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ABSTRACT

Problem

The purpose of this study was to determine if directed observation
lessons .in figure drawing would improve the drawing ability aﬁd'éatis—
faction witﬁ drawing of grade seven students. The literature revealed

that the drawing developmené of most people is arrested at adolescénce,

. during which period individuals often become dissatisfied with the

results of their drawing activity. The human figure was determined to
be the most popular subject and a realistic mode of representation, the

most desired technical achievement of adolescents.

Procedures

A pre-test, post-test with control group dgsign was uséd.
Exﬁerimental and control groups were randomly selectgd‘aﬁd'randomly
assigned. Pre- and post~tests were given‘inhthe forﬁ of an‘unassiéted
drawing from a standing figure. The control group received a series ;f
lessons, typical of drawing instruction in junior high school, iﬁvolving‘
a variety of drawing activities and model poses. The éxpé;imeﬁtal group
réceived a series of lessons comprising sequentially ofdefed drawing
tasks designed to direct attention to large shaﬁe relationships before
details while involving perceptual training techniques; A satisfaction/
diséatisfaction scale adapted from a study by Lienard was used by the.
subjects to determine the‘relative amount of satisféctiqn the finished‘
drawing gave its producer. A panel of fi&e‘expert judges used an |
evaluation guide,rdeveloped by the researcher, to grade the drawings on

five criteria indicating dimensions of accurate drawing. The data
| ‘ 111



comprised six covariates and six dependent variables. Measures taken on
the five criteria for accurate drawing and satisfaction on the pre-test
served as covariates, while measures taken on these variables in the'
post-test were the dependent variables. These data were analysed using

the technique of multivariate analysis of covariance.

Findings

The'muléivariate F—rétio test revealed group differences éxisted
on oneé or more of the dependent variables'congidered simﬁltanéously
(p < .002). Step-down analysis indicated that inétruétion brodﬁced
significaﬁt diffefences in favour of the experimental‘grpup 6ﬁ'thé
criterion variables of proportion and satisfaction. Satisfaction and
ability total scores were positively correlated (p <"05)‘on'the post-
test for the control group and for both groups combiﬁedl Increases iﬁ
satisfaction were thought to be stimulated by the higher level of

realism in subjects' drawings.

Implications

Implications:for educational practice were that'étudents in grade
seven should receive directed observation lessons in figuré drawing in
order that they can achieve the "realism" desired by themselves.
Teachers may use the teaching strategy described'in the study in order to
Aevelop in students the ability to make drawings that are more accurate
in te?ms of proportion. Because drawing is basic to many“aépects of the
art education curriculum,xskillS‘acquiréd may benefit tﬁe student in

other areas of art.
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CHAPTER I
INTRODUCTION TO THE PROBLEM

Responsible teachers of art in junior high schools inevitably
become concerned with the difficulties of teaching studénts who,
Vfrequently, are experiencing,increasing dissatisfaction with the results
of their work. Together with dissatisféction also comes a "drying up"
of students' aesthetic fluency and a subséquent degeneration of their
visual symbols.

This phenomenon has been frequently reported in the literature.
Harry S. Broudy! suggested that at about age twelve thg creator is no
longer satisfied with the results of his efforts. In fact, Broudy
speculated, every individual in every aesthetic medium regches a
critical time when either techniques have to be qultivated consciously
to keep pace with expressive needs or the ﬁedium will be abandoned.

Obviously, examination of this problem in terms of the universal
sense of "art" was not possible. In this study, the relationship of the
above problem to drawing, an art-related activity, was examined.
Drawing, however, may be regarded in the art program as either a
vehicle for the creative expression of the child or as a means of
developing perceptual skills and strategies employed in recording
realistic visual images. Both motivations for drawing should exist in'
the art program. For the purpose of this thesis, the latter meaning is
intended unless otherwise indicated.

In the literature there are many references to the degeneration



of visual symbols,in adolescent drawing. Betty'LaerHorovitz, Hilda
Lewis, end Marc'Luea haye explained how ﬁhis deterioration oceursf Once
the child has fully developed his schemata:and feels there is no more

he can add or improve, he begins to draw in an almost "automatic"
fashion. He will draw with increasing rapidity and carelessness causing
his symbols to degenerate. iThe drawings become dull and ugintepesting,
and his images lose fofm, aecuracy, and character. This state of
automatism must be overcome within a relatively short time or staénation
may lead to a permanent regressipn.2

'The problem faced by the art teacher in this situation ie obvious.

Is there a teaching strategy that will allow the student to centinue to
",deveiep the quality of his imagery during early;adolescence in a manner
that is satisfying to him? A search of the literature reyealed many
suggestlons that may be aligned with one of two alternete philosophies
regarding mode of instruction.

The teacher may accept the theories of the developmentalists and
expend his energies in soliciting expected" imagery from given
developmental'stages, or he may strengthen and broaden the abilit§
range in his cherges.through an educational program based on the
structure of the discipline. Edmund B. Feldman criticized‘developmental

'theory when he elaimed that the fact that children normally create
imagery of a certain type, at a certain etage of their development,
does not mean that the art curriculum should be devoted mainly to the
production of such imagery.3 He also maintained that developmental
theory contained no inherent justification for teaching as it eqeates

artistic expression with a pattern of development which would occur



just as well in the absence of teaching.“

If this theory is accepted perhaps it is not unreasonable to
speculate that occurrence of expressive inability and dissatisfaction
during adolescence results from teaching according to developmeptal
theory.

Broudy displayed concern with this question of satisfaction and
expressive inability éhen he made.the observation that sometedﬁcators
ﬂave elevated the artistic originality and facility of children to the
position of‘an educational principle.5 Iﬁ order to prolbng this
principle no requirement other than the satisfaction of the creator is
expected. There is nothing wrong withrthis i@ea, Broudy said, so long
as the creator is satisfied. He also pointed out, however, that with
age the distinction between fantasy énd réality becomes cieargr and the

symbols that adequately served the five-~year-old probably would not be

satisfactory for the twelve-year-old.®
STATEMENT OF THE PROBLEM

The purpose of this research was to answer the folloWing‘major
question: |

Once the student has begun to experience dissatisfaction with

drawing, is it possible for the teacher to remew satisfaction

through‘instruction relevant to the adolescent's desires and

preférenceé?

This m;jor question was broken into three smaller and more
specific questions:

1. Does a change in the‘satisf&ciion of grade seven students



with their drawing ocecur after. a seﬁies of directed
obscrvation lessons in figure draming?r

2. Does a change in the ability of grade seven students to draw
accurately from a model occur‘af%er a series of directed
observation lessons in figurehdrawing?

3. Does a relationship exist between the two variables,

satisfaction and ability?
IMPORTANCE OF THE STUDY

The question of selecting an appropriate teaching strategy for
students who have reached the most critidal stage of aesfhetic develop~
ment is of major concern to teachers of art in junior high schools and
to many leading art educators. Several writers have reporte& the.
difficulfies inherent in this question, but little has been contributed
by way of specific accomplishment in the field of curriculum development
or in the formation of teaching strategies designed to‘accommodate these
difficulties. |

Kenneth Lansing expressed concern regarding art Eurriculum
generally when he observed,

Probably the area that most urgently needs to be‘studied is
curriculum development. We need to work with experts in drawing,
painting, printmaking, sculpture, crafts, art history and aesthetics
to develop sequential programs in each of these areas from kinder—-
garten through the high school.”

it Was‘hoped the results of the éresent study would indicate
that a relationship exists between drawing ability and student

satisfaction with drawing at the grade seven level. Also, it was

anticipated that the teaching strategies employed in this research may



provide curriculum bullders with some concrete aid in the development of
a drawing program which accommodates the difficulties of dissatisfaction
with drawing and the corresponding declining quality of visual symbols

employed in the art work of young adolescent students.
ASSUMPTIONS AND LIMITATIONS

The following assumptions have been based upon information
reported in the literature. They constituted important underpinnings of
the research:

. 1. Grade seven students have the desire.to draw the human figure.

2. Grade seven students have the desire to chanée their drawing
abilities in order to be able to render images representing a higher
lével of development than that at which they are now situgted.

3. Due to the gap existing between conception and execution,
grade seven students have begun to experience some frustration with
drawing.

4. Chénges in the drawing ability pfrchildren can be measured. -

5. Satisfaction or dissatisfaction of students may be
measured by response to written statements.

The following limitations were recognized:

1. Drawing subjects were restricted to the human figure. The
literature suggested this theme as being the one most commonly preferred.
Obviously other subject matter could have been used but it is reasonable
to expect that drawing strategies employed in representing the figure
are generalizable to other drawing stimuli.

2. To the best of the researcher's knowledge only one instrument



has been developed for the purpose of measuriqg student satisfactioe with
aft work.8 The valfdity and reliability of satisfaction scores obtained.
was necessarily limited by the nature of this instrument..

3. Materials for the experiment were restricted to 3B pencils
an& 18 inch by 24 inch drawing paper, to avoid confounding the data with

responses produced by particularly unusual materials.
DEFINITION OF TERMS

Some terms used possessed a particularity of usage which must be

made explicit here:

Adccuracy in drawing. The closeness with which the relationships
and .proportions of the component parts of a drawing approximate the

appearance of ;he model from which the drawing is made.

Drawing. The process of making marks on a surface to form lines,
tones, and textures in order to obtain an image of a perceived object,

using media with value ranges from black to white.

Drawing strategy. The process of selecting the most ‘suitable
combination of drawing skills from a store of previously learned
operations for the purpose of solving the problem posed by the complex

elﬁster of relationships which are perceived in any drawing'situation.

Sequence. A succession of experiences in a subject field, each
of which builds on and is determined by the preceding 6he; requires the
clarity of the elements of a subject on which to base the sequence which

is developed irom the concrete to the abstract; each level demands



increasing intellectual rigour on the part of the learner.®

Perceptual development. Increase in the ability to utilize the
visual information located in the contours of objects in order to

produce representational drawings of these objects. 10

Perceptual training. "Instruction which develops the ability to
observe and respond selectively to visual stimuli. For the purposes of
this study perceptual training exercises will direct attention to

|
visual cues located in the contours of forms,"11

Satisfaction. The feeling of gratification attriButable to
stimulatioﬁ generated by the subject's own drawing.

In dealiﬁgrwith student satisfaction in drawing,dthis inﬁesti—
gation touehed upon one aspect of "attitude." H. C. Triandis
exaﬁined the definitions of many attitude theotists and has concluded
that attitudes are comprised of three major compoﬁents;

1. a cognitive component (the idea)

2. an affective component (the emotion which charges the idea)

3. a behavioural component (predisposition to action)!? -

This study was concerned with attitude in that student satisfac-
tion with drawing would give an indication of attitude. It would do
this since "satisfaction" may be regarded as an eiement‘of the affeetive
'comoonent of attitude. Triandis claimed,

_ If a person "feels good" or "feels bad" when he thinks about the
category [the idea] we would say that he has a positive or negative
affect toward the members of this category.l3

Therefore, if a person "feels satisfied" or "feels dissatisfied" upon

thinking about a category it follows that this reaction is also an



indication of positive or negative affect.

Technique. Use of the drawing instrument in such a manner that

its range of image-making qualities is aptly empléyed.
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CHAPTER II
REVIEW OF THE LITERATURE

The material in this chapter is diVided into three sections,
each dealing with empiricalﬁresearch and'theoretical'material. - The
first section deals with literature relaged to the drawing ability of
young adoleséents; the second covers student satisfaction and prefer-
ences in drawing, and the third discusses methods of inducing ghangé in
student drawing ability.

THEORETICAL MATERTAL RELATING TO DRAWING
ABILITY OF YOUNG ADOLESCENTS

Whenever art activity of the young adolescent has been discussed
in writings of tﬁé majorrart educators,fexéfessions Suéh as "stiffness,":
"lack of spontaneity," "increasing self-consciousness," "frustration,"
"increasing self-criticism," and so on appear with monotonous regularity.
There seems to be a general consensus regarding an‘oﬁerall ability
p?oblem encountered by the adolescent as he énters puberéy;

Harry S. ﬁroudy referred to this difficulty in general terms
when he claimed that aesthetic activity for most people is arrested at
the level of adolescence due, in large part, to the lag of techniques
behind expreséive needs and the pressure of socially unavoidable
stereotypes.!

Elliot Eisner éupported Broudy's generalization in termé related
“specifically to dfawing. He referred to the findings.of Goodenough,
Harris, and Lowenfeld who all pointed out that children's ability to

10
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draw or palnt does not develop much after adolescence except in the case -
where teaching or self-instruction has taken place. This occurrence is
not surprising, Eisner suggested, as the ability to draw well is a
comolex skill and there 1s no good reason to assume that such skill
should developron its own. Most complek skills, in fact,‘develop only
S0 far under the natural conrse of ordinary experience.zi,\ |
Helen Diemert suggested one cause of the adolescent drawing
problem could be the traditional use of linear symbols in student

3 She observed that as children advance from the symbolic

expression.
stage of their development they become concerned with achieving greater
realism in their drawings. They experience a need to find ways of

arriv1ng at convincing results that reveal more detail and variety than
!

they can achieve with bold 1inear symbols.r The difficulty of the linear
approach may be best understood when one considers the complex mental
processes involved in such effort often leading to disappointment and
frustration. |
Vincent Lanier saw an increasing facility for critical ewaluation
during adolescence‘as another reason for restricted expressive behaviour
during this period. 1In soeaking about characteristics of the adolescent
he‘said,
1. Along with the burgeoning intellectual and manipulative
ability, the adolescent greatly increases his aesthetic sensitivity
in this period. Properly guided he has a growing capacity to respond

to works of art of all types and on a high level.

