort
og hangir hétt uppi. [ augnhzd dhorfandans eru limlestir likamar hermanna konungs. Slik syn
vekur strax upp spurningar um pad hversu langt sé réttleetanlegt ad ganga 1 barattunni fyrir frelsi;
hvada gjald er réttletanlegt ad greida fyrir frelsid? Mun byltingin ekki avallt éta bornin sin 4
endanum?

E Roksemdir fyrir dygdum (e. virtue reasoning):

Roksemdir fyrir dygdum byggjast a sioviti (gr. fronesis) til ad meta vid hvada adstawdur dygd skuli synd eda
henni beitt. Detta felur einnig i sér ad nota sidvit til pess ad fella dém um rétt vidbrigd pegar togstreita verdur
milli tveggja dygda.

" http://marcquinn.com/artworks/alison-lapper
12 hteps://en.wikipedia.org/wiki/Liberty_Leading_the_People
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Bandariski myndlistarmadurinn Norman Rockwell maladi myndir fyrir The Saturday Evening
Post 1 naerfellt fimm aratugi. Hann sotti sér myndefni 1 1if almennings og 1 augum margra tokst
honum ad draga upp skyra mynd af pvi sem einkenndi daglegt lif Bandarikjamanna um midja
tuttugustu 6ldina. Honum voru mannréttindi hugleikin, einkum p6 hin sjalfsagda og naudsynlega
réttindabaratta Bandarikjamanna af afriskum uppruna. Eitt pekktasta verk hans er ,,Vandamalid
sem vid baum 6ll vid“" (e. The problem we all live with) sem er tdknrant fyrir barittuna gegn
kynpattaadskilnadi. Myndin synir pad pegar hin sex ara gamla Ruby Bridges tor i skélann 1
fylgd oryggisvarda 14. névember 1960 eftir ad sett voru 16g sem afnimu kynpattaadskilnad i
New Orleans. Petta hafdi 1 for med sér ad 6llum bérnum, 6had kynpetti, baudst ad sekja skola
saman, en adur hoéfdu eingdngu hvit born sott pann skéla sem Ruby litla tok ad sekja eftir
lagabreytinguna. Bajarbliar métmealtu afnimi kynpattaadskilnadarins hardlega og voru pess
demi a0 Ruby fengi liflatshotanir. Til pess ad tryggja 6ryggi hennar fékk han tylgd fjogurra
pjoovardlida til og fra skolanum fyrsta arid (Bridges, 1999). Skyldu pjoédvardlidarnir 1 malverki
Norman Rockwell hafa att 1 innri togstreitu pegar peir fylgdu pessari stalku 1 skélann undir
arasum og hoétunum ihaldssamra ibta bajarins? Ottudust peir um eigin hag eins og titt er um
hermenn sem pjéna f6durlandinu? Hvada kenndir baerdust i brjosti litlu stalkunnar sem hnarreist
hélt sinu striki i skotlinu tomata, hotana og dkvadisorda? Ma kannski feera rok fyrir pvi ad til pess
a0 réttletid nai fram ad ganga parfnist pad einurdar, 6sérhlifni og hugrekkis? Eru dygdir forsenda
pess ad raunverulegt réttlaeti nai fram ad ganga?

G. Dygougar afhafnir (e. virtue practice):

Dygdugar athafnir fela pad { sér ad syna dygdir af réttum astewdum, a réttum tima og réttum stad.

[ verki sinu ,,Listamadurinn er vidstaddur (e. The Artist is Present) fléttar Marina Abramovié
saman gjorningi og raunverulegri athofn sem tengir silir mannanna saman med dramatiskum
hatti. Gjorningurinn fér fram 1 Metropolitan Museum of Modern Art (MoMA) i New York
frd 14. mars til 31. mai 2010 (MoMA.org, 2018). Abramovi¢ matti hvern dag 4 safnid og sat i
midju syningarryminu vid bord, ikledd glesilegum kjél og horfdi i gaupnir sér. Ahorfendum
gafst kostur 4 ad koma, einum i einu, og setjast andspaenis henni og horfa 1 augu henni ad vild.
Degar einhver var kominn 1 seti dhorfandans leit Abramovié upp og horfdi i augu hans — pad
var Sheimilt ad snerta Abramovié¢ eda tala til hennar — og ef litid var undan lauk setunni.
einfaldleika sinum vard pessi athofn dkaflega sterk tilfinningaleg reynsla fyrir alla vidstadda;
parna kom berlega 1 1j6s ad augun eru spegill salarinnar. Fyrir sjalfan listamanninn ma segja ad
verkid hafi verid eins konar kaparsis. Listamenn leggja sl sina og tilfinningalif i verkin sem peir
skapa en 1 tilviki myndlistar er fjarlaegdin vid ahorfandann jafnan mikil og listamadurinn hefur
vissa stjorn 4 pvi hversu langt hann gengur nerri tilfinningalifi sinu. I tilviki Abramovi¢ verdur
gjorningurinn ad lifandi verki par sem listamadurinn tekur mikla tilfinningalega dhaettu og
tengist 4horfendum sinum 4 einkar kraftmikinn og ahrifarikan hatt'’s. I verkinu tokst Abramovié
ad afhjapa tilvistarleg regindjap mennskunnar; hvad pad pydir ad vera manneskja og hvernig
pradir mennskunnar liggja milli okkar allra 6h4d uppruna, stétt eda stddu. I einni sviphendingu
birtist heidarleiki og sannleikur vidstdddum med frelsandi haetti; hid 6synilega vard skyndilega
synilegt og hafdi varanleg ahrif 4 pa sem urdu vitni ad pvi.

Lokaord

Margs af pvi sem born lera 1 skélum er hvergi getid 1 nimskrim eda kennsludztlunum. o
ma segja ad nokkur skref hafi verid stigin med sidustu endurskodun adalnamskranna, par sem
sidferdileg markmid eru ordin synilegri, en ad sama skapi verdur Grredaleysid vid ad mata
pessum markmidum meira aberandi. Med petta 1 huga er mikilveegt ad minna a pad ad menntun
er samfelldur og heildstedur pradur sem liggur fra frumbernsku til 2viloka; 1 raun Iykur menntun
aldrei, heldur er han protlaus igrundun um reynslu og athafnir og (stundum) einbeittur vilji til
Wcﬂg/\viki/ThefProble1117W87A117Live7W1th

" heeps://en.wikipedia.org/wiki/Marina_Abramovi¢#/media/File:ArtistlsPresent jpg

15 A YouTube mi sja allmérg myndskeid fra pvi atviki pegar fyrrverandi sambylismadur Abramovié, listamadurinn Ulay, kom évant og settist
andspaenis henni. Sji t.d. hér: https://www.youtube.com/watch?v=0S0Tg0jCp4
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pess ad hnika lifinu i farselar attir, og oft reynast litlu, en stadfostu, skrefin koma ad mestu gagni.
Par hafa skélar og menntastofnanir hlutverki ad gegna pvi ad nemendum gefst par faeri 4 ad
skilja ver6ldina med hlidsjon af sjalfum sér og 68rum. Persoénuleg reynsla af lifinu er okkar eigin
utsynisturn yfir verdldina en hatt er vid ad sjénarhornid geti ordid prongt. Til pess ad sjonarhorn
okkar geti ordid vidara purfum vid ad fa innsyn 1 reynslu annarra manna og pannig gefst okkur
jafnvel taekifeeri til pess ad sja okkur sjalf med augum annarra. Fiir hlutir { veréldinni koma betur
ad gagni vid slika atvikkun medvitundarinnar en listaverk. Listin er vettvangurinn par sem vid
getum matt hvert 6dru, proéfad hugmyndir okkar, kynnst élikum vidhorfum og reynsluheimi,
sett okkur 1 spor annarra og fundid ad pratt fyrir allt er fleira sem sameinar okkur en sundrar.

Fundamental pillars of education, visual arts and character education

The increased current interest in the field of character and moral education reflects the
urgency of expanding those dimensions in education. Similar “socio-moral” objectives
are expressed throughout the recent Icelandic National Curriculum Guide, implying
a holistic and pluralistic educational paradigm shared with Aristotelian character
education (ACE). In the section about the visual arts in the Curriculum Guide, these
aims emerge through the focus on personal and social skills, self-knowledge, and
general understanding of society as a dynamic construct. However, it appears that
the articulation of the moral significance of education needs to be emphasized and
clarified further, both at curricular level and within the school setting, thus allowing
for a deeper and richer dialogue about the aims of education.

Central to ACE are Aristotelian Virtue Ethics; securing the necessary moral conditions
for comprehensive character education. The primary concern of virtue ethics is the
question of how to live a good life. Aristotle maintained that the good life involved
the exercise of aréte (excellence or virtue) and phronesis (practical or moral wisdom)
which eventually would lead to eudaimonia (flourishing). Therefore, flourishing
requires excellence that is fostered by the integration of reason and the emotions
through practical wisdom. Rational cultivation of the emotions is a prerequisite
for further personal development; the emotions serve as a compass in directing our
desires and actions.

Virtue literacy provides pupils with moral concepts for further moral cognition and
deliberation — assisting them in relating their own lives to the end of increased moral
sensitivity. Although virtue literacy does not in itself guarantee moral conduct, it may
nevertheless be considered necessary for it. Each virtue (e.g. compassion, honesty) is
analyzed in terms of seven components: virtue knowledge, virtue perception, virtue
emotion, virtue identity, virtue motivation and virtue reasoning — all of which are
regarded as informing virtue literacy — and, lastly, virtue practice. These components
can be addressed explicitly through the visual arts, as an artwork can reflect one or
more of these components, allowing for deeper conceptualization through emotional
arousal and cognitive reflections.

The cognitive role of the arts includes raising our awareness, providing us with a
certain type of “informal” and non-verbal knowledge. Artworks give us a fresh
perspective on familiar environments, allowing us to discern patterns hidden from
view.

A strong connection between the visual arts and moral education has existed through
the ages, and the visual arts have been considered educative in the broadest sense.
Aristotle claimed that the educative elements of the arts resided in imitation (mimesis),
which consequently appealed to the emotions through the rhetorical qualities of the
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arts. The beholder is informed about the lives and experiences of those depicted in
an artwork by arousing emotional responses which, in turn, appeal to his concerns.
Hence, artworks promote quasi-experiences through imitation, providing moral
knowledge through collective and personal deliberation on the artwork in question.
Such experiences can also be stimulated through the imitation or reconstruction
of moral considerations and issues in personal artistic creation. However, to avoid
indoctrination, the rhetorical qualities of the arts must be accompanied by critical
thinking and metacognition.

Artworks can be categorized according to their messages and narrative qualities. This
applies to a variety of artworks from different periods and styles. In some cases the
artist’s own emotional experience is central to the impact of the painting, giving
the narrative voice of the artist himself a greater value. Other artworks relate more
to ideological and political dimensions, focusing on human rights, especially in the
light of contemporary contexts, while yet other works rest on spiritual and religious
foundations, addressing existential issues and our responsibility to other human
beings.

Artworks can promote a deeper understanding of how to respond to the options
we have in life, to consider consequences, implications, and not least, our character.
These considerations suggest the highly complex and pluralistic nature of the arts
that justifies their presence in education, allowing for pupils’ participation in the
ongoing debate through confrontation with artworks and their own creativity. In
general, giving moral issues an educational focus through creativity and pictorial/
philosophical analysis appears to be helpful in placing character on the educational
agenda.

Keywords: Character education, Visual arts education, Virtues, Virtue literacy,
Aristotle, Emotions, Artworks.
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CHAPTER 14

The Visual Arts in Contemporary
Education: Exploring How Artworks Can
Promote Moral Deliberation.

Ingimar Olafsson Waage, Iceland University of the Arts and University of Iceland

ABSTRACT

The current interest in moral education reflects the need for holistic education
that embraces the broad spectrum of human life. It has been suggested that
the arts have a significant role in this respect, mainly through the insights they
provide into human life and experiences from which an audience can relate
and learn. This chapter discusses the results of a research project that aimed
at discerning how analyzing artworks in an elementary school setting could
provide insights into the potentials of the arts for moral deliberation. The theo-
retical background draws on Aristotelian virtue ethics, especially to a fruitful
branch of Neo-Aristotelianism that has been termed as Aristotelian character
education, and contemporary accounts of the moral and epistemological value
of the visual arts. Results suggest that artworks induce emotional experiences
that give insights into real situations, suggesting educative elements which can
be a precursor for moral development. The artworks discussed in this chapter
generated student reflections on various issues, ranging from general social
justice threatened by civil wars, racism, misogyny and poverty, to the moral
virtues such as courage, compassion and empathy, and to emotional responses
where pupils related what they saw in artworks to their personal challenges
and experiences in life. The results suggest that the visual arts are an untapped
educational source that can have a significant impact on teacher education and
classroom practices in addition to interdisciplinary opportunities. In general,
giving moral issues an educational focus through pictorial and philosophical
analysis appears to help opening new pathways for value-based education.

This work is made available under a Creative Commons Attribution 4.0 International (CC BY 4.0) license.
The license text is available at https://creativecommons.org/licenses/by/4.0/.
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VALIDITY AND VALUE OF TEACHER EDUCATION RESEARCH

INTRODUCTION

In recent years, researchers and theorists at the Jubilee Centre for Character and Virtues at the University
of Birmingham in England have argued that current educational discourse could benefit from Aristotle’s
virtue theory to give education a much-needed focus on character and moral sensitivity (Kristjansson, 2015;
Jubilee Centre, 2017). Their view is diametrically opposed to the narrow instrumentalism about educational
aims that is prevalent in our western educational systems (Biesta, 2010, 2018; Kristjdnsson,
2015). The Jubilee Centre’s research has shown that its program, Aristotelian
Character Education, has had an impact on educational prospects in England
(see e.g. Arthur, Kristjansson, Walker, Sanderse & Jones, 2015; Carr & Harrison,
2015). However, the implementation of these educational aims is not only
dependent upon teaching materials but also on teachers’ professional develop-
ment and identity as role-models in moral education (see, e.g. Sherman, 1999).
This calls for greater emphasis on teachers as role-models and facilitators in
ethical deliberation and the first steps in that direction are through teachers
education (Arthur, Fullard, Watts & Moller, 2018).

The development of character and moral sensitivity rests on a person’s cog-
nitive and emotional ability to reflect on life’s challenges. In this regard, the
teacher’s role is to provide a playground for children to exercise these abilities,
in which critical thinking is a key concept (Sanderse, 2012). While the objective
is well established, it remains a challenge to implement character education in
schools. There is, however, evidence that the arts can have an essential role in
this respect, primarily because they invite the audience to think for themselves,
helping them to evaluate ideas on personal grounds and experiences involving
both cognitive and emotional processes (see, e.g. Carr & Harrison, 2015 on the
value of literature for character education). However, the neglect of the visual
arts as a suitable vehicle for character education is surprising given the recent
emphasis on literature, music and cinema for that purpose (see, e.g. Sanderse,
2012; Kristjansson, 2015; Kim, 2016; Arthur, Kristjdnsson, Harrison, Sanderse
& Wright, 2017).

As avisual arts teacher, I have been doing experiments in classes by inviting
pupils to participate in philosophical discussions about artworks in addition to
suggesting that they create art inspired by the virtues and what it means to lead
agood life. My professional development led me to gather my reflections on the
value of the visual arts for character education in a doctoral research project in
which I designed an intervention for visual arts classes of 13-year-old pupils.

The intervention was created to develop teaching methods to enhance virtue
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literacy and moral sensitivity through art creation, philosophical group discus-
sions and the writing of short texts about selected works of art.

