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Abstract 

This paper reports research in progress and outlines a mapping system that can be used to 
classify the nature of children’s classroom talk about the meaning of artworks. A combination 
of aesthetic and psychological linguistic theories is used in the study. This framework 
provides a logical space within which children’s talk about the meaning and value of portrait 
paintings can be located. The focus of the study is on the nature of children’s reasoning and 
how this can involve shifts from naïve accounts to more reflective statements about 
judgements of value in art education, thus indicating the developmental nature of children’s 
theory of mind. By asking two groups of children, one mid primary school, the other early 
secondary school age to choose artworks for an exhibition of paintings and provide reasons 
for their curatorial selections and judgements we are able to understand more about how a 
theory of critical meaning develops and is manifest in comments about the world children 
experience. An understanding of the nature of children’s theories about the function of 
artworks has significance for the development of appropriate pedagogical explanations of 
critical practice in art education. 
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Significance of the Project 

The focus of this paper is a model for understanding the nature of constitutive beliefs 
children recruit when asked to justify the representational significance of portrait paintings. 
The model is formed by the combination of Carol Fleischer Feldman’s theory of recursive 
speech patterns and Richard Wollheim’s aesthetic theory of twofoldness which sets the 
constraints for classifying children’s developing theory of critical meaning in art. 

Little is presently known about the nature of children’s theory of art criticism. This research 
contends that art educators need to know more about the kinds of theories children recruit 
when making judgements about the value of artworks in order to appropriately structure 
learning activities which foster the development of more complex and sophisticated theories 
of mind in art criticism. As Freeman (1990) contends art educators are "up against untutored 
theories of art which catch fundamental truths about depicting and picturing" (p. 38), and that 
these theories are often incommensurate with the assumptions art educators make about 
children’s mental capacities and theoretical dispositions in relation to art. As Freeman and 
Sanger (1993) claim "… to act as an effective resource base and a guide, an educator has 
to find out how to discuss the child’s beliefs and opinions with her, giving help to the child in 
acquiring overt expression of her thinking" (p.44). A corollary of this statement is that one 
must understand the nature of their beliefs about art and therefore what kind of theory a 
child has forged to account for the domain of art criticism in order to know where to begin 
teaching. 

Background: a theoretical framework of intentionalty and mind 

The topic is mapping young children’s curatorial reasoning in terms of a characteristic-to-
defining shift evident in the talk older children when compared to the reasoning of younger 
children. The representation of qualitative shifts children make from naïve and sophisticated 
theoretical forms of belief will indicate the kinds of beliefs they have, how they are mobilised 
and progressively resources build within the domain of the visual arts. 

Keil’s (1993) argument for a view of cognitive development that is not stage-based but rather 
embraces a thesis of conceptual change on the basis of qualitative differentiation is central 
to this project. Keil’s theory of concepts enables us to see how the treatment of natural and 
nominal kinds of concepts gives rise to an understanding of the ontological positioning of a 
child’s ideas. According to Keil (1992) developmental patterns are evident in the ways 
children attend to and explain concepts in general as opposed to specific definitive terms. 
Natural kinds are loosely configured, transparent kinds of concepts that pertain to nature 
rather than the agentive function ascribed to an artifactual or nominal kind. Nominal kinds 
are made by the mind and endowed with intentional definitive content. Keil’s interest is in 
how a characteristic-to-defining shift occurs and represents increasing knowledge and 
conceptual sophistication through the treatment of these different kinds of concepts. This 
involves the distribution of general, salient features of things being declared and used as the 
basis of an account of the defining features the necessary and sufficient attributes of things 
in the world. Keil states that characteristic-to-defining shifts "do not seem to occur at the 
same time for all concepts, suggesting that additional factors (for instance, the conceptual 
complexity of the domain) may influence when a shift occurs" (1992, p. 79). Such a shift 
represents the development of increasingly more complex forms of theoretical resources 
and contributes to the development of a theory of mind as networked conceptual structures 
entrenched in patterns according to categorical rules. 