2. On the other hand his own productive behaviour is most often
restricted--particularly in the starting years of puberty--by a
rigorously critical attitude. What seventh grade teacher has not °
heard a comment similar to "I can't even draw a straight line!"
from her pupils? Most frequently, this critical attitude is .
directed towards representational skill in the areas of drawing or
painting.



Daniel Mendelowitz espoused views which concur with those of
Lanier. He referred to the increased intellecgual maturity of adolescence
which, he pdinted out, allows a more sustained'span of interest and a
more independent and disciplined approach to acquiring knowledge and
techniques. The teen-ager, when personally interested, is capable of a
sustained and systematic enquiry into fields like figure drawing and
human anatomy. |

Mendelowité, however, also testified to the awkwardness and
naiveté in drawing of the adolescent. - Therstudent willvoften attempt
‘drawiﬁgs ;f subjects, such as animals, figures,and self pbrtraits,rwhich
lie beyond his raﬂge of abilities and the results of such effort‘are.
subsequently regarded critically by the creator. Upon finding
dissatisfaction with this, Mendelowitz sﬁggested that ﬁhé‘studéht will
often turn to memory drawings or landscapes, street-scenes, and still-
lifes.S

The inference of Mendelowitz' writing is that the adolescent
should receive instruction in drawing skills iﬁ order that his aBilities
may match expressive needs in this discipline.

John Michael referred to adolescence as a "eritical period" in
the aesthetic developmen£ of the student. It is during this critical
period, Michaellwrdte, that, | |

. . . the individual rejects the conceptual representations of his
childhood and struggles against the mixture of coriceptual and
perceptual characteristics of his art work during the later stages
of pre-puberty.® ‘1 " ‘

It is during adolescence that the student develops‘ffom the

"uninhibited, unawatre reactions of the child to the critically aware

reactions of the adult.". From this point on the individual tends to
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rely upon a dlrect use of perception, or drawipg what he“sees, rather
‘than relyiug ubou concepts, or drawing what'hefknows;7

Michael intimated that the strong tendeuey'of‘the‘adqlescent to be
critical of his iuaginative activity tenus'to cause him to lose confideuce
in‘his creative ability. <Consequently, he seems to express himself less
and less in a visual mafnner..:-8 §

Laura Baﬁnou hae alsoéobserved children becoming increasingly

critical of their work. She suggested that this phenomenon occurs at

~ .

abeut'age nine or ten, at which time children wish tb exblain their
ldeas more accurately and witb greater realism. As*a result,‘the need
for greater skill is felt.

Helen Merritt stated Bannon's proposition.in stronger terms. She
elalmed that no matter what the emphasis of the school art program, -an
rupper-grade child usually imposes the deuand upon himself that his
drawings conform to his own etandards of realism.v.This demand, however,
gets the child iuto trouble because he frequently does not possess the
skill to satisfy himself. |

Merritt suggested the reasons for the incidence of,tbese demands
to be pressures from home and school envirenments uhich focue the
interest of the child more and more towards an ‘accurate érasp of exterual
reality. As a restult the upper grader can no 1onger draw as a kinder—
gartener does because he knows much more about the external world 10

Dale Harris has proposed that the total load of our culture is to
value visual perceptions which imitate the spatlal relationehips of
nature. Consequently, the drawing task for the child becomes a problem

of making such realistic representations. If the child is left to
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develop- the necessary skills by his own erial and error he Qill
genefally become disillusioned and turn from d?awing without ever
learning the nonerepresentative aesthetic values which he could attain
upon achieving the appropriate stage of conceptual development.11 1f
‘Harris' proposition is true, it follows that proper development ef
;drawing abilities in the adolescent could be critical to his future
aesthetic growth. ‘
| Kenneth Lansing called adolescence the period of "ertiseic

decision." During this age the individual.is self-conscious about what
he does, while attempting to represent more abstract andvcomplex
concei)ts.12

Viktor Lowenfeld discussed the art ebility of adolescents in
relation fo two types of individuals who seeﬁ to emerge during this
stage of development. The first he called the "yisual" type, who is
able Eo'relate to realism in his awareness of light and shade, atmosphere,
perspective, and so on. The second type, called the "haptic," is more
concerned with subjective interpretation of experience; |

Both these types, however, develop a critical awareness of the
environment and are interested in the representational outeomefof their
work. The final product must meet the individual's own expectations
for e#pression or else disappointment will result.13 Lowenfeld agreed
with the above writers in his stateﬁent that tﬁis is a critical period
in the individual's artistic development. |

Carl Rééé described the adolescent, like Lowenfeld, as visual or
non-visual, although he called them "reportive" and "emotive." Reed

believed that each type of individual should be motivated differently.
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As well, concern for bodily development by the student duriﬁg adolescence
usually resultg in increased interest in~figure drawing; Reed
recommended vefy careful guidance by the teacher during this period s§
the child Wili not become discouraged by his results:lq

Reéd also made the point that well-planned elementary art programs
should be co-ofdinated@withﬁthe junior higﬁ school art-prdgrams in order
that children coﬁtinue‘theirjinterest in creating fhroﬁghoﬁt adolescence.
" He wrote, -
| If,the eiementary‘program has not képt pace with the develaping :

child, the changes in emotional and mental attitudes accompanying
the physical growth, in early teen years, will cause a wavering pf:
‘the creative powers.

Each of the above writers agreed that'adolescénce is a period of
difficulty in the artistic aevelopment of an individual. iGenerally it
was stated that growth of the child's critical facility seems to produce
an imbroglio for him, in that the gap between aspiration énd ability
éﬁpears to widen. Failﬁre to achieve self-imposed standards of reéiism‘
produces dissatisfgction and possib1y 1eads‘to'eventual abandonment of
the mediﬁm. |

The most common recomﬁendation by theée authors waé deve;opment
of drawing skills during adolescencg. If such.development occurs, it
was felt, the student's ability would more likely match his expressive
needs. However; it was assumed that the reader is éware of the nature
of these skills. . Also, no specificity relating to teaching methodology

was found.
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EMPIRICAL FINDINGS RELATED TO THE DRAWING ABILITY
OF THE JUNIOR HIGH SCHOOL STUDENT

Opinioqs of the theorists, expressed above, are supported by
empirical studies. Few studies have been condﬁcted,specifically for
the purpose of measuring adolescent drawing ability. Studies yielding
"such information generally do‘so by way of incidental reporting.:

Lambert Brittain conducted a study to determine if‘there is a
natural form of art expression for the twelve-to-fifteen-year-old child.
He arranged for a class of forty-two boys and girls to meet over a two-
week period for é two-hour lesson each day. Three teacﬁers were -
involved and the emphasis waé upon a depth apﬁroach. Brittain discovéred
that no common technique of drawing existed. Some of the drawings were
sketchy while others were large and bold. Despite the‘fact that almost
all the students voiced their inability to draw the humanrfigure, a
liking for cartoons and time spené by girls drawing fashion models and
portraits reflécted a continuing struggle with the representation of
pe0ple.16

In a study designed to examine the process of drawiné and the
interests guiding the child as he works, Edward Barnhart!” discovered,
unlike Brittain, that as the student progressed through adolescence his
drawing skill increased. Subjects used in the study were randomly
selected from the Saturday morning open classes a£ the Cleveland Museum
of Art. Fifty-two children were used; their ages'ranged from five to
sixteen years. Each subject drew on a special recording device which
enabled the reéearcher to reconstruct the process employeﬂ by the child

in making the drawing.
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_ Barnhart found there was a change in the style of drawing as
iﬁterest changéd from the symbolic schema to the visually real object -
and scene. It developed from hard outline forms to ldbse; free,
sketchily~-stated and less independent units. As the child gained in
facility, Barnhart found he became able in handling thersketchy -
technique.
| With reference to thelbverall change in ability of the adoleséent,
Barnﬁart wrote: | |

With increasing age the child grew in power to créate an
organized composition in which parts, themselves composed of units,
build up the whole.. This required a grasp of the totality and the
part which each item was to play in it.18

The subjeéts'in Barnhart's study, it must be remembered, were

sé1e¢ted from an exceptional group. A reasonable assumption would be
that children attending the Saturday morning classes from which the
subjects were dfawn'posééssed ability in art beyond tﬁe éverage.'

A study was éonducted by Donald Uhlin to discover if a rglationship

exists between physical development and art expression.ig ‘Hé ﬁsed 143
students who were twelve, fhirteen, of fourteen:§éars of ége. Theée
subjects were classified acéording to physiological growth criteria:
early, average, or late develdping for boys, while girls were classified
as pre-menacheal or post-menacheal (as well as éarly, average, or late
developefs).

Uhlin discovered that adolescent boys produced pporét two-

dimensional work than did girls, were more ?igid and non-linear in art
expfession than were girls, and expressed significantly more humogr than

did girls. Also, more mature adolescent girlé expressed a greater

idealized or glamorized reality than the less mature adolescent girl,
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Charles and Margaret Gaitskell conducted a study aimed at
determining the characteristics of adolescent art.20 They observed two
hundred yéung pééple over a pe?iod of six years. The sﬁbjects were boys
énd girls aged between ten and eighteen. The Gaitskells found that,:
during the years of early adolescence, students became more self-
critical of their work and shbsequentlyliost confidence in their.
ability to make compositionsé :

_‘Early adolescence genérally is a period of frustration and
'deficiency in drawing abili£y, the Gaitskeils concluded. Ihe adolescent
is constantly searchingrfdr:realism, an endeavour whiéﬁ frustrates him
AOubif in that he lacks the skill to produce'realistig representations
.and.his emphasis on gealism seldom produces an artistic xésult.

A later investigation by Helen Ross aﬁq;Martin:Ricﬁards supportéd
the results of the Gaitskell work.2! Ross and Richards attempteq to
determine the developmental changes in d?awings of childrén aged ﬁour
to fifteen years. The twelve hundred subjects were given paper and told
to‘drawrcats or kittens. A scoring system was devised which gave an
indication éf drawing‘ability. The drawing aBility of a studené, it was
foﬁnd, reaéhes a peak between the ages of gleven or tweive, then regresses
to a more childish stylé of drawing. Thé‘tWO researchers hypothesized
thatichildish forms of drawing are due to the crifical attitude that
arrives with puﬁerfy. r

‘ViktorrLowenfeld attempted to discover if a child changes his
relationship to his imaginative concepts as he grows older. He assigned
a topic called "Playing Tag on the School Ground" to elementary through

' high school students. He found younger children represented the humaﬁ
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figure with symbols while oldgr students used representations more
closely related to feality. His conclusion was that, aé the student
grows older (approaches adolescence) he loses his strong subjective
rglationship to symbolism and becomes more critipally aware of’the world
aﬁé himself. Lowenfeld emphasized that the child is likely to lose
self-confidence during this ‘period.22

Each of fhe above stﬁdies, with the exception of Barnhart's,
strongly‘indicated that the adolescent possesses poor drawing ability.
The arrival of a critical awareness of the world and self causes loss
of self-confidence‘and f;ustration. The search for reaiiﬁy resuits in
imposition of standards beyond the range of mediocre drawing skills
which is another factor contributing to frustratioﬁ.

Tﬁat Barnhart's findings did not agree with the others is not
surprising 1if one rememberé that the subjects used by him were selected

from a population interested in art and, therefore,'prpbably talented

as well.

THEORETICAL MATERIAL RELATING TOISTUDENT
SATISFACTION AND PREFERENCES IN DRAWING
Theoretical literature revealed that the human figure is the
most common subject preference of adolescents. Eiliot Eisner felt that
this propensity is not surprising if we assume that children tend to
draw what is most important to them. FEisner reported also that |
frequency distribufions of subject matters used in the drawings of
children showed the human‘figure as being the most popular.23
Carl Reed supported Eisner's comment with his observation that all

junior high school classes will want to spend some time on figure
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drawing. He pointed out, as well, that, because of the stage of

critical development most of the students have reached, they will

" probably become dissatisfied with the results of their Work He

recommended that the teaching approach should not be a realistic,
photographic oné.Z“

;Mendelowitz has found that portraits, self-portraits, figure
sketches, and stylizedior sfnbolic treatments of the human figure are,

the favourite subjects of the adolescent.?3

- Revealed also in the literature was the'interest displayed by the

adolescent in achieving realistic representations of his subjects.

‘Laura Bannon and Helen Merritt, it will be recalled, made.the point in

an earlier section of this chapter that adolescent students impose upon
themselves increasing standards of realism in drawing.

Hilda Lewis carried out several studies concerning the‘relationf
ship of a child's developmental status to picture preferenee. The
results of these studies have led to some generalizations made by Betty

Lark—Horovitz and Marc Luca (with whom Lewis co-authored Understanding

Children's Art for Better Teaching):

Children tend to judge other children's drawings in relation to their
own developmental level. They approve of pictures that are more
"advanced" than their own and judge their quality in relation to the
age of the author of the pictures. If a child judges a picture by a
child of the same age, he will find it ‘good when it surpasses his
own level of accomplishment and will laugh at it and consider it bad
art if the picture is on his own level of drawing.