In this chapter, I discuss the findings from the philosophical part of the
project and the qualitative analysis of student writings. The research question
guiding this part of the project is: How do pupils respond to ethical questions
about five works of visual art that have a virtue related theme? I approached
the research question from three perspectives, which I suggest are present in
the artworks I chose to use in the project: social justice, moral virtues and moral
emotions. I chose four oil paintings and one artwork in textile that are rather
conventional figurative artworks with a narrative structure.

In 1830, Eugéne Delacroix painted Liberty Leading the People'?, a painting
which he intended to be his contribution to the civil war when Charles X was
overthrown during the July Revolution of 1830 in Paris (Delacroix, 2001). The
painting depicts a female form symbolizing liberty leading a group of citizens
who had overpowered the King’s soldiers. The first impression of the picture sug-
gests the notion of bravery, freedom and leadership. However, closer inspection
invites the onlooker to discern the horrors of the war and whether real justice
and freedom could be reached through violence.

Norman Rockwell’s The Problem We All Live With (1964)*® depicts young Ruby
Bridges escorted to school by four U.S. Marshals. She was the first black child to
attend an all-white school in New Orleans in 1960 after desegregation became
law in the U.S. She had to endure constant threats from white citizens who oppo-
sed desegregation (Bridges, 1999). Despite the challenges, Ruby persisted in her
intention to break down the walls of racism and hatred. This painting raises many
pertinent questions about social justice, racism, courage and determination.

The textile artwork The Fisherwomen (1971)* by Hildur Hakonardéttir shows
a group of women working in a fish plant under the watchful gaze of the mana-
ger. The artwork addresses women’s rights and displays the inherent hierarchy
in society and the power underlying it.

Briton Riviere’s Daniel’s Answer to the King (1890)" illustrates a biblical story
from the Old Testament. Although the religious content of this painting is not of

interest for the present research, the artist depicts how Daniel shows composure

12 https://en.wikipedia.org/wiki/Liberty_Leading the_People

13 https://en.wikipedia.org/wiki/The_Problem_We_All Live_With
14 http://www.umm.is/UMMIS/Listamenn/Listamadur/343

15 https://en.wikipedia.org/wiki/Daniel_in_the_lions’_den
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when locked up in the lions’ den. The picture can raise questions about courage
and the importance of controlling fear when faced with an adverse situation
(see https://en.wikipedia.org/wiki/Daniel_in_the_lions’_den).

Edvard Munch’s The Sick Child (1895-96)¢ is an autobiographical painting
that portrays his older sister on her deathbed fighting tuberculosis (Messer,
1985). A close relative is by her side, hiding her face in despair. Despite these
circumstances, the young girl seems to be comforting the older woman. This
picture can raise questions about dignity and equanimity when facing the ine-
vitableness of death.

Internet links to the artworks provided at the end of the chapter.

THEORETICAL BACKGROUND

The role of the arts in education

The role of the arts in education has been debated for decades or even centuries
or millennia. Many accounts have focused on a clearly defined instrumental
value of the arts, such as the idea that the arts could promote learning in unre-
lated subjects, skills or qualities (Biesta, 2018), or that they could be beneficial
for health (see, e.g. Mastandrea et al, 2019 about the relaxing effect of visiting
museums). In contrast to the instrumental value of the arts, proponents of the
arts maintain that aside from providing aesthetic experiences, the arts have
no practical usefulness whatsoever and should have their place in education
for their own sake with no further need of justification (Biesta, 2018, see also
Carroll, 2010 about Art for Art’s sake). In the present-day educational discourse,
these incompatible options seem to cancel each other out, leaving us with art
programs in education that are increasingly marginalized (Biesta, 2018).

Gert Biesta (2018) proposes, instead, that the value of the arts in education
is not to be found in predefined instrumental benefits but in their open-ended
nature and how they relate to human cognition and emotions in a multi-layered
fashion. This suggests that, in education, the arts allow for educational experi-
ences that give pupils and teachers a mutual playground to delve into issues of
human life that invite unexpected learning experiences. Through the arts, we
can turn our focus to issues that are of real concern for human development,
including sustainable moral growth. When I refer to sustainable moral growth,

I am referring to Aristotelian virtue ethics, especially to a fruitful branch of

16 https://en.wikipedia.org/wiki/The_Sick_Child
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Neo-Aristotelianism that has been termed as Aristotelian character education
(Kristjansson, 2015).

Aristotelian character education

The concept of character was a concern of the ancient Greeks. Socrates (Plato,
1941) insisted that if a human agent knew what was good, he or she would want
to act accordingly (Arthur, Crick, Samuel, Wilson & McGettrick, 2006). However,
the main inspiration for character education in modern-day educational dis-
course is Aristotle (384-322 BC), whose works are the primary inspiration of
contemporary virtue ethics (Kristjansson, 2015; Arthur, Kristjansson, Walker,
Sanderse & Jones, 2015). Aristotle maintained that virtues comprised various
components, the most salient one, perhaps, being the emotional qua motivator
of action that moves us to act virtuously.

According to Aristotle, the virtues require abilities to reason about human
good. Therefore, people need to practice moral deliberation to become entirely
virtuous, although children take the first steps towards moral virtue through
habituation and adult guidance (Aristotle, 1955). To be sure, there can be proper
actions without virtue as duty and personal advantages can guide our actions,
but virtuous individuals would know what was good, want the good and possess
the abilities to act accordingly (Arthur et al., 2006, see also Kristjansson, 2007,
2015; and Carr & Harrison, 2015). According to Aristotle, full virtue requires
practical wisdom in addition to natural virtue, or natural goodness, which is
primarily emotional. Becoming a virtuous human being is a life-long task that
incorporates both virtuous actions and the ability to reflect on moral issues and
conflicts (Arthur, Harrison, Carr, Kristjansson & Davison, 2014).

Each virtue, e.g., courage or honesty, consists of seven distinctive compo-
nents: perception, knowledge and understanding, emotion, identity, motivation,
reasoning, and action and practice. Three of these are interrelated and concern
virtue literacy. Virtue perception “is concerned with noticing situations invol-
ving or standing in need of the virtues”, and virtue knowledge/understanding
relates to the acquisition of language usage through familiarity with virtue
concepts. Lastly, virtue reasoning focuses on making reasoned judgements on
moral situations (Jubilee Centre, 2017, pp. 5-8). Virtue literacy as the ability
for moral reflection and deliberation requires a command of relevant concepts
and vocabulary. Moral development as an educational objective is an attempt

to develop virtue literacy, which could provide pupils with the basic ethical
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concepts for further moral cognition and deliberation (Jubilee Centre, 2017;
Kristjansson, 2015).

Truth, beauty and morality

In The Republic, Plato (1941) considered the arts to be subversive of knowledge,
truth, and morality in the ideal state. His harsh judgement of the arts derives
from his theory of forms, according to which reality reflects substantive, but
non-physical, ideas or forms. True knowledge could only be obtained via rational
deliberation, not through sense experience or imagination. In contrast to Plato,
Aristotle (1988) described imitation as an important educational aspect of the
arts that might arouse morally appropriate emotions and thereby help people
to become more virtuous and wiser. This would draw on the human ability to
relate to experience through imagination.

Aristotle cited various types of poetry and music as modes of imitation that
are distinctive in three respects: the medium, the objects and the manner (or
mode) of imitation. In this respect, the medium refers to the artwork itself, the
object to the content, and the manner to the performance or execution, the style
of the artist. In Poetics, Aristotle (1988) characterized arts as the mediation
of the possible, an open-ended educational quality, which could allow for the
expanding of the learning horizon (Marini, 2013). In Politics, Aristotle pointed
out the power of music to express or represent anger or courage and writes that
“if a man enjoys looking at a statue of someone for no other reason than that he
likes the look of it, then inevitably he will enjoy looking at the original, whose
likeness he is at the moment contemplating” (1962, p. 309).

According to present-day discussions, works of art can promote inquiry and
reflection, even emotional responses, that remind us of our shared humanity and
collective experiences (Carroll, 2003). Works of art and fiction can sometimes
even be “twice as true as facts” (Oatley, 1999, p. 101), and they can appear to
us as good examples for moral development (Wivestad, 2013). In this aspect,
images can be seen as refined representations where we can articulate or ima-
gine experiences and objects, and these would be essential in communication
and generally understanding others’ worldviews (Eisner, 2002). In other words,
“artworks can provide an understanding of reality” similar to “scientific hypothe-
ses and historical narratives” (Young, 2001, p. 23).
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METHODOLOGY

My doctoral project uses a pragmatic theoretical framework that focuses on
the concept of education as a values-based practice (Biesta, 2010, Kristjansson,
2015). One hundred and fifty pupils, all 13-years-old in an upper elementary
school in the capital region in Iceland participated in the research. In the parti-
cipating school, each year group is divided alphabetically into two groups when
attending classes in arts and crafts; half of the pupils are in the visual arts for
the autumn semester and the other half in textile crafts and vice versa during
the spring semester.

I designed an intervention (see introduction) for the visual arts classes which
took place from late September through November 2018. Before and after the
intervention, pre and post tests were administered to the whole year-group,
where the pupils in textile crafts served as a control group for later quantitative
analysis. In these tests, pupils were asked to write short reflections, or vignettes
(Gray, Royall & Malson, 2017), based on open questions on four artworks. This
procedure allowed me to collect responses from the whole year-group on four
artworks resulting in 150 texts on each artwork; Liberty Leading the People, The
Problem We All Live With, The Sick Child and The Fisherwomen. In addition, the
pupils participating in the visual arts classes reflected by writing about one
additional artwork, Daniel’s answer to the King, resulting in 75 texts. The tests
were only marked by random numbers without any personal identification.

I used thematic analysis to analyze the data using a theoretical approach
that “tends to be driven by the researcher’s theoretical or analytical interest in
the area” (Braun & Clarke, 2006, p. 84). In line with this, I looked for texts that
expressed virtue-related themes: How do pupils perceive the need for virtue in
a given situation? Do they possess a conceptual understanding of what ethical
virtues are and why they are important? Do they express emotional dispositions
to the situations displayed in the artworks, or do they demonstrate the ability to
deliberate on circumstances when two or more virtues collide? Since the pupils’
texts were handwritten, I transcribed them on a computer into a word processing
program, which is usually considered to be the first step in getting familiar with
the data. The analysis included reading and re-reading the texts; I took notice
of concepts and ideas that seemed pertinent, I developed initial codes across
the dataset since I was interested in how the participants as a group responded
to the artworks. Eventually, I generated themes (Braun & Clarke, 2006) that
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allowed me to draw conclusions about the potentials of the arts for enhancing
moral deliberation and virtue literacy.

In addition to general ethical concerns in research, the sensitive position of
minors in educational studies requires attention and care. In this research pro-
ject, I did not collect any sensitive information and my methods are consistent
with the ethical requirements laid out by Shamoo and Resnik (2009, p. 276).
Before the intervention and data collection took place, I received informed
consent from parents and pupils, who were free to opt-out of participation at
any time. The research was conducted in compliance with guidelines from The
Icelandic Data Protection Authority and was acknowledged by the University

of Iceland’s committee on ethical conduct in research.

CENTRAL FINDINGS

Justice, hypothetically speaking

When do we need to step in and put our efforts into seemingly unresolvable con-
flicts? Are our actions guided by particular and personal benefits or by a broader
universal notion of morals and justice? To what extent would our efforts be well
spent? As one pupil bluntly put it in regard of Delacroix’ painting of liberty, “[w]
hy sacrifice yourself for peace?”

Pupils perceived the need to fight for justice in proportion with their own
reality. An artwork with a high level of conceptual abstraction and fewer options
to identify with those portrayed, such as Delacroix’ Liberty Leading the People,
generated ideas that were more hypothetical and less infused with emotions.
However, this disinterestedness allowed for a philosophical analysis that revealed

the paradoxical and controversial nature of wars and fight.

How can she [liberty] declare peace and victory by waving the flag, even though
a lot of people have died and a lot of people are still ready to kill?

Justice was not only perceived as a result of, but also as an essential quality of,
the agents in question, and the contradiction between freedom and fight became
apparent. “The goddess of liberty was holding a gun and threatening to kill”, as
one pupil pointed out. Pupils recognized that persistent repression and injustice
could eventually bring about disastrous consequences. They commented on “how
many people get killed in civil wars”, and they asked, “why are wars needed?.” It

was suggested that “greed was the root of all evil”, but humans were also to
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blame because “people could be unjust and cruel.” Participants recognized the
importance of internal cohesion in social structures. They feared that these could
collapse if “widespread anger” was left to ferment until reaching the point of
total disruption where “each was against all” and the distinction between “the
good and the evil” could no longer be made.

While pupils’ reception of Liberty Leading the People was rather passive,
pupils responded differently to artworks that examined issues of social jus-
tice that were closer to their reality. These include the Norman Rockwell’s The
Problem We All Live With and The Fisherwomen by Icelandic textile artist Hildur
Hékonardoéttir. Both these artworks induced intense indignation about racism
and misogyny.

The 1963 painting by Norman Rockwell, The Problem We All Live With, produ-
ced worries about injustice in societies in which racism, hatred and xenophobia
are prevalent. Norman Rockwell’s message is even more pertinent today. Pupils
expressed bewilderment over and strong repulsion to the fact that people would
fight against human rights and try to hinder young children from going to school
on the grounds of skin color. One student wrote: “I am angry. One should not
maltreat people just because of their race.” Another asked: “What is wrong
with people when they are against people of different origin, colored people,
or a different religion.” Many students expressed their disapproval and lack of
understanding as to why the state of affairs in the world needs to be this way
and asked in disbelief: “Why do people always have to think so much about other
people[’s] race.” Pupils also wondered about why a girl would need to be escorted
to school, and why she was threatened by her community. “It gets on my nerves.
Nobody should need to be escorted to school by soldiers, threatened by flying
fruits and tomatoes. It’s ridiculous!” Although Rockwell’s painting describes the
situation in the US almost sixty years ago, similar conditions prevail in many
parts of the world. As one participant put it, “[i]t hurts to think about that the
world once was like that, and it kind of still is.”

Pupils’ responses to Hildur Hakonardéttir 1971 textile work The
Fisherwomen focused on women rights, class struggles and labor. A student
pointed out that the work appears to be “from the period when women didn’t

have any rights, and it is irritating.” The artwork even generated contempt.
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The man is in a higher position than the women and gets better paid, but the
women do all the work. They are likely to revolt and reject how they are treated.

I feel humiliation and shame when looking at this image.

The uneven distribution of resources and workload was also criticized. “It is
unfair that the women are doing all the work while the man is just standing there
and looking at them.” Many pupils recognized that, in the past, women seldom
had any choice about their jobs or working hours. A participant predicted that
the women would revolt against the injustice and oppression.

These women cannot choose their jobs. They have always been working in this
place to have money for food. One day, they will revolt and fight for women’s

rights because they are tired of others making the decisions that concern them.

Pupils seemed to be able to discern the cruelty sometimes present on the labor

market, especially regarding women.

They are standing by a table while their boss is standing over them. Most of them
are exhausted and irritated because they have been working for long hours without
breaks for resting or eating. They had asked for a break many hours ago, but their

boss denied it and decided to monitor them.

Virtue is desirable

In the pupils’ responses, virtue seems to be of significant importance for a good
life. Displaying virtues such as courage and setting a good example is conside-
red to be praiseworthy. Ruby Bridges, a young black woman who represents a
marginalized group in her community, is regarded as a good example because
she showed courage in attending a desegregated school despite of the obstacles

inflicted on her by anti-desegregation protesters in her town.

