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Abstract
This article highlights the importance of problem-based learning and teach-
ing in the complex process of experiencing and creating an artwork. It in-
cludes citations of the crucial features of problem-based teaching concern-
ing the traditional direct instruction, i.e. teacher-centred approach, which is, 
unfortunately, still prevalent at the higher education level. The origin is inten-
tionally the problem when designing problem-based teaching, as its solution 
requires the creative students' activity. The artwork represents an art prob-
lem in the scope of arts education for the observer, perceiver and creator due 
to its multi-layering. Therefore, the art problem is not based or solved only on 
thought (intellectual) operations. It includes emotional activity, i.e. fantasy, 
as the person who solves the art problem engages emotionally (reliving the 
issue) and intellectually (trying to solve it – trying to get to know it). We cite 
some examples of art tasks designed with a focus on the problem, along with 
methodological approaches that encouraged the exploratory learning, multi-
layered experience and creative artistic expression of students and artists. 
One may conclude that problem-based learning and teaching in the expe-
riencing and shaping of an artwork process should become an educational 
standard and included in the entire educational vertical (from kindergarten to 
college). This is because it encourages children and students to engage in lat-
eral thinking, emotional learning and creative expression. It strives to estab-
lish an equilibrium among the cognitive, affective and psychomotor domains 
of the human personality and activity, distorted for decades in the teacher-
directed teaching method.
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Introduction 

During the past fifty years, in the scope of pedagogical and psychological 
sciences, new reflections, research results, and theories have emerged that 
explain the nature, processes and outcomes of learning in a new way. Here 
we highlight the following: constructivist learning, which foregrounds the 
subjectivity of knowledge, and the learner constructs it in interaction with 
the environment through experience (Matijević, 2017; Pivac, 2004), multiple 
intelligence theory, which involves different patterns of intelligence (Gardner, 
2005, p. 7) and curricular theories based on learning educational standards 
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along with students’ competencies (Bašić, 2007), the results of educational 
neuroscience that have so far produced twelve principles of brain and mind 
functioning concerning learning, known as the Twelve Principles of Natural 
Learning/12 Principles for Brain-Based Learning (Cain & Cain, 1991; Matijević, 
2017). Among the above principles, the emphasis is on the formative role of 
emotions in learning.

The criticism of traditional frontal teaching-presentation and appreciation 
of new considerations, research results and theories are common among all 
pedagogues and psychologists who are prone to constructivist thinking. This 
has resulted in the inclusion of the classroom project and research teaching, 
various forms of experiential learning inside and outside the classroom, and 
teaching scenarios in which the students are more active than the teachers. 
One of the most modern forms/concepts of teaching that resists teaching-
demonstration teaching is problem-based teaching. Rosandić (2005, p. 219) 
states that “problem-based teaching is an appropriate didactic-methodical 
system that opposes lecture-reproductive teaching formations and finds its 
theoretical starting point in the theory of project-based teaching (Ameri-
can project-method). As an ingenious system, it started its application in 
the 1960s”. Terhart (2001) believes that the main feature of problem-based 
teaching is the discovery learning that takes place through the given in-
formation transfer process, and one may describe it as a problem-solving 
process. In traditional teaching-demonstration teaching, the teacher plans 
the lesson, and thus sets out the order of teaching steps. The sequence of 
teaching steps is determined and realised by that plan (use of the board and 
audio-visual aids, questions, repetition and corroboration). Organisational 
forms are planned (frontal teaching, group teaching, individual work); evalu-
ation of the transferred knowledge is included beforehand in the curriculum 
(standardised tasks, tests, assessment). Contrary to lecture-demonstration 
teaching, in problem-based teaching the teacher needs to rely on the stu-
dents’ interest to perform research. They thus create an atmosphere that 
supports the students’ interest, using different sources of information and 
experiences. The organisational form is flexible, as it includes informal so-
cial contacts during classes. The teacher uses the available time flexibly, and 
continuously evaluates the students’ results individually, therefore accept-
ing a high degree of diverse knowledge and using oral and written reports. 