These authors also reported that from age seven to fourteen

~

children display an increa31ng preference for realism in pictures

together with a critical interest in the content and 1mprovement in

comprehension.27r
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Eisner studied the work of Lewis and reached this conclusion:
A drawing, for example, needs to be only as complex as necessary
to communicate the idea the child intends. Children's work at this
age [pre-school] tends to be pictographic. However, as a child
matures, his purposes expand from not only wishing to represent an
idea but of rendering the forms which carry these ideas in ways
that adequately imitate the forms of the world. When this occurs,
emphasis shifts from pictographic to representational painting and
drawing.g28 ' '

f Elizabeth Harrison copcurred with both preferences mentioned
above (people and realism) by asserting that when very young children
draw people, they are not concerned with realism, but from grade five
onwards, the student begins to understand proportion and wants his
drawings to "look right."29

Edmund Feldman claimed that the adolescent's work reflects two
conflicting desires.‘ The first 1s to expressvwith fluency aﬁd fidelity
_his sensory and affective experience, while the second is to represent
reality as“he‘believes adults see it. These desires are incompatible,
Feldman thought, because the fluency of a child's creative expression
is based on the absence of adult standards of imagery and his inability
to engage in serious self-criticism. Both adult standards and self-
criticism make their appearance at puberty. Consequently, the child
undergoes considerable agonizing in the production of art work during
adolescence. 30

Reed, Banﬁon, Feldman, and others have recognizéd the fact that
the adolescent becomes dissatisfied with the results of his efforts.
Some writers have commented upon the significance of this occurrence in
relation to his overall aesthetic development. Merritt suggested, not

unreasonably, that a child whose anxiety about representation is appeased

:by a sense of achievement is often willing to go further in a creative
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way than the ghild who 18 stymied bgcause'he cannot draw. 3!
Kenneth Lansing sﬁpported Merritt with fhis statement:
If a person has an iﬁterest in making or appraising art but doubts
his own ability to make it or judge it, he is not likely to engage
in that kind of work . . . . If he does produce while lacking
confidence in himself, his work is not apt to be stirring or
persuasive but is likely to appear hesitant, unsure and weak.3?
Lansing also hypotheéizedlfhat'if an in&ividual lacks the
confidence to make artihe isiapt to lose interest in it and turn his
atténtion to other things. This phenomenon, he suggésted, is probably
what happens to a large number of students during the late figurative
stage of symbolic,developmeﬁ£.33 f
The reason a gtudent loses confidence during this period, John
.Michael proposed, is that he feels his work is childish when evaluated
according to his new-found values. In fact, the final ﬁroduct becomes
so important that if he cannot produce something that is satisfying to
“himself he will féel the effort was not worthwhile regardless of how
much he enjoyed‘the att:em.pt.3l+
Several definitive statements may be condensed from the:foregoing
observations. Adoiescent students prefer the human figure as a drawing
subject. Realistic representation is the most commonly desired mode of
exbression, which leads, however, to dissatisfaction With the final
Jresuit in many cases. If the new critical awareness of the student

cannot be appeased with some degree of satisfaction then it is 1iké1y

that artistic endeavours will be abandoned.
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EMPIRICAL STUDIES RELATING TO STUDENT SATISFACTION
AND PREFERENCES IN DRAWING
~ Research appears to verify those statements by. theorists who have
suggested that common preferences of the ehild are the figure as
favourite suhjeet and the realistic mode of representation as the major
technical preoccupation. The theory that the young adolesgent becomes
dissatisfied with drawing has also been supported.

‘Studies such as those by Maitland (1895), Lukens (1896) Ballaxd
(1912), Luquet (1913), and Hurlock (1943) ied Dale Harris to report
that children draw the human figure by preference.35 The'Hurldck study
examined the spontaneous drawings of adolescents that were colleeted‘
from high'school‘and college wastebaskets; nbtebooks, and so en. The
human form was fqund to be a favourite subject exceeded only byrpainted
and decorated words and by caricatures. When caricatures and realistic
drawings ef humans were combined the human figure was by far the most
favourite subject. 36

In the study by Lambert Brittain, described earlier in this
chapter, it was noted that students displayed interest in the

representation of people. Moreover, Brittain found that when these

- students were asked to select pictures for an exhibition they placed

emphasis on detail naturalism, and subject matter rather than any adult
concept of beauty.

The previously mentioned study by Charles and Margaret. Gaitskell
also reported the adolescent's liking of portraitures and human life
38

studies combined with an emphasis on realism,

Research carried out by Hilda Lewis‘has been most significant in
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revealing the pattern of children's preferences in regérd to realistic
representation. In one study Lewis attempted to estaﬁlish the relation-
ship of picture preference and developmental status in drawing. 3°
Children were asked to select the best drawing from among several
representing various developmental stages--from symbolic to realistic.
Pictures chosen indica?ed that elementary children tended to prefer
arawings that were somewhat more realistic in character than those they
were able‘tb produce themselves. It is interesting to note, however,
that children did not give greatest preference to thé most realistic
drawings but ratﬁer to thosé that were only somewhat more realistic than
what they were able to create themselves. The reason for their choices
was not stated altﬁough it indicates that children prefer less visual
information than they receive from a highly realistic representation.
The results of a study conducted by Rose Alschuler and La Berta
Hattwick could be related to this same problem.“o_ These researchers
discovered that drawing and painting served two different ﬁurposes for
the young child. The drawing implement was found basic to thinking while
the painting medium was more characteristic as an expressive means for
the emotive child. If this predilection is carried through to
adolescence‘it is possible that children prefer drawings which are more
realistic than their owﬁ, that express ideas clearly and simply,‘but do
ﬁot carry an over—abundance of unnecessary information. Therefore, a
highly realistic picture may overstate the idea for a younger child.
The Barnhart study, reviewed ear;ie;,“reportéd a change in
interest from the intellectual realism of the schema toward a visual

realism as the child entered adolescence. Barnhart wrote:
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The interest now turned toward the representation of a visually

accurate natural scene. The interest in representing space led

to the use of multi-planar and implicit planar modes of representing,

with diminishing size and use of general perspective principles.l*1

' In order to discover if a relationéhip éxists between students'

satisfaction with their art work and improvement in art, Marguerite
Lienard conducted a stgdy with students from grades seven,-eight,,aﬁd
nine.%? These students were given materials and enough time to ﬁake
several paintings énd drawings. Lienard's proposition was that a
géneral improvement in‘the quality of art‘ﬁould follow‘satisfaction with
an art product. A statistically non-significant relationship between
saéisfaétion and improvement was established. No attempt was made to
examine the more logical proposition that satisfgctioﬂ was'likely,to
resulp from improvement in the arthprﬁduct.

From these studies we may conclude ;hat the figure is a‘preferred
rsubjecf and the interest of the child turns from symbolism to realistic
reﬁresentation as he enters puberty. Children tend to prefer drawiqgs
which are more réalistic than their own but which are not necessarily
extremely realistic. Young children may also prefer dfawing'as a means
of stating ideas rather than as an expressive medium. Finally, a student
who is satisfigd with an art product will not necessarily produce‘
subsequent works that reflect an improvement in quality.

THEORETICAL MATERIAL RELATING TO METHODS OF
INDUCING CHANGE IN STUDENT DRAWING ABILITY

Eisner, McFee, Salome, and many other art educators have adopted °

the view that improvement in drawing'is not the natural cénsequence of

maturation; Eisner said:
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I, therefore, start with the premise that artistic learning is not
an automatic consequence of maturation. And second, that it can be
facilitated through instruction.!3

J. K. McFee argued that differences in children's‘ability to handle
visual information stems from variations in learning experiences; and
since these differences are, in 1arge-pa£t, learned, more adequate ways
of handling visual information can probably be tédght.““

Salome"S refertred to the psychologist, F. Attenave,'+6 whose 7
discoveries in the field of pérception ;re significant to the a?t
educator. Attenave's proposition was that a major function of the
perceptual machinery is to eliminate redundancy in visual stimulation
:and to describe that which remains as economically as poséible. He
concluded that:

1. Redundancy in visual stimulation results from areas of
homogeneous co;our or texture.

é. The areas of maximum visual ipfofmation are concentrated
along coﬁtours, especially at the points qf change in direction and lines
formed by abrupt colour‘changes.

The implication Salome derived from these conclusions was that
children ;hould receive perceptual training in conjunction with d?aﬁing
activity.

Although drawing"instruction was advocated by the above w;iters,
it is important to view the notion of instruction in the light of a
broader philosophical question related to the creative potential of the
child and the effect of instruction upon this potentiél; '

Two authors with opposing views in this diqute are Laura Zirbes

and David Ausubel. Zirbes claimed that all children have creative
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. potentialities; some, however, possess more potential than others.
Nevertheiess, creativity is a general human pofentiality, not something
restricted to the "gifted." She recommended that insightful teachers
should recognize the beginnings of free creative expression in children
and encourage such creativity by providing suitable materials and
giving it a chance to develop into something more formative. No ideas,
direction, or training'should be imposed.“7

Ausubel displayed contempt for this view when he declared:

Much militant sentimentality underlies the currently popular
educational objective of making every child a creative thinker and
of helping him discover, discontinuously, new ideas and ways of
looking at things. This objective is, in part, a wish-fulfilling
extension of our present-day preoccupation with actualizing the
creative potentialities of gifted children . . . . True creativity,
it is alleged, is not the exclusive property of the rare genius
among-us, but a tender bud that resides in some measure within every
child, requiring only the gentle, catalytic influence of sensitive,
imaginative teaching to coax it into glorious bloom. . . . it is
totally unrealistic, in my opinion, to suppose that even the most
ingenious kinds of teaching techniques that we could devise could
stimulate creative accomplishment in children of average

endowment ., '8 '

Fred Schwartz was obviously sensitive to the above conflict when
he expressed the opinion that a position that held skills and techniques
to be fundamental is undoubtedly the more pragmatic and truthful one
when practices in art education are considered, although it may not be
‘completely defensible from a developmentalist viewpoi’nt.L*9 ‘The nature
of this investigation clearly indicates the researcher's .concordance
with Schwartz's view.

If one accepts the position that children should receive
instruction for the purpose of changing their drawing ability, the

question "which is the best method?" arises. Eisner reported that

elementary and junilor high schools have traditionally offered a wide
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variety of materials and projects in the art program. This methodology

has been adopted for the purposes of "richness, exposure, and curriculum

_diversity." Eisner argued that exposure to projects requiring different

skills, provided in brief periods, is not likely to develop any skills

to a high degree.50

After examining studies relating to "depth" and "breadth' methods
of instruction, R. C. Burkhart arrived at the following viewpoint,
. . . we may conclude that the depth method of imstruction is
superior to the breadth method and that specific helg is beneficial
for both spontaneous and deliberate students . .
The type of instruction described above by Eisner may be regarded
as a "breadth" method while a "depth" approach requires prolonged
periods of sequential instruction restricted to one specific area of

study. (Studies relating to these methods are reviewed in the next
sectibn of this chapter.)

Once the metho@ has been adopted another question arises. What is
thé art teacher trying to achieve for his students with drawing
instruction? Most.writers have suggegted that the aim of drawing is
"perceptuai training," "increasing the stgdent's awareness" or in some
way sharpening the visual acuity of the student. A statement madg by
Irving Kaufman, although general, is related to drawing because qf the

nature of that activity:

Art education seeks to enrich the "seeing" aspects of perception
primarily, though it is also involved with the total receptivity
of the individual . . . . The experience during art lessons has
to go beyond the simple act of looking . . . . It is not sufficient,
for instance, to have a child look at a tree. The image has to be
examined, its rough texture noted, its sporadically distributed
light patterns acknowledged, its thrust upwards from the ground,
the joining of the branches to the trunk, the spreading cover of
foliage related to the underlying structure, the cylindrical mass
fanning out into intricate linear patterns observed, and the whole
organic interrelationship of parts heeded. ®
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Guy Hubbard and Mary Rouse reflected a position similar to
Kaufman in this statement:
By no means least in any education in the visual arts--if not to
the development of human intellect in general-~is the sense of
sight. Seeing involves visual information of many kinds and while
becoming more sensitive visually is not in itself an aesthetic
process; visual aesthetic decisions are unlikely to have a chance
of emerging unless the sense of sight is adequately developed
" Kenneth Lansing.has also made a comment .which parallels the
above observation:
Intensive visual perception is important because it is through such
activity that a person develops the mental images that are so
necessary for.the making of visual art. In other words it is
through intensive perception that a person develops knowledge of
the aesthetic dimension of experience 5
. Although the above three asseftions are couched in general terms,
Reid Hastie and Christian Schmidt have related the ideas of these authors
to‘drawing by perticularizing‘its role in developing percepfual‘ability;
Greater meaning is given to the perceptual experience if the
individual attempts to objectify and translate this visual data
into an objective form in some manner . . . . Of all the devices or
techniques available to the artist or child for this purpose the
preliminary sketch or drawing is most comprehensively used . . . .
It is the means by which redundant information is filtered out,
leaving only that which is important or critical in the mind of the
obsgerver. 55
The concept of redundant information being filtered during the
drawing process is closely allied to Attenave's proposition mentioned
earlier (that the major function of the perceptual is to eliminate
redundancy in visual stimulation). This notion appears»to'conséitute
the basis from which most theorists work in determining methodology for
drawing lessons.

" Eisner talked about "managing visual constancies" because they

often interfere with aesthetic perception.56 Visual constancies,
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visual generalizations, and perceptual stereotypes are all terms used in
the literature that refer to the concept of redundancy in visual
stimulation.

A second concept related to perceptual development is called
"centrationh by J. Piaget, and was noted by Eisner as being significant.
It is the ability to perceive relationships of particular forms to
complex fields of forms. Young children often do not possess this
ability, Eisner claimed, and its development is crucial to the visual
arts.>7 ”

The strongest recommendation coming from the literature is that
children be encouraged to draw from the environment or 1ife. Guy
Hubbard and Mary Rouse suggested that practice in attending to certain
cues, such as hon lines curve, how corners turn etc., mav make a very
significant difference in ‘drawing behaviour.58

‘A child's concept of space may be improved, Lansing suggested, by
causing him to engage in selected and intensive perceptual movements,
The teacher may do a number of things to involve his students in observ-
ing the world more carefully, but the best activity would be in drawing
their environment. This conclusion by Lansing was prompted by his
examination of the work of Piaget.59

Lansing repeated this view in a later article concerning the work
of Piaget and its implications for art education. 1In the later article,
however, Lansing‘also stated that he felt there is no apparent virtue in
a pictorial organization that imitates the spatial relationships found
in nature. In fact, he observed such organization has not been

fashionable for quite some time.®0
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Dale Harris; in a response to Lansing's paper, claimed that
failure to acquire skill in realistic representation,‘when the child
feels ﬁhis desire, could impede later development of concepts used in
the appreciation‘of more abstract aesthetic ideas.®l

Another suggestion from Lansing was that if éhildfen are to
develop accurate and compleg concepts of their surroundings they: should
draw from the environment rather than from memory. Drawing from memory
may result in sliéht distortion and subsequent drawings will probably
become more distorted in the diréction taken by the first effort.%2

Daniel Mendelowitz agreed with Lansing when he said, |

Since memory suggests a somewhat passive recalling of visual
impressions, it is generally agreed that it remains at best a
supplement to actual seeing, and many artists who are primarily
visual in their orientation feel that drawing from memory during
the formative years of adolescence discourages the development of
powerful, incisive skills and tends to encourage the regurgitation
of artistic clichés.

