A

- ¥ N
THE EFFECT OF ART EXPERIENCE IN-DETERMINING
CHILDREN'S DEPENDENCE ON CONCREfE-VISUAL

-~

STIMULI -FOR IMAGE-MAKING . * .

. 4 LY <
‘_ ’
- David L. Paterson
oL : - °
« A Thesis v ¢
- s . . .
. "n.

The Faéulty
> of
Fine Arts

¥

<
+

Presented in Partial Fulfillment of. the Reauirements

<

for the déegree of-Master of Arts in Art Education

Concordia UnPersity _ :

' : ﬁ. . Montréal, Québec, Canada
¢

dJune 1982

r ‘ >

]
@DDavid Love Paterson




i

-

u

W

*

B R

STl ABSTRACT L

THE EFFECT. OF ART EXPERIENCE IN DETERNINING CHILDREN'S
DEPENDENCE ON- CON(‘RETE VISUAL STIMULI FOR IHAGE-MAKING

" , S ',. : " - -
Dawvid L. Paterson

i

t

¥ o 4 . . . 1
r . “"\

Art educators generally accept that children express the1r view

_‘ of‘thetwoﬂd through the images they create. Past research suggests

two things: | ‘ ﬁ'rst'l ¥, that image-making skills contribute to the

¥

: deve]opment of conceptua] abilities and secondly, that. restr1ct1ng

OpportumtIeS for expresswn which requ1re these skﬂ]s hinders this

r

" development.

Th'e thesis proposes 'that, when this happens, a dependehce on

other k:oncrete images interposed between the imaging process and the

L4

. 1mage -created by the child occurs. Groups of students 10 and 1] years

0ld ‘and 13 and 14 years old from two différent schools (classified
as ejther "regular" or "art-based") were asked to-make images based
on 'four different stimuli: a still-life, a phoj:ograph of that still-
‘life, a poem describing a landscapet and' a film of a landscape. The

study suggests that _there s a greater dependence on concrete visual

stimuli among studénts m the regular programne than among those in

oy

the art- based programme, part1cu1ar1y among 10 and 11 years old. It

further suggest; that 13 and 14 year-olds rely on this type of st1mu11’_

‘more than do the 10 and 11 year-olds. This is evident among students

from both the régular_and the art-based programmes. .The thesis exam-

ines these phenomena in the context of-current educational practice.
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S "~ INTRODUCT ION
In recent year§\, [ have become concerned by an apoarent
deterigration of the capac1 ty of students to create: images drawn

di rectly from then‘ experience. This seemed to apply equally to
t‘heir erience ofh events, and .to their appreciatipn of" the
appearance of\ the wor]d around them. In considering this state of
affairs, my 1n1t1a1 mchnatmn was to reflect on mv own att1tudes

" and approaches to Feach;n‘g. I have been involved in art education
for man'y years, a ’Ia»rge‘number of them in the same school. It was
certainly fair to assume that a differ:ent. generation of students
would bring fhanges in their attitudes‘to school and to H"fe! changes
that wehe ant,eclhoed‘ in my teaching. v

1

However, this would not explain the generally diverse . .

‘x

difficulties which many of. my students encountered in school. It -

was thisufact', heightened by the effect of char\ges in the/z{:ﬁom

-

v

system, which convinced me that,somethi’? more was amiss than the

need 'to reappraise my personal stance./ I became convinced that there

was a link between the diffi c\u1t1es demonstrated by my students and
the raguction in the amount and quality of art being taught in
schools because of altered priorities. Furthermore, I was conscious
of being part of a society in which the proliferation of images,
created b"y‘ a widespread medid industr_y, cont'inued( ap;ace and which had
become an 1nev1tab]e 1nf1uence on our perception of the world. This

imagery continues to constitute an 1mportant feature of the experience

of our students. { : o ’

»
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- However, the ;hesis does not investigate these influences
. . ' ) .
directly but discusses them briefly in the following section, I

| -

. assume that this influence is important and go on to develop thg_
argument that itcoincideswith a period when dpportunities for art

| ex‘perience"iﬁ schoois are di;m'm'shing. During this period,
educational policy haé removed art specialists from elementary
schools, ° Thé"effect; in the high schools has been more subtle but
shrinking enrollment allied with the exigencies of new wbrkloqu
has made the viability of art Drogrammés extremelyltenuoas). This
dimiriishingtrme of art in education, .therefore, cointided with the
difficu]t}ies I had observed in the working attitudes of my é;tudentsi.

In examir!ir{g this situation, I describe the’educationa] milieu

in which we ‘fur‘1ct1'on and suggest that we may'ﬁ'nd within it the
causes of a.specific pr‘olﬁem, i.e. that chi]d;*en, in being‘ denied

~

pman adequate art experience in schod],' Tose the ability to make

images directdy and, as a regult, may display inhibited development .

of conceptual skills. This hypothesis reflects the notion tha;

art, as ﬁart of the.school prograﬁme, helps free the individual from
* a dependence on concrete or pre-formed visual stimuli. The '
opportunity for thé development of those visual skills associated
with artistic eg(preésion contributes to the refinement, 'therefore,
of conceptda]. abilities which enable each of us: to process our view
of the world into images - mental and othe’rwise - which are crucial

to a ctear understanding of the world and our function within it.

If this conception is indeed accomp’iished through the medium of

s
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images, then a deterjoration of t:he capacity to f;erulate these
for ourselves. bec;mes a serious hz{ndiba,ﬂ and, perhaps, an open Ce
“invitation to exﬁ]oitation. ,In‘other words, visual perception, ‘
whether used in making or readi;\g imagés, is an i?nportant Tink "L
’-bet\'neen man and his understanding of his environment.

~Arteshould therefore be'considéred as a basic component of the

—
[

curriculum. It deals not only with the application and mam‘pulation.
of a set of artistic elements but also with the development of thtl)se ’
"qualitative discriminations required'by ani Jndividual to interact
actively, effect‘ive]y, and sensitively with his fellow man and with

his environment". (Roosevelt, 1977, p.2)

L‘ .-To investigate this problem, I devised a sﬁeries of four tasks

.standard curriculum; more art was offered than can be said to be

where students were expected to make a drawi ng or a painting. The

. \ R

stimuli for this work were designed to test the students' abilitiés -

to work from real objects, ready-made images, and a verbal -,
description..- The studen.ts .who pa_rticipated came from schools in

lwhich the art programme could be described as "régu]ar" or "art-

based". The regulér programme was considered to be -typiﬂca] of that
existing in ’most elementary and high schools in the Montrgal system,

The art-based situation was chosen sri nce it. represented an attempt

to integrate increased opportunities for art experience into the
. 4

‘ . P} LY
typical. Further details aBput both school situations my be found

in Appendix A, . ' -

st e
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" w The students sgiected in both case$™were 10 and lﬁ.yéar-o1ds

BRTY

énd 13 and 14 year olds. The-four tasks were as follows:

1)
13

- 1) a drawing of a still-life -, o L]
2) a drawing from a phofograph of that sti1f—]ifé
3) a painting of a landscape from a descr1pt1ve poem
4) a painting’of a landscape from having seen a prOJecfed

Film of it ,
J In»degigning th?g project, I anticipated that students from tﬁe
‘aﬁt-ba§ed programme‘kould respond more favourably than those from tHe
regular programme to those tasks which did not involve the 1nter- ‘
mediate or ready- made image, i.e. the drawyng from the real still-life i
and the pa1nt1ng from the descr1pt1on of the landscapg. )
I would like at this point to éxamine brigfiy the;two factors
identified in the introduction as béiﬁg_the principal causes for the
diff{culties'which concern me,

The impact of the visual envi ronment on_ .image-making

’ : Contemporary man has been described by McLuhan (1965) as being
vulnerable not onl} t67radibactive fallout but also to "media fallout."
A major character1st1c of this "fallout" has been the pro]1ferat1on of
visual imagery descr1bed ear11er Not’ only dg we live in a "media
cu]tu;e 's 1t has become, Very‘1arge1 , @ "nediated" cuTturé.

| ! Now is the first 'sof tware ' ‘generat'ion‘. The
T.V. youngsters are the first to be divorced
from ;he.o1d qomﬁnant hardware of books and
N maé;ines. This generation was baby-sat by

T.V. They watched it from their pléypens.

P
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Grey at three.\they had seen the gamut

23S

’

of adult violence and confusion in every
part of the world. . At the age of six,
- ] ] - confronted by the old schoolhousg hardware

.of texts and tests: 'See Digck run, see.
) .

. » ‘
Jane jump,...', it dropped out. (McLuhan,

- , . 1970 p. 64)+ S e ‘ .
. : y :
‘ A McLuhan descwes our cu1ture m terms of the slogans wmch have come.

to dominate it! The chﬂdren of the T.V. age therefore become
Co "Spock S Spooks" in his eyes and whﬂe throGgh our own we may f1nd

it difficult to, recognise ‘them as bemg the ch1]dren we teach, we
L

° N cannot fail to comprehend the metaphor %e mtends

Postmam suggests a correlation between the effects of what he '

calls the "te]ev1s1on curriculum’ and the dejhne in literacy of our
students. He argues that "its imager:y is fast, moving, concreteﬁ
d‘iscontinuous a]ogicél not conceptua] prqcessmg" (1979, p. 75)

His response is to emphas1se the prommence of Ianguage edugation

3

it I‘ ~ since he sees it as thé principal means of countem ng the "hidden
curriculum" of television and the media. For Postman, the instant-
aneous nature of the electronic information descmbed above contrasts
- w1th the "slow-moving, hi erarchxca1 , -logical, and contmuous nature ‘

of the written and spoken word --"the image - conci‘ete,, unique,
nonparaphrasable - versus the word - abstract, conceptuah

translatable" (1979, p.55)." A

‘ s s
‘b : : & - . v, - . ?
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Postrpﬁn is undoubtedly correct in statihg that there is a

difference between digital and aria]ogica] processing. However, it

is the interdction between the two that creates an optir'num potential;

' the wholé is greater than the sum of the parts, a condition seldom

considered 1'; todey's schools: t'ihile McLuhan and Postman differ
w1de1y in the perspectwe from which they 1nterpret the effects of
commumcatmns mecha, they agree that the accessibility of its
imagery has had and will continue to have a profound influence on our
culture. When considering Postman's attitude, we sense that he |
believes that the starenhth -of an image lies in its powers of

imposition. The word, onh the other hand relies- on exposition "fgr
' ' ]

'its effectiveness. Somehow, .implicit in this belief is the conv&iction

.

that the former is bad arid the latter good, presumably because the
/

profusion of visual imagery pre—empts the need for ef’fective verbal-

'commhnication. McLuhan would agree w1th ‘the latter part of the

previous sentence. His obseiqvatwns stress that the 1magery of the

- @ ‘ ¢

media to which I have referred has supplanted words as a means of
teaching and, perhaps, also as a meaﬁs of 1ea’r'm'ng for today's

student.s, certain]} beyond the immediate sphere of the classroom.
If this is so, then, in a situation where rapid'1y-char'\g1'ng” concrete '
stimuli abound, disorientation is inevitab"le unless a link can be

) R “
mai ntained between the visual experience and the real one.

