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ABSTRACT

Documenting Two Aspects used to

Identify the Artistically Gifted

Child in a Gifted Program of the .
Upper Flementary Level

Judy Freedman

~
The need for differentiated curricula for gifted children has

created a dileﬁma for art educators. The first problem is: "what
criteria should be used to identify the artisticallyygiféed child?" I
propbse that the aspect of interest in art is as important as Lhe
aspect of inate talent and superior ability in the making of art
objects, when identifying the artistically gifted child in grades four,
five and six. - )

Both aspects are documented while determining the children's level'

of interest in art and by allowing the children to participate in -two

art activities.

, / _
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. . Cflapter I

< *  THE STUDY

-

o Question

K

)5: the past several decades educators have become aware that gifted

children need curricula that are differentiated from the standard
”» ¢ 1 3 ¢ - \

school curricula. In terms of art education this raises three-
problems. The first of these "is: "what criteria and procedures could

.+ be used to identify an artistically gifted child?". Secondly: "once

these children have been identified, what art *curriculum can be

developed that meets their particular needs?" Pinally: "what criteria .

»
and methods could be used to evaluate both the art program “and the

.stﬁdépt('.g;’p'rogress in art?".

It is my intention to attempt to answer the first qu'es‘tion,

a,

v focusing on the upptr elementary school population.

It 'is my hypothesis that a strong interest and predisposition

~

. towards art is as important a factor in identifying artistic ‘giftedq,ess

"as .inate ability or talent in the making of art objects. ,

—




. -

- 4 ‘Background and Rationale

Gifted programs have been mandated and established in most States

of the United States for a decade or more; and as recently as 1985 in

the Province of Ontario. I have been involved in the implementation of )

:a gifted program in Montréal. Interest i;‘l the gifted is si:ill !
increasing in' many areas of Educatjon.

The Ministére de l'Education du Québec Jhas conducted surveys,
sponsored conferencesg and pubiished a posi’tion paper on Gifted
Education (1985); in it the minister advocates gifted education, yet
refuses to legislatef‘;rog;ams or regulate funding for gifted education.

Thé majority of giff;ed prog'ram'sr do not address‘i:hemselves to the
needs of the artistically gifted child, but: rather to @needs of the
intellectua‘lly éift;ed child. Giftedness r.}ef{ers to bth "general ¢

-

intelle&tual ability and specific ability in art, music, mechanics, or

leadership| (Reichart, 1971, p.138). .

The iden ificaJion process is critical‘ in gifted programs. If the

program uses nd achievement test scores as the main component in

the identification process, the "giftedness" identified will be

specific to intellectual ability or talent. Talent .is a ""particular
) \

—ability which a person possesses as, for example, musical talent, or

: Q
talent for mathematics" (Monroe, 1938, p.497).
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The research doné\fn tﬁé field of art education gﬁd giftéd
education is incomplete as to the identification of artistic
LI ) " )
giftedness. Art educators (Meier, Eisner, Rouse) have not reached
agreegent on an acceptable definition for artistic ability. "Artistic

talent can mean a range of abilitieﬁ; any one of which might be called
uhusual, depending,upon.the aspect of artistic behavior considered
importantfby members of one or another sc¢hool of art" (McFee, 1971,
p.316). (\x

Educators in gifted education such as Torrance and Renzulli have
put forward definitions for creative ability which is one aspect of- all
types of giftedness (intellectual, mathematic, artistic, etc.) but is
not specific to artistic ability.

I am proposing a practical %qreening process. to identify artistic
giftedness (within a gifted pophlation). The identification proce;s
combinés the level of the child's interest in art with the qualitative
superiority of the art made. 1In‘'addition, the chil&“s performance
during the art activities will‘be considered. There are‘two major
components to the proce;s. Firstly, the child'!s interest or
predisposition toward§ art will be assessed and noted. Seéondly, }n
order to look at artistic ability thefz;muag be opportunities for the
child to participate in art activities. Passow (1981, p.9), says
"jdentification of the gifted and talented is relateé not only to
systematic observation data, but to the cre§tion of the right kinds of

v

educational opportunities which facilitate self-identification - -

he ’

. .
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identification.by performanée and product which results in
ménifestation of gifted or talented behaviors."Q
‘ I fintend to devise art activities which will allow the children to
demonstrate their ability through performance in én art activity and
through the art product they make. These art products will be rated by .
three experts to see if there isﬂabqye average artistic ability. - .
Clark and Zimmerman (1983) point out that "§pecific characteristics can
be observed in‘the art work of all childrén, but only qualitative'
. differences in these characteristics differentiate between the art work
) of talented, average, and less able children.”
l In addition, the child's performance during the art'activity will
be noted. Parke and Brynes (1984) state that potential for

"excellence" is an important concern in assessing giftedness. This

potential ‘can be observed during the art activities and may have a

’

bearing on identification into a program for artisticaily gifted

children. Superior performance is defined as the follow{ng qualitativg

behaviors: superior:sensitivity in approaching subject, materials, or

task; as well as uniqueness, gnd exhibitina strong learniné potential

in the visual arts. Each student is rated asfcompared to all the

students in the sample population who participated ip the art activity:
v

It is my belief that edutators must provide opportunities and

environments for these children- to "show" us tﬁﬁt they are artistically i(f

v

gifted, and it is our duty to provide curriculum to help develop thése

* . abilities. : ' \

-
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This research is an attempt to identify those grade 4, 5 and 6

students, previously identified as gifted, who have ébové average or

superior artistic ability and'a strong\interest or predisposition

towards art or art related careers.
A ' N

Review of Literature

The Uni?ed States_has been one of the countries at the forefront of
¢

research and development in gifted education. 1In 1972, Sidney Marland,

then in the office of the U.S. Commissioner of Education, presented his

report to Congress; it outlined definitions, and made recommendations

<

for the provisions necessary in the education of the gifted and talented

¢hild. N

AN

Included in Marland's report, as one of five categories of
giftedness,’is superior abilities in the wvisual and 9grforming.arts. He
does not however offer an operational definition of what canstitutes
these superior abilities. This lack of an operational definition is one
of several factors which contributes to tﬁe lack of giftea programs for

‘the artistically gifted child. In fact, this population has been

r
S

identified as being "Disadvantaged by Kind of Giftedness" by

Suzanne Richert in a report of a national update of identification

practices 6fC§ifted children in the United States (Richert, 1985).

©
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Gifted programs use'aocomﬁinaggon of criteria whengyidentifying -

candidates, sometimes including the'folléw@ng: stgﬁﬁardizeg\acﬁievement

»

and intelligence tests, checklists for teachers, parents, peers, and the

candid;tes themselves\ "A New «ork survey found that 76% of all schodls
. .

used four or more criteria while less than 2% depended on a single

criterion. An Intelligence Test score is found in most combinations"
o ’

(California State Department of Education, 1979, p.85).

. o . s

- .
The use of I.Q. tests to identify-children capable of high

: ~ . "

performance in tests of general intellectual or specific abilities give

A

]

9

an advantagé to children who are verbally‘profic%fng. It has been

\\ [N
shown®that I.Q. scores "reflect almost wholly an abilitx to comprehend
vocabulary and to manipulate language meaning" (California State

Department of Education, 1979, p.19). * ' h ' .

A °
Traditional I.Q. scores were not intehded to reflect Visual or
o ¢ <

artistic ability but rather "mental ability and the skill required to

" find solutions to a selected ‘series of problem situations" (Smith,

e N

Krouse, and Atkinson, 1961, p.465).

Richert (1985) states that: ' . .

Moreover, despite a great deal of evidence that academic

'pérformance is not highly predictive of adult giftedness,

e

-

most identification procedures’are limited to measures of

*academic achievement: a) achievement tests, .
™~

b) I.Q. tests (many of whose subtests are admitteﬁly

’

-
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achievement tests), c) grades, and d)‘teacher ‘; ,
récommendations (which do not aiffer markedly from
4 -

N gradesvgiven by those same teachers). (p.70).

Educators of the gifted have recognized this deficiency and have

Y.

attempted to remedy the problem by developing tests and measures for
1

creativity. Paul Torrance has worked in the area of creativity for over
forty years and has deveidb@d tests to measure creativity, while

Joe Renzulli collaborated with others to develop the Renzulli-Hartman

* ' .
Scales of Rating Behavioral Characteristics (Creativity Characteristics).

>
@

. Both methods have served to add greater dimension in identification

‘

of the intellectually gifted cHild. They do not measure artistic
_ability or performance. Currently available tests for measuring

creativity are\ggg intended to measure artistic ability or performance
“but réther to measure creative talent, an important and fundamental-

element of gifted behavior in all areas of study (Torrénce, 1984).

A -prominent theory durihg the 1940's was J.P. Guilford's Structure“'

-

on Intellect. His model is used extensively in gifted programs.

Guilford's modél deals with the idemtification of multiple ability

r

intelligence including creativity. It does not focus on or‘ - . -

’ﬂ.specifically address - either visual thinking or abilities related to

, 2

agtiéﬁié performance (Guilford, 1967).
1 s ’
Torrance and Hené?ickson in the 1960's.developed what is probably

one of 'the most widely used tests for creativity (Torrance, 1963).

.

v [}
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, many different ideas as you can").

\\ ' 8.

Creativity tests such as the aforementioned. attempt to measure the

ability of a student to think of a large number of ideas -in connection
. LY

with new and unusual situations. They test the student's creative

problem solving ability and imagination._

Drawings dre rated for Originality, Complexity,. Produetivity and
‘ . T

Elaboration. They did not address issues of aesthetic value or

. D .
" artistic ability. Creativity was seen merely as a novel response té a .

problem. The greater the number of responses on the answer sheet, the
higher the score, indicating a hiéher level of creativity (Sketch some

object that no one else in’ the class will think of, "and include as
4 . ) .

3

Klein, ?1967) refer;éd to these types of creativity tests as.being
a fProcess" approach to creati&ity. They measure thg student's ability -
to generate ideas and do not asseéﬁtthe quality of the responses.
Klein states tﬁat a second approach to measuring creativity deals with

the "Person" approach in which background data is collected and

»

analysed for creative potential. 'Inventories of personality, interest

and attitudes, are accumulated and correlated with characteristics

related to creativity, as established by the test developer. He
believes that this type of testing, as a single criteria for

dieativity, is not sufficient. "Creativity is complex. . .the

1

. & N . .
assessment process must include a number of instruments. . .'" Parke’and
S - ' RN

Byrrnes (1984, p.217). S .



The third technique Klein describes, deals with what the individual
' N

has created, or the "Product" approach. Art educators have done
TN

considerable research into the use of this"approach to define
creativity or artistic ability.

. Research in the area of artistically gifted students can be traced
— e - - :

back to the early 1900's. Several studies were undertaken to determine
student's'drawihg abilities: Meumann, in 1912, Ayer, in 1916, Manuel,
inrf9;97—and H?llingsworth, in 1923 (Clark and Zimmerman, 1983). Munro
began studying students artistic ability in‘1933 at the Cleveland

Museum of Art By administering The Seven Drawing Test to over 1,300

L

students. There was considerable interest in the artistically gifted
at this time. For example, Meief“dgveloped tests for measures of

artistic ability (Meier, 1966, originally 1939). Meier identified six

factors which he felt contributed to artistic ability. They are 1),
craftsman” ability or manual skill, 2) energy output, 3) general and

aesthetic intelligence, 4) perceptual facility, 5) creative imagination

and, 6) aestheﬁic judgement. Later research has shown thgt Meier's

tests do not test and méasure, with validity, those items that it was

intended to measure. *Burros ' (1978) states that the tests are culture
bound as well as being useless with children under twelve yéars of
age. Youngblood (1979) also criticizes the validity of Meier's

selection of criteriaiused for .measurement of artistic ability. In,

-

P . BN
’ addition,~01ark and Zimmerman (1983) point out that most other existing
standardized art tests developed during this period have beq? proven

not to 'be reliable or valid in predicting artistic talent.

RO .4_,1————‘-~ - - - ’ r

- ' ~
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Kincaid used Guilford's factars of Flexibility, Fluency,

Elaboration, Redefinition, and Originality in his research and found

I d

that there is no consideration of an individual's ability to produce

what he describes as aesthetic pictures (Kincaid, 1961). Brittain and

.

Beittel (1961) concluded that establishing criteria for artistic

creativity is necessary. They also concludeé that the cxiteria for
artistic creativity go far beyond such factors as flexibi @ty and
\xgluency. . l .
Eisner (1962) developed a typology of creative pehaviors which
‘conéisfs og: Boundary Pushing, Inventory, Boundary Breaking, and
Aeséhetic Organizing: which may apply to both form or subject. He

concluded that further development of the typology was necessary and

- . !

that modifications were required.
Lewis aﬂd Mussen (1969) validated t scales of characteristics for

creative behaviors in the visual arts developed by Rouse. Rouse's

I
'

scale is intended to describe drt products and not to evaluate
, créativity per se. Rouse's scale consists of art product
. characteristics such as balance, rhythm, and spacial organZzation,

£
rated on-the basis of the degree of primitiveness or sophistication of

m the handling. The scale dégs however, include- scoring on "originality"

- and "complexity", both of 'which are common characteristics found in

. »

most tests of creativity.

¢ ?




Passow (1981) points out that Getzeis aﬁd Csikszentmihalyi
hypothesized, after their long term study of art college’graduates,
that problem finding as oéposed to problem solving is a crucial
componeng.of creativity. Getzels and Csiksentmihalyi (1976, p.24) als;.
make’the point that there does not exist a generally accepted
theoretical scheme which is applicable to artistic performance. This
lack of a generally accepted scheme which could be applied to artistic
performance has contributed to the necessity of evaluating performance
through art products and has yet to be resolved.

Ope of the major drawbacks to standards'of measurement in art
products i; that they rely on the "expert" judggment of art'
professionals. This type of.jury process also requires a high degree
of consensus among the judges.

Stalﬁer (1981) states’that the evaluation of student art products
and performance has occurred in two areas. The first area is ﬁnowing
"how to do" which relates to aesthetic judgement and the second is
knéwing "what to do" which relates to innovation and creativity.
she says that it is necessary to evaluate both #e factors in
assessing the gifted ié art as well as motivational factors whiéh she

3

calls "why do".

4

““Stalker (1981) points out that the present system of portfoiio

{ —

o
+

evaluation of the Advanced Placement Program (Charles Dorn, 1976) is

both éostly and inefficiént as well as héving~problems of vg%idity and
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reliability. Similarly, teacher identification relies on_judgement by,

the teacher which cannot be externally checked or verified by other

persons. !

Stalker puts forth a model to test what she contends are the thrée

[

factors necessary faf artistic success. Based on her testing, she
listed in descending order of importance 1) Executive Drawing Skill,
2) Coghitive Complexity, and 3) Perseverance as reflected by a higﬂ
level:éf‘motivation.

Youngblood (1979) pointed out that-although the findings in his
study show that art students exhibited superior results in nonverbal

performance, there also seemed to be evidence that a predisposition

towards art or -art careers was a strong indicator of career success.

. He hypothesized that perhaps a "natural inclination1or the

predisposition which leads one to select a career is more important
than skill and training as a predictor of success" (p.61).

Youngblood™ (1979) continues to point out that although there is

‘tacit agreement among artists that this predisposition to become an

artist contributed to their success, research in art education has ,

»

focussed on the value of innate ability, talent and creativity.

o

This predisposition is what Stalker referred to as the "how to" and

"what to" of art.