She is brave going to a school of white kids only. She is proud of being the first,

and she is a pioneer, both as a girl and as a black person.

Showing virtue is considered as something good. Ruby acts as a role model by
showing character traits to which others can aspire. According to student inter-

pretation of the painting, she is proud of her actions and proud of herself; being
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virtuous is a part of her identity. “She shows courage because she cannot change
how she appears.” Pupils wrote that, when facing adverse situations, courage
would not only be seen in actions, but also in her fearless manner of encoun-
tering a challenge. “She is courageous because she stands straight and walks as
if she has nothing to fear.” Being fearless is one thing but being dedicated and
energetic when entering a difficult situation is considered even more admirable.
“She shows courage and strength because she walks briskly, and it looks like she
is not scared.” Being courageous involves a certain level of confidence, which
becomes obvious to the audience. “She is self-confident because she walks calmly
with the soldiers and her face is calm.” Another student described her as being

“upright, with good confidence and doesn’t seem to be afraid.”

Virtue makes a difference

According to pupils, the virtues are not only desirable as character traits, but they
also seem to be a necessity for motivation and drive. Courage is also considered
to be beneficial in many respects and has a significant practical dimension in
dealing with other people. All leadership needs courage, as in the case of Liberty
Leading the People. As a student stated, “[f]or a leader, it takes courage to lead
the people.” Pupils ascribed virtues specifically to women, both in the case of
liberty, who a pupil described as “strong and courageous”, and in the case of the
Fisherwomen, where pupils recognized how women would sacrifice themselves

for their children and families.

They are likely working for their families, to be able to feed their children when
they are not able to feed themselves. They will most certainly spend the last

minutes of their lives doing something for their families, like working or cooking.

Here, the fisherwomen are considered to represent the idea of motherhood,
commitment and unconditional love. Despite adverse conditions and oppression
from powerful men, these strong women are toiling through their difficulties in
hope of contributing to the greater and higher good.

One of the practical aspects of courage can be seen in the pupils’ thoughts
about Riviére Briton’s painting of Daniel’s Answer to the King (often referred
to as Daniel in the Lions’ Den). When communicating with others, appearing
confident and courageous is considered to be important in regard to mutual

trust and respect. Pupils appear to ascribe these qualities metaphorically to
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Daniel amidst the lions, since hungry lions are not likely to care about mutual
respect and fearlessness. The idea of mutual respect as a result in interactions

or communication was described as a conscious decision from showing courage.

It looks like the man is showing courage in not being afraid of the lions, then the

lions are not afraid of him and have nothing to fear.

However, such a fearless appearance can be empowering and could influence
the lions in such a way that they would not only hesitate to attack the man,
but also become afraid of him. “The lions are afraid of him because he doesn’t
show any fear and they become afraid instead.” This line of thought suggests
that, in similar cases, the real intention of the antagonists would be unveiled
by their reactions; bad intentions would result in fear but good intentions in
peace. “The man shows courage and peace. He shows peace by not hurting the
lions.” While most pupils focused on the benefits of virtues for a good life, some
warned against vices. “He knows that if he shows weakness, the animals will

not hesitate to eat him.”

Virtue for personal development

While the virtues have a practical, outward looking dimension, they are equally
important for personal development and character, and not least, for a good
life. Pupils described the notion of courage as a conscious decision that helps

you become better or stronger:

When we show courage, we are increasing our comfort zone, which results in our

capacity to deal with more challenges later on and show more courage.

Courage was also seen as a key element in doing the right thing or guiding others
in order “to be able to stop bad things from happening or stop people from doing
wrong things.” Courage is also important for self-development because it allows
you to “conquer your fears”, and courage allows you “to get through life in the
right way and deal with new and exciting things.”

There is also present an idea of courage as a character trait regarding accep-
tance, meeting your destiny with dignity. When describing what Daniel might be
thinking, the notion of equanimity seems to be present. It was suggested that,

as Daniel looks up through the window and into the light, he could be thinking
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of “how wonderful it is outside.” As a pupil wrote, “he has accepted the fact that
he is going to die.” Equanimity is also ascribed to the lions as fellow prisoners
with Daniel, as everyone in the dungeon is waiting for the inevitable. “Instead of
running to the door and trying to get out, they just look into the light and wait
for it to come to get them.” Courage plays also an essential role when facing the
inevitable, according to one pupil, who said that “[t]he man knows that he will
die, and you have to be courageous to face the facts. Also, he knows that there
is no way out of these circumstances.”

In the pupils’ texts, the virtues seem to be essential for our inner lives, health,
future prospects and relationships. Edvard’s Munch painting of his dying sister
induced serious deliberation about life’s challenges. Pupils noted that the rea-
lity of life can be harsh and that we needed to accept the facts of life and find a
way to cope. “I think it is sad, but this is how life is, and you must be brave.” In

a similar vein, but with added importance on gratitude, one pupil wrote that:

I think the woman with the red hair is seriously ill and maybe dying, she is possibly
thanking her daughter ... for a good life and much help. I think the painting is

sad because it hurts to lose someone, but you'll have to go on because such is life.

With a similar focus on difficult moments, pupils wrote that virtues such as
appreciation and forgiveness could be of great importance for psychological well-
being after having been through emotional suffering. As such, Munch’s painting
can be perceived as a reminder of appreciating life, and that each moment could
be the last one. “Love your family and enjoy your friends. Because you'll never
know when you’ll lose someone.” The importance of forgiving and not holding

grudges was emphasized in this vignette:

In the last days, they had a fight which ended badly, and they hadn’t spoken since.
Then the mother gets a phone call where she is told that her daughter had been in
a car accident ... They both realize the importance of forgiving. After some crying

and laughing, the daughter dies, and five days later the mother dies of sorrow.

Virtuous emotions
The third facet of the pupils’ responses to the artworks concerns affective and
emotional issues. Looking at an artwork can foster emotionally induced moral

virtues through perception and imagination. The emotional charge in Munch’s
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painting seems to arouse similar emotions with the audience. One pupil wrote
that “[h]er husband is so sad that he is praying for her. You perceive the sor-
row and anguish of death in this painting, because of how sad he is, and she is
afraid.” In some accounts, pupils expressed compassion and empathy with a hint
of hope. “I feel sad for the woman who is crying and hiding her face in the other
woman’s lap. It is as if she is saying: ‘Everything will be alright’.”

The prospects of imminent demise are also accentuated by the pupils: “I
think the redhaired one is going to die, and I sense much fear and sorrow in this
painting.” Other pupils added how the dark and heavy colors in the painting
evoked similar feelings in them. For example, one wrote that “[t]his painting
is somber, and [ became sad when I looked at it.” Another remarked that “[t]he
dark colors are bad for the atmosphere in the painting. If the artist had used
brighter and more vivid colors, the painting would have been different.” One
pupil commented on the darkness in the room concerning, saying that the
darkness “makes me feel as if nobody has been around to help her.” Although
the presence of sadness was pronounced, there was also a positive emotion that

could counter the difficulties.

There will be much sorrow over the next days. The emotions I feel are sorrow
because of the demise of the woman. But also, a lot of relief because the woman

had been going through much pain and it is good to leave.

In some instances, Munch’s painting made pupils to relate to their own painful
experiences. One pupil wrote that the painting “is tragic because I know how
it is to lose someone who is close, and whom you love.” Another pupil took a

precise example from her own experience:

They were like working outside because it looks like it is in the old times, then
suddenly she passes out, but then she recovered. I get this feeling as it hurts in

my stomach and things. This happened to my grandfather, but he is alright now.

In a similar vein, a pupil wrote that he or she felt “sorrow, anger and resent-
ment. [ feel these emotions because my grandmother is fighting cancer.” In one

account, a pupil related to the situation as something that could happen to her.
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She became suddenly very ill, so her mother took her to the hospital and there it
was discovered that she suffered from an incurable heart disease. Then, they were
sent home to be together until she would stop breathing. It feels sad because it

could, in a way, be my mother and me.

DISCUSSION

In line with theoretical literature on the value of the arts for moral development,
my results suggest that when analyzing artworks, pupils can articulate moral
concepts and relate them to both their external and internal reality. Pupils were
not only able to objectively describe the events depicted in the artwork, but they
were also able to justify their responses: what they thought or felt and why.
Their responses also demonstrated that their reactions were dependent on the
extent to which they could relate to the persons depicted in the artwork: this
can be seen in their deliberations on social justice. In many instances, pupils’
responses were infused with virtuous emotions: they expressed resentment,
anger and shame, and they recognized sorrow and grief and showed empathy
towards the persons depicted. Some described the importance of gratitude and
forgiving, they perceived equanimity and tranquility, and they expressed admi-
ration when beholding the virtues of others. They outlined how courage can be
beneficial in many ways in human life, both regarding others and for personal
guidance when facing fear or obstacles. Colorful and imaginative texts displayed
how each participant brought his or her own experiences and background into
the interpretation. This shows that art can be the bedrock for the open-ended
deliberation that contemporary educational discourse emphasizes. This also
follows Aristotle’s theory about the development of the virtuous human being,
which says that in our conduct and judgement, we need to be sensitive to a
variety of different situations, which we must evaluate from various perspec-
tives. Although the open-ended nature of art could, in theory, allow for moral
relativism in our responses, these attitudes did not appear. Despite the colorful
variety of texts, they shared an inner coherence which can be observed in how
the main themes in the analysis are constructed.

At the heart of moral deliberation is the ability to think about moral issues
and experience feelings and emotions as a result. Aristotle (1955) wrote that
these qualities need to be developed through habituation, upbringing, and,
not least, practice. Artwork such as that used in this research project seems to

allow for deliberation about various moral issues. Through representation and
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imitation, visual images provide a playground for free and unhindered thinking
about how to deal with moral challenges in real life, and in some instances, the
artworks allow for a deeper reflection on pupils’ own (sometimes painful) expe-
riences. Although it remains unknown whether pupils would act in accordance
with their writing in situations similar to those presented in the artwork, their
deliberation remains an important rehearsal or practice through imagination
in which they can evaluate their thoughts and feelings.

Although my results are promising, it must be kept in mind that my project is
limited in some respects. For instance, this research explores a single age group,
and a different collection of artworks could have produced different findings.
However, my experience in teaching the visual arts and philosophy in an upper
elementary school tells me that the artwork chosen for analysis always induces
emotional and cognitive reactions that allow for discussion and reflections,
regardless of the pieces chosen.

Despite these limitations, I believe that my research project unveils an untap-
ped educational source that can have a significant impact on teacher education
and classroom practices. My research also suggests interdisciplinary oppor-
tunities, since the introduction of art into other school subjects could enrich
learning. In general, giving moral issues an educational focus through pictorial
and philosophical analysis appears to help open new pathways for value-based

education.
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Abstract

In this paper, I discuss the results of focus-group interviews with teachers and pupils in
Iceland who participated in an intervention in visual arts classes aimed at cultivating virtue
literacy, critical thinking, and moral deliberation through pupils’ creativity and discussions
regarding moral topics. Pupils and teachers generally welcomed the ethical approach of the
project, but thematic analysis revealed challenges to implementing moral education in a
traditional school setting. The results suggest that although the value of the arts for moral
reflection and deliberation is widely recognised, interventions for moral education need to
consider the existing national educational framework, general educational aims, local school
culture and the diverse characteristics of pupils and teachers.

Keywords: Visual arts, moral education, virtue literacy, educational aims

Introduction

For decades, an education based on instrumental aims (goals, objectives, outcomes) has
prevailed in Western educational systems, along with an increased emphasis on
measurements, standardisation, and the productivity of those systems (see, e.g., Kitcher,
2022; Biesta, 2018; Muller, 2018; Hardarson, 2017). Despite this, paradoxically, education as
a moral framework seems to have re-emerged simultaneously as an underlying ubiquitous
principle (Jubilee Centre, 2022; Kristjansson, 2015, 2020). Regardless of this promising
development, it remains a challenge to implement the moral dimensions of education. In the

Icelandic National Curriculum guide, for example, moral attitudes are mentioned in several
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Horft um 6xl: Listamadur, kennari og rannsakandi
rynir { eigin vegferd og proskaferil { ndmi og starfi
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[ pessari grein, sem er persénuleg frisdgn, segir fré starfendarannsékn sem héfundur
framkvemdi med pad fyrir augum ad 8dlast betri skilning 4 eigin vegferd 4 l6ngum ferli
i starfi sem listamadur, kennari og rannsakandi. Fradilegur grunnur rannséknarinnar
byggist 4 hugmyndum Maxine Greene um sidferdislegt gildi kennarastarfsins 4samt
mikilveegi pess ad kennarar séu medvitadir um margbrotid hlutverk sitt og meeti
dskorunum med skyr dform og vilja ad leidarljési. Til pess ad svo megi verda parf
einstaklingurinn ad leita leidsagnar dygdanna, einkum og sér { lagi peirrar yfirdygdar sem
Aristdteles nefndi hyggindi. Gagna var m.a. aflad med skrifum { rannséknardagbdk par
sem orsdgur, minningar og afturblik léku lykilhlutverk auk vidtals vid rannséknarvin. I
nidurstédukaflanum setur héfundur proskaferli sitt { roklegt samhengi og greinir préun
sjélfsmyndar frd listamanni, yfir { kennara og sidar rannsakanda. Proskaferlid leidir
héfundinn loks 4 upphafsreit par sem hann lysir pvi ad hvernig listamadurinn er afeur
sestur undir styrid 4 ferdalaginu og hefur bodid kennaranum og rannsakandanum far i
von um ad peir hjalpi til { ferdinni. Nidurstddur benda til mikilvagis pess ad kennarar
horfi inn 4 vid jafnframt pvi sem peir sinna margbrotnum stérfum sinum og geti pess
ad igrunda eigid starf af kostgefni, ithygli og ekki sidur ad peir leiti leida til ad eiga {

gjofulum samredum vid adra kennara og rannsakendur um storf sin og dskoranir.

Efnisord: starfendarannsoknir, farseld, kennarastarfid, hyggindi, sjélfsskilningur,
starfspréun

Inngangur

Mannf6lkid hefur dorkad ymsu merkilegu { gegnum tidina, hvort sem pad eru pyramidarnir {
Egyptalandi, tunglferdir eda ofurhréd snjalltekni sameimans. Préce fyrir slik tzeknileg afrek m4 fljéec
sjd ad oft er steersta dskorun manneskjunnar sjalfsskilningur og eigin tilvera i samhengi vid ndnasta
umbhverfi og samferdafélk. Margir listamenn hafa veitt okkur innsyn i tilraunir til sjdlfsskilnings;
fjolmargar sjélfsmyndir Rembrandts syna hann einblina til 4horfandans med rannsakandi augnaradi,
eins og hann venti pess ad hann geti lert eicthvad um sjdlfan sig { gegnum augasteina listunnandans,
jafnvel péee aldir skilji ad. A svipadan hdtt m4 hugsa sér kennara sem staldrar vid eftir langa vegferd
og spyr sjilfan sig hvernig hann hafi komist 4 pann stad sem hann er 4. Sagan sem ég vil segja hér
er mjog 1ong, hiin spannar kannski pridtiu 4r og er bysna persénuleg. T pessari stuttu grein er ekki
unnt ad rekja heila 2visdgu, pannig ad ég lit fremur 4 hana sem einhvers konar dgrip eda yfirlit sem
kannski 4 eftir ad préast dfram { lengra verk.

