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Several important scholars of pedagogy and art education (i.e. Dewey, 1934 [1980]; 

Eisner, 2002; Efland, 2002) have stated the importance of the infusion of aesthetic 

experience within the learning processes. More specifically, Howard Gardner (1983, 

1990) has argued that in order to achieve a multifaceted reinforcement of our 

intelligence, we need an extended use of symbols. The aesthetic experience serves 

this aim, as it offers the participants the possibility to process a variety of symbols 

through which it is possible to articulate holistic and delicate meanings, to draw on 

emotional and imaginative situations, to use metaphors and, in general, to express 

different perspectives of reality - thus leading to the awareness of issues which may 

not be easily comprehended through rational argumentation. 

Perkins, in his book The Intelligent Eye (1994) presents ideas which are in concert 

with the above notions. Moreover, he suggests a methodological tool, which 

consists of four phases for the systematic observation of works of fine arts. He also 

suggests emphasizing on the affective qualities along with the technical 

characteristics of the works of art. During the first phase, the facilitator asks learners 

to give "looking time" in order to give the work of art a chance to show itself to us. 

He encourages them to let questions emerge and ask themselves about interesting 

features or discover new ones. At the second phase, learners are stimulated to 

search for characteristics of the artwork that make their observation broader, to 

notice sides that would otherwise remain invisible. For instance, they might look for 

surprises, symbolisms, cultural and social connections, 'technical' dimensions etc. At 

the third phase, the facilitator asks the participants to investigate more analytically 



the artwork by exploring deeper what surprised, interested or puzzled them. They 

might also compare the artwork with other ones that seem to be related in some 

way. In general, they try to come to evidenced conclusions about their experience of 

the artwork. Finally, in the fourth phase the learners review the work holistically, 

marshalling all they have discovered. 

Paulo Freire placed at the core of his pedagogical method the holistic examination of 

'codifications' by participants (mainly sketches that were created from important 

painters such as Francisco Brenand) (Freire, 1978). These codifications represented 

situations that were relative to the experiences of the learners and were specifically 

prepared so that they could become incentives for critical analysis of issues of social 

reality. Each codification represented a sub-topic of the major issue. The dialogic 

analysis ('decoding') of the aspects that were contained in each codification 

rendered the critical comprehension of the sub-topic achievable by the participants. 

Finally, through synthetic and holistic analysis of all the sub-topics participants 

reconstructed their holistic perception of the major issue. 

Also, several scholars who frame their work into the theory of transformative 

learning (i.a. Greene, 2000; Jarvis, 2006; Kegan, 2000) attempted to combine critical 

reflection with the affective and imaginative dimensions of learning by infusing the 

learning process with the frequent exploration of important works of art. 

On the other hand, Bourdieu and Darbel (1991) have underlined that educators 

have to be aware of the fact that large categories of citizens may not be familiar - 

due to the process of their socialization - with works of art and thus may either lack 

the desire to inquire or have difficulties in interpreting their meaning1. 

 

This research has informed our methodology for the delivery of this project, 

specifically the development of simple tools to collect and collate the materials that 

contribute to this manual. 

 

The methodology was driven by our desire to create a manual that can be used by 

teachers and community activists that wish to use art-based themes to work with 

the older learner.  It is capacity building for the teacher and community activist, and 

is an opportunity for cultural and social engagement for the learners. 

 

To collect information on the best practices in partner nations and the lessons 

offered by partners, templates were developed that captured the learning 

programmes offered. Often, as partners offer similar lessons, they were enhanced 

with contributions – teamwork and dialogue – from other partners, so that the 

lessons as described in this manual are the collation of improvements by the 

partnership that now manifest in the lesson plans. 
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The role of emotions in learning2 
 

For many years, adult educators, reflecting the dominant influence of the 

enlightenment and scientific ways of knowing, shared the assumption that education 

is basically a cognitive process and underestimated the affective sphere of learning. 

Some of them have been suspicious regarding the manifestation of emotions within 

the educational settings. Others believed that the emotional dimension of learning 

falls outside their main scope. Moreover, some educators regarded emotions as a 

concomitant, an accompaniment, in relation to what the real object of learning 

process is. 

The last assumption is a common point within the four theoretical approaches that 

largely influenced the adult education field during the last fifty years. Firstly, the 

paradigm of experiential learning (see Kolb, 1984) is most exclusively concerned with 

the cognitive part of learning. In the Handbook of Kolb, Rubin and Osland (1991) it is 

stated characteristically: 

“There are two goals in the learning process. One is to learn the specifics of a 

particular subject matter. The other is to learn about one’s own strengths and 

weaknesses as a learner”  (p.59). 