From the research conducted by Matijević (2017) among first-year students 
of teacher training in Zagreb, Petrinja and Čakovec, which referred to stu-
dents’ statements about teaching episodes from their previous education 
that they assess appropriate to their interests and motivation for participa-
tion, several important didactic postulates emerged: “it is impossible not to 
learn, every life and school event is an opportunity to learn, the classroom is 
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not the only place to organise interesting, and didactically quality learning 
and teaching events, there are no students who do not like to study, they only 
do not wish to be forced to participate in didactic scenarios in which they 
are not active, school grades are not the only way to encourage students to 
learn, students expect constant changes in teaching media and places and 
strategies of learning (pp. 40-41)”. All these statements, i.e. the results of the 
research, go in favour of problem-based teaching because they indicate the 
importance of active students learning in an atmosphere that supports their 
interests, and they achieve it by discovering, i.e. solving problems.

In the context of this article, it is necessary to try to determine the problem. 
In didactic theory we find different definitions of the problem, and Rosandić 
(2005) combines them, arguing that the problem arises when one encounters 
a definite obstacle. “Therefore, we won’t achieve the goal based on previously 
known ways. Yet, one needs to find a way to overcome it. One needs to apply 
previous knowledge and experience to new conditions in a different, more 
unconventional way, which encourages a series of intellectual operations 
and processes. However, problem-solving requires students’ creative activ-
ity (p. 220)”.

Experiencing artwork: Artwork as a problem 

The art problem arises from the nature of the artwork, from its stratification. 
The work of art contains a unity of various elements, of which only one is 
purely artistic. Focht (1961) emphasises “that the same work can, in addition 
to art enjoyment, provide social, ethical, psychological, religious, economic, 
pedagogical, political, biological, scientific, speculative, and even purely 
physiological values and contents (p. 290)”. Great works of art are energetic 
records that contain symbolic and allegorical messages, displayed more or 
less directly. Due to their layering and complexity, the experience of artworks 
is a specific and complex psychological process. It includes primary, anthro-
pological sensitivity to shapes and colours, i.e. elementary visual signs (e.g. 
position and character of the line, psychological effects of colours, light-
dark contrast), as well as primary feelings, such as fear, joy, sadness, anger, 
tenderness and so on, but also a particular life experience, cultural habits 
and understanding of visual language (Karlavaris, 1991). Spajić (1989) states 
that the most common early approaches to explaining the complex phenom-
enon of aesthetic experience were based on three different starting points, 
that that aesthetic experience is a subjective emotional response, or an act 
of contemplation, or a perceptual activity. Therefore, Tatarkiewicz (1976) 
proposes a pluralistic conception of aesthetic experiences, within which 
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he emphasises that aesthetic experiences are different in type and include 
experiences of passive (calming and contemplation) and active (enhanced 
sensitivity) character, i.e. those with a marked intellectual as well as those 
with noticeable emotional characteristics. We can conclude that aesthetic 
experience is a complex phenomenon in which emotional and rational com-
ponents alternate (moments of cognition, opinion, interpretation and feel-
ing). Therefore, the art problem is not based on or solved just by thought 
(intellectual) operations. It includes emotional activity and fantasy, because 
the person who solves the art problem engages emotionally (experiencing 
the difficulty) and intellectually (trying to solve it - getting to know it).

Figure 1
Julije Knifer, Meander, 1960

Looking back at Julius Knifer’s painting, Đuro Seder expressed his experi-
ence of Knifer’s work on one occasion. Although Knifer was one of his best 
friends, his painting was not close to him personally, but he emphasised that 
he had very good at rhythm and tectonics. Seder believes that the point of 
this painting is an expression of Beckett’s hopelessness, the repetition of 
destiny without beginning or end, a movement with no catharsis. It is not 
even a tragedy, but only a duration, which he strikingly expressed in the ut-
most simplicity, Seder concluded.

Prstačić (2007) points out that in the aesthetic messages that works of art 
send us, we find contents compatible with the perception of our existence 
on a psychodramatic, prophylactic or therapeutic level, or even both lat-
ter ones. Confirmation of this can be seen in the photographs of the emo-
tional reactions of visitors to the famous exhibition/performance by Marina 
Abramović, entitled The Artist is Present and held in 2010 at the Museum of 
Modern Art in New York.



problem-based learning and teaching in the process of experiencing and creating an artwork 111

Figure 2
Marina Abramović, The Artist is 
Present, MoMA, New York, 2010

Figure 3
Portraits in the presence of M. Abramović, 
Marco Anelli, MoMA, New York, 2010 
(emotional reactions of some visitors to the 
exhibition)