Mendelowitz went on to say that if, during adolescence, habits
of working both from memory and observation are developed_then the
range of expression is greatly strengthened.61+

Lowenfeld warned that "seeing" may become an inhibitory factor
when forced on an individual who does not use visual experience for
creative work.®® No evidence has been found to support this claim,
howevér.

Both McFee®6 and Eisner®7 have mentioned'the importance 6f past
expefience and its contribution in producing a "frame of reference" or
"mental set" which can pr;foundly affect what an individual makes of his

visual experiences. Consequently, both these writers have stressed the

necessity of allowing for such influence in the teaching situation.
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The writers reviewed above have expressed thoughts which must
necessarily be considered prior to the formation of a straﬁegy for the
teaching of drawing. However, these writers were vague with regafd to
the "how" of instruction. Helen Diemert58 hasrmade a practical suggestion
related to drawing style. An approach which she calle@ "feeling for
form" when used with familiar subjects can achieve greater,detail and
variety in the drawings of upper elementary and junior high students:

This method consists in building a form by beginning with the
interior mass rather than with the outline. The form is pushed
out from central areas. It grows in size and shape until it
appears convincing to the critical judgement of the maker. While
the subject develops to its final form, the artist's.attention is
easily focussed on the whole shape rather than on each separate
part.69

Elizabeth Harrison suggested, for uppef elementary and junior
high schools, action dra&ings in which the student uses a broad drawing
instrument and works very quickly. F:om this point atten;ion should be
directed to the still figure with emphasis upon relationship of basig
shapes and apalysis of detail.??

Carl Reed also recommended that the student begin with interpre-
tation of actions, gesture drawing from memory, and contour drawing also
from memory.’! Reed's view, it will be recalled, is contrary to the
opinion expressed By Lansing and Mendelowitz, és quoted earlier in this
chapter.

From the fqregoing, it may be concluded that many factors should
be considered if the student's drawing ability is to be altered. First,
improvement in drawing is probably not the result of.ordihary maturation

but rather it is produced by instruction. Second, the most effective

type of instruction is thought to be a depth approach. Third, perceptual
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training used in conjunction with drawing activity may improve student's
drawing ability. Fourth, such perceptugl ;raiﬁing should be directed
towards managing visual constancles and assistiné the student to perceive
the relationship of particular forms to complex fieldé of form.. Fifth,
drawing from the environment, or life, rather than from memory, is the
most effective:method of achieving the above aim. Sixth, a teacher
should allow for perceptual differences between pupils, resulting from
different experiential backgrounds. Finally, suggested methods of
achieving these objectives are conflicting and vaéue. |
EMPIRiCAL STUDIES RELATING TO METHODS OF INDUCING
CHANGE IN STUDENT DRAWING ABILITY

Many studies have supported the theory that drawing instruction
can alter the drawing ability of students. Betty Lark%Horovitz, Hiidé
Lewis, and Marc Luca reported a study inducing improvement in figure
drawing with bo&s of about ten years of age. The boys were given
fourteen hours of instruction over a period of three months. Their
drawings became more accurate in terms of limbs and pésitions of body
parts, proportion and movement, and organization of the picture. Some
of the bbys progressed beyond their level of development into the next
phase. The authors reported that the effect of instruction was eaéily
observed, and, furthermore, the boys retained their individual style of
drawing.’2 A description of the method of instrﬁction was not sﬁbplied.

The depth versus breadth controversy was examined by Kenneth
Beittel and Edward Mattil in a study designed to discover which is the
best method of instruction.’® Grade nine subjects were taught according
to both depth and breadth approaches over a period of oﬁe year, Criteria

f
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for achievement were spontaneity and aesthetic quality of art work.
Spontaneity was defined as being "freedom or ease in movement in the
uee of materials and rendering of forms" and aesthetic quality was reted‘
by judges on a five-point scale. A breadth approach in teaching was
defined as follows: | |
A teaching program-in which a variety of well-chosen subjects and
activities are dispersed in such a way as to accommodate differences
in the interests and experiences of the pupils.7”
The depth approach was described as being:
- A teaching program which allows a susteined long-term concentration
. in one specific area of study. There may be variety within this
area but the different activities are such that they permit an easy
transition from one problem to another. This approach-stimulates
both sequential and cumulative learning.’®

Students wﬁo worked in the depth program produced work judged to
have a higher degree of spontaneity and aeethetic quality than étudents
who worked in the breadth program.

Donald Davis undertook an investigation similar to thet of Beittel
and Mattil, but attempted to answer broader questions concerning creative
thinking, art attitude, and aestietic quaiity of art products. The
population for Dav1s s study was drawn from beginnlng college art students.
Davis concluded that there was no evidence within the limits of his data
to support one teaching method to the exclusion of the other. In fact,
the variables of instructor and time seemed to play roles equally
significant to method and instruction,’®

Maxvin Grossman conducted a study that was concerned with
perceptual style and drawing ability.77 He stated his hypothesis*to‘be:

A particular way of examining and experiencing one's environment

(an analytical orientation) would facilitate motre accurate perceptions

and as a result enable one to represent his perceptions more
accurately in his drawings.78
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Grossman'chose'sixty kindergarten children as subjects. His
examination was based on an intercorrelagién matrix among the Children's
Embedded figurgs Test, the Draw a Clown Test, four factors of the
Torrens Tests of Cfeative Thinking, and the Peabody'Picéure Vocabulary
I.Q. Test for Statistically Significant Correlations. The results of this
examination led him to :conclude that represéntational drawipg gkills may
be related to a child'% percéptual orientation, and this explanation of
drawing ability implies that art instruction should include strategies
which help fhe child to obseﬁve his enviroﬁhent analyfically.

Another study which was concerned with perceptual training was

' reported by Guy Hubbard and Mary Rouse.”? These authors:made the

inference.thaF'pfactice in attending to significant cues may make a
signifiéant difference ;p drawing ability. They drew thege‘cbnjectu;es
from the results qf research‘condpcted by T. Trabasso.8? Trabasso
selected children who had performed badly on Piaget's comservation test,
gave them practice in attending to cues (such as how cornérs turn, how.
lines éufve, and so on) then re-tested them. Thgy incregsed most
Sign§f;cantl§ in ability to solve the problem. The inférence that may be
drawﬁ from %his result is that efficient perceptual performance‘may be
mdre important in cognition than previously thought.

A study aimed at. discovering if perceptual training presented in
conjunction with drawing activity increases.the visuél information content
of fifth grade children's drawings was carried out by R. A. Salome, '
Salome based his ﬁerceptual training technique upon thevwork of
F. Att:enave.Bi Attenave maintained that the function of berceptual

machinery is to eliminate redundancy. He also suggested that maximum



36

viaual informatioﬁ is concentrated along the contours.of objects,
éspeciqlly at foints of ‘change in direction and lines formed by abrupt .
colour changes. |

Salome discovered that if children were encouraged to igporg
areas of homogeneous colour and texture, and torsearch for visual
iﬁformation along the contours of objects, their ability toémake;
fealistic Visu;l‘fepreéentatéons increaseé. Also, the content of detail
that was included in drawings became more detailed and specific,
Salome concluded tﬁat improved visual percéption may not be a naturally
occurring by-product of art activities but a specific objéctive for
which one must teach. 82

Thomas Nelson and Merle Flannery conducted a study with younger
éhildren in order to discover which of several instructional methods
would prove useful as a means of utilizingrthe drawing pptentialvof six—
83

and seven-year—-olds.

Foilowing various types of instruction, children's figure drawings

were evaluated according to six response criteria. The researchers

discovered that skill in reproducing a simple figure can be improved
within the limité‘set by maturation. Not all types of instruction were
foﬁnd to be of equal benefit. Instruction which emphasized attention to
area properties (shape perception) achieved better resﬁltS‘than
instruction which directed attention to border properties (edge
pérception). | |

Ronald Neperud ‘attempted to discover the effectrbf thrge
different instructional methods on the drawing ability of grgde five

students. The three types of instruction. used were teacher-centred,
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éo—operative, and child-centred. Only under the teacher-centred métﬁod
was drawing development apparent over an eleven-week period. Nepe;ud?s
conclusion was that there are aspects of art that can bé leafned énd
there is a place for direct teacher participation in enco;raging drawing
‘clevelopment.el+

Elliot Eiéner commen%ed on research which has been gondqqted in
‘ teaching the visual arts. ﬁe criticized this research suggesting that
expefimental treatments are generally extremely brief in duration, making
the possibility of significant results unlikely unless powerful treatments
afe employed or sensitive instruments use&. Neither contingency isl"
characteristic of educational research today. Another impofﬁan?
criticism made by Eisner was that most researchers tend to ékim? on the
amount of descriptive material providing detéils of theﬂtreatmépt
emplpyed in thé experiment. Coﬁsequently, teachers Wishing to use
research find considerable difficulty in effectively analysing what was
actually done. 85

The above research illustrated quite clearly that the drawing
ability of chiiéren can be improved with teacher‘direétidn. A depth
method may be preferable to a breadth methbd,’althgugh Davis' study
indicates thgt further research is warranted on this question.‘
Perceptual training of somé sort, whether it is directing atteption to
signifiéant cues or searching contours for visual information, seems to

be most effective.
SUMMARY

In this chapter an attempt was made to examine all the relevant

'available literature containing research covering adolescent's drawing
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skills and his satisfactions and preferences in drawing. Also examined
we;e methods of increasing the drawing abilities of students.

Without exception writers in art education identified adolescence
as a critical period in the aesthetic development of an individual. The
adolescent characteristically possesses poor -drawing skill that does not
match his standafds of self—%mposed realism (in drawing). QOnsequently
he becomes dissatisfied:and f?ustrated with the results of his work.

The human figure is most commonly preferred as a drawing subject,
while the preferred style of drawing is somewhat more realistic than
that which the student can produce. The consensus of the authors
reviewed was that if fhe adolescent did not experience some satisfaction
with the results of his drawing efforts he would likely'abandon the
mode. Skill development in art education was recommended. Increased
aﬂility, it was thought, is necessary during this period in order that
expressive needs may be met and satisfaction felt.

Empirical studies demonstrated that drawing abilities of fhe
student could be developed through instruction. Perceptual training
undertaken in conjunction with drawing activity seems to produce
significant changes in drawing ability. Such perceptual training should
be directed towérds managing visual constancies and atﬁending to
particular aspectg of forms in order to gain maximum and selective
visualrinformatioﬁ. The implication of these recommendations, of course,
is that the student sﬂould draw from the environment or life rather

than from memory.
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CHAPTER III
DESIGN OF THE STUDY

" Three questions were invesfigdted in ;his stqdy._

1. Does a change in: the ability of grade seven etﬁdents-to draw
accurately from a modei occur after a series.of dfreeted observatioﬁ
lessons in figure drawing?

2. Does gichange in the satisfaction of grade seven students ﬁith
their drawing occuf after a series of directed observation lessons in
figure drawing?

( 3. Does a relationship exist between' the vafiabies of satisfaction
and ability?

One nuli hypothesis was formulated from theee questions.

HO: There will be no significant differences between the
experzmental and control groups on the dependent varzabZes satzsf&ctzon :
and the f%ve dimensions of‘abzltty, "presence of major body shapes," -
"proportion, " "oresence of detail," "skillful representation of detail,"

and "funetiorial appearance" when considered simultaneously.
In order to test this hypothesis, a pre-test post-test with
control group design was selected, in which equivalent groups were

achieved by randomization.
SUBJECTS

The ages of subjects used in the study ranged from twelve to
thirteen yearS'eigﬁt months. According to the literature, students of

this age have reached, or are approaching, the peak of their schemata in

44
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drawing and have begun to experience frustration and dissatisfaction
with their effsrtst Considerable empirical and theoret;éal evidence
illuminates the critical pature'of thié age in the aesthetié and -
conceﬁtual developmeﬁt of the child.

Random sampling procedures were used to select two grade seven
ért classrooms. One‘cléss was selected from each of two dgffergpt
schoois within the Calgary public school system. The classes were
randomly éssignedras experiméntal and control groups. <A total of fifty-
two subjects participated in the study, twenty—four'inrthe experimental
group and twenty—eight in the control group; |

'Two students from ghe conﬁrol group were not included in the
results és they were not present for the post-test. No otﬁer.students
were eliminated, although it was thought that fhose with’serious eyesigﬁt
or motor control probiems, or individuals with at 1east,6ne year of art
instruction within the previqus three yeérs, c9uld have influenced the
results. Checks were made for these factors by: |

1. examination of pupil records;

2. examination of a written s?atement from'the‘sample groups
regarding previous art experience. The form used to collect this

information is reproduced in Appendix A.
MATERIALS

Three catégories of materials weré used: drawing materials,

drawing stimuli, and evaluative instruments.

Drawing Materials

1, 3B drawing pencils
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2. erasers

3. 18 inch by 24 inch drawing paper

Drawing Stimuli

The human figure was chosen as a subject for observation because
of the adolescent's commonly expressed interest in it. Models used were

1

students not participaéing in the study.

