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ABSTRACT
THE EFFECTS OF SLIDE AND SOUND LEARNING
EXPERIENCES ON THE OUTDOOR-LIFE
- CONTENT DRAWINGS OF NINTH AND

TENTH GRADE STUDENTS ENROLLED
. IN STUDIES OF %\RT

Michael Sznak

This stud;( was aimed at determining whether learning
might be enhanced by employing topically related élide—tape
and slide-talk programs to §s learning realistic outdoor
content drawings. | Twelve such programs were prepared and
administered. Ss were chosen from four regular high school
art classes; 2 from level 3 and 2 from level 4. Total N=76.
Control and‘ experimental groups were selected at each level.
Verbal instructions and demonstrations were identical for all
groupj. Only thg two E groups receivéd treatnent of 5 min.
'ﬁ?programs preceding each 40 min. drawing sessions. There
were 12 drawings from each S to evaluate: Pre-Test, 10
Drawing Units and Post-Test. Three Art Specialists served as’
judges, using the Outdoor Drawing Rating Scale. Results \re-
vealed an interesting trend. No significant differences were
found for, the first 5 drawings; both C and E groups progressed
at about the same rate. However, from drawing 6-10 the E
groﬁps performef.‘l increasingl'f( better than the C groups. It
may be concluded that treatment effectiveness increases with
‘time and practice. Overall results show that both E groups
performed better tha;n the two C groups and this can be

attributed to the treatment received.
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A Note tO the Reader

Co _ _
The title of this report refers to the media present~

N

ation used throughout the experiment as "Slide and Sound

!

JLearning Experience" while throughout the report references

. are being made yariably to "slide-tape" and "slide-talk"

J

programs. ' : - ' : l

Although it is rather unconvention‘al to begin research
(reports with an expla;{a'tory note, perhaps some possible cdn;
fusion may ’be a‘;oided ‘at this early stage by the‘,'fcﬁ.lowing |
information. |

.

}_Orliginally, the media presentation was pianned exclg- '»~
. Sively through slide and tape programs. However, presenta-
tional change. Eecame ‘a necessity after the £irsﬂt;} three slide
.and tape programs were concluded. Preliminary progress checks,

of the completed drawings by the students of the two experi-
~ . . "

13

mental groups revealed insignificant image retention from the
slides shown to them. This slow progress may have been attri- '

buted to the lifelong passive viewing habit de\_rel,éped in front

T,

" of the television set by the geneg;:at'ion of the participating’
.young students. Hence the .dhange\was, implemented from "slide-

tape" presentation to the 'fslide—éalk-" format, and this latter

\

' ” 1/ ‘. N : . . -.
method fosterﬂ more attentive vjewing through guéstion based
¥ o " _ -

student-teacher interaction. e
Slide and tape presentation then'was used.with the two.

half-hour long motivational conteh,t programs, A Vessel of : ‘.

Art: The Canadian Canoe Part One’'and Part Two. In addition,

-
¢ v N
¢
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only the first three Drawing Units were presented to the two
experimentdl groups with the tape portion along with the

" slides. The remaining seven Drawing Units were slide and

b talk programs. ‘ . ,

ﬁ“ Although the "slide-talk" programs may have been more
effectibely (see Result Section) r'ef;'ected through the pro-
duced drawingé of the pa'rticipating two experimental groups,

no wider inferencés should be implied in regard to advant- .

L_/ . ' ages inherent in either of the two foi;mats (tape vs. slide) ',

).

’

- without further' relevant research. - >

‘ -

£
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PART I ' ;

- - )
Media Presentation

.

1. Igtroauction - Pui‘pose of Media PQ‘esentation
The purposg ’of thg’.s evaluation study Qas to deter- '
" mine (YV whe_thér synchronized slidé—tapé’ﬁ‘;gsentations
of drawing instrug:tic:m might prove ‘b'eneficiéy for general
classroom use to ;uppiement learning in the field of art,
and (2) whether outdoor life drawings, done by ninth‘and'
/  tenth grade students, demonstrate improx_red drawing skill
when .the motivational presentation included both verbal
- ‘ instruction and an i?l?éﬂse visual field of topicaily

@

related slides.

L

3
2. A. Educational Objectives of Media Presentation

The media units were (1) designed aesthetically;
. \ . .
o - (2) composed of relevant.contemporary thinking of artists

and art educators; and (3) planned for the specific
- L4

: )\ , school population. . .
\ , _ In terms of anticipated behavioral change, partici-

pants were expected to demonstrate increased ability in
_the ;ealistic-sty'le \of ske,t-:ching‘and drawing, namely:
“a) ir; sketching objects found in nature, animals,
N { 'érrtd' péople_.
b) ‘in d_x-:awing compositioﬁs of outdoor life’topics

K (whereby they will be ready -to begin re&l-life

¥

»
.
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i
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sketqhing out of doors).

! . ’
c) in drawing outdoor-life topic compositions. from

imagination through verbal description.
¢

B. Intended Targét Aludience ,J

jThe slidé tape presgntationsuprogram éombined with
the experimental study are prepared to be psed as part
of a proposed larger curriculum design, "The Canadian
Shield Curriculum". ' e

"The Canadian Shield Curriculum" consists of a
structured series of infen@sﬁ léarninq outcomes, along

with a series of planned learning experiences. They are

'planned as special content instructions for senior high

school students for the entire academic year. The N
general objective of’tﬁe planned cﬁrriculum is to foster X\\\
the physical: psychological and cognitive development of
the wﬁéle person to his highest potentialf ’
The course of studies is planned to culminate
before the end of the académic year ih a canoe trip, of \
approximately three weeks duration, into the wilderﬁess
region of The Canadian Shield, attended by all the par- ,
ticipants. Preceding this trip, studies.of the entire
academic year afe planned with learning outcoOmes in
(1) knowledge (facts, ébncepts, and generalizations),
(2) technigques (cognitive ané psychomotor), and (3)
values (norms and predictions)--all containing environ-
mental relevance to the geographical fegion“;o‘be
Ay *
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visi&ed by the ‘target population.

Amqng\the planned creative activities of t@e target
population, they will be expected to do extensive out-
éqor sketching and painting in the realistic style.

Part of their year-end art gvaluation will be based ;n P
outdoor drawings and paintings brought back from their

long canoce trip.

C. Outline of Content and Form of P¥esentation

The. complete presemtatitn encompasses a series of

. ¢ )
‘twelve unitS. Each unit contains a series of slides

-with an accompanying synchronizéd cassette tape. Two of

AN .
these units are longer slide-tape programs, with art

appreciation content.

»

The synchronized slide-tape programs make use of

standard 2" ¥ 2" topic-related content slides packed in

Kodak Carousel gravity feeding trays. The cassette

#tapes on the non-amplified track have inaudible (1000

cycles) cue signals recorded, controlling slide chgnge
automatically. K | - o

There are 410 slides, placed in four trays. ?he,
two art-appreciation p}ograms are in 80~-slide capacity
trays. The remaining ten . units containrapproximately
25 slides each, contained in two 140-slide capacity )
trays. Trays and tapes are packed in hardbox containers
of‘librafy~shelf size. These cgntainers include é

Teacher's Guide Book or manlial for the user, aleng with
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seript and index of slides, assuring easy use of the .
units by anyone wxshlng to do so. “ ’

The medJ.a units can be used for small group vxewmg

on the rear-screen projection unit of the Singer Graflex
Caramate Automatic ‘Cassette Slide-Sound Projector. For
larger groups, any remote controlled unit of Kodak .

Carousel type sitide projectors can be used by means of
2

v

wired connection through a Synchronizer Unit to any four-

L §
")

track tape-—rec~order. Manual change is also possgible by

v_ggihngw_thg‘script cues of the user's—manual:—— !

The art-appreciation program, entitled "}} Vesgsel
of Art: The Canadian Canoe" consists of two parts
(80 slides) each. Part One hav:e the following content:
(a) historical paintings Sf early exploration of Canada ;
by canoces, (b) the development of canoes and kayaks,
(c) mettods of usmg canoes, (a) canoe‘f.s of~Eastern and
Western Indians and the Fur Traders, and (e) cances of
the present, ‘recreational and coxgpe‘titive use o;f them.
Part Twq contains 80 slides of the works of six artists:
Paul Kane, G. Krieghoff, F. Hopkins, F. Verner, W.
Armstrong, and F. Schoonover. " The (fina-l section of this
unitsinc'ludapa'intimj‘s and sculptures of contemporary
artists. a
- Tha technical instructional 4ten units contain '
appr.oxirﬁately 25 slides each (for 5-minute instruct;ion,' °
followed by 40~minut‘e\‘ practicat studio works by stuﬁenté);

. - !
\ . L
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these are slides oft"draﬁlng“ instructions, real life
photographs of oHjects, animalé, and people, according
to the topics of the units.
The conéent\df the twelve slide-tape programé is
as follows: oo O )
. , i & v
. 1. A Vessel of Art: The Canadian Canoe
# v
Pagrt One - Art appreciation and Motivational
3 . 3 X2 . . ' +
. *+ content . : f
2. A Vessel of Art: The"Canadian Canoe '
Part Two - Art appreciation and Art techniques
. " content
» Drawing Instructional Unit I : '
, 5 '
, ,E<*'Drawing the Human Figure No. 1 0
¢ 4
/// ' 4. Drawing of Trees
. . b v ? .
. , 5. Drawing of Plants, Bush, Grass and Rocks 7
6. Drawing Canoes, Kayaks, Paddles,rand Tents .
- ‘) a , + ';1' o
' 7. Drawing Mountains, Rivers and Lakes /
C ' 3
. Drawing Instructional Unit II /
LN

8. Drawing the Human&Figure No. 2
’ \
‘9. Drawing in Perspective

10.° Drawing'of\Ahimals (moose, bear, deer)

o
a

7 .11. Drawing the Human Figure No. 3 ;

LA

PR

- (action drawing of paddling, portagigg, etc.)’

12.° Selective Sketchimg of the Outdoor Composition

- t

. N . *

e e e
L - . - »
,
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D. Procedures

(1) Ekperimental group. There were fifteen

. o
se?éions planned for the duration of the experimental

stﬁdy. These are as follows:

Session 1l - Pre-Test (a 20-item drawing test) items

I

-

2 - "A Vessel of Art: The Canadian Canoe".

given to subjects.

~ 25 minutes of slide~-tape program

followed by discussion period.

4

3-7 - Unit I (Five Drawing Sessions, each’

»

-
preceded by 5-minute slide-tape program

presentation).

o ~

8 - "A Vessel of Art: The Canadian Canoce".

J
- 28 minutes of slide-tape program

followed by discussion period.
9 - Mid-Progress Test‘(compositibn:of an
‘outdoor scene of topics from Units ..
" 1-5). ‘
£ 10-14 - Unit Ii (Fi{iibrawing Sessions, each
preceded by 5-minute slide-tape pre-
sentation). |
15 - Post-Test (a composite drawing %f the\
20-item Pre-Test subjects) .

‘(2)\ Control group. There were thirteen sessions

R , |
‘planned for this gnoup in the evaluation study. These

-

R e
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are as follows: .
Session -1 = Pre-Yest
. 2-6. - Unit I - Five Drawing Sessions

™y - Mi&LProgress Test
812 - Unit II - FPive Drawin§ Sessions

13 -~ Post=-Test N

short (5-minute each) drawing unit slide~¥ape presen-
tations.

TnL control group received only verbal drawing in-

structions, a routine teacher demonstration at the

 blackboard before each drawing units.

E.“'Rationale»for Media Selection and Production Design

e v b imnpr, ot ey i  Srme 2w o i

Thg‘tape*slide media selection was based oﬁ)the
folldwing considerations:
a) projection‘of art reproductions necessitates
\\\\\\\\~longer holding-view time, thus still images
+ ~~are more advantageous than those of the medium
of moQipg images. |
' b) slidés anq'tépes gre félativgly inexpensive
to produce ana duplic;£e: |
¢) the simplé operaéidn and availaebility of play-

backiequipment. //
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d)

e)

A

it is more conducive to structuring. for indivi-

dyal needs.
most of the pioduction phases can be executed in

{

the home of the author.

3. A. Production Requirements

The following production stage€s and equipment were

* necessary to produce the projected slide-tape programs:

a)

b)

c)

Photography: photographing arts works, real

life scenes,vbbjects, animals, and people.
Photocopying from books.

Equipmené: siﬁgle lens reflex camera, close-
up lens, extension tubes, color-corrective
filters, cop§ stand, a pair of\floodlights
(3200 K),‘slide sorter.

Audio Recording: wrjfing of scripts, selecting
background music) cleaflvoiced narrator, taping
and editing tapes.

Equipmént: cquettg recorder, reelﬁto;reel

tape recorder, Jith three head for sound mixing,'
Caramate Singer Tape Recorder Player to coor-
dinate visuals &;;h/séhhd and audio cuing the
inaudible 1000 cycle automatic advance.
Research: selecting books, printed material of

art appreciation’and‘art repraductions.

Visiting libraries, mugeums, art galleries,




and archives.
d) Finally, producing duplicate slides and tapes.

hY
w
~

B. Estimated Cost of Production
p .

The estimated cost of prdoduction totalled approxi-
mately $1000.00. This amount was paid by the researcher.
The estimated total cost doeskﬁot includ€® such ex-
penditures as: travelling to and from out of‘town museums, .
galleries and archiyes, the cost of recording mu;ic,"\‘
depreciation of own equipment, honora{ium for narré;or,
typist, and the judges, and ferox copying o; printed -

materials not permitted to leave libraries. . r

.

Note: Only some of the productlon material -has copyright
clearance. , .

¥
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PART II

Production Evaluation

Purpose of Evaluation

The purpose of evaluation was (1) to find out
whéthe: the stated objedfi;es were:net, and (2) to
analyze the aqcumﬁlated data in order to determine
whe;her_;he uée of the specially developed slide-tape
preséntation'anq:techniques for training the imagiﬁation

and visualizatioh through related exercises increased

the subjects' perceptual'ébility and drawing skill.

T -

A, Related Research ‘ o -

Buswell (1960), whose r;search of photographing the
eye movements of‘eleﬁentary} high school, éné adult\sub-
jects, found that longer eye fixatién,énd,more détﬁiled
examination occurred when subjects were.directed to
observé specific items in a éiyen'pgrceétual field. ' .
Mickish's (Note 1) studf supports Bﬁswell'Svéaflier;re—
search. o ‘

Later, -Smith and Bolyard (1966) verified that slides,

y

jggesentéh'And repeated several times in programmed se-
'quences taught simple concept-formation tasks without
',verbali;ation. Their study encouraged the use of slides

in the auth@r's prbgram, but-'with reservation in respect

of their finding on verbalization. . ‘

—

o e e it i o s
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" VanderMeer (1949) investigated the effectiveness
. of using films eiclusively against the use of film plus
.-study guides and lectures. His findings yielded positive

‘results to the advantaée of the latter. Vande¥Meer's

-study ;eemingly contradicts the findings of Smith and

Eolyard. Howevér, it shou;d be observed tﬁét this con-

flictiﬂg‘evidence possibly exists only‘becauSe of the

more complex cognitivd task involved between simple éon-

Icept—formatiop and those of skill-learningy&bilitiés. S
a

Since the latter is the main objective of this experi-

mental study, narration was used throughout the slide-

tape programs. ‘ ) 5\\\Efﬁﬁl.
Dwyer'§(1§67)study is a cautionary one, con ing

that simple illustrations can more effectively teach
overall conéepts and facilitate transfer of trgining,
than more complex drawings and diagrahs that are oéer—
burdened by detail. Dwyer's findiﬁg guided the selection

, o ‘ ]
of slide-illustrations for the technical instructional

}

drawing units. (ten) of this study. . . , o
Kensler's (1965) study of seventh—gradérs tried to i:rteg;'ate
perceptual traiﬂing with learning to dr;w in pergpective
without significant®results. He iﬁdicated that difﬁgrent
results might have been prodggéd if training to attend
épprogriate vis;al cues hae preceded the éﬁperimenf. In
another study hqwever, Salome (Note 2) cbnﬁluded‘that

. — , ) -
training in perception igcreases the ability of children
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‘to ‘seea,. understand,’ and" comnun’icate,throggh‘ anart medium.
While Salome's finding is‘encouraging to the expected
learning outcomes of the proposed experiment, Kensler's

result warrants a careful examination of the narration

~

in regard to visual cues.
wilson (1966, p. 41) studied eighty randomly
selectéd students at the fifth and sixth grade levels.

He'found chat,

by carefully prcgramming language and ,
~ structurlng experlences related to per- .
‘ceiving pajintings, it is possible to
alter significantly the perceptual -
mode fifth and sixth grade ‘students
use in perce1v1ng palntlngs.

Allen (1960), in his review of research in audlo-\

V.

visua; communlcaclon, ;nferred that in addition to o
_calliné the student'slattentioh;to specific visual cues,
oéeft verbalization of responses during visual presen- ‘

tatlons, followed by practrce sessxons 1n the des1red

sZﬁk&su increased the 1e;¥91ng fr§m instfuctional medla.
‘all

en's lnterpretatlon again confradlcts the flndln?s
of Smith and Bolyard ’ ‘
Brouch (1971), in her sllde-tape experlmental study
concluded ;hat using audlo v;sual equipment as a sup~
. plemeﬁtéryAaid'proved beneficial’for the teaching of art
in Ehe élementary classroéml Tﬁe presént exéeriment is

an exten31on of Brouch s experlmental findings. --

Saloime and Szeto (1976) conducted a study des1gned

=




immediately followed by practice drawings.
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to provide information- about the effects of visual search

" practice and p8rceptual training uﬁon the amdunt of in- . ‘ K ¢

formation included with university étudents, suppbrﬁing
‘the advantage of pérpeptuél‘traininé—drawinq groups over ey
the convenient nén—pe:ceptual drawing groups. Findings.
éupported éarlie£ evidence with elementary (Sal;me,‘l964)

and kindergarten children (Saiome & .Reeves, i972).

Farley (1973) conducted research compaiing pre-

ference for visual complexity versus simplicity in re-

lation to national membership, using adult‘snbjecté from

U.S.A., Korea, China (Hong Kong), India, and‘Turkey for
baéic determinants gnd‘directions oﬁ re:Loﬁse. This
resegrch suggests the need'fqr Stratificqtidn by ethnic
background for the sample of the author's e§pe££menﬁ.
These findings suppofted and influenced the con-‘
struction of the arf‘leérning experiqpéesLthat.%erehuséd
in this study. Students’wefe asked to nqtice specific
detailé‘of composition, and‘they responded verbally to

questioné about what they were.viewing: Each of the‘

AN @il st e Bl L

twelve sessions of slide viewing and instructions was

s

- t

B. Importance of the Evaluation in Relation to Available

Resgarch

There are numerous yesearch findings whereby the

effective‘g?e of audio visual presentations in education

*
*

“
.
- a
* RS
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have "been sucdessfully investigated by researchers. ‘Ehef
;uthor of thls theSlS, w1sh1ng to avéld presumpﬁuéus
statements claiming. the addition qf‘sxgnlglcant data.to'
a&aé}abie research, simpiy hopes tpat his findinéé will
strehgthen the possibility of educators uéihg audio viéhalz..-
instruction packages effectlvely 1n the teaching-&earning
' s;tuat1&ﬁ~ T " . I
Signlflcant flndlngs arlalng from this experlment,
hgwever,_may lncrease the probabllity that the author s
Aproposea ﬁCanédia% snie;d'Curriculuﬁ" may gain acceptance
for implemehtation at his own Scho;l Board.
There was angtteﬁpt in .this experiment to bring a
new approach to ant education.' During the implementakion
of the znstructlonal unlts, there were experlments us iy
Athg “Teéxﬁique for the Training and Use of Imagiantion" as
débcribed by R. Assagioli's Method of Psychosynthegzs
(1971) , -but with the exclusion of the meditational content

‘of Psychosynthesis,

1

c. Hypotheses in Relation to %bjectives ,

Operaﬁionai hypotheéfs. The operational hypothesis

is based on the expectation that subjects exposed to the
specially prepafed slide-tape programs, which portray
outdoor activitiés, will likely score higher on the Outdoor

-
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Life Drawing Rating Scale than. those subjects who did

‘not see and heaf them. ?

‘
’

ok -

- Evaluational hypakhesis. For statistical purposes,

the null h&pothesis (Hol) was tested:
Y Hep

. There is no difference between ninth and
ténthigrade art learning rate as measured by the Outdoor

'Life Drawing Rating Scale when both-levels have been
b ]

exposed to the same series of synchronized slide-tape

treatments. Vad

A\

o

02. There is no difference between the art products
. 4 -
of experimental and control groups as measured by the

s H

. Outdoor Life Drawing Rating Scale. N <

\ D. Rationale for Null Hypotheses

The researcher chose to test the null hypothesis
'which assumes that theiﬁlide—tape treatment wfii'have no -

effect.

The expectation was expressed that upon the examina—J
"tion e empirical dafa, null hypothesis (1) would be
accepted, while null hypothesis (2) would be rejected.

. Thereby the observed differenceggould not be explained ' :

[P P

" by sampling error and thus may be attributed to the

‘treatment applied.

4 S a AN
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E. Variables Being Considered

Due to certain societal role expectations, the ma-

jority of girls usually do not participate in rigorous

-

)
outdoor actiyities, thus their familiarity, interest and
- visual memory with regard to topics \appropriate for art

instruction under consid;ration‘g;y be somewhat lacking.

=

Perhaps this reffegﬁg;a~widér issue. Some art
edycators have suggestedwthat imagination is but a digest
of past experiences, and perhaps another variablés should
,be considered. Immigrant childgen (viz., especially’
those attending Canadian schools less';han eight years)
are most likely less Ta&iliar with the drawing items of

“Canadian content, such as native trees, animals, canoces,

and other outdoor objects (Coze, 1975; - Farley, 1973).

N
In order to minimize sampling error, resulting from
the preteding two variables, stratification of sampling
was pl;nned to be nsed/ and egual percentage of girls
" and iwﬁig;anf students to be maintained in all four groups. "

However, this was not necessary, due tékthe rather for-
. "q . .
tunate equivalency of the participating groups (classqs). .

\“Q ' &
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Method
Sample ¢ -
The population of this study consisted of seventy-six
%
students. At the same time of tgp investigation, all were,
" '

currently enrolled in regular third and fourth year high ' -
school art classes in the public educati&gal system of the
Quebec Government. These courses of study designated res-
pectively as Plastic Arts 000-310. and Plastic Arts 000-512
by the Minister of Education. ‘3 ] Y

Lachine High School is a medium size English speaking
subhrban‘school, operated by the Protestant School Boafﬁ of
G;eater Montr;;l. The majarity of the student population
is drawn from lower migdle class and upper lower class
fimilies, and a {gpgé/pgoportfon of tﬁe school's gradwtes
y - ‘ ,

. : on to ¢ ge. -
/60 /;gllég

¥ ‘ // 7 t

// __—~The investigator of this study was the assigned/;?gular :

Y

//’./ attq!pecialistnclassroom teacher of the sample group/during

the year (1979-80) of thé investigation. One advantage of

. v

this arrangemerit was that the subjeatéJwe unaware that

S .they were participating in an experimental investigation.

~

- SRR IR Their tasks assignédtas a result of the 'research were to

4
.
s

o them an integral part of the day-to-=day leérning experience
o iﬁ* art- - ' )

Y T . . . -

.Under the circumstances, random selection, of course,
. fod N ! \". . . -
was not possible. However, the - investigator assumed that

. c R S
the subjects were a fair'representhtive sample of the larger

)

3
-
B . “ .
-
. .

.
- ' - .
. .
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population in’ the’ public educational system. In Quebec
- schools, the course of study in art is an "option" or.

B 4 .
"elective", and students choose to study art or are as-

‘signed' ﬁo this class b guidance departments. )

Four such classes were selected to participate in the
experiment: " two grade nine classes ' (Art 310\) and two grade
ten classes (Art 51). gwo classes were selected as control
groups and two as experimental groups by the toss] of a coin.
'Thus there was a gf’a’gie nine and gr,agde ten gxperimental
group, and a grade nine' ar;d grade/ ten control group.

There were ninety-five subjects originally participating

9

in this study. Howevér, due to course changes, moves to

‘ L8
other locations, illness and other unspecified lengthy

absences, only seventy—ﬁx subjects remained with full or

LY
A

‘l\ . *
There were twenty subjegts in both' Experimental Group #1

nearly full participation.

and in Control Group #1 (grade nine); *a?d'éi.xteen sibjeckg inboth
LY

Experimental Group #2 and in Contro} Gmup $2 "(grade ten) .
The four tab es, (Tables 1-4) anthe follow1ng pages con- -
- talh the entry da a of the four suwbject groups for age, sex, a'xd P

achlevement in O\Jr rall school averages and grades recen.ved
o

in art.during the first and second academic term o 1979.

-

Treatment

-~

> The investigator was aware” that subjects were city

dwelling children with little or no outdoor experience in

T




Entry Data :? Control Group 1

1

T ] S
o Lt
W N Table

x CONTROL GROUP #1

Studeny School Average

Gode . Sex -Age lat term :

ot s 158 s4

.02 w s 63 61

03 F 15 55 41
ok P15’ % 4t
o5 F 15 77 65
. 06 W15, 61 53
07 F 153 56 55
08 Fo15 57 52
09 -~ F 17 52 48
10 M 16 59 7 ss
1 mo15 6l 61
12 F 15 s0 =50
13" F 16 .71 62
W a 1S 56 58
15 F .16 55 . 43
16 . F 15 57 w2
17 M’ \15 L 66 57
18 F .15 69 . 59
19 .F 15. . s 48
20 F .17 . 58 ' 51
~ e .
' N
- a
o .
oo T
- - ¢

o

¥

‘19

- cC

Art Mavrk Question-

igt term
60
70
60
60-1’ ’
80
75
65
90

. 80
65 '
65
8o
75
60
60
70
75
85
75
70

Znd _texn

.

