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CHAPTER I
INTRCDUCTION

Let this be plain to all; design, or as it is called by another name,
drawing, constitutes the fountain-head and substance of paintingz and
sculpture and architecture and every other kind of painting, and is the
root of all th: selences, Let him who has attained possession of this be
assured that he possesses a great treasure , . .

Michelangelo

THE PROBLEM

Statement of the problem

Many have expressed admiration for those who are able to draw, and
envy for those who possess the ability to do so. As an art teacher, this
writer has over the years become aware of the vast number of people who claim
to be unable to draw a straight line with a ruler, Various artists, authors
of drawing books, and drawing instructors (2, 3, 6, 11, 14) regard this as a
fallacy: for if a person can hold a pencil and a ruler still--he certainly
can draw a straight line. Zaidenberg (14) notes that our own essentlals are
the only necessary implements, They consist of two eyes that can see, and a
hand strong enough to hold a pencil. With them, some instruction, anycne
should be able to draw (14)., Assuming this is true, this study was designed

to prove that anyone can draw.

Purpose of the study

The purpose of the investigation was to determine if high school
students, having had no previous art training in the high school and very
little, if any, in the grade school and professing an inability to draw,

could learn to draw with the aid of a few lessons on drawing. The purpose
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was two-fold; first, determine if these students could learn to produce semi-
finished drawings and second, discourage the attitude that all drawing
requires artistic talent.

Justifieation for the study

It is the conviction of this writer that art enhances life, Drawing,
becauss it is the first step in the plan of any art project, is very impor-
tant. Painting, sculpture, advertisement, set decoration, even fabrie,
fashion, furniture, automobile design all begin at the drawing board, Art can
touch every phase of human life and make 1t much more comfortable, This 1is
true according to Hayman (16, pp. 6, 7):

Man's 1life differs from that of most other organisms in that individu-
alitization has become more important to him than strict conformity to
type. Individual capacity, viewpoint, choice, and action are qualities
that make us human, Art expressions enable man to see himself and com-
municate with himself for it gives voice to the self, The artist's
product makes the man unique as much as his thumb print and signature
single him out., This individuation of experience, of emotion, is made
possible through art,

Art deals with the emotional realm of man; it supplies stimulus for
his capacity to feel and react, it expands his area of sentiment., The
art experiences sharpens and rewards the genses, and thus it develops
all human faculties. Art is among the human disciplines that allow for
and depend upon the intense commitment of man to constructive action.

The art experiences which involves the feelings of children and men
encourages incentive and allows for commitment,

If this is true, then more people should embrace the field of ari--

perhaps as a hobby. "The good life is made of man striving to express his

_ best self (2, p. 2)." Others (16, 6, 7, 8, 13) write of the importance of
art experiences and are in agreement that these experiences are essential to
the fullest development of all people at all levels of growth. They promote
self-realization of the whole individual by integrating hls imaginative,
ereative, intellectual, smotional, manual capacities, social maturity, and

responsibility (8). Man ocultivates a deepened understanding of the problems,
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jdeals, and goals of other individuals and social groups (16). Warner (13) in

her book, Art: An Everyday Experience, wrote that art has within it the power

to make something out of the ordinary from the ordinary, She relates that
people need to gain a purpose in living, they need to become involved by
"zetting off the bank and into the stream," In addition, she expresses the
idea that art is one of the few remaining areas where man can be director and
doer and dreamer, all at one time (13).

The justification of this study then was to involve students in draw-
ing. By "getting them off the bank and into the stream," their lives will
possibly become more meaningful., If this writer could start in students the
process which would enable them to express themselves freely and openly

through their drawings, then she would feel her efforts were indeed Justified,

Definitions of terms used

For the purpose of clarity and understanding in this study, the fol-
lowing terms were defined,

Drawing, A series of lines put on a flat surface to indicate form,

Figure drawing, The drawing of the human form,

1. Practical drawing. A simple, symbolic line drawing. It does

not have to be artistic; it may even by crude. It can be a mental tool, as
useful in solving problems as a saw and a hammer are useful in carpentry.

2. Realistiec drawing, A drawing from nature, showing form. It is

a eclose resemblance to nature, The senses and the feelings of the artist are
involved in the drawing,

3. Foreshortening. The apparent shortening of forms in relation to

the angle from which they are observed. The appearance of shortening becomes

more acute as the angle between the eye-line and the nearest point of the



form, e,g. an outstretched arm, is reduced.

Still life drawing. A drawing of inanimate objects, e.g. fruit,
flovwers, vases, pitchers, etc, From the French word Nature Morte, meaning
dead nature,

1. Composition. The arrangement of shapes, forms, and masses in
the drawing to make it both balanced and interesting.

2; Light and shade. The sides or sections of a form that are
individually struck by light or are in the shade, These planes can be
vertical, horizontal, diagonal, or curved,

Perspective drawing., The alignment of various lines to show depth,
The fundamental law of perspective lies in the fact that the farther away the
forms are from the viewer the smaller they appear. ‘

1. Depth, The illusion of distance or three-dimension,

2, Horizon line, The line ahead of the spectator which is level
with his eye-level, The imaginary line where the sky seems to meet the earth,
It is on this line that parallel lines converge to meet at vanishing points,

3. Vanishing point. The point on the horizon line at which
parallel lines appear to vanish,

Semi-finished drawings. Drawings which are not finalized. These
could be quick sketches and still convey meaning, The drawings from the
students concerned here are in the semi-finished stage, due to the time

element,
BACKGROUND FOR THE STUDY

Drawing as an_international language
Inereasing international associations and complexities call for

international understanding through a common knowledge of some sort of



language. The picture language is unique in that it is universal, Marquart
and Mitchell (9) wrote that drawing is the oldest written language in the
world--a language understood by everyone in the world, from the most primitive
tribes to the President of the French Academy of Art. English, French,
German, Russian, and Spanish are among the important languages of the world
but drawing is the only language universally understood. Others (2, 3, 6, 9,
10, 11, 16, 21) agree. Newman (21, p. 76) wrote, "When art speaks, it is
heard clearly in every tongue,"

As a means of communication, drawing has served the world well. A
vwhole system of communication sprang from the earliest drawings and paintings
found on the stone tablets and on the walls in caves of prehistoric man., The
alphabet and all written language are outgrowths of these earliest recorded
images (16). Hayman further notes that from the moment in our history when
man beeame distinguishable as man, art was the mark that distinguished him,
and ever since, man has continued to be an artful creature (16). Prehistoric
man recorded himself and much of his environment by drawing and painting on
the walls of his cave, and according to Hayman (16}, this enabled historians
to write of this era., Hayman (16, p, 5) states, "Every child, every culture
gives form to its feelings and ideas through art," Nelms {11) in his book,

Drawine for Practical Use, discusses Galileo's sketch of the sun, It was one

of a series of sketches made originally for notes, These sketches became
learning tools in his investigation of sunspots, Nelms (11) feels that
Galileo later used these sketches té communicate his theories to his friends.
Another example calls attentién to Edison's drawings for the phonograph. He
apparently made them to guide his oﬁn planning, and when he was satisfied he
used his sheet of sketches as a means of communication, (11). McIntyre (10)

feels drawing fits into the scheme of education as a means of visual



communication--to show what things look like, how they work, or how they fit
together. In considering the-role of drawing as a means of communication,
perhaps the following quotation by Nelms (11, p. ¥, 5) taken from his book -

Thinking with a Pencll expresses it best:

Practical drawing is primarily a thinking tool, It can be used for
taking notes, for learning, for planning, and for computation. Perhaps no
one of these functions by itself is as important as communication, But
when we consider them all, there is little doubt that the ability to think
with a pencil is even more valuable than the ability to talk with one.