Eg hef a‘lltaf haft dhuga 4 myndlist, ndttdrunni, heimspeki, jardfradi, fjollum, drnefnum og pess
hdttar. Eg méladi talsvert og fékk mikid at dr pvi ad tengja myndlistina vid ndtcdruna. Mér leid
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samt stundum eins og pad stedi mér fyrir prifum hvad dhugasvid min voru flékin og margbrotin. Eg
minnist pess pegar ég var { framhaldsndmi { myndlist { Frakklandi ad mér fannst ég ekki eiga neinn
heimavoll: Eg var ,jack of all trades — but master of none” og fann hversu mér pétti pad stundum
erfitt ad dvelja { pessu einskismannslandi milli freedasvida sem 4 margan hdte eru 6lik; myndlist,
heimspeki og jardfradi. Pad var ekki fyrr en sidar 4 lifsleidinni sem ég 4ttadi mig 4 ad mér tékst ad
sameina pessi 6liku dhugasvid i gegnum kennarastarfid, og ekki sist { gegnum pd uppgétvun ad pad
er fullkomlega leyfilegt ad vera ekki bara eitthvad eitt og fylgja ekki bara einni linu.

Tilgangur og markmid rannséknarinnar

Tilgangur pessarar rannsoknar minnar og sjélfsskodunar er ad varpa ljési 4 mikilvagi igrundunar
og sjalfsskilnings kennara i starfi, ekki sist pegar horft er til lengri tima. Skélastarf er undirstada
nutimasamfélags og 4 pvi svidi leika kennarar lykilhlutverk ad minu 4liti en eins og gefur ad skilja
togast gjarnan 4 personuleg syn kennarans 4 starf sitt annars vegar og vantingar samfélagsins hins
vegar. Vangaveltur af pessum toga endurspegla p4 lifandi umradu sem er rikjandi { samtimanum um
kennaramenntun og dhersluna 4 margpett hlutverk kennara. Demi um pad md t.d. sjd { nylegum
16gum um hafni kennara (16g nr. 95/2019) og medfylgjandi reglugerd (reglugerd nr. 1355/2022)
par sem ymislegt i almennri hafni kennara er 4 sidferdislegum nétum, eins og lesa ma i 5. grein
par sem kennurum er 2tlad ad studla ad menntun og farszld barna med pvi ad , meta nimslegum,
félagslegum og persénulegum pérfum nemenda og skipuleggja ndm og kennslu dr frd likamlegum,
tilfinningalegum og vitsmunalegum proska peirra® (reglugerd nr. 1355/2022) auk pess ad ,skilja
hvernig bakgrunnur og reynsla nemenda hefur dhrif 4 ndm, lidan, hegdun og samskipti (reglugerd
nr. 1355/2022). Samsvarandi nyleg umrada um farseld sem markmid menntunar og hlutverk
kennara par ad lttandi varpar einnig upp mikilvegum spurningum um sidferdislegt hlutverk kennara
(Kolbrin P. Palsdéttir og Kristjdn Kristjdnsson, 2023).

Kennsla er 4 margan hdct 6venjulegt starf og hefur pann eiginleika ad yfirtaka stundum lif vidkomandi
4 vissan hdtt. Kennari stimplar sig ekki svo audveldlega inn og tt pétt vinnuveitendur kennara 4
sveitarstjornarstiginu haldi annad. Pannig togast 4 kerfislegar hugmyndir um kennarastarfid annars
vegar og tilvistarlegar hugmyndir hins vegar. Hafpér Gudjénsson (2002) reifar { doktorsritgerd sinni
a0 prétt fyrir ad unnid sé med skapandi hugmyndir og lifandi palingar { kennarandmi, p4 taki yfir
viss stofnanamenning eftir ad nyir kennarar hefja storf 4 vettvangi. Petta gati verid angi af fyrirbari
sem Tyack og Tobin (1994) nefndu The grammar of schooling og byggir 4 peirri hugmynd ad fastmétad
fyritkomulag skdlastarfs hafi 4vallt vinninginn pegar verid er ad innleida nyjar ndlganir. Tilgdtan
um 7he grammar of schooling gerir rdd fyrir pvi ad { skélastarfi sé undirliggjandi og allcumlykjandi
striktdr sem méti syn okkar 4 skélastarfid, svipad pvi hvernig mélfredi métar maltilfinningu okkar,
4n pess ad vid séum sérstaklega medvitud um hana. Prict fyrir ad umgjord skolans sé fastmétud pa
gildir pad ekki um nemendur og kennara sem &l eru lifrenar og sjdlfstedar heildir. Enginn verdur
nokkurn tima fullmétadur kennari og pvi m4 halda fram ad gédur kennari sé jafnframt nemandi
i einhverjum skilningi. Hér er vid hafi ad rifja upp hugleidingar Sékratesar um takmarkanir eigin
visku og pekkingar (Platén, 2006). Pannig m4 sjd kennarastarfid sem samfellt proskaferli sem
likist starfi listamannsins: Fidluleikarinn telur sig seint hafa fullmétad tzkni sina og listmdlarinn
er { stodugri leit ad hinni hreinu fagurfredilegu upplifun og tera sannleika sem hann vonar ad
kraftbirtist einn gédan vedurdag. Kennarastarfid er 4 pann hdtt lifandi og sikvike og hefur pad
umfram mérg stdrf ad dansa 4 morkum 6likra fredasvida og rannséknahefda. Auk hefdbundinnar
ordredu um gagnreyndar kennsluadferdir og samfélagslegar skyldur md segja ad kennsla sé alle {
senn; list, rannsékn, athdfn og samskipti.

Markmid pessarar rannséknar er ad skoda vegferd mina og proskaferil sem listamadur, kennari
og rannsakandi og varpa ljési 4 hvernig starfspréun min hefur métad mig med hlidsjén af peim
ventingum sem ég hafdi til pessara 6liku hlutverka. Hapunktur pessa ferdalags er doktorsndm
sem ég hof haustid 2015 en { pvi ferli hafa kristallast d4skoranir sem hafa beint mér inn 4 nyjar
brautir. Rannséknarspurningin sem leidir mig dfram er: Hvernig hefur sjdlfsprottin starfspréun haft
4hrif 4 menntahugsun mina og sjélfsskilning sem kennara, rannsakanda og listamanns? Eg 4lit a0
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nidurstddurnar geti verid innlegg { umreduna um hlutverk kennara, einkum og sér { lagi um pessar
mundir pegar sidferdislegar viddir kennarastarfsins eru { brennidepli eins og visbendingar eru um og
ég hef vikid ad hér ad framan (sjd t.d. Kolbran P. Pdlsdéttir og Kristjan Kristjdnsson, 2023, bls. 94;
Stevenson, 2022, bls. 14).

Fredilegt yfirlit

Starfsumhverfi kennarans

Eins og fram hefur komid pd er starf kennarans tilvistarlegt i edli sinu og fléttast saman vid einkalif
vidkomandi. Fyrir vikid getur skapast togstreita milli umgjardar starfsumhverfisins og persénulegrar
synar og reynsluheims. Maxine Greene (1973, bls. 11) redir { bok sinni ZTeacher as stranger pa
hugmynd ad kennarar og nemendur séu samferdafélk { versld sem métud var af 6drum. Préte fyrir
ad samferdafélk beri ekki 4byrgd 4 peim ramma sem métar svidid p4 minnir hiin 4 ad umhverfid losi
manneskjur ekki undan dbyrgd, pvi ,.kennsla sé markmidsbundin athéfn sem verdi ad framkvaema af
drvekni prate fyrir sibreytilegar adsteedur® (Greene, 1973, bls. 69). Hun heldur dfram, kallar kennarann
til dbyrgdar og segir ad , [...] kennarinn verdi ad hafa 4form um ad hrinda { framkvemd breytingum 4
adstzzdum nemenda [og] hann verdi ad vilja gera par mogulegar eftir tilteknum leidum [...]“ (Greene,
1973, bls. 69). Af ordum hennar m4 rdda ad kennarinn sé aldrei hlutlaus embattismadur, heldur beri
honum sidferdisleg skylda til ad horfa lengra og harra en hefdbundin kerfishugsun bydur upp 4.
Aitla md ad sd vilji sem Greene leggur dherslu 4 tengist pvi ad kennarinn hafi skilning 4 hlutverki
sinu og setji sjélfan sig i merkingarbert samhengi. Par spilar sjdlfsmynd kennarans lykilhlutverk auk
pekkingar 4 adstzdum par sem spurningin er um hvad sé framkvamanlegt i [jési adstzdna.

Hin sidferdislega dskorun kennarans

Spurningin umsjélfsmynd kennarans og medvitund um eigin stodu og hlutverk er i grundvallaratridum
sidferdislegs edlis. Maxine Greene (1973, bls. 181-182) Iysti hvernig kennarar standa idulega
frammi fyrir sidferdislegum klipum og pvi hversu morg spjot geta stadid 4 kennurum. Pannig er
kennarinn fulltrdi veraldar hinna fullordnu og dbyrgu jafnframt pvi ad virda vidhorf, lifssyn og
reynsluheim peirrar &sku sem honum er treyst fyrir. Kennarinn er { senn fullerdi pess valds sem riki
eda sveitarféldg hafa afhent honum og falid ad sinna storfum samkvemc fyrirliggjandi ndmskrdm og
trinadarmadur nemenda sem leggur sig fram um ad hlda ad og mata peim par sem pau eru stodd
4 hverjum tima med mannlega reisn og kerleika ad leidarljési (Greene, 1973). Parna birtist okkur
pversdgn menntunarinnar; ad kennari purfi samtimis ad veita leidsogn um fastmétadar hefdir og
reglur — badi samfélagsins og fagsvidanna — par sem sjdlfsstjérn, sanngirni og héfstilling vega pungt,
jafnframt pvi ad hvetja nemendur til sjélfstedis, vidsyni, forvitni og medvitundar um gildi, og um

leid efla med peim kjark til ad andefa rikjandi vidhorfum og gildum.

Hvernig eiga kennarar ad takast 4 vid slikar dskoranir og 4 sama tima geta fundid jafnvegi { stdrfum
sinum og dkvordunum? Mér synist ad sidfredikenningar geti komid ad gagni vid slikar adstedur,
einkum dygdasiofredi Aristételesar (2011). Pannig md hugsa sér ad dform og vilji Maxine Greene
(1973) sem kynnt voru til sdgunnar hér ad framan, parfnist leidsagnar dygdanna og hvad kennarann
snertir md @tla ad yfirdygdin hyggindi' skipti talsverdu mdli. Aristoteles (2011; sjd einnig { Eikeland,
2006; Kristjdn Kristjdnsson, 2020) skilgreinir hyggindi (gr. fronésis) sem vitrena dygd sem byr yfir
sérstokum eiginleikum sem felast { ad tengja saman adrar vitrenar dygdir (t.d. pekkingu og forvitni)
og sidrenar dygdir (t.d. réctleti og héfsemi). Hun er pvi sérstok yfirdygd og hyggindi geta hjilpad
okkur pegar hofuddygdir takast 4. Demi um pad geti verid pegar kennarinn stendur frammi fyrir
pvi ad vera heidarlegur eda syna hluttekningu, vitandi ad { sumum tilvikum m4 sact kyrre liggja (sjd
t.d. Kristjdn Kristjdnsson, 2020).

1 Svavar Hrafn Svavarsson pydir forn-griska ordid fronésis sem hyggindi { pydingu sinni 4 Sidfradi Nikomakkosar (Aristételes, 2011). A ensku er
yfirleitt talad um practical wisdom eda good sense. Kristjan Kristjdnsson (2020) 4litur ad ekki sé til neitt samsvarandi hugtak 4 islensku sem fangi
anda hugtaksins fyllilega. Ekki er 6algengt ad notud séu ordin sidvit, domgreind eda viska til jafns vid hyggindi. T pessari ritgerd kys ég ad halla mér ad
pydingu Svavars Hrafns og nota ordid hyggindi.
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Aristdteles (2011) 4leit 22dsta markmid mannlegs lifs vera farseldina. Mikilvagur hluti farseldarinnar
er dygdin en hana er ad finna { medalhéfinu. Aristételes (2011, bls. 269) redir medalhéfid i Sidfredi
Nikomakkosar og tekur demi af hugrekki: ,Medallagid milli étta og fifldirfsku er hugrekki. Hvad
vidvikur skefjaleysi ber sd ekkert nafn sem er skefjalaust ottalaus (margir lestir eru nafnlausir), en
skefjalaust hugrakkur madur er fifldjarfur, og sd sem ottast skefjalaust og brestur por er huglaus.”
Aristételes (2011, bls. 276) vidurkennir einnig ad pad sé ,erfitt ad henda reidur 4 medallaginu og
[pad] tilheyri frekar skynjun en skynsemi®, og pad sé ,verk ad finna alltaf medallagid,, og pad sé ,ekki
4 hvers manns feri. Lausnin felist { ad fordast pad sem er ,andstzdara medallaginu® (Aristételes,
2011, bls. 277). Ahugi 4 dygdasidfredi Aristotelesar { samtimanum 4 retur sinar ad rekja til pess ad
vid finnum porf til ad 60last pekkingu og feerni sem hjdlpar okkur ad takast 4 vid dskoranir lifsins
4 farselan héct. T stad pess ad byggja dkvardanir okkar um rétt og rangt med fyrirfram gefnum
fastmétudum adferdum er mikilvegt ad madur standi med eigin dkvordunum og per séu teknar i
samhljomi vid okkar innra lif; tilfinningar, sjdlfsvitund og sjélfsvirdingu.

Norski menntunarfredingurinn Olav Eikeland (2006) redir hvernig samtimadhugi 4 hyggindum
sprettur hjd ymsum frediménnum af prd peirra til ad finna samhljém i talkun og beitingu og
med rokferslum og innri igrundun um eigin athafnir. Hyggindi eru pannig mikilvegur hluti
kennarastarfsins (Kristjdn Kristjdnsson, 2005), en til pess ad geta adgerdabundid Ayggindi setur
Kristjdn fram kenningu um fjéra grunnpeetti hygginda sem vel meatti pjilfa og greina og geti slikt
likan hentad kennurum vel.

Dessir grunnpeettir eru ad mati Kristjans:

e Sidferdileg skynjun; ad sja heiminn { ljési sidferdilegra hugtaka 4 bord vid mannkosti og
dygdir og gera sér t.d. grein fyrir pvi ad adstedurnar sem madur stendur frammi fyrir geti

kallad 4 bzdi heidarleika og gédvild.

e Sidferdileg rokhugsun; ad hafa pjlfun i ad vega og meta adstzdur, med yfirvegun og mati 4
6likum kostum, til ad dkvarda hvort pessar tilteknu adstedur kalli fremur 4 heidarlega gédvild
eda godviljadan heidarleika (eda hugsanlega hreina hvita lygi ef ndgu mikid er { hafi).

e Sidferdileg sjélfsmynd; skyr mynd af pvi hvernig perséna madur vill vera og hvernig madur
skilur tilgang mannlifsins almennt.

e Tilfinningastjérnun; haefni til ad sveigja eigin tilfinningar { rékvisa dtt og ldta par ekki stjérna
dkvardanatoku 4 dyfirvegadan hdtt.