65
8e

50

+ 55

75
75

70
8o -

75
75

90
75

"75
70

50
50

55.

60

.70
50

- B

a

48
38 - .
28 °

32

y2

41

%e .
46

6
0%

45 T
Iy

-
b6

b1

39 :

h2 .

53 o

PR PO SR

39

Ve
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Table 2

Entry Data of Experimental Group 1

Student

v%‘

21

22
&

23
24
25
. 26

ra

28
29
.30

n
o 32
"y , 33

4

3s.

38
37
‘ 38
39
40

&

Sex
u
F
F
M
M
¥
F
M
P
P
P
F
4
r
P
F
R
F
M
P

Age *1
1s
14
14
14
16
14
16
14

i

14

.15

15
14
15
14
15
15

16
15

¢

“1h

14

EXPERIMENTAL GROUP #1

School Average

53
%0
63
60
37
65
58
62
70
66
78
73
'
6l
6is
55
ks
Ly
63
75

35
70
65
66
42
7
47
60
78
55
76
80
57
71
68
61
52
51
6ls

7

Art
1

ko

85
%o
75

- 36

90
65
80
99
65
95
80
s
70
80
85
31
80

55
Y

iark

50
80
90
V98
12
90

N

65 -

90
99
80
99

90 -

70
95
85
85
63
90
70

g0'f
{

20

duestion-

29.
2N
b2
49
49
50
38
Lo

el
b
5
38
47
41
45

.43
39
s
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Student

=ode
b
b2
e
bl
45
46
47
48
49 .
50
51
52
53
s4
55
56
57
58

v

E

o

E 2 B Y = Z =~ 2 =2 = &£ v 2 w ou o =

Entry Data of Control. Group:-2

Age
16

19
14

16

17
17

16 -

14
17
15
17
16
16
16
16
‘17
1?7
1?7

¥

-

Table 3

CONTROL GROUP #2

Schaol Average
angd _tetm

70

ist tern
kg Lo

' 49 54 * 85
7 . 90
59 58 85
77 72" 95
b6 kg’ “65
“s9 52, 80
.76 | 80
69 69 ' 99
75 71 :” 90
kg 57 60
57 53 80
61 55 75
50 46 8s
51 56 70
74 68 50
48 " 53 65
57 59 85

60
85

. 85

75

085\

50
90
90

99
99

60

80
80
60
65
70
75
90

¢
[

52
42
46
38
39
48
48
33
I
41
50

21

!

k8

27
37
29
bl
43
4

-

———

. ) i
Ar't Mark Ques?idxl’s—.
1st term 2nd term _ naire
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Table 4
r
Entry Data of Experimental Group 2
EXPERIMENTAL GROUP #2
Student School Average Art Markx - Question-
code Sex Age lst term 2nd term 1st term 2nd term _ naire
59 F 15 71 T 65 93 90 46
60 M 17 65 71 70 85 43
61 F 15 66 63 85 .. B85 bs
&2 F 17 71 71 90 ‘90 Lt
63 F 15 81 78 90 99 by
64 M 15 66 62 80 85 50 .
\/,5 P16 58 s 55 85 80 48
66 M 17 70 7 75 85 - - 22
&7 F .15 - 86 8s 85 9% 51
68 F 16 61 59 65 85 46
69 F 15 76 75 90 "o ) s
70 F 16 62 50 70 55 46
71 F 15 83 80 90 97 50
72 M 18 66 70 85 95 be
73 P 16 53 43 75 50 hé
i M 17 ug Uy 75 75 41
75 F 16 70 ' 775 X 90 99 . b7
76 M 17 b | gy 60 70 ug
- .‘, L] 4
v )
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~

camping and canoceing. Therefore, a certain am;>un.t of pre-
paration and motivation was a necessity. From the beginning
i of the year, the teacher-‘-‘-finvesti;ator of art talked to the
students about his own canoeing experience, his travels and
told anecdotes of the No—rth. Al‘l groﬁps were shown slides
and photographs periodicallyt On two occasions all subjects
participate'd'in a simulation géme (prepared by the inves-
tigator) with slides ;f a canoe trip that included problem
solvir;g quesr@s. Thus all subjects were somewhat familiar
» with the topics fﬁat later on became the focus of drawings
in the eiperimental Jinvestigation. :
Before the experiment began, all ,subjécts f%&d out a
questipnnaire (Appendix A) , composed of question;e- constructed
to probe attitudes towards outdoor topics -and travel. Answers
to -these questions provided a numerical score that was used
in comparing the groups. It also helﬁed to find out thé
degree of subject's fa.miliarg.ty with outdoor objects {and
indicated in particglar an unfamiliarity on the part of im-
migrant children). The numerical scores to t};ése guestions
are also included in Tables 1-4 Lndeﬁithe column "Questionnaire”.
the procedure for all subjects consisted of: |
Part One: Pre-Tesf
‘ Drawing Units 1-V
part Two: Post-Test vt

. Drawing Units V1-X

PERS -




1
_of each sess:.on" Subjects ther recelved the c’ustomary class—

toplcs thus were identical. for all four groups. Treatment -~

mediately 'followegi by 45\m'inutes' of drawing"practice.

\ : N R , .' , 247 . L !
There fore each subject inall four groups.produced twe’lve
drawings, one duwing -each fifty minute studio/ period.
) ) L t

Each drawing session consisted of two parts. The in-
L.

vestigator demonstrated drawing of trees, lakes, ‘etc. on the. . -

N 4

blackboard, and subjects were requested to practice drawmg

them. Thls was, followed by an J.ndlvuiual compos:.tlon Sub-

A

jects were, asked to sketch, a composrte plcture that lnclucie'd . °

objeécts of the preceding prad:ticé drawing. Sub]ects\werex

encouraged to include any or all objects that were drawh

during. prev:.ous practlce sessmns. - BN

' Theset dranngs were handed in to the teacher at the end

room evaluatlon and mark. from the art. teacher—lnvestlgator. . ‘
¥ ‘ o
Subjects were unaware that later on these drawmqs would be - -

evaluated by art spec:.alists for progress analysns.

b, 2 SEE

'Demonstratlbn drawxngs, verbal mstructlons and draw:.ng

dlfference for the two experlmental groups consisted of -
showing toplcally related slldes before each draw:.ng session. ‘ .
Twenty-flve slxdés were shown at a- tlmﬁ and subjects were

aSked ‘to hotlce specrflc detalls, lmes, shapes, texture, ' -

value .and picture compos:.tlon. They verbally responded to.
guestions about what ﬁhe‘y were viewing. BEach of the ten,

5-mihute.sessions. of slide,viewing and discussion was im-—

"
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In addition, the experimental groups viewed two half-hour
4 -

8lide-and-tape pfoérammes. Onerbefqré Drawing Unit.One, .the

other one before Drawing Unit Six. ~¢Hese programmés, en-

titled A Vessel of Art: The Canadian Canoe (Part One and

3§

, Part de) were prepafed by the investigatér as part of his

thesis produétion (Option "B"). Thioﬁgh the works of artists, ’

these~programmes follow the histoff and de?élopment of
Canadian capoés,~fr6m‘the time of early explorégions to the
' preseét" Appendix B contains a detailed description of all
| Prggr;mméd Instructi%nél Units. o e
Be%ore ére—Test and Post—Teég no slides wére,shqwn'to
either .group. These tests coﬁtained twenty.items that sub-

jects were requested to draw from visual memory or céncept.

The items were aé fallows:

1 tree R
2 tent o
3 sailboat *
] 4 log cabin o
. 5 maple leaf .
6 - lake ' s
7 canee’ ’
. 8 pine  tree °
.9 . mdose ,orx deer. - .
10 1Indian. tepee C
"11 kayak
- 12 rock . .
13 bulrushed , ‘
14 1lily pads ©
15 mountain’ . S
16 camp fire .
17 £ish L ’ . :
.18 canoe and kayak paddles ' *
19 bird : '

20 Indian warrior

(7 . - 2 =
-

Jre

Y
PR s 7S
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The difference between Pre-Test and Post-Test was that at the
; latter, subjects were requested to driw a composition that |
incldided all twenty ‘items.
?he téh‘drawing units included practice drawings/and an
individual composition of the following topics: *

Unit I ,~ The Human Figure
(Head, Face, Proportiops)

IT - Trees

III - Canoes and kayaks
IV -~ Grass, Plants, Rqcks
V - Rivers and“.akes

¢ ~ VI - Human figure
. (Legs, Arms, Body)

VII - Perspective

t, VIII =~ Animals

. ) ) IX - Human Figure (In Action)
~ " {
: Xk - Composition ' '

3

. Colored xerox copies of original drawings produced by

différent subjects are included in Appendix C.

ot ot LD

- * 7 Materials consisted df 18" x 24" white or colored

drawing paper, and pencil (Eagle Alphabet No. 2).

Treatment was given during the daily art classroom

R kI hnn

periods. Dates of the experiment were as follows: . .

. 1979 Decembef 3 - Pre-Test | o
P (20 1tems) .o

" ) e
i 4 - Questionnaire .
# A Vessel of Art: The
" - Canadian Cance - Part One
- (for Exgg%imental Groups only) .
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5 - Drawing Unit I e
(Human Figure #1)
il s 7 - Drawing Unit II -
(Trees)

10 ~ Drawing Unit III
(Canoes)

11 - Drawing Unit IV

(Plants, Rocks) s

I3\ - Drawifg Unit V
(Rivers, Lakes)

. 1980 January 18 - A Vessel of Art:. The
| , Canadian Canoce - Part Two
\ , (for Experimental Groups only)

22 - Drawing Unit VI
(Humarne Figure #2)

J 7
March 17 - Drawing Unit VII
9% (Perspective)
: e 18 - Drawing Unit VIII

{Animals)
19

Drawing Unit IX
. (Human Figure #3)

Drawing Unit x
~AC sition)

Post~Tes :
. (20 Items) Composite)

April

As can be seen from the dates, there was about one month

\,

of delay in the programme due to.a leng teachers' strike.

_Again, before Post—Tesi:, examination ek and school trips
3
prevented continuity. Despite t

‘mentioned interruptions,
the investigator believes that the experiment was concluded
without noticeable detfimental effect on the collected data.

On the following pages, flowcharts give a simplified

o

—

- ’ *

PR 2]
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n

he
overview of the two programmes (Figure 1.1 and Figure 1.2)
that‘were'closéiy followed by the esperimental and Eéntrol

Ll

groups.

-
TN -
-,
) - ‘ -
5} l ~~~— 1 e -
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Flowchart of the.Program for Contrcl Groups
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Instruments

Subj'ects."‘ drawings were evaluated according to. The Out-

,door Drawing Rating Scale. This was prepared by the investi-

i

gator in consultation with Mr. Stanley Hornér, As;ociate
Professor of the Facul{iy of Fine Arfs, 'Concorqia Uni,v:;:sity.
Su;:jects' drawings were malrked acco;:ding' to six criteria;
chosen from basic elements of design and organizational -

.

principles in iart». These we,g‘e:'
- 1 Line.
2 Shaée and Center of Interest
3 Texture and Value
4 Space a;'xd Perspective -’i
5 Balance and Unity g,
6 Detail and Contrast
The evaluation of each drawing--in accordance with the
Rating Scale--produced a one-to-four point nm;lerical score
in each criteria, with‘a lowex: limit total%ing six points
and a maximum limit of twenty four points. The Rating Scale

is presented in Appendix D.

Scorin% was entered on g Scoring Sheet (Appendix E).
> 'y ¢ . -

Subjects' drawings were shuffled and identified by code '

numbers to avoid any bias in terms of date of rendering,
student style, or treatment - group expectations.
. Three graduates of Art Education, all with teaching ex-

-
L

perience, served as judge or the evaluation of the drawings.
. : ‘”§~;ﬁ\ .

-

—
4

»
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32 :
. One serie® of drawings rendered by all groups, during‘
the experiment labelled as mid-Progress Test, was-not eval-
u:ted for either pre- and post-measures, nor was it used as
part of the trend analysis. From these the investigatc;; ran-
domly selected twe groups of drawings.
The. first se ‘ of twenty randomly selected drawings was

used during he ju xperimental and control V

groups' drawings, to obtain data for judge correlation.
These were marked by the judges, without being aware that

all three of them evaluated each of these. Only one of the

".judges made fleeting remArk about having come across a pre-

viously marked code number. Thus, these twenty drawings"

were evaluated by the six criteria of the Rating Scale, and

produced 120 numerical entries by each of the three judges.
%

The second set of fifty-six drawings was used for judge
training, discussion of criteria, and practice in the use of
tk{e_e Rating Scalej © - ‘

Scanning the Correlation Test of Judges (Tables 5-6)
reveals that total evaluation agreement occurred 76 times
out of 120. Judge No. 2 had the most teaching experience
and if his scoring eould be looked upon as meéan score, it
appears that Judge No. 1 was consist;ntly‘giving slightly
higher marks, whlle Judge No. 3 ;was slightly under-rating. -

Following training, each"‘of the three judges evaluated
one-—th:.rd of the drawings in the study. These grou J.n-

~..
cluded equal numbers of drawings from each levefand each

- B -

ot

A f RS- S
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Cbrrelat;ion Test of Judges -
© GORRELATION TEST OF JUDGES y
Drawing udge . v '
liymher ~  Humber Rating Scale Iotal  Agreemept®
- S ~ M o
o1 T1 1 1 1 1 1 1. & - p
2 1t 1 1 1 "1- 1 6 ’
.3 11 1 1 1 71 y .6 6
02 "1 2 3.3 3 3 2 ‘16 o
2 3 3 3 2 3 1 15" B ‘
o 3 2 3 3 2 2 1 13 2 N
oY W . ' \ M
» 03 1 12 2 2 &+ 1 *i g
2 1 2 2 a 1 1, 9
. 3 1 2 1 2 1 1. 8 s
> A \ -
ol 1 % T4 4 T4 4 E 2 % 21
[ 2_ ’ 3 & 3 Ll 2 20
‘. '3 - 3r<u 2 u’ 3 2 — 18 " 3
05 1, 33 2 3 3 2 16 (
' 2 2 3 2 3 3 2 15 °
- 3 - 3723 2 2 3 2 a5 \ .
-y .
¢ 06 1 A 2 2 2 1 1 9 - -
2 , 12 2 1 2 1. 9,
3 1 2 1 2 11 8 3
07 R 2 1oz o2 o2 11 Ll e
‘ 22 2 2 1 10 :
- TN 3 i 2 1 1 2 2 1 9 4
¢ 08 -1 1 1 2 1 1 1 7
T2 1 1 1 2 1 1 7 7
e 101 1 2 11 ” 4
09’ E 3 3 3 2 '3 2 16 »
2 3 3 3 2 "2 2 15 .
. . 3 33 22 2 1 13 3
. 10 1 3 2 2 2 2 2 13
"2 3 2 % 2 2 .1 13 -
'3 2 2 2 2 1 12 2- n
- : ¢ .
a , ™ ’ \ -
€ A * , '
“ - 5. ) i @ \
. - ‘“ ‘a } ‘:ﬁ'
3 ° e ! *
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. Correlation Test of Judges
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session, as well as éhuall& distributed representation of
experimental and control groups. .

Xhalysis of mu}tiple'correlation of judges marks was com=-
pﬁied {Judge N?, 1 vs. Judge No. 2, Judge No. 1 vs. Judge
No. 3, and Judge No. 2vvs. Judge No. 3). Both Spearman and
Kendall corréiations were computed and indicated judges'

agreement at the 0.05 level of significaﬁbe with 5'corgelmion

coefficient of 0.92.

Statistical Treatmént

Statistical analysis of datgwconsisted of the-use of the

t-tést, for examination of entry performance (grade nine and

! r

grade ten combined) of subject averages of experimental
Tof control groups; art marks of

groups vs. subject averages
experimental groups vs. ar} marks of conkagl gréupsk and
"Questionnaire" score off experimental groups vs. "Question-

naire" score of control groups. Test on improved drawing

»

ability (grade nine apd‘graqe ten and experimental and
contrpl groups combined) and analysis of myltipLe correlation
for determination of judges reliability were also optaiped.
The raw score (Tables 7-10) was transferred to coding
sheets (Appeqdix F) and then¥“two punch cards were produced

for each subject.

)

Computation was carried out at the Computer Center of

~

Concordia University.

o r
Vogel Back, Computing Cente:, Northwestern University's

~
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Table 7 s
Data’ Roster of Raw Scores
Control Group 1
\ ' T,
. : DATA ROSTER
. CONTROL GROUP #1

£5 o we LR

TE L8 oo DRAWING UNITS 1 -- 10 £

P P2 e sE 5, a4 Y5 6 7 8 9 10 e
01 06 09 07 10 07 o7 11 -- o7 11 o8 12 95

02 10 19 11, 1o 15 14 18 16 13 11 14 17 168

03 09 12 10 2 14 o8 10 08 07 09 10 1z 121

(”ﬁ o+ 06 09 07 07 10° 06 07 06 06 09 06 10 B9

- ““a 05 08 15 08 12 12 16 16 10 10 12 09 15 143
06 07 13 06 07 11 13 -- 10 12 08 08 14 109

o 07 10 15 08 08 10 14 11 08 09 15 09 15 132

08 11 14 10 13 11 15 15 -~ 10 09 15 16 139

09 08 16 10 09 1z 13 13 17 10 16 10 16 150

‘ 10 10 17 11 12 11 03 15 15 09 13 11 15 148
11 20 23 18 22 19 22 20 19 22 18 18 24 245

12 08 14 12 08 09 11 10 08 10 11 09 12 122

13 08 14 09 10 15 10 1z 17 16 12 12713 148
1 %1 16 1 12 15 17 17 12 18 4 15 15 173

N 15 08 12 07 10 12 11 -~ 12 1o 0% 09 13 113
’ 16 07 13 07 . 07 08 13 11 0% 09 o7y 08 11 1ilo

\17 .12 1k 10 1o 08 ,16 13 17 14 11 10 17 152

8 09 11 08 09 08 11 10 12 06 Q9 07 09 109

19 07 18 08 08 15 15 10 14 - 13 08 ; 12 17 145

11 15 10 11 11 1 13 16 09 12 09 14 145

N 165 289 188 207 233 255 232 226 220 2% 209 287 2756

¢
Max. Session Pts./Subject: 24

Max. 3Session Pts./Group: 480

Max. Total Pts./CGroups

Max. Total Pts./Subject: 288

5760°

Mean: 137.8000 5td. Deviation: 34.1507 @ Total Absences/@ruubx'“

P

LY
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Table 8
Data Roster of Raw Scores '%—
Experimental Group 1 ‘(:::;
- DATA ROSTER e
- EXPERIMENTAL GROUP #1 .
S8 e be -
¥4 p@ 22 DRAJING UNITS 1 em- 10 83
53 e am 1 2 3 b 5 6 7 g 9 10 ®m
21 97 14 08 903 10 10 11 - 09 08 09 13 108

22 07 18 08 07 10 oi(f‘1z 13 08 14 08 17 128
23 09 19 11 17 16 14\ 12 15 14 1h 13 20 17b
24 10 20 14 15 11 17 18 14 15 18 16 22 190
25 06 11 07 11 09 .
26 11 20 10 10 13 12 15 16 17 20 16 20 180

27 07 16 08 07 09 10 13 15" 14 15 13 15 142 -
28 10 17 10 08 11 14 13 1% 13 16 19 18 163

29 11 20 13 12 1k 13 15 " 16 15 18 19 20 187
3 08 15 10 12 09 12 09 14 15 15 09 14 142
31 10 19 13 1t 1t 13 11 17 15 17 21 1% 177

32 07 16 08 07 1o 09 10 15 12 15 12 11 132

08 08 ‘o8 09 12 08 12 109

33 06 QB 06 08 08 09 08 07 1i™ 10 o7 o8 96

W% 10 .20 13 09 10 13 -- 14 16 15 17 20 157 i
035 10 16 10 09 12 15 12 16 1h.o¥-- 17 17 148 i

% 09 15 &3 13 10 11 09 09 10 i, 1 13 131

¥ 09 15 11 .- 11 1b 9 11 09 12 15> 16 132

38 10 17 09 09 11 10 11 14 08 15 15 16 145 . .
39, 07 12 08 07 1& 10 14 09 08 14 10 13 126

’

4o 11 20 08 10 i 15 15 14 16 15 15 17 170 1

'] .
175 328 194 189 223 235 225 251 248 274 273 322 2937

Vax. Session Pts./Subject: 24 Max. Total Pts./Subject: 288
‘Max, Seamsion Pts./Groun: 480 Max. Total Pts./Groups 5760
Nean: 146.8500 3td. Deviation: 27.3193 Total Absenced/Croupt 4

.
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Data Rogter aw Scores
Control oup 2

DATA ROSTER
CONTROL GROUP #2

2 n
§§ ot ﬁ: JRAWING UNTITS 1 ~-- 10 EE
B NS Ad 1 2 3 s 5 6 7 B g 10 =& )
41 06 16 07 10 08 11 09 12 10 12 12 14 . t27 .
%2 09 15 07 09 10 - 11 10 11 15 13 15 125 3
43 10 19 07 07 11 09 1z 10 10 15 14 15 139 é
W11 19 10 10 15 14 1+ 08 10 10 15 15 151 ‘ §
45 12 23 13 13 14 14 10 13 .14 19 23 15 183 i
4 10 15 11 07 09 08 07 08 09 11 07 10 -1l12
47 o;‘ 18 09 - 07 11 13 11 1k 13 12 18 135
48 17 19 16 15 20 17 16 10 20 21 rs‘P 20 206
b9 22 24 23 23 23 21 22 18 13\ %0 16 22 253

50 22 23 17 21 2% 21 20 27 20 18 17 23 2ub
s1 20 15 16 20 15 16 20 16 19 227 19 19 217
s2 1h 15 11 13 12 1 15 1% 13 16 08 16 161
53 14 14 12 - 07 10 16 09 16 17 17 15 147
4 12 ;13 - 08 07 12 08 16 15 1% 14 13 132
55 09° 18 09 12 10 11 13 08 i1 14 13 13 141
6 11 1% 09 13 10 09 o9 10 12 12 b 12 138
57 11 18 13 12 15 16 .18 13 16 16 17 19 184

58 13 20~ 1% 20 17 15 23 12 22 23 .16 20 215

232 321 204 213 234, 229 256 215 262 288 262 29% 3010

Max. Seasion Pts./Subject: 24 liax. Total Pts./3ubject: 288
Max. Session Pts./Group: 432 Max. Total Pts./Group: 5,184
Means 167.2222 53td. ‘Deviation: 43.2674 Total Absences/Group: 4

-
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: Table 10
Data Roster of Raw Scores
Experimental Group 2 -
‘ DATA ROSTER
E GRO
“5 | XRERHENTRL GROUP #2 14P
3 é% '§§ DJRANING UNITS L -—-- 10 §g
0 QeEs 2 b 2 3 b .5 6 ? 8 9 1o =
59 12 21 13 13 16 13 12 20 16+ 18 21 22 197
€0 13 19 16 10 10 ' 13 Hﬁ( 13 16 13 14 18 172
61 08 20 14 16 12 14 19, 18 18 15 1k 21 189
62 19 23 21 20, 22 19 20 16 23 21 18 20 242
63 15 22 18 17 1?2 18 20 17 21 17 20 21 223
64 16 22 17 20 18 18 21 15 20 18 15 22 222
65 09 19 13 14 1 1i 1k 17 15 15 18 20 179
66 W8 19 1+ 16 12 11 15 -- .- 09 16 18 138
67 16 24 19 21 1?7 20 21 20 20 17 18 23 236
68 09 19 11 15 1 15 b 12 15 19 b 20 177
69 12 22 12 1 11 16 15 11 15 1k 15 21 178
70 06 17 10 11 10 -- 14 15 09 15 10 18 135
215 20 15 17 15 16 16 17 20 14 16 17 198
7210 21 13 16 18 20 11 15 16 .16 16 18 190
73 11 20 12 13 10 14 09 .- .- 11 13 21 134
7% 12 17 13 13 11 16 17 08 13 14 18 19 171
75 15 23 18 "18 17 17 13 15 21 20 20 21 224
76 14 20 19 20 19 16 17 16 15 16 18 .18 208
220 368 ,268 284 263 267 291 245 273 282 £k 358 1)
Max. 3ession Pis./Subject: 24 Max. Total Pts./Subject: 288
Max. Session Pts./Group: 432 Max. Total Pts./Group: 5184
Mean: 189,6111 Std. Deviation: 35.9958 Total Absences/Group: §

s

N

e e
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S.P.5.8. (statistical Package for Social Sciences Version

-

8.0«-June 18, 1979)--was employed.
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PART IV
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RESULTS OF THE EXPERIMENT
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PART IV .
Results *
Equivalence of Control and Experimental Groups -

{/
Students were assigned to classes, présumably ranéomly,

by the school programmer. Nevertheless the combiped-control
groups' overall scholastic average was higher than that of
the combined experimental_group'(g = ,018). However at the
.05 level of significance the two groups had thvsame school
art marks. They also scored neari; equally on the guestion-
naire (p = .08{ and p = .106, respectively): Their equiva-

lence was therefore judged satisfactory for the purpose of

e Bt A ettt

the experiment (see Figure 2.2 on the next page).