Evaluative Instruments

The necessary data required for this study consisted of twelvg
sets of scores representing measurements of fhe variables of satisfaction
and five dimensions of ability from before and after thertreatments. A
satisfaction/dissatisfaction scale was used to obtain an estimation of
each producer's feeling of satisfaction with a drawing madé from a
standing figure. Each subject recorded a satisfaction score on the back
of the completed drawing.

A panel of five expert judges used an instrument developed by the
researcher to evgluate'the accuracy with which these drawings were made.
Each student produced one drawing on both occasion§ (pre—-test and post-

test).

Development of the Drawing

Accuracy Test

1.‘ A definition was established to state as clearly as possible
the criteria for accurate drawing in accordance with the intent of this
thesis. (See definition of terms p. 6.)

2. An evaluation guide comprising five criteria was developeq.

These criteria focussed upon the most significant characteristics of
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accurate drawing implied by the definitionn The evaluation guide is
reproduced in Appendix B.

ﬁ, Photographs of models used for the study were taken during
the pre- and post—tests. Each model was photographed from either side
of the classroom and from the centre. These photographs were subsequéntly
mounted and coded so that they could be used by the judges:as guides for
assessing the drawings.

4., Examples of drawings representing the best and poorest
extremes relating to the established definitions were collected from a
junior high school and displayed as criterion references for the judges.
These drawings were used by the judgeé as "anchor points" in their
evaluations if they required éuch referenqes.

5. Each of the five criteria was allotted a se?en—point marking
gscale. On this basis the total number of points a drawing could be
allocated was.thirty—five while the minimum number it could score was
five. A score sheet was developed to facilitate this type of scoring
(see Appendix b).

Assessment was carried out by five judges who were considered to
be experts. Judges were selected on the following basis: (a) Must have
attained either a B.Ed.,rB.A., M.A., M.Ed., Ph.D., or D.Ed., with a major
in art or art educatiom. (b) Mustrhave taught for at least one year at

the junior high school level.

Satisfaction/Dissatisfaction Scale

This scale was developed by Marguerite Lienard! for the purpose
of measuring satisfaction with art work of grade seven and eight pupils.

The scale was used in a doctoral study that attempted to establish the
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,relatidnéhip of satisfaction to improvement in art.? Lienard found that

the scale was the most practical way of measuring the amount of satis~

faction or dissatisféction a finiéhed art product gave its producer,

Lienard's scale is as follows:

1. It
2. ‘It
3. It
4, It
5. It
6. It
7. It
8. It
"9, It

is
is
is

is

is

is
is
is

is

éer?ible. I despise it.

very bad.

bad.,

not very good.

a tbss-up. I neither like it nor dislike it.
a little betfer than a toss-up.

fairly good. I am getting better.

good. I like it. .

very good. I like it a lot.

10. It is tops. it‘is exciting. I love it.

Two slight changes were made in the scale. In order that an equal

ﬁumber of satisfaction and dissatisfaction choices could exist'on either

side of the neutral position (no. 5), the tenth item of the scale was

dropped. The ninth item, as it is, does not match the first in emotive

L 4

strength, so the words "very good" were dropped and "excellent'

substituted. The amended scale is shown in Appendix D.

FACTORS CONTROLLED

Apart‘from those factors outlined by D. T. Campbell and J. C.

Stanley, which are controlled by the nature of the design,-other factors,

such as instructor and biassing effects were not.3 The foliowing steps

were taken to manage these variables.
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The teaching function was lim;ted to one experienced teacher
(the researcher). The researcher has been involved in art ‘education for
nine years, iﬁcludiné two years at the elementéry level, one year at the
jdniorrhigh level, three years at the combined junior/senior high level,
and three years as an art consultant.

In order to obtain valid measuresrof student satisfaction, the
instfuctor did not givé any indication of his opinion of student work.

' The instructor also asked the groups to co-operate in not commenting
upon the work of their peers. External influence of this nature could.‘"
affect tﬁé student's gbility to form an unbiassed opinion relating to his
feeliné of satisfaction or dissatisfactién.

A check sheet bertainiﬁg to observed ipstructor behaviour during
tﬁe treétments was completed.by a qualified oﬁserﬁer (é'tfained teacher
who had taught‘for at least one yea;-in Cénada) unaware of the ideﬁtity
of the groups observed. The check sheet bontéined‘some items related to
procedures which should have occurred only in the experimental group,
some items relating to procedures which should have occurred -only in the .
control‘gréup, and some items relating to procedures Which'should not
have occurred in either group. If the observer checked items other than
those relating to the group under instruction d;ring anyAgession, biassing
would have occurred.

Following are the components of the observer's check list grouped‘
accordingrto their purpose. The first group of items ihcludes aétivities
. ﬁhich were intended to‘be unique to the experimental group.

1. The teacher constantly dipectgd students' attention to visual

relationships existing in the model.
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2. Methods of examining basic shape relationships were
demonstrated.

3. Methods of relating detail to basic shapes were demonstrated.

4, Teacher-pupil discussions of characteristics of the model
occurred.

5. The teacher'constantly questioned the stgdents about the
visual relationships of the ﬁodel.

6. Questions such as "how do you draw a foot?" etc., were
answered by verbal explanation and demonstfation.

The second set of items was intended to be unique to the coﬁtrol
group: . i

1. The teacher constantly emphasized the idea that the student's
'effort should be airected towards satisfying his own standards ;n
drawing.

2. The drawing stimulus was changed at least three times during
the lesson.

3. Attention of the students was directed to the model as a
whole, rather than as a relationship of parts.

4, Emphasis was placed upon students solving thg drawing problem
rather than teacher-student discussion of the problem.

S. Questions such as "how do you draw a foot?" etc., were
answered by demonstration on the chalkboard without specific instruction.

If any of the above activities occurred when they should not, the
resﬁltant biassing would lessen the effect of treatments.rrThe following
list of items relates to factors which could have biassed the satis-

faction responses of either group, and therefore such activities should
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not have occurred at all during the experiment.
1. The teacher praised the work of the class unnecessarily or
excessiveiy.
2. The teacher condemned the work of the class.
3. The teacher praised the work of individuals unnecessarily or
excessivély.
4. The teacher condemned the work of individuals.
5. The teacher made unnecessary gestures which could have been
interpreted by the class as praise.
6. The teacher made gestures which could have been interpreted
by the class as éondémnation.
7. Drawing tasks set by the teacher left the class largely
unoccupied. |
8. Constraints placed upon the class were excessively restrictive.
9. The teacher used sarcasm in referring to students.
10. The teacher constantly displayed irritability, impatience,
or disinterestv
11. The teacher consistently ignored students' #equests for help.
The above items were randomly scgttered in the final form of the
check sheet (see Appendix E).
Boredom was thought to be another biassing factor which could
have arisen through strict adherence to experimental procedure. If such .
procedure was fbliowed, all variables in the control group should have
beeﬁ éxactly'thersame as those in the experimental group, except for the
experimental variable. The experimental variable in this study was the

employment of perceptual training techniques, in conjunction with
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drawing activities, for the purpose of developing through sequential
lessons a drawing strategy that may assist the child to render |
representational drawings.

In the control group, boredom and dissatisfaction'would likely
result from four hours of drawing the posesruaed with the experimental
group. - This prediction was based on the assumption that interest would
be maintained longer in the experimental group because of the stimulation
provided through the discovery of new visual information and methods of
representing it. Consequently, in an attempt to increase‘external
validity, the lessons for the control group were designed in af
"wholistic" rather than a sequential manner'in order to include greater
variety of actiuity in figure drawing. This action was intended to
ensure that the interest level of both groups remained approximately the

same.
"PROCEDURE

The experiment took place over a three—week period during which
time each group received four hours of instruction. Timetabling of art
1essons varied in the two schools., The enperimental group recelved two
sixty—seven—minute sessions per week, while the control group was
allocated one forty—minute lesson and one eighty—minute:éeriod each week,
In order to equalize total time spent in instruction, the final session -
with the experimental group was shortened by fifteen minutes. The
instructor met both groups a total of five times (including pre- and
post-testing sessions).

After the pre-test and initial treatment the observer was present
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at each treatment session for both groups. During these sessions the

observer checked those items that were applicable on thé check sheet.

Pre-test

The pre-test was administered at the first meeting with both
‘ groupé. A modél was positioned at the front of the room in'such:a way
that a front, or almosﬁ fron;, view of the standing figure @aé p;esgnted
to each_mémber of the élasg.. Students were réquested to make a drawing
of the complete'figure. No assistance was given and nb time limit imposed.
All students finished within forty minutes.

Upon comp1e£ion‘of the drawing; subjects were made familiar with
the satisfaction/dissatisfaction scale through discussion of the items
‘Which were written on the chalkboard. Once the insfru&tqr was satisfied
that the students understood the néture of ‘the scale, gacﬁ individual
recorded, on the back of the drawing, the feéponse thaé best exprgssed
ﬁisrfeeling of satisfaction or dissatisfaction produced by the drawiﬁg.
Students were co-operative in not commenting on the work of their peers;
In the‘absence of such comments by the teacher and ofher students, it
was interesting‘to note that several individuals experienced difficulty
in making up their own minds about how satisfied they weré and constantly
attempted‘té extract an opinion from the teacher about the quality of fhe

drawing.

Treatments
Both groups received treatments for four hours. The treatments
were parallel only in that both groups worked from the model. In the

literature, mention was made of the concept of depth and breadth methods
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4 fThe difference in treatments here could be viewed in

of iInstruction.
this fashion, with the experimental group receiving the depth method of
instruction. Because the problems in this group were ordered in a
sequential manner, such that each new experience built on and Qas
defermined by the preceding one, tﬁe method of instruction could be
regarded as a depth approach. o

Although the human figure was used asga stimulus on each occasion
in -the control group, no sequential progression of experiences occurred.
Rather. a variety of poses and diverse methods of drawing the figuré were
explored. Hence this approach could be rega;ded as a breadth method.
Such_procedure was chosen for the control group because junior high
school teachers characteristically offer this type of program'to

students.®

Experimental—-Group Treatments

Once children reach the stage in their aesthetic developﬁent that
is characterized by a struggle for realism, certain teaching procedures
can assist this endeavour. Pointed out in the literature review was the
fact that a sﬁu@y by Salome® (based on the work of Attenave’) shéwed how
perceptuél training used in conjunction with dréwing activity could
. increase the ability of grade five pupils'to make realistié representa-
tiqns. This improvement was acﬁieved throﬁgh direéting children's
attention to contours which contain maximum visual information about the
forms coﬁtained by tﬁem. This procedure resulted in increased detail
content in thesg childreh's drawings. Hubbard and Réuse8 suggested
(after studying the work of Trabasso?) that "attention to certain cues"

would improve perceptive behaviour, supporting, in theory, Salome's work.
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Such effort in directing attention to increased content of detail
in drawing reflects a typical misconception of the young adolescent. He

feels that the route toward more realistic drawing is through painstaking

effort to record every detail. In fact, it is predccupation with detail

that leads him to neglect the major shape rélationships, and the relation-

ships of these laboriously drawn details to each other. "Detail, of

course, is important a;d thé‘most exciting part of drawing for the child.
However, the treatments emplo&ed with this group were directed towards
working, at first, from the 1arges£ and m&éf significanf‘?elationships
(height-width, figure-page, basic shapes to each other) to the sﬁallest
(details to basic shapes, details to each other) in th;t order. 7

So thét the importance of this procedure was ﬁadq clear to ﬁhe
students, the fipst carefully considered repregentation of the basic
shapes comp;ising a standing figure was drawn heavily by the students on
an 18 inch by 24 inch piece of drawing paﬁer. A secoﬁd piece of thin
drawing paper was placed ovér tﬁe first so that the'basicrépawing could
be seen through the top sheet. The attention of studenﬁs Wés‘then drawn
to the way in which the contours of the figure described and modified the
majbr shapes underneath. Also student attention was drawn to the
relationships of details to each.other. Studenfs then attempted to
draw, 6n the‘top sheet, éhe contours and details in correct relétionship
to the basic shapes beneath. This activity continued until the student
was satisfied witthhe completed figure.

in subseqqent drawings,gtudents made a light sketch of the basic
shape relationships displayed by the model, then worked with increasing

pressure to represent detail. In this way students began systematically
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" to build drawings by isolating problems. They worked from large
relationships to smaller.ones, rather than attempting to resolve all
complexities simultaneously. A detailed transcript of relevant
instructions and questions relating to the first drawing attempted by
the experimental group is presented in Appendix F.

To facilitate greater freedom of pencil strokes, the instructor
made the students aware of the carry-over of writing habits to drawing.,
The fact that many people are afraid go correct a form once it is drawn
was seen by the subjects as being the effect of conditioning developed
through years of writing activity. Students were enéouraged to "feel"
for the desired form by drawing repeatedly with light strokes over the
initial undesirable shape.

Following is a detailed description of drawing tasks undertaken
by the experimental group, together with statements of objectives and a
summary of methodology.

Drawing One: (Standing
Figure, Front View)

Objective. - Students were to record the shapes of the major body

parts in correct proportion and relationship to each other.

Method. The instructor called the attention of the students to
the following:

1. The relative shapes of the head, body, arms, legs, hands, and
feet. The chalkboard was used for the purpose of demonstration.

2. The positioﬁ of the above shapes in relation to the page and

to each other.
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3. The manner in which the arms, legs, and head were attached to
the body; |

4, Tﬁe manner in which the hands and feet were attached to the
arms and legs.

The instructor embhasized to the class the difference between a
formula and a strategy for grawing. Emphasis was upon development of a
strategy for observation poé a formula for drawing the figure.

Drawing Two: (Standing Figure,

Front View~-Same Model as for
Drawing One)

Objective. Students were to record the shapes and characteristics
of details (hands, feet, eyes, nose, mouth, hair, ears, neck, clothing)

in correct relationship to the major body parts and to each other.