Secondly, the approach of andragogy (see Knowles, 1970) considers a learning 

environment of mutual respect and trust to be necessary, but still the main means to 

achieve the learning tasks is to give participants responsibility and involve them in 

experiential techniques. 

Thirdly, according to the approach of critical pedagogy (see Freire, 1970) emotions 

are perceived mainly as a means of ventilating and allowing the learners to focus on 

the task of critical conscientisation. 

Finally, the transformation theory (see Mezirow, 1991) regards emotions as an 

important component of the perspective transformation process; however, it 

primarily deals with the cognitive side of the acquisition of new insights. 

Nevertheless, during all this time important thinkers did not cease to highlight the 

importance of creating space and giving voice to emotion-laden issues within the 

environments of adult education. Carl Rogers (1961) claimed that education 

becomes integrated and its outcomes are deeper when the learners are involved 

with their whole self: feelings, intuition and cognition. Within this framework, the 

role of the educator is to act as a facilitator who is alert to the expressions indicative 

of deep and very personal feelings, which exist within the learner. He/ She endeavor 

to understand them from the person’s point of view, communicate his/her 

understanding and mutually, express his/her feelings in giving feedback. Through 

this process learning is facilitated, the purposes that have meaning for the 

participants become elicit, thus significant learning is motivated. 
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Later on, and especially after mid 80’s, other scholars challenged the cognitive 

reductionism in the learning process. For instance, Boyd and Myers (1988) argued 

that the exploration of emotions which emerge from deep within becomes a way to 

gain access to our internal sources of knowing, thus causing us to (re)consider how 

we structure meaning. Boud, Keogh and Walker (2002) provided concrete 

suggestions for helping adult learners work with the feelings arising through the 

learning contexts. They created a model of reflection process within which the role 

of feelings is central: First, the learners recall and investigate an experience. At a 

second stage, they explore their feelings, which are related to the experience in 

order to make the best of the positive elements and transform the negative. Finally, 

a reexamination of the experience takes place as well as an incorporation of the new 

elements in the learners’ frame of reference. 

Another important theorist of learning, Knud Illeris, stated (2002) that knowledge 

and emotions constitute an interwoven pattern of function that together 

characterize the internal process of learning. The cognitive structures are always 

emotionally obsessed, while the emotional patterns are always affected by cognitive 

influences. Here, Illeris meets the findings of the brain researchers, such as Goleman 

(1995) and Damasio (1994): The emotions are intimately bound up with judgments 

we make and they give our lives meaning. Thus, they have an integral role in our way 

of understanding the world and occur at all stages of any learning process. 

The role of art 
 

Several scholars who share the idea that emotions influence the way we learn to a 

considerable extend, such as Dewey (1934/1980), Perkins (1994), Greene (2000) and 

Eisner (1997) provided guidelines on how expressive ways of knowing – especially art 

based experience – may foster critical and creative learning. This happens because 

aesthetic experience (a notion understood as the systematic exploration of works of 

art) encompasses critically reflective and affective dimensions of learning. 

Specifically, Broudy (1987) argued that the contact with art enlightens the repertory 

of feelings and simultaneously facilitates the blend of feelings with ideas, enhancing 

thus the development of cognitive strategies. For these reasons, Broudy calls 

aesthetic experience a ‘feelingful cognition’ (ibid, p.11). 

Another fundamental contribution was provided by Gardner (1990) who suggested 

that aesthetic experience offers to the participants the possibility to process a 

variety of symbols through which it is possible to articulate holistic and delicate 

meanings, leading to the awareness of issues, which may not be easily 

comprehended through merely rational argumentation.  



Moreover, Dirkx (2000) considers aesthetic experience as one of the essential ways 

through which learners may make sense of their underlying emotions and gain a 

deeper understanding of themselves. 

Nevertheless, in spite of the growing recognition of the role of aesthetic experience 

in various theories of adult learning, a literature review (see ARTiT, 2012a) shows 

that there are very few methods aiming to provide adult educators with guidelines 

and tools which might enable them to design training modules that help them 

develop learners’ creativity and critical mode of thinking through the exploration of 

works of art. 

For this reason, I have suggested a comprehensive method, titled “Transformative 

Learning through Aesthetic Experience” (Kokkos, 2010), which has been adopted and 

further developed by the European Grundtvig Multilateral Project ARTiT: 

Development of innovative methods of training the trainers and implemented in 

various organizations of adult education in Denmark, Greece, Romania and Sweden. 

 

http://artit.eu/en/