<

Clark and Zimmerman (1984) propose a new definition of artistic

talent, based on a curriculum conéent model they developed previously;

which’ can be "superimposed over a normal distribution". They define

N
AL
S ¥



artistic talent as a "normally distributed con¢ept"; Theiqicurriculﬁm
model includes seven stages from naive to ‘sophisticated. ‘Th%y°conclude
that more research and testing}of their hypothesié and model are
required and state that:

Researchers need to identify and study large numbers of

subjects to learn more about those who have superior abilities

in the visual arts, as well.as learning more about that which
constitutes average and below average abilities. (p.216).

This definition of artistic talent is strongly rooted in the notions
a t

I1.Q. scores and general population distributions.

There is a common factor in Stalker's .and Youngblood's studjes
: : *

which I find interesting. Both point out that motivation and/interest,
what Stalker calls the "why do" and Youngblood calls a "predisposition

towards art" are important factors in artistic success performance.

Laycock (1979, originally 1922, p.51) said.of talented children that

"the combination of talent and drive produces remarkable progress."

These’notiohs of "why do", "predisposition towards art" and "talent and
. / M
drive" are key points in this study. / .

/
/

- ! /

y y

\\\\& Justificat}éns
/

’
/

4 /
/ .
There is strong agreement among educators that more than one

/
criteria be used in identificayion of giftedness. Paul Torrance

concluded, after more than forty years of research in creativity, tha;/
4 ' /

s
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there shoula be "five policies and procedures regarding identification
of the gifted and talented" (Torrance, 1984, p.155). Gourley (1984)
éescribes four gifted programs which use "self-selection” of candidates
as an alternative approach to supplement more trzditional procedures of
identification. P
| In proposing a system of identification of .artistically gifted
children at‘the upper elementary 'level I deem both the child's
"interest" in art or @n art related career and the child's "ability" in
creating art products of equal importance and it is'my hypothesis that
the information obtained from the .study, will substantiate this noticn.
I propose that the children will in effect "identiéy" themselve; 
through their'"interest" and their participation in art actidities.

It is my belief that the most logical way of assessing the artistic
ability of c%ildren.is to allow thﬁy to exhibit the ability they have.
This can best be done by creating situations for the children(in which
they can create art products.

It is my intention to organize a set of activities which will allow
children fhe opportunity to exhibit agility and talent consistent with
characteristics of the arti;tically giftéd child. The crite;ia for
@hese characteristics are two-fold: firstly, those children who show
strong interest or Qgedisposition to art or an art related career, and
'secondiy, those ?hildren whose art products ‘are assessed as )
dem&nstrating superior ability, in qualitative di}fer;nces, froﬁ the
entire b?dy of collected‘works after be;ng judged by a panel of art
expeéts. ’ ' o

N [

L4
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‘

I will attempt to identify students with artistic ability from a

population of gifted students, in'upper elementary school, through

&

their interest in art, performance in art, and, the art products

' they make. The students will identify themselves through their

interest in participating in art activities and bf the superior quality
of the works they make.

‘There is limited research available in the area of visual or
nonverbal ability related to artistic performance. Both Stalker's
study (1981) gnd Youngblooé's study (1979) address this problem;

however, they deal with college level art students. Neither indicatés

whether their findings could be related teo similar testing with younger

T

students.

Other resear®ers in arﬁ education (Meier, Eisner: Rouse) have put
forward their ideas as to what criteria should be used to’define
characteristics of artistic performance or ability; yet no consensus
among art educators has been reached. ~ ) Xh;

Clark‘énd Zimmerman are working in the are; of défining artistic
taleqt and in developing curriculum for the artistically gifteé.“ Their

research is in its initial phase and much remains to be done. There

existsga need for a practical and effective method of identifying young

-

children who are artistically gifted soc that appropriate curriculum and

_/ﬁinstruction can be developed to meet their needs.
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Research Method . ’ o ?

The study will be conducted in three stages; firstly, the degree
of interest, of the gifted population, in art or an art related career
will be determined by means of small group discussions and interviews,

and ~individual interest éurveys. The researcher has chosen the -
! ¥

1

Renzulli Interest-A-Lyzer as the instrument to be used in assessing the
§tudent's intercst in arttot an art related career. This survey is
readily available in any~gifted program and is routinely administ;red
to students. It is suggeéted, by Renzulli, that the survey be
discussed withlyounggr stqdenfs to assist their understanding of the
topics and to enable the students to respond in a meaningful way
(Renzulli, 1977, p.46-47). Renzuili also suggests that'the
Interest-A-Lyzer is_a startiné point\for discovering a child's area of
interest, d;scussicn with the child is a necessity.

In the second stage the sampie population will participaté 4n art
activities. ‘The products they make will be collected and judged. An
anai}sis will be made of individual students as tokhow they performe£§
during the art activity as eompared to thé whole qrouplin‘thn
participating population. ' -

. There does not exist a generally accepted Shgoretical scheme which
!

can be applied to artistic ability (Getzels and Csiksenthmahalyi,



1976), and as previously stated, artistic talent can mean a range of .
abilities (ycFee King, 1977). The criterialto be used in the judgiﬂg
will be broad in scope. It will be a wholistic approach which will

1

focus bn'quélitative aspects in the body of works produced. The third
stage will be to/;ompare those students who demonstrated super}or
artlstlc ablllty through the art works they produced with thol
students who showed a strong interest or predisposition towards art or
an gfé related career. I hypothesize that those students who showed a
strong interest in art or an art related career will also demonstrate
Superior artistic ability. I will not be fhe instlzructor during the art
activities; however, I will function in a primary role dur%ng é%g other
two stages of the study.

SNdes will be Eaken as documentation during the art activities.
In addition, audio-tape recordings will document the art activities as
well as the judging. Excggpts of the ‘instruction and the student's ‘
interactions during the art actiéizies will be inciuded in the
discussions to follow, as well as transcripts of the entire ‘judging .
procedure in orde£ to provide qualitative richness for the reader. The
- approach to the judging in Stage 2 will be a wholistic one in which the.
three judges will reach consensﬁs on both the séecifid criteria to be
ﬁsed (after sgveﬁal models have been presented) and on tﬁe‘;ssigneﬁ

ratings of the art works produced by the students in the sainple - [

population.
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t

This approach to assessiné the children's artistic ability
P

add?ésses itself to three are%s, firstly and secondly, the more

tré&%tional aspects of the "how to do" or technical ability and the
"what to do" or creative ability;\ Both are reflecﬁed in thg rating of
thé‘art works as well as in the obsérvational notes of the students
during the art activities (their performance). Thirdly, the "why do'
which is related to motivational and interest*factors and which will be

4
assessed through.the interviews and the interest survey.

Sample Population

The saﬁpleupopulation consists 1of 81 students in grades three (one
student), four, five and six.

The students are attending 12 different schools located throughout
Montreal in the Commission des fcoles Catholiques de Montréal --
Enélish Sector. They are of mixed dges, social econbmic status and
sex. Yarticipation in the art activities is on a voluntary basis and

\
is one of the factors used in the analysis of the students lewel of
l ”

interest.
The students are already identified as being gifted. The
identification procedures used are for the most part teacher nomination

R
with, I suggest a bias towards the selection of academically superior



.

.

students. The Identificat?on Matrix consists of the following:

1) Metropolitag Achievement Rea@}ng

2) Learning Qharacteristics (Renzulli—Ha;tman Scales)

3) Motivation Characteristics kRenzulli—Hartmag éegles)-
4) Creativit§ Characteristics QRenzulii-Hartman Scales)

s .

5) Leadership ‘Characteristics (Renzulli-Hartman Scales)
6) Teacher Recommendation o
Although one of the behavioral characteristics consvidered is
creativity, it dogs not refer specifically to artistic ability1but
rather to creative ability. Creative abili;y is an aspe;t_of artgstic, \
iJEellectual, or scientific ability, etc. and gég exclugively artistic

ability. It is unacceptable as the sole characteristic to measure

artistic ability or interest.

-
»

P

‘#
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Chapter III . . .

@ ~_ '

ESTABLISHING %BOUPS BY INTEREST LEVELS

Stage 1
\

e The first stage required interviewing all the ;students in small

groups and noting the level of interest they purport to have if art or

.

G }
art related careers. I define an art related career as one in which

the stident is involved with art but ﬁay not be an artist in the -puro .

sense, e.g. set designer. As the students have limited exposura.with

art and art instruction I decided to allow wider scope in anaessing
A

interest levels and in loocking at "areas" of interest (what [ call art
g

rela;ed careers) in which the students might wish to be tnvolved.

)

. In addition to interviewing the students, information reyarding

Il -
a

their interests was obtained from a pfepareg'checkliht.h Thin chockl int
¥

called the Interest-A-Lyzer was Ergpared by Renzulli and 1 taken f{rom

his Enrichmgnt Triad Model (Renzulli, 1977). ", . .the intarent

b

inventory can confirm claimed interests of the pupil and verify the

absence of different interest typas or groups" (Smith ot al, 1961,

- -
o

p.433).° A . : -

n ' ‘ ’ , .

e
f

.
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After comparing students using the information based on the small
group interviews as well as the individugl interest surveys, the
sﬁgdents were categorized‘into four groups. Group 1 was designated as
those students who have a High Interest in art or art related careers.
Group 2 was designated as those studegts who have a Moderately High
Intefest in art or art related caretérs. Group 3 was designated as
those students who have an Average Interest in art or art related
careers, ‘and Group 4 was designateé as those studeqts who have Low or
No Interest in art or ért related’careers.

. . . . '

I had originally‘intended to divide the students into three groups
of bigﬁ, average, and’iow interest levels. The average interest group
constitutedjthé bulk of the students and it was apﬁérent that some of
the studenté,in this'gfoup had considerably higher interest in art,

yet, not high enghgh to warrant them being placed into the High

Interest Group (l1). Therefore, another group was formed to accomodate

these students of Moderately High Interest in art or an art related

career. IR -

£

_— The criteria used in establishing the level of interest from

the Interest-A-Lyzer was the following: the questions considered were

numbers one, seven, eight, eleven and-“twelve. To be designated as

- - [

belbnging.to the High Interest Group (1), students were to have their

interest in art appear in all five questions at least once. For

example, in question one the student would have to choose design

e ©
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costumes, make costumes, design scenery, build and paint scenery, or ’3

design advertisements as one of his/her thrdé choices. [In gquestion
seven the art museum had to be one of the three choices. In question
eight, ;rt materials (paper, pencil, paints etc.) was requirod.

In questions eleven apd twelve, the interest in art could be
interpreted in a dual fashion; for example, in question eloven, item

fifteen, the student's response is that she Re has often "painted or

\ ”

sketched interesting people, objects, or andscapes.” This can be sieen
as a strong interest in art. Similarly/, if the student's renponse to

the same item was "never', yet 1n question twelve the student rosponded

‘that this item would be one of the tive most interesting activition to

try,\the student was said to have a strong interest in that activity,
Out of the total population of 8! students, six chose at leant one
item 1n all five of the questions, coniidered, 1ndicating a high

interest in art, and were designated as Group 1 (High Intersat Lavel)

v

In addition, the.six students in this group alno indicated a =t rang
. /

interest in-art during the small group interviewn Somme f Tha g

-

comnents are listed below.

QUESTION: Do you like art’

"l love art, 1t'n the best, '

"Art am omy tavourite subject.” ’



-
-

"I wish we cculd have art class everyday. I.likento,makg

things." -

¥

y ——— -

"11q like to learn how to dray§?ettqr you_Eﬁgy{fyake

pecple who look more Treal."

a « '/‘;Ih
Only ten students out of the total population (Group 4) have a low

level or no interest in art. They chose only one or’TEEs\items 154ql
five of the questions'assessed in the interest survey as well &s Z ’
indicating very littie interest %n art during the small group

. . —
interviews. Some of the comments they made are lisaed below.

QUESTION: Do you like art?

"No Miss, I don't like art. I prefer science or math."
"Art's okay, I guess."

"I hate art, I always get.dirty, then my mother yells at
me."

"Sort of." .

N

The Moderately High Interest Group (Group.2) consisted of 32

]

students. Their interest in art was considerably higher than the

students in Avefage Interest (Group 3). dowever, they did not meet the

I

necessary criteria to be placed in the High Interest Level (Group 1);
that is to say that they fésponded positively (showing an -interest in
art) to three or more of the five questions on the survey. In

. . X -

addition, if they responded positively to only three of the five

questions they were designated as being in Group‘f only if they showed

-



both a strong interest in art during the small group intorvibws and

P

also, if they chose to participate in either of the two’'art activities.
PAnﬁ\caées which were questionable were designated as average
interest (Group 3). This applied to sever of the 32 students in

Grbup 2. Thbég students who responded positively to 4 quost]onﬁ on the
survey and who showed high or average interest in art during the
.2 - B * —

interviews were-also designated. as Moderately High lInterest (Group /).

The-remainder of the studénts_(33)'were designatud as Average .’

1 - '

Interest Level (Group 3). They responded to no more than three and no
less than two of the five questions in the survey as well an having a

positive interest toward art during the interviews.
a 4 '

The small group interviews. added an extra dimension 1o the intorosat

.

surveys- and were helpful 1n’e£tqbliﬁhinq the Groupn. They would:not.

°

’ - * 4 . ) ,“
have been useful as the sole criteria for establishing the Grodpa. The

information obtained from the 1nterviews was too qgeneralized and

vague. The majority ot the students had a positive attitude towards

, -

art.’ Out of the total population of 81 only 10 studonts worae neqgat jve

towards art. - : . ‘ v
N %

The two 1tems most often ue¢lected by the ntudenty on ' he Interant ”
Survey, Questions eleven and twelve wore 1tem 14 (Make a Movie) and

-~
s

Items S and 24 (Take Photoqr&phn)bovplop and Print Photograp Thope

,” vt .

» " . .o
items were selected as first choices 76 tilmen and as one of the

© most {nteresting things to'do 32 timpn. s

.

SR
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5 ' Chapter IV .
THE ART ACTIVITIES
Stage 2 ‘

The second stage of the study required the stud;nts to participate
in an art activity. Participation is voluntary and not all the
‘students chose to participate. During the course of the art actiéities
détailed observation nctes were taken to document the student's actions
and interactions;kith the instructors, ;tudents and to the materials
and thgif work., ‘In addition, slides are includeq of the students
durjng the activities as well as,xhelworks the§ produced. The' works
were collected and judged. The judging proceduré'wi;l be discussed in_ -

Chapter V. ' ~ '

.
2 -

The first activity involved 41 students who were given six hours of
instruction on colour at the Montreal Museum of Fine Arts. The
instruction was given by two different instructors on three consecutive

days to three'gxoups (mixed~1ntéreél Lévels) two in the morning (Groups

1

.- A-and B) and one in the afternocon (Group C). Each session was two

A

hours in duration. The instructors work for the HuSeuﬁ's Education
. * o . J

Department and\ are trained art instructors. The students made three

Y

qg}d'gouacheﬂpaint on white card. (24" x 36"). The

¢

paintings using 1i

13



students participated in the activity on a totally voluntary basis.
The two art instructors worked together to formulate the content of

the activities. Tﬁey consulted with each other, at length, at the
completion of each day's session and shared ideas during the morning
) .

sessions (they worked in the same room with a divider).
The following is a transcript of excerpts from the introduc!ory
session (2 hours) given by one of the Museum's instructors. Thi:i i3
in ed to give the reader a sense of the quality and type of
instruction that took place. !
' - it
An excerpt from the introducgory session by the seocond instructor

working with Group C (afternoon group) fo}lows.