The School milieu and its treatment of art

In the 1ntroduc/tuﬁ I methned two backgrounds fr'om wh1ch the

Ve
- .

»

subJects involved /1{ th1s study were chosT . These two nnheux are

-
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selected becausehfhe§ represent a contrast: one environment in whic?
the exper1ence of aF% as a day to day activity in schoo]
comparat1ve1y enr1ched and another eﬁb1ronment in whrch the
environment in which the experience of art §§ quite m1n1ﬁh4 Ap—nu
important feature of the Jatter ca%e is that\\t represents the
“normal" situatioh ds it exists in mast Montrea sch9o]s. These %wo‘
situafions offer two\views of’art as a component of gchooling and,
as”such, reflect different educational attitudes and priorities.

1

. A Utopian view of fhe purpose of education would suggest ‘that .
it
..shdu]d...pteserve the,oréanic who1enes§

of man and of his qenta] faculties, so that
as he passes from éhilqhood to manhood, from
sévagery to civilization, he nevertheless -
retains the unity of .consciousness which is
the only source of social’harmony and
individual happiness. (Read, 1954, p.69) \

‘For Read, education an& his definition of the purpose of art are

Q
irrevocably intertwined. However, the technological age in which we

live has produced an expectation for our educational system couched

primarily in technological terms,:and the purposes of art have been_

.seen to lie outgide this domain, Ironically, in an age of increased

leisuﬁé, education remains education for work and the value of
knowledge' 1ies: in its commercial practicé]ity, While Read supports

a definite social purpose for art, it is held.up for us to see as an

_ideal worth striving for. John Kenneth:Galbraith simply points out that
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In the mature corporation, the decisive
factor of production...is the supply of
qualified ta]en:t. .. A complex educational
. - system has come into Being to supp]y‘that
talent...and as qualified manpower has
become img;ort/ént, educatiop now has thé
, greatest solemnity of social \p‘a’mose.
(1968, p.375)
So we are faced with an ideal which may be ‘close to the purpose and
~d1‘rec’cion of our work., However, we cannot fai]‘to recognize its
ec€entric1‘ty in the context of cur:rent educational practice. That
is to say, within the Broposa]s for chaﬁge which havé been made,
there is no clear justification for art.because there is no updér-
standing of jts value for the developing child much beyondl the

-

manipulation of artistic elements ’meyioned in the iptroductiom

Thgrefor{-e, whﬂe.’, as art Eeachers, wé may deplore any c!ﬂution' of "the
role of art in school, we 'are'poweﬂess to affect a reappraisai of the
patterns of the curriculum. - | |

Rudolf Arnheim ascribes the ‘prob]em to the fact that education
has become masSively pre-occupéed wigg concrete events and the

supremacy of language as a path to knowledge. Insisting that it has

* led to a "triumph of blindness in our time", he argues,

o

We are victims of an inveterate tradition
according to which thinking takes place
remote from perceptual experience. Since

the senses are believed to be concerned ,

S vatpo sty i it et vt w1
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wi{h indivjdua]s.'concrete events, they

are limited to collecting the raw material

from experience. It takes "higher" powers .
of the mind to process/the sensory data. - k §

In order to learn from experience the mind

must extract generalitiés from the particulars, } i
and in the realm of the generalities no further
( \ 3

commerce with direct.perception is supposed

to be possible. (Arnheim, 1965, p.2)

8 . '
This statement confirms the greater Bminence being granted to digital ’

processes in which numerical and verbal signs predominate.

Conversely, this’places thoge processes which are more closely

‘related to the senses, the ana]oglcal, in a position of lesser ‘ "‘ﬁ.'u i

1mportance.

Within such an affirmation lies a denial of the capacity ‘

to solve some problems through oblique reference to others, to relate

questions in quite unrelated domains, and to develop modes of o ///

thinking which are lateral rather than sequential. A quite practic

\
incentive to abandon this tack.lies in the realisation that, while ) s

the public treasury of knowledge remains the basic source of materials

for the teacher, .

fn

..he cannot hopée to transfer it bit by-bit
in growing accumulation within the student's
mind.- In c?pduct1ng his teach1ng, he must
rather give up the hope of such simple
tmgnstr, and to strive instead to encourage

individual insight into the meaning and use ’ ‘ .>;

-



| | 0
of public knowledge. (Scheffler, 1965, p.138)
It seems sad to contemplate that, at the present time,:the implementation
of such an apparently straightforward ideal would necessitate for
- most schools some fundamental pﬁdag}ogida],changeo.

’_'o It is probably true to say that, in one form or another,
movements advocatmg educat1ona1 ‘reform are always.with us! For the
greater part, they seem to end in frust‘ration. !n the late nineteen
éixties, some educators sensing that sigoi?icant;_reform was un-
attainable, attacked the very idea of the school. They conc‘:lude'd
that the best path lay in eliminating them altogether. Agreeing

5

) with several other noted theorists, Paul Goodman proposed that there

! shou]d be, for lack of a better word, a process of "de-schooling".

,

» The substance of his argument is well 111ustrated by the titles of
£
some of the literature published: Instead of Education (Ho]t 1977),

Compulsory Miseducation (Goodman, 1972), School is Dead: An Essay

on Alternatives In Education (Reimer, 1971), and The Great Brain '
& Robbery (Paton, 1971). T S 4
. — , } )
o The strength of their argument lies less in any new philosophy

proposed than in the évidence of dissatisfaction that these.authors
hold for the institution we call school. Their criticisms of its

aims and methods can be seen to parallel, although for quit

- different reasons, the popular disquiet with the public schpol system -

and its effeotiveness. A)u'd demands for greater efficiency in the
f. the least

»

teaching of basic knowledge, art education has become one

.

controversial subjects in the éurriculum.’

G o a3
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No school system can survive without & basic

-

’ program that include$ the best e]ementshof\\'

2;7

’ , reading, writihg, and drithmetic. Joo often,

’-‘.J f . *

oy ‘ however, when we think of basics, thog:;appear

o to be the only areas of concern., It T0llows

then that many other curricular areas are !

-
g

v eliminated and a number of other serious issues
are slighted or ignored comp1ete1y?

The return to the basic proponents have ’

found a powerful ally in those groups leading

G

tax-cutting revolts who would have us believe
4

that if we just cut out the frills and develop

’
A RN e B e e S 5 -

~ a bare bones curriculum supported b§ a vigorous

- testing program, we will not only restore

P

confidence in 1e9rning, bu? also get #?&;of
A ~ violence and vandalism, dfﬁg ;buse, and teenage
. pregnancy. (Burk, 1979, p.4)
While it has hardly assuﬁed the+role of scapegoat, our\schoo1
System is sensitive to pub]ic\pressure.and'a gradual but unrelenting
centra]izatidh in educational po]ic§ and its administration has
e taken place. This cgntra]ization has forced the argﬁﬁéﬁts*intgktﬁg,/ﬁaf**’

\\'

political arena where several constituencies vy for®control &f the
legitimate goals of education. Although it represents 1ittle more .
than a narrow re-assertion of traditional imperatives, the back

to basicsmovement is among those which have had an influence in
{

. / (



fostering a reneved accentuation of those aréaS‘in education most °
critically tied to Galbraith's "solemnity of social purpose”. -7

- The cumulative effect is that

‘ \ Most schools give their ﬁ%ﬂﬂ9htg a powerful
\ ‘ ’ and effective ‘aesthetic education: they teach

St 3 2

C . them that interest in the arts is effeminate
Voo - or effete, that study of the arts is a frill, . f
f\ . . o and that music, drt, b?h ty, and sensitivity -
i

a:e specialized phenoméﬁf that bear no
L " relation to any other aspect of the curricula

or of 1ife. (Silberman, 1970, p.183)
\ " Silberman's criticism confines itself to a view of art accepted as
part of the fabric of the schoo]. While no, one wqu1d suggest that
there exists.an overt policy aimed at disparagingwthe arts, in
\ practice existing prerogati?es and the attitudes they fb%ter produce

\ exactly the effect he describes.

Defending the role of art in the curriculum

\ While the work of researchers such as Read (1954), Lowenfeld

\\(1964), and Feldman (1970) stressed the rd&e p1éyed by art in the
henta] growth of individuals, discussion of ézeir findings has
c&ptred on the developmental stages of ;riistic expression as they
arg\fouhd'in the growing child. How art could be typified at any
giv; age tended to oﬁkpure how it affected the{incrgase of knowledge

whick\was an equal concern of .the authors mentioned above. The
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effect of this has been an apparent contradiction betwen the goals
and practices of art teaching. .The emphasis on art production has
ensured that, in the minds of the public, school administrators, and

other teachers, the "manipulation of artistic elements", spoken of

3,

eartier became the prime justificat%dn fo;'%he inclusion of art n
'school programmes. The value of art in the cu;riculum, then, remains
tied to its perceived value in society. This is the view in which

art "is lifted out ot the éonteit bf aaily 1ife, ex{led by exultation,
imprisohed in awe-inspiripg preasure-houses“ (Arﬁheim, 1969, p. 295):
Not unexpectedly, therefore, its complementary educational role as

a progenitor 6f modes of thinking and as an important tool in the
acquiéition of kngwledge receives only token acknowlédgement.

If we accept that, in developing our understanding of the world,
the mind must both gather information and proces§ it, then perceiving
and thinking collaborate in‘the'praﬁess of cognition. This confirms
the parallel participation of the senées and the intellect.

Wherever human beings deal with reality

most effectively, abstract thougxt remains

T intimately connected with the sea;th(for,

and the sensitivity to, the revealing
experience of the senses. (Arnheim, 1954,

p. 107)

. However, as I have tried to show, present educational dogma insists

on maintaining an artificial separation of the two. As Arnheim
says, "today, the prejudicial discrimination between perception and

thinking is still with us" (1969, p.2). His allusion to the "triumph

I
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of blindness in our time" explains why
A child who enters schoo] today faces’a 12
to 20 year appren}iceship in alienation.

He learns to manipulate & world of words and
numbers{ but he does not learn to experience
the real world.. At the end of his schooling, .
he has besi-conditioned to Tive in our

‘cu1£ure. (Pefersen, 1972, p.55)

The somewhat contradictory nature of this stétement may explain
some of our disorientation for it implies that the "real world" is
somehow‘geparate from the culture we are conditioned to live in.
Moreover, our age has been characterized by instabi]ify and, as
Postman suggests, "too much change, too fast, for too long has the
effect of making social institutions useless and individuals
perpetually unfit to 1jve amid the conditions of their own.culture"
‘1979, p.21). The school, therefore, seems to coptribute té the very
circumstances which u]fimate]y éonfuse its purpose and place in
society. It was in the context of this enigma that I1lich concluded
that its position was untenable.

In reviewing a problem observed in the realm of art teaching,
therefore, I see it as a manifestation of a set of irreconcilable
conflicts in which our schools are embroiled. In asking .
How often are our students reminded that the
real goal of their frantic educational effort
js the total well-being of man himself, a

creature whose powers, however fantastically

14
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projected, spring from an organism which

, has remained ;nchanged through eons of

. time?
. - :
and that —
Is it possible that these powers are being
diminished and atrophied by conceptual .

processes that nourish and utilize only a
part of the inherited human potential?

