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ABSTRACT

This report describes the development of an
instructional package prepared to present three elements
of design that are fundamental to art: space, line, and
color. The instruction was developed as workshop material
to be used with classroom teachers who have no formal
training in art. This multi-media package contains three
slide/tape presentations and an accompanying teacher guide
book. '

A major objective of the art curriculum in
Newfoundland and Labrador is not in training artists but
in providing opportunities for students to develop aesthetic

awareness. This has been and remains a problem area for
teachers without formal courses in art education.

A search of current curriculum materials and
results of a teacher survey identified a need for more
visual material that contained art and environmental scenes
that were familiar to the teacher; materials that could
provide a link between abstract theory and practical
application.

This instructional package was developed combining

the core concepts of space, line, and color, relating them

to the visual environment of the teacher and to the art

of Canadian, Newfoundland and Labrador, and other well known

artists.



Two content specialists and two media specialists
evaluated the content and technical quality of the package.
A prototype of the package was tested on a pilot group

and revised. The revised package was evaluated using
students with teaching experience who were enrolled in
university courses. .

Results of the tests and the survey showed positive
learning and an acceptance of the units as potential material
for teachers.

When these slide/tape units are integrated into
a workshop format, they should prove effective in providing
classroom teachers with a knowledge of the elements of
art. They should also assist the teachers in building a
visual language by combining art theory and technique

using visuals and practical applications.
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CHAPTER I
INTRODUCTION
This report describes the development of an

instructional package intended for use by art instructors,

art i or cl teach: The units are

designed to partially fulfill a need expressed by the
art consultant for the province of Newfoundland and
Labrador and art teachers to provide more information on
the language of art. The package is entitled, Exploring

The Elements of Space, Line, and Color. The purpose is

to provide training for teachers without an art background.

Review of the History of Art i

In 1976, Kenneth M. Lansing wrote in his text,
Art, Artists and Art Education, "Teaching art to young

people is one of the most rewarding experiences that an

educator is privileged . . (p. 3). This is perhaps true
for the experienced classroom teacher who has been trained
to teach art. There are, however, in addition to the
satisfactions and benefits, many problems, particularly
for the untrained classroom teacher.

The history of art education in America shows a

traditional neglect and misuse of art. Art has not been



part of the mainstream of general education (Jones &
Runyan, 1986). The misunderstandings about art appear to

be threefold. Steveni (1968) states:

bout
and what the prucess should be; misunder-
standings about what art is, and its place
in society and the educational system; and
finally misunderstandings about the nature
of art education as such (p. 13).

Historical writings on art education date from the
works of Aristotle. Saunders (1970), in his historical

essay on Art Education selected this quote from Aristotle's

Politics, Chapter 3, Book VIII: '

drawing . . . regarded as useful for the
purposes of life in a variety of ways . . .
not to prevent their making mistakes in
their own purchases (of paintings and

y may not
be imposed upon in their buying or selling
of articles, but perhaps rather because
it makes them judges of the beauty of
human form (p. 5).

The writings of Rabelais (1535), Locke (1693), Froebel
(1826), Mann (1844), and Edgeworth (1801) also referred
to the importance of art to the education of the child.

While it is not within the scope of this intro-

duction to trace the complete history of the movements

within art ed it is impx to the
influences of general education, the social sciences,
advances in technology, and the conceptual and visual
changes inherent in the art object itself, and their

influences on art education over the decades.



When art education is examined, it falls
into the following categories: Art as a
part of an educational whole and the
emphasis placed here; and secondly, art
for the sake of art with its corresponding
emphasis; and finally, art education as a
process in its own right (Steveni, p. 13).

To begin with, it is necessary to clarify the

term art education to place it within the framework of

total education. The Pocket Oxford Dictionary (Allen,

1984) gives the following meaning for art:

Ccameron

human creative skill or its application;
branch of creative activity concerned
with the production of imitative and
imaginative designs and ion of '
ideas, esp. in painting; products of

this activity; any skill esp. contrasted
with scienti i inci

etc. (p. 36).

When we put art with education then, states
(1970) :

'Education’, of course, becomes the
keyword. Art education must mean the
process of integrating in a system of
values a sense of rhythm and harmony;

mass and proportion; module and mode;

color, line and form; or whatever words

you will, to describe an aesthetic
sensibility. Such education is concerned
not just with the development and maturation
of the perceptual skills with which ve are,
as children, so richly endowe

et b T e
verbal and non-verbal skills but

particularly with the latter which is

50 often neglected and allowed

atrophy in our school environments (p. 8).