FIRST ACTIVITY: COLOUR

MMFA/DAY 1/INTRODUCTION/INSTRUCTOR #1/GROUD A

" INSTRUCTOR Make you}self comfortable, okay.! Since I'm going tu be
working with you for threoe dayn what would be nice
would be for me to know your nameg. My namo

is

The students went around tho.circln adding ohe name at a time and

repeat ing the names that preceded. The inntructor was the laut

i

person in the circle.
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I Alright, well you are ﬂere for a three éay worksﬁop on
colour and we are going £o looklat coloﬁr in all
sorts of different ways. First of all what we'd
Iﬁke to do is‘for you to look at the colours you are
wearing. . Okay, and then once you look at your own
colours éb to those boxes and finq your célours.

That's very jazzy. Maybe you could pqﬁ your dominant
c;lours:-the bne you have mos; of,'aside. See,
these are sort of the two colours.I have in my’ pants
and top.

Who‘has the most colours? Wno has the brightést? Who
has the quietest colours? The ones that don't flash

at all? ‘
Show me your favourite colour. .
Wow, Paul has neon cﬁlours.
o ) . Whaé we’ge doing is looking at the difference in colour.
Mine are kind of dark and dull. Péul's are what?
S Fashionable éolou;s, néon.
I An artist wouldn't use fashionable colou;s_as a wérd. He
would use another word. He ;ould say that his

colours are very intense. My colours are very '

dull. They have other things mixed with them. They

N
) o
)
' ’
'
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.are not pure colours, okay. How much‘-do you know
_ about colours?

- .

Discussion took place about the colours the students chose.

Is there any relation between these colours? How do you
feel? Does éhis belong? ' 5

Now, the colours you choge to wear are very personal,
right?’ I mean most of you said,you picked ;our own
clothes except Emily, who said she. . :?“ ‘

Well, I pick;d the thing but my mother bought  it.

Your mother boudht it. oOkay, if she came home and
brought you something lemon yellow. Would you like
that?

(Nods "no" and shrugs).

You might prefer pink. %hat's xour‘kind of coloqr.'

Do you wear the same colours in the winter as you do in
the sumver? '

No .

Wha;'s the difference?

In the summer, it's more hotter so you wear flashior

colours. In the winter, it's colder.



I Why do you do that? What colours flash? -
- - %

b
¥

) Discussion continueq and examples were shown by the students of

P

summer and winter colours tl:nat they would wear. .
I ' Wwhy do YOI; think that you wear lighter ¢olours in the
summ;ar? What would happen 1£ you wore dark like‘ a
bléck outfit in the summertime and sprir'xg?
. S In summer, the sun is hot.

I‘ | . Yeah, dark colours attract light. ) They hold _t}\e heat in
and lightgr colours like white, white reflects light
c;)mpleg:ely. So that people who live in very warm
parts of the wcsrld wear a lot of white. For
;axample, people in Africa wear white clothing or
very light coloured glothing because it reflects

) ) . more <le the sun's rays.
‘ Something £hat you seem to a.ll know about. Have you
uever done any experiments? ~

Ss No. ., ) .

~

I No? Well, if you took little squares of colours like

¢
thase and made a clock and you stuck them out in the

N ’ - {

snow in the wintertime on a sunny day and you went

from a white'square thrgugh all sorts of colours to

'a black squére and you left them outside in the snow

» 1*‘
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for an hour, what would happen?
s Well, the snow under the black square would probably be
. ‘ , :
melted.
I That's right. The black square will have sunk into the

‘'snow a good inéh and the white one would *not have
moved at all and the other colours will haQe changed
a little bit and difterent from each other. Tho |
garker'ones“will be more like the black and the pale
pale’yellow for example, would be more like the
'white. So that's one reason why we change the kinds
of clﬁthes we wear in the .different aeas&ns. There .
is, another reason: Can anybody gu;ss? What
happened to you, how did you feel when the sun
finally afrived'and,we had no more snow on the
_ ground? Think about it.
S You feel good and lighter colours make you feel happy.
1 That's right. Lighter colours make you feal happy. The
sun was shining. You wanted to wear colour bright
-~ like the sun. In the wintertime, days kinda.tand ta
. l* get dark and gloomy, so we often wear darker
| ucoldurs. Soﬁetimes that 's not a good idea though
what if you felt really depressed? Would you qo éu!

and buy and wear a very dark grey dreng? What |if

you felt really down? Ia there an outfit you put on
o .‘_



when you're really miserable?
] ' I wear black.
I Right. Colours have lots of reasons attacﬁed to them.
g‘There's the different kinds of colours. There's the
« actual property that dark colours keep you warm,
‘like whites keep you coél. But colours also make
you feel differently and each of us has a colour
that hakes us feel up and colours that make us feel
down. Think a little bit about that. I know I have
an absolutely yucky'ouﬁfit I put on when I'm the
colour blue and I don't have to go' anywhere and I:‘
can hang around the house and it's dort of grey and
a little Bit boring. Right? Now think of ;hose two
colours, the colour that you like and maybe the
colour you don't like very much. Okay.

Okay. We're going to start off firstyby painting, 6kay.
Don't get up yeét. Let me tell y?&“ffkst how we
work, okay. Up there you will find paper, water -«
paint brushes and paints and the paints are on the

little tray and each tray has ‘three célours aqd
black and white. Now you can use those colours to

mix with anything you want. Okay, and I want you to

s think of doing a picture using mixed colours and the

_only restriction I'm putting on you is that you
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' ‘ should cover the whole piece of paper and see, how
many colours you can mix and how many shapes you can
make and cover the whole piece of paper. Alright?

So you can get up now and put these back (coloured

squares).
The students got up to do the first painting.

I ‘ What are some of the realistic things you have to do,

just to keep going?

S Clean your brush.

I Clean your brush when what? ‘ . .

S When you use your pallette.

I Okay, when you change colours you have to clean your

brush and here is a sponge for you to wipe your
brushes on or paper towels.
N\
The instructor moved some of the students around to distribute lﬁo

space more evenly.

-

, I Okay, what else do you have to do when we paint?
s . ’ Don't leave yohr brusi in the water. "
I’ + Right. Don't leave your brush in the water caume it'sg

. ot good for the bristles. Okay and here are trays

-~




for you to mix your colours on. There arg flat
brushes and skinny brushes. When do we use the
bigger brushes?

- When we're making a big shape.

Very good. We use the brush to suit what we're making so
if we're maki;g a big fat shape w; can use a big fat
brush and I'll put extra brushes here in the middle
of the floor, okay? So the main thing is tha£ you
should cover your whole paper and you should invent
as many colours as you can.

And afgea,you've done that i'm going to ask you how you
made those goloufs so try o r;member how you made a

<

certain colour.

C
Okay, away you go. See what you can do.

-

-

Students painted. The instructor interacted with all the students‘
while they worked.
. ’ ,

Okay. I'm just going to talk to you for a minute and
then on our way downstairs. I'll take on into one
of the galleries. While they're (the otherlgroup)
cleéning up I:just felt we could have a quick l&ok

at these pictures here, okay? \_



Ss

Ss

. ’

~

. * P .
Um, remember one of the things you talked about. Come

closer. . ., °

ah, can everybody see? Mafbe move-back a litt%e
tiny bit. 'Can you see the two pictures at the same
time?

Um "hum.

Okay, what are some of the things that strike ybu about
Cbeing really different about the colour, of these

two pictures? ' ,1

This one is sort of like summer. It has some water and_

~

it's different colours smixed. This one is dull.
R.ght, so this one seems to be open and lets the air
« <
in and the sun and you can hear the waves so it'sy

kind of an outdoors picture and the colours arce

~

mostly. ) . ’

Light.

All these gréys and blues and look at all these colours.

These are colours that were taken,out of here (boxes

A
<

of coloured squares) and matched yr{h the picture.
That one seems closed in and dark and look at she

different colours that the artist used. What

¢
3

colours did he use there?
Dull colours. Dark colours. )

Dull colours and mostly?
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“Red,'brown. . '

Brown-and reddish colours aye.

This one is bluwe and green so here we have two pictures
that are very different. Yhese arecblue greys and
those are-reddy browns. Now there is something else
different. Remember when we were talking about .
colour mixing? What did I‘tell you about colour
mixing? That there were two ways to mix colour;,
Tina? ’

On the papef'or on the'col%ur thing. .

. 4
/
On the paper or right in the thing, your easel or your

palette. ’ e

P

Now which one did these artists use?

This one right on the paper, ori the canvas.

~

On the canvas. Can you, all of you, see little bits of

a

other colours?

-

Yeah,

Look at the pink here the grey, the bluey grey and the

°

black. 5y

-

See just in that little spot there, how many colours
Tg are there? Loock at all the ¢olours in here. Okay,

he ntixed them and you can see how he mixed them

s )
-

right on the canvas.

A o
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How about this one? Can you move back, bacause 1'm
getting claustrophobic?

, ' Sorry. ‘

STUDENTS MOVE BACK. . A
1 How about this one! Fnﬁr;)Qt you can tell, becaune
Qg these are not the originals. Yes!
S I can tell that he used a lot of basesn that are really
. ' w :
dark.
i I That's right, okay. Do you think he mixed them in the
* canvas like this one? ‘
. Ss No.
L
I No, so he probably mixed the right colour he wanted and '
. . then he applied 1t to the painting right thoeroe, Uo
( those are two very diffoerent ways of “working  Which
one did you like better! To mix 1t on the paper o1t
to mix 1t 1n the palette! How many for paper’
B
-~ i +
Ss . Responded (Inaudible),

I ¢ You liked botg.

Ss Responded (Inaudible).

I That's right, well. Is 1t cust nnyth:nq, Joog 1t mean

1

' k _— that he's sloppy!
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Ss No. . . (Inaudible responses):
\I Thaé's right.r In other words, if you wanted to ac;yally
see éll the colours and see them separately, you <g
would do this one; whereas here the colours a%e
already‘mixed for you to look at. Now that's a very
big change in the way you work and tomorrow when yéu
have a little more tiﬁe, we're goz;g to look at
those originals and you wi;l see how artists
actually put the paint on the canvas armi how
different it iooks when you see the re;Z‘work of
~ --— art. Now you've tried it out yourself today, okay,
S0 y;u Lnow_that it makes kind of a difference.
S Is it tr;e that they use thg tube and they‘just squirt a
bit here and there? ' ‘
I Yes, some artists do that too and we'll sée one like that
' Riopelle, okay.

3

"o ' Ilalso have to tell you that there is a big difference in
. ' time. This picture was painted in the Twentieth
‘ Century. Okay. It's a ggtisée and is probably, .I
< . don't havé the date on it but it's the early
£ | Twentieth Century. 'fhié is a Seventeenth Centuri
éicture. That means? How many years between these

twoﬁ.

S ' About 100.

-




Ss

Ss
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200

300

From the Seventeenth Century to the Twentieth Contury 18?

300

Three hundred years, So there is a bié big ditference 1in
time. Can you think of why?

The clothes.

Can you tell from }he clothes, look at the clothes. Tho
‘clothes are so differenk, look at this lady., SQo's
sort of got beads and she kind of looks like she'sn

dressed like people are today. ’ .
1- ¢ '

The beds are different. They're small.

-

Right! Good! The beds are different and nmall.-—

Now my question was,.remember what we woro talking about,
is why do people mix colours on the canvas and why
did other'peoplc paint 5o that it's mixed- in the pot
perhaps, or on the palatte’. Can you make a quens an

to why they would work 5o diftorently?

{Inaudible).
1’ " ' -
What is it they want to shgw! What were you thinking of

v

Like eh he wants ta show that mn\bn the rich poople

T are. |
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Ss

Ss
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. o ] .
‘Alright. In other words, mgybé“they wanted to show ghe

objects okay. Look at the frame and the chandelier

and the ,piano and the chair and this carpet. He

wanted to show the way things really loocked. 1Is:
this artist reélly concerned with showing how these

Boats really worked? )

No '

&hat's he givigg you instead?

An idea )

Just an idea, a little movement, a little stroke.’ Do we
know it;s a boat?.

Yes.

But there's a difference "aye" betw;én these two. He's
maybe more interested in the colour in the paint
than what thé'looks of things are. Now this picture
ié here in the Museum. Shogld we look at it today
before we go? iy

Yes. v

! 2

Can you look at this' carefully and remember what it looks |

‘ like‘becguse when'}ou'see the original it's going to
be very different. Okay.

Alright, don't touch anything on our way to the washroom.

There's our picture.
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Let's'have a look at this picture right behind you. Néw
this is a very very old painting. This is 1520.
Today is 1985, so that ig four hundred and sixty
five years ago.

So first, everythiné in here is original!

It looks in such good coAdition.

How can it be in such good condition? Well,‘;ome things
are never lost. Tﬁat's one thing to remembér. This
%s an Altarpiece, in other words, that means, it
‘'would have been in a churcn. Can anyone tedl me

¢

quickly'what is the story?

Mary. ’

-

The Virgin Mary, what else?
Well it seems to be in ancient time. . ‘

1 . ° '
Right, what's the story? Anybody recognize the story?

Jesus is born.

. Right, Franco said 11, when Jesus was born. Here'u the

Angel telling Mary she's going to have the baby
that's going to be Jesus. Here in the middle

picture we have, can you see infant Josus?

The Saby.

The baby in the floor right. The Angels? The Angdun up
in the sky. Who are these fellows with the, it

looks like a bagpipe.
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The sﬁepherds. -

The shepherds, 6kay. And what is.happening in the third
panel?

They're going to Nazareth?

To Bethlehem?

They're fleeing away with the baby to Egypt. Remember
King Harrod was going to kill all the newborn boys
that had been born at this time because hg‘was
afraid. So that's the flight into Egypt. So this
we know is a religious picture, it yould have been
in a church and probably that's why it was never
1os£. But over the centuries, people stopped going
to Church as much so Churches sold some of the
‘treasures. Maybe they wanted & new picture.

Now, what have we been talking abou£ today? Basically?

Colour.

Colour, Right! Now I have those big pockets in my pants
and I've got you all these little colour things.
Name me a_colour. Do you see a colour in my swatch
heke that is.in thé ﬁicture? Pu}l it out. N

Stand back because other people can't see., Just make a

»

bigger circle. Back. Back. Okay.

~

Terrific.



See those people behind you: , a
Alright, don't crowd in so evprybody(gan see.
Nancy, do you see a colour in the picture?
Qkay, Just one, let everybody have a chapce.

4

¢

Process continues. .

A .

Okay, everybody got a colour? Now hold it up.

Back guys, push back a bit. é;ch of fou hold up your
colour, one at a time to show us where it is in tﬁe
picture.

Good !

Did you notice what I.got stuék with?

All ghe brigh; colours.

Why?

BeC§use it's not bright.

These colours aren't in the picture right? Okay, while

you're looking. . . um. How about you Naﬁcy?

v

"

Process continues.

~
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Now, again I'm going to. have to emphasi'z;e when we go
through the gallery, ;.ve have to be real ca;refgl not
to get close to pictures. Thj:s one has got a
plastic in front of it, so it's not too bad, but
other things don't so be really careful and stand
back.” —

s
Group Moves to Another Painting. ‘ ’

Paui, you're dying to tell us you had your idea first.

Miss, in the other one there's a lot o'f dark 'parts,
cor.nérs, and that, in the area f,heré's xiot, you can
see things.

Right, in this picture you can see what this is all

about.

How many people are in this picture? <
' Two, Three. |
/ Could ;{ou name them?

Three, in the bed.
There’s a man in the bed. There is a maid cleaning and
there's a lady playing the harpsicord. There were

no pianos 'yet. Anthony, what else do you see?

There's a dog. =~ — /
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He's not avperson. He is alive, you're right. (Laughs).
Now, what about the colours. That's the mainﬂthing we
" want to get a look at, Franco?