One's ability to draw

Zaidenberg (9, p. 19) states, "Anyone can draw!" Nelms (11) believes
if a person has enough skill with a pencil to write his own name, he can make
simple drawings to make himself understood., He claims everyone can be
instructed on how to make practical drawings; drawings used in chalk talks,
for posters and simple illustrations for purposes of being understood (11).
Tourists have made use of drawings when foreign languages failed them, and
according to Zaidenberg (9) the use of the tablecloth as a canvas to illus-
trate a motor or a new golf :club seems to be universal even in the most
prosaic of individuals, No one can deny the ability to draw in this sense;
nor ean anyone deny the desire to draw for this purpose (6). The simple
outline for purposes of illustrations represents one kind of drawing and
consensus is that this type of drawing is quite common among man (2, 3, 4, 6,
8, 9, 10, 11, 14),

When Zaidenberg wrote, "Anyone can draw!" he meant that anyone can
give form to trees, buildings, and human form (9, p. 19). This three-
dimensional illustration then is the other kind of drawing. This is the kind
that many stay away from because they claim to have no talent, In answer to

this statement Zaidenberg (9, p. 19) relates, "The ability to draw is not.
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necessarily predetermined by an inherited artistic sense, or even, as so many

people believe, by the rare phenomenon known as talent." He readily admits
anyone possessing artistic talent will be able to carry his drawings further,
instilling his own ability for creativity (9), On the same subject, Fawcett
(3) has never placed too high a value on natural aptitude, He writes that if
one starts early enough, maintains a keen desire, and implements this by
frequently drawing, he will end up by becoming a fairly good draftsman (3).
Yet most works this writer has read (2, 3, 4, 8, 9, 11, 16, 21), conclude
that pesople generally think that drawing depends on inspiration and that it
requires some special gift of the gods. These same authorities feel this
belief is responsible for the confusion and the resulting failure of many who
wish to draw (2, 3, &4, 8, 9, 11, 16, 21). It is a misconception that comes at

an early age (6).

Children's ability. Almost all children like to draw, and according

to Kaminski (6) they all seem to have similar ability, Some draw boldly,
others timidly; some have a free approach, others are meticulous; some are
interested in details, others omit them, In general, they share the same
enthusiasm for artistic expression, and when children draw and paint, they do
so because they enjoy it and it interests them (6), Kaminski (6) claims
children have no preconceived notions and know nothing of the great masters;
design, perspective, color wheels, and composition do not exist for them,
This same author says that children rarely ask such questions as, "“mIa
born artist?" "Am I doing it right?" 'Will people laugh at it?" "Do I have
talent?" (6). Fawcett (3) feels children seem to show understanding in their
drawing and although they often accompany them with torrents of oral explae

nations, children's drawings can usually stand on their own., The problem



exists with parents and teachers; they stymie children's desire to draw, As
an art teacher, this writer has many times witnessed parents and other
teachers commenting on children's drawings, Such phrases as, "What is it?"
"Ts this really a tree?" '"You're kidding; mommy doesn't look like that!" are
detrimental to children's creative development, Others (2, 6, 8, 17) agree
with this writer, and feel in classroom criticisms of their work, children
often find that their drawings are measured by an already existing standarﬂ.
This standard is not familiar to them, and as a result, they lose the sense
of pleasing themselves in their work and try instead to please the adults in
their lives (8). Kellogg (17) adds that an established attitude of most
adult observers of children's art is one of assuming that even preschool
children are constantly trying to draw reality objects; whereas preschool age
drawings themselves indicate clearly that this is not the case. She believes
most adults are hoping and wishing to see children draw reality objects, for
this enhances communication between them (17), Kellogg says if adults could
learn how to look at, or to read the spontaneous works of children from
earliest scribbling days on up, then the children's natural methods of draw-
ing would not be violated by influences of uncomprehending adults (17).
Lowenfeld (8) advises if children developed without any interference from the
outside world, no special stimulation for their creative work would be neces=
sary, He writes that children would use their deeply rooted creative impulse
without inhibition, confident in their own kind of expression (8). Since
children's thinking and experiences are different from those of the adult's,
it stands to reason their expressions must also be different (2, 8). Children
must be allowed to express themselves freely, and according to Zllsworth and
Andrews (2) self-expression releases tensions which interfere with growth and

stimulates further activity. The working together of mind, muscles, emotions,



and spirit to complete patterns set up by oneself has an integrating effect
on personality (2). Newman (21) adds that the desire to create comes natu-
rally to young people and must always be encouraged, Yet, unknowingly,
parents and other adults in their ridiculous questions and statements con-
cerning children's art confuse the children, and somewhere along the way
children begin to lose confidence (15). Kaminski (6) concludes, "Thus arises
the false belief that special talent is necessary."

The attitude of a child's family toward drawing is another source of
this false belief, as many families actually feel ill at ease with drawinge-
an attitude they do not have toward other kinds of school work (6), Parents
often help the child with his homework and it is taken for granted that he
will learn to write and spell, add and subtract, in spite of the fact that
these things are actually more difficult than drawing (6). When a child
hears, "™y mother's cousin Sue painted china; you must get your talent from
our side of the family," and '"We certainly don't have any talent in our
immediate family," he questions the meaning (6, p. 1). Here is that word
"talent" again. Kaminski (6, p. 1) further adds:

As the child grows older, the notion that talent is a prerequisite
for drawing becomes a settled conviction, As a result, from the many
youngsters who draw and paint, only a few retain thelr interest and
continue their drawing, This is because everyone seems to think that
art is a special gift, Art may be; but not drawing, Just as you can
learn to write your name, so can you learn to draw,

Those very people who could never draw a straight line if they chose

to, could trace their way back through the years to a time when they did draw

and paint--regardless of how straight the line (21).

Drawing is seeing

Essentially, learning to draw is learning to see (15), This fact is
universally accepted and is substantiated in the writings of several artists
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(3, 4, 9, 10, 14, 15, 19, 21). Fawecett (3) feels a good drawing is dependent
on the coordination of hand and eye, The student is concermed with the idea
of putting down something that looks acceptable and, his eye being yet
untrained, he searches for some aid (3), Fawcett (3) feels it is far better
that the student concern himself with learning to see, so that with under-
standing and conviction he will be able to draw anything which comes within
his range of vision, When a student gets to the point where his powers of
observation are completely at his command, he can commence to draw (15).
Freimark (15, p. 146) continues, "At this point (providing he has something
to say and says it in a means conductive to his subject) the drawing will
flow effortlessly out of his mind and onto the page." Kick (19) writes that
drawing is a conscious thought process, and the student glives shape to it by
seeing and feeling, He uses his eyes carefully to discover new things about
the object (19). Therefore his mind and emotions work together with his eyes
and hands as he consciously draws marks on a surface (19), Fawcett (3)
desceribes all drawing from a subject as an act of memory, and at that moment
when the student traces his line on the paper he is no longer observing, The
image observed has become a mental one, and the success or failure of the
drawing will depend on the nature of this succession of mental images (3).
Marquart and Mitchell (9) note than an understanding of the basic form is
essential in order to draw them, and that the student must think them through
before beginning. The student must look and study the object, for true free-
dom in drawing can result only from a background of knowledge of forms (9).
Libby (20) writing on Marco's'technique of teaching drawing, tells students
that lines, as we know, do not exist in the observable world, but rather in
the minds and works of artists as a direct and autographic means of represen=-