Wolff concludes that the condition I have described is "...partly

created by education itself and then misunderstood by it" (1965, p.220).

This is %he point being made by Arnheim although hg,aftﬁibutes
it primarily to a prejudiced view of perception. | ‘
' The arts are neglected because they are based
on nercept{on, and perception is disdained
because it is not assumed to involve tﬁought.

3

.(Arnheim, 1969, p.3)

He contends, moreover,
| ‘that the cognitive oper;tions called thinking

are not the privilege of mental procésses

above and beyond perception but the essential

ingredients of perception itself. (p.13)
"Yisual thinking", therefore, as Arnheim defines it is an active
mental quality which uses images at the root of its operation.’ Of
the two principal types, images of the real world and those of the

mind, both are indispensably associated with art activity, even when

Yo
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the nature 6f that activity is schematic, as in the artwork of
children. While children do not "abstract" in the sense of selecting
essentials from a tota]_ndmber of possibilities, their work ref1egfs

4 grasp of the elements which are essential, or fundamental, to

their particular vision. These become the.schema of their art and
s t v

suggest cognitive procésses beyond “the mere recognition of those

"essentials". 4 . :
%
When we perceive an object, we grasp the )

essential qualities of that object, or we
don't see it at all. If I see a round @hing N
I am seeing‘round'ness at the same time. The
concept and the percept are united. (Petersen,
1972, p.58)
If this is as Arnheim sfjggests, then the_need to sysi:ematize perception
by logical, rational means may not exist. There ‘may be no inter-
mediary action and, in art, the process seems to go one step further.
Works of art..,are peculia® indeed because theg‘;\
take the word "in-formation" literally: théy
give shape rather than merely sunply data.
They do not intend to portray and present
- things but rather proferties by means of things.
They express the most, universal thrbugh the most
concrete; ‘they are symbols that need not be
codified; and they achieve fidelity by \ ,
deviating from what they reproduce.‘ (Arnheim,

1959, p.503)
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[t is in the "giving of sﬁape" that art plays a fundamental role
in education for it is here that_it différs most radica11y from
other aspects of thé contemporaty cﬁrriculum: A denial of the
opportunity to exploit this pot;ntial is bound to affect not only
the ability to draw or paint, but Qil]wseriously impair the
development of important lea}ning capacities.

4 ~

The purpose of the study

The purpose of the ’roject was to study the capability of
four different groups of children in making drawings and paiﬁtings
based on four different stimuli. In choosing students from two
age groups-10 and 11 }ear-olds and ¥3 and 18 year-olds 2 | wfshed
té compare any differencesoccurring between these age lgvels in
their responses to the stimuli. I was also seeking contrasts

according'tg the type of art programme in whi&h the children were

enrolled: regular ‘or art-based. The selection of stimuli was

within twb topics: still-1ife and landscape. Within each of these,
a further subdivision allowed ‘me to gauge any differences which
depended on whether the stimulus .contained pre-formed or ready-

made images. By theseimeans, I hoped to disclose_the strength of the
dependence on concrete jmages"displayed by these students and
whether this chaqged accﬁrding to age or the type of scholastic

background from which they came.
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Project description

) As 1’ have said above, the stimuli were derived from two topics,

a st111 Tife and a Tandscape In the case of the still- life, a]T)of
the students taking part in the studyyere asked“to ?a(g draw1ngs
in pencil either from the §till-Tife itself or from a photograph of
t. All students were also expecteqlto make paintings based on
either the text of a poem describing ; landscape or from a film

~ showing a landscape. The  two drawings nf the sti]]—]ife and tne two
'paintings of the landscape constituted the fo@r tasks which made up
the study.

The drawings portrayed the‘abi1ity of the students to recofd
the visua]!appearance of a static group of objects. The paintings
were images derived from’ memory and, to some extent, know]édge. Thg
choice of stimuli was an attemot to estabiish a situation in which
the pictures made by the students would be based ei%her on reqny-made,.

_ concrete images or not. The stil1-1ife, therefore, was presented in
one of two forms: as a group of objects or as a photograph of .
those objects. A somewhat different circumstance prevailed with the
painting singe it was not possible to put the children in front of
the actual landscape. A fi]m, therefone, which is a series of
congreté images, was used for one 1nndscape task. In the oth?r,
only a verbal descfiption wa; heard, pictorial images being
completely absent. It will be seen that there is no direct

corre]at1on between the still-1ife and the 1a4§scape tasks. 'For

“85%% task in each topic, the st1mu1us, therefore, was different.

N
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. stimulus .contained any concrete pictorial component.

‘ AR - B
The pnotograph‘of the still-life cannot be equated td}%he film of
the landscape beyond the fact that both the photograph &nd the film . |

involved ready made images. By’ "the same measure, I’ d1d\not cons1der
\

that there existed a common factor linking the still-1ife itself
N * N .

tn the poem-about the landscape unless we cofsider that neither

Howevery,;
the(tontext of the concerns wh1ch under11e this thes1s, I selse an

affinity between the imaging/skills requxred to transform three-

e

dimensional space into a mental 1nnge and those needed to translate

>

.the abstract 1d1om of words

°

The design of the study

-+ The students who part1c1pated ”_ =

°

The students who took part in the study were from schools

selected because the teach1ng of art was. given either low or high
a2
Students were d1v1ded into two ma1n age groupings:

te ¥

prom1nence

The principal or

-

10 and 11 year -olds and ]3 ‘and 14 year—olds.

“ competent teachers in. the schoo]s were asked to choase students

willing to part1c1pate in the study, the chaice confo#m1ng to a . \
normal cross- sect1on of the sdhoo] .population relative to 1nte111gence, '
.aptitude, and sex. Wh11e the two milieux from wnjch the students

’came proposedrq{jﬁe different educational philosophies,%I believe it
is important to recognize that, in both cases, students'did feteive

some art experience in their'weekly school scheduief The two

- programmes, ideritified as regular with low experience of art, and™ .. = .
. B A ) )
art-based with high.‘were“differentiated by degree. That is towtay, -
s .
‘ " - >

S
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in the reggIar programme, art was not excluded from the curriculum
entirely. ‘ .

The scholastic milieu: régular programme

Grouped in this category were those students whase art exposyre

was considered to be typical of present day e]ementary and high °
schools. In th1s case, the e]ementary schoo] chosen was Meadowbrook
in Lachine, a feeder school for Lachine H1gh, the second school in

this category. in both situations, the children's. experience in

schoo] allowed some exposure to art act1v1t1es but not of a prolonged

‘or é%tens1ve nature..” For the purposes of the project, these students

were designated as baing in the regu]ar progrémme. &
/s

-

.~ The scholastic milieu: art-based Drog}amme ‘

) GrOUped.in this category were sfudents whose art exposure was

s S \ .
.thought> ta be enriched or extended when compared to the average or .

typical elementary or high school. Students from both the elementary
N .
and high school sections attended F.A.C.E., an aTternate school within

Al [
the jurisdiction of the Protestant School Board of Greater Montreal.

. At F.A.C.E. (Fine Arts Core Education), the basic philosophy of the

prqgfamme stresses a compulsory exposure to the arts fpr all students.
This is achteﬂ%d by both regular art‘c]aises at all levels and by

an orert‘attempt to ‘integrate the arts ihto ordinary classroom
activities throughout the sch?o1 (Kindergarten te Grade 11). Perhaps

the most significant difference between this school and the others &-.

» 4

mentioned is that art is givén at least equa] status w1th the more

academic.aspects of the programme For the purposes of the project,
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therefore, students %t F.AsC.E. were designated as being in the art-

based programfe. B fg‘

|

Fromeach milieu at each age level, two groups were formed.

Each group was,assigﬁgd two tasks, e.g. drawing frdﬁ the 'still-1ifg
cgmbineQ with painting from the verbal description of the landscape.
The allocation of tasks gmoq? the eight groups is sh?wn in Tab]ell’
on page 23. — ’

The tasks ' o /

~

Still-life drawing. This task required the student to dréﬁ,

in pencil, a still-life compos§§iof solid geometric forms. (See
Figure 1) The stilt-1ife 6bjects were coloured black, white,‘and a
range of greys. .Some of the éurfacéé ﬁhre textured while on one, a
black and white photograph of a girl was pasted. The lqgg of v
organic form and "colour" was a ée]ibefate attempt to limit the
response of the students to one which Zou]d\stress skills of
observation and factual rebresentation.

Photograph drawing. In this task, students were-shown ten

photographs taken of different views of the still-life described
above. ‘The view;‘ZOrresponded %o Fhose seen by the students
confronted by the actual group of objec#§. Students were asked to
choose one photograph and:nake A pencil drawing from that.

Text painting. This task requiredtéagﬁ student to make a

b

tempera painting based on a short section of the soundtrack taken

from the National Film Board of Canada film Morning On the Lidvre.

4
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This film is an attempt to create a visual document of a
specific Canadian landscape, that described by ArchibaTd Lampman
in a short poem of the same name.

The students involved in this task saw no pictures, being

asl&ed to respond only to the spoken text as-taken from the

~ soundtrack, The text which was used is set out below.

Softly as a cloud we go,
Sky above and sky below,
Down the river; and the dip-

\ |
0f the paddles scarcely breaks,

' . With the Tittle silvery drip

Of the water as it shakes ’

From the b]'ades, the crystal deep

Of the silence of the morn |

Of the forest yet asleep.

Film painting. In the task, students were once again asked
to make a temperé’pain‘ting. However, 1'n. this case, th'e'\pa'inting
was based on the visuals of the filmed "narrative" of the same

section of poem mentioned in the third task above. On this

occasion, students did not hear any spoken description. ‘ ( "
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-Distribution of students within groups.according to the tasks assigned

/
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Table 1

/
-

" | .
> Type ' Group « Number | Type of st1mu]us’_w
of ! in - Age -~ [T T
* programme { group \ SO #PD; TP ' FP
| A 10 ~ * o
b B 10 2 * *
4 —_—
L f
[l <t
T C 10 ~ * *
<C e
e £
I D 10 o * *
L E 10 - * *
g
: o
©
. ( F 10 = o *
N . | y
& G 8 = * *
o ©
o
L)
H 8 ™ * ‘*
Y
Labels given to tasks: SD « Still-life drawing ‘
i
\ PD = Photograph drawing
TP = Text painting
FP = Film painting
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The iandscape topic was chosen since it allowed greater
freedom of interpretation than the still-1ife topitc. I:ve images
presented, whether verbally or vi;ually,'were fluid and changing
» a sequence of images rather than a static view, ‘ !

Comparison of tasks \ ' 1

The two topics presented two separate opportunities for
image-making to each student: a still-life drawing and 2 landscape
painting. There was no attempt, however, to compare drawings with

paintings.