Wellman (1990) defines a theory of mind as "manifest in a naïve psychology. The notions 
invoked there – thoughts, dreams, beliefs and desires – form an interconnected coherent 
body of concepts; they rest on, or indeed define, basic ontological conceptions; and the 



theory provides a causal-explanatory account of a domain of phenomena: human action and 
thought" (p.8.). According to Searle (1999), a theory of mind ‘relates us by way of 
intentionality to the real world. That is what intentionality is — the special way the mind has 
of relating us to the world" (p. 100). Beliefs are intentional dispositions about or directed 
toward things in the world and have particular and various obligations to fitting to the world. 
A belief is "intrinsically a representation … it simply consists of an Intentional content and a 
psychological mode. The content determines its conditions of satisfaction and that mode 
determines that those conditions of satisfaction are represented with a certain direction of fit" 
(Searle, 1983, p. 22). Searle explains, "beliefs…are said to be true depending on whether 
the world really is the way the belief represents it as being…beliefs have the mind to world 
direction of fit. It is the responsibility…of the belief to match an independently existing world 
"(Searle,1999, p.100-101). In keeping with this view in the particular domain of art Brown 
(1987) asserts that children are disposed to be critics and that "aesthetic description is both 
articulated by and dependent on an extension in the knower of ideas already in place and 
which have been shown to represent true properties elsewhere" (p.217). In other words, the 
development of a theory of mind involves a recursion whereby cognitive stock in the form of 
representational beliefs are brought to bear on new experiences, tested and subsequently 
definitively re-aligned with new experiences. In this way what is already known is recruited, 
factored into the existing intentional structure of states and is routinely taken into account in 
terms of what is new. 

Searle contends that language is derived from intentionality and is the vehicle which enables 
us to ‘see’ the intentional beliefs a person consults. The propositional content of intentional 
states is represented in the form of intentional speech acts. The underpinning propositional 
content of speech acts determines the ‘conditions of satisfaction’ that are met if the 
intentional state complies with the particular specifications determined by the belief. For the 
purposes of this study, Searle’s theory of intentionality provides a way of matching the 
representational content of recursive utterances with beliefs about the representational 
properties of portrait paintings. 

Wollheim (1987) defines artworks as ‘intentional manifestations of mind’ that are regarded 
as artefactual objects of practice necessarily invested with intentional properties. As 
products of human thought and action, they require the retrieval of intentional content in 
order to make meaningful sense. Wollheim posits that "’intention’ best picks out just those 
desires, thoughts, beliefs, experiences, emotions, commitments, which cause the artist to 
paint as he does" (1987, p.19) In this case, the spectator’s beliefs about art are central to 
their reclamation of representational content and are tied to the intentional investment the 
artist makes in the work. A theory of critical meaning in art therefore must rest on the 
construal of an explanatory system in the form of theoretical resources as a developing 
theory of mind. 

The development of a model for a theory of mind in art criticism must now take into 
consideration the combined effect of both psychological and philosophical explanations of 
mind. Searle’s theory of intentionality serves as a nexus enabling such theories to be 
brought into relation on common terms. Understanding the nature of such beliefs about 
artworks is at once an aesthetic program of inquiry and also involves a study of the mental 
operations, experiences and linguistic utterances of participants such as artists and 
spectators in relation to artworks and representations of the world. 

The significance of previous research about children’s critical stance in art 

The research of experimental psychologist Norman Freeman (2001) characterises 
qualitative differences in the ways children ontologically and epistemologically deal with 
basic concepts within domains such as the visual arts. His work provides a cognitive 



explanation of knowing in the domain of art through consideration of the ways children 
recruit and distribute beliefs across an intentional network of artworld agencies. Like Keil, his 
research challenges stage-based explanations of the development of critical resources 
through the development of concept map involving the functional agencies of artist, artwork, 
beholder, world. This is a broad set of categories, or concepts, that children reason about 
through engaging in linguistic conundrums or puzzles designed to ‘push’ their theory point to 
the causal relations between artworld entities. 

Freeman (1991, 1992) clarifies the relationship between theory and understanding by 
claiming "that to get at the underlying theory one has to ask people to reason about visual 
art — to make and defend inferences" (p.65). Whilst this work can be situated within the 
domain of art, it is primarily psychological and is concerned with the causal relationships of 
artworld concepts in terms of language, belief and intention. 

Subsequent studies by Freeman and Sanger (1993) and Brown and Freeman (1993) 
required children to assume the stance of critic and make inferences about the casual 
relationships between properties of artists and pictures. These studies provide a background 
of evidence and experimental strategies informing the experimental design of the present 
project. 