. Al

Reliability of the Adjudicators - ) %

*
The scores given by the three adjudicators were corre- i

lated by Kendalls's tau and by Spearman's rHo and in no case

was the correlation between any two less than 0.92. A iable
of the coefficients obtained isi) found below in Figure 2.1. ,
Figure 2.1

s
Kendall's Tau andrépearman's Rho
Correlation of JuMges Scoring of

Drawings
JUDGé 1 JUDGEVZ . JUDGE 3
TAU RHO TAU RHO , TAU RHO
Judge 1 1.0 1.0 57 .98 .97 .97
Judge’ 2 .97 .99 1.0. 1.0 .94 .98
Judge 3 S92 .97 .94 .98 1.0 1.0
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Eigure 2,2

»

t-Tests for Equivalence. of Congrol

and Experimental Groups
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Iﬁ%%tuctional Effectiveness \ ’ f\\\uf/"” )

° . @,‘ A3 .
A three way analysis of variance was performed to deter-

‘mine the sources of variance. The sources of variance

'exagined were the age, treatment and pre~-test post-test
-results. The résulting table of variagce is:presented in
Figure 2.4 ¢ the next page. It is notable that there is a
signi;icant age effect with, older students gcoring higher

. . (-
CF (1.72) = 28, p<.0.0011. This result is graphically shown

below in/Figure 2.3.

-

Fig. 2.3 ' Pre-Test and Post-Test Scores for Combined
Ages in the Control and Experimental Groups
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Figure 2.4
Three-Way Analysis of Variance
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e _ A summary of results of the experimental and é%ntrol

groups in the pre- and post-tests is shown in Figure 2.5

below: : .

Fig. 2.5 Results of the Control and Experimental Groups '
on Pre-Test and Post-Test by Age Group -

GRADE EXPERIMENTAL  CONTROL
TEST LEVEL MEASURE . * GROYP ' @ROUP P
< .
9 mean 8,53 9.3 -
. std. dev. 2,57 2.98 .. '
PRE~TEST ' ( | -
10 mean 12,2 12.88
‘§¥d. dev. 3.44 4.48
9 mean 16.8 14245
std. dev. 1.62 3.22
POST-TEST 10 - mean ) WU 17.83 :
std. dev. 1.96 -3.13
‘Examination of the results drawing by drawing reveals
an interesting trend presented in Figure 2.6 on the next page.
Individual F tests were conducted on each of the .10 drawings////y
to compare the control and experimental groups. No signi®i-
cant differences ware found for the first five drawings in
the learning rate, both groups pfogressing at %bout the same
rate. For drawigés 6 to 10 &he experimentél group performed
.
e
increasingly better than the control group.
. . <
‘ - - - " *
v . 30 ‘ ‘ ‘ P l.




- Figuvre 2.6 .

Analysis of Va
_ Post- Test by Tr

ce Pre-Test,
atment and Age

e R R L

- AnY

‘. - _
) - . ] 7
w:' : g A ‘\ ‘_y'
) - AGE A IN q\c o daaD MzAN
Daumc TREATHANT ARFECTS A D SAJMENT  STD. DEVIATIONS o
.7 TAC-J4AY . CONTROL ZXP'TL.
# A /R
2,667 16, 587 30,278 3.747 . 11.39 -~
1 0.107 0.001 0.001  0.057 3.67 .73 .
Y 3 . » .
L]
. b.622 15.370 28,682 .2.319 12.23 P
2 ©0.0357 001 0.001 0.1 = -,61 .66
*
N * o R
¢ v
1.892 .g 8.4k 0.491 12. 54
3 0.173 ~4.016 0.005  0.486 -.28 231
. *m’ - . °
5 T =% d r
.516 4.950 9.Yfzo 0.734 = 13,32«
b .022 0.010 - 0.003 0.394 - .35 <
. * » -
\ . &
3.968 . 5.622 11,116  0.346 1 L 175
» . 0. 001 . -, .
5 3.071 8.005 0,00 0.558  agu? o 2
a » =
. 1.635 2,331 0.977  h4.om1 . 1g.20 '
6 - 0.205 0.1d5  0.3p7 0.048 -.76 .88 .
. ) B
0995 12.872 22,702 - 4.655 T 13.55
? 0.532 0.001 0.001  0.03% -.87 1.03
* » ’ » d
9,117 10.896  18.055°  L.465 ) 14,24 :
8 0.021 0.001 0.001  0.038 -.73 .83 :
. * * » . » \
; o
1L 13.186  19.308  8.396 13.566 ‘
9 o.gso '8_%101 0;801 o.gos 10 T2z :
. [] - .4
1
0.912 * 1%.*'5 16.45  10.864 16..
10 0,343 0.901 0,001 * 0.f0z -1.15 ‘4?.27
x 2 2y \ ”~
 *3ignificant at the 0.05% Lgvel o ¢
) . ) ) _ .
L ©a r A /’i . .
.~ - . ‘ h TR
s . \ w
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s« Perhaps it could be cpncluded that the effect of the -

/

- s,
treatment incredses with time. This trend is .shown graphic-

" ally-<in Figure 2.7 below, and also on, the next page in
v
\ ¢ “

Figure .2.8.

’
re

) Fig. 2.7 Illustration of Performance Scores by Grade 9
; Experimental (E;) and Control (C;) Groups
. ‘ . ' »
N ~ .
. T . . B

J " H- v Vi V{( il
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g ¢/ Figure 2.8
) . Illustration of Performance Scores
by -Grade 10 Experimental (E,) and
. Control (CZ) Groups
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Interesting to look at the combined performance score

illustration below in Figure 2.9 revealing the common trend 5
S

of progress similarity Between all groups until about half-

way of the experiment. , h
. .

Fig. 2.9 Illustration of Combined Performance Scores by .
Grade 9 and Grade 10 Experimental (El & E2) and

. @ntrﬂol (c, & Cz)géups Y x
‘ ‘ ﬁ

e s
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Figure 2.10

Performance Comparison of the “*

Two Experimental (Grade 9 and Grade 10) Groups

s

£/2
e/

~

CHANGE IN PEQFORMANCE SCORE

[P | W voov o owviow vk w X
DRAWING UMNITS

Tost-XEST

Experimental Group #2 (Grade 10) .
. «e.s. Experimental Group #l (Grade 9)~




N

Performance Test of Null Hypotheses

The first null hypothesis (Hol) was reviewed for appli-
cation from the preceding findings. Figure 2.10 is a grapfxic
illus&ation of performance comparison between the two dif-
ferent age level experimental groups (grade 9 and grade 10).

Since Hy1 specifies only the rate of learning, the entry per-

formance of Pre-~Test difference (due to age and art experience

differences) of 3.67 mean point was neglected in order to
compare only the rate of léarning that has taken place. In-
terestingly, the mean point difference (see Figure 2.5) at
the learning perfaormance of ﬁqgg—Test between the two experi-
mental groups is 3.64, almost the same as the 3.67 entry
performance 'd.iffference.

We can conclude that the rate of.learning by both ex-

perimiental groups was the same, thus null hypothesis Hy) was

-accepted, that is, there is no difference between ninth and

tenth grade art learning rate as measured by the outdoor

lifee drawing rating scale when both levels have been exposed

to the same series of synchronized slide-tape treatments.

Review of the findings presented in Figure 2.5 and ‘
Figure 2.6 led to the rejection of ‘null hypothesis two Hg>
which stated: there is no difference b‘etween the art
products of experimental and control groups as measured by
the outdoor drawing rating scale.

Analysis of the collected data revealed a significant

difference in favour of the two experimental groups (grade 9

7

- o

PO 193

L/OURIE SN
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and grade 10). This difference then can only be attributed
to the treatment recé}ved.- '

The po#%ive findings of this experiment revealed im— ’
proved drawing skill by ninth and tenth grade students whqge—
by the motlvatlonal presentation lncluded both vernal in-~
struction anﬁ an intense visual field of topically related
slides.

Erouch'élk197l) study with elementary children has been
hgrein extegded to include parallel results at‘the/tigh school
level.,’These two experiments may support the positive effect
of using audioc visual learning packages in artﬁlearning for
elementary and high school childten alike.

Thus, we may expect that synchronized slide-tape pre~
sentations of drawing in¥truction in art may be beneficial

-

for general classroom use to supplement learning the field of

art.
!
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PART V . ;

Conclusions , ,

Dd??ﬁg the presentation of the first three slide-tape éﬁ@\ i

procgram of the Drawing Units it became apparent that students %

Ll ‘ é

of the two experimental groups lapsed into a passive audience _ !
role, and as a result their practice session drawings indicated i

. S pvacin

insignificant image retention. Changing the sound portion from
tape to "live" commentary and student-teacher interaction for ]

the remaining seven sessions provided beneficial change, and

the enriched visual field provided by the presented "slide and
talk" programs reflected in the drawihgs by both experimental
groups, especially from Unit Five of the Drawing Units.

* Several analyses reported in the‘experiment indicated con-
sistent support for the hypothesis/;ﬁat gains in drawing skill
coul%}be attributed to the treatmenf/;;ceived by both experi-
mental groups. In the comprehension and retention of concepts
about nature and related topics, the gtudents who received
experimental treatment performed significantly betfér than the
students in the two control gfoups, thereby confirming the .
applicability 6f slide-talk instructional units as supplementary

~aid in the teaching of art at the high school level.
Although the change in the audio presentation proved to
be effective with this age group, no positive conclusion should i

be drawn without further research. ' /
| .




55

; Recommendations |

AN

Over and above the uSual recommendations to replicate
the study as to use it as a point of departure for" wider and
N
\ more extensive work in the application of audio-visual media
to art learning experié;ces, the followiné are being recom-
mended: ‘
(1) Within the levels tesr‘ted, comparisons shjould be
hm’ade between the ;')ackages and other mgtivationa,l' devices.
(2)ﬂ Similar motivational packages should be tested

while varying some of the controls of this study.

(3) A thorough examination of the internal structure

A

<+
of the programmed packages would be beneficial, also the

testing of these at levels other than grades nine a;xd ter;,
in order to determine at which level optimum learning might
occur. (Art 31 can be takgfi by grades eight and nine, while
Art 41 and 51 can i:'e e}ected by grades ten and eleven).
(4) Further investigation should be extended to find
o - out the ea:ion why no significant differences were fouhd in
this study for the first half of the experiment, whereby both
control and experimental groups progressed at-about the same
rate. Could it be concluded that the effect of the treatment
{ " ifiGreases with time, or some ot(he‘i‘ factors are involved?
(5) . The art /teacher should consider the positive results

of learning when behaviorally constructed slide-tape programs

are used, thereby offering another avenue for teaching art
»

effectively to children.
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Concurrent Observations and Implications

'Igis following section consists of report findipq/s based

-

upon observation rather than data or its statistj€Cal analysis.

e
(1) Preparation of units. Taking and j&sﬁting slides,

writing of scripts and taping the presentatiops necessitated
approximately twenty-five woa‘:king hours to const;qct one
unit.r Thus, in order to produce a ten art unit pgckage, a
teacher might be expected to spend about 250 working hours.
However, it can be conceived that some units may require less.
.work. Since these units may be re-used for many years, the
time spent is well worth it. An exchange of programs between
particip:ating art teachers would increase the program hours
‘of these ipstructions. Example: 'Five participating teachers
at the same school system preparye each a ten unit package.

These programs exchanged on rotating basis would give each

teacher fifty hours of prograﬁimed instruction time!

(2) Flexibility of instruction. Periodically, students

expressed boredom over the constant use Qf slide-tape equip-
ment, especiially in the grade nine classes. This perhaps is
due to the necessarily more structured instructional pro-

ﬁ cedure, as it can be compared to the more informal at-

mosphere existing during longer on~going art projects.

s : s e
There seemed to be an intuitively sensed need for longer

presentations on some days, and for the use of other moti-

-
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f<'4
vational techniques. Variation of paper size éﬁa.color gave
some welcome change. The incorporation of other media sﬁch
as ink, markers, and watercolor might also have enriched the
total experiencé.

A he;rt—warming fallout of this experience, that the
instructor noticed with pléasure, was that students incorporated
techniques aﬁd the use of images practiced in other projects
during the year. ~ And just as rewarding were those complaints
expressed by students who wished‘té continue with the out-

door topic drawings after the conclusion of the experimental

project. SN !

(3) Change in evaluation. Of special interest is the

fact, that although both control groups had higher art aver=-
ages at the first term (before\the experiment began), by the
end of the second term this trend reversed. Art average for
the grade nine control groups went down 3.75 percent while
the ggade'nine experimental groﬁp gained 6.85 percent, thus
v

outperforming the contreol group over ten percent. Similar

results prevailed with the grade ten art averages for the

second term. The art average of the control group decreased

1,17 percent, while the experimental group gained 3.61 per-

cent, thus outperforming the control group nearly five per-

cent. N

. , -

Without drawing any presumptuous unsubstantiatéd con-
4 \

clusions, it would be enough to say, that perhaps the treat-

.
¢
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nent resulted in jincreased inyolvement, thus providing a

success experience for many students, and changing their

involvement in the course of study.

(4) Topics. While fulfilling the objective of motiva-ii
ﬁional topics of the day, boys added airplanes, boats, and
space vehiéles to theirmdrawings. Violent ﬂctions and verbal
expressions printed on drawings in the comic strip tradition
were also numerous. Flowers of sundry size, shape and sort
found thekr way into many of the drawings fehdeged by girls.
Drawings by .girls also often revealed gooé obse vatlon an
concern for’hairsty;e, clothing, and food contalner

k"\/
(5) Progression in depth. Of special interes to those °

involved in preparing art learning guides is the observation

that in the depth pqssigle during the twelve draw}ng ex-
periences, there was a smooth and log;cal movement from

(a) a material;centered process to (b) process—-centered art-
learning presentation, and (c) toward a final critical-
app{;ciative emphasis. This movement in art learning is a
cyclical continuum, that cannot occur in programs in which

»
the media isg' ged in each session.

« (6)7\Student participation in media production. The

a

possibilit) of taking slides of students drawings for criti-

cism and disdussion as a package of its own is another as-

pect to be considered. (Especially at schools with film
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prooeésing facilities). Or, this can be combined with slides
of topically related scenes from nature or from existing works
of art. These could be done by students outsi@e of their

regular assignment, preparing instructional packages of their

)

own, especially with students of higher grades.

(7) Tapes vs. 'live' commentary. There is a general

—~—

belief among’educators that a well designed image-sound pro-

duction is‘the panacea for education. ' Just pop in the pro-

gram, push the button and voila--learning occurs. Surely,

this is a simplistic(aisconception.Aftertbxee programs of

"the Drawing UnitS, the investigator dispensed with the tape

part altogether for the remaining sessions because in their b

’drawings that always followed the program presentation,

students of the exéerimental group3'reyeale%kvery little ~

image retention from the slide programs. Instead, the in- .

vestigator gave brief running commpntaries along with

question based‘teacher-student interaction throughout, re- {

questing cloée attention to details of shape and form.

Perhéps, these passive viewing sessions had in some measure ]
'

contributed to the initial slow“progress of the experimental

groups. H&rein lies another possibility for experimental 3

~research: the effect of taped narrafion vs. <'live' nmarration. 4

(8)  Flaw.in stime difference. Another poséible ex-

planation to tﬂe slow initial progress of slide/tape effec-

tiveness on the experimental groups was the overlooked time

— &

NN
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factor. Since the control groups were not shéwn the slide/
tape programs they had approximately five-minute longer
practical-drawing sessions each time; that may have given

them an edge at the beginning of the experiment.

(9) ¢ Flaw of\printed words on slides. Some of the )
5 ¢ !

&
slides of the Drawing Units, especially at the beginning of

+he programme, contained printed drawing instructions and

.

comments. These should have been omitted because the students
L]
were busily reading this printed material instead of focusing

closef attention to shape apd form of the projected images,
N —______/
thereby reducing presentational effectiveness.
'This flaw in the programme, perhaps in some measure,
may further explgg‘n the slower progress-rate. of the expgri-

-

mental groups during the first half of the programme.

(10) The author of this programme would advise indivi- \
duals preparing similar programmes to seek out ad\;ice and
consultation with media centers before putting their pro-

grammes in effect, . Ry
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' APPENDIX A

N QUESTIONNAIRE

For Students of Outdoor Topic Drawing Projects

Please read-the following questions carefully and answer them homestly. (
Remember, nothing 1is depending on your answer. There will be no school
marks based on your anmswer, 8o answer them truthfully. The purpose of
the questionnaife is simply to determine your outdoor experience and to
find out wfgthp& you lAke outdoor topic art works.

7.\ | /
Write: (jj (\ : ) ) ’
A you ) age . sex

Questions: (Answer by

(1) ‘What country were you born? a)

ng an /X" or "V" on appropriate line)

write
1f you were born outside of Canada, how old were you at arrival .
\ - here? s .
b) six years or younger
c) ten years old
¥
d) older than ten

(2) Bavz you had* any canoceing experience, that is, have you paddled in
. a ifnoe or kayak, either alone or with someone?‘

a) ‘many times -
P .
. b) about ten times
c) once or twice

d) never . N

(3) Have you ever taken successfully any art course of drawing (and,
or) painting before this art course?

e
. a) for more than one year
b) about for a year

R
¢) several weeks

o . 4) never before




R
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(4)

4

- (5)

(6)

e
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Do you have any camping experience,.involving travelling by boat
or on foot in a wilderness region, sleeping outdoors in a tent?

" a) for more than two weeks
P . b) for about omne t'.le‘ek@
c) for a couple of days __ = '
d) never " \ \
Do you own a cat or a dog?
) + a) for years

b) few m;uths
\ c) no, but would like to
d) don't 1like animals
Do yog enjoy any or most of the\following? .

Watching a sunrise or sunset; lying on your back wvhile studying
cloud formations until you begin td disgover animals, people or
monsters in them; admiring a rainbow; looking at?the reflec;&ons
of the sun of the moon over water surfaces; staring into the
flames of a campfire or fireplace,
listening to the sound of birds; the whispering of wind over the
treetops; or the lapping of waves on the shore; or the fury of a
thunderstomm, . \ :
the smell of earth after a warm rajn; the aroma of lilacs in the
spring; the swell of pine trees in the forest,

Y " .
the feel o rain on your bare skin; touching the fur of animals;
picking up pebblés on the beach; or walking barefoot in the ®and?

r ra
ﬂ// ! a) I always liked most .ot these

\ b)' I like some of these
c) sometimes I do

A ) : d) these things do not interest me

Moy
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67

Do you like to participate in o-loor travelling sports, such as
boating, hiking, hunting, sw ng, cross country running, skiing,
cycling, or horse back riding

a) very much so

b) I like it sometimes
*. c) I would like to

d) I do not like it at all .

Do you enjoy looking at landscape paintings, outdoor drawings or
photographs, or do yourself like to create these?

a) I enjoy them very much
b) depdnds on my mood
c) they are 0.K. -

7 ) T do not really like these

Why did you take this art course?

a) 1 always enjoyed art ®
b) I wanted to give it a try
c) because it }o & credit

| 4 d)‘I had no cﬁ;ice, they put me here

Have you ever had the desire to do any (or most) of\the followﬁxg:

living on an uninhabited island; '
living off the land as the Indiens used to;

living in a remote cabin near a lake and mountains;
exploring far away lands; rivers and seas;

sail your own boat across the oceans; )

“travel and camp in the wilderness or horseback?

a) ves, I often dé -
b). sometimes I do
v c) I would be afraid

d) it never occurred to me

— . 7

4 , 3

1]
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(lki, Would you like to go on a.wildermess canoe trip with friends of
your age, where an adult you like, would teach you how to do out~-
door sketching with pencil, pen and water paint?

a) yes, very much

b) maybe I would .

————

¢) 1 do not know

d) I would not like it o

Vd

(12) Would you like to learn to draw really well, sketching people,
animals and landscapes, even if this takes long, hard work and lots
of pragtice?

a) yes, I would like to -
«b) it would be nice
¢} 1T don't know

d) pot really interested
/

{13) Can you swim well (not fast buéfgzéady) and at least a Hundred
meterxrs? S
yes ‘no .
» A 3

by et B o e

(14) What is your favourite sport that you actively paréicipate in va

either competitively or for your own enjoyment? -’ g

i

.

nane the sport

(13) When you read a good advénture story, can you visualize in your
mind simultaneously the scenery as if you were really "there'?

a) my imagfnation is like a
TV screen .

- ’ b) 1 concentrate only on the words

N
v

Thank you. That 1s all. Read it over and hand in your answers.

AN
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A VESSEL OF ART: THE CANADIAN CANOZ

Part One

' 0’ ’ [ =
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The following program was designed
as the production part of an M.A.
~thesis Educational chhnolb§§.

PR ' MICHAEL SZNAK
e - " Concordia U :
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INTRODUCTION

- Originally this program was prepared to be used as pa}t .
of a larger curriculum de51gn. T e c Shie C R
to supplement art tralning of sPecial content studies of high
school students. However‘ the program provides links with 1i-
terature, art, phﬁlosophy, music, and history -- any of which
can be explored in detail. THe program slso provides the pos-
51b111ty of partial use of selected content. For eiample. a
history teacher may wish to use only Part One for teaching Early
Exploration in Canada, while an art teacher perhaps may use only
Part Two of the program to t?ach art appreciation, while another
teacher may wish to usgwfpe entir ogram to prepare his, stu-
dents for realistic outdoor sketﬁC;::\or‘painﬁing.

"The complete prehegtation includes two longer unlts,.Bo‘
slides each for the duration of 23 ﬁ£¢ 25 minutes respectively,
aﬁd ten smaller units of 25 slides éich foﬁ\tha duration of ap-
proximately five minutes each. “ B

There are a total of 410 slides in the program, placed in
ready to use four//pdak Carousel trays. The two art apprecia-
tion content of 160 slzdes are stacked in two eighty-capacity -
trays. The ten shorter technical units are stacked in two 140 ..

‘capacity trays,‘containing five sections each. The correspond-

ing syncpronlzed 12 cassette tapes. are stored in a cassette al-
bum, labelled and numbered for easy identiflcation. Lf\ .

:79:

»
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b) the condtructional development of canoes and -
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2 .
The content breakdown of the pro#mas follows:

! R 'a
- Part One

—~

a) )historlcal paintings .of early efplorat:.on of
Canadi“by cances - N\

|

v, kayaks . ]

\

c) the different methods of tra.veling by ‘canoes

d) canees of Eastern Indians;. c'a.nqes of West
Coast Indians; and canges of the, fur trade ,

e)' canoes of the present, recreational and
compe‘fjiti?e usg of them.

'- .gsggl of Art: The cmgg;m ance \pa.u Two

es through ft:he

This program takes a at c .
works gf artists in e%:o‘gologi der. The con-

tent. predominantly a.r appreciation,is mainiy of
ul/qrtists . cance-topic Baintings that includes:
Kane, C. Krieghoff, F.A. Hop s, F. Verner,.
\‘l Armstyong and F. Schoonover: The final gegtion
contains canoe-topic paintings and sculptures of
contemporary artists.

N\
1

-..:z_ink_lnmmm - UnitI

*W . ( : .
Prograzn 3 has ﬁve ind:'pendoit short tcpics:
1 Drawing the Human™ Piguré ‘No. 1

L]

o

2 Dra\gix&g Trees ;. . oo

3 Draw%.ng Plants,‘Grass. Rocks
i’ *Dra,wing Canoes,. Ka.yaks, Tents \ . .
5 Drawing Sky, Mounta:;,ns. Lakes, Rivers

,dj ‘-. ":"

2 SN

.’
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Prog:ja-m 4 - ‘Q:gw;‘g(g‘lngtzgcn'gg ~ Unit II’

The following are the content of Program by
6 Drawing the Human Figure No. 2

: ‘ : R)
, N 7 Drawing in Pexspective
. 8 Drawing Animals (Moose, Deer, Bear)
A W, 9 Drawing the Human Figure No, 3

o 10 Drawing the Composition
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PREVIEWING :).’OUR PROGRAM

T - <
This is your guide, prepared in order to make your ore-
gentation easier., However, to make this program truly effec-

®

- tivey in the classroom, your help is required.

: | You should prepare your class befo%re showing thé program

and then follow it up with questions and activities so that it

;4 does not seen mer;ly an isolated‘visual}expei'ience.( These
activities may include reading, drawing, painting, role-playing
or any other planned mstructienal activities that yon normally
use to enhance the effectlvensss of your 1nd1vidua.lized teach-

* ing method.

' Most importait that you should read the Teacher's Guide
and then preview kne -program privately, before/showing it to

“

; your - class. o | ¥

-

" " The Teacher's Guide .includes scripts of all four produc-

tion unifys and provides identification of each s]_.'idehéubjec't.