The judges ‘tompared the dra‘wings and based on this.juggement o
I looked for contrast bg?v?een those drawings based on the real
objects, the still-life and those based on tr'le photograph of the
still-life. Similarly, the judges compared the paintings and I
tried to isolate differences between those” which were made from
the film and those/which were made from the less concrete spo|.<‘en
description. [ further examined the responses of the students
according to their age and the educatiofrtal milieu from which.
theyrcame. Other variables were not taken into consideration

when discussing the results of the study, e.g. the intelligence

will affect thg bersona] response of individuals, the study was_

v
o . -
. . .
. . .
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designed to consider only the averaged response of each group to

any given task.’

Still-life drawing and photograph drawing

' The two still-T-ife tasks represented a type of activity
which provided only Timited scope for freedon of expression. Tﬁe
‘principal quality looked for by }fhe judges in the drawings was an
‘accurate representation of the relative size, shape, and texture of
the various objects and their spatial re]at;'onship to each other.
In makipg drawings of this sort, students, particularly at the
.older age level with which I was dealing, tend to be (.:ri-tical of
their representational skills. Any dpparent discrepancy betweez
the actual appeara;ce of the objects, therefore, ~andthat seen in
the drawings: seemed 1ikely to inhibit confident drawing for some
students, I expected that those students who drew from the
photo;}bh would experience less diffic‘u]ty than the other group
because the subject-matter, the still-11fe, was already reduced to
a concrete, two-dimensional image, this would suggest that these
students ‘were not as dependent on the intrusion of an inter-

mediate, ready-made image between the stimulus and the image

‘created by the students themselves.

’

26
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Text painting and film.painting

In painting from the text and the film, I expected that ‘the
studgnts would make images whicﬁ were more personal and expressive
then when they were drawing from the stili-1ife. The "real"' land-
'scape was pever shgr{r/\,_,tg'» the students taking part. However, an
experi,eag:e/of/;c;né' real landscapes could be, consfdered as part of
their broader background and I assumed that this background was

’ ,
common to all students.

In general, ! expected that stude‘nts would experience less
dif‘ﬁ'culty in completing 'the tasks within the landscape topie than
those within the still-14 fe topic. In these two tasks, I
aiticipated that students from the regular programme would respond
more favourably to the visually projected 1$ndscapg. This would
suggest a similar <‘1epen'dence on !:he intermediate image as found in
the one ass;ociated with the photograph of the still-life. Sim-
ﬁarly, I expected that students from the art-based programme would
fare better when workipg from the non-visual stimulus, particularly
atvthe older age level. Because of their background, I thougﬁt
that they would be more attuned to cope with this, the least

concrete stimulus of all.

—
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Table 2
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13 and 14

Regular programme

Ages 10 and 1
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Method

3

Physical disposition

. o 4
I was fortunate that,~in each case, the cooperating schogl set

aside a room where the children could work undisturbed for thé

duration of time required to complete the tasks. As it turned out,

.oﬁly one student out of the 76 participating felt that he did not

" have enough time to complete "his work.

.  For administrative convenience, groups of students worked on

"their two tasks consecutively. “For example, the first group begén

by making its .drawings of the sfcﬂ'l-'h'fe. When al] students had.
f'inished, they were allowed a short reces; during which time the
sfiﬂ-h‘fe was di’smantled and the room prepared for the painting
session. The subjects then returned, listened to the text, and

proceeded with their paintings. an

-

- Instructions ' Lo

Instructions given to the groups were the same in every case.

f

I explained that the purpose of the project was to heip me compile
data for rese;arch on which I was working. It was not a competitien,
nor were the works for exhibition. The students were assured of
the anonymity of their work. Drawings and paintings cqy]d be made
any size although standard 18" by 24" sheets of manilla papér were
provided as were all other ‘materials. Myself, o:- another teacher,
was present to offer procedural assistance only. Students could see

their neighbours at work and were. allowed to discuss each other's

* work as it proceeded. ‘ ’

<+ Sbater —
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These numbers were assigned in blocks of fiye, not necessarily in -
‘siequence. For example, the first group. was 'coded’61‘, 62, 63, 64, 65,
71, 72, 7'3; 74 and 75. This was done to minimize iZmQ)possibﬂity

" that the judges would recognise a pattern in the works they were‘z.
examining. In retrospect, it was probably not necessary since the
-overall style <;f the works was sufficiently varied. The numbers

were entered on master 1ists which I had prepared and identified -

students by Group, Age, Scholastic Ability, and Sex. (See Appendix C)

Once all ‘of the test pieces had been completed, .they w“ere bundled
as follows: ‘ .
Drawings from elementary‘schom
Paintings from elementary school y
Drawir;gs from high school -
Paintings from high school
No other. indication was.givemas to their origfn, and’ they wére 'then

submifted to the judges. , . )

Judging - , .
A paneb of three judges had been established to grade the works. '

« -

They were:
1. an elementary teacher who was interested in art as a
, : I ’ ,
classroom activity and-whose pedagogical training included

courses in art,

- - PR
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i

2. a high school teacher of art with wide experience in"*

several schools,

3. a university professor in art education.

Prior to the drawing and painting sessions, the three judges met with

me to discuss the general concerns I held, the proposed experiment,
and the Jjudging procedures. At the s%?e time, we selected a simp]e
scale which grades the merit o;‘ the wc;rks from 1 (Tow) to ge(high).
Individual works were examined during the judging proceéé and a

_‘concensQ§reached by the three judges of its merit within this

“broad classification: ' .

1 - Poor .
2 - Fair )
37- Good o
4 - Very'good
5 - Excéptiona]

Reaching ‘a concensus as the basis of the judging process meant
~that when the Jjudges disagreed on a partiéu]ar drawing or painting,

they discussed it and the majority rating was used. -In no case Was

2
a concensus impossible and agrdement was generally reached to the

satisfaction of all three judges. Apart from the initial discussions

méntioned above, I was not involived in the judging brocess at ali.
I believe that; within the general reservations which one may |
have about evaluating children's art, the scores of the jbdges were
objective and conformeq‘fo the princib]es:discg}sed with me prior

to the judging proceﬁs itself. Scores were'awaqded'ih re]a#ibn to

/
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the -testing ebjectives outlined below.

Judging: Still-life drawing and photograph .drawing. The
judées were shown the still-Tife arrant_:']'ementvfrom which the drawings
were made, They were also shown the photographs of the still-Tlife.
The choice.of geometric forms had been discussed and it was agreed
that this helped to remove any aévantage of memory or prev°1'ous
.know1edge of the objects selected. In.these tasks, I wished to

‘evaluate the single skill of represen{:ation and it was from this :

orientation that the judges considered the drawings.

Judging: Text painting and film painting. The, judges were
shown the filmed excerpt complete with its soundtrack. ’[hesJe
tasks presented a greater problem for the judges in that subjectivity
played an inherently greater role in the adjudication of the ;rlorks |
examined. We had discussed the likelihood that \;Jorks in this genre~
would not necessarily be factual in their representation, and it
was accepted tha't painkt"ings wh%ch caught the prevailing mood of the
filmed narrative most strongly would be judged mor;e favourably -than
those whiéh presented a landscape in which memory or knowledge

\

seemed to play a moré influential role.

o

Data

The scores awarded by the judges were entered on the master
lists of Qroups and scores (Apper:qix C - Subject Identification
Tables). The stétisigics avaﬂ?ble from these lists were collated
‘to sho;l the comparisons which are discussed and these are presented

as Appe!\dix D - Tables of Comparisons. The information in these

-
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tables is summarized to display the most relevant contrasts in L

Tables 3, 4, 5, and 6 on pages 40, 41, and 42 respectively,

Some observat%ons on the attitudes of students in the study:

In commenting on h‘ow students involved in the study approached
the tasks, it is"‘importépt t;) emphasise that these comments are Quite
subjective; moreover; they tend to echp thyworking attitudes 01; ,
stqunts which I have observed in regular.teaching practice. However,
taken in con:juct'ionawith the conclusions drawn at the end of this
paper, f:hey may throw 'h'ght on how some chi‘{dren approach tasks '
assigned to them in the art room.; The judges were not aware of
these attitudes since none were present at any of the drawing or

paintiné_ sessions and 1 did not disguss this matter with them prior

‘to jl‘fdging.

& \ . :
_As T said earlier, standard 18" by 24" sheets.of manilla

paper were pro¥ided: ,While the means’to cut these were available

not one student elected te reduce the size of the paper or to change -

ifs shape. This applied equally to éfuﬁents from the regular and

. b
art-based programmes. In the still-1ife tasks particularly, the
: "

actual drawings varied greatly in size and placement on the sheet of

paper. Some measure of this variety can be seen in the i\lustrations\

(Appendix B). Generally speaking, the 10 and 11 year-old students

from both programmes seemed much more "involved" in the project than

the older groups.

When I considér how the groups approached each set of fa‘sks‘, '

_my first impression!of_‘ the 19 and N ye\ar bldé in’ the regular

s o

L]

‘ : . 33 .

v s e et st

JR———



34

¢
programme suggested that those ;stud:nts‘dﬁawing from the pﬁotograph
of the still-life seemed to proceed more "'readﬂy“ than‘thosg working
fr"om the still-1 ife itself. It is possible that these students, from‘
'a school which was more structured academically, responded more
easily to thlg more concrete stimu]us.—) Certainly, they were more
deﬁ@ndent on the “teacher™, asking many procedural guestions as if
anxious to please and to complete the tasks correctly. In general,
the 10 and _11 year old children from F.A.C.E. were more. independent
but did-not seem to be particularly enamoured ;y either of the still-
h:fe task;. - | ‘ .

From my van!:age point ‘as an art teacher, the pai;ﬂ:i ngsmb'f the
landscape made from both stimuli by the 10 and 11‘ year old students
from the regular pro;_;,ramme seemed less "1'maginat1've"“ than those from
the art-based programme at the same aget. The children from the
regular milieu seemed unsure of how to approach either of the
painting tasks and more than half began the “painting" by making a.
pencil sketch of the landscape to which paint could be added. This
was not the case at F.A.C.E. and possibly ref}ects a lack of .
experience in using paint by che children at Meadowbrook. It
fseemed to me’ that, in general, the students from the art-based
background displayed a more positive response to the real still-life
and th\e verbal description o’r; the landscape than to the photographs
and the film. ' |

The 1\3\and 14 yeaf—o'lds from the regh]ar programme accepted

N ‘
involvement ﬁ\all the tasks assigned quite equably, but not with

s
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the same enthuéia;m .as the younger children. The older_ﬁtudents from
, the art-based programme seemec; particularly uncommitted, perhaps for
the reasons mentioned in Appendix A. With these students, the
ﬁandécape paintings from both stimuli were accomplished in rather
perfunctory fashion and my general -reaction to their wlrk was one of
disabpo,intment.' d
Summary. The d\esign of these tasks made it possible to compare
the resm’ﬁses of groups of students at two age levels, 10 and 11
years old and 13 and 14 years c;ld, from two different scholastic
mi Tieux, one in which J‘tfhe teaching of art was assigned relatively
Tow impor,;ance, the regular programme'; and another in which art's
“importance was correspondingly hi';_;her, the art-based programme,
The students taking part in the study weré divided into groups
according to age and scholastic backg'round and were then asked to .
make a drawing and a .painting. Depending on the group, the drawing
was made either from a still-life or from a phoatogr'aph of that still-
]_ife and the’ ;;ainting was made from a spoken description of a land-

scape or from the projection of a filmed landscape. A diagram of

how the tasks were’compared by group ‘appears as Table 2 on page 28.