Asking himself why one generally creates art and what it means to him, Hick-
man (2005, p. 148) concludes that art is not significant just for the sake of art. 
Nevertheless, it is essential for the sake of the psychological and social health 
of people and of society as a whole. Art, however, is not as important as the 
people whose lives it enhances. Essers (2007, p. 56) cites the statement of 
the painter Henri Matisse: “I search for the art of balance and purity, for art 
that neither disturbs nor confuses. I loved it when exhausted people, stressed 
people, and the broken ones would find their peace and serenity while looking 
at my pictures.” This statement makes us conclude that the famous artist, 
reflecting on his work, came to a similar conclusion, believing that art must 
enrich human existence.

Due to the multiple messages of artworks and individual aesthetic respon-
siveness to several artworks, de Boton and Amstrong (2013) suggest reor-
ganising the usual representative artworks’ arrangement in museums and 
galleries, which are presented for the most part through stylistic/historical-
artistic sequences, according to therapeutic vision. Such a reorganisation 
requires that individual parts or floors of a particular museum, such as the 
Tate Modern in London, focus on the importance of the emotional rebalance 
driven by the carefully selected artworks. Furthermore, de Boton and Am-
strong (2013) list the seven most significant therapeutic functions of fine art, 
relating to the arousal of memory, hope, sadness, balance, self-understand-
ing, growth, and gratitude. 
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Figure 4
Cy Twombly, Panorama, 1957

Figure 5
Cy Twombly, Sunset, 1957

We suggest two selected works by the American painter Cy Twombly, a 
representative of Abstract Expressionism, as exemplary artworks that can 
stimulate emotional rebalance concerning dealing with and gaining a better 
understanding of oneself. One can experience them as a representation of 
the two ultimate human inner moods in their daily changes.

Bognar and Matijević (2012) point out that the experiential sphere is an essen-
tial aspect of education. Unfortunately, in today's intellectual school it is most 
often neglected, where one analyses artworks instead of experiencing them 
and expressing the experience. The authors conclude that by emphasising the 
experience in teaching, one opens space for a neglected teaching dimension.

Problem situation – the starting point for experiencing and shaping 
a work of art

The problem situation represents the initial but also the crucial phase in prob-
lem-based teaching in the field of art. It begins to manifest the experiential-
cognitive activity of students in the face of an art problem (difficulty, unknown) 
that seeks a solution. The problem situation has a grasp on the opposition of 
different views of the art problem, the contradictions that need to be resolved, 
the questions that require answers. Placing the art problem in the focus of the 
student's occupation requires noticing the complexity of the elements that 
need to be discovered and creatively transposed into a new artistic reality. The 
art problem is seen as a multifaceted phenomenon that creates different as-
sociations, emotions and thoughts, depending on the sensibility, maturity and 
education of the student. To shape new possibilities, to find a solution away 
from the expected, de Bono (2011) suggests using so-called lateral thinking or 
parallel thinking. He considers it contrary to the traditional way of thinking, i.e. 
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learning and teaching in which one takes conclusions without questioning, se-
lecting and creating new possibilities. Using a parallel or lateral approach, one 
may view the problem from different aspects, which do not exclude but strive 
to find new solutions. Lateral thinking consists of six different perspectives 
to some – in this case, artistic – problem. According to Bognar and Dubovički 
(2012), these approaches include viewing the problem as a process, approach-
ing it emotionally and intuitively, gathering the necessary information, examin-
ing the difficulties and dangers, but also the opportunities offered by change. 
The result is the formation of different perspectives and a way to step out of 
the usual way of thinking, and it originates from encouraging and developing 
creativity, understood as meta competence.