Freeman and Sanger (1993) investigated the relationship of language and belief in terms of 
how children verbalise their critical thinking about a domain. Two groups of children one 
aged seven years, the other, eleven years of age were asked a series of questions designed 
to investigate "how the language of evaluation is bound up with beliefs about pictures" 
(p.44). Explanations of judgements by children were encouraged in order to "bring to the 
surface something of the children’s hidden mental work" in terms of the relational agencies 
of artist, picture, beholder and world within a concept map. The children were asked to take 
on a ‘C-stance’ – that of a critic who was able to distribute reasoned comments over the 
whole of the concept map as a way of surveying the domain. A series of questions about 
pictures were posed which involved evaluative language from which the children would 
frame their answers. For example "Would an ugly thing make a worse picture than a pretty 
thing?" (1993, p52) requires the children to respond in judgemental terms. Other questions 
clearly targeted the intentional relations between viewer and picture; "Does the way you are 
feeling affect the way you look at a picture?" (1993, p.53). The results indicated a 
characteristic-to-defining shift occurs in children’s evaluative thinking between the age of 
seven and eleven. Freeman and Sanger advise that children in the higher end of primary 
school would be more likely to be at a developmental level which would be receptive to a 
program dedicated to critical thinking of this kind. 

A further study by Brown and Freeman (1993), closely aligned with the work of Freeman and 
Sanger (1993), investigated ways children mobilised meta-representational strategies when 
asked to deploy a theory of art over the conceptual map. Brown and Freemancontend that 
‘thought about art entails ontological positioning by the child’ and that such explanatory 
networks of belief in the form of an intentional theory of mind occur as ‘systematic recursions 
to the four entities of a concept map’ (Freeman and Brown 1993, p.3). Thus reflexive causal 
reasoning about the relational and agentive function of the entities of picture, world, beholder 
and artist can be used to diagnose the ontological treatment of concepts, revealing the 
recruitment of naïve or more sophisticated beliefs to explain relationships. Questions were 
designed to trap the critical relations between entities within the concept map, rather than 
casting explanations across the entire domain. 

Questions required respondents to adopt an ‘A-stance’ (artist) or a ‘B-stance’ (beholder). In 
this way the children were asked to assume an intentional position in relation to other 
entities within the concept map and make reasoned comments about such relationships. 



These investigations mapped the pictorial reasoning of children of age 11 and 7 and 
hypothesised that a shift in the older children’s theoretical autonomy would be evident at 
around the age of nine years. The findings of this investigation confirmed earlier results and 
those of Freeman and Sanger (1993) with the older group of children demonstrating a shift 
in their critical thinking especially in relation to the ‘A-Stance’. The adopting of the ‘C-stance’ 
(stance of the critic), however was less clear. Brown and Freeman acknowledge the need to 
investigate this more closely, contending that this stance may shift to become more defined 
at a different age. By setting up questions about particular entities, their relationship 
becomes the topic of reasoning that is ‘pushed’ to reveal underlying beliefs about the 
relationships of entities within the constraints of a domain. This tactic informs the need for 
the present study to set constraints within which reasoning is targeted and accounts for 
particular critical judgements. 

Brown and Freeman provide the groundwork for describing the constraints of a theory of 
mind in art, though not in relation to the aesthetic considerations associated with judgements 
of value in art. They declare that they operated in a ‘context-free situation’ in so far as 
artworks were not used, hence their account is largely an intentional account of general 
concepts rather than investigating the complexity of the relationship between properties of 
works and the theory informing aesthetic beliefs. The studies by Brown and Freeman(1993) 
and Freeman and Sanger (1993, 1995) point to children’s acquisition of a theory of relations 
across an intentional net through a theory of pictorial reasoning. They are not, however, 
concerned with capturing the tacit reasoning children employ when formulating aesthetic 
pictorial judgements. The claim that it is a theory of pictorial reasoning is perhaps an overly 
generous assertion in so far as the reasoning is not about paintings but the relations 
between agencies within the artworld as general concepts. It is a theory of relational 
reasoning as it does not attend to the aesthetic considerations required and invoked by the 
properties of pictures and to introduce artworks into the experiment would pollute the clarity 
of the relational reasoning. In terms of the present project, however, it is only in relation to 
artworks that we will be able to understand whether the kinds of beliefs children of different 
ages hold and consult as they make judgements about the value of works appropriately 
match the intentional content of the artwork. In this way the beliefs they recruit to deal with 
valuing the artwork must be beliefs about representation in art. 