Method. A sheet of thin drawing paper was placed over the
previous drawing of basic shapes. The detailed figure was then drawn on
the top sheet, using the underneath drawing as a guide;

The instructor called the attention of the students to the
following: |

1. Angl&sis of clothing folds as a ﬁattern of line (contdur) and
their relationship to the major body shapes.

2. The shapes of individual details such as eyes, nose, hair,
mouth, fingérs, and so on.

3. The relationship of these details to each pther.

Drawing Three: (Standing
Figure, Side View)

Objective. Same ‘as for Drawings One and Two, with a difference in
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viewpoint such that the model was observed frdm the side.

_ Method. The instructor called the atténtion of the sﬁudents to
‘the following points:
"1, The difference in head shapes of side and front views.
2. The différence in body shapes qf side and front viéws.
3; The compari§on of relative proportions of the figufé:frém side
aﬁd ﬁront Views.l l
4. The manner in which the closer arm overlapped the body.
5. The manner in which the further arm was overlapped by the
body.
6. The manner in which the furtherlleg wasioverlapped by - the"
closer leg. |
7. .The diffe?ence in foot shapes viéwed frgg ffpnt and side.

Drawing Four: (Standing Figure,
Three-quarter View)

Objective. Same as for Drawings One and Two with a difference

such that the model was viewed from the three-quarter view.

Method. . The instructor reviewed the points:-covered in the
previous lessons. Attention of the students was directed to the subtle
differences between front and three-quarter views, and side and three-

quarter views.

Control-Group Treatments

The control group did not receive any perceptual training or

instruction dealing with the relationships of the body parts. The major
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requirement of the control group was to draw frsm the model images that
ﬁere satisfactory to themselves. The instrucéor did not assist the
students in the formation ofra‘drawing stfategy. The instructor dealt
with requests for help in drawing by demonstrating on the chalkboard. No
verbal explanation af the drawing strategy employed was given.

The primary objective of the lesson series for the gontrql group
was for students to draw, uéing a number of'different approaches, from a
variety of models, posed in numeroﬁs attitudes. Following is the series
of lesson objectives and methods, used with tﬁe confrol‘group, that

reflect this priﬁary objective.
Lesson One

~ Objective. " The students were to attempt to make a number of
drawings 6f a model standing and sitting in various positioms, such that
the resulﬁing drawings would be judged by the students as being

satisfactory.

Method. The model was instructed to change positions after time -
periods varying from five to twenty minutes. Students were informed of

the time allowed for completion of each drawing.
Lesson Two

‘Objective. . The students were to attempt to make drawings of
details such as hands, feet, eyes, mouth, nose, ears, and so on such
that the resulting images would be judged by the students as being

satisfactory.
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Method. Students used each other as models for detall drawing.

Lesson Three

Objective. The students were to make a number of drawings of a
' model from more than one viewpoint, such that the resulting drawings

ﬁould be judged by the students as being sétisfaétory. E

Method. Students arfanged themselves around the model so each of
them had a slightly different viewpoint. Upon completion'of the first

drawing they were encouraged to change their viewpoint.

Lesson Four

. Objective. The students were to draw figures in action such that
the resulting drawings would be judged by the students as being

satisfactory.

. Method. Students observed constantly moving models, selected the

action poses required, and drew while the model moved.

Lesson Five

Objective. The students were to draw several models clad in
fancy costume such that the resultant drawings would be'jﬁdged by the

students as being satisfactory.

Method. Models clad in costume were changed at approximately

fifteen-minute intervals.
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Lesson Six

Objective. The students were to draw several models using a
"gesture" drawing technique such that the resultant drawings would be

judged by the students as being satisfactory.

Method. Models selected were changed each two to three minutes.
Poses employed were judged by the instructor as being suitable for

gesture drawing.

Post-test
The post-tests were administered at the last meeting with each
group. The method of administration of the post~tests was exactly the

same as for the pre-tests.

DATA COLLECTION

B
Pre- and post-test drawings from both groups were given a code

indicating: 1. Group (experimental or control), 2. .Position within
group, 3. Test (pre~ or post-). These coded drawings were then allocated
randoﬁ numbers ‘between one and one hundred (without replacement). Finally
the drawings were arranged in order of the random numbers.

The judges, upon completing evaluation of a drawing, recorded
scores against the number of that drawing on the score sheét. This
procedure was followed in order that judges were not influenced in their
evaluation by knowledge of thé drawing's group membership.

Ability scores were then computed by calculation of a weighted
average across gll the judges' evaluations for each of the five criteria

on every drawing. Totals for each drawing were.obtained by adding the
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weighted averages. An inter-judge reliability ratiﬁg was computed on
the five totals fof each dréwing. A Pearson Product-Moment correlation
matrix was used for this computation.

Satisfaction scores were obtained from the students' responses on
the back of each drawing. |

The method used to analyse the variables, satisfaction, and five

dimensions of ability, was multivariate analysis of covariance.
SUMMARY

A‘pre-test post-test, with control group, design was selected to
test the hypothesis thaﬁ there would be no significant differences
betﬁeen the experimental and control groups on the dependent variables,
satisfaction and five dimensions of drawing ability; following a seriés
of directed observation lessons in figure drawing. Random sampling
procedures were used to select two grade seven art ciasses, from the
Calgary public school éystem, to serve as experimental and coﬁtroi
groups.’

Satisfaction scores were obtained through the use of a satisfaction/
dissatisfaction scale. Ability scores were estimated by a panel of five
expert judges usipg an evaluation guide containing five criteria for
realistic drawing}

Treatments in the experimental group included attention to major
body shape relationships followed by perceptual training techniques. The
approéch utilized sequential ordering of drawing problems in order to
engenderjperceptual development and growth of a drawing strategy;

Control group treatments were typical of drawing instruction
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_offered students in junior high schools.

To indicate possible biassing effects due to instruction, a check
sheet containing twenty-two instructor behaviours was completed by a

qualified observer.
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CHAPTER IV

ANALYSIS OF DATA

Introduction

The purpose of this investigation was to discover if grade seven
students' drawing ability, aﬁd satisfaction with drawing, could be
altered through instruction. Two groups were randomly selected to serve
as the control and experimental groups. Tﬁe experimental group received
a series of sequential lessons in figure drawing that‘eﬁployed
examination of basic shape relationships and perceptual training
techniqees. The contfol group received a series of "non-sequential'
lessons in which a large variety of figure drawing activities were uﬁder—
taken, none of which were designed to assist in the development of a
particular drawing strategy. Observed differences effected by the

treatments are reported in this chapter.

Descriptive Data

The data for this study consisted of measures taken on six
covariates and eix depehdent variables. These were satisfaction and five
dimensions of drawing ability collected from.both groups before and after
treatments.

The dimensions of drawing ability were defined by five criteria
which are outlined in Appendix B.

Table I shows cell means and standard deviations for both treat-

ment groups on the pre- and post-tests.
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Table 1

Observed'CelliMEans and Standard Deviations
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Cr. A Cr. B Cr. C Cr. D Cr. E Sat.
Expt. X  4.36 2.57 3.96 2.74 3.11 6.12
Group s 2.05 1.23 1.46 1.41 1.73 1.96
Cont. X 6.18 3.26 5,22 2.88 3.29 5.50
Group s 1.28 1.12 1.11 1.41 1.47 1.88
cr. Al Cr. B cr. ¢ cr. o cr. B sat.t
" Expt. X 6.58 4.73 5.73 4.22 4.76 7.33
Group s 42 .82 .81 1.39 1.28 1.74
Cont. X 6.58 3.64 5.51 2,72 3.51 5.00
_ Group s .80 .79 .66 .86 1.03

Cr. = Criterion

S
*,

-i.

at. = Satisfaction

Pre-test

Post~test
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A Pearson Product-Moment correlation matrix of the variables,
including covariates, is presented in Table II. Significant correlations
(p < .05) were found to exist between the individual criteria of drawing
ability on the pre- and post-tests (except for the correlation between
criterion A and criterion B on the post-test).

As satigfaction was significantly correlated with some dimensions
of drawing ability (criterion C, criterion D, and criterion E), over all
subjects, in the'pre—test but not in the post—-test, éurther correlaﬁions
were carried out. Table III reveals that‘correlations between drawing
ability total scores“and satisfaction are significant at the .05 level
(two-tailed tesg) for the control group on the post-test and the control
and experimental groups combined on the post-test. Although not |
statistically significant, the correlations between satisfaction and
ability (total score) in the experimental group changed from positive to

negative after the treatments.
STATEMENT OF HYPOTHESIS

Satisfaction and five dimensions of ability were considered
simultaneously to determine the effect of instruction. The null
hypothesis stated, therefore, ;hat there would be no significant differ-
ences between the experimental and control groups on all variables
considered simultaneously.

Ho: There will be no significant differences between the
experimental and control groups on the dependent variables satisfaction
and the five dimensions of ability, "presence of major body shapes,'
"proportion," "presence of detail," "skillful representation of detail,"

and "funcetional appearance" when considered simultaneously.



Table IL

Correlation Matrix with Covariates Included

cr. &% cr. 3% cr. ¢ ce. Dt cr. EF sac.® or. AT cr. 3" cor.c’ ocr. D' cr. BT sar”
cr. AY 1.0000
cr. 5 .6505 1.0000
cr. ¢ .8202  .7447 1.0000
cr. D .4731  .7864  .7419 1.0000
cr. 5 .6046 .8417 .7620 .9072 1.0000
sat.”  .0462 .2464 .2989  .3892  .2864 1.0000
ce. At —.0942  .0442 .1057 .1333 -.0217 .1991 1.0000
ce. 87 -.0414 .3512 .0540 .2548 .2923 .0281  .2153 1.0000
ce. ¢t -.1223 -.0343 .1688 .1310 -.0111 .2240 .7606 .3274 1.0000 -
cr. ol -.1725 .2976 .1194 .4517 .3782 .3659  .3045 .5512  .5294 1.0000
cr. BV -.0587 .3837 .1693  .4504 .4386 .3681 .3385 .7502  .4445  .8021 1.0000
sat.T L0147 .0066 .1238 .0950 - .0419 .5077 .0885 ~-.1680 .0835 .1488  .0474 1.0000
Cr. = Criterion

Sat. = Satisfaction

%
Pre~test

TPost—tes

N = 50

t

89
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Table III

Correlations: Ability Total Scores with Satisfaction

Experimental Control All
Group Group Subjects

N=2[|. N=26 ( N=50

Pre-test .3067 : 3549 : .2419
% *

Post—test -.3088 .4588 .3018

B ‘
Significant at .05 level (two-tailed test)

——
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DECISION RULES

As the .05 significance level was selected for this study,
differences were considered significant only if they were equal to or

less than this probability (p) value.
STATISTICAL TEST OF HYPOTHESIS

A multivariate analysis of covariance was used to analyse the
‘data. Measures taken on the variables satisfaction and the five
dimensions of drawing ability, ''presence of major body shapes,"

1"

"proportion," '"presence of detail," "skillful representation of detail,"

and "functional appearance,"

in the pre-test, were used as covariates,
Dependent variables cénsistéd of measures taken on the same variables in
the post-test. Table IV presents a summary of the analysis of the
’ 4

multivariate criteria,

The multivariate F-ratio test revealed group differences existed
on one or more of the dependent variables considered simultaneously
(p < .002). A study of the treatment conditions was carried out in
relation to each of the variables using the univariate F-ratio test and
step-down F-ratio test. The former indicates treatment effects on a
criterion variable independent of all other variables. Consideration of
the probability vaiues associated with the results of six univariate
tests in this situation ié inappropriate as the variables are not
indépendent. The step-down F-ratio test, however, reveals the difference
_in treatment effects on a criterion variable after the effects upon éhe

preceding variables have been partialled out.

An inspection of the step~down F~ratio results in Table IV shows
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Table IV

: %
Summary of Analysis of Multivariate Criteria

Variable Hypothesis Univariate P< | Step- - P<

mean F dovm
' square L F
cr. A 0559 . L1454 - .7049 1454 .7049
Cr. B 6.6841 12.4964 ..0011  12.3979 L0011’
Ccr. C .7970 1.8479 .1813 .0166 .8981
Cr. D 6.0847 7.4659 .0092  2.1474 .1509
Cr. E 4.1596 4.6846 L0362  1.6233 .2104

Sat. 32.6195 10.6409 .0023 6.8305 .0129T

*F Ratio for Multivariate Test of Equality of Mean Vectors
F=4.3407, Degrees of Freedom 6 and 37, p < .0021

. Degrees of Freedom for Hypothesis 1

Degrees of Freedom for Error 42

+Significant at the .0l level
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that the groups differed on two of the six variables, namely, criterion B
(p < .QQll) and satisfaction (p < .0129). On the basis of the above
informafion the null hypothesis was rejected.

| A study of the table of least-squares estimates of effects, with
covariates removed (Table V), indicates thét.the experimental group
performed significantly bet;er than the'control‘group on both criterion
B énd.satisfacﬁion inrtherpést-teét. The least:squares estimate for the
control group, in this instance, was ﬂeld constant at‘zefo as the

_ experimental group was compared to the confrol group. The least-squares
estimates, therefore, show that the expefimental group performed best on
criterion’B and satisfaction, being almost oﬁe point hiéher than the -

- control group on criterion B (.9423) and over two points higher on

satisfaction (2.0816).
JUDGE AGREEMENT

To detefmine agreement among judges in their ratings a Pearson
Product-Moment correlation matrix was computed, using the totals of all
criteria for each drawing. Table VI indicates all correlations are in
excess of'the .001 level of significance (two-tailed test), revealing

that the judges held similar perspectives.
OBSERVER'S CHECK SHEET

To measure possible effects of instructor biassing during the
‘treatments a qualified observer recorded teacher behaviour on a check
sheet containing twenty-two items (see Appendix E).. The observer was

unaware which was the experimental group and which was the control.