(Kristjdn Kristjdnsson, 2020, dttunda efnisgrein)

Pegar madur dyfir tdinum { viskubrunn par sem ekki sést almennilega til botns er audvelt ad hnjéta
um rétarflekur heimspekikenninga og sidari tima tdlkun 4 Aristételesi, sérstaklega i ljési pess ad flest
pad sem til er eftir hann eru ymist fyrirlestrandtur eda innbldsin eftirric nemenda hans. Skilgreiningin
4 hyggindum er pannig sama marki brennd en peir grunnpettir sem Kristjdn setur fram, og ég vitna
til hér, virdast mér vera naegilega skyrir til pess ad geta igrundad mitt eigid proskaferli sem listamadur,
kennari og rannsakandi.

Adferdafredi

Mig hefur lengi langad til ad skoda mitt eigid ferli sem listamadur, kennari og sidar rannsakandi.
Dad blasti vid ad { sliku ferdalagi pyrfti ég ad njota leidsagnar adferda starfendarannsékna. Hafpér
Gudjonsson (2011) rynir { gildi starfendarannsékna i greininni ,Kennari sem rannsakandi®,
segir per vera leid til ad vaxa { starfi en per séu frabrugdnar 6drum rannséknarhefdum pvi ,ad
rannsakandinn  beinir athyglinni ad sjilfum sér og starfshdttum sinum® (Hafpér Gudjénsson,
2011, bls. 3). Hafdis Gudjénsdéttir (2011, bls. 3) bendir 4 ad sjalfsryni af pessum toga feli i sér
ad yfirferslugildi starfendarannsékna er fribrugdid 6drum rannséknarsnidum og sndist hvorki
um yfirferslu nidurstadna né sénnun 4 tilgdtum. Starfendarannséknir eru pannig dkvedid form
pdtttokurannsékna par sem rannsakandi midlar eigin reynslu og pekkingu og reisir med peim hetti
brd milli framkvemda og freeda (Hafdis Gudjénsdottir og Svanborg R. Jonsdéetir, 2012, bls. 4).
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A léngum tima safnast upp mikil reynsla sem oft og idulega sekkur til botns { hafdjapi lifshlaupsins
4n pess ad vera ferd til békar 4 kerfisbundinn hétt en starfendarannséknir byggjast gjarnan 4
reglubundnum dagbdkarferslum par sem rannsakandinn ferir hugrenningar sinar { letur med
kerfisbundnum hetti. Sliku er ekki alltaf til ad dreifa pegar um er ad reda langt timaskeid, hvad pd
heilan starfsferil. Engu ad sidur er unnt ad moéta rannséknarspurningu og nota rannséknardagbék
til ad sleda reynslubankann med pad fyrir augum ad festa hendur 4 merkingarbzrum minningum.
Hafpér Gudjonsson (2011, bls. 1) minnir 4 mikilvegi pess fyrir menntarannséknir ad raddir kennara
heyrist pvi ,sjénarhorn utanadkomandi rannsakanda geti aldrei ndd fullkomlega yfir reynslu,
pekkingu eda skilning kennara sjdlfra 4 pvi sem gerist { skolastofunni og pvi veri mikilvegt ad
vidurkenna pidtt peirra { préun kennarastarfsins, igrundun og tdlkun 4 pvi®.

Gogn og gagnaoflun
[ rannsékninni notadi ég margvisleg gogn sem eiga sér dlikan uppruna, sjd yfirlic { 76flu I:
Tafla 1
Yfirlit um gogn
Tegund gagna: Tilgangur: Gagnsemi:

a) Rannséknar- og

lestrardagbdk

b) Afturblik, érségur og

minningabrot

o) Ljésmyndir af listaverkum
nemenda

d) Kennsludetlanir og
skipulagsgdgn

e) Vidtal vid rannséknarvin

Dessi dagbok inniheldur eitt

og annad sem ég hef haldid til
haga, b2di eftir lestur greina
og palingar og hugmyndir sem
skjéta upp kollinum.

Verdmatustu gognin en um
leid pau sem erfidast er ad
draga fram. Parna purfti

ég ad treysta 4 minnid og
tilfinningarnar. Petta er
idulega tengt vid eitthvad
haldbert, t.d. gamla ljésmynd
eda einhvers konar haldreipi.

Mikilvegt { tengslum vid fyrri
greiningar og igrundun um

per.

Haldreipi 4 ferdalagi um
fortidina.

F4 heildrena yfirsyn 4 pelingar
minar, einkum med pad {

huga ad méta heildaryfirsyn

4 doktorsrannséknarferlid 4
grunni starfendarannsékna.

»Meta-athugun“ 4 pvi hvernig
ég nélgast rannsdknina. Petta
hjalpar mér ad fylgjast med
sjalfum mér medan 4 ferlinu
stendur.

Ahugavert ad bera petta
saman vid ljésmyndirnar

af listaverkum nemenda.
Adallega vegna pess ad par
myndu meatast édreidanlegar
minningar vid [jésmyndir af
veruleikanum. Pessi atridi
getu kallast skemmtilega 4.

Eg get dregid fram hvernig ég

hef préast sem greinandi.

Eg get lika skodad hvernig ég
hef préast { gegnum tidina.

Oft hjalpar ad segja hlutina
upphdtt til ad skilja pd betur.

Uppistadan {gagnabankaminum er pviafturblik { formifrdsagna og demisagna (Hafdis Gudjénsdottir,
2011). I rannséknarferlinu notadi ég einnig skaldlegar og lj6drenar adferdir par sem hugmyndir eru
tjédar { sjonrenu eda skapandi formi (Shagoury, 2011) par sem 6lik skynferi tengjast minningum
okkar 4 dlikan hdtt. Eg kaus ad reyna ad nd utan um sjilft rannséknaferlid med tdknranum hati.
Dar sem ég hélt ad 1idin tid veeri ,sokkin til botns® eda ,farin undir brina“ bjé ég til ddlitinn bdt sem
ég naut adstodar vid ad bua til og ég notadi til ad sleda minningafljétid mikla. Bdturinn vard pannig
ad tékni fyrir pad hvernig ég get endurheimt eitt og annad dr djipi minninganna. Pillay o.fl. (2019)
lysa pessu ferli sem mésaik sem er sett saman af stuttum minningabrotum { bland vid tiknrena
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hluti. Pessi einfaldi pappirsbdtur er pvi tdknrenn fyrir rannséknarferli mitt og kannski md segja ad
adstodin sem ég naut vid ,,skipasmidina“ sé deemigerd fyrir lifandi ndms- og proskaferli pvi enginn er
eyland og ndm fer fyrst og fremst fram { samskiptum.

Pegar ég hafdi safnad gdgnunum saman dreifdi ég ar peim, las yfir textana og skodadi myndirnar
pvi minningar streymdu dreynslulaust fram pegar samhengid birtist mér. Eg skrifadi nidurstodurnar
eins og @visogu og reyndi ad finna roklegan prdd { ségunni { anda pess sem Ruth Shagoury (2011,
bls. 301) kallar krist6llun (e. crystallization).

Sidferdisleg alitamdl

St fraségn sem hér birtist er persénuleg en 4 vissum stddum er einstaklinga getid sem 4dttu samleid
med mér 4 ferdalagi minu. I peim tilvikum leitadi ég eftir sampykki vidkomandi um nafnbirtingu
dsamt ad frdsdgnin veeri { samremi vid reynslu vidkomandi, og fékk jékvedar undirtekeir.

Nidurstodur

Listamadur verdur kennari

Eg ®tladi aldrei ad verda kennari, en ég 4 eina minningu par sem eftirfarandi hugmynd dtkkadi
upp { 4ttunda eda niunda bekk 4 ofanverdri tuttugustu 6ld: Ad pad geti verid skemmtilegt ad vera
kennari. Pessi hugsun kom évant og 6bodin en ég begdi henni strax frd mér pvi ég hafdi 6nnur
og ,merkilegri“ plon. Eg 2tladi ad verda listamadur, enda teiknadi ég myndir og méladi mdlverk
af miklum mdéd. Eftir ad hafa lokid ndmi { Myndlista- og handidaskéla Islands (MHI) fér ég til
Frakklands { framhaldsndm. Eg valdi borgina Lyon vegna pess ad konan min var par { ndmi { Suzuki-
fidlukennslufredum. Strax og ég flutti heim frd Frakklandi sumarid 1993 ték ég ad mér fjallaleidsogn
og starfadi alls { ellefu sumur sem leidségumadur franskra ferdamanna { bakpokattirum um hélendi
Islands. Eg sd strax ad leidsgninni svipadi mjog til kennslu. Haustid 1993 1éd ég mig til nystofnads
myndlistarskéla { Hafnarfirdi. Par kenndi ég teikningu og likadi starfid vel, en petta var adeins eitt
kvold  viku sem dugdi augliéslega skammt i fjarhagslegu tilliti. T desember 1994 rak ég augun i
atvinnuauglysingu par sem auglyst var eftir afleysingakennara i myndmennt { Gardaskdla { Gardabe.
Eg hafdi lengi triad pvi ad pad veeri svo snidugt fyrir listamenn ad kenna medfram listsképuninni pvi
kennslan veri svo ,audvelt starf“ og ,vinnutiminn stuttur”. Hver kannast ekki vid pessar mytur? Eg
rifjadi upp pessi fyrstu skref min { kennarastarfinu { vidtali vid rannséknarvin minn:

Eg byrjadi ad kenna myndmennt fyrir margt [6ngu pegar ég var radinn sem afleysingakennari
{ Gardaskéla { drsbyrjun 1995. Eg hafdi lert myndlist badi { ,Mynd-og-hand® og sidar
Gtlondum og var bara listmdlari og f6r ad kenna eins og ég hafdi lert, skilurdu. Eg var ekki
med kennsluréetindi og fér ad kenna i grunnskéla og pad kom fljéct { ljés ad pad pydir
ekkert a0 mata nemendum med cinhverjar svona myndlistarskdlakennsluadferdir; ad pau
hafi edlilega dhuga 4 pvi ad teikna lauk eda einhvern fjdrann. En pad ték mig samt sm4 tima
ad 4tta mig 4 pvi. En hlutirnir gengu same alltaf vel pvi nemendur eru svo hlydnir, pau gera
pad sem pau eru bedin um ad gera til pess ad fordast dték. P veist, pad vilja allir fordast
4t6k, bara edlilegt sko. Pad tok mig semsagt mjog langan tima ad dtta mig 4 pvi ad ég pyrfti
a0 hugsa 6druvisi um myndlistarkennslu.

DPessi fyrstu dr { Gardaskéla lidu hratt, ég kepptist vid ad vera allt { senn; kennari, starfandi listamadur,
fadir tveggja ungra barna og eiginmadur. Pegar ég rifja upp pennan tima og pd syn sem ég hafdi 4
kennarastarfid og listamennskuna pd sé ég ungan mann sem trdir 4 myndlistina umfram allt annad
en purfti 4samt makanum ad sjd sér og sinum farborda med launavinnu. Pessu fylgdi eilif togstreita.
Meér fannst ég aldrei f4 negan tima til ad sinna mélverkinu og pd sjaldan ad timi gefist til var orkan
af skornum skammti. [ rannséknardagbékinni rifja ég upp kvsldheimsékn mina 4 vinnustofuna sem
ég leigdi i afléga husndi nidurlagdrar netagerdar { Borgarttni 19 { Reykjavik (til gamans m4 geta
pess ad sidar reisti Kaupping, nt Arion banki, héfudstédvar sinar 4 16dinni):
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Satur keimurinn af linolfunni fyllir vitin og magnast pegar ég stekk sidustu troppurnar
upp 4 efstu hedina. Huskofinn er 4 sidasta snaningi og gédmul fukkalykt rennur saman
vid ferskan ilminn af linolfunni og balsamterpentinunni. Lyktin af olfulitunum vekur
alltaf hjd mér notalegar tilfinningar. Stéra mélverkid af Skyggnisvatni virdist hafa pornad,
enda nokkrir dagar sidan ég kom sidast. Djipur bliminn { vatninu virkar sannferandi en
himininn er hrar og skortir triverduga birtu.

Mér fannst kennslan rena mig orku og tima en han veitti mér fjirhagslegt 6ryggi. Til ad treysta
st6du mina { Gardaskéla innritadi ég mig i kennsluréttindandm sem Kennarahdskéli Islands baud
upp 4 frd haustinu 1996. Ndmid var fyrst og fremst ®tlad framhaldsskélakennurum og flestir
nemendurnir voru leidbeinendur { idn- og starfsndmi. Petta gerdi ég fremur af hagkvemnisdstedum
en hugsjénaeldi. Némid var forvitnilegt og dhugavert og skiladi mér tveimur leyfisbréfum; leyfi til ad
kalla mig grunnskélakennara og leyfi til ad kalla mig framhaldsskélakennara. Almennt get ég sagt ad
mér hafi gengid mjog vel { kennslunni, ég 4tti { gédum og jakvadum samskiptum vid nemendur en ég
hafdi horn { sidu margs { skélakerfinu. Eg hatadist vid préfamidun og dherslu 4 malanleika — like og {
steerdfradi — pvi ég si hvada dhrif pad hafdi 4 nemendur og vidhorf peirra til nims og menntunar. Eg
6fundadi pé lika sterdfraedikennarana eins og eftirfarandi minningabrot tr rannséknardagbdkinni
minni synir:

Starf kennarans er krefjandi og lifandi, madur virdist samt aldrei ,nd pessu alveg®. Kannski
er pad vegna pess ad edli myndlistar bydur ekki upp 4 lokada ndlgun? Pad ma vissulega
kenna nemendum teikningu, litafredi og formfradi samkvaemt strongum 16gmdlum en
vandinn er ad slik ndlgun virdist merkingarlaus innan grunnskélans. Pess vegna 6funda ég
stundum steerdfredikennarana. Pau eru alltaf med skotheld vidfangsefni og nidurnjérvadar

adferdir. Ongvar ,Kannski?“, ,Hvad ef2“ eda ,Hvad finnst pér? spurningar.

Eg var farinn ad finna fyrir vaxandi épreyju og mig langadi til ad hztta kennslu og skipta alfarid
um starfsvettvang. Eg vildi samt gera pad med reisn — ekki flyja af hélmi med skottid milli lappanna
— heldur hetta ,4 toppnum®. Léngunin um ad hztta med stel kynti undir 4huganum 4 ad proska
sjdlfan mig i kennslu — eins métsagnakennt og pad er. Eg for pd ad leita leida til ad skilja betur
myndmenntarkennsluna og préa hugmyndir sem getu gefid myndlistinni traustari grundvéll {
almennu skélastarfi. Mér upplukust nyjar viddir pegar ég laumadist inn { kennslustund { heimspeki
hjd samstarfskonu minni, heimspekikennaranum Brynhildi Sigurdardéttur. Um pennan tima skrifa
ég eftirfarandi minningabrot { rannséknardagbdkina mina:

Degar ég leit vid i heimspekitimanum var hépurinn ad reda fullyrdingu Egils Helgasonar
sem hann hafdi sett fram { Kiljunni um ad ,unglingar veeru ndttdrlega vitlausir almennt*.
Fullyrdingin hafdi vakid vidbrogd nemanda { Hagaskéla sem skrifadi { Moggann og
moétmelti pvi ad pad veri stddugt verid ad tala unglinga nidur (Gudrin Ingibjorg
Dorgeirsdéttir, 2008). Egill svaradi { Mogganum daginn eftir og badst afsékunar (Ovarleg
alhefing, 2008). Fréttin vard ad samreduefni { kennslustund hjd Brynhildi. Pad gekk svo
langt ad Brynhildur baud Agli ad koma og hitta hépinn sem hann gerdi og 4tti par mjég
interessant samradur vid nemendur. Eg kom sem sagt inn { timann { kjélfarid 4 heimsékn
Egils og ég hreinlega hreifst af peim teekifeerum sem heimspekileg samrazda baud upp 4.