tation. The line pattern of the Greek artists conveyed rhythm, form and '



movement to an extraordinary degree, and became a final and complete pic-
torial art form (3). The attempt to enclose space by a simple line is one
of the earliest and most primitive ways of developing the powers of observa-
tion, or registering in permanent form.facts needed to reason from, and to
convey to others the shapes of things observed (3). One only has to study
the drawings of such masters as Dﬁrer, Daumier, Rubens and Michelangelo, all
great draftsmen, to show what drawing can do, Kent (18, p, 64) quotes Helen
Logge:
I believe that a drawing should not be just material for other media

(though it may be used for that purpose) but a serious end in itself,

upon which one may lavish as much thought, care, and time as if it were

a major painting, a complete work of art,

While drawing can be a finished complete work of art, it can also be a
sketeh or semi-finished, and either practical or realistic in nature (11). In
both cases the ability to see and to understand the object is very important
(11), Fawcett (3, p. 74) states:

I think it can be said that seeing and understanding are one and the

same thing; or at least interchangeable. In conversation we say, "I see

what you mean," meaning, "I understand what you mean, ¥ In drawing the
same thing applies,



CHAPTER II

METHOD AND MATERIALS

Description of the sample

The sample was selected from a population of students enrolled at

two area high schools; Hanover High School in Hanover, Kansas, and Linn High
School in Linn, Kansas,

Background of the sample. Both high schools ars located in Unified
District #223 in Washington County, Kansas. Both communities are basically
rural and diversified famming is the main industry. Hanover is located in
the northeast part and Linn in the southeast part.of the county., They are
twenty-six miles apart. The communities have a good deal in common, includ-
ing the prominence of church affiliated grade schools., The Hanover area is
served by three parochial schools; St, John's Catholic, Immanuel Lutheran,
and Trinity Lutheran. The Linn area is served by Linn Lutheran and St. John's
Lutheran. In addition both towns have a public grade school, The two high
schools. absorb incoming students from the.even smaller towns in the distriet,
Hollenberg students attend Hanover High; Palmer students atterd Linn High;
Barnes students may attend either center, The enrollment at Hanover High is
167; the enrollment at Linn High is 180,

Selecting the sample. The population was narrowed to only those stu-
dents never having had art instruction in the high school., A cover letter by
the superintendent of schools (Appendix A), a letter by this writer explaining
the purpose (Appendix B), and a questionnaire (Appendix C) were sent home with
each student in this population, The questionnaire was filled out by the
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parents and returned by the student to his respective school office, Per-
mission for the drawing lessons, in the form of the varent's signature, was
included in the questionnaires, Table I indicates the number of forms sent
home and the number returned,

The sample was selected from the questionnaires through which per=-
mission by the parents had been granted. A total of 40 students was selected,
20 being selected from each school. This writer wanted an equal number of
males and females so the questionnaires at each school were separated into
twWwo groups representing sex, The procedure was then to draw at random ten
questionnaires from each of the four groups., Due to the number of boys
enrolled in the art course at Hanover High School, only eight questionnaires
were available, Therefore, the sample at the Hanover center consisted of 8
boys and 12 girls, while the sample at the Linn center was composed of 10 boys
and 10 girls. There Were no restrictions as to the grade level of the sample,
but tha random selection provided 9 freshman, 18 sophomores, 6 juniors, and
7 seniors,

The tabulation of answers from the 40 questionnaires is presented in
Table II, It was interesting to find that only 12 students out of the total
sample had ever been exposed to elementary art through an art teacher. It
was felt by this writer that this would have little bearing on the outcome of
their Arawings as these students had not been exposed to the fundamentals of
figure, still life, or perspective drawings., A breakdown of the type grade
schools attended is also presented in Table II, None of the parochial schools

employed an art teacher.

Working conditions

Numbers were given each student as a means of identification. This



TABLE I

DATA ON DISTRIBUTION CF
QUESTIONNAIRES

School enrollment

Enrollment in art 70 23

Questionnaires handed out 97 120
(only to those students not
having had high school art)

Questionnaires returned 40 73

Permission for the lessons Yas 1 60

llo 9 13
— |

|




TABLE II

TABULATION OF QUESTIOMAIRE ANSWERS

15

Questions
2, Art teacher in grade school. 5
3, Vo art teacher - any classroom art?{f 4| 4 3| 9 4 6ff 1{ O || 12(2¢
4. Does student draw ruch at home? 31 5 41 8| 21 €| 3| 7 || 12|23
5. Does student appreciate art? “ 51 3 81 4 51 50 71 3 || 25|15
6. Has he taken high school art? o] 8 " 0|12 | o] ofwo I o]0
7. Are there books on art in the home? || 2 | 6 || 5| 7 I Lt 6] ojlc fl11|=
8. Are art prints on display in home? 51 3051 7061 41 416 {2022
9, Has student ever visited a museun? 513141 8| 2 8“7 21 6 113127
10, Does he want to learn to draw? 7111221 o6 4||10] 0| 35] 5
11, Either parent drawv or paint? ol 81|11 fjolicff 22 3137
12, Parents permission n_S oflzzt oI o] Oll10]l 0 401 O

Elenmentary School Attended

Public School 22
Parochial School 18
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was mainly for their benefit, Each student's work would later be rated by six
different judges who would determine if and how well the student had learmed
to draw, The identification system can be found in Table III. The student's
sex, his grade level, and his IQ are also recorded, The IQ scores of the
sample were not pertinent to the research conducted and therefore, were not
secured from the guidance counselbrs until the lessons were finished,

The home room period was selected by both principals as the besi and
most convenient time of the school day for the lessons. The art rooms at both
centers Were available during this period. This author worked with the Linn
group in the first part of the morning and later in the morning with the
Hanover group. The nine scheduled lessons on drawing were presented on nine
consecutive days, and each Working session was approximately forty-five
minutes long. One problem arose: the entire Hanover group rarely assembled
together for a session. Being near the end of the school term, various make-
up tests, speech rehearsals for district contests, organizational meetings,
picture taking sessions for the yearbook, and track meets all made a dent in
the proceedings of the lessons. However, with pefmission of the principal,
extra days were allowed this writer in which to instruct those students who

had missed the scheduled sessions., All students received nine lessons.