In Art As Experience, Dewey (1934) explored the

nature of art within the context of education and said

that art "is proof that man uses materials and energies



of nature with intent to expand his own life ... (p. 25).

He stated, "'artistic' refers to the act of production,
of doing, while 'esthetic' refers to that of perception
and enjoyment" (p. 46). There is and should be an intimate
connection between the two. Jones and Runyan (1986) point
out that "the essential, purpose of art programs in the
schools is to provide all students with basic concepts,
ideas, and experiences” (p. 42). Boudy (1977) explains
the vital role of the arts in general education: "Aesthetic
experience is basic because it is a primary form of experience
on which all cognition, judgement and action depend” (p. 34).
Art is not a phenomena, but is a "basic body of knowledge
with rules, structure and standards like those of other
disciplines. Art can be taught, learned, and evaluated

and the processes can be described in specific written

curricula" (Jones & Runyan, p. 42). Traditionally, the

art education of children has been dichotomous, separating
the making of things (art) from the aesthetic or appreciation
and enjoyment of that which is made.

For many years the classroom teacher provided the
role model, showing children how to draw, paint and model
Children learned by imitation. Emphasis was on skill and
end product. Until recently, art educators had confined
skills in art to the realm of art production (Hamblen, 1984).

A change in this attitude has been attributed to

the late Manny Barken. In an article, "Transition in Art



Education” (1962), Barken argued that art needs to be

taught as a subject area with structured content, shifting
the emphasis away from the production of art objects. In
her article on art education, Hamblen (1984) quotes
Johansen as saying:

According to the tenents of aesthetic

education, the student is to develop

competencies in the areas of art history

and art criticism in addition to studio

skills. Increasingly, art educators

have acknowledged that critical skills

and problem solving need not be the sole

province of artistic production,

can be readily developed through verbal |

description and interpretations of works
of art (p.

Teachers of art education must also understand that art is
an imaginative, visual language in which the organization
of space, color, and line are used to communicate ideas
and feelings. "This is the essence of aesthetic form"
(Barken, 1960, p. 349). For Lanier (1980) it is aesthetic
literacy, which becomes the core of the visual arts. ". .
aesthetic literacy as the central purpose of art education"
(p. 23). Lanier meant this in the broadest sense of the
word. He believed as did Dewey and others that the function
of art is to elicit aesthetic response, a response prompted
by experiences beyond the limits of 'the fine arts',
including as well, 'the popular arts'.

In order to understand the principles of and nature
of artworks, learning the aesthetics, we must understand

not only how or why art appeals to us, but how we talk



about art. "If a work of art is to be appreciated,

opinions about it must be based upon knowledge and under-

standing” (Mittler, 1986, p. 11).

To acquire this understanding, the vocabulary of
art must first be learned. "Artists use many different
lines, textures, shapes, forms and space

(Mittler, p. 11).

colors, values,

relationships to create their works"
These are the 'elements Of art'. They are the building

blocks of art. If we understand how these elements are used

we then begin to understand the nature of art.
We are also reminded of the importance of the
elements of art to art education by Feldman (1967):

We are concerned, of course, with the
visual elements of works of art: lines,
shapes, and textures as they are employed
by artists. After we have learned to see
them in art, we may discover these same
constituents in nature. . . . To see
visual elements of art in the natural
world is to project upon nature certain
acquired habits of perception which we
£ind pleasurable or useful. Consequently,
one of the indirect dividends of studying
art in general and the structure of art
in particular is the added satisfaction
we can get in ordinary perception of the
world outside art (pp. 223-4).

The elements provide a visual grammar upon which we are
able to understand the structure of art. They provide a
means of visual expression and communication.

During the 1960's there was much research in the
field of art education. Plummer (1974) claimed that out

of the welter of results of this research, there was an



emerging pattern of ideas, "that exposure to art and
working on art projects do increase aesthetic sensitivities"
(p. 8).

During the past decade, the back to the basics
movement and accountability has provided art educators with
the impetus to re-think their basic assumptions about art
education. This re-thinking has had its emphasis on
developing an appreciation for art. Most art educators
now agree that "it is through aesthetic, visual education
that students are given the competence to make informal
judgements about the aesthetic merit of both art works and
their surrounding environment” (Cuyler, 1983, p. 4).

In an issue of Art Education (1970), Leon Frankston

Our foremost goals should be to look
forward to a society in which all
individuals are visually literate

and aesthetically sensitive to their
environment. . . . It is this kind

of aesthetic education which ought to
justify (or at least supplement)
studio activities in the public schools.
The emphasis ought to be on aesthetic
response rather than ad infinitum
manipulation of materials (p. 18).

