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1.  Introduction
During the last two decades, great emphasis has been laid on the use of new technologies by all pedagogical departments of our universities. The instruction on new technologies is now considered indispensable, because, as it has been pointed out, it enhances the learning process and supports the development of cognitive and metacognitive skills through the use of relevant software in appropriate pedagogical contexts (Chronaki, 2004). Particularly advantageous is the contribution of new technologies in teaching approaches concerning the visual arts and drama-in-education, as well as the fundamental concepts of all the Arts. Modern educators more and more incorporate new technologies in their teaching syllabuses, in order not only to introduce their subjects, but also to facilitate the learning process, acquaint their students with many fields of knowledge, and promote academic achievement.

Information, Communication and Technology (ICT), when combined with the Arts, offer new opportunities not only for new kinds of artwork (Lunenfeld, 2000), but also add variety to any educational curriculum and facilitate its design, which gives to all concerned a sense of personal involvement and achievement (Davies & Worrall, 2003).

Many theoreticians have underlined the value of the Arts in education as a means of providing an important avenue for the creation and development of meaning for young children, in order for them to know and understand themselves and their worlds (Smith 1982; Wright, 1991). Also Jerome Bruner (1962) and Arnaud Reid (1986) mentioned the aesthetic knowledge based on sensorial experiences which is related with the personal nature and provides an insight into the “self” and the world.

As Gardner (1982) outlines, art helps children manipulate and understand objects, sounds, patterns, colors, forms, shapes, all of which have the potential to refer to, exemplify, or express some aspect of the world. This concept applies to all art forms because symbol systems are integral to the Arts (Wright, 1991). 

Art provides opportunities through which children can express themselves, can refer to their life experience (Wright, 1991), and also create and gain new experiences (Kondoyianni, 2000).

Undoubtfully, high quality experiences can be gained by new technology in combination with art.  Art is strongly connected with the affective, aesthetic, psycho-motor domain and with language, which intensely influence one another (Best, 1992). Moreover, the school environment promotes not only the cognitive aspect, but the affective as well; not only knowledge, but also skills, talents, feelings, and social conducts  (Gotovos. Mavrogiorgos, Papakonstantinou, 1992).

According to recent researches, drama is in itself an alternative experiential learning method and a potentially holistic approach (Kondoyianni, 2000). With the support of new technologies and the visual arts in a disciplinary educational program, drama has the potential to form an experiential learning model that is based in co-operativeness. Extensive researches showed that the implementing of co-operative learning (Johnson & Smith, 1991) results in higher achievement and greater productivity, more caring interpersonal relationships, and greater psychological health, social competence and self-esteem (Johnson & Johnson, 1989, Shopov, 1996).

The experiential learning model aims at the development of children’s process skills and at the acquisition of knowledge, mostly in the form of facts, but also including concepts and generalizations (Sunal, 1990). It helps develop human sensitiveness and self-consciousness, social communication and interaction, as well as sound interpersonal relationships (Kurki, 2000).
Furthermore, Reid suggests a learning model based upon constructivist and socio-constructivist views (Reid, Forrestal & Cook, 1989), which brings into play the parameters of engagement, exploration, transformation, presentation and reflection, thus paving the way for an interdisciplinary project of technology, the visual arts and drama.

As “drama in education” we can define any activity that involves human beings in projecting themselves into an imaginary situation and using their voices and bodies to act out the characters and events they have imagined (McClintock, 1984). According to Neil Kitson (1997), the benefits of drama in education can be seen in its diagnostic, therapeutic and cognitive developmental functions, benefits that are equally well gained through the visual arts. Drama as the means for the “socio-cultural animation” (a pedagogical approach of Abbe, 1994) encourages individual pupils to develop their own interpretations of culture, values and objects, and to start unveiling the meaning of their existence in this society and environment, both in a personal and in a historical perspective (Karppinen, 2002). The impact of drama expands beyond the functions of thinking, feeling, intuition and sensing to the four modes of functioning as Heron (1992) defines them:

A. Affective: embracing feelings and emotions

B. Imaginal: comprising intuition and imagery

C. Conceptual: including reflection and discrimination

D. Practical: involving intention and action 

Let us now turn to the project we designed. This educational project was based on experiential and co-operative learning, and focused on Technology, the Visual Arts and Drama. Our aim was to offer a contribution to the debate on the role of new technologies in the Arts, and to provide an example to the question of how interactive-interdisciplinary projects can be developed to further educate our educators in the use of new technologies in these fields.

This alternative approach is constantly gaining ground in our days, its necessity consisting in the multidimensionality of combining technology with the visual arts and drama, a process which not only produces holistic educational results, but whose components intermingle and have become so essential to each other, that they can no longer be separated (Koliopoulos and Arapaki, 2004).

This pilot project was designed as part of a wider research that was carried out by a number of female postgraduate students of the Department of Preschool Education of the University of Thessaly, with the aim of familiarizing them with the use of new technologies in the fields of the visual arts and drama. We will see how this educational project was carried out, and we will conclude with how the participating postgraduate students evaluated the project and their results.
2.  The Educational Project

The introduction of new technologies was based on the use of the “Abakion” software program, which complements and enriches the syllabus of the seminar “The Visual Arts and Their History”. This software consists of the study of two microcosms in the first half of the twentieth century: the art of painting in Greece and the art of painting in the world. The following possibilities are offered to the students: a) they can create their own art libraries drawing material from specialized internet sites, b) they can compare the compositions and the forms of two to four (2-4) Greek or European works of painting, and c) they can edit any work and participate in the creative process through the use of specific program tools. The aim of the project was to present this software to the students and to train them in creatively experimenting with its contents.
Several works of painting were chosen by the students and analyzed by the software program, in order to familiarize them with the basic components of such a work of art. It was pointed out how colors and forms always play with each other in the foreground of a hidden geometry (Arapaki, 2000). After that, the students were asked to represent one particular painting in three-dimensional space with their bodies, using the “Frozen Pictures” technique. In the next stage, the students were divided in two groups in order to analyze the thematic environment of this painting from two different perspectives: the first group was asked to write a scenario concerning what might have taken place just before the “frozen picture” (which represented the painting), and the second what could possibly happen immediately after it. No communication was allowed among the members of the two groups until they were ready, and then each group staged both scenarios. After that, they collectively reflected on their experience by creating their own group painting. Finally, they applied their common experience to the first painting, modifying it with the Paint Tool of the “Abakion”.