N .
B ¢
-

This program, especially Part One and t Two, lends it-

self to repeated ghowing Each' new présentation will enable you

'and your studen'ts to enla{ge and renew your lmowledge of 1its

ke vt ® men o PE
»

content, and Wlll discover’ further ins:ughts. ‘
N .
With your help, ‘your students w:.ll begip to understa.nd

vy,
. that- the vivid illustrations can add a prfeviously missi—ag dz}mgn-
sion to their lea.mmg experience. " ﬁ ' S
T j» - ’ ‘ x K —
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sound track, recorded on cassette tape. There are many reasons

\,
why sound-slide programs are more advan‘caéecus than presen‘ca:-

tions in other medium. v o k.
1) A vrighter and sharper jmage of color slide makes
— it unques¥ionably the most effective medjum for
-'in:troducing students to works of art and photo-
srapliir- \ |
2) Since all slides are éontained‘ in Kodak Carousel

)

In this progral, the slides are keyed to a narrative

»

. "3.)

.The program can be projectéd ia- semi-adé:rlcrxess, by -

" the presentatmn from anyw(here in the room: * You

78

* r

THE ADVANTAGES OF SOUND-SLIDE PROGRAM

-
’

h ) . -

slide trays, hours of orgam.zmg and loading time
can be saved. The slides are not handled, there—
E‘ore, they will not be scratched or bent. 4 color-
coded stripe on top of the slides provides an easy
. £
one- glance checking that the slides are in order,

In additioen, eacr/ glide is #numbered on i4s rgoﬁht.

.
)
kY

“turning off only those lights nearest to the screen.

This permits you to follow class response, follow
the\script and enables students to take notes.

Us;.ng a atandard remote contrpl. you may conduct

can’ stop 'the progrgm ‘and :;e‘vn.ew any: section at will.
) R

e ek a1 b o
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4} . Your sound-slide program provide great flexibility
. not only during presenta‘tiqn.‘but' -during foliow«‘fp
discussions. . The program can be reviewed with or
\' without sound, also in sequences of your own choos-
ing, dependixfg on your intented emph’asig .
! . . . e
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INSTRUCTIONS FOR PRESENTATION

, ; {
1, Place the slide tray on any standard Kodak Carousel or
Ektagraphic projector. At the firs+t beep, advance the

tray to slide number 1.

’ k]

2. Inse-x):'t the cassette into any standard cassette player.

. Side one -0of the cassette has audible beeps to signal
.8 ,

slide advance. The importance sof previewing the pro-

gram here becomes almost imperative, undess you wish

to follow the script in the Teacher's Guide to cue
>

slide advance.

, ) . J ,
-~ Impogtant Feature: Side two of your cassette tapes

hes been recorded with inaudible (1000 cycles) signals
that will advance any automatic projection unit that
, conforms to standards set by.the National Audip-Visual
\f.ssociation. (Such as the Singer Caramate II gxtq-
matic Unit.) Presenting your program on one of these
units is,\sim;ble; place the élide \tray ‘t; sl\i'd‘e 0 set-
ting, then start the audio. In a few seconds, the first
., pulse will advance the tray to slide number 1. That's

-all.. Now, you can sit back, relax, enjoy the ov and
' .

‘follow audience response.

”

o

And now, let's ge‘t{ on vii'th,ige show!
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A VESSEL OF ART:
PART :ONE

SCRIPT ,
Time: 23 Minutes

NARRATOR:

1) The Canadian Silver Dollar is/ an
artist's tribute to a beautiful and
functional craft: The Canadian Canoe.
This vessel suits our country, her
lakes and casgading rivers..

2) “Canoe...canoe...cdnee... Say it
softly to yourself! What a pretty
wbrd it is; and the 1light little bark
. is as graceful as its name is musical.
The Canadian Canoe is a work of art
that rightfully became the subject of
innumerable art-works -~ it is K A

Vq;gel of Art.

~ 3) In Kyle's painting, "The Vikings
Discover America", several Indian
canoes appear, along with the Viking
ship, which is -- we might say -~ Just
another somewhat 1arger canoe.

.

k) 1In Mitchell s painting, "Jacques
Cartier af Anchor Off Stratchona", the
ship is surrounded by canoces of the
Indiang. (The newcomers sSoon learned -
that the canoe was the sole means of
‘transportation into the sildermess
region of Canada. -

5 This engraving from 1613, dgpicts
!soldier Champlain in the cepter,
introducmg the firearms to the Iro-
quois. Three fell to his first shot,
and the Iroqueis fled. It was an
easy victory, that began a cruel con-
‘fln.ct that raged forfnearly BO years.

THE CANADIAN CANOE

INDEX FOR SLIDES

DESIGN FOR SILVER
DOLLAR

" Emanuel Hahn

Royal €anadian lMint
low-relief in plaster

(Title Slide)

A VESSEL OF ART:

THE CANADIAN CANQE
Produced- by: M. Sznak
Graphic design .by:
Allison Yardley-Jones

India ink on paper .
P

THE VIKINGS DISCOV}

AMERICA

Fergus Kyle

from A Plcture Hlstory
of Canada

watercolor

JACQUES CARTLER AT
ANCHOR OFF STRATCHONA
T.W. Mitchell

from Encyclopedia
Canadiana

watercolor

/DEFEAT OF THE IROQUOIS

ON LAKE CHAMPLAIN
Abbé Lavexrdiére .
Public Archives of
Canada -

engraving ‘ ol

>

e .-
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6) "Champlain at Georgian Bay" de- SAMUEL CHAMPLAIN AT
picts Champlain with his Huron guide GEORGIAN BAY

and the canoes of their party. This, , C.W. Jefferys

and most of the following paintings from A Picture History
were done quite recently. The render- - of Canada

ing artists relied on part fact, part- watercolor

1y on imagination and the probabilities
of the situation.

7) This engraving depicts LaSalle LASALLE ON THE TORONTO
at a portage. His Indian guides ‘ CARRYING-PLACE, AUGUST,
carry the canoes and their supplies, 1681, ON HIS WAY TO
traversing from rivers to lakes over THE MISSISSIPPI
the land. - ' " C.W. Jefferys

from Picture Gallery
ie : oﬁCanadian History
w ]

i ercolor
- 8) Dening's painting. records Jean _ JEAN NICHRLET'S LANDFALL
Nicolet's disappointing enterprise. ON THE SHORE OF LAKE
, After crossing lLake Michigan, he came MICHIGAN
ashore wearing damask robe, believing E.W. Dening s
he has landed in China, He was to State Historical
meet with native Indians. — Soclety of Wisconsin

0il on canvas

. 9) Jefferys drawing of “Champlain CHAMPLAIN TAKING AN

. on the Ottawa"” depicts Champlain using OBSERVATION WITH THE
his astrolobe. He als6 hoped that the ASTROLOBE, ON THE OTTAWA,
river would lead him tq th® sea and 1613 ‘
eventually to Asia.w His superstitious C.W. Jefferys
Indian guid® believed that Champlain's * from The Picture Gallery
sighting instrument was some sort of a of Canadian History .

magic "medicine”, . .black and white drawing
_lo) Dins;:}bre's painting depicts A CLUE TO THE WESTERN
. ) Madkenzie listening to an old Indian SEA . .
describing to him a¥ big river going E.J. Dinsmore
to a sea. During that time, much from A Picture History
effott was spent on seeking that illu- of Canada
sive North-West Passage that wolld - watercolor
lead to the Pacific Ocean.
11) In seventeen eighty nine, des-< MACKENZIE AT THE ARCTIC
cendingéthe river that today bears C.W. Jefferys .
i his namé, a disappointed Madkenzie from The Picturé Gallery
: arrived not to the Pacific «Ocean, dbut of Canadian Hjstory )
‘ ito the icy Arctic Sea. His party in black and white drawing
; .8 . three birch-canoces made nearly thfee ) ’ \
; " “thousand miles in zingly short b
g ‘ hxmdred—gnd-twojé};g?
: 2 °
) T.oa > $
~ ; ’ ' .




H

b

84
12) Descending the turbulent river SIMON FRASER DES-
that is named after him, Simon Fraser CENDING THE FRASER
became the first white man to traverse RIVER, 1808
Canada by canoe. But, this was not an C.W. Jefferys .
easy route, and not the North-West , Imperial 0il Co., Ltd.
Pasgage. oil
f
13) Russell's "lLewis and Clarke on LEWIS AND CLARKE ON
the Columbia™ depic+ts another episode THE LOWER COLUMBIA
of exploration by cances. Jefferys Charles .M. Russell
who painted numerous similar scenes Amon Carter Museum
said, "Truly, the historian was not = of Western Art, Fort
there at the time., Yet he must be Worth, Texas
there more intensively than those who watercolor
were present; he must be all of those . .
who were present.” ¢ ’ B
14) But some painters were present —- A VIEW OF MONTREAL
even though at a much later time. This FROM ISLE ST. HELENA
view, by Davies, depicts Montreal in T. Davies
the year 1806 from St. Helen's Island. The National Gallery
/ of Canada
oil
15) And in anoth ﬁr of his paintings, A VIEW NEAR POINT
Davies recorded "4 View Near Point LEVY...WITH INDIAN
Levy...with Indian Encampment". ENCAMPMENT
. T, Davies
' ThecNational Gallery
” ’ of Canada
. // oil °
16) Interestingly, “The First Play THE FIRST PLAY IN
in Canada" was staged entirely on CANADA, 1606
water and acted from aboard canoes, C.W, Jefferys
by the settlers of Port Royal in 1606. from The Picture
In the play, the sea god Neptune wel- Gallery of Canadlan
comed the Frencl, to the new world. History
‘ ‘ . black and. white drawing
+17) Canoes of the Indians from the EASTERN INDIANS'
—~Eastern part of Canada were mostly . \ CANQES .
ilt with 2 birch bark hull in a C.W. Jefferys
iety of shapeg, They were light from The Pic<ture
. an easily carried over portages. allery of Canadian %
- Those used on rivers with numerous History
apids had a deeper curve at the illustration

botton. . .

Va T
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},&Y/ Recording a dying craft, Notman's INDIANS BUILDING A
camera captured this Algonkian family CANOE
at work on a dbark canoe. Eastern W. Notman
canoes were not embellished with much from The Canadian
decoration. Often at the end of their Indian
journey the Indians simply abandoned photograph
them.
19) This painting entitled "Micmac MICMAC INDIANS
Indians" by an unknown artist, depic;l:s Anonymous
an idyllic scene, a kind of primitive The National Gallery
paradise, far removed from reality. of Canada
watercolor
20) Similarly unrealistic is Poler's MICMAC INDIANS NEAR
painting of Micmac Indians near Hali- HALIFAX IN NOVA ‘
fax, executed in 1808. SCOTIA, 1808
Johnn Toler
. Public Archives of
Canada
“y watercolor ~
21) A somewhat moxe convincing END OF A,SUCCESSFUL
realism prevail in tin's rendering HUNT, 1880
of "End of a Success Hunt", of an T.M., Martin
Indian camp with canoes. Public Archives of
Canada '
. oil
22) Catlin's paintin?*df deerhunting - DEERHUNTING BY <
by torchlight is a true record of an TORCHLIGHT IN * :
old hunting method, which is outlawed BARK CANOES - :
these days. G. Catlin 1
o : " Smithsonian !
. . Institution, i
‘ / ' Washington, D.C. i
v ' 0il (A k
. 23) Schoonover's painting of a spear- OJIBWA INDIAN
; fishing Indian reveals another use of SPEARING THE :
: . / canoes. In the marshes wild rice was .= ~MASKENONGA (PIKE)
s . harvegted also from canoes.. F.E. Schoonover R
; - i‘iom Harpen's Haga-
; zine

, . drawing ifor oll




24) -Living in the wildermess would
have been impossible without the use
of ecanoces. It was not all work
though. Catlin recorded this regatta
scene as Algonkian Indians cheer-on
their companions in a standing
paddle race.

25) Like most of man's best inven-
tions, canoes weré also put into
meaner, inhuman service. The look
on the faces of this Iroquois war
party can testify to this.

26) These are not the traveling or
hunting canoes, but canoes of war,
depicting a bdasttle scene of the

" 0jibway canoe fleet clashing with

the Fox and Sank Tribes.

- /
27) A more peaceful scene is re- /
corded in this Hudson's Bay Company
painting of Indiang visiting Fort

Charles in 1670 by Camoes.
psx.

N ar

t

28) In his cance, a Montagnais y
tribesman takes his squaw -- wragped
in birch bark -- to burial in 1861.
He“will give a feast.to win for her
the indulgence 'o;:\‘c}ze Sky God.

- »

. 29) Searching for the North-West

Passage, Captain Cook arrived to
Nootka Sound on Vancouver Island in
1778., He met with coastal Indians
and noticed their sturdy sea-going
canoes.

30) The canoes of Western Indians
were similar to those of the Eastern
trihes, but more protected against

_heavy seas by decking and’ by high

~

| ; : .

\
<
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CANOE RACE'
G. Catlin
from The Canadian
Indian
watercolor

AN IRQOQUOIS WAR
PARTY

E. Berke

from The North
American Indians
watercolor

OJIBWAY CANOE R%EET
CLASHES WITH FO
AND SANK TRIBES
Anonymous

Toronto Public

engraving

INDIANS VISITING

PORT CHARLES, 1470 .
Artist unknown . °
from A Picture

History of Canada

o M’J
INDIAN IN C

WITH HIS _DEAD WIFE _
Artist unknown R
from The Canadian
Indian '
black and white
drawing N
CAPTAIN COOK AT\ .
NOOTKA

C.W. Jefferys
from A Picture

History of Canada
watercolor :

WESTERN INDIANS' ~
CANQES

C.W. Jefferys .
from The Plcture K

&

R
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30) bow and stemm. 'bDugout canoes
were made from a single cedar log,
carved and painted.

31y forthwest cances were recorded
by the traveling artist Paul Kane,

in his sketch book. The decoration ¢
of these vessels was artistically
pleasing. Dugout canoes lasted

much longer than those made from .
bark.

32) Haida Indans painted decora-
tions on their paddles. This blade
has an abstracted bird design. The
pointed tip of the blade caused less
noise while paddling, a feature
crucial durink hunting or war..

33) Emily Carr's watercolor of a
war canoe reveals the hi%hly deve-
loped artistry of Haida Indians.

34) And this faded old photograph

shows a permanent Pacific Coast In-
dian settlement with decorated
canoes, loghouses and totem poles,

".35) Indian legends were often

populated by animals possessing

human characteristics, such as these_ .

two drawin from "Adventures of -~
Coyote" and "The Welves and the
Deer"™. a

&

36) Visitors at Kingcombe Inlet

" were hailed by a totem pole erected
. by Johhny Saqow, a local Indian Chief,

as a gbsture of welcome to strangers.
~ > .
-

*

%
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Gallery of Canadian
History
illustration

NORTHWEST CANOES
Paul Kane

Royal Ontario
Museum, Toronto
watercolor

HAIDA PADDLE

" Michael Sznak
Collection of the
artist

painted wood

L
PIROGUE INDIENNE
DE GUERRE
Emily Carr
Montreal Museum of
Fine Arts
watercoloxr

T
PACIFIC CANOES
Photographer unknawn -
Public Archives of
Canada -

photograph

_THE WOLVES AND THE
DEER anad T
ADVENTURES OF COYOTE
J.M. Gibbon T
from The Romance of
the Canadian Canoe
illustration ’

DUG-OUT CANOE AT
KINGCOMBE INLET,
NORTH VANCOUVER, BC
W.J. Phillips

- Canadian Pacifie

Railway
watercolor .




37) The Kootenay Indians' "Sturgeon-
-Nosed" canoe, resembles the shape of
the so-named fish, This canoce: is .
strikingly similar to those used in . J
Siberia.

38) ©Paul Kane's watercolor sketch
of a burial canoe, con'taininf the
body and the worldly possessions of
the departed, reveals the Indians
belief in life -after death. )

39) "Paying for the Bride™ is the
caption underneath this old photo-
graph-of tHe arrival of an Indian
wedg@ng party by cances. The high
prow and stern of these canoes per-
mitted safer passage through heavy
seas. L

ko) Berke's painting "The Bear
Clan Comes Calling" shows the
arrival of Kwakiutl tribdesmen to
a potlatch party. Notice the de-
corative carvings on the dugout
canoe. :

»
41): Here, the older Indian is
showing to a boy how to throw the
double-pronged: sealing-sgpear,
theredy transmitting a culture
that needed no school walls.

42) Artist-adventurer, Robert Hood
painted this scene in 1819 on the
spot, of “"Hudson's Bay Company Trad-
ing with the Eskimog”". In the -fore-
ground, o@a of the Eskimo gaddlers
seems to \be naked. Mosgt likely, he
has traded in his skinshirt for ;
some irdn tool. '

43) And these are the boats of the =
Egkim®s. The sketch on the top is
of the Umiak, a larger boat driven
by oars and steered by a paddle.

. » The lower drawing i# of a single -
kayak, propelled by double-bladed

@ -

/

+ CALLING

 City Archives,

.THE HUDSON'S BAY

- ESKIMO CRAFT

from The Picture

t
Ca

88 ..
STURGEON ~-NOSED CANOE
Photographer unknown
Public Archives of
Canada

photograph

CHINQOK GRAVE, ~
BURIAL CANOES * N
Paul Kane

Stark Foundation, .

Orange, Texas

watercolor >

PAYING FOR THE BRIDE
B.W. Leeson ,
City Archives, P ¥
Vancouver, B.C, }
photograph \ '

THE BEAR CLAN COMES

E. Berke

from The North
American. Indian -
watercolor

SEALING TOM AT HOME
Photographer unkmown

Vancouver, B.C.
photograph

o,
Ve

TOMPANY TRADING WITH
THE ESKIMOS 1819
Robert Hood

Public Archives of
Canada -
watercolor

C.W. Jefferys

Gallery of Canadiap
Hist ) C -

i1l : ation

-
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paddles. Actually. the kayak is a
canoe, that is built with a covered
deck. o |
44) Atop a boulder-bench near Pelly THE KAYAK BUILDER
Bay, a Netsilik Eskimo kayak takes Mary Rousoeliere !
shape. It will be sheathed in skins from The World of
of the bearded seal, mazking a wafer- '  the American Indian
tight cover. , ; ) photograph
45) Should he capsize his kayak, its A YOUNG HUNTER
watertight enclosure enables the seal- Fritz Goro
hunter to upright his craft without from The Wor, Q.d of
getting any water into it. On the " the American Indian
deck of the graceful kayak, within photogragh. g .
easy reach art-: two caribou lances. ‘ "
46) This photograph was taken at a '{A KYAK RACE IN
kayak race in Hudson Strait -- un- HUDSON STRAIT-
doubtedly for the“benefit of visitors.  H, Basseft '
Eskimos were living in a highly co™ from North of 55°
operative society, and they did not photograph
even have words for racing or compet-
ition, '
“ el
47) This replica .of an Arctic Alaskan KAYAK ‘ {
type kayak, was built in 1976. - Kayaks M. Sznik
ranged from 15 to 25 feet in length, Collection of 'the
weighing 25 to 100 pounds. artist
h : ‘ flbreglass and wood
48) The illustration from Farley CARIBOU HUNTER
Mowat's well known book,. "The Des- Rosemary Kilbourn
perate People” is a woodcut by from The Desperate
Rosemary Kilbourn.*‘ It depicts cari- Z ~ People ~
bou hunting from a kayak, t.he old woodcut illustrancn
way -- the 'forgotten way.' .
49) Eskimos of today are not using ESKINMO KAYAKIST )
kayaks any longer, but are hun’c;mg AND TOURISTS
from outboard motor driven fibreglass ' Photographer unknown
boats with hlgh powered rifles. The . from American’ Khi\te
'old way' is only a demonstration, . Water

close to the shore -- for the enter- photograph
tainment of tourists. ,
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50) Remington's painting, "The

Courrier du Bois and the Savage"

is an excellent record of the be-

ginning of a new chapter of the
orth American wilderness, the Erd

of Fur Trade.

. 51) Suzor-Coté's bronze sculpture
reveals the real "Le Coureur des
Bois", the French forest ranger or
free fur-trader, licenced by the
governor of New France to go into
the woods to trade furs with the -
Indians. These hardy, venturesome
‘charactérs opened the path to the
interior of Canada, and were the
first to treat the Indians on an
equal base.

52) "The Barter” by Schoonover de-
picts two coureur des bois trading
their metal goods for exchange of
fur pelts from the Indians. Some
of these traders made a quick for-
tune. For example, in 1690, two
beaver skins, bought from the In-
dians for a small pocket-comb and
mirror, was sold for fifty-five
shillings, or $13.20!

53) Berke's "The End of a Portage"
depicts a fur trader's return from
a successful trip. His Indian
helpers are loaded down heavily

with bales of fur, and their canoces.

There is early snow on the ground,
and they must hurry to reach Mont-
real before the waterways freeze up.

54) In another of his sculptures,

LS

%0

THE COURRIER sic

DU BOIS AND THE
SAVAGE .
Frederick Remington
Sid.W. Richardson
Foundation Collection
0il on canvas .~

LE COUREUR DES BOIS
A. Suzor-Coté
Quebec Provincial
Museum

bronze statue

THE BARTER

F.E. Schoonover
from The Edge of
the Wilderness
black and white
drawing -

THE END OF A PORTAGE

E, Berke

from The North

American Indians 3
watercolor ?

' THE PORTAGEUR

A. Suzor-Coté
Quebec Provincial.
Museunm

bronze statue

Suzor-Coté introduces "The Portageur”
or voyageur, one of the canoemen who
brought the furs down the rivers and
lakes to ¢ merchants at Montreal.
" This voyageur-is using a leather
"thump-line"” that~qputs most of the
burden on the neck musgcles, ) -
[

PN . ol
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55) Descending 2he Fraser River, DESCENT OF THE FRASER
‘here i§™a North Canoe of the Hudson's RIVER ON THE JOURNEY
Bay Company. The birchbark cance is IN 1828 FROM HUDSON
manged by gaily dressed voyagéurs. BAY TO FORT LANGLEY
Octasionally, these cances carried ON THE PACIFIC
passengers, seated in midship, along A. Sheriff Scott
with the cargo of goods. _, . Hudson's Bay Company,
Winnipeg '}
0il
56) "The Govermor of -Red River . THE GOVERNOR OF RED -
Traveling by Cance" by Dinsmore RIVER TRAVELING BY
depicts a fast North Canoce, the CANGE
'limousine’' of that by-gone era. E.J. Dinsmore .
: < from A Picture

History of Canada

. watercolor

57) Before highways, steamship, © RUNNING RAPIDS ON

and railway lines, canoes were THE MATTAWA RIVER, 3

indispensable. Depending on the ¢ CANADA 'd ¥
. 8kil]l and courage of her crew, a F.A. Hopkins 'y

canoe could run the rapids of Public Archives of 3

cascading rivers. Frances Hopkins' Canada %
_engraving shows a lightly-<laden engraving i

express cance running one of the < ¥

rapids of the Mattawa River. # $

58) ' Around the more hazardous rapids THE FIRST PORTAGE i

canoes and supplies were portaged. Bayard.,et al ¢

Indians and the white man are wearing from Hudson Bay !

deerskin moccasins and leather “leg+ + watercolor -
* gings in this illustration from one 3

of Ballantyne's books, Hudson Bay. .

59) .Against fast currents, sometimes TRAVELLING ON THE

long poles were used by the canoemen KAMINISTIQUIA RIVER

as shown here in Armstrong's "Travel- W. Armstrong

ling on the Kaministiquia Rive#“. Sothely & Co. «

This was slow work, but more prefer- - (Canada) Lt&,

able than the backbreaking portage. - Toronto

’ black and white
drawing

60) Remington's painting depict an- IN A STIFF CURRENT

other method of canoe travel. Going . F. Remington
. upstream in shallower rapids, the Sid W. Richardson

canoemen were wading in the ice cold Foundation Collection,

vaters dragging their boat upstrean, Texas

while a companion was steering the’ 0il
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canpe. Their job was adventuresome
but hazardous. The graves of perished
cancemen used to be a common sight near
thé most dangerous rapids.

61) An early sketch of Great Dog
Portage by Armsirong depicts a North

agoe being carried. Normally two
portaged a North Canoce; the third

man shown here may have been added

" because this portage was steep and

long:

62) This q;d photograph shows a -
dson's Bay Company freight canoe
};ortaged. This type was known as a
ontreal Canoe, or canot de malitre.

/J . N
63) Robert Hood's watercolor of
"Trout Falls and Portage on the Hayes
River"™ records the difficulties of
portaging heavier boats .on the slip-
pery rocks.

-

6k) Cyms Cuneo recorded the cere-
monious arrival of Govermor Simpson
by canoe to one of the forts of the
Hudson's Bay Company. -

A
/\u
o

8
.

65 The canoe has its own mythology.
This illustration is from one of the
tales of superstition. The so-called
“Flying Canoe" was believed to be
offered by the devil to homesick lum-
bermen. On New Year's Eve, lumbermen
could paddle home through the sky, but
they must not wear any sacred emdblems,
they were to steer the canoe carefully

g0 not to hit church steeples, and they

were to returnsbefore the stroke of
midnight.

e
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THE GR::.AT DOG PORTAGE
W. Armstrong
Glenbow Alberta
Institute, Calgary
watercolgr

+

A MONTREAL CANQOE IS
BEING CARRIED
Photographer unknown
Public Archives of
Canada :
photograph

TROUT FALLS AND

PORTAGE ON THE o8
HAYES RIVER

Robert Hood

Public Archives of

Canada

watercolor

GOVERNOR SIMPSON

OF THE HUDSON'S BAY
COMPANY APPROACHING
A FORT 'ON HIS TOUR y
OF INSPECTION

Cyrus Cuneo

Hudson's Bay Company,

~

Winnipeg

oil .
LA CHASSE GALERIE (or
The Flying Canoe)

Henri Julien

. Musée du Québdec

oil -

B




66) Frances Hopkins, the wife of the
secretary of Governor Simpson was an
artist. She left behind numerous art
works of canoe-travel scenes. In this
canoe carrying passengers, the roman-

tically inclined voyageurs are picking

water lilies for their lady passenger.