The other oneé are dgrker. This.qne ig more briqhter.‘

Yeah, you know in the other one could you tell how many
shades. of. red, there were? There was j;s! red, .
wasn't there? And dark, but look, look at the red
look at all the different shades in the curtains.
Where the sun falls, on tge curtains, look at the
pattern;in the wallpaper and the piano thing. Look
at her dress. Now there is a‘lot of red but it's
not red like in the picture we saw upstairs. What
is the other main colour, that you can sea?

Black, blue, mauve.

Black? Mauve? A greyish colour. . . aye, sort of. Not
quite. But look at how many greys there aro, not

0

true blacks‘ aye. They are kiqdn of greyn. Thay
have a little green in them, a little bituol black
50 that grey is a colour that has many many colours
‘in it.
Néw. I think you're all getting awfully hungry. Right?
I; there any other questions you'd like to ask about

) this picture?
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Okay, tomorrow, we'll spend more time in the gallery,
okay, and when we do a painting exercise it will be
a bit faster and a little shorter. But you did very
good work today. I'm goinq to go upstairs and put
up your pictures and have a really nice lunch!

L]

M.M.F.A./DAY 2/INSTRUCTOR #2/GROUP C

Okay, let's finish up now. .

I'd like everybody to take a real lgok, scan around the
room, just take a look at the golours everybédy has
chosen as the colours.that they're wearing. And
what do you see? Not .what people are wearing but
the.colours from the boxes. ’

Would these be the kinds of colours that you'd have
worn let's say three months ago?

Ah, no!. Ko. Maybe this one.

They weren't in style?

No, that was winter Sefore and these are all summer
colours..

Okay. That's right. That's very important._;These are,
a lot of these are more summer colours. Okay, what

are more ‘summer colours?
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L
Ss Like yellows, light blues and things like light colours.
I Light colours, okay!
s Whites. "
I White, okay. Now we were mentioning yellows, oranges,
pinks.
what kinds of colours are those? We wear those
o g sometimes in the summer.
S ‘Yeah. Neon colours.
I Neon colours? Okay, those there are fluorescent colours,
like this kind of colour and this colour. This is
\ not reall% fluorescent, tight; That is more, why is
that not fluorescent? |
s Cause, it's more*dull, less flashy.’

Okay, and how do you make a colour dull like that?

When you use less colour a light pink.

I What cblours would you mix to get pink?

S Red and white; ‘

I ) . Right! Somethiﬁé-with white ;ould make it not as briqht,.
okay. l
It makes it, what is that? 1t dulls it, okay? But
it bécomes a tint okay. What happens ﬁf wo add .

| black té something?
Ss . It becomes dead.

\

§
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Dull, it becomes more duli‘. It becomes darker. What is
that called, it's a certain name? Add white, it's
called a . What did I just say?

Tint. i |

A tint's right. When you add black to a colour, what's
that called? Anyone know. Okay. What happen's when
we see our shadow? Okay, there's a shadew. What is
that?

Let's say sometimes we're during the summertime when

we want to be a bit cool and the sun is coming down

and. it's so'hot SO we want. to go underneath the

tree. What are we doing? We're going in the. . .
shade. ‘

"Shade" means black!

That's right. We shade with black. ©Okay, right, so
white when we add white it's a.

Tint.

And we add black, it's a.

Shade. . \

—

Getting back to the colours. A lot of people, when it's

summertime, right, what is it? -

Hot. e
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Hot out; right, and the colours are.brighter usually.
When we start wearing the reds and the vyellows and
the orangeé, what kinds of colours arenthose? Like
if you think of a fire, okay? Think of a fire and

you think of reds and yellews and oraﬁée%, okay. - °*
. ‘ ‘

What else is there? .

(Inaudible).

Warm. That's it. ThHey make. They're wan{f right when

you look at a fire it's warm. Look at the sun, the

sun sh}ning down in summertime it's warm, rAght? So

the colours. What are the colours that you see in a

fire?

Yellow, orange afnd red.

-

So those are considered. What kinds of colours arj}thoue

considered;

Warm. . .

Warm colours. And what kinds of colours are cool

o
< 1 -

i T

Y

colours?
Blue, white, green. 2 &
White, green, blue, those are considered cool colours.
And.all we havg to think of is a warm day and a cool

! \
day. Right there. You-see those colours up there.

o B -~

Lt
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W . . '
! \ . »
.
/And then with your piece of paper towel, you clean
”
your brush up like that. And then you dip into your

]
next colour and &then you mix them on your palette

like that. Okay. And you really sort of mix them
around. So that's how you mix.
And I'd like you to try mixing as many different colours
Vd

as you would like. The only ru& is that yé;u fill

A

e

.
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{

~up your whole page with colour. Don't Let e{ny white

v -

« show and the second tﬁing is. The most important

. thing is just explore. I want you to explore. I

want you to find as mary mary different colours as

you can. And don't wofry about your subject matter.

’

What do I mean about subject matter? ¢

(Inaudible).

Pardon. Yeah, déb't worry about your design. Don't

think about design now. Think about colour. So

L]
o

that you can just have a'i. lot of fun Jjust mixing

© Ve

colours™ and the most important thing is just to have

"fun and mix‘as many colours as you dnTefind.

-

Use black, white, red, blue, yellow. I wanf to see you

aQ

use every colour.

Have fun and remembe; to fill up your whole page.-

a . > '{. /

J
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(The students worked and the teacher interacted with them

3

individually).
1]
The sessions ran very smoothly and the students completed one
painting each 2 hour session’in addition to learning about colour
theory and visiting the galleries.

»

The instructors commented that the students were "wonderful" to

work with, bright and co-operative; and they were amazed at the level

of concentration and intensity which all the students displayed.

A
L]

SECOND ACTIVITY: PUPPETRY

e,

"TMe second art activity involved 44 students who were givén twelQe
hours of instruction on puppetéy. The children spent three days ;t a
designated iécale with three professional puppeteers (Picaridi
Marionetté Théatre) who instructed the& i; the making of puppets am
well as the making of stage settinés, and the writingg of plays to be
performed.- Similarly)‘the students involved in this activity
participated on a voluntary.basis. Also, some of the students
ﬁarticipated in both art actjvities.

The .following is an excerpt of one of the three pupgeteers in the

introductory session.



- DAY 1 PUPPET WORKSHOP INSTRUCTOR #1

INTRODUCTORY SESSION fh‘

I The rest of the kids aren't here yet, but we better get
started anyway. How many are we? My name
is . Can you just say your names. One

aftqg{the other. So you can remember.

v

&
Ss (They went through their names.)
(4 een .
I Okay, Let's start with a.warm-up exercise for those of

you wﬁo haven't been moving around a lot. So can
. you just stand up for a second.

Okay, today we're going to do a few things that have to
do with acting first. Then we'll get Sn‘tolmaking
the puppets after cause making a puppet is only half
of-the puppet show. Making the props and'tﬁe
puppets and scenery énd stuff that's only part of

. the way there. The rest of the thing is acting.
It's the same as any kind of acting. How many of

you have taken drama? Have you taken any drama at

. allz
Ss Plays at school. T i//
I Acting is with whatg

//VArS Expression and voice.
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Expression and voice, okay. And what, with puppets
expression means, because a puppet doesn't have a
face a puppet can't frqwn,}a puppet can'£ smile. It
can, but it can't éhange its face. Some puppets
can; sock puppets, can éhange its face. But ah most

7

puppets have a fixed face, sO, soO expression means -

using their body. So basically, it means there are

two sides to theatrics, voice and there's movement.
And so, so let's start with the movement.  Okay.

Part of actiﬁg is being ready for anything but so stand
on one, foot. Like this. Okay, hop up and down.
Okay. -

Keep hopping.
t

Students laughing (comments inaudible).

Okay, move like you're dancing. You're out of’c;ntrol.
..Your body is goiné crazy. You're out ?f control.
Yéu can't control your legs. Alright.
¥
ﬁow have more control. Turn yourself into a pillar.
Okay sshh.
Stand real quietly. Slowly gtarg to.rock back and’

forth.
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S f ‘_ Laughs.
I _Ybu’re very stiff. No laughing. You have to be"very
stiff.

Okay. More, more, more. Fall down!

Students fall and laugh.

A

$

AR e T,

i
ver
.

I L (Laughs). You have to make fast transitions. You have
- to be able to go from one type of thingbto being
another type of thing. (Claps hands). That's it,

like that. Okay!  That's prébably enough warm-up.

* Let's éee now. . .um. Now we're going to try a few
. . uM.
f
S Push-ups.
1 A few what?
S Push-ups.
I Push-ups? Well, maybe not today. You can do that okay.

Now lie down. So just get into a line. Okay, now
ah, how are we goiﬁg to work it? Oh ya; okay..

I'll pick and Itll whisper in someone's ear what they are

okay and then the rest of you will have to. . . -
Ss Guess.
I ' Guess what the person is.

. L. o

Lt
e
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S Does everybody éet a chance? A -

I Everyone gonna gei a chance. Everyone doesq't have to
have a chance. It's acting.” You have to do it with/
movements. You can't use your voice. You have to

\\m exaggerate, make it bigger so it's really 6bvious |
. what you are. Okay.

‘ ;&* I'll write it on a card.

Activity begins.

I Now, no noises.

Ss " A lion, a worm, a dog, a cat, a puppy, a kitten, a dog, a

“
'

cat, a puppy, a kitten.

I Okay, so what's the consensus, YOJ think?

. v ' « !
S A dog. {, ) °
1 . * Okay. You're'all right. A lot of people camp to the

right answer. He was a cat, that's Qh&t'he wal,

now. You.can learn a lot from a c;t. Like I don't
, o want to dive you‘an animal khat wuun't_hﬁrd and tho

emotions were kinda soft like a cat so you got it

and alot of people guessed a cat. But some othér

peopde said worm and a lot of people safd dog.

/ N
; .
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Which éven as you watched closely if you stick it in

your mind how a cat moves. What do cats do? They
*

rub their heads on things. Have you ever seen cats

rd

do that? And what elge do cats do?
Curi.'

They curl up. And so you .have to think you have to get

it into your mind what that-thing does. I mean dogs

are easy. . o
Okay. Let's see.
Why don't you just put them in a box and we'll pick them
out which one we'll do.
Yeah. |
Yeah, but you already did it.

Students talk amongst themselves.

- You can be anything. ' You don't have to be an animal, you
. can be an animal person qf object so go ahead.
- A gardener, yeah, plowing his ah soil.

Okay, any other suggestions?

)

= 1

Students chatter back and forth among students.
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I'm nqt sure you understand.
(Whispers to actor).

You're supposed to be an object.

A wheelbarrow, a wheelbarrow, a rake. '
Okaz, think about what he is and you thi@k about what you

dre and try to get it across to them cause that's ,

the idea of the game.

e

Okay, do it with sound this time. You're allowed to do

sound now.

A

S (actor) ’ _Alright.

S

I

et

I know a vacuum, a vacuum.

Very good. That would have been easy with fﬁh sound.
Okay, tpat was.a hard one., I'm not sure how 1 would
have expressed that one. Maybe, I could have made ‘&
hose or something that-sucked up dirt. I don't

]
know. It would have been very hard.

Exercise continues.

Okay, the next thing is voices. That's so important.
The puppets are hidden righé. Your hidden 4and voice
. is so-important in puppets. It's it's practically

everything.



You can't use)you\r realistic voice. You can't use
your otlvn voice. You have to come up with a voice
that sounds like your puppet. You have to come up
wit‘h”a voice t.'ha't fits the character of your |
puppet. You know so if you're'a pirate "you got to
talk like a pirate" (voice cham;:;ed) and if you're a

witch you've got to talk like a witch.

“tn

Students experiment with witches voices.

’

v

Everybody sit down. Okay, we're gonna start with

jibberish~
Does anyone know what jibberish is?

4

_Language that doesn't make sense.

Language that doesn't make sense. Right. It sounds like

langﬁage but. it does_n'f make sense anyway. We're
all going to do it 1tog'ether. Just talk, everyiaody
at the same time‘.\ ,Turn to the personnext to ‘you
and talk in: language that doesn't makg sense. No

words, okay. One, two, three go.



' ‘
Voice exercises continue.

In the afternoon, the students were introduced to different types
of puppets and were aivided up into groups to work out a story and the
chardcters they would require. During the next two days, ﬁﬁey worked'
on their plays, puppets, props and scenery. The final aftern;on was
spent in putging on performances. Each one of the three groups chose
the best performance within their group and there was one final show in
which allv three groups were bréught together.

All the works from both activities were collected and judged by me
and two other art specialists who teach in the C.E.C.M. ‘Me: judqes
expertise in art educatfon and their credentials are of high
standard. They are aware of the developmental stages of childron's
art. Two have taught art in both elementary and secondary school. The
Ehird has taught art only at the seconda;y level, but has worked as a

consultant for the school board and is familiar with the art waork ot

younger children.
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Chapter V

THE JUDGING

The judges were given the ranéé of ages of the students and a
description of the art activities (previogsly presented). 'All the
works produced durihg both art activities were présented at the same
time to the panel of judges, for rating. The paintings were displayed
in ‘orffe room while the puppets wer? displayed in another. The paintings
were judged first.

. The judges were presented with three different protocols of.

judging children's art works and an open'disqussiqn of the salient

»

points in each and how they related to the task at hand, occurred. .Iﬁ
addition, the judgés were reminded that when'rating the works they
should take into consideration %he developmental sfage of children's
art ébility at the grade four, five and six }eyels, as.well as to
maintain a wholistic view of eachfwork. The protocols pre;enQZd were
general guidelines to help the judges clarify the pro%ocol they would
use in the ratihé procedure.

The first‘of the three protocols to‘ﬂe presented to the judges
was the criteria for deséribing‘a;t products @evelopeq by Rouse and

modified by Lewis and Mussen (1969, p.47-48). - This scale is based on
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L

RMse's five  point scale. In the revised scale the fiVE\BUTﬁts rema{n
the same. The points are balance, rhythm, spatial organization (rated
1Y

on the. degree of primitiveness or sophistication) and originality and

complexity. Rouse further defined these five points by developing a 20

item scale. Lewis and Mussen revised the 20 item scale (after testing

with genefalist'teache}s at the elementary level) and devgldped'a
modified 13 item scale which has been verified tor reliability. Theo
original 20 item sc;le and the modified 13 item scale, as well aa the
original five points were presented to the judges for discussion and
consideration.
" The second protocol was the criteria developed by Pycock and
Wiebe in 1980, and used by Wiebe (1983, p.136) 1n judging elomon}arf
student's art works. These criLeria are bqéed on nhpéo Qevel;pod‘by
Anway ana MacDonald (1971) for usa with judging the art works of
kin?ergarten students. The‘reliability and- validity of Lanekcriturxa
have been previouslybverified. Tpe criteria scale presanted to the
judgeé’was the one gpecifically developed for evaluating the paintings
of grade five students in Wiebe's study. The judgo'ukncore shaent, an
developed by ﬁiebe, was also included. '

,The'third protocoi was the curriculum model of artistic talent
as developed by Clark and.Zinmmrmanvin 1978 (léﬂd, §.215).’ Tha geven

stagos were described as well as an excerpt from the article, as an

example df‘}he stages, was given to the judges.

\ :



63.

The judges reached a consensus not, to use ahy single one of
these protocols; They decided to make up their own criteria (page 76).
Included in this chapter is the entire transcript of the judging.
procedure. The only restraiqts placed on the judges was that the
ratings must be a wholistic approach to each art work.

Thg rating p}ocedure functioned as follows: The judges were asked
to rate the works on a 5-point scale (in committee). The works were
diviaed into three piles, "excellent", "average" gnd "poor". The
aver%ge pile was further divided into piles of "good", "average" and
"fair". They were later assigned a score bg myself as follows:

héxcellent = 5, good = 4, average = 3, fair = 2, poor = 1. This rating.