Brown and Freeman (1993) hint at the scope of the conceptual net to be thought about as a 
more complex, layered, or tessellated model "involving a multiplicity of nets" (p. 25) within 
which relational links between beholders and/or critics and kinds of artworks could provide 
fodder for further investigation. This study takes up this challenge by seeking a theory of 
judgement of value in portraiture which asks children to assume the critical stance as they 
function as curators of an exhibition of portraits. It does not employ the intentional net, but 
models a framework of theories which account for the linguistic and aesthetic aspects of 
intentionality. That reflexive thinking and metacognitive functions can be mapped according 
to relational concepts or topics paves the way for mounting a case for a model of critical 
meaning in art comprising aesthetic and psychological constraints. 

A realist philosophical account of representation is balanced against a psychological 
explanation, thus preserving the aesthetic in relation to psychological. The pivotal point of 
this nexus of theoretical considerations from two different domains is theory of mind and how 
we can explain its development in relation to understandings of art. 

A model of critical meaning in art 

In the light of these philosophical and psychological contributions that assist in defining the 
general developmental constraints of a theory of mind in art criticism Feldman’s 
psychological theory of recursion and Wollheim’s realist aesthetic philosophy of twofoldness 



are combined to create a model. This artefact models a theory of critical meaning in art 
criticism that can be used to map recursive representational reasoning. 
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Figure 1: A Model of a Theory of Critical Meaning in Art 

Figure 1 sets out a progressive system characteristic of naïve and more complex kinds of 
talk about artworks. The horizontal axis represents Feldman’s theory of recursion which 
involving the constraints of comments and topics. 

A Theory of Recursion 

Carol Fleischer Feldman (1988, 1987) has established relationships between forms of 
thought as mental states or objects and language. She states "to have a theory of mind is to 
be able to think about such abstract stipulations as thoughts, as if they, like objects, could be 
taken as objects of thought" (Feldman, 1988, p.126). Understanding the mental objects a 
person has can be achieved through tracking the development of their topics of speech 
representative of their mental objects or stances about the world. The distinctive feature of 
utterances indicating the presence of a developing theory of mind is the child’s ability "to 
reflect on his or her own former mental attitudes" and "express a mental attitude about a 



mental attitude" (Feldman, 1988, 128). Feldman invokes ‘a general rule of recursion’ to 
explain the characteristics of theory building in relation to patterns of reflexive reasoning in 
speech. Recursion is a definitional way of using language. It is a procedural mechanism and 
can be described as an instance of repeatedly returning to previous assertions, applying 
particular rules thereby constructing new entities within a value system or theory of mind. 

By mapping the systematic treatment of information featured in different kinds of speech 
acts one can observe how ideas in the form of comments about the meaning of artworks can 
form or be used to generate topics or be treated as topics of speech. Comments and topics 
are relationally constitutive of a linguistic pattern "that gives structure to a world of objects 
that have first to be constructed before they can be reasoned about" (Feldman, 1987, 138). 
Comments are mental attitudes used to mark out what is already known and signal the 
attitudinal stance of a person as they negotiate things in the world. The topic/comment 
structure of talk is distinguished by ‘a chain complexive quality’ (Feldman, 1987, 136) 
whereby topics in discussion must be maintained by the existence of comments that are 
made about them. Feldman states that "there is nothing essentially different about 
information that appears in the topics and comments of utterances. What varies is how they 
are to be treated. The very same material that appears on one occasion in a comment as 
new may, for some other purpose, be treated stipulatively in the topics as old; and vice 
versa."( Feldman, 1987,137) In this sense, recursive relations between comments and topics 
are not arbitrated by linguistic meaning, but rather in terms of function. The utterances may 
share meaning, however when they are dealt with through a recursive process they are 
ontologically redefined and function as organisational categories in speech. 