36
Evaluation of results
Before trying to reach conclusions about the results of the Y :

study, it needs to be stated that, in most cases, differences in %
ihe performénce of the various groups Jere quite small. Part of
this may be attributed to the small éiée of the participating
groups. However, other variables almost certainly contributed to f
the final results and these also should be considered.
Uncontrolled variables o s ’

N IN

A number of variables in the study were not controlled. Sex
and intelligence were mentioned previously. Otﬁers include the,‘
?ﬁarticular past experience in art of the students, the time of day
during which the various?hrayps undertook the tasks, and, possibly,
a generally negative reaction either to the spéciffc tasks’or to the
idea of participating at all in such a projecﬁ. My remarks g@rlier
3‘9page 19) concerning the actual qualitative differences between the &
’lregu1ar and art-based programmes are certainly relevant in this
respect and I believe that, so far as the older students from
F.A.C.E.) were concerned, a number 4% factors may have combined to
Tead to disappointing results, ‘In retrospect,hav%hg been able to
vdiscov;r more fully the type of art activity these children had
;experienced, I believe that the rather "free-wheeling" and somewhat
inconsistent nature of art teaching at F.A.C.E. during the year or
two prior to this study affected the response of the students
. adversely. A more clearly defined, organized art progréﬁme in thisl .

instance may have produced a clearer differential or comparison

A
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between the two milieux. Nevertheless,- the philosophical and ;

pedagogical differences in the two programmes were significant
enough to make compariﬁons appropriate and, when appraising the
comparative milieux which were available to me, the F.A.C.E. "arts
‘core" programme was the Sn]y practical choicg.. ?

Interpretation

From a strictly statistical point of view, the deviation in
resu1t§ from my hypothesis can be seen in Table 6 on page 42. It°
shows that a significant degree of conformity did occur. However,

- such conformity may reflect differences in average scores Which, 3s
I.have said, in some cases are very small. Furthermorg, when we
consider the mean scores in the two topics achieved by students

from the two types of.progfamme, Table 3 6n page 4Q not only are the
differences quite miner but, in five cases out of six, tﬁe regular

v
programme students score h¥gher. This can be seen as a less ‘ﬁ’

serious conside;étkon, however, when it is noticed that a higher

mean score from the regular programme usually denotes a particularly

stron; response to the tasks where concrete, ready-made stimuli were .
used. Significantly, more often that not, %his contrasts With

relatively poor performance in the same tasks by students from the

art-based programme. An examination of the data contained in Table

3 reveals that the average scores achieved by these art-based —:\ -
students are more homogeneous, the extremes in the sc;res being not

quite as great. Tables 4 and 5 on pagedl display.the highest and

lowest scores for the four tasks. Interestingly, dgé ite the

possible insignificance of the statistical differences mentioned

1
»
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of the older students, no matter from which background they came,
are closer than those of the younger students. .The greatest extremes
in scoring occur, as can be seen in fables-4,and 5, with the 10 to

¢ : :
11 year-olds where the "highest” and "lowest" group responses appear

. . I3 -t ' .« . '
at this younger age, once again in“seven instances out of eight, v

ft is the performance of these students, therefare, which exerts the ‘
most significant influence on comparisons between the two factors .
of art experience ﬁepresented by the regufar and art-based ‘g
programmes.

My second observation is a corollary to this., At 13 and 14

~ years old, the variation in score between the tasks is much closer

than at age 10 and 11, This lack of contrast in response to the
tasks suggests that many of the uncontro]led'variab1;s highlighted
earlier-may have been most influential at this age level. It may
also suggest that the common response of the adolescent to art -is
rather negative. At a time when the developing individual tends to
be most self-critical, this is probably a significant variable

affecting the artwork of these students. This is not a unique

finding of this study but corroborates, rather, the widely-accepted

view of an attitude to art typical of adolescents.

The results of the study when comparing related tasks'

Still-life drawing and photograph drawing. At age 10 and 11,

' ' L)
students from the regular programme scored well in the photograph

/
< . /
0 . ‘
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drawing and poorly in the stif]-life drawing, Their scores, in
" : this instance, represented the best performance of any group for
| the photograph drawing coupled to the worst of any group for the
Cstili-life drqwing. The scores of the 13 and 14 year old students
" *from the regular programme show, contrary to my expectation, a
slight.bias in favour of the still-life drawing. With the same age
students from the art—bgsed programme, the result was again the
opposite. -When the two age levels are combined, the students from
. the regular programme achieved a higher average score in the i
photograph drawing than in the still-life drawing. In the art-
based programme, students fared better with the still-life drawing

than the p%otograph drawing.

Text painting and film painting. The range of response was

much greater in these tasks than in those based on the still-life:
‘whgn comparing all four tasks, as can be_seen in Table 3, the
lowest score of any éroup (task TP, regular programme at age 13 and
14) and the highest (task FP, regu]ﬁr programme a£.age 10 and 11)
6Ecufred in the landscape topic. '‘As with the still-life tasks, the
greatest extremes in scoring appeared at the younger age level.
Here, a distinct preference was déﬁonstrated by higher scores for
the film painting. The reverse was the case in the art-based
///// © programme where ghe text painting clearly prevailed. The 13 and
///////// 14 year-olds from the regular programme maintained the preference
of the younger;counterpérts by achieving higher scores for the

. ' . N
film painting. I had anticipated, however, a strong response on

e e e e
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Table 3

Average scores for the four tasks

together with mean scores for the two topics

40

! ' Mean Scores’
Average scores Main Topics
@ £ (] Q
Y- =% o o Y (el
o— [l =y o o 1]
— oo A = £ e — o
. ] A S e -t -~ S
- 22 V% %% = 5
Factor v‘p 2o £5 Y S o it
‘Regu1ar A h
programmé At Age 10 and T 2.5 3.2 3.1 4.0 2.85 3.5
At Age 13 and 14 2.87 2.5 2.0 2.88 1 2.68 2.44
Overall 2.67 2.89 2.61 3.23 | 2.78 é.Ql
Art-based . pi poe 10 and 11 3.0 | 2.3 3.8 | 2.77| 2.63 | 2.95 |
programme : : . : B ) ) -
At Age 13 and 14 2.6 | 2.7 2.6 ; 3.0 2.65 2.8
> o | ! ¢
{ Overall ' 2.79 | 2.5 C3.2 ? 2.55| 2.64 2.87
! ~ . ( i - - .
"~

1 The mean scores are those derived by combining performance in

the two related tasks:

Still-life

Landscape

still-life drawing and- photograph Hrawing,

text painting and film painting

[
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Highest aveﬁage score in the four tasks for any age level

gy g AR AR o gy

Table 4
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i ' Regular programme Art-based programme l
Age Age Age Age |
Task 10 and 11|13 and 14 [10 and 11 |13/and 14 |
- —
Sti]]-]ife\drawing (SD) : P i
!
Photograph drawing (PD) *
Text: painting (TP) i o
l | A
Film painting (FP) P % :
; % : -
Table 5

Lowest average scores in the four tasks for any age level

Regular programme Art-based programme
Taé$ Age Age Age Age

10 and 11 {13 and 14 |10 and 11 13 and 14
Still-life drawing (SD) * - i
Photograph drawing (PD) *
Text painting (TP) *

. i

Film painting (FP) *

PR

b
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Table 6 .

Results when comparing 1) the average scores for Task SD with Task PD,

Task TP with Task FP and 2} the mean scores for the still-life topic:

>

with the landscape topic

. Tasks Topics
@
'&,» -g. o o qr: ?%
~— n o O jed _ = r— [4o]
—~ = - o 4 e S | O
) e Crome b — 2 - 3
g 8z 2 e = - sy
- — S o 5 1] [1o] fond ]
+ O < O © [=9 v o
Factor ol >
14 \'
Regular . * * ' *
programe At Age 10 and 11 (*) (*) (%)
At Age 13 and 14 * () ) > ()
Overall (*) (*) (*)
Art-based . % ¥ *
programne At Age 10 and 11 (*) (*) (*)
At Age 13and 14 | () | * () | = o) |
Overall - | (%) (*) (*)
> — U AT I SR B
* = Highest average score, from scores, Table 4

(*) = Highest average score, from scores, Table 4, where this
coincides with predicted performance from comparisons, pp.

24 and 25.

() = Predicted highest score, from comparisons, pp. 24 and 25.
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the part of the 13 and 14 year old students from the art-baséd

. programme in favour of the text painting, but this was not so. The
film 6ainting received a higher avérage score than the other landscape
téskL When the two age levels are ébmbined, students from the
regu]ér programme scored higher with the landscape paintings based
on the visual sgimulus than with the paintings based on the text.
Students from the art-based programme reversed these results.

When .comparing the topics,nsti11-1ife (tasks SD and PD) and
1andscapé (tasks TP and FP), stronger responses to the stimuli were
praoduced by the 1étter. This had been expected and perhaps reflects‘
the students' perception of the still-life as bei%g an "exercise".
The 1énd§cape painting, on the other hand, was rooted much more in
"imagination" and since, in five out of six cases, the mean scores

. for the landscape are higher than those for the still-life (Tab1e¢3,

p. 40), this suggests a much more positive response on the part of ,
’both regular and art-based students to this type of activity than to
one in which little scope for imagination is allowed. o
Discussion

The most obvious observations that can be madelfrom an inter-

pretation of the data is that the milieu affects the performance of
| students most strongly at the younger age level. At age 10 and 11,
the scores ref1ect preferences for the various stimuli which are
relatively disginct. There is.é*sufficient differentiation between
the performances in two related tasks by students from the two

milieux to make comparisons reasonably valid. Therefore, I believe

«r
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it is significant, for examb]e, that students from the reqular
progrl'anme performed better in the tasks which used ready-made images ,/
as stimd]i (the photograph drawing and the film painting). Equally
significant is the fact that the 10 and 11 year old studeng from ‘o
the art-based programme reversed these preferences. This response .
highlights a contrast not or_ﬂ'ly in the particular types of stimuli ’
prefgr.red but alsb, in the light of remarks made earlier (p.34), in
the attitudes developed from the type ofi'art experience offered in
the school. what_I am suggesting is that the dependence on concrete
images is‘rnore likely to be a characteristic of an educatinal milieu
which favohrs Scheffler's grad al transferra] of knowledge "bit by

bit in growing accumulationAithin the student's mind" than one in

which a freer, more questioning orientation prevails.

Thus, the still-life topic, as one reading of the mean-scores
would suggest, reflected an approach to teaching where a minimum
degree of "qu\est%oning" ‘was allowed. However, students from the
regul'ar,programme were more able, or more willing, to cope with the
stil]-]ife\than those‘ from the art-based milieu. Added to this is
evidence that the younger students from the regui]ar prograhe were -
not comfortable in making imaées from the spoken description of the
landscape. When we codple these phenomena to my, observations
"concerning the greater degree of teacher dependence disp]ayed by
th'esg students, it leads tO'va question concerning the bias of the
e]ementar); cu'rri‘culum as it applied in this situation, a .

situation4 which was described gp page 20 asxl;eing typ.ica'l of

At e e i
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the majority of elementary schools in our system and which certainly

adheres to the definition of a well-organized educational environment

(see Appendix A - Regular programme: Meadowbrook).