67) Arthur Heming's slightly &ver-
dramatized but colorful and exciting
"Canadian Express" depicts a North
Canoe on an express mission, mos%
likely on the Fraser River.

68) This beautifully rendered Francis
Lee Jagues' painting depicts voyageurs
passing rocks with Indian drawings, or
petroglyphs. The voyageurs' day moved
to the steady rhythm of paddles and
lusty songs. Speed was vital on these
two-thousand-mile trips; rations lasted
only twenty-two days, and first arri-
vals took the choice pelts.

69) This old engraving depicts loyal
Indians performing a "Paddle Past" at
Government House, Victoria, B.C. on
May 24, 1867. By that time, these
beautiful canoes slowly gave way to

. faster means of transportation.

70) Arthur Tait's "Deerdriving” is
showing a hunting scene by two early"
sportsmen, and ...

.

71) ... by the same -painter, ™A

Good Time Coming" depicts an early

. ~recreational usé of canoes by & party
.0of Mishermen. Gradually, the éne~-

. “time workhorse of the North, the

"Canadian Canoe became a boat of lei-

. sure. :

'
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GOVERNOR GENERAL
LORD AND LADY MONCX
TRAVEL IN A VOYAGEUR
CANQE

P.A. Hopkins

Public Archives of
Canada

0il on canvas

CANADIAN EXPRESS
Arthur Heming
Private Collection
oil

VOYAGEURS PASSING
PICTURE ROCKS
Francis Lee Jaques
Minnesota Historical
Society, Minnesota
acrylics

PADDLE PAST’

‘Artist unknown

from The Canadian
Indian ‘
engraving

{

+ DEERDRIVING

Arthur F. Tait//
Kennedy Galleries,
New York, N.Y.
oil

A GOOD TIME COMING

"Arthur F. Tait

Adirondack Miseun,
Blue Mountain Lake,
Ngw York, N.Y.

oil .

R
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72) In a canoe a couple of tourists

. eruising leisurely on Lake Louise in

Banff National Park. -Much of Canada's
Wilderness still retained its unspoiled
beauty, offering a rewarding escape from
the pressures of c1v1llzatlon.

73) On this recent photograph, young
voyageurs depart on a canoe trip. The
basic lures of wilderness canoeing lie
within the clean country, of.the wast
/blue sky with a far horizon, of the
nearness of the stars at night -- pro-
viding an opportunity to thihk clearly,
and to find solace in unfathomable so-
%itude.

74) On the fast-flowing rivers of
Quebec, every summer canceists compete
for prizes; thereby acgepting the chal-
lenge of the river of the competi-
tive spirit of

75) And in every fourth year, the
world's best apateur canoeists compete
in the Olympic Games. This double

canoe race was held in 1976 at Montreal.
The Olympic Canoeing Committee named two

‘racing categories as “Canadian Single"
and "Canadian Double", thereby official- -

ly recognizing Canada as the birthplace
of the Canoe. X Ve

76) Recreational canoes are regular
sales ltem of mail order summer cata-
logues. The one-time useful everyday
artifact, implement of war and of com-
merce, the Canadian Canoce finally be-
came a vessel of pleasure.

77) Heavily loaded by provisions and
camping gear this single touring kayak

of a moderp voyageur, plying the waters

of remote James Bay.

1

.
( //
>
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CANOEING ON LAKE
LOUISE, ALBERTA
Nicholas korant
Canadian Pacific¢
Railway .

photograph S

WILDERNESS CANOEING
Photographer unknown
from Wilderness
Canoeing

photograph

g
-/
PHOTOGRAPH QOF CANOCE

RACE .
Origin unkno

Collectlon off M. Sznak '
photograp

DLYMPIC P DLERS
Plcture cre 7

the Montreal' Forum
and the Club de Hoc-
key Canadien, 1976 .

Photographed from
catalogue E:ge of
Sears, Spr g and
Sumher 1976
Michael Sznak

TOURING KAYAK IN

JAMES BAY

E, Bork

from The Beaver

photograph
. C

) ’
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78) .The face of this canoceist
reflects an inner happiness that is
known only by canoeists who have
.covered great distancés by the (yet)
unspoiled wilderness region of Canada,
By portaging his boat and equipment, a
canoeist has access to areas, to where
no cars or motorboats can redch.

79) The canoeist shares ‘the open sky, -

pure wateérs and the campsites of all
Xhose who/ travelled there hefore him.
He is-answering to the call of a great
company of fellow travellers of the.
past. This is a call for canoeing to
all, who have retained a spirit of ad-
venture in their hearts...

80) But, canoelng is not an end in
itself. It is the opening of endless
vistas to the enduring beauties ypof
Nature, and of the beginning of a
‘healthier, happief life aboard the
~canoe -- in A Vessel of Art.

THE END OF A PORTAGE -

Michael Sznak
Collection of the
artist’
photograph

A VIEW FROM THE
STERN OF MY CANOE
Michael Sznak
Collection of the
artist
photograph”’

"THE END" SLIDE
Allison Yardley-Jones
and M. Sznak

pen-and ink on paper
18 x 22 in.




background in\the sound “track for these programs:

MUSIC

—

“Phe following works havelgeen excerpted to provide a

A YESSEL OF ART; THE CANADIAN CANOE PART ONE

Wagner. R' of ‘the Ya ies (frames 1-10) _

H, Montenegro. Eggtagi of Gold from the film "The Good;
t?e Bad and the Ugly" frames 11716) o

N

Indian Music of the Canadian Plains, ngio;'g Death Song

and Owl Dance Song (frames 17-31)

L. Rosenthal, The Sun Dg%ge from the film ."The Return
of a Man Called Horse", (frames 32-39) oo ,

M.C. Stryker, Eskimo Songs‘of Alaski, o;g Song and
Small Owl (frames b0-49 : S, \

French-Canadi Folk,Songs. Raftgmen and-Oh Mx Lgvg
(frames 50- 56?n

Musigfgsky. t B ‘M n (frames 5? 6?)
M, Stanfield, Apache (frames 68-75)

Pérrey—Kings;éy. Visa tp the Stars (frames 76-80)

~
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Teacher's Guide o / ,
' A _VESSEL OF ART: THE CANADIAN CANOE ' y \~
, Al
- Part Two
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- 1
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L
. The following Erograﬁ was designed
. as the production part of an M.A.
/ thesis Zducational- Technology.
IS MICHAEL SZNAK -
, : C,oné:o:;‘dia U
1980 .




r v v
L3 7 " A .
.

98

, &
IN®KODUCTION

' Originally this program was p¥epared to be used as part
of a iarger curriculum aesign, The Canadian Sgieid Curriculum,
to suppleﬁedt art tr;ining of special contentStudies of high
scHool students. ﬁoweﬁér. the program provides }inks with li-
terature, art, fhilosophj, mﬁsic. and history -- any of which’
. can be explored in detail. The program also prévides the pésu A
$ibility of partial use of selected content. For example, a
history teacher ﬁay wish to use only,Pért One for teacﬁing Early
Ekploration in Canada,; whi{ﬁﬂan art teacher perhaps may use only

- Part Two of the program to teach art appreciation, while another

teacher may wish "o use the entireyProgram to prepare his stu-

.dents for realistic outdoor sketching or painéing.

The complete presentation includes twe longer units, 80
slides each for the duration of 23 and 25 minutes respec%ivei&,

and ten smaller units of 25 slides each for the duration of ap-.

T DB o p11We 2
N

proximately five minutes each. .
) . ’ ‘ ’
There a total of 410 slides in the program, placed in

ready to use four Kodak Carousel trays. The two art abprecia— i
tion content of 160 slides are stacked in two eighty-capacity a

trays. The ten shorter technical units are stacked in two 140

A

capacity trays, containing five sections ‘each., The correspond-
ing synchronized 12 cassette tapes are stored in a cassette al-

buﬁ,'labelled aﬁd numbered for easy identification.

’

»
7
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Lo The &tontent breakdown qf'tﬁe program is as follows:
. . ] . .-
|
" Program 1 - A Vegsel of Axt: The Canadian Cange ~ Part One

‘

9

a) historical paintings of early exploration of X /
+ Canada by canoes N )

b) the constructional development of cances and ¢
kayaks

‘¢) the different methods of traveling by canoes
d) canoces of Eastern Indians; cances of West '
Coast Indians; and canoces of the f¥r trade

e) canoes of the present, recreational and \
competitive use of thém.

: —
" Program 2 - A Vegsel of Art: The Canadian Cance - Part Two

This program takes a lock at cances through the
works of artists in chronological order. The con- ~
tent, predominantly art appreciation, is mainly of .
s8ix artists’ canoe-topic paintings, that includes: &\\\

“ Paul Kane, C., Krieghoff, F.A. Hopkins, F. Verner,

. W. Armstrong and F, Schoonover. The final section

contains canoe-topic paintings and dcylptures of
contemporary artists.

Program 3 - Drawing-Instruction - Unit I
Program 3 has five'indepé%deht short topics:
1 Drawing the Human Figure No. 1
2 Drawing Trees
3 Dfawing Plants, Grass, Rocks
4 Drawing Canoes, Kayaks, Tents
5~ Drawing Sky, Mountaing, Lakes, Rivers

. .ow
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Program 4 - Drawing Instruction - Unit II

Q\ 3

.

6

—
7

8

9
10

r

The following are the cont_e’r;;c of Program U:

Dragwing the Human Figure No. 2
Drawing in Perspeciive

Drawing Animals (Moose, Deer, Bear)
Drawing the Human Figure No. 3
Drawing the Composition

E AN——
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PREVIEWING YOUR PROGRAM -
This is your guide, prepared in order to make your pre-

gsentation easier. However, to make this program truly effec-

tive in the classroom, your help is required.

_ You shoul&”S;;Eare your glass before showing the program
arid then follow it up with questions and activities so that it
- does not seem;merely an isolated visual experience.- These
activities may inclqde reading, drawing, painting, role-playing
or any other planned instructional activities that you nopmall&
P’ use to enhance tpe ef}ectivenegs of &our individualized teach-

ing method.

Most important that yéu should read the Teacher's Guide
and then previgw the program privately, bgfore showing it to
your class.gmwf . ™~

The Teacher's Guide includes scripts of all four produc-

tion units and provides identification of each slide subject.

This program, especially Part One and Part Two, lends it-
self to repeated showing, Each new presen%ation will enable you
and your students to enlarge and renew your knowledge of its ~

content, and will discover further insights.

With your help, your students will begin to understand
. ! that -the vivid illustrations can add a previously missing dimen-

sion. to their learningDQf?eriencef
» : l \ l - ' A
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o ¢
T ADVAHTAGES OF SOUND-SLIDE PROGRAIl
- ‘ . m\
In thig program, the sl;des are keyed to a narrative
& ¢

sound track, recorded on cassette tape. There are many reasons
why sound-slide programs are more advantageous than presenta-

«

tions -in other medium. ' ¢
\ .
1) A brighter and sharper image of color slide makes

it unquestionably the m st effectlve medium for
introducing students’ works of art and photo-
% graphy.” AR

2). Sihce all slides are contained in Kodak Carousel
slide trays, hours of organizing and loading time
.0
can be saved. The slides are not handled, there-

. fore, they will not be scratched'or“bent., A color-
3

coded stripe on top of the slides provides an.easy
one glance checking that the slides arehin order.

In addition, eacH"s}iQe is nﬁmbered on it; mount.

3) The program can be projected in semi-darkmess, by

turning off only those lights nearest to the scruen.
This permits you to foiléy class response, follow .,
the script, and enables students to take notes. -
6sing a standard'remgﬁe control, ydu may conduct

‘the presentation from anywhere in the room. You

can atop the program and review any sectlon at will,

- ’ ° i -
A ~ T
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Your sound-slide prégrah provide great flexIbility
not only during presentation, but duriné folloQ;up
discussiops® The program can‘be reviewed with or
without sound, 2l1so in sequences of your own choos- °

ing, depending on your intented emphasis,

o

\
~
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A INSTRUCTIONS FOR PRESENTATION ;
X : - \
1. Place the slide tray on any standard Kodak Carousel or
Ektagiébhic project%r. At the first beep, advance the
~ ‘ ' .
g“ - tray to slide number 1. - a

2. Insert the cassette into any standard éassette player.
Side one of the cassette has audible

ps to signal

slide advance. The importance of previewing the pro-
" gram here becomes almost imperative, unlgSs you wish
to follow the script in the Teacherls-Guide to cue

sli?e advance.

" _,_mmeziﬁﬁiﬁ!%é§¥2%;\_fig; two of your cassette tapes

has been recorded with inaudible (1000 cycles) signals
that will advance any_automatip.proaection unit that
céngarms to standards set by the Nati@ Audio-Visual
Association. (Such as the Singer Caramate II Auto-
matlc Unit.) Presenting your program on one-of these
units is simple; place the slidg téay te slide O set~
tibg, then start the audio.” In a few seconds, the first
pulse will advance the tray %o siide number'l That's
all! Now, you can sit back, relax, enjoy the show mnd

follow audience response.

r

And now, let's get'on with the show!

.
/ . >
. »
.
'
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A VESSEL OF ART: THlf: CANADIAN CANOE
P ‘PART  TWO -
/
SCRIPT AND SLIDE INDEX
——;’/
* \) .
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A VESSEL OF ART: THE CANADIAN CANOE '

PART TWO )
. t - . )
SCRIPT : INDEX FOR SLIDES
Time: ' 25 Minutes b
. .
NARRATOR:

1) This is a true story of ad- {Title Slide)
venture in the romantic tradition, . . A VESSEL OF ART:
told through the works of artists THE CANADIAN CANOE v

“of past and present days. It is the PART TWO -
epic saga of A Vessel of Art and . its Produced by: M. Sznak
legendary hero, the magnlficent ) Graphic design by: )

Canadian Canoe. , ' Kevin Komoda.

- ’ gen and ink on paper L
8x22 in.

2) One of the earliest art works ' THE MANNER OF THEIR
in color, depicting Indians and their - FISHING (c. 1585)
canoes was painted by John White in < "John White
1585, It 'should be noted that-this British Museunm,
is a composite picture, catalogin ‘ London -

, activities rather than a specmf{:fi)
event., ,

- 3) "Micmac Indians" was painted b{ MICMAC INDIANS
an unknown artist around 1820. 8 (e. 1850) :
a nailvely romanticized adventure in Anonymous . -
picture making. The various activi- National Gallery
‘ties are convenlently arranged in’the of Canada

. primitivist style with disregard to - 0il on canvas ‘ s
perspective. The idyllic looking - 18x24 in.
scene is populated by people, looking
more like Dutch than native Indians.

4) Another painting of Micmac In- MICMAC INDIANS NEAR
dlans reveals John Toler's keen ob- HALIFAX IN NOVA
servation of activities, the various SCQTIA, 1808
dquipment and artifacts around the . John G. Toler
camp. The artist's use of watercolor . (active 1797-1821)
reflects confidence with a pleasing Public Archives of |
effect. However, Toler's Indians © Canada B
appear like mischievous dwarfs from a - watercolor
fairy-tale. N 32.7x43.5 in., . .
rt . R . —
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%) This is again the work of an LANDSCAPE WITH
_unknown artist, recording canoce TRAVELLERS (c. 1840)
traveling as it once used to be. Anonymous N
The painting is not considered a " The National Gallery
great work of art. The treatment : of Canada c
, of ~the foliage and water reflects , oi) on canvas
the European landscape tradition. 18x25 in.

§) 'Robert Whale's "River Land- RIVER LANDSCAPE (n.d.g
scape™ shows an imaginative vantage Robert Whale (1805-87
point, sensitivity to light and im- The National Gallery
pressive breadth. Whale was inter- of Canada '
ested in the ‘wilderness themes, and 0il on canvas
what was thought to be a picturesque 17x21 in.
dying race, the Indian. ﬁhale's
Indian woman and the canoe in this
painting seem ‘to.be sitiing on the
edge of an English country estate.

7) Paul Kane began his true life- .  MEDICINE PIPE-STEM
work, as he wrote, to "devote what- DANCE, - BLACKFOOT (1846)
ever talents and proficiency I . Paul Kane.(1810-71)
possess to the painting of a series . Stark Foundation,
of pictures, illustrative of the Orange, Texas
North American Indians and scenery.” 0il™on paper
Kane painted "Medicine Pipe-Stem 9 3/4x12% in.

Dance" of Blackfoot Indians in 1846, R
8) During his long voyages, Kane ENCAMPMENT, WINNIPEG
- became a skilled canoceist himself. RIVER . detail (1846)
The Indians from these two canoes Paul Kane - . s
sold to Kane's party 'a delicacy' -- Stark Foundation,
beaver tails, while the artist drew Orange, Texas
. them in his sketchbook, then des- “o0il on paper
wribed the episode in his book, "Wan- - 8 1/8x13.3/8 in.._
+ dering 8f an Artist Among the Indians”,
published in 1859. ~

9) European romanticism is charace KEE-A-KEE-KA~SA~-KA-
teristic of one of Kane's most often WoW, (THE MAN THAT
reprofiuced Indian portraits. Intense GIVES THE WAR WHOOP)
"emotional colors bring highly charged FORT PITT (1848)
associations: a colorful blending wof Paul Kane
violence, defiance, and .. resignation. Royal Ontario Museum

' ‘ oil on canvas '
30125 »inu ' 4 ¥
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‘ 10) This fine watercolor sketch by CLALLAM TRAVELLING -
Kane depict$ Indian "Travelling - LODGES (1846)
Lodges" with a canoce in "the fore- . Paul Kane -
ground. Kane swiftly developed into Stark Foundation
- one of the most travelled of his Orange, Texas
time. He earned a place among the watercolor
select few who put on canvas an im- 54x9 7/8 in.
perishable record of early pjoneer , . '
///I§§§:E3?1¥he Indians he admired, and .
of a wild, wide roadless country. -
11) KXane's Indian "Encampment on Lake ' AN INDIAN ENCAMPMENT '
Huron"™ does not retain the fresh cla- ON LAKE HURON (1845-
rity of his sketches. However, from TO1846) ¢
the carefully composed design, the- -~ ' Payl Kane
richly orchestrated sky, the variety The National Gallery
of anecdotal detail and overall sense of Canada
of refined harmony and rational order, 0il on canvas -
we can recognize the values Kane had 19x29 in,
absorbed in European salons and mu- :
seums. .. . . _ h \
: : . ‘ ==
. 12} Kane's "Mountain Portage" at Ka- THE MOUNTAIN PORTAGE
‘ "kabeka Falls reveals a spatial compo- . KAKABEKA PALLS (18465
. sition somewhat different from his Paul Kane . ’
¢ customary style of painting. During Royal Ontari¢o Museunm
' his travels with the Hudson's Bay " o0il on canvas ]
Company's canoemen, Kane toted his 25%%x20 in,
shgre of the portages cheerfully. i
' ‘ . - . . N ’
'+ 13) His sketchbook always at hand, FRENCH RIVER RAPIDS
" while the men began the portage,.Kane (1845)
- recorded feverishly this small oil - .~ °~ Paul Kane i

sketch on paper at French River Rapids. Stark Foundaﬁ&on,
e ) ' - * Orange, Texas
. --0il on canvas
i 8 1/8x13% in,

14). Another small oil of Kane is ENCAMPMENT, WINWIPEG

.~ from an encampment near«the Winnipeg RIVER (1846)
~ River. The tireless artist, at the . Paul Kane .
| ‘_)g end of the day's journey, sketched . Stark Foundation,
: - the activities in and ‘around the camp. Orange, Texas -
From one of hls longer trips, Kane- oil on paper
.,* .  brought home 500 detailed drawings! -8 1/8x13 3/8 in,

K




15) Carrying triumphantly the heads
of enemies, the war canoes: return
from a reprisal raid on another tribe.
Kane painted tHis event from hearsay
although the landscape was real. His
ability to produce a swift likeness on
paper seemed magical to the Indians --
they granted him status as a medicine
man., . .

16) Kane's watercolor gainted at
White Mud Portag: in 1846, with its
simplicity of lines and economy of.
shapes, has a freshness that survived
an intervening time of well over a

- eentury. «

17) .Some of Kane's larger oil paint-
ings executed in his studio, lack the
immediacy of his sketches rendered

dggi?g.traveling. This "0jibwa Camp"
- i somewhat overworked painting.

18) Kane painted "Norway House" in
1846, Carrying his sketchbox, Kane
travelléd like any fur~trade voyageur
over the canoe routes from Sault St.
Marie to Fort Vancouver in 1846, This
wag an eight-month 1 journey; Kane
came home with a serisus case of mal
de raquette caused by makeshift snow-
shoes. N

19) Working from stories accounted

by Indians, Kane built this pictorial
report of breaching of a West Coast
fortified village. Kane painted every-
thing he saw as well as things he did
not sée. Nevertheless, Kane did see
the dugout war cances of coastal In-
dians; some of these sixty feet long.
and holding twenty warriors each.

/
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RETURN OF A WAR
PARTY (1846)

Paul Kane

Royal Ontario Museum
oil on canvas

18x29 in.

WHITE MUD PORTAGE,
WINNIPEG RIVER (1846)
Paul Karie

. The National Gallery

of Canada »

-watercolor
. 174x28% in,

OJIBWA CAMP (1845)
Paul Kane .
Royal Ontario Museum

oil on canvas
12 3/4x19 in.

NORWAY HOURSE (1846)
Paul Kane

Stark Foundation,
Orange, Texas

0il on paper

8x13% in.

A BATTLE OF I-EH-NUS
(1847) a
Paul Kane Mé
Royal Ontario Maseum
0il on canvas

18x29 in.
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20) Deep ih Oregon Country, Paul MOUNT ST. HELENS ‘
Kane stopped %o sketch thée still _ERUPTING (1847) -
. smoldering volcano, Mount St. Helens, Paul Kane
" This s+tudio ainting that Kane ren- Royal Ontarfg museum
dered from his sketchbook s at times cil on canvas .
criticized as being stilted and 'mock . 18x29 in, 3
heroic'. Notwithstandlng, the con- - sar
* census is that Kane was "a true art-
istic explorer”. |
21 )_"Medicine Maéks of Northwest MEDICINE MASKS OF
Coast Tribes” is' a fine watercolor NORTHWEST COAST
by Kane and a highly praised docu- TRIBES (1847)
mentary value of Indian c:izgfgi,/’// Paul Kane .
Kane died blind at the ag and Royal Ontario Museum
today lies in the crumbling church- watercolq;/
yard of St. James Cathedral, a quiet 54x8 3/4
corner -in Toronto's noisy downtown
section. , . ~
22) This much reproduced painting THE HABITANT'S
"The Habitant's Home" is the work of HOME (1870)
Cornelius Krieghoff. His genre paint- Cornelius Krieghoff
ings set the scene more theatrically (1815-72)
than realities may have justified. Art Gallery of
Krieghoff moved his characters around " Hamilton, Ontario
., a little like a stage-manager setting 0il on cafvas
up a puppet show, Nevertheless, the 27x36 in.

details of the house, the habitants'

clothes and daily activities are an

irreplaceable visual record of their
"region and time.

23) “Shooting the Rapids" is a small SHOOTING THE RAPIDS

0il painting. Krieghoff new the sen- (1871)
sations of racing the rapids in a Cornelius Krieghoff
canoe; he lived the life he painted, Public Archives of
spearing salmon from dugout canoes. Canada
oil on canvas

© ) 9%x102 in.
24) Kri;g%off 's "Indians Stalking STALKING DEER (1861)
Deer", dated from 1861 shows a canoe Cornelius Krieghoff
and two Indian hunters hidden from - Mr. & Mrs. K.R.
the unsuspecting deer, while the rich Thomson
color of the shoreline, trees reflect 0il on canvas o
the warm autumn sunshine, p 16x20 in.

t
‘ 9
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25) The same theme and title "In-
dians Stalking Deer" was painted
six years later, showing the pro-
gress of Krieghoff's painting tech-
- nigue. His colors here are more
ure than those of his first canvas.
he loecation is a ‘stream near Lake -
Magog"' . :

26) "Indians Camping at a Portage”
is depicting a small party's arrival
-to a rapid.- Krieghoff loved to paint
autumn scenes and the red bush in the
foregroungkhighlights his painting.

27) And here is an almost identical
painting rendered three years later.
Krieghoff produced hundreds, possibly
thousands of pictures and often stole
from himself. "I had to paint for my
living,"” he said at the ermd of his
life. "That is why I made a good
many coples,”

28) "Autumn Landscape"” is a typical
shoreline, characteristic of the Can-
adian Shield on a gquiet calm day of :
fall, a favorite of Krieghoff's canoce-
travel paintings. His keen observa- .
tion of the environment however, does
not equal his rendering of canoes that
are lacking in character of their own.

29) Krieghoff's canvas here is drama-
tically rich in detail, thoughtfully
composed and unified in mood and emo-
tional thrust. Technically it is a
superd work of ‘art of considerable

force.
-

30) Exemplifying Krieghoff's stage-

directing ability, ggre is a painting .
of Indians with a fréshly killed cari-
bou, and again . .

]

L
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INDIANS STALKING
DEER (1867)
Cornelius Krieghoff

‘The National Gallery

of Canada . ‘
0oil on canvas
16x20 in.