Drawing equipment

The art materials used during the nine drawing lessons were purchased
and supplied by this writer, The list of materials used is as follows:
unprinted newsprint, cream manila drawing and white drawing papers, numbers
24, B, and 5B drawing pencils, graphite sticks, lithographic crayons, art
erasers, India ink, meat skewers, and felt pens, While the drawing pencils

and erasers topped the list of tools used to draw on the papers, the students
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TABLE III

IDERTIFYING CHARACTERISTICS
OF THE SAMPLE

The sample consisted of 18 boys and 22 girls. The IQ scores
were secured following the lessons. The average IQ is 110,

f ~ Limn
lunber Sex | Year| 1IN Tumber Sex
1 M Jr | 106 Lk M
2 1 Jr | 9% 12 B
% F Sr | 113 13 17t
A ¥ Soph | 115 1z M
5 T Sr 99 1 15 M
6 T Sr | 101 16 T
7 T Soph{ 120 17 T
8 F_| Sopn] 114 18 T
9 F Soph | 106 19 5
10 M| Soph| 102 0 ¥
Hanover
Fumber Sex | Year| I Tunber Sex |Year
21 17 Sonh ] 118 _ 7 T Tr
22 F Sr | 132 32 T Sonh
23 3 Sonh] 95 33 7 Sonh
24 F Jr {100 3L &4 Sorh
25 F Jr 94, 35 b3 3onh
26 T | Sonh| 123 36 H Jr
27 F Jr | 114 37 It Jr
28 T Jr 95 35 M Tr
29 F Sr 1101 39 M Sr
30 F Sonh | 118 40 i1 Sonh
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were at least made aware of the other implements., They tried them all, This
writer wanted them to learn the proper usage of each, to get the feel of each

drawing implement, and to see the results of each one,

Drawing lessons

The lessons were prepared with the idea that three important aspects
of drawing would be taught in the nine 45-minute periods. Clarity as well as
brevity were most important. Students were given tips to practice, They
were drawing the entire time, except for short demonstrations., Much had to be
said, much instructing had to be done, The only possible solution was to talk
while they drew. The lessons were as follows: four on figure drawing because

it is more complicated, two on still life, and three on perspective,

Lesson one - art materials and the stick figure, Instructions were

given the students on the usage of the various materials given them, This was
done to familiarize them with each., Three drawing pencils were used, the 2H
produces a hard mark while the B and the 5B produce soft marks and can be
smeared quite easily, They were told about the various degrees of hardness
and softness available in drawing pencils, If a student wanted a very clear,
clean line, the pencils in the hard range would suffice. If softness and
tonal effects were desired, one of the soft pencils would do, The students
also worked with the graphite stick and the lithographiec crayon. Both are
rectangular in shape, have no paper covering, and have flat blunt ends, No
cover is provided in order to use the flat side for shading purposes, Both
are held differently from a péncil when in use, Two types of felt pens were
in use, a broad tip pen and a fine tip pen. These have become popular with
artists as they are much easier to handle than the drawing inks and can be

obtained in various colors. India ink is a permanent ink so students were
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urged to use it with care, The meat skewers took the place of a brush or pen.
The skewer was simply dipped into the ink jar and then drawn on the paper,

While the students were working with the materials, a discussion of
freedom of drawing was held, Some felt they could never be able to draw any-
thing., This instructor found the students were tense and held their imple~
ments too hard which restricted their efforts. To instill a certain amount
of freedom, they were asked to draw four X's on their 12 x 18 size newsprint,
With the pencil point on one X, they were instructed to select another X and
keep their eye on it, Without looking away from that second X, they drew a
curved line to it from the first X. A demonstration on the blackboard showed
the way. They repeated this several times, using the four X's as guides.

A short lecture on being able to draw as long as you could see met
with disbelief. All the important ideas of looking, studying, and understand-
ing the object to be drawn were relayed to them, The idea that the mind
observes while the hand draws was freely discussed, At the easel, a demn=-
onstration of the growth of the basic stick figure took place, To understand
the human figure better, it is necessary to resort to the stiek figure. Such
figures are not just a kindergarten concept, but can be a big help in learning
how to draw the human figure. Illustrations, such as shown in Fig, 1, were
drawn and explained, Shoulder and hip lines have been added to the torso
line. The arms now extend from the ends of the shoulder line instead of from
the neck. The legs are drawn from the ends of the hip line. These new lines
when enclosed create a figure which resembles man more than that of the basic
stick figure, The advanced sﬁick figure goes even further showing a chest
area, a pelvic area, and fullness in the extremities is evident, The spinal
column takes on the important role as indicator of the body's actions. Stu-

dents practiced drawing the elementary stick figure,
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Lesson two - realistic drawing, The first part of the second lesson

involved drawing the advanced stick figure. It is a much more difficult pro-
cedure than drawing the elementary figure, but it is necessary. A boy and a
girl from a study hall consented to act as models, The poses at first were
for three minutes each, The problem was to get the young artists to put the
pose down on the paper quickly with a basic outline drawing, It was suggested
to draw the head, and remembering that the figure stands seven heads tall,
visually measure down six more heads to find the bottom of the feet. The
student had to study the pose, decide if the weight of the body rested on one
leg or on both legs equally. A guick line down from the neck to that foot or
to both feet established a good guide line for the rest of the drawing,
Because this was the next step from the stick figure, it was fine to incorpo-
rate shoulder and hip lines to aid the student in drawing the proportions.
Learning a lesson from the simplicity of the stick figure does not mean it
should be applied literally. From the stick figure concept, the students
were asked to look at the model, study the pose for a minute, and then quickly
draw the outline or contour, as it is sometimes referred to. After doing
this, they made necessary proportional changes and added some detail, Figure 2
j1lustrates the rapid outline drawing and the finished sketch. The hardest
thing to accomplish was to get the outline drawn, Once they used lines to
enclose the figure, the drawing became easier. Much talk on proportion took
place, Dividing the human figure into various parts on a scale helped several
students who were having a great deal of difficulty with the problem. The
sczle simply helped them to uﬁderstand relationships of the various parts of
the body to each other, A division of the various parts can be studied in
Fig. 3. With the models posing and the students drawing, the instructor

related important things to consider in drawing., The neck is quite important
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as it holds and supports the head, and therefore should be drawn with that in
mind, It should be drawn boldly and not small and narrow in size., The elbow
berds on a line even with the waist, A man's shoulders are wide and his hips
narrow while a woman's shoulders are narrow and her hips wide, The students
were told that proportions were important in drawings to establish proper
relationships, but a good discussion was held on the many differences in body
structure that exist. One has but to look around to see the skinny lady in
contrast to the fat lady, or the short man in contrast to the tall man, 3et
rules cannot apply here, so the student must again rely on his powers of
observation. Poses Wwere then extended to ten minutes which gave time to con-
centrate on details. When a seated pose was used, it was urged that the
drawing actually show the figure seated., The body is made up entirely of
round parts, and this was pointed out many times, Clothing presented a prob-
lem., Illustrations from art books were introduced in an effort to illustrate
how wearing apparel is drawn around the figure, Clothing must look like it
fits and not like it was just stuck on as a child would stick a dress on a
paver doll., Collars fit around the neck, sleeves fit around the arms, and
shoes fit around the feet. This is illustrated in Fig. 4. The students
looked at the roundness of their own arms and how the sleeves fit around them,
In the ten minute drawings the roundness and proper fit of clothing were
stressed, Again the idea of really seeing what one draws was mentioned. .The
poses were varied; legs and arms Were crossed, arms were outstretched, and
front, back and side views were made available, Erasures were not permitted
during this lesson, and in fact, erasers were not available, Details on hands,
feet, and face were very general, but most did well except for drawing the

hands,
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lesson three - realistiec drawing, The head and its shape was dis-