;‘scale is modeled after that of Stalker (1979) which she baséd on the

#

work of Charles Dorn (1945). . 3

I was unable to find judginq~protocols which dealt with
three—dimengional work. This was pointed“;ut to the judges and they
were asked to rate the puppets made by the sample population after they
~had rated the paintings. 5iscd;sion as to what the difference in
criteria for rating two-dimensional work and tﬁgee-dimensional work

took place before the judges rated the three-dimensional works.

: The judges ﬁpached consensus very quickly and both the paintings

and the puppets were rated in one morning.
The following is the transcript of the judging process. I am

Judge #3.

BT I T
o1 L A .
1
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Researcher.(Judge #3)
Judge 1

J3

J2

A% <

Jl

Jl

J3

¢ 5 ‘

Good Morning Judges.
éood Morniég.
Okay, the précedure. To begin with.
Yes . ¢
Let me give you a description ot the population
vthaﬁ we:re looking at. Ah, approximadtely
€30-40 students grades 4, é and 6. You don't
have that, okay.
The students are of cqurse attending different
schools .in the Sector, our Commission.
They're mixed ages.

What ages?

AU
\

Nine, ten, eieven ébme twelve and the students
have,aff\been previously_identxt;cd as
.gifted. They're all now presently in the
giftéﬂiproqram. )

They participated~in two art activitigs.  Some of
the children in both but not necessarily.
The first activity which you will look at
the works today of ah 30-40 atudonts warao
given six hours f instruction on golour at
the Museum of Fine Arts.> e inntrgctioé

was given by two different instructors dﬁ\\\

. .

" three consecutxvelmorsinqa. Two hours, two
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J2

J3

Jz2

J3

J3

hours, two hours. The instructors work for

the Museum's Education Department and are ——

trained art instructors. The students used
[}

gouache and white card. g
Um. The second art activity wlﬂ'xich we will look
at afterward would you :'Like a description of
\that now or shall I wait? .
May, I ask you a question about the .
instruction? ‘ ,
e. .
hat instruction were they given? When you éaid
they were given inst’.ructic;n-,~ what was it?
on colou?; -Colour theor‘f, concepts.of colour. \
And the worK they had to produce, there were no-
criteria given to th:m. '
In terms of subject)@fter” Ah.
Anythmg, llke when you say they re given, I get
the mpress:mn they were given 1nstr13.ct10n ‘
like this is.cojour'y That this is the p
colour theorf an;i that is whét'we {iqject'you R

to do. Like, what kind of ir;stru‘ction was’,

tRere? .

&

-
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J2

J3

J2

J3

T

Specifically on the three different days and ©

depending on the different instructors,

there was different instruction given.

So they weren't.

One day they were not restricted by use of R

palette.

o

They were given the who.

Or subject matter. B

No.

Except for one day there was a subject

matter given to them. Ah, but I don't think

that's vetry indicative in terms of the

work. They're mixed right now. Ah, what

you're looking at on the walls is

. approximately one third of the work done.

Also mixed. On the tables is another

third.

all ‘out
ask you
in your

systems

I didn*'t have any room to put them

at this point. What I'm going to.
to do, as the judges, what you have

folders is three Protocols or

of judging or lookiné at children's

art work. They are for aiscuss;on. They

are for

interest and you can decide whether

you wish to use any of .these criteria at

all, or

them or recombine them. Whichever fou

wilkher you would like to not use

]
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J1

J3

@ Jl

J3

J2

J3

Jl

J3

67.

.

prefe)r I can give you a description of each
one of thél;l. In addition, the only =
festrictions that I would like is that the
works be viewed wholistically. In terms.

(Snickezjs) .

You”mean all together, you mean.

('laughs)‘. A wholistic apgroach li_ke I don't want
you to say the texture is.

Oh!

. .good in this one. ) .

I see.
.and that's why I'm rating this one at ;uch.
A wholistic. approach to the work.

Okay.

)

of all the qualities involved in the work and
aldo the ;:ating procedure is’ an e;cellent,
average, poor. Aft'e;: that’s' done. And
looking a£ the works in terms of the
relaticsnshipg of all £he other works don't
compare it to a Rembrancit or Van Gogh or any
other wor}/r., or other children's works, you

know. /Juét in relation to the works tha}:

you see around you, done at the same time.
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J3
J2

J3

J2
33
32
33
J1

J3

These works that you have here. Obviously,
I realize you're bringing with you your own
- past experiences and that's fine.

And we have to have' a consensus. In terms of
eécéllent,‘average, poor.

We have to iron it out.

Yes, Yes, a consensus.

And the ones on the wall are judéed separately.

.

No. It's just a matter of putting them up and I
wanted you to know approximately the amount
of work there. The.other work is left on
the table that I had no space to display.

And the ages of the students, are they indicated?

No, they're all mixed.

All mixed. Is that a criteria?

No. Not specifically.

]

These scales. Rouse scgle.

These afe just protocols and systems of jﬁdging
art work that héve'been previohsly
developed. The reason that they are

+ included is so‘tﬁat you -have some sort of
point of reference or discussion in order to

give us an. approach to looking at the.
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J3

Jl

J3

©

What

Okay.

" Un hum.

Then

Okay,

s

works. Since we have to'come to a

. .
consensus, just so that we're all thinking
and or looking'at the same type of things.

are the three? One is the Rouse scale.

The first scale is Appendix C (judge's
s/

e

kit) which is Rouse and a modified version .

~

of it Lewis and Mussen. And they are just
basically elements in areas which were
identified by Rouse for describing or
judging /art works.

later revised by Lewis and Mussen the
thirteen'revised items, after they did some
testing with teachers, they found that they
could clear it up by using these terms. If
you want to read. through it or go over it,
these are the actual Lewis and Mussen, page
two and three of that appendix are the”
désériptions of ‘what they gave their |
teachers when they were using this in a
judging procédure. These are all protocols
used in judgiﬂg procedures.'

what are the others?

69.




70.

~
Al

J3 The second one is Appendix D and E (judge's
’ kit). That's Wiebe. I think you must know
Wendy. She §eveloped these in conjunction
with-Mrs. Pycock or Prof. Pycock at McGill
and they were specifically developed for
"\ judging paintings of grade five students.
These were £he triteria and the scoring
system that she u;ed and I included her
"score sheet just to help you get a better
understanding of it. )
J2 . Or, we can just use our.own criterija.
J3 < Yes. We can develop our own criteria, pi&k éut
| bité of this or however. This is just for a
point of discussion. Appendix F (judge's
kit) is perhaps something you're not
- - familiar with, it's very recent and its
criteria of artistic behaviours developed by

— D - Clark and Zimmerman. And they are thé

letters indicated from hypothetical naive

=y el
;

. - stage through master level. They developed
that for a curriculum and they feel students

- / “enter at certain levels in a curriculum.

Ji B Um.

R
A
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J2 “ ’ Very good.
J3 , ' . . and certain abilities and-that's how they

categorize them. There is a sample given

. - ' . for you in terms of what that would mean.
J2 ‘ Umhum. ‘
J3 . . .a naive state if the grade four teacher etc.

etc.” You can read that._ Also included is a
diagram on'page‘twb and that's a very
tentative approach. Th;y are now making or
trying to make a relationship betweep
intelligence, the traditional bell curve

system of intelligence.

J2 . -Oo hoo. -
J3 . . .and talent or artistic ability.
J2 , One quéstioﬁ about this one.
J3 ’ Sure.
‘ J2. . Ciark ana Zimﬁerman. It seems to be based on

-

representational works. By reading their
descriptions.
J3 ' | Yes. . ‘ " | . I
‘J2 ‘ ) There is no criteria: A lot o£ these works I
wbuld describe as non representational.

. Therefore, we couldn't judge some of thesé

works with this criteria.




J3

J2

J3

J1

J3

Jl

J3 -

Jl

J3

This is just atgample but they do maintain that
it ca-n be:' used at all levels.
Oh! |
This id just an example that they gave. But they
maintain that their system of hypothetical
to master level that all children in .
. dealings in|al¥ tevels of arthan be placed
at one or the other of those le;els.
4"°‘ They're suggesting that there is a correlation
befweeh intelligepce and talent? |
That suggéstion hasﬂbeen made by other people,
yes.
Artistic talent.
And they feel that the same way that you can
distribute intelligence on a scale
similarly, artistic abiiity can also be on a
scale.
> Yes, tbut, they'rg correlated.
There has been. They don't come out and say that
specifically but they say:some fesearch does
" show thatathere is a relationship between
.. , .
intelligence and talent. Not all‘highiy,’.

‘people with very high I.Q.'s are.



Ji

J3

-J3

J2

J3

J1

J3’

.J2

J3

J3
J2

J3

Jl

%)
N

J1

Right.

.. .artistically talented.

Right,:so how?

. . .however, there are a lot of intelligent. .. .

of/artistically talented pegple that are the
other way around.

Yes. Yeg.

Present company included.-

(Léughs).:

Yes, bgf at the.same‘time if you argue that then
the oéﬁbsite is true. That a lot of the
.high I.Q. péople that are ﬁot artisticqlly
talented,‘puli down the theory. |

No, there is som€ research fhat also indicates
there is a broad area of talent amongst '
people with high i.Q.'s. Not necessarily..:

Artistic talent.

. . .Artistic talent.but d talent. .

Right, Right.

- - .in the arts in ééneral, among high I.Q.
people.: |

I'd like to read this, Clark and Zimmerman

myself actually.

J



J2

J3

Jl

J3

J2

J3

74.

Um.

Yes, this is very interesting. 1It's quite recent

research.
¥4

Okay. )
Okay, so are there any other questions or
anytﬁing else you'd like to discuss on these
. scales or would you like a few minutes to
read them over or- are there different
criteria? . -

Let's have a look'at them quickly.

Um and what are we picking, just any .number of
works like. ‘ .

Okgy, basically the @orks have to be put into 3 -
piles to begin withf e#celleqt, average,
poor. Affe; that is done, the average pile
will be looked at again. I started putting,
ah put them up and I used as much wall‘spacé‘
as possiﬁle but it would Erobably be simpler
if we just p;rhaps went around and looked AE
them and that last pile which is also‘to be
considered we can just maybe look at them
holding them up at the Llackboard or
;ometh;ng.~ This. is just to give yéu‘a bit

\




J2

33

J1

Jz2

©J3

J2.

J1

J2

J2

J3

J2:

75.

'of'a feel for the worﬁs that Qere done.

They are also randomly mixed. They are

different groupings. ihey weren't put up in

any specific ordér. ..

The way they're put up as ogi‘gga.to’top and
bottom. Are you con&incea thig is the wéy
the artist meant it.to be v;ewed?

If the name was, I put them up accdrding to the
way the name was writte&. Hopifully, the
child when they put cn the name did it the

<

way they meant to, in terms of top bottom.

+

Qkay. s

Okay. . .

Any'order you'd like to start in or any .
questions? //;

Start with the ones on the wall. Do you want to

L]

read this first?
U,
Rouse, "Rogse", is pretty straight forward.
Yeah, it's ah.
Thé intention was not to advocate one over the
other. They were jﬁst for information.r\éﬁ
This (Clark & Zimmerman) goes with

-

representational work as it stands mow.



J3

, J2
J1

J2

J1
J3
J2
J1

J3

J2

J3

76.

.Um hum.

I think I'd like to ah not use these, whai: do you
think?

Well, these are sort of kind of inherently ‘in
our.

Yes, because we're going for three groups here
and I think we can come up with our own
reasons for choosing the three groups. V

Okay.

Okay. Shall we proceed.

Shall we begin.

Sure. 7

I've got some signs here and I suppose the
easiest thing to do would be to place them

. on the table. ‘
Um hum.
So that we can then place the works. The only
. .
pile we'll have to reconsider will be the
average pile.
Perhaps we can just ;:alk around.
Seeing some of these works I read a lot more than

needs to than I did originally but I'm -

,  bringing obviously previous knowledge to it.



J3

J2
J3
J2
J3
J1
J3

J2
J1
J2
J1
J2
J1

32
J3
31

J2

Jl

77.

But as I say, there has to be a bit of inherent
in any judging procedure is the factdthat
you bring with you your prior experience,
and

So it's excellent, averaée, poor.

Yes. So perhaps it wouid be simplest to.

Age disregarded. a .

Yes.

Yes, cause we don't know the age.

It's all that age group.
Yeah.

Okay.

I've got a category for this.
Okay.

Tell me what it is.

Ah, poor.

Right. Dg we agree?

Fine. Yeah. |

I started the ‘other way.

-

Okay. I thought if we eliminate then we would,
would. '
Yeah, that's okay. No, that's good. No, no it

doesn't matter, that's okay.



J2

J1

J2

J3

J2

Jl

J3
.J2

J3

J3

Jl
J3

J1

J2

J3

Ao

/

‘ . ( \’ . .

78.

’

Eliminate the obvious, at both ends m scale.

QOkay. -

-

a

The averages wefil do after. . .
I think perhaps we should keep in mind that the
main criteria in doing these works and what

the instructors were looking at was colour.

Colour. & - *‘V/‘

Okaf.

That might simplify it.

Um hum.

Alth;mgh other things ‘come into it, once it's
done in this type :f format, but it was

colour.
]

Y

. R
Can wg perhaps look 'at the ones we feel are the

least and best examples and then go from

there.

Ty

It's hard when you're up close like this. .

Um hum. "%

’

It was better back there act'ually from a -

r

distance.
" ' '
Whygdon't we. Judy do you t§ke g&rt in this?
Yes I am. And I shall be the "gopher" and jump

‘up and down for 'you quys (Laughs).
h S
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{
- J2 (Judge #1)' Dq you agree that some of them in this
Vo ’ L4
areak} 'Y
J1 Except, I like this one.
r, rs
- ]
J2 Yeah, I agree, I agree.
i
Jl I think. / .
S ) And there's something about the oneglthat's almost
. . . ) = y . -
got names in it, almost got letters in it at .
¢ the bottom that is. y
- J1 I d{ld classify this one as excellent.
N \ .
L2 Right. A
- .o ' A , ‘ ""
+ J3 Um hum. '
v J2 I would, certainly‘ classify, ohe, two, .threet and
@& ‘ ) ) !
. four at the top as poor. .
AR s The top four? ‘
. ©J2 The top three and one down on the right.
N Jl Bh gee, I thougm: that, hold on. To me that was-
. . . N ¢ . i
’ \ , "+ more of an average. To me, this is more
] i . N > ) 4
LT ST - “'\\ poor., .
1 \.' \ "‘ . . . . l" R ) ‘
i . Jgz2 . Okay, yes. . :
b :
‘ J3 . . Yes. = ‘ ' ’ .
‘e ) s ! roe . ‘, { Q -~
. J2 X e Yesy with ,the stereotypical., . . R
. N . . , . , N v ¢ ) F
_— Jl1 ' And the one next to. . . . >
32 C 'I"agree. . S - ' .
: =~ > v ' - 4
™~ . ' ~ ﬁ (‘ '
—~ . a ! ; - : A oot
! .\: \' a ! * k ’ '
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. 80.
»
J3 / Yeah. Okay, so shall I stagt removing them?
. : J2 Yes. e -
. @ .
J3 Can you hang on to the recorder?
[ h [
{ ')L\ J2 Yes. ’ P
» J3 "yAnd try to pick up pertinent comments. I'll get
’ “ up there. \ ‘
J2 s % Yeah. Thgt would be much easier.
~
Jg3 " Okaf, these ‘are pooi/gnd we're all agreed on
) that.
®
J1 Yes. i "
“J3 . ) Okay. I think there was some comment on this one
’

.

and you felt (to J2) it migﬁs/be.

s J2 ) No, I don't think that's poor.

4 - R : ' .