INDIANS CAMPING AT

PORTAGE (1855)
Cornelius Krieghoff
Mr. & Mrs, Dobrin
0il on canvas

16x20 in.

INDIANS AT A PORTAGE
(1858)

Cornelius Krieghoff
Hudson's Bay Company
Winnipeg

6il on canvas
122x174 in.

AUTUMN LANDSCAPE
(1858)

Cornelius Kri off
The  Montreal Tuseum
of Fine Arts

0il on canvas
134x18% ir

INDIAN CAMP UNDER
THE MOON NEAR
GRAND-MERE (1855)

- Cormnelius Krieghoff

Power Corporation
oil on canvas
21x24 in.

" INDIANS CHIPEWA AT

LAKE HURON
Cornelius Krieghoff

Power- Corporation
ogg on cggvas

25x35% in. .
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31) . . . just like a carbon copy of
the previously seen painting is this
one entitled "Chippewas Hunting Cari-
bou". Living was often hard fer
Krieghoff; he waskgginting signs in
Montreal, often peddling from door-to-
door with his small sketchgs that he
called ‘pot-boilers’.

32) {; "Crossing the Rg¥al Mail on
Ice™ Krieghoff's précision of detail
is strikingly in nse, and his breadth
of sky and the ground is superb-
ly executed. t should be noted at
this point that| since only a handfll
of canoe conternyt paintings of Kriegh-
off were selecfed, this presentation
does not do full justice to h i.s
creative scope.

'33) An engineer turned into painter,

Lucius 0'Brien's practical eye was for
economic fact as well as for the poe-
tic image. Sketchbooks record h i s
wanderings .on railway surveys. His
fine watercolor of canoes. returning
from ‘fishing indicates his keen sensi-
tivity to details, achieving a crisp
but poetic .landscape vision that re-

rder.

‘flects a quietude arisinfkfrom a deve-

loped sense of pervasive

34) Frances Ann Hopkins, the wife of
the secretary of Governor'Slmpson. was
a competent artist. She accompanled

her husband on several® journgy by
cano In "Canoes in Fog", /Hopkins
pa a hauntingly beautiful scene
of a oe ‘brigade paddling in three

Montreal Canoes, enshrouded by the
early morning fog over the calm watérs
of Lake Superior. The atmospherl
perspective reveals Hopkins' sensi- '
tively masterful technxque.

35) ‘Tracking the Rapids” by Hopkins
depicts in watercolor the ascent of a

lagfe Montreal Cance in the fast .flow- -

rapids of an un;dentlfled rlver.

S
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. CHIPPEWAS HUNTING

CARIBOU

Cornelius Kfieghoff
The Montreal Museum
of Fine Arts

0il on canvas
144x21% in,

CROSSING THE ROYAL
MAIL ON ICE (1862)
Cornelius Krieghoff
Private Collection
0il on canvas
194by25 in.

FISHIYG PARTY

RETURNING HOME (1874)

Lucius 0'Brien~
Mrs. Percy Band, '

‘Toronto -

watercolor
94x18 in.

P

- CANOES IN-FOG (1869)
Frances Ann (Beechey)

Hopkins (1838-1918)
Glenbow~-Alberta
Institute

0il on canvas

27x48 in.

TRACKING THE RAPIDS
(n.d.)
Frances A. Hopkins .

\Qoyal Ontario Museum

o m e cenT B

»




Normally, the passengers would also
walk up to the head of the rapids, ™

36) "Bivouac of a Canoe Party" is
one of Hopkins' canoe-topic oil
paintings from 1871, Near-photo-
graphic realism prevails in the ren-
dering of various camping activities
of a small brigade of two North Ca-
noes in progress. The well-rounded
stones of the shore suggest that this
camp is on the bank of a- vﬁrbulenf’

river. P

© 37) The original oil of this Hopkins
canvas is nay titled or dated. The
presence of the woman and three male
passengers suggest that it might de-
pict the descent .of Lachine Rapids by
the artist, Mrs. Hopkins, her husband,
and their th~ggests. J

s

38) *Advanced Guard Crossing a Port-
age” depicts the men and boats of Wol-
seley's Red River Expedition that re-
sulted in the putting down of the Riel.
Rebellion. garently, Mrs. Hopkins
was also a.member of this expedition
in 1870. The port
Falls seén on the r

e is near Kakabeka
ght of the picture.

39) This oil painting by Hopkins is
inaccurately titled -- "View of a
Canoe Party Around a-Camp Fire". Voy-
ageurs had no time for sitting around
a camp fire~.The scene in fact shews

some skilled canoe-repair in progress. -

The enveloping darkness lighted by the
camp fire gnd torch reveals Hopkins'
competent handling of chiaroscuro tech-
nigues.

Public

113

" watercolor, gouache,
.pencil - 104x12%4 in.

VOYAGEURS AT DAWN
(1871)

F.A. Hopkins -r
Public Archives

of Canada

0il on canvas
29x59% in.

SHOOTING THE RAPIDS
(n.d.) .

F.A. Hopkins

Public Archives

of Canada

0oil on canvas

36x59 3/

EXPEDITION TO THE
RED RIVER IN 1870
UNDER SIR GARNET
WOLSELEY. ADVANCED.
GUARD CROSSING A
PORTAGE AT XKAKA-
BEKA FALLS (1870)
F.A. Hopkins
rchives

of Canada

0il on camvas

36x60, in.

CANOE PARTY AROUND
CAMP FIRE (n.d.)
F.A. Hopkins ™
Public Arghives

of Canada

0il on canvas

354%x59 3/4 in.

o
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40) Hopkins perhaps was the first CANOE MANNED BY
artist who painted canoes with true " YOYAGEURS (18697)
fidelity. Especially in this paint- <« F.A. Hopkins
ing, the large birchbark hulled - * Public Archives™
North Cance every detail is a ~ of Canada .
perfectly accurate and historically 0il on cdnvas
significant record of this glorious 29x59 3/4 in.
craft of the past. Unfortumately, ,
Canadian art-historians pay limited :
attention to Hopkins' accomplishments. . T
41) The pale shafts of light over LAKE, NORTH OF .
the canves instill this. painting by LAKE SUPERIOR (n.d,) i
Prederic Verner with a Gothic medi- Frederic Arthur ° ;
tative aura. Verner was not consi- Verner (1836-1928) {
dered an 'important' painter, but The lMontreal Museum
recently his works are emerging from of Fine Arts -
relative obscurity, and Verner will 0il on canvas !

gﬁobably be- remembered for the paint-

gs based on his travels in Canadaa\/ .

42) This small watercolor sketch by LAKE OF THE wooés )

|
|
Verner depicts an Indian camp near ° (1873) §
Lake of the Woods in 1873., Verner. - F.A. Verner J
was a firgt-rate craftsman, a cons- . The National Gallery 3
cientious artist whose accomplish= of Canada 2
ments deserve respect. His waterco- graphite ag? water- !
lors are somewhat dark due to the color - 3 5/8x11 13/16 |
aging process of the paper and to the : |
fact that he used graphite with his ?
aquarelles. b
L3y, lkother Indian camp, this one - AT FORT FRANCIS
at Fort Francis is a firsthand exper- (1873
ience. Verner captured his subjects F.A. Verner
w%nd infused them with an atmosphere The National Gallery
hat can only be,described as 1dQ5%E:;>b» of -Canada ,
‘istic. Note the large number o graphite and water- .
canoes near the tepees, and the spot- color !,
lessness of this camp.- 6 13/16x15 in.

44) Verner's romantic impetus was-dé— | PORTAGE {TO SPIDER

corous and infermed by a wish most of- / LAKE (1875

ten simply to record, “’ZZ§age t o // F.A.V

Spider Lake" was painted lightly in 7 The,Natipnal Gallery

watercolor. / of Canad : X
. ’ ‘ ¢ graphite| artd water«

\ color .
“ 6.11/16x13 7/8 in.
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45) Verner's "T%o Indians in Canoe"
'is a watercolor sketch of a huntin
scene in-a misty morning, dated 189%9.
The painting has an aura of serene .
timelessness in. which the ripples
made in the water by the capoe are
the only discordant notes.

46) With the single exception o' f
Niagara Falls, the,best selling stan-~
dard subject of the nineteenth cent- ‘
ury painters who cultivated the export
market in England was ... the Indian.
Paul Kane was the best known of these -
painters, followed by Krieghoff, Hind,
and Verner, producing a constant sup-
ply of Indian paintings,.such as this
portage scene here., +- .

47) Critics who are accusing Verner
for romanticizing the Indians in the
"Noble Red Man" vein tradition are "
often neglecting his excellent soft

and textured quality painting style.
However, to call this Impressionism W
is to greatly exaggerate Verner's
rapport with that sensibility.

4L8) Verner's "A Misty Morning" ren-
dered in 1905 somewhat resembles Hop-)
king' "Canoes in Fog" painted in
1869. Verner may have seenjand been
influenced by the Hopkins painting,
though Verner was using watercolor .
over black chalk, hightened with white
instead of oil. 2,

4g) Verner understood the quélities
of Yight #nd coloriand the' force of

sublime natural effects, and he was
moved by the profoiid sweep of the
Canadlan gky. His per Ottawa" of
1882 is full of the' crystal light of
breath-

a northern lake, and it i
taking in its stildness and clarity.

&~
-

" 115

TWO INDIANS IN

CANOCE (1899)

F.A., Verner . -

The National Gallery
of Canada

watercolor
10 7/8x21 in.

THE PORTAGE (1880)
F.A. Verner '
The National Gallery
of Canada
watercolor

6 11/16x8 7/8 in.

. ] .

NIPIGPN RIVER (1880) ~

A MISTY MORNING
F.A. Verner
The National Gallery

- of Canada

wiercolor W¥ig chalk o

.10 11/16x21 3/16 in.

THE UPPER OTTAWA -
(1882) " ‘
F.A. Verner V4

. The National Gallery

of Canada .
6il on canvas
324x59 3/F in. ~
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is studio from his sketchbooks. It
is a pasteral scene-of daily Indian

. life. Vermer's ari does not leap over
\ . any major artistic frontiers, bu ¢t

/ 50) Verner painted "Indian Camp"” in
hi

o viewed in the context of Canadian ar-

tists of his_time, it can be seen that
Verner's ide stic portrayals are
nevertheless tempered by a levelhead-
ed wish to reproduce reality.

Y

51) Like his painter predecessors,

William Armstrong also sketched the -’

Northwest where only the hardiest
souls ventured into the wildermess.
All his works were rendered i n
watercolor, like this one of "Kaka-
beka Falls™. The passenger in the
boat maybe the artist Armstrong
himself.

o
o

52) "Rea.dy:.ng “the Canoe at amIn=——.
dian Ca.mp was pamted at Georgian

. Bay, It is a somewhat cruder paint-
ing than those seen earlier, "¢ v
should be noted however, that Arm-
strong was not'a fulltime pain'ter
but an engineer. -

53) As an engineer, Armstrong took
part in the Canadian railway devel-
opment. On his own, or as a member
., of various railway surveying teams,
Armgtrong travelled extensively -
through the Great’ Lake area, paints:
* ing the country, the Indians, the
canoes and ships and the men w h o
sailed them, like this one here, In-

, dians portaging alo%/t«he Nipigon
. Rlver.

54) Armstrong painted these Ojibway
canoes at .the Hudson's Bay Company
P ost on Lake Nipigon. Like Verner,

rmstrong lived to see the. 'old west'

pass away. As a railway engineer he
wag one of jhose who helped to bring\
- the,a.ge to a close.
¥
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INDIAN CAMP (1876)
F.A. Verner

Art Gallery of.
Hamilton, Ontario
oil on canvas
324x60 in.

KAKABEKA FALLS &
(detail)

William Armstrong
(1814-1896)

Private Collection
watercolor .

e ’

__READYING THE‘\CAN OE

Amw
GEORGIAN BAY (de ’aﬁ\)\\

W, Arm trong

-\

DIFFICULT ARE —

A TRIP ALONG THE

NIPIGON RIVER

W. Armstrong ‘
Dr. F.A. Matthewson, v
Winnipeg

v,vatercolgr

MISS DELA RONDE, -....K’

'WITH OJIBWAY CANOES
. W. Armstrong

Private Collection
watercolor
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55) What Armstrong lacked in paint-
ing skill, he -~ just like his fellow
engineer-artist, Lucius 0'Brien -
made up for it by his keen practical
observations of detail. Accurate de-
tail is the main characteristic  of
this watercolor of Indians fishing
with nets below the rapids of St.

Mary's Riyer.

56) The birchbark covered lodge and
the cances are anachronistic presence
from the past. Behind them, only her
mast showing, 2 sailling vessel is an-
chored. By that time, these sailing
schooners were already replaced by
faster shipsg of steam~driven engines
with funnels belching smoke into the
air. In this composition Armstrong
skillfully jyxtaposed past and pre-
SE!}‘C. ' i

L

5%).~From the beginning, the great
stion in Canadian painting was
never what+ to paint -~ but how.
Painters of the’ Group of Seven at-
tempted to establish a new, truly
Canadian style. Their real genius
though was geographical ... "Go
North:" And North they went, by
canoes, where Tom Thomson painted
this "Northern River™ that became

" one of the great haunting images of
.our culture -- an unforgettable view

of the penetrable mystery of North-
ern bush,

58) Thomson was a painter express-
ing moods. Just like the other
painters of the Group of Seven, he
believed that the main and truly Ca-
nadian subject was -- the land. De-
spite his love of ‘canoeing, he left
hardly any paintings depicting canoes.
This canvas, entitled "The Po%nters"
shows not_canoes but row-boats of the

.lumbermen, pulling a raft with team

horsesg aboard. -

. | N

—
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INDIANS FISHING
WITH NETS IN THE

ST. MARY'S RIVER,
SAULT ST. MARIE
(detail, right side)
W, Armstrong

Public Archives

of Canada
watercolor

INDIANS FISHING
WITH NETS IN THE
ST. MARY'S RIVER,
SAULT ST. MARIE
(detail, left side)
W. "‘Armstrong -
Public Archives

of Canada
watercolor

NORTHERN RIVER
(1914) X
Tom Thomson
(1877-1917) .
National Gallery
of Canada

0il on canvas
45x40 in.

-

THE POINTERS

Tom Thomson
Private Collection
0il on canvas
4oxké6 in.
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59) A member of the Group of beven,
liacDonald painted "Beaver Dam" - in
subdued color. His red canoce drawn
up on the beaver dam adds the only
human note in a scene of quiet soli-’
tude. The floating autumm leaves on
the gtill surface of the water and
the suggestion of dense forest on
the rock-strewn shore help to radiate
a silent mood of remoteness.

60) * Another painting by MacDonald,
"Mist Fantasy" reveals a freely ren-

dered interpretative realism, based

on carefully visualized facts treat-
ed with poetic freedom, It is a ba~-
lanced harmony of all the spectrum
colors. in delicate pastel shades. De-
spite the calm water with t I&{cclox‘ﬁ.\l
reflections, the design is 1 ,0f re-
peated rhythm. But the boats gre not
canoes, ~— we must look elsewhere.

61) By the turn of the century, Eur-
opean painters were eagerly answering
the clarion call of Modern Art. Im-
pressionism; Expressionism; Cubism;

and a fast succession of other move-

"ments fascinated the avant-garde art

world. Painters of North America ‘on
the other hand, were still under the
spell of Reallism.

A hauntingly pristine serenity is re-
flecting from this painting, entitled
"Wa-Gush”. The Indian in the canoe
seems to defy modern world Jjust as

its painter, Frank Schoonover remain-
ed indifferent to modern art movements.

62) Frank Schoonover quickly became
one of the best illustrators of cont-
emporary magazines. The period a t
the turn of the 20th century is often
referred to as the "Golden Age of
Illustration," and the best maga.z:.nes
were commissioning Schoonover's pic -
tures. He painted "White Fang a n d
Gray Beaver in Canoe" in 1906, as an
1
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BEAVER DAM (1919)
lMacDonald, J.E.H.

(1873-1932)

~

Private Collection
0oil on dboard
84x104 in.

MIST FANTASY, SAND

RIVER, ALGOMA (n.d.)
MacDonald,
The National Gallery

J.E.H,

of Canada '
0il on board .

‘8%x10'} in.

WA-GUSH (1906)

Frank E. Schoonp/ver

(1877-1972)

Pudblished in "Outin
Magazine",

Aug. 190

Private Collection

oil

. 30xi8 in.

*

\

WHITE FANG AND GRAY ‘\ -

BEAVER IN
(1906)

CANOE

F.E. Schoonover?

Published in "“Outin

Magazine", July 190
Private Collection

‘01l T
18x30 in.

- —
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original illustration for Jack London's
famous story, White Fang.

63) Like all of Schoonpver's works,
"Junction of the Yukon and the Porc-
upine Rivers" from 1906,.is an oil
painting. The awesome mystery and
passion of the Canadian North ~ fas-
cinated the young Schoonover, an d
remained with him to the end of his
active career.

64) Schoonover specialized in paint-
ings suitable for color plates. "The
Bronze Face of the Chlef is Lifted”
appeared in Harper's Magazine in 1912,
Hls 8a1nt1ngs portray the spirit of
the Canadian wilderness and its na-

. tive people who called +the North their
ho <

o
L

65) Here is a detail from one of
Schoonover's paintings, entitled "On
Leaped the Canoce Like a.Runaway Horse"
The fragile birchbark canoce is plung-
ing through the seething cataract in
the rapids between menacing boulders.
The canceman's eyes fixed in search
for a safe passage ahead. Only some-
one who lived through similar exhila-
- rating experiences could have painted
such true-to-life work as this.

66) "Red Blanket Sail" is another of
Schoonover's illustration-paintings
from 1927. In contrast to his preced-
ing ‘painting, here a calmer mood pre-
vails. .

‘ .
- 67) This detail is from a larger
Schoonover painting entitled, "The
Portage". The artist made many wild-
erness trips by snowshoes and dogsled
in the winter, and by canoces in the

JUNCTION QF THE
YUKON AND ITHE
PORCUPINE RIVERS
(1906)

F.E. Schoonover
Private Collection
oil

16x24 in.

THE BRONZE FACE OF
THE CHIEF IS LIFTED
(1912)

F.E. Schoonover
Published in
"Harper's lMagazine"
October 1912
Private Collection
oil

30x42 in.

ON LEAPED THE CANOE |
LIKE A RUNAWAY HORSE‘
(detail, 1924)

F.E. Schoonover
Publ:_shed in "Red
Book Magazine",
April 1924

Private Collection
oil

32x48 in.

RED BLANKET SAIL
(1927)

F.E. Schoonover-
Cover for " The
Country Gentlemen's
Magazine", liay 1927
Private Collect:.on
oil

32x’+2 in.

THE PORTAGL (detall,
1927)

F.E. Schoonover
Fhester Marron Col-
lection
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summer, leaving behind an accurate
recording of early twentieth century
Canadiana and an insight into o u r

last frontier: +the wilderness of the .

Canadian North.

68) In "The Trailmakers" painted in
1941, Schoonover depicted a scouting
garty of an earlier era. It wa s
choonover 's own canoeing experience,
combined with artistic talent. an d
inspiration that enabled him %o dring
' the very breath and feeling of the
big Canadian outdoors to his canvases.

69) Until the very end of his life,
. Schoonover remained faithful 4o the
Canadian wilderness. He painted

. this last wogxﬂ,se"/'rhe Spirit of the
Wendigo" in. 19687 According to old
Indian legends, Wendigo was an evil
epirit, believed to be lurking i n
- wilderness rapids, 'who dragged un-
suspecting canoceists to a watery
death. But Schoonover finally out~
witted Wendigo: the raw majesty
that Schoonover communicated 8 ©
beautifully will outlive the merci-
less Wendigo Spirit of human morta-
lity.

70) With Kane, Krieghoff, Hopkins,
Verner, and Schoonover, the realis%t
tradition has not come to ah end.
This silkscreen print dated 1970, the
zgrk of Alex Colville, is portraying

woman silhodetted in purplish tones
against the glowing rays of a coral
sun as she glides mysteriously past
a dark embankment in the graceful e¢m-
brace of a cance. The spectator is
made to feel that he too, is seated
in this canoe,.

71) - Alex Colville remained stead-
fast to his creative commitment dur-
ing a prolonged period when official
art circles were under thd spell of
abstraction. He painted "Woman Carry-
ing Canoe with acryllcs on masonite
beard in 1972,

-
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-0il, 16x34 in.

THE TRAILMAKERS
(1o41)

F.E. Schoonover
Private Collection
oil, 42x29 in.

THE SPIRIT OF THE
WENDIGO (1968)
F.E. Schoonover
Collection of
James C. Stein
oil, 20x16 in.

SN
) 3

SUNRISE (1¢70)

Alex Colville
(1920- )
Collection Diverses

serigraph, 12x24 in.’

WOMAN CARRYING
CANOE (1972)

A, Colville

Fisher Fine Art Ltd.
London -

acylic on masom.te
19x33 in.
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72) Colville is a meticulous artist.
This study for "Woman Carrying Canoe"”
is an example of Colville's carefully
drafted preliminary studies. The con-
verging 11nes meet at a point where
the wgman's unseen head 1s located,
which is the balance center of th e
cance as well as of the composition,

73) This relief sculpture of 1970 by
M. Sznak, entitled "Paddlers" decora-
tes the entrance of the artist's stu--
dio. The carving depicts a modern
racing canoe in frontal view, where

the paddlers kneel nearly s1de-by-51de ;

in the middle of the boat.

74) Another realist artist of today,
Alex Katz's "Good Afternoon I" is a
large 6x8 feet o0il painting here, pho-
tographed from the catalogue cover of
an exhibit held in France - painted in
1974, The cance in this painting is
one of those birchbark imitation craf%s
made from aluminium. Katz's take-off
point -- is nature, dbut from a highly
persopal vision, style and technique,
and without hesitation to vary, edit,
or intensify natural form or color.

75) Unfortunately, Katz's "Good Morn-
ing 'II" was unavailable ipn color-repro-
duction. The painting was incluyded in
this program because of its oe sub-
ject. The obvious question is: how
are we to read Katz's vision? “Given

. America at this time," writes one
critic, "surely he cannot intend that
we should read it straight: a pasto-
ral idyll, the American dream intac&;“

76); Another black and white reproduc-
tion of Katz's work entitled "Canoce”

is depicting a life-size cance, on a
giant 16x32 feet canvas. The cance
and its image resting in perfect em-
brace on stlll dlue waters, offering

. a serene reflection. Slmllarly to all

. S
GOOD MORNING II

-~
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WOMAN CARRYING
CANOE (1972)
A, Colville

- Collection of the

artist

pen, wash and

acrylic, - “\
6 3/8x11 in. . .

PADDLERS (1970) 7
Michael Sznak - °~ e

‘Collection of the Nyl
artist A

relief, wood and
acryllc
22x18 in,

GOOD AFTERNOON I
(1974) |

Alex Katz

Galerie Marguerite
Lamy, Paris

oil on canvas’
76x96 in.

¢ _//_—\\-’

(1974)

Alex Katz'

Galerie Marguerite
Lamy, Paris

0il on canvas
96x72 in.

¢ CANOE (1974)

Alex Katz
Marlborough-Godard
Gallery, Toronto
oil on canvas
180x360 in.




beyond the man.

S

- the Canadian Canos

‘'work completed in 1977

of Katz's palntings, it evokes ques-
tions: is this an icon of al smug
suburban society, grown entirely
narcissistic? .

¢7) M. Sznak's sculpture "Eskimo
with Kayak" is. made from a composite
material of the artist's own: The
angle of the kayak and of the paddle
form a triangular arrow with the man
at its tip; perhaps representing a
symbolic triangle between man, hisy
inventions, and the elements of na-"
ture they are submerged. It may be
intentionally meaningful that the tip
of the constructional arrow_ points.

78) “Another Sznak sculpture; "Port-
age", is rendered "in straightforward
realism, whereby the artist combined
his canoelng experience with t h e
creative process. Perhaps at this
point it would be useful to mention
that a present revival of the realist
tradition in the arts maybe the eoff-
shoot of a prevailing cultural nost-
algia, and, most likely, a reaction
to .abstract Expressionism.

79) Sznak's sculpture, *The For-
gotten Way - Inuit", is a recent
The. man
hunting caribou from his kayak alohg
with the title of the work reveals
the artist’ 8 intentions clearly
enough.

The last work of tﬁf/program, this
sculpture is not the last word in
representational art of canoe topics.
We can be certain that other works
wille follow and thus pay tribute to -
to this

. s - o .

-

Vess of Art.

80) ' "THE END" SLIBE |
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ESKIMO=WITH KAYAK
(1976)

Michael Sznak

Private Collection
composite material -

‘-~ sculpture

38x21 in,

PORTAGE (1976)

M. Sznak

Pr vate Collection
ture of

compos1te material

T 27x32 in,

THE “FORGOTQEN WAY"®
~ INUIT (1977)

m. Sznak
Collection of the

artist
pdﬁéosite material  °

. sculpture
38x10 in.
- i »
e
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A VESSEL OF ART:  THE CANADIAN CANOE PART TWO

Les Cing Saisons Harmonium, Histoires sans Paroles
(frames 1-6 and frames 57-69

LY

A. Dvorak, Symphony No. 5 from "The New World" Finale;
allegro con fuoco, (frames 7-32)

-

Mike Olfield, Tubular Bells (frames 33-56)

‘

Moe Koffman, The Four Seasons, Icicle Bells, Allegro
(frames 70-80) .

e
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CANQETOPIC DRAWING INSTRUCTION » .