/a

In such’a situation, .there gxists the probability that the
disfavouring of the arts is part of a broader pedagggical stance
ahich seems to discriminate against the development|of imagination
and self-reliance on the part éf the elementary chilld. \In doing so,
it excludes some key principles of learning.

..despite such reformers as Dewey,

have an educ%tionéT‘system which places 1ittle

value an the cognitive potentials of fantas&,

imagery, and diverse media, all of which afe

key components of the arts. (Ives and Pond,

1980, p. 33%)
I agree wifh the above statement for, from my partic&ﬂar viewpoint,
it is the opportunity to develop these potentials in the art-based
programue which contributed to the contr;st in perfor£9nce‘between
the two milieux at the age'IO and 11 level., The extengion of this
stresses the need to maintain a d1verse and cha]leng1ng art
programme. This is supported by another poss1b1e 1nterpretat1on of
the mean scores for the still-Tife and the “landscape. Since, in
five out of the six categories specified, the landscape topic scored
higher than the still-Tife, a comparison between art actzvity as
“exercise" (the still-l1ife) and the art activity as "imaginative

experience” becomes apparent. Students from both types of programme

1
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clearly preferred the stimuli which allowed a greager scope for
' “imagination". A measure of this preference {s to be found in the -
fact that one ten.year old Student from the art—bésed,programme
"refused even to attempt the still-life drawing. His‘handling of
the landsc¢ape Qaintisg, however,'was Jjudged to be 'excepéionalzl‘
;3’1 do not wish to suggest that drawings of th; type included
in this study are-characteristic of art activities in the schools
discussed.'”However, I believe that the mainstays of most élementéry
art programmes predispose students to think of art as an isolated
activity bearing, as Silbeyman (1970) said, "no relftion to any
other aspect of the curricula or of life." In this context, the art ~
adkivity itself may assume greater significance than teachers intend
.and it seems possible that this task-oriented approach is one of the .
moszipaﬁérful negative influences on the deéelopment of confident
image-making among our studepts. In discussions with teachers and
pdministrators\from the art-based programme (F.A.C.E.), it was obvious
that the art cgnient of the programme was by no means "formal".

T

Sbecialist teachers Qere few but there was’an attempt to"allow the
o

child's experiencg of art térco-exist, natura]iy, on an equal footing
w%th the academic subjects. One ?egﬁlt of this ;as that‘the irt
activity of the studgnts was not thought by them to be“"somehow
separate" from other subjects; it was not "lifted out of the context
of (their) daily life". (Arnheim, 1969, p. 295) N :
«Nhi]e’re]atiﬁe1y cleaf contrasts can be found in the scares

] o .
of the 10 and 11 year old students, the opposite tends to be the Case
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with those-who were 13 and 14 years old. While the general'homo-
geneity of fhe responses in this a?e group may have reflected an
amﬁijalence toyard-the.study‘by these students, nevertheless_the . E
results are in coﬁflictéwith my expectations.‘ It seemed probable ;

that exposure to an art-based programme - or lack of such exposure -

..over-an extended period of time would produce responses which:were
™

mﬁre clearly defined, part%cu]ar]y since the %mage-making difficulties
which prompted my choice of thesis topic were first néticed in young
adolescents whom I taught and whége backéround in art was relatively
restricted. The possibility that the relative prominence of art:in
the school would have a méasureabléﬁeffect on the imagé:making
qapabi]itf of children as they matured led to my chpice of two ége
levels. [ had Eeached thg conclusion that inhibited image-making

became more pronounced as the cHild grew older. In this respect,

" the study seems to support my view but shows less contrast between

q

‘thg‘typés of programmg)used. Within the wery narrow stéfisti;a1 )
Timits prqduced, some dependence on the preT%ogmed image as stimulus
becpges apéarent, ;veh with 13 and 14 year old students from the
(artfbased milieu. Allowing for some qqa]ifications, therefore, the -
study generally supports my hypothesis.
Among the many variables which wefe in effect at this age | e
level; the strgngth of dependénce on the concrete image may have
been one oz the most 1nf1ﬁentia1. iﬁ this regard, then, even the art-
based programme such\?; operated at F.A.C.E., was unsufficient to

&

page 4.

1

counteract the pressures of the "visual ensironrent" discussed on
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\ - " CONCLUSION
* The study raises a number of queg;j?ns. Some of these bear
diréct1y on the initial concerns of the £hesis, others on the type
of art programmes which operate in our schools. From the writer's
point of view, the two are c]oseiy related. The thesis deals with
the possible role of the image fn the process of learning and with
. how educational attitudes toward that role may determine fhe place
“of art in the curriculum. It further implies a relationship between

the declining importance of art programmes and the -increasing

L

difficulty experienced by many children in creating images from non-con-

o,

crete stimuli. It also suggests tﬁét, in denying this important /
form of perceptual thinking, other more céhceptua1 processes may be
suffering. |

In this context, the impact of the predominantly visual forms
of mass communication which influence our view of the world js .
considerable and the proliferation of.such images has takgffi1ace
wi thout ddequate means to cope with it. The educational dilemma
which I have tried to describe may be one result of this widespread '
influence; on the other hand, as opportunities to make imaées
disappear because of the reduction of art programmes, surely the
inability to read and understand them will become more acute.

In the early part of the thesié, I discussed Postman's
separation of the abstract-ness of the word from the image's concrete-

- ness, The study does not confirm this separation. It suggests

‘rather, a relationship which is complementary or mutually Supportive.

¢
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As I have -said, to deny one form of perception ieads to tﬁe inhibition

of another. This is the substance of Arnheim's argument when he

~asserts that "visual thinking" is a quality present not only inhart

but in all types of human activity. Nevertheless, visual thinkiﬁg
*lies most c]oéely within the domain of the artist; the role of art
in its-develgpment then becomes crucial as does the need to preserve
opportunities for art experiences in our educational system.
The work of art'symbolizes all the levels of
~reality that lie between the phenomenon and
the idea. It counteracts the impover{shment
of vision which results when any one of these
levels is viewed in isolation of the othgfs
and encourages the synthesisdof conception which
is the mark of wisdom. (Arnheim, 1953, p. 97)
The synthesis df conception, no m@tter where or how (it is
obtained, is the Pasis of all learning and ﬁts.encouragement is a
primary, though not excluégvé, prerogative. f our schools. 1If a
deterioration of imaging ability threatens hat synthesis, then
it por;ends problems for the whole area of cognitive development.
In thege circumstances, a prominent'role for art in education should
then become axiomatic. As Dewey says |
Art, in its form, unites the very same relation
of doing and undergoing; outgbing and incoming
energy, that makes an experience to be an
experience. (1934, p. 48) |
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W.B. Yeats put it another way.
Y God gquard me from those thoughts men think
In the“mind alone;
He that thinks a lasting song
Thinks in a Marrow bone.

. + '
There existsmore than one path to knowledge. In challenging us to

.'J

recognise that we have a choice, Yeats leaves no doubt as to the
direction conventional wisdom would have us. take. His statement is

a warning that we have already accepted this advice, and are poorly

guided by it.

"Some_implications for further study

Part of the difficulty underlying my particu‘l'ar study is the P
fact that I have been dealing with effects which*are subtle and
which ér’e the result’of changes taking place over a number of years.
In this respect, it is rather similar to the situation facing a
medica].researcher who tries to establish the effect over-a i)rotracted
period of time of a foreign substance on' the human body. Irreparable
damage may be done before it"is possible e1:0 isolate the cause or prove
it. Is this the dilemma hinted at by Yeafs? It certainly seems to
me that too much of contemporary pedagt}:gical thinking is done "in the
mind alone", and it has®left us with a “bare bones" approach to
curriculum planning which, for all its concrete objectivity, will
still produce effects which are difficult to predict. My thesis
suggesté tﬁat the problems it examines are already indicative of

negative responses to this process of change. Unfortunately, if the

comparison drawn above is true, any recommendations which result
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from research in this area are likely to be too late to do much
good, '

.However, there are certain specific issues raised, some of
which stem from .the study itself and others which echo difficulties
encountered during the research process. In thi; Jatter category,
for egample, while there is plenty of documentation'emanating from
studies concerned with the e'ffect of mass media on children's
perceptions, -it concentrates primarily on the<impact of te1exis1’on
in changing attitudes and expectations., There is very little
evidence of research into the saturation effect of 'mass media' on
the sbenténeous image-making of chjﬂd\ren. I believe this is an
important and neglected area of.study. Pariser (1979) Sl;ggests that,
since ready-mac/ie images surround ué, it méy be easier for children
to turn to these then to rely on their own visual experience. I am
certain that this is the case and it is possible that an examination
of the stereotypes which children presently use in -their art would
reveal changes taking p]acé from those which hitherto have been
generally accepted. Because of the number of the cauges involved,
it is not possible to attribute these changes to only one. However,
I believe that the study does support the idea that children's
conf-idenge in making images from their "own" experience is in danger.

The q\ﬂen;ma posed for the researcher in this area is to be
able to define at.which point children's own experience can be
separated from the "visual" or "mediatgd" one. This could prove to
be ar interesting topic in itself since, in many cases, the two must

coincide sufficiently strongly that the individual does not

]
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distinguish between the experience...representt?/d' in the media and
persc;nal experience. Many students seem to;\g'prefer the hediated world
to t'he real one. Perhaps the same is becﬁ%ng increasingly true of.
adults. If this is so, then we need 'to fi’nd a means of explaining
the concrete imégery around us and of exploiting it positively in
education. What would be the reswlt, for example, of pursuing
Pariser's proposition by providing more ready-made images as the
basis for teaching in art? Can a means be devised to use such images
which would mitigate dependence on them? |

This study suggests a dependence on concrete imager);. If this
is the case, maybe more extensive use should be made of images in
other subject areas so that a more effective interaction between
percep\tion and cognition can be encouraged. This does not l;equire '
a greater influx of audio-visual devices and materials, but does
require a higher sensitivity to what might be called 'the powér of
images' and the part they play in our collective consciousness. . We
may then come closer, as Arnheim suggested, to a marriage between

"abstract thought" and "the revealing experience of the senses" (1954,

p. 107).

ihe\ electronic market-place seems to have appreciated this
union lon\g\a\ggo a; witnessed with astonishing clarity in most
"television commercials. The succinctness imposed by the severe
Hmitatién of time demands an intensely effective common&'lity of
purpose linking words and pictures. lThe message may not always

be palatable but it is usually to the point. Moreover, the point

is made very quickly, a consideration of no small consequence to

R MR
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teachers whose own medium tends to be, as Postman concluded, "slow-

moving, hierarchical, logical, and continuous" (1979, p. 55). l
| The "logical and continuous" nature of teaching seems to be {

most predominant in the regular school programme. Furthermore, .it,is

in this milieu that fewer opportunities for experience in art are \ -

being provided. This suggests that, more and more, children in \

school are Being‘forced to confprm to proces;és which fit the pattern

of one type of learning on?y. My thesis attempts to compare the

responses of children from this type of background with7those from

one which bffers a more extensive jntegration of art into classroom

" activities. Obviously, therg is s;ope for further investigation of

the differences between: the two for it is not clear to how great a

> degree art experience operafés in a manner which may be best

described as 'therapeutic' in the context of a rather rigid

curriculum. However, if there is a therapeutic validity for the

teaching of art, we may wish to examine what factors make it so and

what value these haVe}jn the broader ﬁedagogica1 dimension. This

- can only Tead to a better understandigg of what is lostiwith the

elimination of art programmes‘from the school cgrricu]um and what this

eventually implies for the general cognitive development of children.