cussed, The head is egg-shaped or oval, not circular as is sometimes shown
in practical drawings, An illustration, such as seen in Fig. 5, was drawn
on the blackboard, It was necessary to explain the various positions the
head assumes, and show how to draw the eyes, nose and mouth in the different
positions, Figure 6 gives the division of the parts of the face, The oval
can be divided into three equal parts. The lines which represent the divi-
sion of the face indicate the position of the eyebrows and the nose. The
bottom part is divided into two equal parts, and this line becomes the guide
line for the lower lip, The ears are placed between line 2 and line 3, The
student artists practiced drawing the head and face for ten minutes. The
remainder of the time was spent drawing three ten minute poses, again using
the student models, The idea of form and some detail were expected from the
students in their drawings., Erasers were permitted for the first time since
these were to be semi-finished drawings. During this time some demonstra-
tions Were shown on the blackboard to a few students having various problems
in their drawings, It was just a matter of aiding the student to better
understand and see the pose as it was, Reminders such as, "Make sure the
collar fits around the neck," "The legs cross at the knees so notice the
relationship of one leg to the other," "Keep your pencil lines light, cor-
rections can be made easier," were issued frequently, Some previous

discussion on shading added to the semi-finished drawings,

Lesson four - practical drawing. Practical drawing was described to

the group as an inherent line process. It is a simple, symbolic line drawing
which conveys a message, Such things as roundness and three-dimensional form

are not included in practical drawing, In contrast to realistic drawing
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where shading is important, shading in the practical drawing tends to obscure
the meaning, If shading is emﬁloyed at all, it should be done sparingly and
kept very simple. The students were told this type of drawing lends itself
quite well to simple illustrations, blackboard demonstrations involving mathe-
matics and in making posters to advertise a school play or a student campaign
for office. This writer felt it important the students know the pointers
involved in this kind of drawing, The face has a most important role here as
its expression sets the mood for the illustration or cartoon., In Fig. 7 the
divisions of the circle clearly pinpoint the positions for the eyes, nose and
mouth, Ears are omitted., Lines and circles make up the facial features., A
few basic eyebrow and mouth lines can create a number of different expressions
as evident in Fig, 8. The bod& is greatly simplified, as shown in Fig. 9.

The human figure can be constructed with the aid of guide lines., Figure 10
shows just how simple the form is, indicating the four heights that are
obtained by using the seven heads high and the very straight lines used to
form the body, It was brought to the students attention that the figures have
no necks, another means of simplifying the form, Some variations can be made 7
as seen in Fig. 10, When a few details in the clothing are added as in Fig,
11, the character takes on more meaning, Though done in a simple manner, the
message is clear, Everyone should be able to tell just what each figure rep=-
resents, The figure can assume some action, In Fig, 12, he stands, squats,
jumps, walks, lopes, and finally, breaks into a run, The practical drawing
can be done with the aid of a ruler, but students were encouraged to draw the
figures freehand, Figure 13 finds some freehand drawings which show the fig=-
ures doing various things. During this fourth lesson, the students drew the
face, the expressions, and several procedures of drawing the body, They pre-

ferred this type of drawing to the realistic type,
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Lesson five - still 1life, Two still life compositlions were set up
where the students could see both equally well, The beauty of a still life
composition is that once it has been set up, it stays there., It does not
tire or shift positions the slightest bit as a model would, The inanimate
objects used in the compositions were a vase, a basket of fruit, a compote
with grapes, a pitcher, and candle. The group was urged to study the compo-
sition very carefully before beginning their drawing., The important factor
was to view each object in the composition in relationship to the other
objects. Form was discussed in length, They were shown through demon-
stration the four basic shapes concerned in all drawing: the cube, the
sphere, the cylinder and the cone., Discussion involved here consisted of
taking objects and breaking them down visually to a basic form, Knowledge
of the forms is a tremendous asset in constructing all drawing, some of which
are depicted in Fig, 14, From the sphere, a globe and half an apple are
drawvn. From the cylinder, a carrying case and a drum evolve, The cube
becomes a box of rice and a television set. An ice cream cone and a party
hat are illustrations of the cone, The shading becomes necessary to indicate
the sides on a cube and the roundness of the sphere, cylinder and the cone,
This is aptly shown in Fig, 14 and Fig. 15. Shading indicates a light source
striking the objects. The part closest to and facing the light source becomes
the lightest portion of the object, while the side not directly in contact
becomes.darker. This must be shown by shading, Students practiced drawing
a few grapes, an apple or a single larger object found in the still life com-
positions before them. The objects in both set compositions were round in
form, The light source was somewhat difficult to see as the light coming
through the windows tended to fuse with the indirect lighting in the room,

However, a lighter side to the objects was discernible, On the practice
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papers, students drew several objects and added shading with either curved
lines indicating direction and roundness or pencil smudges to give a tonal
effect, After experimenting with shading, they began drawing one of the com-
positions. Relationships were again stressed. How near was one object to

the other, and how high on the vase does the compote go, Were lessons in
observation. They had to indicate with light guide lines where each object
was located. Much erasing took place, but once they were satisfied, they
tore into the completion of their drawings. Such things as bowls and vases
are symmetrical, Students had trouble drawing one side of a vase to look like

the other side, but came near enough for their first efforts,

Lesson six - still life., This lesson was a continuation of lesson

five. The students, after having practiced drawing a still life composition,
were ready to draw their still life as a semi-finished drawing. White draw-
ing paper was used, and may have caused a tighter drawing procedure in some,
The idea that this drawing was the one to be rated could have scared a few,
because some did a better job on their practice manila cream paper, DJuring
this time, composition was discussed. Composing a still life, or composing a
picture of any kind can be a disaster if someone with an untrained eye accepts
the composition because it looks good to him, Tt may not look right to
others. A few rules need to be followed as illustrated in Fig, 16, These
rights and wrongs were reviewed and demonstrated., Those students finishing
their drawings early were taken to another part of the room and given objectis
to arrange in a pleasing composition. This was to let them explore the do's

and don'ts of composition.

lesson seven - one point verspective, The fundamental law of per=-

spective rests on the simple fact that the farther away the forms are from the
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spectator, the smaller they appear. The students know the size of a car, so
it was mentioned that when a car passes them on the highway, the farther away
the car gets, the smaller it looks. The sides of this same highway seem to
get closer together as they go into the distance. They know that the sides-of
the road remain parallel to each other, so the illusion discussed is merely an
illusion of depth, Carrying this to a logical conclusion, it is easy to see
that if an object is moved away from the eye until it is nothing but a speck
on the horizon, the lines that define the object converge at a distant point.
This is called the vanishing point, These one or two vanishing points are
located on the horizon line, or eye-level line, The horizon line is that
imaginary line where the sky seems to meet the ground. This line remains con-
stant with the level of the eye. The students, by looking out the windows,
could see the horizon liné. To illustrate the fact that this line is the
same as the eye-level, the students were asked to look at the horizon line,
then get up and sit back down again, The horizon line moved with them, thus
proving to them that the horizon line and the eye-level are the same, If the
student is below the object, the horizon line will also be below the object.
If the student is above the object, the horizon line will alsc be above it,
The students were told if fhey could draw a cube from all angles, they had
partially learned to draw buildings and furniture the perspective way. One
point perspective, the simplest kind, can be applied when the student is
squarely facing the frontal plane of an object. The side that is visible has
parallel lines also, but bécause of the illusion of depth, these lines seem to
be pulled to the vanishing point on the horizon., The vanishing point system
is usually called linear perspective, but perhaps a better name would be
alignment, The students were asked to draw a straight line across the paper,

a horizontal line, On this line, a dot, the vanishing point, was placed.
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Demonstrations at the blackboard illustrated the techniques for creating
buildings, tables, cubes, telephone poles, trees and other items using one
point perspective., Figure 17 just shows a few of the objects drawn, The
group then went to work, They practiced drawing tables and buildings using
the one vanishing point. The most difficult obstacle facing them was drawing

windows on the side of the building that seemed to get smaller, This is shown
in Fig, 18,