Finally, according to McFee and Degge (1980), "a key goal
for art education is to increase students' range of
experiences to give them a more comprehensive basis for
evaluating and creating art and to give them an environment

for living" (p. 322).



In art, unfortunately, there seems to be an
evermore widening gap between what seems theoretically

sound and what is practical. If part of our primary goal
is teaching art appreciation and developing visual aware-

ness, then there are difficulties.

Immediate Problems in Art

A recent national survey of provincial art curricula

at the elementary and secondary levels defined the term
visual arts to include,

the appreciation of natural and man-nade
beauty and aim at its enhancement.
Caacher will dsal with the basid concepts
of design, drawing and painting and will
make available a very wide variety of
materials and technigues, both purely
aesthetic and also practical (Arts:
Provincial Curricula, 1983, p. viii).

In a more general statement of provincial common-
alities, the survey claimed that all provinces had agreed,
"the arts are central to the students' experience, and
should be part of their education.

The arts are a function of life

can_give insigh into all other areas
of learning. The arts help people

i

Gy oz aesthetxc te: The

arts provide people with broader choices
G

theis Tives (Asta
).

p-

Provineial Curziculs,




Art in Newfoundland

Although it appears by the course outline of the
Department of Education that art education is thriving,
the fact of the matter is that in the Newfoundland school
system, there has been 3 traditional neglect of art

education, and under the present conditions that neglect
could become worse. There are many reasons for the neglect
In a recent task force on the Arts in Education in
Newfoundland and Labrador, the authors stated:
There is no doubt, however, that between
75 - 85% Of the K-6 schools in the Province
offer some kind of ‘art'
their students. Few fo:
or sequential programme, even though one
has been available since 1972, and even
fewer offer anything more than a minumum
experience in manipulating materials. At
present, there is little or no visua
e e e
re

aborit ax¢ | (Comin Lo loux \Sensen; 1980
29-30

The task force, Comin' To Our Senses, was in fact
the first comprehensive attempt to gather information on
the Arts in Newfoundland and Labrador. In its introduction
the authors state "Art Education . . . for the school
student has not kept pace and lags behind in both the
status it enjoys and the priority it is given by educators"
(Comin' To Our Senmses, p. iv). Citing two reasons for

this lag the authors claimed: 1) priorities and lack of



money to establish such programmes, and 2) the under-
valuing of the arts in the school, i.e., by teachers and
administrators in the province.

Most K-6 principals want arts education
in their school and sre thwarted by tine,
money, and lack of training. . .
Secondary administrators suifer fiom the
attitude that arts are frills, 'unintel-
lectual and unnecessary' (Comin' To Our
Senses, p. 3).

The task force also claimed that one of the major factors
adding to the de-valued emphasis in art education is the
"lack of pre-service training of teachers and administrators"
(. 2). The authors of this report cautioned, however, it
"is not to imply there is mo activity" (p. 2).

Citing two previous task force reports on

Newfoundland education, the Royal Commission on
and Youth (1967), and the task force, Improving the Quality
of - Chall and Opportunity (1979), the authors

of Comin' To Our Senses point out that there remains an
ever widening gap between curriculum recommendations and
implementation of art in the classroom. This lack of art
education is due specifically to a lack of art in the

teacher's experience.

Teacher Pre-Training in Newfoundland and Labrador

Historically, the roots of art education of teachers

can be traced to 1931, when the Normal School required



teacher ining to take art i ion as a non-
credit course. This trend continued as teachers were
unable to obtain a license to teach in the province
without an art course.

By 1951, a Faculty of Education had been set up
within Memorial University, as the University had been
granted full status in 1949. The arts, it seemed, were
deemphasized as the course requirements for student
teachers became more academic. Upon examination of the
course offerings of the syllabuses from 1932 to 1983,

very little had changed. In that 50-year interim, the

had maintained its 'art
and had employed its guest lecturer or art teacher to
assume responsibility for that department. The present
department head, Dr. Coufal, is the first and only person
hired by the University to have a doctorate in Art Education.
To date, opportunities for formal training in art

education in this province are limited to the four course

of the Art i P of Memorial
University, or special art courses made available by the
Extension Services of Memorial University. There are no
courses offered specifically to secondary level art teachers,
and students who wish to qualify themselves as specialist
art teachers must leave the province. Out of the province's
8,578 teachers there were last recorded, 45 art specialists
hired by the school boards of this province (Historical

Statistics, 1985).