From a more positivé point é%’view, it should also provide an

insight into which type of art programmes are best suited to the

particular needs of schools at the present time,
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Appendix A %6

Milieux: School Situations

These form part of the background to the testing procedures and
reflect certain differences in the administration of the schools

v
concerned.

Art-based programme: F,A.C.E.
. . Q
In'spite of the fact that ample warning had been given and
- mutually suitable times arranged in advance for the project work,.

¢

organization at F.A.C.E. was poor. The children were pulled from '
classes more or less at the last minute prior to participation.

In particular, Vthe 13 and 14 year old students seemed to resgnt this.
and, initially, did not wish to enter fully into the‘ tasks they were
. assigned to do. This was probably exaggerated by the fact that I saw
these children in the afternoon, the second task in each case being
their last effort of the ddy. It also occurred to me that, because
of the alierﬁate nature of this school, 'it feel prey to visits by a

host of educational ,researchers such as myself. [ dd not know how

many such investigators visit F.A.C.E. but the older children dis-

{

played some difficulty in taking (yet another) project serioué]y.
‘ 'This is a subjective view and may reflect my initial response to the
‘school and its facilities. ‘
The noise level. was high énd it remained  so throughout the time
I spent there. The building, or at least what I saw of it, was
filthy and dilapidated. It .seemed to me that these' factors must have

had an inevitable effect on bot}l the approach to school work and the

ultimate calibre of that work. However teachers and students alike




séemed to be coping, making the best of what'l wou1d have called a bad
. ' /

situation, Moreover, on a personal 1eve1 the chﬂdren were open and
Afnendly, characteristics most’ not1ceab]e in the younger ones, and
there was no doubt that the older students, with few exceptions,
seemedlto be mature and responsible, |

/ 4

Requl a_r\programme: Meadowbrook/L achine

At the time when this project was initiated, I .had been a
teacher at Lachine High School for many years. I was a]so‘fairly
cogniscent of the pedagog1cal phﬂosphy which existed at Meadowbrook
ETemeqtary Schodl. Both Meadowbrook and Lachine are much more
structured schools than F.A.C.E. and, as can be imagined, were
. reasonably qutet a.nd orderly, Both buildings were cleap and well-
maintained and the facilities generally much more amenable.

So far as the project was concerned, the greatest single
contrast was to be found at Meadowbrook. The whole situation at this
school was extremely well organise”d: Lists had been prepared'and the
_children knew well in advance that they ‘were to’be involved in an art
project. As was the case with the younger children at F.A.C.E., these
students displayed considerahle excitement about their participation.
The older students, in the high school, accepted it ag a pleasant |
. diversion from more mundane matters. They had the advantage of being

familiar with me as a teacher in the school, although none of them

were in any of my classes at the time. g .

-
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"Appendix B [TTustrations: Ex»amp]es of work . \

-

On the following pages, examples can be seen of students’
work completed ,from each type of stimulus from both schaolastic

backgrounds, i.e. Art-based prog;"amme F.ALCLE.

n

Regular programme = Meadowbrook/Lachine

The illustrations represent examples of works which were

awav\%ii scores of 1 - Poor, 3 - Good, and 5 - Exceptional, Where
these categories did not apply to the works Qf any given group of
students, the relevant‘s&bres for the three pieces of work are

indicated. Thgs, in the case of the still-11fe drawings from the

13 and 14 year old students at F.A.C.E., where all works were judged

RPN N SRS

as either 2 - Fair or 3 - Good, one Fair example and two Good

examples are shown,

\
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Appendix B
Still-life drawings

Age 10 and 11

Art-based programme

1 - Poor
N

.3 - Good

A



‘APPEndix B

- Still-life drawings

Age 10 and 11

- Regular programme

A S
.3 - Good
N
o
Q,
r 4
e " 5 - Exceptional
. gy
L3




' Appendix B

Photo§r§ph drawings
Age 10 and 11

Art-based programme

C

1 - Poor

-
~




Appendix B

—

Photograph drawings
Age 10 and 11

Reqular programmes

1:- Poor

. 5 - Exceptional

o
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Appendix B

Text painti’@s
Age 10 and 11

Art-based programme

1 - Poor

3 - Good

5 - Exceptional
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Appendix B

Text paintings

Age 10 and 11

Regular programme

1 - Poor +
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Appendix B

Age 10 and 17

Art-based programme

-

} - Poor

3 - Good

4 - Very good




Appendix B

Film paintings

Age 10 and 11

Regqular programme

1 - Poor

5 - Exceptional




Appendix B

Still-Tife drawings

Age 13 and 14

Art-based programme

1

2 - Fair
AN
3 - Good
3 -~ Good
M




. Appendix B

Still-life drawings

Age 13-and 14
i

'Rebu]ar programme

3 - Good

5 - Exceptional.
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Appendix B

Photoéragh drawings

Age 13 and 14

Art-based programme
A

1 -. Poor

3 - Good

5 - Exceptional

o . S -

APER
ULEUR

PAPIER 'DE £O

COLOURED P
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Appendix B

Photograph drawings

Age 13 and 14

Régular programme

1 - Poor

4 - Very good

LRV .

———

{0 DAPEP
Bt E%E COULEUR
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Appendix B

Text paintings

Age 13 and 14

Art-based programme

1 - Poor

3 - Good

5 - Exceptional

COLOURED PAPER {
PAPIER DE COULEUR

3




Appendix B

v

Text paintihgs .

Age 13 and 14

Regular programme

'1 - Poor
h)
2 - Fair
R 3 ~ Good

COLOURED PAPER
PaP1ER DE COULEUR . o ,




Appendix B
Film paintings

Age 13 and 14

Art-based programme

2 - Fair

3 - Good

5 - Exceptional

&

| IPED PAPER -
%Q%QER DE COULEUR ]

-

R A
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. Appendix B

Film pairttings

Age 13 and 14

Regular programme

1

1 - Poor

3 - Good

*

5 - .Exceptional

-~

COLOURED PAPER
PAPIER DE COULEUR

"o

@
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Appendix C - Subject Identification Tables
Scholastic aptitude / 1.Q.: 1 - L'ow,-”z - Normal, 3L—-High
" Tasks: /SD - Still-1ife drawing PD - Photograph drawing
TP - Text painting - FP - Film painting
}
Group A: Art-based programme / Tasks SD and TP / Age 10 and 11 ’
Subject " : Scholastic . S
Identification & Sex Age Aptitude / 1 Task Score ' ;
" [Nymber 1.Q. ~ J ;
. - 4
) : sD 1 ‘
&1 . F 11 3 - 4 !
+ . : i /
C - SO - 3
62 " F n 2 , i
. TP 5 ‘
i . s 3 :
63 Mo 10 3 = ;
TP 5 :
. ) sD 4
64 M 11 3
TP 5
" "\‘\ ] :
-~ ' - f : SD . ( ’
u C S S
L1 M 10 3 —
: g TP 5 .
Y S C SD 2
720N I "R N § B 1 , 1 .
. : ‘ TP 1., Vo
4 > .
* .. | 4 B
B F o 1 2
. A ® o \ ‘ 1] . | ) vTP ) 3 ' :
- - — : T § -
' . ° .. SO 4 j
IL 2N F . -3 - ,
, . ) 3 3
i 75 F 1 2/ }
’ ‘L ‘ TP .3
| . S .
J«'. )
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Appendix € Subject Identification Tables

Scholastic aptitude /,I.Q.: 1 - Lo~} 2 - Normal, 3 - High

)
PD - Photograph drawing

.

FP - Film painting N

- Tasks: SD - Still-life drawing

TP - Text painting

PPN

kN,

& ) A
Group B: Art-based programme / Tasks PD and FP / Age 10 and 11
Subject Scholastic
‘{Identification Sex Aga Aptitude / Task Score
Number I.Q.
PD 2
-\ 51 M M 1 FP 3
PD 3
52 M n 2 Fp 2
) PD 3
. 53 F 10 3 FP 4
) PD 3
54 P F 1 3 ,
) FP 2
b 1 PO 1
© 55 F " 2 FP 1
({i\ L
3
\ DP 2
31 F - 10 2 Ep .
PD S
f 32 F S 2 FP 5%
%: ‘ 3
. ) 1
' 33 ) M 1 1 FP 2
% -
o D’ '5
34 M 10 3 Ep 3
o PD 2
AP o B Mo |-.m 2- FP 5
; ,—:; ‘

Rawd b s ek ke bt

w2 B s
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Abpendix C Subject Identification Tablgs

A

Scholastic aptitude / 1.Q.: 1 - Low, 2 - Normal,'3 - High
Tasks: SD - Stil1-life drawing PD - 'Photograpﬁ drawing

TP - Text painting FP - Film painting

©

Group C: Art-based programme / Tasks SD and TP / Age 13 and 14

78

Subject Scholast;c
Identification Sex | Age Aptitude / Task < Score
Number I.q. /
so_|_.2
01 ‘ F 13 \ . 2 TP 2
. SD 2
02 F 14 L2 P 3
T % ' D 3
03 M- 13, 2 TP 3
- DS 3
04 M 13 2 "1 A
i £ . .«)\ ’ L]
. S 3
: 05 Me | 14 3 TP R
1 J‘ .
. [ sD 3
21 F 14 3 1P 3
' sp 2
/ .
22 F 14 2 TP 4
SD 2
23 F 13 )
. { \ {. TP ." 5
" s 2
24 ' Mmoo 13 3 TP 3
‘ : SD {3
25 L3 o 2 . TP 3

g 7

I i s TS o
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Appendix C Subject ldentification Tables

Scholastic aptitude / 1.Q.: 1 - Low, 2 - Normal, 3 - High

L s T WY ol e .
Mhiaiei izl 2

Tasks: SD - Still-life drawing PD - Photograph drawing
' >
’ . TP - Text painting FP - Film painting :
‘Group D: Art-baséd programme / Tasks PD and FP / Age 13 and 14 %
: i
Subject Scholastic !
Identification Sex Age Aptitude / Task Score ;
Number . .| 1.q. .
3
. PD 5 g
56 4. M- 14 3 Fp ’3
£ - — -
PD 1 \
e 1
57 M 13 ¢ 2 FP 3
i PD 2 L
" 58 F 14 1]
. ) FP L2
o ) t ~“p 3
59 F 14 2 o
,' FP 5
« ' ‘ ' "‘ PD - 5
) . P
’ , 60 F 13 .2 FP 5
- A : _ PD 3
’ 76 Mo 14 3 Ep -
“~ ' PD 3
77- i F 13 3 1 Fp -5 ‘ :
- N
“‘*‘\ o PD 3
: ) : . 4
2 - Vg U S EIE - )
7
- RS PD 2
, 79 ’ F 13 | N2 :
o ' l : 3 . i FP ( 3
‘ Cpp
/ : 80 M 14 2 b | °
” Fp 3