Lesson eight - two point perspective. The depth and illusion are the

same, but as pointed out to the students, the corner of the object is closer
to you. There is no frontal plane, so both sides seem to get smaller and
vanish at two vanishing points instead of one. This procedure 1is depicted in
Fig. 18, Students practiced drawing buildings, boxes, television sets and
other objects using the two point perspective. Some discussion was held dur-
ing the session, but mostly the students would ask questions pertaining to the
particular object they were drawihg. This instructor merely made the rounds
to all the students to give them assistance where needed, They found this
useful, However, they seemed to see and understand the logic behind the plan

of perspective drawing and it was evident in most of their drawings,

Lesson nine - perspective drawing. A choice was permitted as to

whether each student wanted to draw his semi-finished drawing using ome point
or two point perspective. Most chose the two point system, As in the two
previous lessons, a ruler and an eraser could be used. White paper was not
used this time, as they preferred to draw on the cream manila. They were told
to be thinking of the type of building or buildings they wanted to draw so
they would not have to spend valuable class time trying to decide what to

draw, At the beginning of the period, the illustrations featured in Fig., 19
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and Fig., 20 were relayed to the student. They had learned a little about

drawing objects at an angle and would certainly leamm more with every drawing
they chose to make, Also since they were constructing a picture, basically a
building drawn by perspective, some of the principles of drawing could be

applied. They were used in the drawings of most of the student-artists, The
students were informed that what they had learned was a good start, They were
encouraged in any further drawings they might try later to attempt perspective
without a ruler, It would give them more freedom, and making use of the hand-

eye coordination theory, they could certainly do this,
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CHAPTER III

ANALYSIS AND SUMMARY

Student work

Student work was mounted on 6-ply 22 x 28 poster boards, using both
practice and semi-finished drawings to indicate the progression each student
made, Since three phases of drawing were taught, three poster boards were
used to represent each student's work, one for each phase., Mounted on the
respective display boards were both practical and ten minute realistic draw-
ings, as well as a few roughly drawn stick figures; sketches of single pieces
of fruit showing the practice of shading light and dark areas, along with the
semi-finished still life drawings; and practice drawings of telephone poles,
tables, books, television sets, and cubes indicating various aspects of per-
spective together with drawings in their semi-finished state. The student
number appeared on at least one of the drawings on each board for the purpose
of identifying the student with the rating. A total of 120 poster boards

representing 40 students were then judged.

The judges

It was essential that these drawings be rated in some manner to deter-
mine whether each student had learned to draw, Six individuals were selected
to serve as judges; three are art instructors having considerable art back-
ground, and three are pérsons having no background in art and claim to know
nothing about drawing. The judges were an elementary art teacher, a secondary
art teacher, a universitj art instructor who also serves as the head of the
art department, two housewives, and an assistant professor of education,

Three were men, and three were women, The judges are identified by letters of
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the alphabet, and will be referred to as Judges A, B, C, D, E, and F, The ‘
letter names are not in order with the listing of the occupations, However,
the letters A, B, and C represent the judges with the art background; and the
letters D, E, and F represent the judges with no art background.

The rating procedure, Affixed to each poster board was a rating slip

with brief instructions for the rating procedure. It simply asked the judge
to rate each student's ability, choosing one oq the numbers one through nine
to represent his assessment of the student's work. The number one indicated
the student demonstrated very little skill at all, The number five was used
to rate the student who demonstrated about the amount of skill one would
expect in the average adult with no training in drawing. The number nine was
used to rate the student who displayed an unusual skill in drawing, Other
numbers were used to represent intermediate points on the scale. At the bot-
tom of the slip were the nine numbers, and each judge was asked to circle the
number he felt best represented the student's ability. He was also instructed
to either sign or initial the slip. The student number and the number of
forty-five minute lessons involved in that phase of the problem also appeared
on the slip. Each poster board was given just one rating for all the drawings
on that board. When a judge finished his ratings, the slips were removed and
new slips attached for the next judge. When all six judges had completed their

ratings, a tabulation was made, This tabulation can be seen in Table IV,

Analysis of the ratings

In order to say a student had learned to draw, he would have to have
an average rating of 5 or above on his drawings., Table IV indicates how each
judge rated each student's three types of drawings, It also shows the total

score for each problem taught and a grand total score for all three. To
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TABULATION OF RATINGS BY THE JUDGTS
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determine if a particular student learned how to draw the human figure, the
total in that section is checked to see if his score is 30 or more. This
writer was interested in the grand total score, as all three phases of draw=-
ing were inclusive in determining whether a student learned to draw, The
score would have to be 90 or above, In checking the grand total column, it
" was found that students thirty-four and thirty-eight have scores less than 90,
and therefore, statistically did not learn to draw, There may be several
reasons for their failure in drawing, Table III, p. 17, gives the IO score
for student thirty-four as being 90, and the IQ score for student thirty-eight
as being 95. This author felt other circumstances were more the contributing
factors, Student thirty-four was hesitant to draw, and getting him to put
that first mark on the paper was a challenge. During the last few minutes of
the second session, he began to draw, but not before expressing his fear of
not doing it right, He did not want his peer group to see what he had drawn.
Student thirty-eight took the lessons against his better judgment, He was
there only because his parents had given permission, and because the high
school principal had asked him to participate as the group was short of boys.
However, his questionnaire revéaled he did not want to take the lessons, and
he made it known.

The ratings tabulated in Table IV show how differently the judges
viewed the drawings. A case in point is student thirty-three. His perspec-
tive drawings received four 9 ratings, one 8 rating, and one 4 rating. These
indicate that five judges believed he displayed an unusual amount of skill,
while the sixth judge failed to give him even a passing score. Only two
judges used the 1 rating; Judge B used it three times, Judge C made use of it
six times., Seven students fell short of having a total of 30 points on the

figure drawings, but five of them scored enough points in the other phases of
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drawing to have a total score of 90 or above, Four students lacked 30 points
on their still life drawings, but two had more than enough total points to
make up the difference, All students did well on the perspective drawings,

An interesting fact shows that Judge C rated all perspective drawings, with
the exception of three, lower than the other judges., It must be remembered
that Judge C is an art teacher and may well have been more critical of the
drawings due to his profession,