Darna vard ég pess sterkt dskynja hvernig metti brjétast Gt ur hinni hefdbundnu umgjérd
skélastarfsins 4 jdkvaedan hdte, sekja vidfangsefni beint { samfélagsumreduna og nota tekiferid til
ad reda mikilveeg heimspekileg dlitacfni 4 bord vid alhefningar um hépa og tilkun 4 inntaki. Alle
petta vard til pess ad ég skynjadi betur hvernig ég gati notfeert mér dhuga minn 4 heimspeki og
fléttad hann saman vid myndlistina.

Kennari verdur rannsakandi

Nu héfst spennandi timabil { starfi minu. Longunin til ad hztta kennslu vék fyrir nyrri forvitni
um 6kannadar lendur. Heimspekileg samrzda kitladi einhverja nyja strengi hja mér. Eg taldi mig



Horft um 6xl: Listamadur, kennari og rannsakandi rynir { eigin vegferd og proskaferil { ndmi og starfi

kunna allt til ad kenna myndlist en ég kunni ekki neitt { heimspekilegri samradu. Fremur en ad
kunndttuleysid dragi Gr mér mdttinn, pd tviefldi vanpekkingin mig 4 dularfullan hédtt. Tekiferin
virtust 6prjétandi. [ vidtalinu vid rannséknarvin minn komst ég svona ad ordi um fyrstu reynsluna
af heimspekilegri samradu { tengslum vid listaverk:

Samraduadferdin vakti dhuga minn eftir timann hjd Brynhildi og svo leiddi petta til pess ad
ég for sjélfur ad gera tilraunir til ad vekja upp samredur um listaverk. En petta voru meira
6formlegar og 6markvissar preifingar. Petta var 4 forsendum heimspekilegrar samradu sem
byggja 4 pvi ad pad eru nemendur sem spyrja spurninganna en ekki kennarar og pannig
f6r pessi hugmynd ad fzdast hja mér. Eg fann fyrir henni { maganum sem einhvers konar
AHA! mémenti en ég var ekki viss um pad hvernig ég etti ad hondla hana. Mér hefur
alltaf fundist myndlist skipta mdli en mig langadi til ad nyta hana pannig ad hin hefdi
meiri merkingu eda breidari skirskotun til fleiri en ekki bara til einhverra gudsttvaldra
listamanna, og pannig byrjadi petta ad proast.

Eg f6r { kjolfarid 4 ndmskeid { heimspekilegri samradu hji hinni skosku Catherine C. McCall (s
t.d. McCall, 2009) og fér ad =fa mig kerfisbundid eftir hennar adferdum. I rannséknardagbdkinni

minni lysi ég fyrstu skipulogdu tilrauninni sem ég gerdi eftir ad ndmskeidinu lauk:

Eg radadi nemendum i hring og bad pau um ad skrifa svér peirra vid spurningunni: Hvad
synist ykkur vera ad gerast { pessu listaverki? Eg valdi listaverk sem mér er keert en jafnframt
rddgdta.2 Mélverkid synir baksvip manns sem stendur vid arinhillu sem 4 hvilir bok. A
veggnum virdist vera stor spegill — eda hvad? — pvi madurinn speglast ekki réte, baksvipur
hans er endurtekinn i ,speglinum®, en békin 4 arinhillunni speglast hins vegar edlilega.
Pannig verdur til pversdgn sem var 4kvedid einkenni 4 verkum listamannsins. Pversagnir af
pessum toga virdast ,slokkva“ 4 rokhugsuninni og opna fyrir nyjar viddir og 6hugsanlegar
hugsanir. Fyrr en vardi settu nemendur fram pzlingar sem komu mér { opna skjsldu og
syndu mér nyjar hlidar. Allmérg nefndu hugmyndir { p4 veruna ad madurinn skammadist
sin svo mikid fyrir eitthvad sem hann hefdi gert ad hann geti ekki horfst { augu vid sjélfan

sig.

Eg hélt 4fram ad gera pessar tilraunir um nokkurra 4ra skeid og safnadi gégnum kerfisbundid. Eg var
jafnvel svo kokhraustur ad ég t6k ad mér heimspekikennsluna pegar Brynhildur f6r { fzdingarorlof.
Fyrstu ménudirnir { peirri kennslu voru afar lerdémsrikir. Eg purfti ad venjast peirri évissu sem
fylgdi starfi heimspekikennarans pvi ég gat aldrei séd fyrir hvernig nemendur myndu bregdast
vid peim verkefnum sem ég lagdi til, en ég var svo heppinn ad hafa adgang ad umfangsmiklum
verkefnabanka sem Brynhildur hafdi byggt upp. Mélin préudust svo pannig ad ég tdk alfarid yfir
heimspekikennsluna { Gardaskdla og Brynhildur f6r ad sinna stjérnunarstdrfum.

Um betta leyti frétti ég af nyju ndmstilbodi 4 Menntavisindasvidi Haskola [slands: Meistaranami {
heimspeki og félagsfradi menntunar. I ndminu kynntist ég m.a. Kristjdni Kristjanssyni heimspekingi.
Hans nédlgun opnadi augu min fyrir sidferdislegu gildi menntunar og { kjélfarid f6r ég ad hugsa
um skélastarf 4 nyjan hite. Eg var ekki viss um hvert nasta skref mitt tti ad vera og pegar ég
leitadi til Kristjdns stakk hann upp 4 ritgerd um lydraedishugmyndir Dewey i tengslum vid nyju
adalndmskréna og grunnpaetti menntunar. Eg tengdi strax vid pad pvi ég hafdi alltaf talid sjdlfan mig
vera lydrzdislegan kennara.

Innan vid 4ri eftir ad ég skiladi meistaraprofsritgerdinni baudst mér stundakennsla i Listahdskélanum.
Eg var kominn 4 algerlega nyjar brautir. Undarlegur fidringur { maganum { bland vid kennsluna
i Listahdskélanum kynti undir hugmyndum um doktorsndm par sem ég myndi leita svara
vid sidferdislegu gildi listgreinakennslu. Doktorsndmid vard ad veruleika 2015. Eg rifjadi upp

hugmyndirnar ad baki doktorsrannsékninni { vidtalinu vid rannséknarvin minn:

2 Hér md skoda umratt malverk eftir René Magritte: https://en.wikipedia.org/wiki/Not_to_Be_Reproduced
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Og svo er pad audvitad pessi spurning um hvert sé¢ gildi og markmid menntunar og ég
hallast meira og meira ad pvi ad pad sé eitthvad sem snyr ad einhvers konar mannlegri
reisn og farseld og einhverju sliku frekar en ad hin hafi eicthvert tekisgildi { anda
idnbyltingarinnar. Og petta eru rosalega stérar spurningar og audvitad hafa engar tvar
manneskjur sému markmid { lifinu, pannig ad petta snyst um sidferdislegar spurningar
um menntun og listir og edli mélsins samkvamt er mjog erfitt ad hondla per. En sem
sagt, ég fer af stad { petta ferdalag og hef litid { hondunum og fer ad gera fleiri tilraunir
med nemendum minum { Gardaskéla, ,Hvad er hugrekki, krakkar?®, spurdi ég, ,M4lid nt
mynd par sem pid getid tj4d hugrekki eda hvener pid hafid upplifad eda synt hugrekki {
lifinu,“ eda ,Hvad er vindtta? og fér ad safna svona myndum.

Eftir pvi sem listaverk nemenda hronnudust upp, sd ég ad pau bjuggu yfir spennandi vinklum sem
mig grunadi ad ekki hefdi verid unnid mikid med. Sum listaverkin fjélludu um almennar hugmyndir
um hugrekki. I rannséknardagbdkinni rifja ég upp pessar vangaveltur:

Fallhlifarstokk er greinilega vinselt vidfangsefni og kannski pad tengist almennri hugmynd
um hugrekki? Hver porir ad stokkva ae ar flugvél 4 flugi og purfa ad treysta 4 punna
fallhlif? Petta er svona tltra-lofthredslu-element par sem 61l lofthradsla heimsins er saman
komin { pvi andartaki pegar fallhlifarstokkvarinn letur sig falla Gt. Svo eru parna lika
nokkrar myndir sem syna mannveru stokkva fram af hdum kletti at { sj6. Peer myndir gefa
lika til kynna lofthradslu en um leid kjark til ad skora hana 4 hélm 4n mikils tilstands.

DPrétt fyrir ad madur fallist strax 4 tengslin milli hugrekkis og fallhlifarstokks sem einhvers konar
hversdagslegs sannleika, p4 var eitthvad i myndunum sem fékk mig til ad igrunda per betur. Hvadan
skyldu héfundar myndanna hafa fengid slikar hugmyndir 4n pess ad hafa nokkurn timann préfad
fallhlifarstokk? Eda hoppad fram af kletti? Er parna kannski bara kréftugt imyndunarafl ad verki?
Og ef svo er, hvernig m4 nota imyndunaraflid 4 uppbyggilegan, jafnvel menntandi hict? Inn 4 milli
voru afar merkilegar myndir sem syndu ad nemendur virtust hugsa um hugrekki 4 flékinn hct med
athyglisverdum skirskotunum eins og sjd md af lysingunni tr rannséknardagbdkinni 4 umraeddu
myndverki:

Sjénarhornid er innan dr flugvélinni, Gt um dyrnar og pad md sjd tvo svifandi
fallhlifarstokkvara og einn sem er ad ldta sig gossa ut. A gélfi flugvélarinnar vid opnar
dyrnar situr ndungi { hnipri med hendurnar utan um hnén. Hann er med fallhlifina 4
bakinu og skelfingarsvip 4 andlitinu. Myndin er litud med trélitum og malud lauslega.
Frjélsleg og bldtt 4fram framsetning og 4 vissan hdtt mjég komisk. Pad kemur 4 évart hvad
strékslegur himorinn — nzstum kaldh®dnislegur — getur opnad fyrir mikla dypt.

Myndverkid synir dgatlega ad okkur hettir til ad vanmeta hafni nemenda til ad skilja hluti og setja
i merkingarbaert samhengi. Kannski er pessi skélastrakahimor einmitt visbending um merkilegar
palingar? Vid erum oft fljét ad fordema einmitt petta element pvi pad hentar ekki ,fullordinshugsun®
og ,abyrgdarvitund“ okkar kennaranna. Eg hugsadi ,,OK! Pad er hagt ad vinna med petta“. Dessar
palingar préudust yfir ihlutunarverkefnid sem vard uppistadan { doktorsrannsékninni. Eg rifja petta
upp { vidtalinu vid rannséknarvin minn:

Eg préa sem sagt petta ihlutunarverkefni [...] ad fyrirmynd peirra { Birmingham, peir
notudu riddarasdgur og unnu med hinar riddaralegu dygdir i sex eda dtta vikur og svo
var pekking nemenda og skilningur nemenda 4 sidferdislegum hugtékum og skilningur
4 alls konar klipukenndum adstzdum kannadur med fyrir- og eftir-préfum. Eg vildi
gera eitthvad svipad ut frd myndlist og spurdi mig hvort myndlistin myndi fera okkur
eitthvad annad eda meira eda eitthvad slike. [...] I stadinn fyrir ad lesa texta skodudu
nemendur myndir af listaverkum sem ég hafdi valid. Svo var spurningalistinn minn lagdur
fyrir parna um haustid og ég keyri 4tta vikna verkefni i 4tcunda bekk i samstarfi vid prjd
myndmenntarkennara sem voru starfandi med mér { Gardaskéla.
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Fyrir- og eftir-profin skiludu mjég dhugaverdum textum eftir nemendur og pad urdu til bysna margar
skemmtilegar myndir en kannski ekki eins finar og drin 4dur, pegar ég var ad gera tilraunirnar med
frjdlsri adferd og ekki kominn med hndt { magann (e af alvarleika doktorsndmsins og hdtimbradri
gagnasofnun, en stéru spurningarnar voru: T6k tilraunahépurinn framférum i sidferdislegum
ordaforda og pankagangi, og er haegt ad meala par framfarir?

Rannsakandi verdur listamadur

Midpunkturinn { upphaflegu rannséknardztluninnivar dherslan 4 megindlega samanburdarrannsékn
{ anda fyrri rannsékna (Arthur o.fl., 2014) 4 {hlutunarverkefnum { mannkostamenntun. Eg vissi
audvitad innst inni ad heimurinn er fléknari en svo ad pad sé hagt ad segja neitt af viti um veréldina,
hvad pd samfélag manna og salarlif f6lks, med pvi ad skoda allt { gegnum smdsjé — en svarid vid
stéru spurningunni var skyrt og skorinort: Nei. Ekki tokst ad syna fram 4 ad nemendur hefdu tekid
framforum { skilningi 4 sidferdislegum hugtokum, né aukna feerni { ad greina listaverk og tjd hugsanir
sinar um pau. Pessu lysti ég { vidtalinu vid rannséknarvin minn:

Og ég ligg yfir pessu, greini petta og by til helling af t8lulegum gognum, sko, og keyri petta {
gegnum tSlfrediforrit. En sidan bara kemur pad { [jés ad pad var enginn markteekur munur,
sem atti kannski ekki ad koma neitt 4 évart { rauninni. Pad vakna alls konar spurningar,
sko, stelpurnar téku framférum, en pad var ekki marktekur munur, strdkunum fér aftur.
Hvernig m4 pad vera? En peim sem f6r mest fram voru stelpurnar { samanburdarhépnum,
og par voru bara { textilmennt allan timann!

Eg st63 radprota gagnvart pessum nidurstdum. Eitthvad hafdi farid Grskeidis. Kannski var kennslan
ekki négu vel undirbyggd? Kannski var melitekid ekki négu gott? Kannski var greiningarlykillinn
sem ég hannadi og praelpréfadi { samvinnu vid leidbeinanda minn ekki négu gédur? Légdu nemendur
sig nagilega fram pegar pau toku eftir-préfin? Voru pau ordin leid 4 vidfangsefninu eda fannst peim
verkefnid ekki eiga ad fullu heima { myndmenntartimum? (sj4 t.d. Ingimar Olafsson Waage, 2023).
Um leid og vonbrigdin helltust yfir mig og sjélfsdsakanir um ad hafa ekki vandad nagilega til verka,
p4 fann ég sémuleidis fyrir talsverdum Iécti og jafnvel frelsistilfinningu. Pad f6r fram persénulegt
uppgjor hjd mér — ég f6r { gegnum hreinsunareld. Allt { einu fannst mér ég sjd betur hvad skipti méli
og hvad ekki. Hid skynrena, imyndunaraflid og hid dédpreifanlega reyndist vera pad sem mestu
mali skiptir en hvorki melanleiki né fyrirsjdanleiki. T 6drum gégnum sem ég safnadi { tengslum vid
ihlutunarverkefnid voru naeg demi um slike, svo sem { samredum vid nemendur, textum beirra og
myndverkum.

Eg stend 4 timamétum og finn pad nina ad pad er hin listrena og skapandi ndlgun sem skiptir mestu
méli. Pannig m4 segja ad ég sé ad vissu leyti kominn 4 upphafsreit { starfsferli minum. Listamadurinn
er aftur sestur undir styrid en ad pessu sinni er hann ekki einn 4 ferd, heldur hefur hann bodid
kennaranum og rannsakandanum far { von um ad peir hjdlpi til { ferdinni.