F -
SR -

,
-
-«
L T
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Appendix C

Subject Identification Tables

( 80 .
Scholastic aptitude / 1.Q.: 1 - Low, 2 - Normal, 3 - High
Tasks: SD - Still-life drawing PD - Photograph drawing §
TP - Text paihting FP - fi]m‘painting )
. X\‘ ‘ - )
Group K Regular Programme / Tasks SD and TP / Age 10 and 11
A} .
Subject : Scholastic
Identification Sex Age Aptitude / Task Score
Number 1.Q.-
‘ SD 1
36) M 10 1 1P 5
4, ‘ - SD 2
37 M »1 3 ™. 3
. SD 3
~.
38" F 1 2 /| 3
‘ SD 2
39 F 10 2 P 2
. . . SD 4
40 M N 3 TP 1
SD 1
. H \
T~ 4 F. 1 1 9. 2
SD 3
42 F 1 3 P 3
SD 5
3 F 11 2 P 3
- A . ‘:{\'
SD T
44 M 10 1 TP 2
f ) . SD 4
Ty
a5, Fool T 2 TP 2
7
}

i
i
¥
f




Appendix C "Subject I¢zrntification Tables 81

¥

Scholastic aptitude / 1.Q.:-1 - Low, 2 - Normal, 3 - High

3
4
i
1
i
|
}
3
i

Tasks: SD - Still-life drawing PD - Photograph drawing

TP - Text painting . FP - Film painting

»

Grohp ‘.F: Regular programme / Tasks PD and FP / Age 10 and 11

L s e I R

Subject Scholastic
Identification Sex " Ags Aptitude / Task Score
Number 1.Q. '
, PD 2
06 M n 3 £ 3
PD 2
07 F 1 3 FP > %
| PD 5 :
08 M 10 3 FP 2 ) } ,
. : ‘ PD 3 f
09 oM 1 2 - 4 :
PD 2
10 F 10 * 2 FP 1 )
’ PD 5 .
16 ' M 1 2 FP 4
: ] PD 1 ;
17 F 1" i :
FP 4 f
PD 3 .
. ' i
18 M 10 1 | Fp 2
PD 3 f
, PD 1 -
20 ‘ F ‘n R 1 Cep 3 % |
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Appendix C ' Subject Identification Table.. 82
Scholastic aptitude / I1.Q.: V- Low, 2 - Normal, 3 - High
Tasks: SD - Still-life drawing PD - Photograph drawing
TP - Text painting FP - Film painting
”Group G: Regular programme / Tasks SD and TP / Age 13 and 14
Subject ' ' Scholastic .
Identification Sex Age Aptitude / Task Score
Number I.Q.
. o | 1
v h ‘ -
A M 13 1 TP ]
SD 2
12 M 13,/ 1 7wl 3
- 1 SD 2
13 - .M 14 ‘ 2 P 2
RCATEN
SD -5
14 M 13 T3 TP 1
A Y R . SQ ’ 4
SD 3
66 F 14 3 ' TP 2
. SO 4
. 67  F 14 3 TP P
’ SD oo 2
68 F 13 2 TP ?
A
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Appendix C Subject Identification Tables .

L

Scholastic aptitude / I.Q.: 1 - Low, 2 ;Normal, 3 - High

"

83

Tasks: SD - Still-1life drawing PD - Photograph drawing
TP - Text painting FP - Film painting

*

Group H:  Regular programme / Tasks PD ‘and FP / Age 13 and 14

Subject ' Scholastic
Identification Sex Agz | Aptitude / . Task Score
Number [.Q.
\/’ ~
' . PD 2
PD 1
27 F 3 2 PP 3
PD J 4
28 Fof o1 2 FP 4
PD 1
29 ¥ 13 2 T o A
« . PD 2
30 M 13 3
Fp 2
. PD 4
16 M 14 1 FP 1
PD -3
47 oy 1 3 ep .
k P 3
48 “ M 13 2 PP 3
(S
!v -

o

;E
%
&
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Appendi x D

Tables of Comparisons

The following tables display comparisons between the tasks, the
groups, and the age levels involved in the study. The scores are those

from 1 ~to 5 awarded by the/judges. Numbers appearing in the tables

refer to the number oflst dents achieving that score, in any appropriate

category ‘or groyp.
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Appendix D “Tables of comparisons Tables A
‘ Between Still-11ife drawings
and Photograph drawings
Regular programme 'A_ ] .2 §_c_g_r_e_ s
Age 10 and 11 T
Still1-Tife drawings{ 3 2 1 2 2
Photograph drawings| 2 ' 3 3 -
Regular programme - 4 Score
" Age 13 and 14 1 2 3 4
o Still-life drawings| 1 3 1 2
Photograph drawings| 2 2 |2 2
Art-based programme ‘ '
. Score
Age 10 and 11 1 2 3 3
Still1-1life drawings| 1 1 4 3
Photograph drawings; 3 3 {3 -
~ Art-based programme :
Score
Age 13 and "4
1 2 3 4
Stii]—er drawings} - - B °5 5 -
. ' Photograph drawings| 1 2 |- ¢4 -

85
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Appendix D

Lp T A BTy R, S DT e

. Tahles of comparisons

>

" Between Jext paintings

Regular programme

Age 10 and 11

Text paintings

Film paintings
l

Regular- programme

Age 13,and 14
Text paintinags
Film paintings

Art-based programme

Age 10 and 11

Text paintings

"~ Film paintings

Art-based programme

Age 13 and 14

~

~ Text paintings

Fiim paintings

\’Tables B
and Film paintings

Score .
2 3 4 5
4 4 - 1
3 2 3 1

Score
2 3 4 5

l 4 2 - -
l ] 2 2 1
|

Sc¢ore
2 3 4 5
- 3 2 4
&4 2 1 -

P ]

Score
2 3 4 5
1 5 2 1
1 5. - 3

1
"

L o LT AP

1
IS RN
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Appendix D

Tabie of comparisons

‘s A e er e e s e o S AR
B

L

Tables €

Between the 4 tasks (SD, PD, TP, FP)

Regular programme: Age 10 and 11 aﬁd Age 13 and 14

Age 10 and 11

Age 13.and 14

SD.

TP
PD
FP

. Still-Tife drawing .

text painting

Photograph drawing
Film painting

Score so | pD TP FP
1 3 2 1 1
2 2 3 4 3
3 2 3 ‘4 2
4 2 - - 3
5 R 2 1 1

G‘/J
/ :
S )

Score SD PD TP FP

1 ] 2 2 |2
2 3 2 4
3 ] 2 L2 2
4 - | 2 2 - 2
5 1 - 1 - 1
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Appendix D Tables of comparisons Tables D
, Between the 4 tasks (SD, PD, TP, FP) . > ;
, Art-based programme: Age 10 and 11 and Age 13 and 14 T
Age 10 and 11 L Score| S .| pPd | TP |FP |
1 1 3 1|3
. 2 1 3 - 4 |
3 4 3 3 2
4/ —
p 4 3 - 2 1
. ’ 5 - 1 4 -
) .
Age 13 and 14 - "~ score | sD | P0 | TP |FP -
i ] - ] ] -
/“ ‘ o
y 2 5 2 1 _\1 /
o3 5 4 |5 |5
s SD - Still-1ife drawing , '
, : - - - 2 -
TP - Jext painting - 4
PD - Photograph dravn‘h§ c . 5 _oh 3 14 |3
B ‘ ' . o . ’ - \ '
. FP - Film pafnting - :
: ) / ’
t
i ¢ /
. " -
e ¢ e S e o P I SR VX .t 9 SR N

P T T NP TP Y I DI PSR
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4 0
\ ' '
< ot : !
T Regular programme
AN ’D
\\‘
s/ ) v
\
» Art-based programme
L
[4
. - \»\
-~ 2 . p .
SD ~ Still-life drawing -
\TP‘-- Text painting
L PD - Photograph drawing
FP. - Film painting .
[§
4
i T RIS YL WA PN NP

O

TahTes of comparisons
K4

. Between the 4, tasks (S
Age lo-aﬁa\T1\an¢ Age 13 and 14 combined

~

. Taples £~ - === Tds

.
D, PD, TP, FP)

“

‘Score -| . SD | TP | FP |y
1T | & |4 3 3
, ™ a
. . p ) /
2 5 5 8" 4
+3 3 5 6 4
N 2 1 - |s
5 2 2 ] 2
: ~.
. 23 /.
écore. SD PD TP - | FP
I 4 2 3
2 6 5 1 |5
3 "9 \ 7.1 8 %7
4 3 - ] 1
5 . - 4 5 3
1 N

. .
.
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Appendix D

Between Age 10 and '11 and Kge 13 and 14 in the Regu1ar programme KN

\5

Still=1life drawing

k\WTables of. comnarlsons N

!

Kieaid

P o T ST Ty

/

oy Ry ‘r'g‘ N DR, “‘e;r*:f";sg'z:‘i}

*

. A

/

2

Tables’F

‘Scores for the 4 tasks (so, PD, TP, FP)

o

»

Photograph drawing

Age 10 & 11

Age 13 & 14

Age 10 & 11

Text paintings

Film paintings °

o

Age 13 & 14

Age 10 & 11

-Age 13 & 14

Age 10 & 11

Age 13414

Score '

1 2 3 4 5
3 271 2 2 |1
] ?» o1 2 1
b Score 'T;

1 2 3 4 5
2 ' 3v 3 - 2
2 g, 2 2 -
A * //“,

Score —
1 2. 3 4 5
]'\\ 4 ’4 - ]
S 2 4 2 - -
, .
Score
1 g 3 4 5
1 3 2 3 1
2 1 2 2 1
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Tables 8f comparisons

Between Age 10 and 11 and Age 13 and 14 1n the Art-pased programme

- f

. ; ' 5,

Tables G -

. . Scores for the 4. tatks (SD, PD, TP, FP) -

S e 1.
)

¥

-2

Score

3

o o
Still-1ife drawings Age 16 811! 1

1.

i

Age 13 & 14|

s
i
“

L . S 2

Pﬁotogra‘phs drawings Age 10 & 1% | -3 3 30| - 1
Age 13 & 14 | 1 2 |4 |- |3
| ‘ N
¢ N "k\ !
’ B
- - , Ff Score
Ty 2 3 4 -5
Text paintings Age 10 &8 11§ 1 — 3 2 4
N v :
Age 13 & 14 | 1 vls 2|y
L Score

{

r' .

Film paintings

Age 10 &11 | 3 4
1

. Age 13 & 14

i
)
- ~
L} -
»
R e aERIE R S oy D

PR

b P s b

AR aE

1
RSP S W D o At e i 1

tores # e
N

RS yuy
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