Teacher In-Service Training in
HowFoundTand snd Tebrador—

At the primary and elementary level, the
trend toward generalist teachers is strong
and likely to continue. Any specialist
expertise in this area will likely be found
at the district or provincial level, where
it can further develop program:

s which
generalist teachers will deliver (Hall,
980, p. 66).

Most practising teachers have had one or no courses in
art education; many teachers experience difficulty in
meeting the objectives of the programs. The activities
provided by these teachers are often coloring books, simple

stereotyped activities, step-by-step copy work for art

projects, and routine holiday art which becomes part of

the classroom decor for months on end. Because so few

teachers have had the opportunity to broaden their art
the si

itself.
The delivery systems for providing the in-service
training for teachers appear only as strong as the people

who are in charge of providing this vital education. Two
of these agencies are the Newfoundland Teachers' Association

Art Council and the District School Boards of the province's
35 school boards. Eight have listed a coordinator respons-
ible for art in the Direct

ry of Newfoundland

and Labrador Schools, 1985-86. The Newfoundland Teachers

Association Art Council, having floundered for several

years, has just reorganized itself and is beginning to gain
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strength. For the past several years it has organized an
annual three-day art workshop which teachers may attend
with permission of their respective school boards. The
University provides its usual semester courses but has had
little to do with in-service workshops for teachers in
the field. %

There appears to be an inequality to access in
the area of art education in-service. Many teachers are
not coping with art, their attitudes about teaching art
are poor. Clearly, in Newfoundland there is an abyss
between the philosophy that is being preached and the

practicability and survival of art in the classroom.



CHAPTER IT
NEEDS ASSESSMENT

To establish a need for the development of an
instructional package the needs assessment, or evaluation
of existing conditions, was prepared in the following
manner. An analysis of the role of teachers of art was
made and the identification of specific educational and
training needs established. To establish a criterion for
the classroom teacher, the art curriculum guides for the
Department of Education of Newfoundland and Labrador
describes the aims and purposes, and the course of studies
for the Newfoundland schools. These guides establish

what is expected of the classroom teacher in this specific

area and makes i ional
time devoted to the teaching of art.

In a systematic instructional design, a clear
statement of need is often preceded by a purely subjective
description of a need for new material. However, upon
careful investigation the need for support material in
the area of art education, specifically aesthetic visual
education was found. This developer found the need for
new materials for the training of classroom teachers

presently acutely lacking.



The Origin of the Project

The instructional package, Exploring the Elements
of Space, Line, and Color began originally because the
developer felt the need for new and challenging ways to
teach the language of visual design to teachers of the

Labrador East Integrated School Board. As an art

coordinator with this board, an investigation of classroom
art teaching methods led directly to the presentation of
art in-service workshops to teachers who had no formal

art background.

These board level art in-service workshops also
led to requests for province-wide in-service for and by
members of the Newfoundland Teachers' Association Art
Council. An outcome of these workshops was a determination
that teachers lacked the basic skills and special art

knowledge, the language of art necessary for teaching art

in the classroom. Although the participants in these

had 1

s in their art
training, they expressed great interest and enthusiasm

for learning more about the teaching of art.

It is an accepted point of view that
students in art education may become
i tive, and ive in

the use of art media, however, may be
lacking in the knowledge and appreciation
of their own and the art of others. Only
to know the art processes deprives the
student of a deeper understanding of
art (Chapman, 1982, p. 41).




In search of help for teachers, to alleviate the
frustrations of teaching art, and to provide some concrete
assistance to those who lacked training, a list of the
most critical needs was established. By interviewing the
former and present art consultants, Pam Hall and Heather
Moore, and several art coordinators with the Boards in
Newfoundland and Labrador, and questioning teachers in
the field, both trained and untrained, the most immediate

needs were established.

Survey of Current Curriculum Needs

Interviews with art education experts led the
developer to design a survey (see Table 1) which was
aistributed to seven school boards in the province. The
number selected was decided upon by the number of boards
with art coordinators or contact people listed in the
Directory for Newfoundland and Labrador School Boards. Each
art coordinator was directed to select one high school, two
junior high, and two elementary teachers to complete the
survey. In all, 40 surveys were sent out, and 30 returned.