In problem-based teaching, as Rosandić (2005) points out, problem-solving 
takes place in stages. The first phase features spotting problems, which in-
cludes the experience of difficulties and doubts, discovering the relation-
ships and peculiarities that contain the problem (emotional and intellectual 
tension, cognitive curiosity and preoccupation with the problem). The next 
phase is the problem analysis, a closer definition of the problem and the 
search for ideas and knowledge that would help solve it. The creative reac-
tion will follow, i.e. attempts to solve the problem, choosing the path that 
leads to the solution, alternative courses, comparisons. The last, i.e. fourth, 
phase consists of argumentation and judgment about the work of art, and 
thus the problem is solved. The same as with problem-teaching, in which 
problem-solving operates in stages, the encounter with a work of art, since 
it contains an art problem, takes place gradually, through its experience, 
i.e. the method of aesthetic transfer (Duh & Zupančič, 2011). According to 
Krathwohl et al. (1964) and Pranjić (1997), a person first comes to a phenom-
enon with the perception of spontaneous receiving, followed by a reaction 
to the phenomenon or analysis of form and artistic syntax, i.e. responding. 
A person then comes to an attitude that requires inner concentration and 
includes feelings and associations, i.e. valuing. Afterwards, they come to the 
systematisation of attitudes or analysis of the content of the artwork. Here 
one attempts to grasp the meaning, the spiritual transformed into the visual 
(organisation). The last stage of the encounter with the piece of art is the 
characterisation according to attitudes. This is the establishment of the re-
lationship between the artwork and the observer (characterisation).

Based on many years of teaching in an art school, Salazar (2015) cites four 
significant pedagogical experiences that encourage student activity, pro-
mote lateral thinking, and contribute to problem-based teaching planning. 
Firstly, he points out the importance of the physical space, which struc-
tures the area in which one holds classes. Salazar advocates the circular ar-
rangement of benches, seats, and easels on which students will create their 
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artworks. He believes that in this way the students will feel together, they will 
be equal, and the teacher will be part of the group. He will monitor their pro-
gress and encourage them to engage in discussion. Secondly, Salazar states 
the importance of the role of teachers in structuring the creative process. 
They must be present and available to the students at all times, encourage 
dialogue, include anecdotes and personal experiences in conversations, and 
have a warm tone and speech. Thirdly, Salazar emphasises crafting learning 
experiences, according to which the most important thing is to free students 
from the fear of error. One should encourage them to sketch and produce 
ideas and their deconstruction, and teach them to think forwards and back-
wards, which is a new way of thinking for students and gives the teacher an 
insight into their ideas and concepts. Finally, the fourth positive pedagogical 
practice refers to introducing students to the work and success of contem-
porary artists, to show some examples of successful artistic careers.

Three examples of problem-designed art tasks

We present three examples of art tasks designed starting from the problem 
and methodological approaches that encouraged the exploratory learning, 
multi-layered experience and creative artistic expression of pupils, students 
and artists, in this chapter.

Experience of an artwork as a problematic art task

In designing a student performance of an art class in the sixth grade of pri-
mary school, we decided to use selected artworks as a stimulus for the ar-
tistic expression of students’ emotions (Pivac & Ivelja, 2009). The teaching 
topic referred to the surface, and students had to adopt the painting texture 
concepts and painting manuscript. The teaching process lasted 90 minutes, 
and three reproductions of works of art (Starry Sky, 1889 by van Gogh, Water 
Lilies, 1917 by Monet and Scream 1893 by Munch) were used, on which focused 
research was conducted, studying and discovering the focal concepts. The 
students discussed their impressions and experience of each work of art. 
The questions encouraged them to read and experience each work in many 
layers, to feel and decipher what lies behind the sign, the meaning it has. 
The students verbally described which of the selected works of art had a 
frightening effect on them, which calmed them and why. They shared their 
experiences related to the emotion of fear. Moreover, this was not diffi-
cult for them because children, such as these younger students, primarily 
experience the world that surrounds them, including works of art, through 
their emotions (Tacol, 2003; Bukovec & Potočnik, 2019). When their words 
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became insufficient for verbalisation, we asked students to artistically ex-
press the experienced and lived fear with their painting handwriting, free 
choice of colours, textures, signs in the tempera painting technique. Expe-
riencing selected works of art and facing their messages, especially those 
related to the emotion of fear, was a problem for the students, which they 
solved individually, creating their own works of art. 