PART ONE

SCRIPT AND SLIDE INDEX

% 7

B

4

: -

e

S ' .
Drawing Units: 1) Human Figure: Head and Proportions

i

i 2) Trees

H ’ ¢ ' , ’

% 3) Canoes and Kayaks . N
H : : '
Lo ~ ) D\ Rocks' and Plants

5) Rivers and Lakes

LIRS iy
»

g

4 .
The following program was designed .
as the production part-of an M. A. -
thesis in Zducational Technology.

MICHAZL SINAK .
Concordia U :
1980 '

\ -
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A Note to the User of the Ten Drawing Units
e 4,

The slide program of approximately 25 slides before

each of the ten draying sessions were selected with one
objéctive in mind; to familiarize students with the
shapes of the drawing topics at hand.‘ q

The script serves dnly as a guideline\. 'Your "live™
commentary, cilling attention to pﬁrticular shapes of
the topic can be most effectively used by asking guestions
in order to encourage greater involv:ment’. This method

reinforces active vi@ng-—observation ingtead of letting

\ .
your students regress into a passive audience role, that

happened to the author's audience when at the beginning
tape portion was used with the Drawing Units. Using
running commentary throughout t™g.experiment,, statistital - ]

findings indicated improved drawing skill, and higher o

evaluational scores by those  students (experimental .

[

gro\:zps) exposed to the program, as compared to those
(control groups) gtudents who h’av‘e not received the
treatment. Repoﬁ of methm statis$ical £findings of
the experiment can be found in the Mast‘er Thesis Section
at the L:"Lbrary of Concordia University, under the name
of the author. 7
The Drawing Units were not designed for beginners in = ¢ -

art instruction, and its application assumes some degree
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of basic drawing skill by the participants. Students, ) .

.
.

'w'ho participaf:ed in this experiment with the author, have
already spent considerable amount of ‘time on developing

,./ drawing skill preceding the experiment. Therefore, any- o
~ o one wishing to duplicate the experiment would be advised

to prepare his/her students by*developing some measure
of basic drawing skill béfore ha:d.
5 There should be approximately five ’minutes fime
allowed for each pré‘sentation—-on the average thirty words
per slide--before each practice sessions. The stress is
not so much on technically and aesthetically perfect

v narration, but careful guiding of the students' attention
to the objects tl';at are the topic of the §ession. Students
must really see these objects, not just looking at them.
Their visual retention of these or;jects is the most im-

+ . e

portant asset for successful drawing:

?

—— B . In closing, the author of this program suggests that‘\

; ‘ the user should pr:.vately view th: slides” and read th

script before s\:w:.ng ‘them to the students. And as it

was mentioned earlier, this script is only a guideline; L

the user is encouraged to subwmtitute his/her own words,

RN )

/' . and perhaps re-write the script in order to attain the
‘ n 8 B

v
%
*
M
o
S
e
&
-
B

desired objectives. ‘ ‘ y
‘ . ) - . . V/__
Wishing you a successfully creative experiment.
(/ N e
. Michael Sznak
» ) - Author

. ]
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DRAWING UNIT 1

Human Figdfe: Head and Proportions

i

SCRIPT ’ INDEX OF SLIDES X

TIME: 5 minutes \ {

NARRATOR: s . . .
1) The followi(gasiide program Title Slide:

may help your premaration for a Drawing Unit 1l: Heads

successful outdoor sketching. @

2) This sketch of an outdoors- Self Portrait by M, Sznak
man is done from a mirror. Do Collection of the artist
you think you could draw yourself
from a mirror?

3) Drawing the human head is Drawing the head in pro-
not so difficult if you are portion. |
familiar with proportions. The Student sketch Gr. 10
average head is divided into two .
. equal parte by a line passing 3 0
through the corners of the’ eyes. -
4) Lips are basically leaf- Lips
shaped with the curve of a bow. A. Zaidenberg
Let your eye follow these lips Anycne Can Draw!
«E\ here from one side to the other. Doubleday & Co., New York,
. 1939
5) Eyes we draw are ball - " Eyes
shaped, though we do not see ibid
e entire shape. What we see ‘

is~a shape similar to the human .
lips. Try to memorize the lines , - , ' N
of these shapes. . .

" -6) Human ears are shaped like . EBars ' .
clam-shells or eggs. Focus on ibid - ¥ \\
the top drawing. Let your eye . ‘ R

move from the upper left corner,
and follow its circular shape '
then its pointy oval tapering. ‘ .
.In side view the ear is %#mXine ‘ o
+ with the ncse. . ‘ P
o . R -
7) Hairlines follow the curve . Hair ,
of the top of the head glite closely. 3Ibid @ °

Ot
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8) The head is basically an egg
shape. Let your eyes follow the
outlines of these five heads, one-
by~one. Gocd. v

§) The neck is roughly a tube
pe The head may twist, but

e tube-neck always remains llke
pedestal.

) Observe the guide lines left
the sKetch in order to show
lationship .of features.

draw because we canngt see many
tails only outlines. Reach out
th your pencil and draw around
is figure in the air. Very,good!

A
l
)
r
1
b
t
d
w

12) shading makes things looking
three dimensional. Shadows are
caused by light and it is strongest
at \the opposite side of the source
of \lignht.

\ .
13) | Just be always conscious where
the light - from lamp or sun' - is
coming from. Always the side
opposite the light-source has the
deepést shadows. .

14) What applies to the head
‘applies to the body as well. Ob~
serve the simple shading here.

15) Again, take your pencil, and
with outstretched arm, draw around:
this buckskin—gacket wearing man.
Where is the light coming from?

16) The average height of a person

. is ‘about seven-and one-half times

of the head. When your drawing
looks out of proportion, always

. remember this drawing and count

the heads:

) Silhouettes - like here 1 4
an outdoocrsman - are much si er

]

R

-

Heads /

ibid ¢
[\

< P

Head/and Neck

ibid[ <

"Oh the Shore”
»Phi to by M« Sznak

Body Proportions
ibid -
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*17) « The arm is about thgpe heads
in length while legs are out%four
basic

heads. Always use the head as
measure in your drawing for good
proportions.

18) Let us draw around this man
portaging his cance. Do it with
your pencil in the air. Reéemember,
the canoe is at least twice as
long’as the height of a pexrson.

o o
19) This is a si i diagram
of head, neck, shouldér and chest.
Many details were left out, and
that is the way to draw firm and
simple figures.

20) Observe and memorize these
shapes. Remenmber,egg-shape for
head, tube for neck.

21) After you completed the
preliminary sketch, just
round off the human form.

22) Reality contains complex
shapes, just like in this phdto.
If you were to draw this -
camper preparing his simple
meal - you should simplify
everything in your drawing.

23) This is the simplified
way to draw the human figure.

24) The figures here are the
basic frameworks on which clothes
can be drawn. Once more, with
*youx pencil draw around these
figures in the aiyr. Very well!

25) Now, while these simple
sketches are fresh in your visual
memory, we wiil begin a practice
drawing. Write your code number
on the sheet in front,of you,
please.

¢

Prgportlonsx
ibid

Portage .
oto by M. Sznak

o d

—d®
Head and Chest
Three Figures

ibid
Side d ck View

ibid
Photo by M. Si#hak -

&

Figure - o .
ibiéd
ibid
% "
ibid )
'\: ,
/
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on the right of the large tree.

"Then you can £ill in individual:

shapes or just darken them in.
4 ' -

» e -~
© - ¥ 4 R y
e .
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DRAWING UNIT 2
Trees
SCRIPT ) ) INDEX OF SLIDES -
- TIME: 5 minutes |
NARRATOR: =~ - T N
*1) In our lives, we have seen Title .Slide:-
literally thousands of trees and Drawing Unit 2: . Trees
yet, when we are asked to draw ) ‘ ﬂ
one, wé.have difficulties. Why?
It is simple. We look at things- ~
‘but we do not really see them: ' RN * N
To .draw well 'is then to look e
and memorize shapes. . - .o
%°2) -Why, even the "Trouble in _"How to Draw T
Paradise”™ began under a tree. F.J. Garner '
.Maybe, we do not WiSh to (Walter Foster Afé Books
- remember.... . . - Jystin, CA., No. 3
) v . - and 55)
_ 3) Trees are complex shapes, ‘ T .
that we must learn to draw in . Photo by M, Sznak
simpllfled forms. . v ) VRS
4) Here "ate some of the basic ' W. Foster
tree shapes in simplified ibid
drawings. . '
- -, ) S
5) First you nf§t remember ‘W, Foster
the basic rule: trees are wide ibid P
at ground level and gradually '
tapering off towards the top. °
6) You can use diffewent.tools, _ W. Foster
'such as pencil, pen or brush to ibid ?
Araw. Here are various pine ) L
trees. T, o -
"7) First draw a general out- ‘' ,W. Foster >
line of foliage as y®u can see ibid
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. the pencil. Sta

b
3
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8) Notice the ‘thin, horizontal
branches of this White Pine. Pay
careful attention to the frizzy
branches and the pine needles at
the bottom.

9) The Elm tree is roughly the
shape of a cone of ice-cream, ox
an atomic explosion.

X¥0) Just for the fun of it, let
your eyes wander up and along each
individual branches of the tree in
center. Gd&od.

11) Now, please draw this Elm tree
with your outstretched arm holding
t}tﬂ'with the trunks
and arcund the Yranches. Note th
various directions of lines. -
Simple,” isn't it?
12) Notice the shading possible
with charcoal. .

13) Adding broken branches and
fallen trunks lend interest to
your composition.

14) Or how about some animals or .
just a suggestion of their shapes.

iS) Let your eyes do a thorough
scanning of these pines. Up and

‘down, left and right. Ygu will
be surprised how much visual -

memory your mind can retain. Al

1§) Notice the unfinished looking
shaggy texture of these tree trunks.

17) 014 trees have other interesting

character lines on them, just like
0ld people. See the knobs and
curves of its surface. .

18) Look at the roots of the trees
at ground level. Often they are
exposed. o

. -
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W. Foster ‘ .
ibia - )
[SeN

W. Foster -
ibid

W. Foster
ibiad

W. Foster :
ibid .

W. Foster .
ibid . -

W. Foster v

ibid

W. Fosterx :
ibid L]

W. Foster
ibia

W. Foster
ibid

W. Foster ,
ibid )

W. Foster
ibid
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19) Do not try to read the
Rrinted words, they are not
important - but the shape of
treegs. Try to carve them:
into your’ memory. -

20) Notice the light, lacy
treatmert of the leaves on this
Pear tree.

21) Here are some better known
leaf shapes. Can you recognize
the Maple l€af? How about an
Oak, or a Pine?

ﬁZ) Do not neglect background.

Neotice the dark outline of digtant
trees and the clouds filling in an

otherwise empty background.

@
23) Weeping Willows ‘have droopy
graceful leaves. Notice how the
smaller branches come out and
turn back. Also note that
branches grow out not only from
the outside ~0f the trunk as it
is drawn by young childfen.

24) Study closely how branches
are attached to trunk of . tree.
Let us draw all together this
tree in the air. Pick up your
pencil. Do it slowly. Fine!

25) Noticé how the roots enter
into the ground.  Now try to draw
the lines ¢of the tree back for-

_mation again just in the air.

'Stretch cut your arm. Good!

- «Q .
26) NKow you are lying under a
tree, looking up at tife trunk.
This is a photo. Of course,
when you draw a tree, you must.
edit out many confusing details -
and make a simplified drawing.

" s

27) Now while your memory is
holding fresghly images of tree
drawings, let us begin our
‘sketching. “

)

W. Foster
ibid

W. Foster
ibigd

W. Foster .
ibigd

w. Posteg
ibid

o

W. Foster
ibia
»

Ny

W. Foster
ibid

W. Foster
ibid

&

1}

"Looking Up"
Photo by

End-Slide -
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DRAWING UNIT 3

‘Cances and Kavaks

SCRIPT INDEX OF SLIDES

TIME: 5 minutes

'NARRﬁ;DK{// ‘ .

1) Canoes and kayaks have Title Slide:
sleek and graceful shapes. Drawing Unit 3:
(// Cances and Kayaks

ﬁ Basically they are cigar
aped. Let your eyes wonder

ot

’W"t -

around the circumference of
this side-view 'drawing. Try
to memorize its shape.

3) The big freight~canoé just
plunging into a rapids. |Notice
its high bow curving up.

4) Notice the shape of |these
Indian tents. The cone~shaped
ones are called tepee and the
wider ones are wigwams. Also
two overfurned canoes are 'seen.

5) Notice that canoces in the
water have a.straight-line where

.they are submerged. We do not .

see theiT entire shape. .

This canoe is being pushed
eam by pole and paddle in
rapids. Notice the

5 at the waterline,

7) ‘These war-canoes moving
in calm water. Look at the
canoce line and. the arm position
of . the paddlers.

8) The two beached canoes here -

in this sketch show frontal and
side views. Notice, how the
center part _is bulging out.

Logo -
esign by M. Sznak '

Shooting the Rapid
F.A. Hopkins

Indian 01
F.A. Ves%es
”, ‘

s

Picturesgue Canada.
C.W. Jefferys

‘The Ryerson Press,

Toronto, 1934

Sturgeon River
W. Armstrong

Frontenac's Animal |
C.W. Jefferysd
ibid NN

Canoes on Shore

Sketch by A.Y. Jackson
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9) When we look at a picture
we "read" it from left to right
as we do with printed words.
So start on the left, follow the
shape of tents and the two cances.

-

1) Notice the quick sketching
technique here, the wind-bent
trees and the tent poles are
in a perfect shape-harmeony.

11) Notice how deeply this gs%oe
sinks into the water. Do yod think
the artist exaggerated it somewhat?

12) BHere are three canoe paddle
shapes. Memorize their sym-
metrical shapes.

L)

13) On the left there is a
modern paddle, the right one

is Haida Indian model, painted.
Notice that the Indian paddle
has a peointy end: Can you guess
it why? :

14) Notice in "this sketch the
planks and thwarts (cross
braces) in this birch bark
canoce sketch.

15) A tarpaulin strdtched
on top of the overturned
canoe is a guick overnight
shelter for a tired canoeist.
This is a smooth aluminum
canoe.

16) Compare the shape of the so-
called "crooked canoe" at the

top with a modern aluminum

canoe at the bottom. -The top

one is great in rapids. Can

you tell, why?

17) The artist was looking down
into th;s canoe, so the interior
is seen. Notice how few lines
can indicate the ribs.

(3

<134 .

Indian Encamp t
Sketch by A.Y%i%ffkson
e

Western Islands Camp
Sketch by A.¥Y. Jackson

Shooting the Rapids
C. KrieghofT

Canoe Paddles from the
book: How to Build an
Indian Canoe by G.S. Fichter

N ) David McKay Co., NY:, 1977

Paddles .
Photo by M. Sznak

Cance from the book by
G.S. Fichter
ibid

Canoe Shelter from the
book by G.S5. Fichter
ibid

Drawings from the book
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1B) Notice this Indian "Crook

e
Canoe”" in the water. It is 4

shaped like a banana and the bow
is out from the water.

19) This excellent charcoal
sketch depicts two birch bark
cances and an Eskimo kayak. -
Notice the shading applied. .

A}
*

20) Notice the exaggerated high
bow and stern of this Indian
canoe from a New Brunswick tribe,
built for running rapids.

21) Once again, let your eyes
follow the Bhape of this canoce
of the fur~-traders from one end

+to the other. Notice how the

bow cuts the water.

22) Look at the frontal view
of a modern racing cance and
the position of the paddler's.
arms in this silhouette drawing.

w23) The Eskimo hunter in the

kayak using a harpoon. Notice
the small opening on the closed
-deck. o

24) Once again a silhouette of
an Indian and a White man in
canoe. Where 4id you see a
similar picture before? Have
you seen a Canadian Silver,
dollar?

£

i
f

25)¢ You have seen enough canoes /,

for one day. Surely you have
memorized their shape well. Now,

you will draw several cances. Get

your pencil ready.

135

Huntin .
G.C. Delano

ibiad

c with Canoces by

c. geer. From F. Mowat's
book, Curse of the
Yiking Grave

"Solitude watercolor by

G.C. Delano. From
W. Foster Publication,
$20.

The Fur Tradera
G.C. Delano
ibid <
»
A

.\ )

Logo Contest Entry by
.G. Richard

Gr. 10 student

Logo Contest Entry by
ﬁ?gﬁum

Gr.'ll student

Logo Contest Entry by

A.Y. Jones ,
Gr. 10 student

End~S8lide

—




DRAWING UNIT 4

Récks and Plants

136

SCRIPT

TIME\: 5 minutds

NARRATOR:

Y

1) Title Slide ~

2)  Our sun makes it possible
for us to see shapes in our
world. Like on this picture,
Indians fishing in strong back-
lighting.

3) IN-this photograph the
backlighted bulrushes reduced
to simple dark shapes that easy
to draw. Try to memorize the
sword-like shapes of these long
leaves. r ’

4) Pine trees appear to have
cone shapes. Notice their
shimmering reflection on the
surface of the wavy water.

5) These canoes are passing
in front of a rocky cliff.
Notice the brownish color of
vegetation and the deep shadows
on the rock surface.

6) Notice how the artist was
able with a few lines to in-
dicate a rocky shore here.

NN g

-7} Again, watch the value

_treatment, black for the .

shadows, shading and lines
for middle value, and untouched
white for reflecting surfaces.

INDEX OF SLIDES

Drawing Unit 4:
Rocks and Plants

Indians Fishing
National Geographic
Magazine, Vol 122, No. 6

Al

In the Maish
Photo by M..

Sznak

* Trees at Sunset
W. roster ﬁodks, No. 55

Voyageurs Passing
Picture Rocks
Francis Lee Jacgues
" Minnesota Historical
Socig@y, Minnesota

Illustration by F. Lee

Jacques

From S. Olson's book,

The Singing Wilderness

(Alfred A. Knopf,

New York, 1957) .-
e

F. Lee Jacques
ibid - -

- ﬁ,
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8) More rounded rocks and grass Landscape Painting in
with gray wash., Shading makes a Watercolior
rock looking three-dimensional - Z. Sz
//ﬁn our drawings. . (Watson G. Publication,
. : New York, 1976, p. 51)
9) Waves poupding the rocky Z. Szabc
shore. Look -at the outlines , ibid
and the shading for a few seconds.
{
10) Layers of stone strata glve Z. Szabo
charagterto these rocks. ibid
1Y) Simple parallel lines for the W. Foster Books, #83.

rocks, and lighter parallel llnes

for the distant shore.

12) Try to memorize the shape of F. Lee Jacques

this island, the trees, the rocks ibia ’

and the water.(’

13) Let &our eyes move on the ) " W. Foster Books, #83.
edge of the shoreline rocks. )

Notice their jagged outlines. .

14) Black and white and the F. Lee Jacgues
parallel lines of the shaded ibid

sides should be noticed. 1If

you draw the lines closer, .
thex§will appear darker gray. .
15) without a word, just look F. Lee Jacgques
at this rock, and try to memorize ibid

its shape. You have five seconds.

16) Here,.you can see simpler Sketch, student work
:lines indicating rocks., Notice .
the ‘shading.

17) First, you must draw the Student work
main, shapes of the rocks, next )
step is shading. Note, that
the shapes are angular here.

18) Again, outlines first, and... Z. Szabo . -
simplify your drawing. ibid

19) ° Our gzyéé, -and“the camera, Twin Rapids

can noti too many - details. The Photo by M,. Sznak

artist always simplify shapes and
.~ shadows. Could you make a gquick
sketch of this river?

v ™
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(20) Notice that there is more
detail and the lines are darker
in the foreground, than the

‘distant landscape.

© 21) Depth, or pe@spective created

by blades of grass in the fore-
ground that fade away in the
distance.

22) VNotice the guick pencil lines
fér grass that are close, and:
simple shading of more distant
clumps of grass here.

i

23) Notice the curved stem of
this flowef, and its simple leaves
and petals.) You will be drawing
these soon.

24) Complféated on photo, but
in your drawings, you will draw
only the round blackberries

and a few OX{al leaves.

25) This Fleur-des-Lys flower
kas. repeated triple petals and
long leaves. Notice the delicate
veins on the petals.
26) Waterlilies have many,
pointed petals and round, heart
shaped leaves spread out on the
water.

27) End Slide

138'

Student drawing

Student drawing _

Student drawing

Pireweed

PRoto by M. Sznak

Blackberries
Photo by M. Sznak

AT

fléux-des—@ys
Photo by M~ Sznak

oto by M. Sznak

Rock and Plants
Brawing Unit 4
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- DRAWING UNIT 5

Rivers and Lakes

SCRIPT INDEX OF SLIDES

TIME: 5 minutes

NARRATOR:
1) Title Slide Drawing Unit £
Rivers and Lakes
2) Champlain looking over the Champlain at Georgian
Take. Notice the shape of the °* Bay \
lake, dotted with islands. C.W, Jefferys .from
> Picturesgque Canada
3) Here is a winding river Simon Frayer
with S-shape bends. Notice ~_ . C. W. 3ef¥erys
that the feeling of distance '
indicated/by the three canoces
and the grayish treatment of . -
distant canyon walls. "~ ~o
4) This old engraving also Engraving by W. Armstrong
depicts a winding river. %arly Days on the Great
: akes

*

McClelland & S. Ltd.,
Toronto, 1971 -

5) Simple drawing of river, C.W. Jefferys
mountain and human presance. ibid o
Notice the shape of canoces
from a high point of view.

6) Another lake with camp.. ° Silver Island
Notice the hazy treatment of W. Armstrong
distance, and the shape of the ibid
overturned canoce. ¥
7) Notice the swirling  river Title slide of A Vessel
and the light and dark treatment of Art: The Canadian

of the water. anoe
Program by M. Sznak

8) And Here is a river, Twin Rapids Portage
rushing through a narrow rapids.’ Photo by M. Ezniﬁ
Notice the white water, the tree-

lipes and the clouds. \\v\\\ ~ : ‘
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el

‘wavy.

ZQ:E is a simple sketch .of
a lak stumps in the foregr&und

island in mi
the long digktan

e and mountains in

10) Another sketch a lake.
Notice the line where \the stumps
meet their own reflectlion in thg
water. The reflected jshape is |

11) 'Notice the foreground tree.
It is always good to place some
large object in the foreground.

12) A guiet bay, a few lines,
yet we see rocks and a sandy
beach and some washed up debris
on the shore.

13) Although, you will be using
pencil, yet the shading treatment -
will be the same as in this water-
color of an island lake.

14) Early morning fog can be ’)
simply an erasing of your
drawing near the shoreline.

15) A good example of objects
reflecting in the water. The
straight bdulrush leaves become
wavy in the water.

16) Here is' the same subject
withcut reflection.

173 Do not forget adding a

few egtra things to your sketches.
Like here, blades of grass, a few
smaller rocks and some tree-bark.

18) It would be easy to do a
sketch from this photo. Let your
eye travel from the left side

and try to memorize the shorelines.

19) Waves are nbt too difficult
to draw. Look at carefully ‘how
the artist treated these. Just
be consistent with the wind
direction.

140
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Landscape Painting in

Water Color
Z. Szabo

Z. Szabo
ibiad

Z. Szabo
ibid

Z. Szabo
ibid

2. Szabo
ibid ‘

Z. .Szabo
ibid

o

Z. Szabo
ibid

2. Szabo
ibid

2. Szabo
ibid

Lake Decelles

. Fhoto by M.

»

Z. Szabo
ibid

Sznak
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20) Notice the simple line-
treatment ©f thée rocks on

shore, and the darkness of the
water. Why is it dark? Simply,
the rapids ¢an be shown easier
that way. ’

21) A little refreshing your
memory: foreground, middle
ground, and far distance.
22) Mountains are always
helpful to indicate waterways.
And remember, the further they
are- they look smaller and

lighter.

23) Animals and trees are large
in the foreground, the river is
dark. A good sketch.

——

24) This camp is guiet, because

-0f the driving rain - indicated

by a few diagonal lines.

25) End Slide

- Y

Floa€ Trip
F., Lee Jacgues

13

Student drawing

Z. Szakd
ibid

Cariboo Herd

F. Lee Jacques -
ivid

Camp in- Rain

F. Lee Jacques
ibid

Drawing Unit 5
Rivers and Lakes

el 6 o kg 3 TR AE A n
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Teacher's Guide (to |

)

~

' CANOE TOPIC .DRAWING INSTRUCTION

PART TWO ™~

"8 CRIPY AND SLIDE INDEZX

21

Drawing Units: 6) Human Fighre: Legs®and Arms
7) Perspective ~
. P >
~ $8) Animals
»'9) Human Figure: In Action -

N \ 10) Composition ) " . ' T

-y

- The following program was designed
as the production part of an M. A.
thesis Edheational Technology.

S MICHAZL SZNAK , ( . Ny

' Concordia U ' S

. - 1980 | o
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o A Note to the User of the Ten Drawihg Unid¥

~

The slide program of approximately 25 slide2 before
each of th; ten drawing sessions were selected with one
objective in mind; to famlliarlze students with the
shapes of the drawzng ﬁqplcs at“hand “

The script servés only as a guideline. Your "live"
commentary, calling attention to particular shapeé of .
the topic can be mo;,i effeqti‘vély used by asking questions
in order to'encouraée greater ipvolvament. This method
reinforces active viewing-gbservation instead of letting

. ¢
your students regress into a passive audience role, that

~happened to the author's audience Jhen at the beginning

tape portion was used with the Drawing Units. Using

running commentary throughout the experiment, statistical

findings indicated improved drawing skill, and higher
evaluational scores.by those students (experimental
grougs) exposed to the program, as compared to those
(control groups) students who have not received the
treatment. Report of method and statlstxcal findings of
the experlment can be found in the Master Thesis Section
atethe Library of Concord;a University, under the name
of the author.