Table V

Least-squares Estimates Adjusted for Covariates

Experimental versus Control
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Cr. A  Cr. B Cr. C Cr. D Cr. E Sat.
Grand Mean 6.1825 4.4066 5.0776 3.2260 3.5170 3.0402
L.S.E. . L0861 ° .9423 .3253 .8990 .7433

2.0816

Cr. = Criterion

Sat. = Satisfaction



Table VI

Correlation Matrices Showing Judges' Agreeément

on Pre~ and Post-tests
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Pre-test
Judge 1 Judge 2 Judge 3 Judge 4 Judge 5
Judge 1 1.0000
Judge 2 .8539 1.0000
Judge 3 .8907 .8926 1.0000
Judge & .9371 .8341 .8661 1.0000
Judge 5 .9490 .8555 .8658 .9235 1.0000
Post-test
Judge 1 Judge 2 Judge 3 Judge 4 Judge 5
Judge 1 1.0000
Judge 2 .8120 1.0000
Judge 3 . 8400 .8722 1.0000
Judge & .7882 .8185 .7911 1.0000
Judge 5 .8241 .7439 .7005 .6851 1.0000

N=50
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Table VII .shows that behaviours observed were confined to the group for
which they were designed. None of the undesired behaviours were recorded

for either group.
SUMMARY

One group was fgund to have performed significant}yébetter than
the qther when all variableé wefe considered simultaneously ﬁsing the
techniqﬁe of multivariate analysis of covariance. Examination éf the
univariate F-ratio test and the step-down fhratio- test revealéd
criterion B,(propprtion) and satisfaction were responsiﬁlé for the group
differences. The least-~squares estimates of effects, with covariates
removed, showed.tﬁat the differences weré in favour of the experimental
group.

Descriptive data indicated that the individual criteria for
drawing ability were significantly correlﬁfed ip the pfe—'and‘post—tests
(excépt for criterion A with criterion B 6n the post-test). Satisfaction
was sigqificantly correl;ted Qith some dimensions of drawing ébility over
all subjects on the pre-test, but not on the post-test. Correlations
between satisfaction and ability total scores showed éignificant
cofrelations for fpe control group and for all subjects combined in tbe
po;t—test.

Judges were determined to have ; high level of agreement in their
evaluation of tﬁe drawings. |

The observer's check sheet indicated that all instructor behaviour

items were checked,in the appropriate group.



Table VII

Summary of Observer Check Sheet
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Item Group

Item No. Items Checked Frequency Group
1 " Exp % 3 Exp
2 Con * 3 Con
3 Exp * 3 Exp
4 Exp * 3 Exp
5 Exp * 3 Exp -
6 Con * 2 Con
7 Exp * 3 Exp
8 Con * 3 Con
9 Con * 3 Con

.10 ~ Exp * 3 Exp

11 Con * 3 Con
12 Nil
13 * Nil
14 Nil
15 Nil
16 Nil
17 Nil-
18 Nil
19 Nil
20 Nil
21 Nl
22 Nil




CHAPTER V

DISCUSSION OF THE FINDINGS

The purpose of this study was to discover if grade seven stﬁdents'
drawiqg ébility and saﬁisfaqtion with drawing could be altered through
instruction involving éxamiﬂgtion of basic shape relationsﬁips and
perceptual training techniques. A summary of the findings, interpréta-,
tion of the results, implicatiéns for educational practice, and

suggestions for further research are presented in this chapter.
SUMMARY OF THE FINDINGS

1. The dgta were analysed using the technique of multivariate
analysis of covariance. The multivariate F-ratio test reﬁealed that one
group performed significantly’better on one or more of the six deﬁendent
variébles.

2. Examination of the univariate F-ratio test and step-down F-
ratio test indicated that criterion B (proportion) and satisfaction were
responsible for the group differences.

3. Inspection of the least—squares“estimates of effects, with
covariates removed, revealed that differences were in favour of the |
experimental group. |

4. A correlation matrix of ali variables over all subjects
disp}ayed significant correlations between'éatisfactidh and)some
h dimenSions of dréwing ability (criterion C, criterion D, criterion E)

on the pre-test. There were no significant correlations between

77
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satisfaction and any offthe five dimensions of drawing ability on the
post-fest.

5. There were significant correlations between -the individual
criteria of drawing ability on both pre- and post-tests (except between
criterion A and criterion B on the post-test). |

6. Correlationg between satisfaction and total aBility scores
were statisticaliy sighificant on the post-test for all subjects
combined and for the control group individually.

7. Correlations between satisfaction and totél ability scores in’
the experimental grbup changed from a positive result to a negative‘
after treatment.

8. A Pearson Prqduct—Mbment correlation!matrix‘coﬁputgd on total
drawing ability scores reyealed that judge agreement was High.

9. A summary of‘§he observer's check sﬁeet showed that éll
teaéher behaviours were confined to the group for Whibh-they were

designed.
INTERPRETATION

Two major effects of instruction were noted. Students' ability
to accurately represent ‘the basic shape relationships (or.relative
proportions) of a figure improved while satisfaction with the results of
drawing activity increased. That the increase in ability to make
drawings with more accurate proportions was the direct result of instruc-
tion is a safe assumption. The increase in satisfaction, however, is
more likely to have resulted indirectl& from instruction. A change in

satisfaction was probably stimulated in the subjects by the more
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realistic post-test drawings,_as no direct effort to influence student
satisfaction was made by the instructor.

The occurrence of a significant change‘in ability to represent
accurate large shape relationships is not surprising as the main emphasis
of instruction was directed towards developing in students a strategy of
working from the largest to the smallest relationships. This teaching
method was .adopted in%aﬁ attempt to alter the usual drawing habits of
typical young adolescents. ‘Students in this stage of development
characteristically become preoccupied with detail in their search for
"realism" to the extent that proportion is forgotten. ‘Drawings
representative of this age very often are quite accurate, with réspect to
detail, but badly distorted because of poorly considered basicrshape
relationships.

| The findings of this study have served to illustrate that the
ability of grade séven students to make realistic visual representations
can be improved by instruction that directs attention to basic shape
relationships before attending to details. Examples of the pre- and
post-test draWings of,two subjects are presented in Appendix G. The
pre~test drawing of Subject One clearly displays carefully represented
detail and poorly considered basic shape relationships. The post-test
drawing, however, illustrates an impfovement in proportion with skiii in
detall representation remaining approximately the same. As proportion
improved the realistic appearance of the drawing also improved. This
subject registered an increase on the satisfaction scale of’one point.

Subject Two achieved no change in ability score after treatment

(both pre~ and post-test ability scores were very high). An interesting
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observation was that although no significant change in drawing ability
occurred, the subject's satisfaction level drépbed five points (on the
nine-point satisfaction scale) indicating that the subject'sﬂlevel of
rexpectation had increased. The reader will notice that the individual
drawing style of both "subjects" was not affected by imstruction.

In the study by‘Salor:qe1 (mentioned in Chapters I, II, and I1I)
the amount of détail iﬁcludéd in the drawingé of éradé five pupilsrwas
found to increase after perceptual training. An attempt ﬁaé made in this
study to make quantitative measures of ‘detail included in drawings
(criterion C), aé well'asrtﬁe skill with which they were ¥epresented and
the appropriateness of their selecfion. Unlike Salome's sfudy no change -

,Qécurred in ériteriqp c. |

. Altﬁough qfitérion D (skill in sele;tion and reﬁréSentatibn of
details) was not statistically significaﬁt (p < .1509) fhe éhange which
occurred was large enough to speculate that a longer pefiod of instruction
may have produced significant changes.

Significant correlations between the individual dimensions of
drawing ability on the pre- and post-tests indicated that a strong
relationship existed between each of the criteria used to evaluate
aspects of realistic drawing.

The fact that correlations between satisfaction and ability tofal
scores in the experimental group changed'from ﬁositive to negative after
treatments (althéugh it did not reach the .05 1evel)-suggests that the
treatment could have had some effect. This result could, iﬁ part, be aue
to the diversi£§ of abilities possessed by the individuals comprising the

experimental group. Several students appeared to possesé well-developed
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ceritical abilities. Consequently, as the result of instruction their
facility in dréwing increased dramatically. Satisfaction changes'in
these students, however, remained small in relation to the rest as
critical facility, essential to development iﬁ drawing skills, did not
allow large increases in satisfaction. Other students in the class with
limited analytical skills, tecorded large increases in satisfaction
resulting from relati;ely sﬁall changes in drawing skill. In other words,
instruction‘éould have caused the gap between "expectation levels" and
drawing ability to widen in some cases and become narrower in others,
depen&ing upon the potential of individual students to develop their
critical abilities.

Another contributing factor toward this correlation reversal could
have been the differing instructional requiremepts in both groups.: The
nature of instruction in the experimentai group required that the‘teacher'
provide considerable directiop and help; whereas in the control group,
drawing activity was relatively independent of the teacher. In fact, the
major objective, stated overtly to the control group, was that they were
to draw to "satisfy themselves." The natural reaction of students in
teaching situations is to attempt to achieve '"teacher expectatioms." 1In
the absence of feedback from the teacher regarding quality of student
work, the experimental group would have had greater difficulty establishing
a feeling of saﬁiéféction or dissatisfaction. Such a situation is
unusual in the classroom and it is likely that, givén feedback, the
’correlation would become positive again.

Related to this point is the finding that correlations between

satisfaction and ability totals were not significant for either group on
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the pre-test, but were positively correlated (p < ;05) for the control
group, and for both groups combined, on the post-test. Two implications
are suggested by these outcomes. The n;ture of the requirement made of the
control group (draw to satisfy yourself), and the absence of an implied
"teacher expectation" rega;ding standards of work, allowed the subjects

in the control group to evaluate feelings of satisfacgion unworried by

the possibility of failing to reach the teacher's unknown standards.

The second implication of the combined group's positive correlation
(satisfaction with ability) is that‘the experimental group's non-
significant correlation on the post-test was due to chance, or the effect
of several extreme scores on a relatively_smgll sample, The fact that
the combined-group correlation on the post-test.was positive is a finding
that supports the theoretical literature regarding young adolescents'
desire to make reaiistic imagery.

A high level of agreement among the drawing judges indicated that
the judges he;d very similar perspectives regarding realiétic representa-
tion. The final drawing ability scores, therefore, méy be regafded as’
meaningful results for the purpose of this research.

The fact that the observer recorded no biassing influencés due to
instruction in elther group means that differences which occurred most

probably were due to the treatments.
IMPLICATIONS FOR EDUCATIONAL PRACTICE

The major impetus for this study was provided by a suggestion
from the literature that the aesthetic development of most people seems

to be arrested at adolescence. That "most people" become dissatisfied
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with the results of aesthetic activity at this point is implied by such
an observation. The literature revealed further, that, in drawing, the
most popular subject of young adolescents is the human figure and the
desired mode of representation is a "realistic interpretation.”
Instruction in skills, nécessary to the production of realistic images,
produced significant changes in satisfaction and a major aspect.of
dfawingrabilitj. |

An important implication for educational practice that may be
derived from the above analysis is that students at the grade seven level
should receive instruction comprised of sequentially ordered drawing
tasks such that attention is directed to large shape relationships prior
to attending to details. Perceptual training techniques should be
employed in conjunction with drawing activity in order that these
AStudénts may achieve the realism they desire. |

Another implicétion of the findings is that the human figure
should be included in the déawing program as a dréwing subject during
grade seven.

A more logical approach to the teaching of drawing in earlier
grades may be suggested by these findings. If some instruction in
observation skills and perceptual training was undertaken in grades
prior to grade seven, the "crisis of adolescence" in image making may,
ip part, be averted. If students, upon feeling the desire to make
realistic repfesentations, were able to draw upon:apﬁropriate skills
dissatisfaction woqld be 1éss likely to result.

The results of this research may benefit the stﬁdent in that

drawing skills, aéquired through instruction of the type outlined herein,
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may be used in other areas of the art curriculum. As drawing is basic to
most art activity, drawing skills are likely to enrich the art student in
many other aspects of art. A concomitant increase in satisfaction in

other areas may also result.
SUGGESTIONS FOR FURTHER RESEARCH

Suggestions for further research are outlined below:

1. A study to survey the relationship of satisfaction to draﬁing
ability through all the grades.

2. A study investigating the possibility of increasing
satisfaction through similar instruction methods in higher‘and'lowerr
grades.

3. An empirical study to discover if a stage of "readiness" to
draw realisticélly exists in the child's aesthetic development.

| 4, A long-term study to discover if the relationship between
satisfaction and ability changes with an increased period of instruction.

5. A long-term study using the same instruments to discover if an
increased period of instruction produces significant changes in criteria
other than proportién.

6. A similar study or studies in other areas of the art

curriculum. Painting or sculpture could be substituted for drawing, for

example.
SUMMARY

The following conclusions were drawn upon interpreting the findings:

1. Grade seven students' ability to make realistic visual
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representations can be increased on the criteria of ﬁroportiop by
instruction that directs attention to large shape relationships before
details and involves perceptual training techniques with drawing
activity.

2. Such instruction also has the effect of increasing students'
satisfaction with the finished drawing.

3. Although skill iﬁ selection and represen£ation of details did
not achieve statistical significance,‘the change which océurred was
 large enough to speculate that a longer period of treatment could have
produced.a more meaningfﬁl result,

4. Descriptive data indicated that correlatiqné_between
satisfaction and drawing ability totals reversed from positive to
negative, although not significantl&, during the treatménps. Possible
explanations for this could have been: (a) Disparate changes in the gap
between "levels of expectations" and drawing-abilities aéross all the
subﬁects in the experimental group; these disproportionate changes'being
due to the very wide range of potential (to‘develop,critical abilities)
in the individuals comprising the group.’ (b) The naturé of "instruction in
the experimental group implied "teacher expectations' which were uﬁknowh
to the class, due to the necessary absence of feedback, thus establishing 7
feelings of satisfaction that would have been more difficult for subjects
in the experimental group than for those in the control group as the
latte£ were directed to "draw to please themselves.'