A correlation matrix was instrumental in providing further information
in analysis. It was selected as it is the most convenient form of reporting a
large number of correlations for the same group., Information was programed
into a computer, The print out sheet showed no significant correlation on such
variables as sex, school, and answers to selected questions 2, 3, %, and 10 on
the questionnaire, Therefore sex was not a factor in the ability to learn to
draw, nor did it make any difference which school the student attended. It
seemed to make little difference whether students had any elementary art, drew
at home, or even wanted to learn to draw, Of the five who did not want to
draw, only one failed to pass the judges. Some relationships between IQ and
performance was indicated, but not in all cases, The IQ scores ranged from 90
to 132. The judges Were the other variables. The correlation matrix on these
variables offered some interesting information, Tables V and VI were prepared
to disclose these facts, In Table V, the judges have been placed into three
categories: (1) all six judges, (2) judges with art background, and (3)
judges without art background, This was done to reveal means of the sum of
the judges' ratings, standard deviations, and the mean score. In the cat;a-
gory of "all judges", the mean sum of scores for figure drawing is 34,523,
The standard deviation is 7.201 which indicates a high variance of ratings

among the judges. The mean score of 5.754 represents the average rating given



TABLE V

JUDGES PLACED IN THREE CATEGORIES SHOW MEANS OF SUM
OF SCORES, STANDARD DEVIATIONS AND MEAN SCCRES

e e e

S ——
-~ ~Judges Type Drawing Menns Standard | llean Score
Sun of Scores Deviations
A1 Fipure 344525 7.201 5475/,
i i ¢
Fudges Still Life 37. 715 6.563 6.205
Persnective 39.725 4,610 6.620
Mean rating score by all judges in catemory = 6.223

Judges Type Drawing lleans tandard | ilean Score
Sum of Scores Deviations
Firure 15,625 4,603 5.203
Judges ; - 0 5 "
With Art 8till ILife 16,750 £.19L S:053

(A, B, and C)

e

Persnective

8.275

2.932 6.091

by all judges in category

Judges Type Drawing Heans Standard | llean Score

Sum of Scores Deviations
Figure 18,900 3.048 6.300
i Still Life 21,025 2.945 7.503
Without Art
(D, E, and F) | Persnective 21.450 2.428 7.130

===-#=—#=

Hean rating score by all judres in catepory = 6.817
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on all figure drawings, The number 6,223, found below perspective drawing,

represents the mean score given all drawings by this group,

Table VI 1lists the mean of the sum of the three scores, standard
deviations, and the mean score given by each judge.. In checking the indi-
vidual mean scores, Judge C of the art group and Judge D of the non-art group
gave the lower ratings, Judge C offered no criterion of his ratings, but
Judge D felt he misunderstood the rating slip. Instructions read, "The nume-
ber five should be used to rate a student who demonstrﬁtes about the amount
of skill you would expect in an average adult." He wondered if the average
adult would be given the same instructions as the student, and therefore,
creating a comparison between student and adult drawings, Judge D offered to
rate the drawings again, and though the ratings may have been higher, this
writer felt this was unnecessary. Standard deviations in Table V demonstrate
the degree of variances in the ratings. The highest degree of difference can
be found in the group "judges with art." Table VI shows the standard devia-
tions for each judge, The degree of variance is more constant with Judge E
and Judge F. This would tend to indicate that these two judges are better
raters than the others. The mean score for each judge fairly well tells the
story. Judge C obviously felt the students had not learned to draw, while
Judge A and Judge D felt the students learned to draw, but not well, Judge B,
Judge E, and Judge F determined the students learned to draw quite well, The
mean score for all judges on all drawings is 6,2 which would indicate that all-
students learned to draw,

SUMMARY

The purpose of this study was to determine if every high school stu-

dent, having had no previous art training in the high school and very little,



TABLE VI

MEANS COF THE SUM OF THE THREE SCORES, STANDARD

DEVIATIONS, AND MEAN SCORE OF RACH JUDGE

Judges Mean of Standard ean Score

Three Scores | Deviations Given
Judge A 17.425 3.999 5.808
Judge B 20,050 3.667 6.683
Judge C 13:175 3.185 4391
Judge D 15,950 3.5 5,316
Judge E 21.625 2,277 7.208
Judge F _23 .800 1.584 7.933

——

S E———————
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if any, in the grade school, could learn to draw with the aid of a few drawing
lessons, The objective was (1) to find if students could learn to produce
semi-finished drawings, and (2) t§ discourage the attitude that drawing
requires artlistic talent.

An examination of writings by various professional art people indi-
cates the important contribution art has made to our cultures from the earli-
est times, Pietorial communication continues to enhance man's world and bring
about better understanding, Art can touch every phase of human life and make
it more comfortable, The authors concluded that art experiences are essential
to the fullest development of all people at all levels of growth, and that
such experiences should be encouraged. They also feel that anyone possessing
eyes that can see and hands strong enough to hold a pencil could be taught to
draw, For these reasons, the study was made,

A sample of forty subjects was selected from the student snrollment of
the two area high schools, Hanover and Linn, The lessons were given in nine
sessions of approximately forty-five minutes each, Three phases of drawing
were taught: (1) figure, (2) still life, and (3) perspective. Drawing was
approached not as a mysterious skill, but rather as a science. Without a
plan, without some knowledge and understanding of underlying principles, pro-
gress is impossible, Almost every field of endeavor except art has a plan,
Music, medicine, mathematics, engineering all have their foundation in some
simple fundamentals that must be mastered according to plan before there can
be any real progress in learning. Therefore, the drawing lessons Were carried
on with some logical procedure,. |

Six judges, three with art background and three without art backgroum,
rated the semi-finished drawings on a one-to-nine scale, The nine represented

the highest possible rating. As predetermined, an average of 5 for all his
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drawings would indicate the student had learned to draw. The results of the
ratings determined that two students did not learn to draw,

A correlation matrix was programed and fed through a computer to
establish correlations among variables, The results indicated there was no
significant correlation on such variables as sex, IQ, school attended, or on
answers to selected questions 2, 3, 4, and 10, It seemed to make little dif-
ference whether students had had any elementary school art, drew at homs, or
even wanted to learn to draw, Of the five who did not want to draw, only one
failed to pass the judges., The information on the other variables, the
judges, was in the form of means and standard deviations, The judges were
grouped in three categories for purposes of analysis, These categories are:
(1) all judges, (2) judges with art background, and (3) judges without art
background, The computer determined the means of sums of scores, mean scores,
and standard deviations for the three groups, It also provided the same
information on each judge., The degree of variance in the rating procedure
among the judges was significant, The judges without art background, as a
whole, tended to rate the drawings higher, This would indicate the judges
with art background were more critical in viewing the student work, Howsver,

one art teacher had a mean rating score for all drawings of 6.683., .