The construal of topics from comments in speech is a constructive process within which 
epistemic mental entities, or new thoughts, are procedurally converted to become ontic 
objects, topics, or old thoughts, through the process of ‘ontic dumping’. Ontic dumping is the 
procedure for building a theory of mind. It evidences the changed designation or function of 
the speech act from a natural to a theoretical proposition arising from the beliefs held about 
things such as artworks. In this way what is already known about the work in the form 
expressions about the epistemological function of the work can be treated differently and 
relocated as topics which assume an ontological status. They are thus things that are 
thought to exist and can be talked about as new construals of ideas. This change of status is 
indicative of the spectator who regards the artwork as an intentional representation, rather 
than merely seeing it as a naturally occurring object. Under these conditions, the artwork 
exists as an intentional artefact of the mind rather than as an immediately transparent, or 
presentational aspect of the world. 

Whilst this theory accounts for the psychological aspects of theory building and development 
in relation to speech it does not account for the aesthetic content of the speech acts about 
portraits. What is required is an aesthetic theory to accounts for the representational 
significance of comments and topics in speech. 

Twofold critical retrieval 

The vertical axis of the model represents Wollheim’s theory of twofold critical 
retrieval. Wollheim theorises the representative power of pictures – his theory is about the 
management of representational artefacts in relation to the visual experience of them. 
Wollheim (1980a, 1980b, 1987) examines the function of the experiencer/spectator and how 
the causal experience of paintings is understood in relation to a representational 
architecture, thus representing a realist aesthetic philosophy. That the spectator just 
has an experience is insufficient, just as if s/he only understands what the painting means in 
representational terms is also insufficient. For Wollheim, both of these factors must be 
present under certain conditions. The experience of the painting must be in line with, or 



attuned to, the artist’s intentions through attending to the properties of the work itself and is 
also dependent upon the kind of pictorial meaning he seeks and the presence of a distinct 
kind experience with a particular phenomenological character. The experience of the 
meaning of pictures must involve ‘seeing-in’, a visual capacity involving twofoldness. 
Twofoldness involves an awareness of the surface of the painting whilst at the same time 
being able to discern "something standing out in front of, or…receding behind something 
else" (Wollheim, 1987, 46). Wollheim (1986) explains: 

…by ‘twofoldness’ I mean this: When I look at, say, the representation of a 
woman, it is to be expected that my visual experience will have two aspects 
to it: on the one hand, I am aware of the marked surface, and both the 
recognition or identification and the awareness are visual. When my 
experience satisfies this description, I may be said to see a woman in the 
marked surface or in the picture…seeing-in—the experience…has two 
aspects to it. I dub them the recognitional and the configurational aspect, and 
it is my belief that no systematic account can be given of how the two aspects 
correlate or how the marked surface has to be or seem for a given thing or 
event to be perceived in it. (p.46) 

In other words, the properties indicating what is represented in the work and the terms on 
which it is identified in relation to an awareness of the properties of the surface of the work 
are brought into relation, contributing to the artefact as a representational artefact that is the 
result of an artist’s fulfilled intentions. 

A twofold seeing-in experience of a painting requires the spectator to be suitably informed, 
prompted or sensitive. What Wollheim means by attributing these qualifications to the work 
of the spectator is that the s/he must have and be able to apply particular skills to the 
experience of the painting. The spectator must exert both recognitional and identificatory 
skills in conjunction with an understanding of the configurational aspect of the work in order 
to discern the representational structures within the work and retrieve the meaning of the 
painting through a judgement of value. Accordingly, a recognitional skill deemed to be an 
appropriate part of the experience of a painting within which meaning is retrieved and is 
acquired "through an experience within which we are visually aware of the thing, or kind of 
thing, that we are thereby able to recognise."(Wollheim,1998, p.219). In so far as the artist’s 
intentions determine that a particular or general kind of object or event is to be seen in the 
surface of the work, Wollheim sets the condition that "it is only if a spectator identifies an 
object or event through seeing it in the picture’s surface that his response bears on the 
picture’s representational content" (Wollheim, 1987, p.52). The spectator undergoes the 
correct experience of the work on the condition that the recognition of what is represented in 
the work occurs in conjunction with the configurational aspect of the experience of the 
painting, thus fitting with the intentional content of the work. The spectator identifies what the 
artist meant to represent. 