' Jl . No, I was hoping we‘might say that.was excellent,
there's experimentation.

Definitely, Iwagreé with that one, two, Qpree,

four ‘average. g ‘
iu' I would say they're averaqs considering the use-
) of colour ‘'in both of those.

©

J2 I'm just wornidering how we are going to get into

1 Ll f . v t
- some of . this, broad brush ‘stroke, leaving
2 *

)

o
°
’

‘

- Coos : .
white areas and the contrast. I'm having a

: * . problem with that.. - e
_“ ‘ ¢ ' ..

4
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Ji

J2

J3

J1

J2

Jl

J1

J2

Jl

\//‘

J3

J1

J3

J2

J3-

J2

J3.
. U2

J1

" No.

‘Certainly does.

81.

Well, leave it for now. Okay.

Okay.

This one is out.

This one }s fo'm;ch like Manet's Water Lillies
that I can't look at it any other way. |

4
Oh, how about in contrast this one? /

Yggh,'I think I definitely éay excellent.

‘And even this one, .yeah, yeah. .,

We have to be careful not just to exclude
ﬂuddingss you Qnow.
I like muddiness.
Okay. That's good: Sometimes you know it's
hard. I think that one over there. The
' colours are interesting, the image is so so.

The browns are real‘nice.
. ) dk
The one next to it too.

I like the, I like the . . .
14

I don't think it's excellent.

Y

And I don't think .it's poor. ' o

So that leaves average.
) . P \‘

!
The one'negt to it? - \ ‘ (;



S J2

33

J1
J2

J3

J2

Jl

J3

J2

Ji

&

J2

J1

J2

J1

J2 |

82.

Yegh. That's gfowing on me.

Yes.

Yeéh. I wouldn't call it excellent.

It's a high average.

Do keep in miné of course that the average pile

, will again be further sub-divided, so if

you're having trouble now with the averages
and you see a high averayge or a lo; average
that can be handled. *

Yeah. Fine. We can classify those two as
average.
I think the one on the left is good.

Yeah, sounds fair. . o

The averages will be rated later as good avefage

gnd,falr sO. R B

oOkay, ‘that one, an excellent, top left.

A}

Yeah. ' ’

- Excellent?

Ygs.

Yes.

The two below?

I gués;‘aVeragé; 1
Average., I ‘ | . '

A



Ji

J2
J3 -

J1

. J3

J1

J3

g1

J3

J1

J2

J3

J2

J2

J1&3

" It got lost in the middle. :

83.

!" -

. 3

This one, I'd lean towards, like she said, we can

subdivide later.

-

Yeah.

Is this centgred?
Yes.

Okay, how about those,ope, two, three, four, five

"

. that we discussed earlier perhaps.
Yeah, as average.

.as average or poor I think as well, I don't

see. ’

And these‘two I think or maybe

1

I think perhaps that top one would be poor. I

don't see that there's much colour left. It

~seemed to get totally washed out in the end.

(Inaudible).

. Probably not, but when it's the child's first

experimenéatiqn in colour.
Yes: . .
.it didn't s£op when it shou}d havéu
. . Wit's gét the exact colouring Sf Door to the

River,’1960.

Laugh.



J3

J1l -

J3

J2

J3

Jl

/~" 3
Jl

J3

J2

Jl

J2

J3
Jl

J2

Really! o .

And those two? As average?

Yes and those two?

Poor? | L

I wodldn't say it's average. But you knoQ more
about these.’ Are these’rgflecteé images?
Are they upside down trees? \

I have no idea. The ;hole i?age may be upside
down.

Ah, that's it!:

That's it.

J 0

Okay, wait we better. Experimentation in colour.

There's vefy little experimentation.

.Yeah. )

No,.itas..

You knowlﬁore about this typ€of art. I wogld
clagéifQ this ag.low avefage, vergiqe_sn
poor. ’

I agree, poor.

Poor.

All of them, there is(;;mething.

© The use of colour. . ’

A

. * « )
I.wouldn't say excellent, would you? -

!



J2

J1

J2.

J3

Ji

J3

- J2

*J1

J3

“J2

J3

Jl

J2

33 .

J1 -

Yeah.

85.

I wouldn't.say excellent.
Put it in the average and later we'll éee.
Higher average.than'lower average. '
There's some nice'colour mixing in there in terms
of the inteﬂsity ofmcoloﬁrs.‘
The different greens that were used and the ?éige
and brown tones. They're although they're
' not muddied ;ﬁﬁ tétally and.theif see;$ to

\ 4

be some attempt at contrg:ting which is

Y

nice.

’ .
You want to classify allagf/;;ese as average.

I would say so.

hYes.

Fine..

_And this one is. T

Average.
* ]

So it's a high average would be that one.

L

Well, we'll put it.

‘ Okay, the.one on the left, the dark browns

- although the actu

Yes.



]

J3 Perhaps it could ah. If it has any redeeming
»

’

qualities at all and we can't decide between

avérage and poor, we t«ngd perhaps be -

best.

Jl ,oh, it's definitely not poor. 1I'd put it in
ave;ége. “ )

J2 ,. No, I wouldn't, I wouldn't.

J3 . It would be best to classify it as average after

which we can.

32 o I'd say it's a higher level than those three at
/ ¥ , ' ’ y
the top.® . - o

J1 Yeah. Yeah. No, no, I would say it's definitely
“ an average. ’
J3 ) . . I don't. see i£ és excellent.
J2 . " The one on.the right, um . , - if we're talking
'about coloﬁr and experimentatién, itvisn’t

-

S \ there;‘& - \

JZ; - © . No.

J1 - ‘ Except for the tones in the skin. .qu'kno;. RS
Jz T éhere is éome attempt. ~ . . ’ ';
Jl - o * « . Jthe ide; of getting grey tones as ppposed

to a red cheek .

72 S S

a0



- J1

J2
S J1

J3

J2
J3
Jz2

J1

J3

Jl

. J2

Jl

J3 .

Jl

© 33

32

33

. . .you know what I mean. ©°

Um hum.

But the rest is not.

87.

/)

«Two averages? Do we want to pin them or shail we

put them on the board?
I just want to pin a couple.
Okay-

Some deserve pinning.

It does, it makes it easier. Did we classify

this?

Yes.

~
\

(Judge #1), poor? ,i ' {
\\ P

¢ Ah, Franz Klein would disagree with you

! (chuckles). B S

' Franz Klein thank you, very much,

0

There are three others right hgré'thét perhaps we

. can look at very quickly.

. Yeah. . “
C v

- I don't personally see much.

Well, I can agree to these categories,

, doubt.

,ﬁnfortunately, this is

¢

immediately, withoug any, any shadow of

]



Jl
J3
J1

J2

J3

J1

J2
5
1J2
J1

J3

-

" oh.

88.

The other way.

.stuck. This was not intendéd to be there.

3
L

Yes, that does jump.

-

Does everyone agree with my cétegorization?

i

I have no idea. What is your categorization?

What is it? -

2

Well no, look at them.’

Okay, Weil.

3

Very, very strongly all three in one category.

©°

You think excellent in all categories.

Yes.

:

I wasn't sure about ﬁhis, this. But now that I
‘/

see.

The centre one?

‘Very much so. /
e A

|

T%é images are obviously very unsoph;sticated but
the quality of mixing is quite.
The colours are super.

The use of the vibrancy’ in the
! -

! Yes.

1

|
Yeah.
That is wonderful. ‘ IR

\ L ‘ . !
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J1
J3
Jl
J2

J1

J2

Ji

Jz2

Jl

Jz

Jl

J2

Jl -

J2
Jl

J2

89.

The tonal congnbl. Yeah, I would go with it.
() . .

4

Do we agree?
[4

Yeah. Some interesting ones in here.

Um.

!
!

I 1ik; this one. We can put out a couple at a
time. So these three.

I wonder if we can up with a theory that child
art, ah mimics movements of the pasF...

(laughs). —

- g

Or we can look at it to see trends and movements
in the future. 1In other words; the you know
the Pollacks here and the Klinz over there.
I mean... .

Well,wyou know, that's already been sugges?ed
you know...

Yes.

Afte£ the thirties, there's 'd lok of double face
images in children you kaw a lot of.

Yes, yeah, after Picasso.

I said afteg. Did I say befo e?

You said after, no no did you |say after?'

I meant after (laughs).

That is interesting.
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J3
Jl
J2

J3

J3

J2

J3

Jl

J2

J1

J2

Jl

J3

J2

Jl

90.

We can classify these two right away. Excuse me.
Ah? |

Poor.

I'd go along with that.

Yes.

Yeah.

" And there's a third one as well.

I wasn"t too sure about that.
Shall we put it up?

Yea. I'm not to sure. Now colpur oo that's

-
A

nice.

Un huh. Um huh.

Okay. That yellow doesn't work but it's a hard

- thing to explain. You:knowvthe différeﬁt/
.ah, cause it's just directly out of the.

(Keeps akknowledging agreehént). \

qu one in the middle I've got a différenti

. category for.

The left one.

_Excellent!

" Yes, yes. , i

Yeah that one fdr sure. This one comes c¢lose

) you know the window is beautiful, the back.

t



91.

(Agrees).

But ah. '

Keeé in mfnd as well we're lookiné at it as a
wholistic approach.

Yeah, okay. '

To whatever the image and ah. I think if we're
locking at those four and we're talking
wholistically, the one that would be
excellent would be the ane we've already

<
chosen. o .

Yeah absolutely that comes out.

(Agrees). ‘-

I don/t think.

The one on the right I'm paétial to. ‘You're. ’

’ talking about colour, you're‘falking about

one form juxtaposed against -another one.

Tﬁere;s some'intereéting experiments.and Attémpts'
-in there in terms oé the use of colours one

s within the other. i ”q | i'

(Agrees). '

Yes, actually I.

I don't quite think it's excel;eﬁt though. I

“would see it as being in the #iﬁh averaéé

&

- pile. )



J2 (Agrees). \
a Yeah. . . \ .
J2 x It appeals to me because I've got a certain
colour sense that.
J1 \, Bent?
J2 Goes in that direction. ‘ :
IJJl . It's hard. TIt's hard to just just.
, _
J3 It's difficult. -
Jl ‘ " ’ Especially in the case here it's hard to.look at
N it yﬁolistically because. . . if not.for '

that yellow it'swjust straight out of the

tube or whatever, right?

-~

J3 -Yes.

J2' - If noﬁ for that Qellow it's a Matisse.

J1 ; Tpgt's whét I'm saying. |

Jéa “ " -Yes!

32 ok * ' ©Oh, you;re saying that (lagghs).' . {

;II ‘ . : Yeah ,tl:ét's what I”m‘ sa%ilwr;g ~$0, that:_‘l you know so

! tﬁ;@%§§s§ ah, YSP ;;vé to give, it's sort of

oy experimentatjon. ﬁ -

J2 o Put a goldfish bowl with the, with the. . .

J3 P ' Also; I guess we’should. i .

J2 - . Qiétorted watér'and‘you,gét_a Matisse.
N



w2

Jl

.“,

J2

J3

J2

J2

J3

J2

J1-

J3

J2

J1l

93.

[N

It's cerflainly hiéh average i€ i;'s‘not B
eg‘zc‘:‘\ellent.'r I mean, It certainly has
; . leanings (pause). ‘
Okaf, let's do it reverse then how about the one

on the end? Do you, I would seejthat

BN . %

T as.

N .-

Um?
. . .

. being average. 1
5 I couldn't go beyond that.
r ' '
No, no, it's certainly a low. 1 just wasn't

sure if it was poor.

] -

So we have one excellent three average?

o

Ah? ‘ “

»

U

Ornfre we going beyond the. . . ’

°

Um? It's hard maybe, you knbw.

I cauld concur with (Judge 1) on a lot of the

- )

’ elements in that middle one that we're
N ¢ lgoking at but. . . ‘
(Agrees). t )
It's hard. It comes close to being iq the
excellent. Should we put it im the high Y
. - ' average now or do yoﬁ want to put it in

A i

. the excellent?

“©



J2

J1
J3
J2
J3

J1

J2

Jl

J3

J2

Ji

J3

J1

J3

J1

J3

J1

< — -

v -

I wouldn't argue that it shouldn’t go in the

‘
-

excellent. . -
Okay. < LN .
Okay. - '

"ould you? '

- Good. -

I'm sure that when we look at this one and you
look at some of the‘gther averages then
I do see how.

(Agrees). Can Qe agree on this? (Motions to
appropriate‘pile).

Yeah. T .

Poor.

It may, work a little better in tse wall.

At a distance, yeah.

Would you-Iike to continue in this format? Shall
"I bring all-the works up heré and then we
can pin up four or five.

Tt's  sort of easier to see, there's no question.

Okay. ' . . '

~

That ones (Inaudible).

v

¥es. When I was putting it up, I did have a. . .

Excellent? .

.
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J1 & 2
CLd

J2
31
J2

J1l & 3

Jl . o

J2

J3

J2

..

. Yes.
‘ ’

(Discuss Works). 9

It's very interesting but ah ;nd that one yes I

7

felt those immediatély then I wasn't.

You felt vibes. Ah, well you know let's have a’

look at them first. Let's look at them on

the wal%.

> '

‘" Okay, well let's look at what we've got and then.

?eah,wlet's, let's. -Um that scarry one does do

better oh- the wall.

/ ¢

(Agree). :

And in terms of colour and experimentation that

the reds and the greens and the the ah, I

I don't know if it was intentional or not

8
but those sgquares kind of opening up is

quite ‘interesting.
Ah hah.

He's working in afterimages, look at there

-

greens.  Working in -afterimages.

There was discussion and instruction on <::3

afterimages as well.

. ’
-

Lét's give it a try. - *

(Interruption - Tape Ends'). .

\



J J3 . '} \ The sdnset is definitely average.
\J1 ’ f Yeah. - — r
. | .
J2 1 Yeah, I wouldn't go higheg. '
Ji L :fk's nice mixing but fr's obviousiy der in a

rote sort of manner.
. J3 Yeah, there's not much.
J2 The one with the dog. is is interesagz; because

we haven't seen too many representational

. ones in that manner.

J3 And tﬁere is some.
Jl Pinks and turquoises. . . .
s ‘ : J2 \ Is that Petro Canada?
! J3 ) Ah? Petro Canada, yes. (laughs). ,
J2 Okay. 8o it's a (inaudible).
J3 These were done. . . .
a . It's a Nationalisf picture. o
J3 : , Um? These were -all done in the Museum itself.
! )

They were all painted at the Museum. =

J2 ' I thought that they all were.

J3- . .'Well just in case you thought perhaps and the

room had no windows, so that's rather
{

F]

° interesting. {(laughs).

Jl . Um, I'm having strong. They're certainlyhnot

r ‘ poor.

¥
)

R A

St
ey .
.

L]
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) ' LA}

J3 - No. ) o

.31 ah? ' w °

. J3 @ Véry average: .
J2 ) Ah, yes and I couldn't say excellent.
J3 Averaée?
Jl . No. I think I agree.
J2 There is something about the one at the end
there I think, although I couldnt really.

o 3 describe it as excellent.

J1 , =~No, nolI youldn't. I think éhe dog works, much
| ' better.
J2 \ Yeah. } - *
<N . ’ .
J1 ' Compositionally and colqurwizé.
J2 ‘ The sky is very interesting.\
J1 R Yeai).. But the rest is.
v
J2 } *Thgt;s élmost a Chagall sky.
Jl It's very ah, but the rest is.
J3 Is it ;xcellent in relationship'to tﬁgfither
+ ) exgellents you've seen.
Jl No, no, no.
k .. J2 ) g ' No, no,- clearly not. /
J3 There aré some others on the wall as weli tﬁgﬁ we
’ can. - |




J2

s

J3

J1

J2

J1

J2.