Conclusions

"Is it possible to teach -every high school student to draw even if he
has no apparent artistic ability?" The experimental research was designed to
answer this question. The tabulation of ratings by the judges on all drawings
indicates two out of the forty students did not learn to draw, If this were
the only criterion used, the answer to the question would be negative. The

computer gave a mean score of 6,2 for all judges on all drawings, which is
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well above the 5,0 needed, This, then concludes that every student did learn

to draw, and the answer to the question would be positive, Though this was a
small sample, it might well represent the whole population,

The computer print out showed in rating art work it is difficult to
find any correlation, It seemed to be a rather personal thing, an individual
taste as to whether the student learned to draw, The variance of ratings,
even among the judges who are art teachers, revealed they looked for differ-
ent things in the drawings, The reliability of thé ratings is questionable,
The use of a scale rating was objectionable to the art teachers as being
grossly unfair to the student, This is true, but the ratings were the only
decisive means of measurement available, Unlike mathematics, drawing is no£
exact and cannot be judged either right or wrong. If the judges had been
familiar with the ecircumstances of the two students whose work they rated low,
the judges might have agreed with this writer that the two students did,
indeed, learn to draw, Perhaps the one student would have produced better
work had he had more time, for some students learn at a slower pace than
others, The second student's attitude may have kept him from drawing better
regardless of how much time he was given,

The second objective, to discourage the attitude that drawing requires
artistic talent, was not measured, However, students who had expressed the
opinion they could not draw found that they could. Several indicated they
would enroll in the high school art program the following year, Many
expressed gratitude for the privilegé of receiving the lessons. Parents have
told of the interest their students now have in drawing, and some parents have
expressed hope for a few drawing lessons for themselves. During the course of
the lessons many adults, having learned of the rasearch; indicated they felt

the objective could not be accomplished, These same adults, in seeing the
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results, are now wondering if maybe they, too, could learn to draw, The
rewarding part is that students who felt they could not learn to draw are'
doing Jjust that, and by involving themselves in drawing, thelr lives may

become more meaningful,

Suggestions
' Should further research be attempted, the writer offers a few sug-

gestions, It might be to the advantage of the invastigatér to give a pretest
to the sample, The students could try to draw a person, a bowl of fruit, and
a building, These drawings could be compared later with the post test, draw-
ings done following the lessons, This comparison would enable the judges to
determine how much the student learmed, It is also suggested that more time
be allowed for the lessons, The nine 45-minute lessons were inadequate to
teach the three phases well, Short cuts in teaching could possibly be elimi-
nated with more lessons, The research paper, or at least the section on the
drawing lessons, should be read by all judges before they rate any drawings.
This would familiarize them with the lessons, what the investigator wanted to

do, and afford them some understanding of the problems involved,
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APPENDIX A

Unified School District No. 223
Barnes, Kansas 66933

Dear Parent,

From time to time students at the various colleges ask our
schools to participate in activity designed to gather information,
try new practices, or verify research. The attached question-
naire is no exception.

Marilyn Nease, graduate student in art education at Kansas
State University, has asked that our schools cooperate with her
in gaining information for her research paper. As the main
topic of her paper she asks, “Can every high school student

be taught to draw even if he has no apparent artistic ability?”
This is a question our schools would like answered.

Therefore, we ask that you the parent of the student cooperate
in completing the enclosed questionnaire, and to permit your
student to participate in the art experiment. Very little effort
will be required of each.

Sincerely,

M. Dale Carlson
Superintendent USD No. 223

65



APPENDIX B

Dear Parents,

This questionnaire is being sent home for you to read, fill out,
sign, and send back with your student to the school office.
This of course is voluntary, but it is my hope you will complete
the questionnaire.

As an art teacher, I have long felt that every student even if
he has no apparent artistic ability can be taught to draw. After
the mechanics of drawing are taught — then the creative
ability takes over. I do not pretend to make artists of every
student, but to show that they can learn to draw.

Since a masters report is one of the requirements for a Masters
Degree, I want to test my theory, and discover whether every
student can be taught to draw. My report will be writien
based on the findings of this experiment. I will select at ran-
dom from the returned questionnaires — 10 boys and 10 girls
from the Hanover High School and 10 boys and 10 girls from
the Linn High School. These 40 students will be instructed in
three phases of drawing; perspective, figure, and still life.
They will be given no less than three and no more than nine
lessons. No outside work will be required, and all materials
will be furnished.

This questionnaire should be returned to the school office no
later than Mareh 26, 1970, I want to thank you for your time
in reading the questionnaire, and a special thank you to those
of you who return it completed.

Marilyn M. Nease



APPENDIX C

Questionnaire

Answer the first question by filling in the blank.

........................................................................................................................................

Answer all other questions by placing a circle around either YES or NO.

10.
11.

12,

The elementary school employed an art teacher. .............. YES
If the school had no art teacher, was there much art instruct-
ion by the elementary teachers? ... YES
Does your student ever draw pictures at home, other than for
a classroom assignment? ......coooiciniennee. eeaeaeeeeenenetaemeaseeratnan YES
Has your student ever expressed an appreciation for art or
for pictures drawn by others? ... YES
Has your student ever taken art in high school? ..ovrccnnnn YES
Do you have any books in your home concerning art and
KNOWI GFEISES T oot sreeas et s et e n s s sacsser e san s penae s YES
Are there art prints hanging in your home or on display
19 00=3 o - A OO UO S renemsamersiSFS YES
Has your student ever visited an art museum? ... YES
Would your student like to learn to draw? ......oiennnenecs YES
Does either parent draw or paint as a hobby? ... YES
If your student is selected, will you allow him to participate

in these series of drawing 1€8SONS? ... omrcreriiccecreecre e YES

€7

..... -

NO

NO

NO

NO
NO

NO

NO
NO
NO
NO

NO

Students Name | Parents Signature
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The purpose of this study was to determine if every high school stu-
dent could be taught to draw even if he had no apparent artistic ability, The
objective was to learn if students could learn to produce semi-finished draw=-
ings, and also to discourage the attitude that drawing requires artistic
talent, The justification for the research lies in the importance of drawing,
and should not be overlooked.

From the earliest times, art has made a vast contribution to our cul-
tures of the world., Pictorial communication continues to enhance man's world
and bring about better understanding between the various cultures, Profes=-
sional art people agree that art experiences are necessary to the fullest
development of all people, regardiess of age. They feel that anyone posses-
sing eyes that can see and hands strong enough to hold a pencil can be taught
to draw, for drawing is essentially seeing,

A sample of forty subjects was selected frém the two area high
schools, Linn and Hanover, In nine 45-minute lessons, three phases of drawing
were taught: (1) figure, (2) still 1life, and (3) perspective, Drawing was
approached not as a mysterious skill, but rather as a science, Almost avery
field of endeavor except art Bas a plan., Without some knowledge and under-
standing of underlying principles, progress is impossible., The drawing
lessons followed a plan with some logical procedure.

Six judges, thres with art background and three without art back-

" ground, rated the student drawings on a one~to-nine scale. Nine represented
the highest rating. An average of 5.000 for all his drawings would indicate
the student had learned to draw, A tabulation of all ratings on all students
Was made. The ratings indicated two students did not learn to draw, A
correlation matrix was programed and fed to a computer., No significant

correlation on such variables as sex, intelligence quotient, school attended



was noticeable., It also made little difference if students had had any ele-
mentary school art, drew at home, or even wanted to draw, The information on
the other variables, the judges, suggested that rating art work was diffiecult
to measure, No relative correlations were found, The computer determined the
means of sums of scores, mean scores, and standard deviations. The degree of
variance in the ratings by the judges was noticeable., The results indicated
the judges without art background, as a whole, tended to rate the drawings
higher. These judges also showed less variance in the standard deviations.

In determining whether every high school student could be taught to
draw, the tabulations of the scores and the computer print out were used, The
tabulation of all ratings indicated two out of the forty students did not
learn to draw, However, the computer gave a mean score of 6.200 for all
judges on all drawings. This score is above the required 5.000, and there-
fore, indicates every student did learn to draw, Though this was a small

sample, it might well represent the whole population,