3. The Features of the Project

At the core of the project lies the fundamental interrelation between theory and practice. It must be emphasized that there was no mere juxtaposition of forms and their analysis, but we attempted to intertwine theory and practice through the use of interactive cycles of drama techniques (frozen pictures and role-playing).

We selected and analyzed theoretical components such as color, form, volume, space and composition, which are essential to the creation of a work of painting. As far as drama and scenarios are concerned, we analyzed the components of “who, where, when and how”, as well as the plot, the time, the characters, the objects and the scenery, and we implemented simple techniques of Drama in Education, such as frozen pictures and role-playing.

The project focused on the following:

A. The color, an essential element that is inherent in the arts of painting and drama. It was also stressed how important the role of colors is, not only in the Arts, but also in our personal experiences and everyday life. Elements of chromatology (the science of colors) were briefly introduced, such as color categories, hues, shades, brightness, tone, opacity etc., and the interaction between color and composition was specifically presented (Kandinsky, 1981). Another important connection, the one concerning how colors affect our feelings, was pointed out and exemplified by famous works of painting, whose palettes we categorized in prevalent, secondary, supplementary colors, etc.
B. The composition, a basic structural element of a work of art. We detected the central geometrical form of a painting, as well as the secondary forms and their interrelations. Kandinsky illustrated the significance of the inherent form and the hidden geometry of the art of painting with Cézanne’s “Bathing Women”, whose prevalent structure is the “hidden triangle”; here the geometrical form is an important agent which supports the composition (Kandinsky, 1981). Finally we analyzed the hidden geometry and the linear structure of some works of painting, such as harmonic linings and golden sections, on which composition is based. The term “hidden geometry” defines all geometrical forms (triangles, circles, quadrangles, oblongs, asteroid polygons) which serve as frames for drawing e.g. objects and human- or animal figures, depending on the demands of the harmonic linings of any given composition (Bouleau, 2002). The postgraduate students of our project sketched the hidden geometry of selected paintings on rice paper, as well as some ideas of their own, a process which helped them realize how important the inherent structure is to any work of art.
C. During the thematic analysis of paintings, we discussed elements concerning the conceptualization of thematic environment (content), methods of form-arrangement and -hierarchy which have to do with the size and position of forms, with objects, tones, colors, lines and all features of a work of painting. The students also improvised some stage-designing, inspired by the particular painting we analyzed and using various handy theatrical objects. These stage-designing attempts were followed by a conversation on the aesthetic and social values which this painting represents, as well as on the information it provides to the careful reader of the visual code of its artistic expression. Let us never forget that art is an international language with universally identifiable principles which facilitate a transcendental form of human communication (Kanistra, 1987).

The project laid great emphasis on the theme of the painting, because its in-depth  analysis was essential to the theoretical orientation of the scenarios. We mentioned how a significant change in aesthetic impression can be achieved when the constituents of the painting are rearranged, and we acted out some changes through frozen pictures and role-playing. Aesthetic impressions vary widely when one or more human forms are displaced from the center to the perimeter of a painting, and vice-versa. Paintings with a strong human presence invite the observer of the real space to become involved and interact with the human forms of the imaginary space, bringing forth all consequent thoughts and emotions. Landscape paintings, on the other hand, produce a rather theatrical stage that invites the observer of the real space to improvise dramatically. Any painting is in itself a “frozen picture” which provides a stage for the start, the middle, or the end of a scenario. Narrative works of art, function at times as stages, or as snapshots of internal or external spaces. They are works designed by the artist to elicit emotional responses in us, the observers who assume the role of stage directors in order to bring static images to dynamic completion. This is how works of painting can immortalize scenes of a theatrical play or even important moments of our life, and conversely give us clues as to how the theatrical can incarnate the hidden scenario of the visual. Thus the interplay of different forms of art and their representations, is the quintessence of socio-emotional learning and symbolizes the transcendental nature of “reality”.
4.  Evaluation of the Project

The project was evaluated continuously during the educational process, as the postgraduate students constantly used all acquired knowledge to further enhance their understanding of the software program, the analysis of the paintings, the writing and staging of scenarios, the elaboration of works of art, etc. We need to emphasize the significance of the process, rather than the end, even though we have to admit that all students really involved themselves in the project (frozen pictures, role-playing, artistic and software applications) and perceived quite satisfactorily all its aspects (color theory, thematic patterns, hidden geometry). Despite their initial hesitation and unwillingness, the students’ participation in both scenarios “before” and “after” the “frozen picture”, as well as in the theatrical representation of their combination, was unfailing. They developed a remarkable atmosphere of cooperation among themselves, which facilitated problem-solving concerning the creation of scenarios and representations. Moreover, their artistic achievement and their interaction with the software program proved to be highly inventive, and at the end they themselves declared their enthusiasm about this intriguing, creative and lovely journey.
A thorough and more systematic evaluation of this project is currently in progress. Its parameters are constantly being improved through feedback procedures which take into account all new facts concerning the use of new technologies in the fields of visual arts education and drama in education, the particular characteristics of the participants, as well as their optimal learning conditions.
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