The beliefs, or cognitive stock, recruited to the situation by the spectator must comply with a 
standard of correctness, or the right experience of the painting in relation to the intentions 
the artist set out to fulfil when making the work. Therefore the artist’s intentions provide the 
criterion for "the standard of correctness [which] stipulates specifically what is to be seen in 
the picture"(Wollheim, 1987, p.50). If recognition does not entail correct identification – this is 
a case of misrecognising and misidentifying what is seen in the picture in relation to the 
artist’s intentions. Therefore the twofold experience does not meet the appropriate standard 
of correctness and the correct interpretation of the artist’s intentions in making the work does 
not occur. In other words the spectator is unable to retrieve the appropriate content of the 
work. 



The representational task is about successfully retrieving artist’s fulfilled intentions. The 
reciprocal relationship of the awareness of the configuration of the work, identificatory and 
recognitional skills offer the spectator a way of testing this relationship of artist and fulfilled 
intentions. It is the balance of these two skills that points to evidence in children’s talk about 
works that reveals naïve or more understandings of the artefact as a representative of the 
artist’s intentions. How they treat inferences as topics or comments will indicate the structure 
of their beliefs about the retrieval of value and meaning in portrait paintings when asked to 
justify curatorial choices of portraits for an exhibition. 

Understanding how a child designates the ontological status of portrait paintings and 
deploys conceptual strategies when valuing portrait paintings gives rise to the classification 
of a theory of judgement in art. Their move from treating artworks as natural presentations of 
the world to representations of an artist’s intentions signals the shift to a more complex form 
of theory of art. Such understanding is well on the way to being able to describe a theory of 
art children recruit to ‘reflect on their mental representations and thereby to adduce 
explanatory and predictive ideas’ (Freeman 2001, p. 23). The consequent undertaking is to 
expose the organization of the child’s theory of mind, and track its development through 
reasoned talk about artworks within the defining terms of recursive patterns in speech and 
twofold nature of representational judgements of value in art. To do so we must investigate 
the relationship of theories of mind to intentionality, speech acts and the structure of 
aesthetic experience. 

The shifts from epistemic to ontological positioning of concepts occurs at several points 
within the matrix. For example a shift is evident as the talk builds from Cell A to Cell B. 
Similarly another shift occurs between Cell C and Cell D. The distinguishing feature between 
Cell A and B to Cells C and D is the requirement for the identification or classification of the 
kinds of representations in the paintings and the attribution of responsibility to the artist. The 
procedural character of recursion is brought into relation with grades of seeing-in and the 
scope of representation the twofold experience of portrait paintings. An account 
characterising the kinds of talk located within each cell is now required and will establish 
how the theoretical resources of a child’s theory of meaning in art criticism can be built, 
mobilised and mapped. When brought into relation the constraints of recursion and 
twofoldness generate four kinds of talk about artworks. These can be characterised as 
follows: 

Cell A: Recognitional Comments about paintings 

Recognitional comments form the basis of reasoning. Characteristically expressed as 
inferences about artworks, they represent new specifications marking out how the painting is 
initially thought about by the viewer. That is, as utterances they circumscribe the theoretical 
resources the person recruits in relation to the initial experience of the painting. The 
recognitional properties of the painting are specified in the form of ascriptions with 
presentational significance. The properties of the work are therefore explicitly not endowed 
with any intentional significance, as the agentive role of artist is not acknowledged, but 
rather are thought about as naturally occurring, inert features recognised in the surface of a 
painting. Recognitional comments may account for the properties seen-in the surface of the 
work which infer ideas about the representational content or may refer to external aspects of 
the work. They occur as strings of linked ideas which navigate through the immediately 
noticeable features of the work. These kinds of comments remain naturalised and may form 
the basis of ongoing topics as the reasonable explanation of the work builds and progresses. 