The Drawing Units ‘were not designed for beginners in

Z art instruction, and its application assumes some’deéree

*

-

£

.

~
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- ‘ . of E:Eic drawing sk%ll bx;}@e pAfticipants. Studeﬂts,

, " who ?articipated in ég}s experiment with the author, have
‘ - already spent considerable amount of time on developing

‘ - drawing skill preceding the experiment. Therefore, any-

one wisﬁing to°duplicateg§?e experimggt wéﬁiq be adGised

to prepare his/her students by deykloping some measure

]

, of basic drawing skill-before hand. . *
. J : . ,
. There should be approximately fiveé minutes time

b

> ‘ allpwéd{for each ?reéegtation~-onthe?average thirty word;
| . per sliae——before_ggﬁh practice sessions. The stress is
¢ . - not so much on technically &nd~aestheticaily_perfect
_narration, but car;}ulyguiding of the studenfs"étﬁention,
to the objects that are the.E?pic(of“fge session. Students
R ' must really see‘these objects, not jﬁs&iépoking at them.

Their vistal retention of these objects is the most im~ "
of Y

-~

‘Portant asset for successful Srawing! ~
In closing, the author of this program suggests that
.~ the user should privately view the slides and read ﬁge

script before showing them to the students. And as it
% V-
* ."‘was mentioned earlier, this script is only a guideline;

. the user is Ethhraagg to substitute his/her own words,

& »

-
and perhaps re-write the script in order to atfgin the
.- " desired objectives. . ..’ .

N 3 .

* Wishing you a successfully-cfeative éxﬁeiimentﬁ

SEE e

—

‘ﬁﬁ,. y ‘ © -+ | " Michael Sznak
o ‘ ‘ ~Author

. s~ v : W
- LY ‘ LN ) ’ ’ N’

P 2 T TR
-




B c R TR NE P

s g W T

~

55 . ¥

DRAWING UNIT 6

Legs and Arms

SCRIPT \

TIME: 5 minuté€s

 NARRATOR:
. - N
1) Title Slide i
3 - - ‘ ‘

-

2) Anatomically the Human
"hand is a complex of muscles,
bones and nerves.

3) However, the artist &n
draw a lot less detailed hands...

)

" 4) .J..such as these...
’5) ...QI theﬁe...

6) IHere are some basic lines
for drawing hands. Look™at them
carefully. ]

7) Legs seem to be easier to
draw. Like this camper pumping
air into his mattress. .

8) However, anatomically the
leg is just as complex as the
hand and arm.

9) BHere are some simplified
drawings of legs.

10) Basically, the foot is
triangular shaped and legs are
always tapering.

v

L
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INREX OF SLIDES

e

Drawing Unit 6:
Legs and Arms

Anatomy of Hand from
Dyn ¢ Anato by

Bu Hoger

(Watson G. Publication,
New York, 1975).

Most of the following
slides ‘are from A.
yZaidenberg's Anyone
Can Draw! j

o eday & Co.,
New York, 1939) -
ibid
ibid

ibiad
Photo by M. Sznak

B. Hogarth.
ibia

A. Zaidenberg
ibid

ibid




v/

, *11) Look at these drawings, and ibid . .
try to memdrize the triangularity
of the foot and the tapering of
leg and thigh.

12) Drawing the foot begins on ibia .
4/ the upper left drawing, later on
y adding ankle bones and toes. - ‘

s 13) Here the triangular guide- ibid
line of the foot is emphasized.

!
L 14) And here the guidelines » ibid
0 were removed. K .
e g
15) Another series with 'some ibid
shading added.

16) Using his arms for eating, Photo by M. . Sznpk
this sitting. camper would not ’

be too difficult to draw. Let ' .
your eye mcve around his contour

as your pencil would nmove on the - .

paper. 2

¢ 17) Ba¥e arms are also cha- . ibia e o E
racterisgically tapering. \

. 18) - Here are more arms first ibid
g. in outline, second detailed,

. ) and -third shaded. gf“'
‘ 19) Some simple, exaggerated ibid . .

shading sample shown here. -

L R e

" 20) The same drawing in pre- ibia A
liminary sketch.

21) Notice the shading of thd ibig .
s - shoulder muscles, of biceps. ‘
and of the léwer arms.

N
H
%
3
%
k
3
-
3
i
H
1

22) 8Simplifi&d arm-drawings. ibid )
Notice that biceps showing - ' - .
orily when the arm is bent. ‘ '

23)' When. you are. sketching, Student drawing -
first do a guick gesture S
drawin'gc ' ’

g,

A T . w

at
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24) After seeing how simple
it.is, could you draw this
camper? Notice the tapering
0f legs and forearm.

v

LN
25) End Slide

@
_ —— ~ L
‘ \
»
-
A
~ i

M

SR UL
Photo hy M. éznak 5
* |

Drawing Unit 6

Legs arnd Arms

&




R O U

+
1
i
r
2
+
$

DRAWING UNIT 7

Perspective

SCRIPT
TIME: 5 minutes
NARRATOR :

1) Perspective is an illusion
of three-—dimensionality, created
by the artist on a two-dimen-
sional surface. '

2) Look at this sketch.

Notice that Mackenzie and his
three men in the foreground

are large, the tent and canoe
+in middle ground are smaller

and the arctic waste forming the
far distance. The artist created
perspective.

3) Same arrangement exists here;
Champlain at Georgian Bay

4) And here the artist applies
vhat we call "atmospheric per-
spective”. Not chly each of the
canoes di ffer in size, but each
is a little less clear, faded out
by moisture in the air.

S) Another example of "atmospheric
perspective". On this case it is
fog.

6) Compressed perspective
dominates here. |

(B

* 7) The cance is a long object, so

it is to be placed in middle~ground,
"while the foreground is taken up
nicely by lily-pads and reed:

. 148

.
INDEX OF SLIDES ..

Foster Books, #83
The Sea in Action

Canada's Past in Pictures

C. W, Jetferys
(The Ryerson Press,
Toronto, 1934)

C.W., Jeffexrys
ibid )

Lewis and Clarke on the
Lower Columbia
C.M. Russe

Canoes in Fog by F.A.
Hopkins
Public Archivesof Canada -

C.¥. Jefferys

e

Groseliers on the

F. Remington

L




B) Each tepee is 2 little
smaller, going from large

to ‘'small — thus perspective
is created. Notice the shape
of the canoces on shore.

9) Same' in this painting.
The diminishing size of tents,
people and shore line give
perspective.

10) Ancther example of foreground,
middleground and far-background
with atmospheric perspective. F

11) View from a moving car.
The seemingly narrowing road
and the seemingly smaller trees
create the perspective. \’I’his
is how the driver sees it; 4
the viewer is in the driver’

seat . S

R .
12) Thif view from a kayak also
emphasizes perspective nicely.

13) And so is in this photo;
rocks for foreground, rapids
middle, and shoreline background.

14) Mark of a good composition.
The tree branch hanging in at the
top further emphasizes perspective
and depth.

15) Again and again, note the care-
ful composition here with detailed
foreground.

16) What creates perspective
here?

17) Notice the simple linear
treatment of the sky and the
path of meconlight creating long
perspective.

.

End of a Successful Hunt
T.M., Marxtin
%

An Indian Encampment on
Lake Huroen
Paul Kane

Cances Passing .
F.E. Schoonover

Photo by M, Sznak

Photo by M. Sznak

Photo by M. Sznak-

Title slide for "A Vessal
of Art: The Canadlan Canoe

-

Illustration by L. Kouba

from §. QOlson’s book, -
Reflections from the Ncrth
COuntgz . . .
(A.A. Knopf, New. York, 1976)

L. Kouba
ibid -

L. Kouba
ibid
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»
18) From now on when you look Landscape Painting in
at pictures - or drawing ocne - Water Color
always be conscious of per- 2. Szabo
spective. What emphasizes ibid
perspe%ve here? ’
13) Nice perspective. Could "Indians Heading North"
you tell whether these trappers Illustration by H.B: Kane
are heading north or south? . from J.J. Rowlands
Cache Lake Country
(W.W. Norton Co. Inc.
New York, 1959)
20) Sketch of a portagewith H.B. Kane
good perspective. ~ibid
21) The artist looks down from H.B. Kané
a hill +top, :creating an "aerial ibid
r « Perspective .
22) Name the cbjects occupying H.B. Kane !
fore~, middle~-, and background ibid .
. here.
23) One more rule you should Foster Books #83 . ,
remember: the vanishing point The Sea in Action i
. is always on the horg.dzon. ‘
24) Beginning of a sketch with’ 2. Szabo
sharp perspective... ibid
25) ...and more detail added. 2. Szabo
X ibid
. 26) What do you think, how F. Lee Jacques
y successful would be this drawing ibid
: without the foreground tree? .
: 27) End $lide Drawing Unit 7
i Perspective

7
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DRAWING UNIT 8 ;‘
Animals
l .
SCRIPT ' INDEX OF SLIDES é@hh J
TIME: 5 minutes . .
NARRATOR: 1
1) Title Slide Drawing Unit 8: °
Animals T ¥
2) There are two animals on " P.R. Goodwin, "Unexpected
this painting; the husky dog Game" from the Great f
and a mocse. Good outdoor American Shooting Prints
drawing necessitates that you {A.A. Knopf, NY, 1972)

should learn to draw animals. _ ( %

3) Here is a moose in side "The Mocse" from J. O'
view. He is ugly out of his - Connor's, The Big Game
forest elements... Lt Animals of North America
’ ﬁtpc Dutton—E'O- 4 NY, 1965) F',.\,',"
4) ...but he is graceful in C. Rungins '
his own environment. Could "Moose Hunters in Cance"
you draw hin? Look at his . from The Great American
outlines. But really look a Shooting Prints
all arcund his contours. )y’“‘ ibid
;,5) Here is a young bull g Moose '
drinking. His antlers are Photo
still in velvety stage. Photo by M. Sznak
Notice his characteristic .
noseline. ' .
! -
6) 1In this side view you J. 0'Connor's
can add two more shape cha- ibid

racteristics of the moose.
One is the hump on his back,
the other is the beard-like
pouch hanging under his neck.

7) Let us do a simplified Student drawing after
drawing of a female moose that " Foster Book, #12
has no antlers. First the oval _How to Draw Animals

chest cavity, backline with the
hump. .. \ y,
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8) ...then we add the head and
legs... : -~

9) ...a little more details.,..
“
10) ...shading and voilal;

A grazing female moose!l

11) Believe it or not, this will
be an elk.

12) Straight lines give an out-
line, head is a triangle...

IBL ...add toiit the antlers and
round out the chest...

14) ...finally round out the
entire animal and add shading.

15) Aren‘t they cute? Two

bear cubs are licking up ants
from a dead tree. Bears are not
too difficult to draw.

16) Here is an artist's ren-
dering an Alaskan Brown Bear.

17) Let us draw a baaﬂrzow.
Starting again with the oval
chest cavity...

18) ... Squarish head and paws...

19) nose and eyes, furry
back.}n

20) ...and finally a little

‘shading, rounded up outline,

claws - then you can sign your
name under it. Have you me-
morized the outlines? Looklat

it carefully for ten more seconds.

21) Here is/a bull moose, with
a good outline of his enormous
antlers.

152
ibid

ibid ~

ibid .
Student drawing
ibid

ibid
«

ibid
ibid

Photo by M. Sznak

O'Connor's
ibid

Student drawing
ibid

A. Orbaan from B. Ferrier's
God's River Country

: (Prentice Hall iInc.,

New York, 1956)

7\
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22) Now, we draw a bull moose
together starting with chest
cavity again...

23) ...then the legs and the
brick-shaped head... )

24) ...eyes and antlers...

25) ...rounded out form and
shading. Look at the outlines
and try to retain its shape in
your memory .

6) A close-up of textural lines
of moose. Notice that lines are
curving around the muscles.

27) End Slide

!

153

Student
ibid

-

ibid

ibid
ibid

£

v

A. Orbaan-
ibidg

Drawing Unit 8
Animals

)
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DRAWING UNIT 9

Human Figure in Action

SCRIPT ' INDEX OF SLIDES

Pl

TI)EE: 5 minutes

NARRATOR:
. 1) Title Slide Drawing Unit 9:
. Action
Y
N 2) Sitting, immobile humap Sitting figures from
S figures are relatively easily A. lLeidenberg's
drawn. ) . Anyone Can Draw!
. ' 3 ibid
3) The human figure in action, | hE . ibid
- that is in movement, requires s
good observation and under- \
standing of human anatomy.
4) Walking is a series of ' i}id
movements where the figure
, departs from the vertical
’ ‘ position, then regainms it
. ' again. . ’
;
) » 5) Here is a running figure B. Hogert
’ ' with arrows showing its dynamic Dynamic A.natoxg
; action.- ibid .
: 6) Anyone can draw match=- ibid -
! stick figures. This is the best '
way to capture a pose. Actually, ' ‘

i the sticks are the simplified
; drawing of the bones.-

7) Notice how the moving (dancing) ibid
» . figure depart from the vertical line.

8) Vertical line in standing, and ibid
departure from the vertical at bendmg.

. 9) The arms try to ‘maintain ibid
Palﬁ\ce in walking.




+

10) Here is a simple outline
of a man paddling a canocer

11) On this Hungarian Olympic
stamp a kayak paddler is shown
in action.

12) The silhouette is the
easiest way to learn drawing.
Let your eyes travel around the
canoe and its two paddlers.

13) The portage of a canoce is
a simple drawing of a person
walking, while both arms are
holding the canoe.

’

—

14) The boatbuilder is having
a rest, inaction is depicted.
Hopefully you can recognize
that the boat being built is

a canoe? A

v
15) A gquick, on-the-spot sketch
of a canoemen near campfire.
Simple outlines of fijgures.

16) The two paddlers are
maneuvering their craft in
whitewater. Notice how far
the bowman reaches out in order
to steer the craft.

~

17) And here is a kayak

paddler making a guick turn in
whitewater by pulling in towards’
the boat. <Lould you draw a stick
figure in this position? Soon
you will!

18) The“following seven slides
Showing canceing techniques.

What you should really watch

19) here is the human figure in

20) action. Think of our stickman.
21) And...you will draw a canoe

22) action sketch after the last

AT 155

From Wilderness Canada
Ed by B. Spears
McClarke Irwin Co. Ltd.,
Toronto, 1970)

Stamp

Teacher's Guide Design

]

F. Lee Jacques

From Olson's Listening ]
Point

(A.E. XKnopf, New York,
1958)

G.S. Fichter
How to Build an Indlan
Canoe

F.A. Hopkins
fCanoeman Camping"
Public Archives of
Canada

Cover photo from The
Complete Wilderness
PaggIer by J.W. Davidson
and J. Rugge

(A.A. Rnopf, NY, 1876)

Cover photo ‘from -
J. Evans' book Kayakin
(The S. Greene Press,
Brattleboro, Vermont,
1975)

The following seven slides
are illustrations by G. Allen,
from The Complete Wilderness
Paddler

ivid

il Bl e s m e Bkt sl e o ¢




23) slides, so, try to retain
24) the figures in your memory.
(Show each slides for about 10
sec.)

25) The End Slide

e

Drawing Unit 9
Action -
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DRAWING UNIT 10

Composition

. SCRIPT

TIME: 'S5 minutes

NARRATOR:
1) Title Slide

o

2) A pleasifg art work™ not
just happens. The voyageurs'
canoe passing not just rocks,
but a2 small waterfalls. The
cance is reflected in the water,
and one of the canceiaks is
picking waterlily forthe lady
passenger. It is a good com-
posgition.

3) The Indians grouped around
a chlgf and __the canoe-traffic
again reveal a careful com-
position,

4) Lock at the careful
grouping of people on the
shore, balanced by Indians with
their cances in the water.

5) Here is a simple plan that
you should keep in mind, when
you do an outdocr sketch: fore-
ground, middle and far-distange
background that is
the sky.

6) The artist must "edit" hi
subject. It is a good method
QQ use both ds as a frame -

as you see it here, - and moving
it until the compasition looks
"just right".

4

157

INDEX OF SLIDES

3

Drawing Unit 10:
Composition

o kamen

"Canoe Manned by Voyageurs"

F.A. Hopkins

(Public Archives of Canada)

-

"Indians Visiting Fort .

. Charles, 1670"

Artist Unknown

Rex Woods

" "Champlain and Brulct

at lake Huron"
Confederation Life

Collection

'Student drawing

A

Student drawing
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7 ftef you "framed" in, so to.
speak the area you will be sketching;
drawwin the outlines. This view

_-of the sea™s nic&ly framed by the
" overhahging rock. Y%

‘ ‘8) Next comes the shiding in.
You shoudeuse the eraser for the
-foaﬂ of the surf, or whitewater.

.

T 9) \Although we wiil %o; be-usiﬁg
paint today, see how ‘the artist
used blues and:greenS‘fbrst...

, . 10) Warmer colors and tﬂve
was painted next. Remember,
you always begin with the

: background first, endihg with

. . the foreground when you de. the

’“ details.

11) . The findl painting with high-
lights and lighter colors were
. _ added. A good composition, don'%.
X you think so?

12) A.Y. Jackson was one of the
most productive Canadian artists
of outdoor_scenes. Here is his
composition of a driftwood pile
‘ at Great S}awe Lake.
13) Here is another sketch by
, , Jackson. Note the careful
v composition of foreground,
' middle-distance, and far back-
. . ' ground that includes Canada
(:k - geese in fliggt. There 'were
St - words in the“drawing inseribing
‘ the colors for later paintifg.

‘. . 14) \An old barn and root fence o f
. sketch by Jackson. Note that
these sketches have a freshness
¢+ and“not a slick over-wor¥Xed finish.

.15)
Jackson at Georgian Bay.

Here ig another sketch of
Good

' : quick,_energgtic‘use of charcpal.

' i o\ \

'g‘

[

’:k Id ’, o~ /\\

\ ibid
e\?*g

composition, with a feeling of R

._,““__"_Pw,ﬂw”;-ts.* -
& c
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The following five slides~
from Foster oks #83
The Sea in Action

L]

ibid

ibid

ibid

A. ¥, Jackson's sketches
from A.Y.'s Canada by A.
Jackson Groves)

(Clarke I. & Co.,
Toronto, 1968)

ibid ‘ )
7 6 -

ibid o

¥
[}

éhibid

;o
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16) A quick, outligztgﬁetch

by another artist...
17) ...and shading added by a gray
wash.

5

;18) Now, before you begin your
final composition, you will
see seven more compositions -
without any comment. Observe
these sketches, then you will
draw a composition which should
include an outdcocor scene with
canoce (s), at least one human
figure, animals, rocks, etc.
You c¢an use any or all the
elements of your previous
practxce sessions.

19),(Give about 10 seconds
20) of silence showing for
21l) each of the /next six

o

22) slides) - .
23) )
- 24) o 7

Y

'25) - Now, pick up your pencil
angd the next 45 ‘minutes do-
your final composition. I
hope you will, enjoy your- .
drawing - and wishing you
pleasant creativity.

el

159

2. 8§ abo n
Landscape,Palntlng in

Watercolor
TWatson-Guptil Publica-
tion, New York, 1976)
ibid

F. Lee Jacgues
Sketches fxdm S. Olson's
book, Listening Point

- (A.A. Knopf, New York,

1958)

~ -4

!

F. Lee Jacques (6 slldes)
ibid

v

s

RS

End Slide

_Drawing Unit 10
Co@position .
‘ (8
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- SAMPLE DRAWINGS
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RATING SCALE .
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APPENDIX D
/ : !
RATING SCALE ‘ . v

, For the evaluation of:

"The Effect of Slide-Tape Learnlng
Experiences of the Outdoor-Life
Content Drawings of Ninth and : /
Tenth Grade Students Enrolled in
Studies of Art. Efperimental
Study." ?

L

- .
Since the drawings of students will be evaluated by art
specialists, the Rating Scale criteria are described briefly,

‘ according to the standard "Elements of Design" and those of

| ' the "besign Principles".

| g .

Marks to be assigned,@nder each criterion are one to four;'the

minimum of 1 point and mqfimum of 4 points.

1. LINE . \\
N

. Confident and sensitive handling of the pencil medium ~
. should be the criteria for evaluation under this heading.
Does the student show conﬁidence and sensitivity in his
) line drawing; or his rendering undecided, err?txc and -
‘ ' careless? A ¥

-

" 2. SHAPE & CENTER OF INTEREST

N

- ‘Confident rendering of completed shapes 1d be looked:
ﬁf for, higher value, and for the placement f the human
figure and thé canoe as ‘the center of Anterest (egghasis)
of the composition.

! e L4
d
‘

3. TEXTURE & VALﬁs 7

Sensitivity to the textural rendekang of the natural
environment and those 'of:man-made oblecta depicted should
be the base for evaluation here. (Example- bark- of .trees,
grass, clothing, etc.). _ : .

s, "8

The drawing should include an acceptable degrqp/of
shading (however, considering the short time given,for -
each raw1ng, expectatlon should be rather mSderate).

R
-

¢
.3

o
M
@
)
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B 4. SPACE & PERSPECTIVE , -
« Evaluation ould be focused on the effective use of
’ the availablé\compositional space and on the natural-—
istic creation of the 1llusion of depth in the drawing. .
? .
5. BALANCE & UNITY ; : 8 '
V.
Coherent cfeation of a balanced compositional' unity
should be looked for. A composition-that is attrac-
tively natur@listic, where things seem to "belong".
~~ o .
2 S~
- ~

Interpretation of subject objectives should be measured
here. Has the student included all or most of the
. . objectives (listed under separate cover) that his. -

} .
R 6. DETAIL & CONTRAST
1 S

|

|

]

’ instructions asked him ¢o render? ’

. ' <
; / ~ Innovative addition of objects and any extra detafl
. ‘ should be rewarded. . I

: . Finally, are the elements effectively contrasted,

1 adding life and spark to the to¥ality of the compositior?
/ .

: - '

¥ - ~

?w ° ¥ [ ™ * < -

3 . ' d » -

H ¥ ' ~

L . 4. 4
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NOTE TO JUDGES OF ART WORKS - e

«

PURPOSE: ‘ You are asked to carry out one of the most
important phase of an art educational ex-
periment, attempting to measure the effect

" of slide-tape learning experiemnstes of high
school students, namely, whether those ex-
periences would increase to some measure
their drawing ability.

METHOD: There were four groups of 76 students all
A together participating in the experiment:

s Two Art 31 clas‘sas,a 2 tudents ‘.
eth, total of 40; and

’ ’ ¢ Two Art g classes, 18 students ' ’
N - each, total of 36 students.

. : ?The students were egually divided into

' experimental (2x) and control (2x) groups.

To the experimental groups, 25 -topically

related slides were shown (approximately
-~ ~ 5 minutes each) just before .each drawing *

‘ session, but not for the control groups.

However, all groups had the same okfjéc-

tives and received identicalgelackboard

* +illu tion and verbal instruction.
«. The experipent began with a Pre—Test,
/ ; . -followed by ten Drawing Sessions, and a

Post Test. The duratibn’ of each drawing
session ~was one classroom’ period.

AR

. PRACTICE: I will.ask you to do a brief practice session
- . with me using one set of drawings (this will
- ‘ ’ not be used for program measurements) for
.discussion of criteria and practice in the
- : use of the "Rating Scale”

. : ) &K
- RATING SCALE: In accordance with the attached Rating Scale,
: the evaluation of a drawing will produce a

: ° . numericgl score with a lower limit of one

i , ) point and a maximum limit of twenty-four'(24)
\ points. There are Bix criteria to be judged.

W
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PROCEDURE :
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4

"There are twelve drawings by each student,

totdlling approximately 900 drawings. You
will be uging a separate Scoring Sheet for
each drawing.  First write the student's
code number (black marker on the left
upper corner of their drawings) and the
unit number (red marker on the right upper
corner) , then proceed with.the evaluation.

’

%
In order to speed up procedures, simply circle

the ‘numeric¢al score you award, and initial
each sheet. / )

Thank you for volunteering for this evaluation.

.

N -,

wwiK, ~ MICHAEL SZNAX
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[;[ o : | 1<
ONIT NO.. " CODE WO.

Yy

EVALUATION SHEET

] -
For "The Effect of Slide-Tape
Learning Experlences on Cance Topile
Drawings by Hligh School Students <«
Enrolled in Regular Art Classes." ‘

An experimental study by
Michael Sznak st Lachine High School,
Lachine, Québvec.

Pa it

' EVALUATION OF DRAWING. ACCORDING TO THE RATING SCALE
1. DINE .o.ovevi@uyennne, e 2 B) W '

2, SHAPE & EMPHASIS ..... 1 2 3 '@b
/ 3. TEXTURE & VALUE ...... 1 B 3 4

4. SPACE & -PERSPECTIVE .. 1 2 B 4

5. BALANCE & UNITY Cevans 2aog v

6. DETAIL & CONTRAST .... 1 )_3” & .

~

TOTAL POINTS

" EVALUATED BY: - m\/\’

. /

Montreal, 1980 April 16 jc o
. /T o

. . 3

%
. . . .
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