Umr#da

DPegar ég skoda feril minn sem listamadur, kennari og rannsakandi tek ég eftir jafnvagisleitni. T
upphafi kennsluferilsins leit ég 4 mig sem listamann en umhverfid krafdist meira af mér, ég purfti
ad sinna vissum skyldum sem Maxine Greene (1973) lysir svo vel sem sibreytilegum adstzdum. Pétt
ég veeri ekki alltaf sammala peim krofum sem starfsumhverfid gerdi til min, pd hugsadi ég um per
sem dskoranir sem hjdlpudu mér ad vaxa i starfi. Ad visu md segja ad pjélfun min { listum hafi fert
mér dgeeta adldgunarhafni auk getunnar til ad hugsa tt fyrir rammann. Pessi voxtur kostadi mig p6
ad vissu leyti listina pvi ég hreinlega gaf hana upp 4 bdtinn um tima. Mér fannst ég misheppnadur
listamadur, ég gat ekki sinnt listinni sem skyldi og sjdlfsmynd min sem listamanns dofnadi um leid
og ¢ég efldi mig sem kennara og sidar sem rannsakanda. Eg si pad ekki pd en ég sé pad ntina ad
innst inni var ég { rauninni ad leita farseldarinnar, ég séttist eftir traustri atvinnu og menntadi mig
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med pad { huga pegar ég f6r i kennsluréttindandmid, en kennsla er ekki starf sem Iykur i lok dags.
Kennsla er starf sem yfirtekur lif folks — hvort sem okkur likar pad betur eda verr — en ég séttist eftir
meiru. Mér fannst kennarastarfid of mikilvagt til pess ad ldta pad mig ekki varda { stéra samhenginu
og pad er { anda pess sem badi Kristjdn Kristjdnsson (2020) og Eikeland (2006) skrifa um tilgang
mannlifsins, sjdlfsmynd og sjélfsvirdingu en ekki sidur pad sem Hafpér Gudjénsson (2002) skrifar
um stofnanamenningu (Tyack og Tobin, 1994) og per 4dskoranir sem kennarar standa stddugt
frammi fyrir { peim efnum. Hvernig md mennta kennara pannig ad peir geti l4tid skdpunarkraft
sinn og hugmyndaaudgi njéta sin { starfi? Parna finn ég retur pess ad ég hef gerst kennarakennari og
nyt pess starfs. Til pess ad 6dlast skilning 4 6llu pessu f6r ég { doktorsndm og hélt ad ég gati gengid
ad nidurstddunni visri; madur geti unnid med menntun 4 fyrirsjdanlegan hdtt, en pad sem ég hafdi
treyst 4, malanleikinn, sveik mig og leiddi mig ad upphafsreit. Ferdalagid hefur samt breytt mér
og ég get sdttur horfst { augu vid 6vissuna { anda Aristdteliskra hygginda og triad pvi ad sérhvert
4litamdl purfi ad igrunda med hlidsjon af adstzedum.

Looking back: An artist, teacher, and researcher reflects on his professional
development

This study aims to shed light through Aristotelian action research on the importance of
long-term introspection and self-understanding for teachers. Education is the foundation
of modern society in which teachers play a crucial role. There is, however, often a tension
between a teacher’s personal views and experiences on one hand and society’s expectations
on the other, creating a tension between systemic ideas about the role of education and
personal existential ideas. Hafpér Gudjénsson (2002) argues that despite the creative
approaches to teacher education, an institutional culture takes over when new teachers
start their professional careers. Despite the school’s environment being fixed, it does
not apply to organic and independent entities as human beings: students and teachers.
Therefore, teachers must find a middle ground through constant reflection. Teaching
can never be fully mastered, but it is a continuous developmental process that resembles
the artist’s profession.

In this personal and reflective account, the author describes his career exploration to
better understand his journey on a lifelong path of being an artist, teacher, and researcher.
The researcher’s theoretical foundation is, among other things, based on Maxine
Greene’s (1973) ideas about the moral value of teaching and the importance of teachers’
consciousness of their multifaceted roles, meeting challenges with clear intentions and
meaning (Greene, 1973, p. 69). The individual must seek the virtues to achieve this goal,
especially the virtue Aristotle called “phronesis”, or practical wisdom, which he defines as
an intellectual virtue that possesses unique qualities connecting other intellectual virtues
(such as knowledge and curiosity) and moral virtues (such as justice and temperance).
Aristotle (2011) considered happiness to be the highest goal of human life. A crucial part
of happiness is virtue, which can be found in moderation. The contemporary interest
in Aristotle’s virtue ethics stems from recognising that we must acquire knowledge and
skills to help us confront life’s challenges virtuously. Individuals must make decisions
that align with their inner life, emotions, and self-understanding instead of deciding
right and wrong based on pre-determined, rigid methods.

Data were gathered through writings in a research journal where anecdotes, memories,
and reflections played a crucial role, in addition to interviews with critical friends. In
the conclusion section, the author places his developmental process in context and
delineates the evolution of his identity from an artist to a teacher and, subsequently, to a
researcher. The journey ultimately leads the author back to the starting point, where he
describes how the artist once again takes the steering wheel and invites the teacher and
the researcher to join, hoping they will contribute to the journey. The findings suggest
the importance of teachers reflecting on their professional lives while simultaneously
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contributing to their multifaceted roles and being dedicated to their work. Furthermore,
teachers should seek ways to engage in fruitful discussions about their challenging work
with other teachers and researchers.

Keywords: action research, flourishing, teaching, practical wisdom, self-understanding,
professional development
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Moral education through dialogue on artworks
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Abstract

In this chapter, | discuss the role of the visual arts in moral education. Drawing on
educational and philosophical resources, | explore the importance of actively engaging
with artworks through dialogue to foster transformative experiences rather than mere
passive observation. This highlights the necessity of conscious participation and
reflection in aesthetic encounters. The concept of Virtue Literacy serves as a framework
forimplementing character and moral education through an approach built on Visual
Thinking Strategies (VTS), using selected artworks spanning various themes and styles.
Artworks can spur philosophical dialogue by encouraging deeper insights into moral
aspects of human life by prompting self-reflection and advocating an “other-regarding”
attitude by helping students put themselves in someone else’s shoes.

Keywords

Visual literacy, visual arts, visual thinking, moral education, virtue literacy

Introduction

Throughout the ages, the visual arts have had a distinctive role in education, knowledge,
and understanding of human life. As early as in ancient Greece, Aristotle argued in The
Politics that the arts can inspire morality, describing how representations can evoke a
sense of reality. To illustrate his point, he explained that if the sight of a sculpture
pleases an onlooker, seeing the original would also be pleasant to him (Aristotle, 1988,
p. 309). The same would apply, obviously, to the opposite emotions. In Poetics, Aristotle
wrote:

For imitating is innate to men from childhood. Men differ from other animals in
that they are the most imitative, and their first learning is produced through
imitation. Again, all men delight in imitations. ... For we delight in contemplating
the most exact likeness of things which are in themselves painful to see, e.g. the
shapes of the most dishonoured beasts and corpses. The cause of this is that
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Appendix 1

Questionnaire A with photos of artworks and evaluation sheet
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()!:C)<&94/*1H!08>)/96=!"*<!=C>:8{)13*/054>&!/FU%6>!>8=8M&!9(F*>>*IHE9606>*>>*!
=6>1S)!1$/F&!870*FN&=(FF55!>8=8>:65!0&8F=00!H!5[>*E$%& *<0U96=!0*9!\V8//I&<!E8C5&!V8*55&!
[T$>8&5=*<1()!7-1*>>/[>IH!V8*55&!58C>/96!&7!'@5F87>*>6,

Y8=8>:65!/80T&!V&6!9*/0&'85F!/8=1V8*5!/F&%&!()!V-108\0&!/8=1V8*5!/F5*7&!H!/S5/0&F&!™*>>6M$F,!?)!
=6>1&75*0&!V8//*1)U)>!()!| & 7TE888>.6="*>>6M4F65>&5!8*)*!/H<&5!8>!H!:8/8=M85!12"3,!
GU)>6>6=!"85<65!/H<&>18C00!V8)&5!5&>>/$F>*HHEES/96!) &) >&F5*7!-!
>*<65/0U<6QIFC>>*>)6!-15-</087>6=6>IH!8*>E'85T6=10*9"*F6=!"85&!>&6</C>98)0!&<!M*50&!
'85F!1870*5!>8=8>:65!()!"*0>R{6%&!V8*3B& 7>1V-000&F8>:&!8<&!%85/$>6)58*>&>98)&5!
6%%9[/*>)&5!=6>6!E'85)*IF(=&!75&=!"*<IM*50*>)6!>*<65/0&<>&,

1&=F'4=:1%85/$>6>87>:&59U)6/8=I0$F6!)*9:*I-IN5$06/F&IBT>&E&)/['4<*>6!1_,I=&K!/9,!
5&>>/$F>1&7IV8//6=10()& E'(5F* IBGTOFIF C>> 5891 18>158>>/$F>*>IE8765178>)*<16=/U)>!
OH/*>:&/*<&>87>:&51-IF$9&K/BEDER)*<I&<IHIVS//6158>>/$F>&5'85F87>*I8518FF*18516=1&<!
54<&IU796>1*<F'4=58&1%85/$>6696948{M>F>6!08)*

W8//6!M5S7*1851409&<!&<!16%%9[/&!7(55-<&=8>>16=1"85F87>*<!()!7-1/&=VCFF*I\V8*55&!7C5*5!V-000L
M&5>&!V8*5BBABT >*38<!\VV'HI0*9/F*9: BiRSG>*>/T-HB8*<BI. *40*9!&<I0&F&!V-00!HIE8>>*,
"&5>*ICFF&5!85!E8*=*90!&<!E400&'GHONSFEHIE*8>45/8=!85)
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I"HSY6& (1")$%

Bei ! ni um umssSgn til v'sindasi I anefndar Hisk—Ila éslands
¢byrg ! arma ! ur ranns—knar:
&S, 10&-1"1200'34$556%
*+7+8H#$$)%680&. *9:;<9=>9:9
2+ @%&"-5AH)%). 1"4-#556"6B'C#)0C&"-6"5#%) DEE#0C)5="6B
F#$$%1$&"-"GH)C#)0C&"
>+ @%6-$1$. 125340)'K508$C5
*+L+M#)0C#HE&'5N)H)$$&8$'5%6-$ 1 5B#$$%&NP5)$CESN)H
*+<+'QH5#%1". @J)EAB0%?RS*:L THUIVANPJ
R+, #9-&$B. 6EVWA)+)5
+HX#)057"2. N#OV&'5I"2 YZ[0&-1"\1&00\36$556$=*=E&B#+EC-

Al rir ums¥akjendur ranns—knar:
2. Verkefnastj—ri ranns—knar (ef annar en tbyrg tarma !ur): s3muuppl !sinarog’li " 1.1-1.8.
Hengi" ferilskr vi "

7+*+' &-$."1$B)F&"/0&-556$"&&B#

7+7+'8#3$)%&0&." ?**<<=LR;9

T2+ @%&"-5A#)%). M6J%6"5$#F)
7+>+'@%6-$1$.'125J40)'K50&$C5
7+L+'M#)0C'#H&'5N)H)$$&$'5%6-$1$&".'O#$$%&NP5)$C&5N)H
7+<+'QH5#%1".'@J)EA60%?RS™*:L' THUIV&NPJ

T+R+ #%-&$B.")6_*WA)+)5

1$B)F&"\[0&-556$\"&&B#\YZ\7:*,+EC-

2.1. A ! rir ums¥kjendur: sSmuuppl !sinarog’li " 1.1-1.8. Hengi " ferilskrtvi "
7+*+',&-$."Q%0)'Z)0A#OF'I&"H&"'56$

T+7+'8#33)%&08&." <:*<:=>779

7+2+' @%&"-5A#)%).' M45#$%

7+>+'@%6-$1$.'125J40)'K50&$C5

7+L+'M#)0CHHE SN)H')$$8$'5%6-$1$&". O#$$%&NP5)$C&5N)H
7+<+'QH5#%1".' @J)EA60%'?RS™*:L' THUIV&NPJ

T+R+ #%-&$B.'&%0)NAWA)+)5

Q%0)\I&"C&"56$\YZ\*L:<*R+EC-
Verkefnisuppl " singar:
3. Heiti verkefnis: Be"i" er um fullt heiti ranns—knar, 'slenskt e " a erlent eftir atvikum

Q"%5S"F6%)6$5'&$C'Z)"%1#5.'YA&"&a%#" C1a&%)6$'%A"61BA'Z)51&0'Q" %5+
b)5%)"S'B#H5A"G")$B&™6B'CUBH)".'0&$$J65%&F#$$%1$'P'B#B$1F'FUSCO)5%+

3.1. Tilgangur ranns—knar og | " sing " hnotskurn :
CA)5"#5#&"aA'E"6V#Ha%'")5'&)F#C'&% CHN#06E)$B #C1a&%)6$8&0'F#%ABCSE'&$C'F&%#")&05'-6"N)51&0'&"%5
#C1a&%)6$)$'06_#"5#a6$C&"U'5aA6605'd&B#*?'%6*<e’_A)aA'5# N#'%6'a10%)N&%# N)"%1#'0)%#" &aU'&F6$B'Y%A#
E1E)05+'cA#)$a"#8&5#C")$%# #5%")$'%AH -)#0C'6-'aA& "&a%#" &$C'F6"&0#C1a&%)6$" #-0#a%5'%A#' 1"B#$al'6-
HE&$SC)$B'%A65# C)F#$5)6$5')$#C1a&%)6$'d8")5%V2$556$S7::RS'7:*Lg' @&$CH"5#S'7:*79'Y&""h'I&")56$S
7:*Let+'@)F)0&"i56a)6=F6"&0i'6]V#a%)N#5'&"#'a6$5)5%#$%0U HE"#55#C ' %A"6 1BA6 1% % A# "#a#$% ' Ta#0&$C)a
,&%)6$&0'Y1")a101F'k1)C#S)FEOU)$B'&'AB0)5%)a’'&$C'E01"&0)5%)a#C1a&%)6$&0'E&"&C)BF'd0)$)5%"U'6-
"Cla&%)6$S' @a)#$a# &$C'Y10%1"#S'7:*>e+

CA#'E"6V#a%'C#5a")j#C'A#"#)SNBON#5'& 5#N#$=_##J'a0&55"66F")$%#"N#$%)6$S'15)$B'5E#a)-)a&00U'C#5)B$#C
E"#='&$C'E65%=%#5%5'%6'#N&01&%# E1E)05I'E"6B "#55+$'&CC)%)6$S'&'F)f#C=F#%A6C'C#5)B$'_)00'j#'15#C'jU
)$5E#a%)$B'E&"%)a)E&$%5I'E6"%-60)65SJU'F#8$5'6--6a15=B"6 1E5S")$%#"'N)#_5'_)%A'E&"%)a)E&%)$B'Y%#&aA#"'5S'&$C
06Bj66J5+

CA#'F&)$"#5#&" " aA'm1#5%)6$' %A&%'_)00'm1)CH %A# " "#5#&"aA’)5.11$'_A&%'_&U5'a&$'N)51&0'&"%5'a6$%")j1%#
#C1a&%)6$&00U'&$C'F6"&00U'%6'%AH# a10%)N&Y)6$'6-'N)"%1#'0)%#"&auUni

4. Fjfrm3gnun og styrktara Vilar:  hZr skal greina fri stofnunum og fyrirt%kjum, innlendum og/e "aerlendum sem styrkjae " a fifrmagna ranns—knina.
Ranns—knasj— ! ur/stofnun/fyrirt¥aki: Heimilisfang: Fjtrh¥s 1

@ ke

Q :

(@

(Q

5. Verkaskipting samstarfsa lila. HZr skal tilgreinahva "aa"ilar hafa umsj—n me " einstskum verk —#fttum

ranns—knarinnar og vinnuframlagi.