Cell B: Recognitional Topics about paintings 



Recognitional topics focus on the ‘given’, that is, inferences previously announced in the 
form of comments are converted to topics that are talked about. Recognitional properties 
constitute stipulations about the artworks and strings of inferences of presentational 
significance elaborate topics as they become entrenched in conceptual networks as 
categorical rules that are about and limited to what is recognised in the surface of the 
picture. This kind of talk involves reflexive discussion as the causal links between 
stipulations and their formation are reviewed through reasoning. In this way recognitional 
topics are collectively grouped and named as they are converted into clusters of stipulations 
that are emptied into a new metarule governing the presentational significance of the 
painting. In other words, the response involves dumping previous comments into new topics 
which are then grouped and dumped into larger more abstract ideas that can be reasoned 
about. This recursive procedure provides a logical structure to the explanatory discourse, 
however the standard of correctness of the seeing-in experience is not achieved. 
Recognitional properties that are not identified or classified according to general or particular 
categories of representation signal that only partial meaning is inferred or retrieved as the 
intentional agency of the artist is not factored into explanation of the significance of such 
properties of the painting. Beliefs about art remain naturalised, though the quality of the 
discourse in more complex featuring synthesised ideas. 

Cell C: Classified Recognitional Comments about paintings 

New specifications inferences about the experience of the work attend to classified 
recognitional properties which afford the painting artifactual significance. Beliefs about the 
intentional nature of painting are marked out as a shift is made from natural to nominal 
concepts under development and recruited to deal with the representational value of portrait 
paintings. These types of comments may be issued as loose, spontaneous inferences 
specifying properties of the painting as causally linked to the artist’s fulfilled intentions in 
making the artwork, thus attributing a more correct representational significance to the work. 
Beliefs about art as an intentional undertaking are signalled, though not fully explained 
through the identificatory skills of the viewer. These inferences form the basis of the talk 
occurring in Cell D which is generated through the recursive process of ontic dumping.. 

Cell D: Classified Recognitional Topics 

These kinds of topics represent beliefs about art as an intentional activity. They are based 
on what is known and are announced and talked about. Classified representational 
properties are construed from existing recognitional and identificatory comments that are 
now treated as nominal stipulations describing the intentional content of the painting. Strings 
of associated inferences are networked and elaborate stipulations which are used as 
categorical rules governing the classification of properties of general and particular kinds of 
objects and events. This kind of talk features reflexive discussion whereby the patterns of 
construal in the formation of topics are reviewed in terms of the causal links that have been 
established between stipulations. A rich and complex theoretical resource is now tempered 
by an ontological disposition through its conversion into a cluster of stipulations or categories 
that are governed by a new metarule governing the representational significance of the 
painting. The correct interpretation of the artworks is made as the beliefs about the 
representational significance of properties of the work match with the fulfilled intentions of 
the arts through rich and reasoned discussion. 

  

 

 



Conclusion 

By mapping the curatorial reasoning of children in terms of the two key factors, twofoldness 
and recursion, we can understand more about the procedural linguistic and aesthetic bases 
from which children think up and declare their curatorial stance as they argue why a 
selection of portraits should or should not be included in an exhibition they are asked to 
curate. In other words we are interested in their beliefs about value in portraiture and how 
these are represented in the form or speech acts as justifications of curatorial choices. 

This research is directed towards gaining entry into the child’s cognitive stock, the beliefs 
and knowledge about intentional properties of pictures and how these are marshalled to 
form theoretical terms that are recruited to deal with curatorial judgements of value about 
portraits as a domain. This research is about a theory of pictorial judgement and challenges 
existing recent research set in the domain of experimental psychology which primarily 
focuses on pictorial reasoning in isolation of aesthetic considerations. In supporting the view 
that the visual arts is a field of knowledge in its own right and can be Brown (1987) states 
that "the reduction of artworks to objects of sociology or psychology tends to trade away art 
as a separate identity and possibly relinquishes the field itself" (p. 213). The same problem 
arises when aesthetic theories are nominated as explanations of knowing in art education in 
isolation of how conceptual development occurs. In many cases the traditional idealist 
explanations which privilege theories of aesthetic immediacy in art dominate art critical 
discourses about learning within art education. This fallacious stance denies opportunities to 
investigate how thinking and conceptual development can be described within the domain. 
This research embraces more recent considerations of cognition in art and contends that a 
theory of aesthetic immediacy is an insufficient explanation of what can be known in visual 
arts. Brown (1993) explains that "the perception of works is confounded by their 
artefactuality…artworks present and represent the events in such concatenation, that the 
pathway between the beholder’s encounter with the artwork and what is means is 
concealed" (p. 50). What is required is an explanation of the representational structure of 
judgements of value in art in relation to the aesthetic beliefs underpinning knowledge a 
viewer recruits and consults in the consideration of such judgements of meaning in art. 
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