J3

1

J2

J3

J2

J1

Jz

JSecond and third? Ah?

{ 4 . 98.

-

_(Receives ?hone Me§sage). Fast decisions.

2

Second and third from the end are excellent
’ f
[ 4

in my opinion. .

I'm not sure about the third.one.

L
Second, maybe?

- ~
It's got nice browns.

You like browns? \\\\ ‘

— -\

. I like those browns. Now, now this agéin, is

you, know that the child at this age level
and to me this is just superbly naive. .
Well, comparatively the c?ildren are all at the
same age level, approximately.
bkay, wéit, the last.two are poor.
Yes.:.
Yes. .
. .especially the last one.
s
Okay, um. . . Well that one I'm not sure. Eyen
in tg;ms of the organization you know, it
\seems to fall apart,lto me, at, the bottom
whefe you like it.
Yeah, there's there;s just a unity of colour
‘ﬁgose Srowns to me, ti; it together there's
something um.

- _. \

o



7 99.

" J3 . I think I tend to agree with (Judge/#1) that I

4

J1 o . It's an average.

Jez2 . Okay, I'll mdst certainly. agree..

Jl | That's a high then.

J3 ’ The second one?

) Jl ' Yeah excgll,ent.
J3 Those two average. B
- J1 Yeah and ti}e one on the/end poor.
g .- J2 (Leaves to get phone message).

a3 .Shall we continue.

J2 When I come back wd can.reassess ‘tl:he average‘
pile not really disagreeing on the
poor '

P /

J1 No. .

' ‘ J3 Yes, okay, . S0 we're going to continue
’ / i A t (Judge #2) because we've had

the average 'together. '

Jl Okay

J3 In/terms of excellent. . .the use of the colours
in that. ' /I
Ji. The orange? :




-

J3

J1

J3

J1

33

J1

J3

Jl

J3

Jl

J3

Jl

° . - ° . ‘l 100-

.. .y'eah the oranges and the blues and the
: - 3
ent%fe coﬁbcsition.

The sort of linears and then the dots, It's

. really nice. .
. . AT
There's‘there's nice use of the greens and the

*

oranges and purples in the bottom.
Yea, yea. What about this? Is it suggestive or

4 .

s that just me thag sees boats? R

It does, I see that as well. I don't see that
as beiné excellent though. I'm-probably
leaning more to’ very high average. J think
the the vegy white.background coming
through tend§ to add‘to that.

Tends tends to add, yeah. ‘ o

I get greater difficulty with those one, two,

three, four.

d s

Well, you see it's not only the muddy colour
it's a;Fo the aomposition that it's not,

there is no strength to it. .
v, . J
No.

.it seems like lines drawn and line.

M =
3

Other than maybe at the top corner.

Um um?



J3

Jl

J3 -

Ji
J3

J1

J3

a1

J3

J1

33

Jl

J3

+ J1

I don't think i#'s poor.

e ‘ " 101,

)

— .

K

Do we see them aﬁ, és péor ot~average? II
think perhaps those definitely that one in
‘the centre would be'poog.

Okay. And the other two?

Those that one in the top. . .

That's sort of a hard one I think.

“Those. . . -~

&

-ﬂ?specially it seems to have gotten a sort of a a

EA)

brush ah, textﬁre in phere‘I don't know how?

The others haven't, conforms=to the shapes

o o ,
- so you, know it gort of adds to that

., ' ~ A
interest. . B

+ ’

Okay. . Let's take ‘the one that we know is poor.

«

Okay. That one.and what abont that othey onez/ﬁ)' L.

-

that we. _|

1
I' think that oné is excellent. -

1

No I'm talking Tbout'the other poor, the black

box.

i

Ah; yes definit?ly and even the one next to it
I think. | . . 'y Yoo
y ) L
Not paor. You think it's poor?

ah. |
!

o

-
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J3

Jl

J3

‘J1

J3

J1

J3

J1

J3

J1

J3

N e ) : -102.

— . Y

Maybe not, I have to \ook»at—it again more

carefully.
Poor? That's ckay I'll get it.

Okay, tha*t one is def‘ir\litel'y. excellent in

-my opinion. You agree with that one? '

a

”

Yah, yah. ‘It does grow on you. It's one of
« these or;es that is relative to wh‘ét it was l
near you know: I'd like to isolate that
one that we like.

The one agt the top?

Yes: (Inaudible).

Yah. I thought .that I would have more room but
then when I .real.ized that they would have to
be éulled down and not put up very
carefﬁll‘y because they ‘wclm;..d. hax_le to be
changed. I decided it would be easier.

This is definitely éveragé. This one here.

Yes. ' T . ' N

k .

Okay. Ah, I guess that's average too. o

This one up here?

Yeah. .

Okay. Yes okay.

I thiﬁk it is sailboats, it's not my imagination.

s

-



' Y (3
, 403.
¥ | .
- J ”
. ’ // r
~ / ‘
- J3 “No, they tend to do look ﬁailboaty, average?
.7 N / T
J1 .“ (Angs). Now that one,/ I'm not sure? I kinda
Like it. / <
J3 ‘This one? /
J1 - Yeah. I mean maybe’ not excellent. .
A - /
- J3 Okay, perhaps I'll put it over hete.
J1 Okay.
3 . ‘
J3 . . . .or we can take it down and look at it
better.
J1 b You know it's um. There's a strong

. compositional. Now you see the two that
you've got up there. The one on the far

-. right I would say was averaée especiallly

compared to the one next to it. +Because

‘? VTA that, that hasn't got the same sense of
P , . - comﬁosition. It's just a few lineslb
LJ3 : / Um huh. ‘
Jl “ / Wheréaslthe‘other, there's that sort of
movement a pattern. )
33 N In the oné on the left? }
J1 ~ The far right I would say average. . .
J3 Right. ' : < ‘

J1. \ . . .next to it poor.

I




J3

Jl

J3

J1

J3

Jl

«J3

J1

J3

Jl

J3

Jl

J3

Jl

- 104.

'6Fay.

Now. The rext two.
There is some Jse of intere;ting contrasts of
. colour though in that. ‘I don't know if
I would. A .

Yeah, maybe.

Although'there isn't much. . .

There doesn't seem muqh thought in the way it was
organized. \ |

No. (agrees). Okay. Average, average.' I
think that was probably a low average I
don't think it's quite poor.

bkay. Alright ' sqttle_for that we can
divide it later. This one is not excellent.
It certainly has a strong composition. \

Ah huh.

The colours aren't bad.

No, even thFugh~Ehey'reqdark colours they're not .
quite‘muddied out the red has certain
intensities in it that is not bad.

(Agreeg). .

. «'.I don't think it's excellent though.

- A3

No, okay so, averages then.

v



J3

Jl

J3

1

J3

Jl

J3

Ji

J3

Ji

J1

J3

Y

‘These are“all avatage? - .

. L 3

They are all average we can give them high or |
lows. X ’ .

)

3

They aréoall vé}y different thch somet imes
makes it difficult to eh.

Yeah. ~ o . \t 1

Okay. Moving'rigﬁﬁ along. <

I think I did this for (

J

I think she went by consensus too. I

- ’ s
\
I think given the -fact that we're all tRKree art

don't, it's a funny thing.

speciafists tends ﬁo more consensus.
. o .
Okay. Were .they looking at works of art?

.

a1

No. There were works of art in the Mgseum,ebutvo'

specifically looking at. They were given at

one point a card with a tgpié; that they had

e

to interpiet.

Oh. v

.

But that was in maybe one third of the paintings
if that amount. . ’ ;

Oh I see. - . ,

3

'So I just didn't want to differentiate between

=) N

the. . .oh we do have two up there as well.
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J3

J1

J3

J1-

J3

Jl

&

"That's poor.

- Okay, Yet's see, hum?

‘There is absolutely no redeeming qual.ities;i*:o the

colour in that, ocean sunrise business. . .
~ N AN

L(Agre'es) it's a poor.

v
!

.S0 my opinion is poor.

You're talking about the palm tree or the
suanrise. \

The palm tree.

Okay, yeah. . P L

Yeah, okay.

'

I see that as poor.
Yea, I mean there's in the sunrise there is some

interest in the colour in the bottom, you

i}

. know.
Yes in the mountain part there's some nice
colour.

Colour, but. a

"

' ’ .
It tends to work nicely in terms of that bottom-

" half .with the contrast; of the orange just

! e

4t right in that centre area it's got some

-

C, ‘
nice colour.

CUm



J3
Ji
J3

J1

J3

Jl

J1

J3

J1

J3

J1

J3

J1

J3

J1l

J1 & 3

*

A
)

Ah I'd see the one on the end as excellent.

{

t!1ike that. Yeah. L.
The use of colour.

IM1 go with that. I like the one at the other

P

‘end too um. I'm not sure excellent but.

4 I would- think average.

‘ )
s Okay.

I think the one beside it as well‘the sunset.

Average? !

Probably, it's not poor.-
S , .
That's right. I guess at least they have the

L . -
? ’ _colour right. Okay and the other two the

: . " balloons and the (inaudible).

* i

I don't like the imagery in the;palloon but
therefs'some nice use of.
- ‘ Not much mixing, well there's some mixing.
. l .colour and there was a beginning in terms of

¢ the background had it all been completed.

-

But as a whole? B '

" I wouldn't be opposea to having that one peinq

poor. ‘ \\\

A Okayi Excellent, poor, poor. v

a

, 1
Average, average.

]

AR Pt R RSB RA 25 s




. ’ 108.
Ja - > - Okay. ‘ \ '
J3 And those two o'ver there dJo we wamnt to?
J 1' Um,' average, poor,
J3 Yeah, okay. -
'Jl . Average, poor? Okay.
J3 ' Yéah. I have a couple of opinions immediately
‘ . upon pinning. N
Jl ) b " (Laughs). Ri%;hto:, okay.. Should we j‘usf take them
- down? I agree. ‘
A - J3 . You agree? Okay. {(laughs). \ | .
. That's ;;uite intere;sting Fhe way w; can come to
/ a consensus so quickly about 'some of them.
’ Jl ‘. Wholistically (laughs) Qoo! We've got some more )
- z’nrobj.ems a'i-round here. *
) A
. J3 ::{es. ' .
Jl ' I wonder if T could tell which way it goes by. the
| brushstroke. '
J3 ' Perhaps fou could just look at the .name, if there -
. . is a name on the 'backb. That's the way I've
) . been doing thcf. oth?rs. |
© a1 . l What about this one,
o L : D . "» v Do.you want to put that up in. “\
' J1 ’ . No, I don't.
! .. )
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J1
-J3

J1

J3
J1

J3

J1

J3

J1
33

Jl

J3

J3

Jl -

J3

109.

T don't know. -
No, okay. . -
I think I'd like to leave it.

“Okay. Okay,” oco interesting. Well let me think.

[

Excellent? Average? I'm not sure. That

one feels like E.T. eh?

Yes. .Yeah that's ragher nice.
\vfﬁu;te strong, qﬁité_strong. .
Although there's a lot of dark muddy'colours
the;.
- No, but they they.

.work very well and they're different tones

N
- \

within them and they don't. /. :

A Y
o And there's ah.l N

And there's some‘étrong colour as well.

-

4
There's a dot, a focdl point, a real focal point.
(Agrees). And it's a non yellow sun.

Oh yeah, that's true. It's hard, this ones. hard.

3

- I think the one on the‘end in particular with the
black bordering works very well for me as a

compogition.

) (Agrees).

?

As does the colour in, in.
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J1

J3

Jx

J3
J1
J1

J3

J1
J3

Jl

J3
J1
J3

J1

J3

Jl

T J3

Jl

&3

110.

So does the next ‘one too.-
Yes.
Excellent, excellent?

o
Excellent, excellent.

Avérage.

I'm not sure?

You could almost go for excellent for that one.
I'm, I'm leaning towards excellent the
the. '

Yeah. Beautiful colouring. . .the

‘

.use of the colours in this.

-

L] - ( '
. . .the very subtle tones and the way shapes

have been soft of molded to fit and then

(inaudible) you know;~ Egcellent, excellent.

Yes, I agree.

Okay. Um. Average.

Yes.

Maybe average, I wouldn't give that a poor.
) b ]

Average, average.

Yeah.

Well it's a very low average, I don't think it's

quife poor. .

(Agreés).

LI
I
s




117.

J3 . . .there's some sensibility ar use of of. '
J1 Different colours.
J3 . . .yeah, trying to contrast the cools ,and the )
. warm colours. /
. J1 ” Okay. It's just thif the subject matter and the.
J3 ! bkay? So excellent, excellené, (inaudible).
. 511 < Okay which way is up?
J3 . When in doubt try for the name. It not check the
| | | brushstrokes. .
. Jl Yeah, Okay. Tgis one is torn.
J3 . Yes, a fe; of them were‘damaqed unfortunately.
J1 Hup. .
SEE Poor? \ . "
Jl Is that upside-down?
_ J3 ~ I don't know. I tried it both ways. I was
. ‘ . looking at it both ways. It didn't seem to
work either way. It“tarted out but I
:
. - ’ . think at some Point it was lost.
‘o (Sighs). ' .
’ J3 ) The on‘e on the end although itj.'s torn, even if‘
that wasn't thereOI would say it was /
(inaudible).. .
Jl Yes. That one for sure. Um. -
4 A
. .
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J1
J3

Jl

J3

J1
J3
J1

J3
Jl
J3
Ji
J3

Jl

112.

I also think perhaps that one that does have the
torn bit on it would ndfvhave been that ° |
superior Jithout it. |

Ng, no, I can distinguish.

But, then, yeah. S

(Inaudible). I'm not sure that I'd put it as
poor .. I mean thére is an attempt to mix.

Very low,average. .

Yeah; yeah.

The one next‘to'it is. o .

I like it.

.yeah is mice, but I don't think excellent.
I would say perhaps a ?ery high average.

Yeah, the black outline helps you see.” But you

know why not.

I would say average. ‘ . S
Okay. ' ///

Poof, average, poor that's the. ’ /

‘. Okay and I was wondering whether poor,,ééerage.

’
I'm not sure whether it should be average

' or not. Just because ther%/s all that
m1x1ng though I don't llké thé, okay, poor.

1'11 go. -y



Jl

J3
J1
J3

Jl

J3

/Yeah.

' Average, average.

113.

I'm easy either way, let's put it into the

4

average and then we can go, we can discard

it after.

Okay. These are harder.

& i
\

Mostly I'd say all of them were.average.

Very average. . ’

Except maybe that blue one. This one the blue

line I'm not.

I don't think it's excellent though. f’I think
it it maybe didn't stop at one point. Ah,
I think in terms of just this one that is

about to go up next. ‘

I still like it. No wait, let's take down the
ones we know to be average. Yeah right get
rid of thg\rest of them.

Yeah, okay. Average, averaée, poor.i

(Sighs).

I think the one on the end is excellent.

Yeah, yeah.

Poor?



- J1

J3

J1
Jl & 3
J3
Jl

J3
J1
J3
J1
J3
J1
J3

J3

J3

There is some interesting brushstroke in that

Yeah, but.

It kin§ of floats nicely but there is very little
eiperimentatish in use of colour.

Poor. A

Poor. ' <

I think those.

"I think so.

I don't tbink { would quitg put it in
excellent, although it could be., I think
perhaps. . - . "jf

No, because. )

. ..what disturbs me is the bits of paper had
they not been there (inaudible).

{Inaudible). The organization of it to me.

It works well.

Yeah, it works weil.

It works nicely and-it's far superior in terms
of the colours are véry-similar.

So those two excellent.

Yeah.

.

Poor? Poor?

(Agrees), ‘'Average, average.