Figure 6
Students’ artistic expression of 
fear with the symbol of a mandala

Figure 7
Students’ artistic expression of fear as 
figurative composition of a weather 
disaster, like the sinking of a ship

The student’s artistic responses, i.e. the artistically expressed and interpreted 
emotion of fear, are stimulated and individually transferred in communication 
with the work of art. Their expression of fear abounds in symbols ranging from 
figurative depictions, decorative solutions to almost complete abstractions. 
In addition to the artistic and aesthetic achievements of individual student 
works, some of them provide us with an insight into the inner world of the re-
cipient-student, so one could potentially read them on a projective level. The 
appearance of variegation or isolation of the human character that appears 
in the artistic expressions of a boy and girl who is less socialised and accept-
ed than other students in the class is significant. We intended to emphasise 
the importance of the emotional experience of artworks that arises from the 
complexity of the phenomenon of aesthetic experience and the layering of 
artworks by this unusual approach to the use of artworks in the teaching of 
art culture. Such an approach provided students with a completer aesthetic 
experience that not only engaged them in solving the art problem, but also 
encouraged the students to empathise, communicate feelings and artistically 
express emotions through confronting the individual problems contained in 
works of art. It is just like what the famous German pedagogue Hartmut von 
Hentig (1997, p. 210) points out, stating that […] “at all levels and in all subjects, 
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schools today must find time and space to discuss students’ feelings, thoughts 
and moods, work on them and analyse them. In the long run, this educational 
value is worth more than necessarily meeting the cognitive learning goals.”

Reinterpretation of an artwork as a problematic art task

In 2000 the curators of the National Gallery in London organised an exhibi-
tion entitled Encounters: New Art from Old (Morphet & Rosenblum, 2000), de-
signed around a captivating and challenging art project. They invited twenty-
four contemporary artists who had the opportunity and task to select one 
artist and their artwork exhibited in the gallery. Later, they had to make an 
experience with the chosen work and its creator and reinterpret it. Through 
this dialogue, a new art emerged from the original, the old one. Each artist 
chose an artwork with which they established multi-layered communication 
and transmission of various messages, not only aesthetic but also emotional.

Figure 8
J. M. William Turner, Sun Rising
Through Vapour: Fishermen cleaning 
and selling fish, before 1807

Figure 9
Louise Bourgeois, Cell XV 
(For Turner), 2000

The statement of the artist Louise Bourgeois, as reported by Morphet and 
Rosenblum (2000, p. 59), testifies to this: “The air, light and water that Turner 
portrays in his paintings become abstracted because of their elusive quality. 
But our emotions are equally elusive. A person can oscillate between calm-
ness, like the setting of the sun, and turbulence, like the raging of a storm at 
sea. Though my art is different from Turner’s, I am able to identify with his 
work and to fully appreciate him.” The sculptor is fascinated with how Turn-
er, in his painting Sun Rising Through Vapour: Fishermen cleaning and sell-
ing fish, portrayed something that eludes, which is elusive, and is created by 



problem-based learning and teaching in the process of experiencing and creating an artwork 117

mixing air, light and water. To Bourgeois, this is similar to the variability and 
elusiveness of our emotions. In her encounter with Turner’s work, Bourgeois 
solves the artistic problem contained in it, identifying with what she sees as 
the atmospheric and emotional meaning of the painting. After that, she ap-
proaches the creative process of reinterpretation of Turner’s painting, also 
a problematic art task, the origin of which arose from her personal experi-
ence of the painting, i.e. her emotional identification with the content of the 
work. The creative process of shaping an artwork is deeply problematic, for 
the artist goes through the preparation, research, development and expres-
sion of an idea or ideas and reflection on the resulting work. In the sculp-
ture Cell XV (For Turner), the artist expresses the relationship between water 
and light, universal symbols of life and creative energy, combining different 
contemporary materials (aluminium, iron, glass, mirrors, water and electric 
light) to accommodate Turner’s painting emotionally. 

Figure 10
Pablo Picasso, Woman in Hat and 
Fur Collar, 1937

Figure 11
Ana Marija Delalle, Woman from 
Market, 2018

The reinterpretation of Picasso’s work Woman in Hat and Fur Collar as part of 
the methodological exercises created by Ana Marija Delalle, a student of the 
Academy of Arts in Split, is also engaging. This exercise included a problem 
task enclosed in the reinterpretation of a work of art of one’s choice. Moreo-
ver, the student’s reinterpretation is associative, as Delalle photographed a 
saleswoman at the Split market, since the woman and her surroundings re-
minded her – in terms of colours, shapes, composition, rhythm of surfaces, 
and contrast – of the famous painting by Picasso. In a broader sense, Delalle 
uses humour and refers to the role, position and aesthetic canon of an ordi-
nary woman – a saleswoman from the market, bringing her into correlation 
with Picasso’s aesthetic ideal.
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Problem situation in art culture teaching and problem-designed art tasks