*

6. # ftttakendur. Tilgreini " fiSlda #ttttakenda svo og  hva " a forsendum certaki " ver " ur helst f—Igi "
CA#"#5#&"aA'E"6V#a%'_)00")$a01C#*R:=*,:'5%1C#$%5'd;'a0&55#5€"')$'; %A B"&C# d*?=*>'U#&"5'60Ce")$
k&"H&5J40)S'k&"H&|G"+'k&"H&5140)")5'&$ 1 EE#"=#0#F#$%&"U'5aA660'd;%A'%6*: %A'B"&C#eS'_)%A'L?:'E1E)05+]%
_)00'j#a&"")#C'61%")$'%A# N)51&0'& "%5'a0855#50'& a6SN#$)#Pa# 5&FE0#+'c"&C)%)6$&00US'6$0U'A&O-'6-'#&aA'a0&55



E&"%)a)E&YH5')$ %AH N)5180'&" %65 HE&aA SHFHEYH" g YA -) 5% A&D-)S VoAH &1%1F$ SHFHEYH " &SC YAH 5#abSC'ALO-)$
%AHBE")$B'5HF#5%#"+D51800U'%A# B"6 1E")5'C)N)CHC'|U'&$'ROEA&#Y6)a&0'6"CH"+"A)0# A&D-'%A# 5% 1 CHEY5'&." #
E&"%)a)E&%)$B')$ UAH)$%64 NHEY) 6% E"6VHa%S WA 6%AH"AGD-'5H NH#5'&5'&' a6$%"60'B 6 1E+0H-6"# %A ) SU6H NHS)6$S
YAHESE"%)a)E&SU5'_ )00 HE HEHSUHC' )IAE H=U6H5065+ Q-06H " YoAH')$)%6) &0 E"#=06#5%S A&O-'6- Y% A# 5% 1CHS%S' )00
E&"%)a)E&UH)$'<'_##I5I)$%H NH#$%6)6$ E"6B" &FF#')$a6"E6"&%6)$B'&"%S a"#&%)N)%US CHO)j#" &%6)6$ &$C'F6"&0

"#-0#a%) 65+ Q-6H " YoAH)$UH NH#SY)6$S & EB5%=064#5%')5' & EE0)4C'%6'%A# _ABO#'B"61ES'&006_)$B'-6"&$&0US)5'6- %A%
H#--#aU5'6- Yo AH ) BU6H NHSI) B+ CA"HH UoH&AAH"S E&"%)a) ELY)$B') S UAH E"6VH#a%' )00 ) $%H N)#_#C &-%#" VoAt

)$Y6H NH#SY6)65+

7. gvinningur/ch¥atta. Tilgreini " * hverju $vinningur jafnt sem thtta #1tttakenda ' ranns—kninni ver " ur helst
f—lginn.

*

8. ..flunuppl "stssam $ykkis. tilgreini " hvernig uppl ! sts sam #ykkis #ftttakendaerafla ", #.m.t. hva "aa"ili muni

leita til #eirra eftir s'ku sam  #ykki. Athugi " a" efafla ¥ uppl !singa fri bSrnum  #arf sam #ykki frt foreldrie "a
forr " amanni. Afri af uppl ! singum og sam  #ykkisbl$ " um skulu fylgja ums—kninni.

CA#'E"6V#a%' )00'j#)$%"6C1la#C'%6'E&"#$%5)$'& 0#%%#™)$'_A)aA'%A#U'_)00'j# &5I#C'%6'B)N# &$')$-6"F#C
a6$5#$%'-6"%A#)$a015)6$'6-'%AH)"aA)0C")$'%AH# E"6VHa%+ CAH 0#%%#"_)00'j# 5#$%'|U'%A#'5aA660I5'E")$a)E&O'&$C
5A#'_)00'a600#a% %A# 0#%%#"5'6-'a6$5#3$%+'1& "#$%5'&$C'aA)0C " #$'&"#'-"## %6'C#a0)$# E& "%)a) E&%)6$'&%'&$U %) F#
_)%A61%'&$U'a6$5#m1#$a#5+

9. Ranns—knargsgn. Tilgreini " hvers konar gdgnum fyrirhuga " a" safna vegna ranns—knarinnar. Einnig hva "aailar
hafaa"ganga" #eim gSgnum. Koma  #arf fram hver hefur umri "rZttyfir gdgnuma " ranns—kn lokinni. Sk ! ri* frf
hva"a Sryggisrt " starfanir ver "ager " ar og hvernig treena "ivi" #ittttakendur ver " ur haldi "

16"%-60)6'_)%A'5%1CH#S$%5'&"%_6"J50'C"&_)$B5S'E&)$%)$BES EA6%E5S'&SC %#06180" #-0#a%)6$5+ TH#a6"C)$B5'-"6F
-6a15=B"61E)$%64#" N)#_5+"")0606#$" #5E6S545'%6' M1#50%)6$$8&) #5+'180-=6EHS)SYoH N)#_5'_)%A%H&aAH"S
E&"%)a)E&%)$B')$ %AH)$%6H# N#$%)6$+ Qaak55'%6'CEI6&’ )00 " #5%")a%HC %6'1$B) F&" 08-556$&&BH#S'QU0) Z)OAHOF
1&"H&"56$'8&$C'/0&-1"1200'34$556$+p1#5%)6$$8) " #5'_)00'j# 5#al "#C'&% O#$$%E&NP5)$C&5%6-$1$+M)B)%E&0

C&%&'_)00'j#5#al"#C'6$ &' E&S5_6"C=E"6%#a%#C'-60CH"6$ &S #06#"$80'C")N#+

10. Si ! fr¥% !ilegt flitamil. HZr skal greina fr helstu flitam#lum af si " fer " ilegum toga sem ranns—knina var " a.
"%A)a&0'a6$5)C#"&%)6$5'&$C')551#5'& "#'%_6=-60C.'d&e'cA#U'ab$a#"$'E"&a%)a&0’) FEO#F#$%&%)6$"#B&"C)$B
&aa#E%&jO##%A)a&0"#5#&" "aA'ab$Cla%+'cA)5 #$%E&)05'%AH# 5#$5) %) N#'E65)%)6$'6-'F)$6"5'&5 N10$#"&j0#'51jVH#a%5
)$#C1a&%)6$&0"#5#8&"aA'&$C'$#a#55)%8&%0#5'5E#a)&0' &%%#$%)6$'&$C'a&"#'_A#$'a6$C1a%)$B'%AH "#5H#& aA
d@A&F66'h'T#5%$)JS'7::9e+'dje'cA#"#5#8&"aA'51jV#a%')5'F6"&0)$)%5#0-+"C1la&%)$B'aA&"&a%#")5'&'F6"&0
%&5J9'C#8&0)$B’_)%A#FE6%)6$5'&$C'%AH#) "' #08%)6$5A)E'%6'F6"&0'B"6_%A'&$C'N)"%1#5+
CA#E"6V#a%'_)00'j#)$%"6C1a#C'%6'E&"#$%5")$'& 0#%%#")$'_A)aA'%A#U'_)00'j# &5I#C'%6'B)N#'&$")$-6"F#C
a6$5#$%'-6"%A#")$a015)6%$'6-'%AH#)"aA)0C")$' %AH# E"6VH#a%+'|& "#$3%5'&$C'aA)0C"#$'&"#'-"##'%6'CH#a0)$#'E&"%)a) E&%)6$
&%'&$U'%)F#'_)%A61% '&$U'ab$5#m1#$a#5+

11. V'sindalegt gildi. Geri " stuttlega grein fyrir #eim v'sindalega tvinningi sem ranns—knin hefur ' fSr me " sZr,
CA#'E"6V#a%'&)F5'&%'C#N#OB6E)$B'#C1a&%)6$&0' F#%AECS &$C'F&Y%#")&0'-6"'N)518&0'&"%5'#C1a&%)6$')$'06_#"
5#a6$C&"U'5aA6605'd&B#*?'%6"*<e’_A)aA'5#"N#5'%6'al0%)N&%# N)"%1#'0)%#" ' &aU' &F6$B'%A# 5% 1 C#$%5'&$C'A#OES
%A#F'%6'CH#N#O6E'F6"&0'aA&"&a%# "+ CA#') $a"#&5#C 'al " #$%'") $%# '#5%")$'YA#H-)#0C'6-'aA& "&a%#" &$C'F6"&0
#C1a&%)6%$" #-0#a%5' %AH 1"B#$aU'6- HIE&SC)$B %AB5H C)F#$5)6$5)$ #C1a&%)6$'d8")5%\V2$556$S 7::RS'7:*Lg
@&SCH'SHS TG Y&""'I&")56$S'7:*Le+ @)F)0&"i562)6=F6"&0i'6]V#a%)N#5'&"# a6$5)5%#$%0U HE"#554#C
%A"61BABLY %AH " #a#$%1a#0&SC)a',&%)6$&0'Y 1")al01F k1)CH#S')FEOU)$B'& AB0)5%)a'&$C E01"&0)5%)a #C1a&%)6$&0
E&"&C)BF'd0)$)5%"U'6-"C1la&%)6$S' @a)#$a#t'&$C'Y 10%1"#S'7:*>e+'1$'%A# 5#a%)6$'&j6 1% '%A#'N)51&0'&"%5")$'%A#
Y1")al01F'k1)C#S'%A#S# &)F5'#F#"B# %A"61BA'%AH#-6a15'6$'E#"56$&0'&$C'56a)&0'5])005S'5#0-=J$6_0#CB#S
&$C'B#$#"&0'1$CH#"'5%&S$C)$B'6-'56a)#%U'&5'&'CUS&F)a'a6$5%" 1a% dEE+*L*=*L7e+'

CA)S'E"H#5#$%')$%# NH#$%)6$'E"6VH#a%')5'6")B)$&0)SFE&SU'_&US+]%'5##J5'%6'&CC"#55'%AH# 08 6-'%#&aA)$B
F&Y%#")&05'&$C' F#%ABC5'JU'CH#N#06E)$B'abFE"#A#$5)N# 0#556$'E0&$5+'CA)5'_)00'j#'CE$#]U'V6)$)$B ' %6 BHI0AH"
%AH#-6"a#5'6-'%A# N)51&0'&"%5S'EA)0656 EA)a&0'C)&06B1#5'&$C'#%A)a5S'&)F)$B'-6"&'A60)5%)a'&$C'E01"&0)5%)a
#C1a8%)6$&0'E&"&C)BF_A)aA")5"#-0#a%#C')$'Q")5%6%#0)&$ 'aA& " &a%H " #C1a8Y%)6$+

12. Fr¥s ! igrunnur ranns—knar. L! saskal fr¥s "ilegri #ekkingu } ranns—knarsvi "inuog$ " rum bakgrunni
ranns—knarinnar.

Q'5%"6$B'a6$$#a%)6% [#%_##$'%A#N)5180'8"%5'&$C'F6"8&0HC1a8%)6$ A&S'H#)5%#C %A"6 1BA'YAH &B#5'dk&1%S
7:RQY&"S'T:+eS'&SCUA#N)S1&0'E W5’ _#'# ab$5)CH #C #C1a&Y%)N#)S UAH | 6&CHEW' 5#$5# " )5$#'S'7::7g
M#_#US*92>g K" #H$#S*OR?g'Y &"'600S'7::20'b&SBH"S*IL Re+'Q")5%6%0# d*9<7S'*0;:e'a0&) FHC % A& Yo Al
HC1a8Y%)N#HOHFH$Y5'6-'Y0AH &"%5'%6 " #5)CHC)$)F)%68.%)6$ dF)F#5)5eS'_A)aA'ab$5#m1#$%0U & EE#EOHC %66'%0AH
#F6%)6$5'%A"6 1BAYAH"A#I66")a'M1&0)%)H5'6-'YAH & %5 AM1$a1FS'7:*>e+CA# HABOCH")5)$-6"F#C'&]61% %Ak
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113“ Ranns—knara ! fer ! ir. Geraskal greinfyrira "fer"afr% "ioga " fer" ranns—knarinnar. Taka skal fram hvort %tlunin

sZa" aflauppl !singafr§ "rumen #ftitakendum sjfifums.s.a " notastvi " uppl ! singar cer gagnabdnkum. Koma  #arf
fram til hvers er ¥tlast af #¥tttakendum s.s. hvers konar uppl I'singaver "urafla ". $essumli " mi skilatsZrbla "ie"a
v'sa ' 'tarlega ' ranns—knarf¥tlun sem #% skal fylgja ums—kn.
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14. orvinnsla gagna. Tilgreini " hvers konar cervinnslu (t.d. t3Ifr¥ “ileg) ver "urger ". $essumli " mit skila t sZrbla i
e"av'sa’ 'talregri ranns—knarf%tlun sem #7 skal fylgja ums—kn.
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15. Ranns—knart'mabil. Tilgreini " hven¥r $%tla " era " ranns—kn hefjist og hven%ar henni ljceki.
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16.Ni !ursts !urranns—knar.  Geri" grein fyrir fyrirhuga ~ "rin!tingu og/e "a birtingu/kynningu £ ni ~ "ursts "um
ranns—knarinnar.
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17. Flutningur gagna. Ef fyrirhuga " era " flytja g8gn ranns—knarinnar cer landi ver "ura" tilgreina’ hva "atilgangi og
formi #a" ver "igert, svo ogtilhva " a stofnunar og lands gdgnin ver "iflutt. Jafnframt bera " tilgreina hver
vi" komandi stofnun hafi umrt " arZtt yfir gsgnunum og/e "aberi tbyrg " 1 #eim.

*

18. Var ! veilsa gagna. Hvar ver "aranns—knargsgnin var " veitt
M&%&'-"6F'%A# M1#5%)6$$&)"#5'_)00'j# S#al " #C'&%'O#$$%ENP5)$C&5%6-$1$'125J40&'K50&$C5+'IA6%65'&$C
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19. Samn "ting gagna.  Tilgreini " hvort fyrithuga " sZa" samkeyra uppl ! singar ranns—knarinnarvi " a"rarskrire "a
samn ! ta uppl ! singar vi " a" rar ranns—knir. Ef svo er greini " #f fr heiti vi " komandi ranns—knar og $byrg " armanni.

*

20. Grei !slurvegna  $itttSku.  Tilgreini " hvort greitt ver  "ifyrir #ttttSku ' rans—kninniog  #¥ jafnframt hverse " lis og

hversu htar #%r grei "slur ver "i.

*

21. Hefur ranns—knin veri " tilkynnt til Pers—nuverndar e " a hefur veri " fengi " leyfiefvi " ?

*

22. Fylgiskjsl me ! ums—kn. Starfstgrip/ritaskrf tbyrg "armanns, svo og uppl ! singa- og sam #ykkisbl$ " vegna

#¥tttSku ' ranns—kninni skulu $vallt fylgja ums—kn til v'sindasi " anefndar.

*

*

*

23. Athugasemdir ums¥zkjenda. HZrerh¥%gta " koma % framf%ri athugasemdum e "a sk ! ringum sem ekki komust fyrir annars sta "ar’ ums—kninni
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24. Sta ! festing ums—knar:

Vinsamlegast haki ! "boxi ! a! ne!antilsta ! festingar!

Ver" i einhverjar breytingar  ranns—knar$%tluninni ber $hyrg "armannia " tilkynna #%r fn tafar til v'sindasi " anefndar.
*
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