Jl
J3

Jl

J3
J1
J3

J1

J1 -
J3

Jl

J1
I3
J1. '
J3
J1
J3

J1

©J3

!

I guess.

I don't see that.

I guess not the colours are just not,

imagerj is so poor but the colouring is

(inaudible).

°

Yeah, it's probably very high average.
)

Is this the right side up?

Yeah, yeah.

|

!

The

-

115.

Whow! At least with the dull pile I must admit
l

that I got a peak‘at one of his comments on

the back.

1

I do like the second one.

Yeah.

.from the end. .

Although it's not excellent though.

»

No. But it. . .
No.

. . tends to be.

4

I'd say these are primarily, éveraée.

C-

Very.

The sun?

f

I almost think that might even be poor.
Ah, maybe average.

But very low average if you want to.

’

el
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J3

J1

J3

- J1

73

J3

J1

J3

Jl

J3

J1

. " 116,

Yeah.

Although I do like;'the colours are very dull in

\ that second one there. TIt's ﬁicely put

togethér i?/térms of composition and

althoygh’ﬁﬁe colours are dull there's the

yelld@ and -the bit:ofrwhite tends to add

some vibrancy.

(Ag;eés). But still.

Average?

Yeah the whole lot except for the‘aétually.

That one on theqend as‘well could almost be poor.

No, n6, there'sisome éxpioration of colour.

Um hum.. ;

That works.

Very difficulé to assess these when they'ré all
such a. .

(Agrees).

. . .almost dirty /palette?.

' Well I think that was the intent now the question

~ I mean the intent was dull obviously you

A

know ah.
Um huh.J

.Now whiéh one would be? That sun poor and the

-
i

rést average?’

a
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-Yeah.

.f:'._{\ B ' *
o A’? ’ )
w@kay .

We -do have pins.

Yeah. Oh dear.

b3

Now okay. Poorz poor. Even the‘
colou; hixing.. Here's not very.

No.

Qkay, poor? , ' -

Average. "
!

Poor. .

Poor.

Poor. y L

Poor (Inauéible). A

I would hazard that the iast one would be

average.
Yeah.

Okay? So poor, poor, poor. : - ’
I Gon;t remember. ‘I'lluget the avérages.

'Those,pins keep ge;ting higher (laughs).
' fgu can take kh;se. .

Yeah. ' l "t

This is the incomplete one. I can't tell which

‘ way it was worked.

I do know for a fact this one was working this

way.
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.

w
- H

The ones with no names will hopefully be

' y oo matched with the slides.
) J1 ' oh, as to. : .
Ed B J ‘.
J3 Yeah, as many as possible will be, I have a lot

of slides taken while they were working.

°

J1 Okay, let's see well it's a nice beginning.
) N : What‘do we do when it's obviously just a
‘beginning?
-J3 . I don't know. We can make a decision. Do we /;
_ . _ - want to even assess that one or I meh; it's
’ | ’ obviously‘a lovely beginning but it's not &
g complete. - ’ -0
© a1 ‘ No well a beautiful beginning. .
‘J3 Yes. )
J1 ‘ Ah, we can put it in the exéelient pile as a
beginning and then. 1It's the kind of é\
thing you can see how it would take a loné
time. »
J3 '\ Um hum. It could alﬁost even.
. Jl . There's a sense that it wésn't just going to
’ i ‘ _evolve th;t there was going to be another
- ’
focal. .
J3 ‘ ' ! . (Agrees). It started to.get looser. oy

Fp . !
Jl © - Yeah. .
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\ ‘
J3 Particularly in the pot}:om there.
- o Jl ‘ I like it, okay.. Hum, it's interesting. Hum.
’ o3 It's nice. . . ,
Jl '\ ' I iike that oney
J3 . on .the end? Yes. 1 N
J1 / It's . hard to say where it was going. I would say’

.

( it was a strong.

) ’ -

\ ’
J3 " The only problem I have with the ones that are
t
! incomplete are they are ingomplete.
N \ u
J1 I know. I know. Well, if you don't want to ”
* assess them; it','s up td you or we can"leave
‘ them in the pile we think they would end up
. C in. , . o
N , N .
~ ’ I
J3 . . Okay. . ‘ _ .
J1 ) - ;7.and then we-can just describe them.- The
) next one is excellent. ‘ . -
u ’ : e
J3 Yeah. I agree. The one beside it as well looks
' . ¥ o R
quite nice. ,
Ji ' Yeah, yeah,. '
’ J3 \ * Even though the colours are are darker and °
) N .
muddier. R
Ji ~ I'd say it's emcellaent. .. I
. - © W
. - > :
J3 . . .there seems to bo a hice brightnesa-tu them. .
. ‘ <
o J1. ~ . Yeah. _ o
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The judging{proqegs of the painting.was completed within five to

¢
v )

ten minutes. , @

s

Thg gedch'drt acﬁivity did not produce puppets that were of veryl
high quaLity.‘wFifty-eight puppets were made in.total. The judges -
ragreed that the gualify was poor and rated the body of puppets as R

sdbéﬁpndard. « The breakdown of rag}ngs is as follows: . .

.

Average, average, average. That white one

.. might even be? 1It's better than a poof.
Oh definitely, oh no, I wouldn't classify it

as a poor, no, no. {(Inaudible)..

”

-
>

No. '
. No. Okay, excellent, excellent, excellent,
‘ average, average,.average.'
. Excellent. Perfect. It's interesting how they

i
K]

come out in batches.

.

N
-

It's‘true eh. ' . .

And }hey were totallf random.

-It seems 'like there was a whole average pile and

. 4 “
.

then a whole poor pile.
L

Average, avergﬁ%, average.

°

END OF TAPE

.
. -

‘
@

+

i
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Excellent (5) 5 puppets

Good (4) S puppets

Average (3) 13 puppets

Faire (2) lo‘puppets

Poor (1) 25 puppets
The poor quality of the puppets may have occurred tor soveral
reasons. Firstly, although the instructors are highly r spoctod

artists and puppeteers, they are not "trajned" art instfuctors, qu

secondly, the, nature of working in three-dimensions may havo been a

factor. Furthér investigations are required, 1 could draw very {ew

1

conclusions from the works produced during this art activity. Most of

the conclusions drawn were based on the works produced during the

painting activity.

e ¥



CHAPTER VI .

- OBSERVATIONS AND FINDINGS »
4 - . 3

Stage 3

After judging, "the student's works which had been rated 3 (average)

. - e .
4 (good). and 5 (excellent) were sorted according to Interest Leveff/—\
. . .

Groups. These frequéhcies are reported in Tables 1-4 (p.127 - 129).

It i§ important to observe the gradual shift from the 5, 4, 3 score
to thé '3, 2, 1 score as the level of interest decreases in the Groups.
It is also important to note that there are exceptions to this trend in
both Group I (High Level of Interest) and Group 3 (Average Level of
Inte£e§£).

PerforT?nce durigg the art(gétivities.was recorded in anecdotal
) ‘ N
fashion. Outstanding artistic performance during the art activity has

a bearing on identification for enrolling in a program for the

artistically gifted for those students.whose works were rated 3

(évg;gggl’by the judges. Outstandirng artistic performance is .defined,

'by the researcher, as qualitative, in terms of superior sensitivity in

abproaching subject, materials, or task; as well as uniqueness, and

exhibiting strong learning potential—-in the visual artsc as compared to

the other students in the sample population. -
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There are no‘art specialists in the schools from which the sample

population:wgre drawn. . It 1s the rare student who has had any tormal

. “

art”inst;uction. This factor must be taken into consideration when

‘ identi{ying those eligible for a gifted program in drt.ﬂ For oxamplae,

.
B

student No. -3 in Table 2 showed high potential during the art actavity,

» this high level of perfofﬁance during the art activity co&b}nod with

. R !
t

.the average rating of two paintings, and’a high level of ‘interost n
art, would suggest that this student has potential as a candidate for a
1 0 ©r .

gifted program in art. Similarly, student No. 11 in Tablo lwkuhnwnd

keen sensitivity and potential during the art activity and ias n’qond\

' a

candidate for a gifted program in art. The incidental qrade threo Lo

- 3

- a

student (No. 1, Table 73) also demonstrated potential.and interegt in

4 v

» )

art . . . ‘.

N . .
,

This approacp to assessing the children's artigtic abx]x!y

-

addresses itself to three areas; tirstly and jecondly, the more

] N B N )
traditional aspects of the Thow to do" or technical ability and the

+

"what to do" or creative ability. Both are roflected in the rating uf

»

. r '
the art works as well as in the obrervational noten of the atudent'd =

performance, taken during the art activivier.- Thirdly, and of qreataest

1mport, the "why do" which i1s related (o' motivatinnal and (nteregt

. s

factors and was asﬁmwo\d through the interviews and the Jhlerest T
. . . o .
suUrveys. ] ¢
, ) - 5
- ¢ N N
4 o Q3 s
. ) . /
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CHAPTER VII
LIMITATIONS AND CONCLUSIONS b

The primary limitation in the study is the aspect of d"ling with a
prezéelected population (students in a gifted érogram) to identify
artistic'ébility. pUpdoubtédly there are students in the-géne£al
population with superior artistic ability. I believe that there are
also students in the gifted populatjon with superior artistic abilitf.

Clark and Zimmerman (1984, p.214) state that "Today, most art educators -

- o .

note a pbsitive relationship between intelligence and ability in art".
. » '

Also, théy quqfe Shubert's work and point out that "Research has also
shown that most high IQ students'are algo talented in,th; arts and that'
most talented students have hiéh IQ's. Though not all children with.a
high IQ possess artistic talent, all children with supeqior’artistic
talent do possess a higher than averaée IQﬁ (Shu?ert, 1973). . The

N cﬁnclusio;s drawn }n éhis research can and should Se apélied to a:mo;g

: generalipopulation in the‘future. ) | .

As I previously stated, re%yihg,solely on I.Q. tes&s £6 determine
« superior gbilities is not, in my opinion, valid.. There are many

4

chil&gen who for one reason or another do not do well on I.Q. tests; be
. : . ° 2

they are emotionally handicapped leéarning disabled or from'a different

™

-

" cultural background. i ; , ' ‘ . . .

[

L3
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-

The results of the study indicate that the student's level of

interest in-art can be related to the student's ability to make art.

[l -
v

! ‘. However, not all'studéntq ‘who are interested in art or art related

o careers are értistically gifted. Similarly, not all artistically
‘ +

gifted students are highly interested in art or an art related careor

-

(student No. 12, Table 3). < a
The study has also shown that it is necessary to exposc’the
stud;nts to a high level of art instruction in order to obtain art

products of reasonably high quality. The students must also be
R o
motivated by art experience rather than by a fantasy ot iL, this seomod

to be the case in the instruction which took place in the secand art
. - L%
activity; puppetry.

In'my opinion the original hypothesis of artistic giftednens belng

_ based on the correspondence of two factors; high level of i1nterest in

art and superior ability in the making) of\art cidn be demonutratoed.
Using these two factors, four out of si% (1w0—thxrdn) of the ntudents

in Group 1 (High Interest\Level) can be designated an artintically

gifted. Eight out of seventeen (half) of -the students in Group 2

a
-

(Moderately High Interest’Level) and only two out of seventeaen (lenn
than one-eighth) of Group 3 (Average Interest Level) can be dosignatad
as artistically gifted. The corresponding downward trend of the amount

'of -students whose art works were rated as superior; with the

diminishing level of interest they have in art, 1a obvious.

IS
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)
Usihg both levels of interest in art and superior ability in the

a . . .
making of -art seems, in my opinion, to be a simple and valid approach

in attempting to identify artistic giftedness in the upper elementary

- ) -
.school. . Using ‘the procedure described in the study it is possible for

non art specialists to identifylartisiically gifted students by
exposing the students to art activities, collecting the products they

maké, and enlisting the aid of art specialists ‘for jurying. It would

be.a definite improvement if the art instruction were also given by art ,

r

specialists. . »

The idea of identification of artistic giftedness being formulated

on the correspondence of these two factors (interest and ability) can

and should be tested further.

o

o2




TABLE 1

Distribution of Rated Paintings and Interest Levels

127.

) - Pop. At Paintings
Interest Level Pop. Museum 5 4 3 2 1 Per Group
Group 1 (High) 6 B 8 o 1 2 XX 14
Group 2 (Moderately High). 32 18 11 11 8 10 XX 10
Group 3 (Average) 33 17 2 4 11 11 XX 28
Group 4 (Low) ) 10 0 . 0o 0 0 0 10
. Total 81 41
Unidentified
Paintings 1 3 i) 0 - XX 7
Total .
Paintings 21 18 26 21 10 119
N .
o TABLE, 2 ,
Group 1 (High Interest Level)
Students and Ratings of Paintings
Student Rat ing ,
Grade No. 5 4 3 ? ’]
t_ 5 1 ™ la 0} ia i XX
LY s 2 2 0 1 0 XX
5 3 0 0 2. 0. AX
o 6 4 2 ¢ 4] g’ RX
6 5 3 o 07 0 XX
6 X 6 0 0 0 ] A%

k] *

a

a Denbtes incomplete painting
7 * Denotes Artistically Gifted Student
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TABLE 3

. Group 2 (Modgrately High Interest Level) .
. Students and Ratings of Paintings
Student ~ Rating
Grade No. 5 4 3 2 1 .
3 1 0 1 0 2 XX
* 4 2 0 2 0 1 xx !
4 3 0 0 0 1 XX
* 5 4 1 1 0 0 XX
5 5 1 0 0 0 XX
5 6 1 0 1 1 XX
6 7 1 1 0 0 XX i
' 6 8 1 1’ 0 0 XX ;
‘ 6 9 1 1 0 0 XX. !
6 10 o "1 2 0 X ‘
’ ' 6 11 0 0 0 1 XX T
* 6 12 3 0 0 0 XX !
6 13 0 0 2 1 XX
6 14 0 0 1 2 XX )
* 6 15 1 1 0. 4 X}
6 16 0 0 - 1 1 XX
. * 6 17 1 2 0 0 XX
~ . B
* Denotes Artistically Gifted Student
4 ’ ’ s
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TABLE 4 L
Group 3 (Average Interest Level)
Students and Ratings
-
Student Rating
" Grade No. 5 - 4 3 2 1
4 1 0 0 0 1 XX
S 2 0 0 1 1 "X 3
5 3 0 0 1 2 XX
5 4 0 0. 1 1 XX
5 5 0 0 1 2 XX
5 6 1 1 0 0 XX
6 7 1 0 0 0 XX ’
6 8 0 0 0 4] XX
6 9 .0 " 2 0 XX
6 10 0 0 1 0 XX .
6 11 ¢ 0 0 2 Y, '
6 12 0 0 1 0 XX
6 . 13 1 0] 0 o XX
6 ' 14 0 0 1 1 XX
6 15 0 0o 1 0 XX :
6 16 0 0 1 ) XX
6 17 { 0 QO 0 XX

-

Denotes Artistically Gifted Student
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3

11
12
14
16
19
21

23

SLIDE LISTING

Paintiﬁgs Rated Excellent (5):
! & _

-

SLIDE NUMBER
25
26
29
32
35
38

43

Total 22

44
45
47
49
50
51

53

Paintings Rated Good (4): Total 1B

SLIDE NUMBER
54 66
56 " 67
57 70
61; 71
63 72 )

64 73

74
76
.80
83 .
84

85

1307



87

88

89

90

93

94

96

98

Paintihgs Rated Average (3): Total

SLIDE NUMBER

102

103

109

110 . —

112

113

(N

Paintings Rated Fair (2):

126

SLIDE NUMBER

.

127

g

114

115

117

25

118 -

120
121
122
123

124

Totﬂf P

1310
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