A valuable example from teaching practice, articulating the problem situ-
ation in the teaching of art culture and problem-designed art tasks, is the 
realisation of the teaching theme shape and colour in the eighth grade of pri-
mary school realised by Dajana Džafo, an Academy of Arts in Split student, 
in 2018. The crucial concepts that students needed to explore and adopt 
were industrial design, function, and applied art. They were expressed in a 
combined technique of collage (newspaper clippings) and tempera, and the 
artistic stimulus, i.e. the motif, was: Clock - a moment in time. The teaching 
process lasted for 90 minutes. The student started creating a problem situ-
ation by talking to the students about the lesson and time. She asked them 
what the clock showed and what time means to them. A discussion devel-
oped in which some opinions complemented each other and others clashed. 
The students agreed that time never stops, it passes forever, but within that 
trajectory we all have moments to remember. Džafo motivated them to recall 
some of their moments from the past. Why were they important to them, 
why did they remember them? Then she announced that she would use illus-
trated cards from the board game Dixit) as a starting point in designing their 
artwork. This intrigued the class, created additional tension within the prob-
lem situation. She explained to them that the cards would be arranged on a 
table with the front facing up so they could see the pictures on the cards. 
Each student would choose two cards to help them show a moment in the 
future. The students thus imagined something they wished for in the future, 
whether real or imaginary, decided to realise an idea, look for a solution by 
combining selected art techniques and materials, and finally fixed the se-
lected moment in an artwork, each solving the art problem in their own way. 

Figure 12
Painted cards from the Dixit board 
game

Figure 13
Artworks of eighth grade students, 
Clock - a moment in time
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Figure 14
Solving an art problem and shaping 
ab artwork

Figure 15
Artwork of an eighth grade student, 
Clock - a moment in time

We arranged for the creation of artworks that would be part of a functional 
object, and thus that the students would design the surface of a clock on 
which the hour and minute hands move. After the artwork was finished, they 
incorporated the clock mechanism into the work in the intended place. We 
also developed the idea that the students would receive the artwork that 
they made in the lesson as a souvenir. The students were hugely motivated 
by this, and interested in creating their art solutions. They did not copy the 
scenes from the board game’s cards, but instead these helped them to relax, 
to comprehend the art task as a game with many possibilities. At the same 
time everyone realised only one of these possibilities, one idea, by combin-
ing newspaper clippings with colour accents to obtain an unusual, original 
solution. During the evaluation process, which included self-evaluation and 
peer evaluation, the students’ genuine satisfaction with this approach was 
evident, because it released them from the fear of failure, allowed them to 
turn from the rational to imaginary, and encouraged them to explore art and 
creative expression.

Conclusion

Many significant types of research in the scope of pedagogical and psycho-
logical sciences preceded the change in the old paradigms of learning and 
teaching, along with today’s understanding of educational neuroscience. 
The new learning and teaching paradigm promotes a departure from tradi-
tional frontal and demonstration teaching, and requires teaching scenarios 
in which pupils/students are more active than teachers. One of the most 
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famous forms of teaching that oppose the traditional approach is problem-
based teaching. 

The starting point of designing problem-based teaching is precisely the 
problem itself, which is the creation of a problem situation. Therefore its so-
lution requires the students’ creative activity. Problem-based learning and 
teaching in the scope of art education have their own specific characteris-
tics, because one needs to perceive them in the complex process of experi-
encing and shaping an artwork. A work of art, due to its layering, represents 
an artistic problem for the one who shapes (creates) it, as well as the one 
who perceives, experiences and interprets it. 

These examples of art tasks – designed as problem-based and methodologi-
cal approaches that stimulated research into the multi-layered experiences 
and creative artistic expressions of students and artists – confirm that prob-
lem-based learning and teaching in the process of experiencing and shaping 
an artwork should become an educational standard, and part of the overall 
educational vertical. The benefit of such studying and teaching is manifold, 
as it encourages children, pupils and students to engage in lateral thinking, 
emotional studying and creative expression. In other words, it strives to es-
tablish a balance between the cognitive, affective and psychomotor areas of 
human personality and activity (Tacol, 2003), which has been disturbed for 
decades, especially in the context of frontal teaching practice. 
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