5. The faét that correlations between satisfaction and drawing
ability totals Wére gignificant (p < .05) and positi&e‘for theicontrol

group and for both groups combined on the post-test indicated; (a) the
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instruction to the control group ("draw to please §§urse1f") enabled the
subjecté in this group to more easily establish feelings of satisfaction,
and (b) the experiméntal group's non-significant negative correlation
may have been due to the effect of several extreme scores on a
relatively small sample.

6. The drawing judggs ﬁeld similar persﬁectives,

7. No biassing teacﬁer behaviours were recorded by the observer.

The implications for‘educational practice from this study are:

1. Students in grade seven should receive drawing instruction
comprising sequentially ordered drawing tasks such that attention is
directed to large shape relationships prior to details. Perceptual
training techniques should be employed in conjunction with drawiﬁg
activity.

2. The human figure should be included as a drawiﬁg,subject in
grade seven.

3. Ihat instruction in observation skills prior to grade seven
could, in part, avert the "crisis of adolescence' in image making is an
implication that can be derived from the findings.

4. Drawing skills acquired by the student throﬁgh directed
observation lessons may be of benefit in other areas of the art
curriculum as drawing is basic to most art activity in the present
curriculum. Concomitant increases in satisfaction:may also result in

other areas of the curriculum.
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1R, A. Salome, "The Effects of Perceptual Trainiﬁg Upon the
Two-Dimensional Drawings of Children,'" Studies in Art Education, 7, 1
(Autumn, 1965), 18-33. ,
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Name ® 0 8 00 05 5 0 00 00D OSSOSO e RS GEECe e
SChOOl LR A R R IR I A I A IR R I )

AgeKoon00000000oootonoooo.uooouooo'ooo

Bii‘th Date OOOtO‘OQOF'..COOO.i.l"l;'l.

Have you had lessons in art other than normai'school art lessons within
the last year? Yes 2 years? Yes 3 years Yes

No _7 No No

If you have’ Where? oo0o-o"...'.oo.oo.oaoooo-uo-cooonaooQooolcoo.oooaooo.-
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EVALUATION GUIDE

Drawings will be evaluated according to the criteria stated below.

will mark the drawings for each criterion using a seven-point

A,

CRITERIA

All major body shapes (head, trunk, arms, legs, hands, feet)
must be present in concordance with the attitude of the
model.

The major body shapes shouldvbe in correct prdportion, |
approximating the proportions of the model. - .

Details such as eyes, eyebrows, nose, mouth, hair, hands; :
clothing, etc. should be présent in conco:dance with fhe
attitude of the model.

Details should be represented with skill. For example,
consideration should be made of the appropriateness of detail
seiected and represented, the accurécy with which the detail
is related to the major body pagts, and the skill with which
detail has been translated into linear form.

Appendages must join the body in a functional manner.
SUMMARY

Major body shapes present

Major body shapes in proportion
Details present

Details represeﬁted with skill

Appendages join the body in a functional manner
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JUDGE SCORE SHEET

JUDGE

|
Each criteria should be marked on & one to seven scale.. One (low)

seven (high), or one (poor) seven (excellent).

Drawing No. . - Criteria (score)

AL B. c. D. . E.

99.

100.

* . " .
Original score sheet comprised five pages listing space for all
100 drawings.
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APPENDIX D

L : *
AMENDED SATISFACTION/DISSATISFACTION SCALE

%
Marguerite Lienard, Studies in Art Education, Washington, D. C.:
National Art Education Association, 3, 1 (Fall, 1961). '

Reproduced with permission of the National Art: Education
Association, June 22, 1973.
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terrib;e. I despise it,

very bad. .

bad.

not very good.

a toss—up.; I neither like it nor

a little better than a toss—~up.

fairly good}. I am getting better,

good. I like it.

excellent. I like it a lot.

- AMENDED SATISFACTION/DISSATISFACTION SCALE

dislike

it.
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OBSERVER'S CHECK SHEET

Date:
Time:

School:

Methods of examining basic shape relationships were demonstrated.
Attention of the students was directed to the model as a whole,
rather than as'a relationship of parts.

Methods of relating detail to basic éhépes were demonstrated.

The teacher constantly directed the students' attention to visual
relationships existing in the model.

The teacher constantly questioned.the students aboﬁt tﬁe visual
relétionships of the model.

The teacher constantly emphasized the idea that the student's
effort shoﬁld bé directed towards satisfying his own standards in
drawing. |

Questions such as, "How do you draw a foot?" etc., were answered by

" verbal explanation and demonstration on the chalkboard.

t

Questions such as "How do you draw a foot?" etc., were answered by
demonstration on the chalkboard without specific instruction.'
Emphasis was placed upon students'solving drawing problems tﬂemr
selves rather than teacher-student discussion of these problems.
Teacher-pupil discussions of characteristics éf the‘model occurred.
The drawing stimulus‘was changed at least three times during the

lesson.
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13.

14.

15.

16.

17.

18.

19.

20.

21.

22,
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Drawing tasks set by the teacher left the class largely unoccupied.
The teacher consistently ignored students' requests for help.

The teacher constantly displayed irritability, impatience or
disinterest.

Constrainté placed upon the behaviour of the class were ekceésively
restrictive. |
The teacher used sarcasm in referring to students.

The teacher pra¥sed the work of the class uﬁnecessarily or
excessively.

Ihe‘teacher condemed the work of the class unnecessarily or
excessively. 7

The teacher praised the work of individuals unnecessarily or
excessivel&.

The teacher cdndemned'the work of individuals unnecessarily or
excessively.

The teacher made unnecessary gestures which could have been inter-
preted by the class as praise.

The teacher ‘made unnecessary gestures which could.havé been inter-

preted by the class as condemnation.
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Followingiis a brief transcript of typical questions, answers,

and instructions that were employed to guide ﬁroduction of the first
_ ; ‘

drawing by the experimental group. This tran§cript is broken into
appropriate, and sequential, divisions relatiqg to major areas of |
Vconcentration.‘

To assist the reader, symbols indicating questionsé,;nswers, or
instructions have been used. They are:

A. Answer (student)

I. Instrﬁction (teacher)

Q. Question (teacher)

i
HEIGHT-WIDTH RELATIONSHIPS

Q. If you drew the model so that the head toucﬁéduthe top of’
your page, the fget touched theébottom and the shoulders tbuéhed eacﬁ
side, would the drawing "look right?" (Given 18 inch by 24 inch drawing
paper and a standing model,)

A, Wo, the figure would be too wide.

I. When making a‘drawing, as a beginner, it helps if your page

has the same height-width relationship as your model. See if you can

fold your page so that it does this.
USE OF THE DRAWING INSTRUMENT

I. Most people, when learning to draw, use the pencil as though
they are writing. By this I mean that once they have drawn a shépe they
are afraid to change it, even though it does not "look right." Drawing

becomes much easier if you are not afraid to change what you have
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already drawn. The best way to do this is to draw lightly at first, with

continuous strokes until you can see that the shape is more to your

liking. Then it is a goo& idéa to work over it with heavier strokes to

reinforce the favourable shape.

]

o o» o P oo

Q.
resemble?
A.
Q.
A.

I.

EXAMINATION OF BASIC SHAPES

Look at thé figure and think of it as a collection of shapes.
What shape does the head resemble from the front?

An ovai.

Is the head the same width top and bottom?

No.

‘Is it 1ike an oval then?

No.

What solid object that you are familiar with does it most

An egg.
Does the head resemble an egg if you look‘at_it from the side?
No.

Try to draw on the back of your piece of paper the basic

shape of the head as you see it. Don't worry about details. Draw two

or three if the first one doesn't satisfy you.

I.

Q.
A,
Q.
A

Look at the trunk, disregard the arms and legs if &ou can.
Where is thé widest part of the trunk?

Across the shoulders.

Where is the narrowest part of the trunk?

Across the waist.
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Q. Is the distance across the hips equal to the distance across
the waist? |

A. No. It is nérrower across’ the hips.

Q. Would the shoulders be joined besthy a curved line or a
straight line?

A, A curved line.

Q. Why? ‘

A. Because both theAshoulders of the model sloﬁe'down from the
neck.-‘

I. Try to draw a basic body sﬁape,‘on a sparerpiéce of paper,
that resembles the trunk you are looking at.

I. Look at the arms and legs, forget about the hands and the

feet.

Q. How many parts does each arm and leg have?

A, Two.

Q. 1Is each paft the same shape?

A. Not exactly.

Q. Are they similar?

A, Yes.

Q. What do you notice about each of these shapes that is
similar?

A. They are all long thin shapes.

Q. Are each of these shapes the same size?

A. ©No, the upper parts of the arms are bigger than the lower
'parts and it‘is‘the same for the legs.

Q. Is each part of each arm and leg the same thickness all the
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way along its length?

A. . No, usually they are thicker towards one end.

I. See if you can dr;w some shapes on your spare'piece of paper
which yesemble the arms and legs you can see on the model (model rolled
up pant leg and sleeve for this activity).

I. We are going to try to put some of the pieces together, now
that you have practicéd drawing them, to make a "basic drawing." By
that I mean we are going to make a drawing of the main body parts, but
we are not yet going to try to draw the details.

Q. As you have a piece of paper folded fo make the same'height—
width relationship as the model, how do you think the dréQihg Will best
fit the page?

A, Witﬁ'the heaq close to the top, the feet c}qse to the botfom,
and the:arms.élosé to the side. 7

. Q. In that case where do you think the end of the body will be
on the page?

A, Half-way dowﬁ.

Q. You are saying then that the upper h;lf of the model is the
same length as the lower half?

A. Yes.

I. (To‘one stu@ent) Measuré the upper half of the model with a
yard rule and compare it with the lower half.

Q. (After student has measured) What did you find?

A. The lower half is a little longer than the upper half of the
figure.

Q. Where will the end of the body of the drawing fall on the
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page then?

A, A little‘above half-way.

I, Make a mérk on the page to indicate this.

Q. Before you begin to draw, do you know how much space the head
will take up of the upper half of the drawingé

A, About one third.

I. Draw the‘ugper hélf of the figure Makiﬁg sure the head and
body £ill the spaceslwe decided upon. Don't forget the shapes of these
two things that you practiced drawing befére. (Time was allowed for
everyone to do this.)

Q. Before. you draw the legs, do you know which is the longer
part of the leg, upper or lower?

A. Lower.

Q. Whereabouts on the page will we place the knee then?r

A. A little above halfway between the end of the -body and the
bottom of the page.

Q. How far apart?

A, Abgut the width of the head.

Q. Are both knees directly underneath the body?

A. No, one}is, but the other is a little torthe side,

I. Mark the positions of the knees and draw the top half of the
legs. (Time was allowed for this.)

I. Decide for yourselves where the ankles are and draw in the
bottom half of the legs. Don't forget to leavé space for the fegt.

Q. How big is a foot comparea to a head?

A. I don't know; smaller I think.
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I. Measure a foot and compare it to your head.

Q. How does it compare?

A. 1t is langer by a couple of inches.

Q. Are you looking at the side or the front of the model's feet?
A. One from the front and one from the side.

Q. When you look at a foot from the front does it appear longer
than the head? |

A. No.

Q. That is because it has been foreshortened. How thick does
it appear in comparison to the head then?

| A, It 1s about as thick as half the length of the head.
Q. How could you best describe the shape of a foot?
. A, It is flat on the bottom and slopes up to the:ankle, sort of

like a triangle.

I. Try to draw tﬁe feet, rememberiﬁg the things we have just
discussed, (Time was allowed for this.) |

Q. Where are the model's elbows?

A. About half-way between his shoulders and his hips. (fhe
model was posed with hands on hips.) | |

Q. Are the elbows touching or overlapping the sides of the body?

A. No, they are away from the body. 7

I. ﬁark positions for the elbows an& draw the upper part of the
arms. (Time was allowed for this.)

Q. Where are the wrists?

A. Level with the waist and not quite touching the body.

I. Mark positions for the wrists and draw the lower halves of
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the arms. (Time was éllowed for this.)

Q. How big is a hand when compared to a face?

A. Big enough to cover the face.

Q. When you don't draw each finger what shape does a hand
resemble?

A, A mitten.

I. Try to draw the hands remembering these two things. (Time
was allowed for this.)

Q.. Have we forgotten any major part of the figure? |

A. The néék.

I. Draw it in.

I. You ﬁ;W have made a "basic" figure drawing. The next most
important step is to add details. However, many of you have made your
drawings very heavy so that it would be difficult to draw details over
the top. Therefore, you should place a thin sheet of clean drawing paper
over the top of your drawing. Check to see that you are able to see the
"basic" drawing underneath,

I. Look at the model's shirt. See how it wrinkles and folds in
certain places.

Q. Where can you see the most wrinkles and folds?

A. Where the arm bends and the shirt goes into the pants and
under the arms.

I. Try to think of these wrinkles and folds as patterns of lines.
Imagine how you would draw over your "basic" drawing with this paétern
of lines so that you made a shirt. Go ahead now and fry to do tﬁis.

Look carefully at the model and try to copy the pattern of folds that
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you see. (Time was allowed for this.)

I. Go ahead ﬁith the rest of the figure in the same way,

. |
putting on detalls as well,
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APPENDIX G

PHOTOGRAPH A AND B (SUBJECT ONE)
PHOTOGRAPH C AND D (SUBJECT TWO)
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A. Subject One B. Subject One
Pre-test Post-test
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C. Subject Two D. Subject Two
Pre-test Post-test