The purpose of the questionnaire part of the survey
was to gain a sample profile of the attitudes of the
province's teachers towards the art program and the needs
of the classroom teachers about the resources, their

capabilities of fulfilling the objectives of the art



TABLE 1

Teacher Profile and Attitude Survey

No. of Respondents s No. Years Teaching s
Male 17, | 57 0- s 10 33
Female 13 43 6 - 10 Sk
Elementary s R 1 - 15 9 30
High School L 16 - 20 RS
Junior High SR over 20 it 1o
All of Above 2 7 '

No Response 2123

PART I

Please circle the correct response to the following
statements:

YES NO N/A
® Y +

1. I have a copy of the art curriculum 90 10
e ny grade level in my classroom.

2. I use the district art curriculum 230 Aoy 7
guide in planning my art program.

3. I teach art at least one period per 90 10
we:

4. 1 have had formal training in art 47 53
(i.e., several courses in
education or fine art)

5. I am teaching art because I have an 47 53
interest, but no training.

6. 1 use the text for art provided by 50 50

the Department of Education.
7. I find support materials difficult to 67 33
ocate.
(cont'd.)



PART II

Please circle the appropriate response in the scale to the
right of each statement; the one that best reflects your

opinion regarding each of the statements.

SA = strongly agree
A = agree

D = disagree
SD = strongly disagree
sa
s
1. All students should receive some 80
art training, and that art is
basic in education.
2. I feel completely confident in 23
my ability to teach the present
art course
3. There are sufficient resources 4

(i.e., books, filmstrips) to
carry on a good art program in
my school.

4. It is important that all students 36
understand the language of art,
or the elements and principles
of visual design.

5. I feel fully confident in 23
teaching the elements of visual

design (i.e., line, space, color,
etc.).

6. I would like to have more 57
resources in the area of visual
design.

7. There should be more in-service 60
provided for teachers in the

area of art education

8 There is too much emphasis on 27
art-making (drawing, painting,
etc.) and not enough on how t«
perceive art in our world.

9. A knowledge of the elements and 27
principles of design is essential
to understanding of a work of art.

Y

10

sD N/A
s

3

30

3
A3

(cont'd.)



strongly agree
= agree

disagree
strongly disagree

Almost every lesson I teach
includes a component relating
to the elements and principles
of design.

I would like to understand more
about the elements and principles
of design.

My text covers the elements and
principles of design adequately.

Slide/tape is the best media to
use when attempting to understand
a visual concept.

I would prefer to use videotape
to view any resource material
supplied in art education.

I would like to have more

envirommeat of the Arti

I would use materials on the
Elements of Space, Line, and
Color if they were accessible.

SA
t

10

33

Y

N/A




programme and areas that appear to be the weakest.
An analysis of the results of the questionnaire

identified an immediate need for materials, not only for

the use of the classroom generalist teacher but the

practising art specialist as well. Fifty-seven percent

of the teachers strongly agreed that there was a need for
nmaterials specifically in the area of visual design. Sixty
percent strongly agreed that there should be more in-service
provided while fifty percent agreed that more emphasis must

be placed on perception of art. All participants questioned

indicated they would use instructional materials concerned
with the Elements of Space, Line, and Color if they were

made available. (See Table 1 for a list of responses to

the attitudes of teachers in the field.)
The results of the survey showed that art teachers

a need for 1 units dealing with the

application of Elements of Space, Line, and Color in the

design of visual art materials. The decision to produce an

d ing the Elements of

instructional package entitl

space, Line, and Color was made.

specifically for teachers without an art background.

The unit would be designed

Survey for Relevant Materials

When a need for instructional materials has been

determined, there are three options available for filling



this need: 1) locate and use materials already in
existence, if they meet the objectives of the instruction:
2) modify existing materials to conform to the objectives;
or 3) design new materials to meet instructional objectives.
A search of the Instructional Materials Division
of the Department of Education, Center for Audio Visual
Education (CAVE) of Memorial University, and the Canadian
Film Board revealed a few materials that could be used
specifically for teacher in-service.

The foll terials were i -

Division of Instructional Materials
Discovering Color
ilm

20 min
Poor Color
Secondary, Adult
Division of Instructional Materials
B D
Film

20 min.
Poor Color
Secondary, Adult

Division of Instructional Materials
Looking for Color

Film

10 min.

Good

Primary, Elementary

Division of Instructional Materials

Elementary

The Instructional Materials Division of the Department of

has ilable two local




- Art and Artists of Newfoundland and Labrador:
& sIide/tape Kit produced by the Department
for use in the Secondary Art Programme. This
is an excellent resource.
- Texture: a slide/tape produced for primary
and elementary students which explores the
element of texture in the environment. This
is an excellent resource.

The holdings in CAVE were four, poor filmstrips
on color, which had lost their color and had no tape
accompaniment. They did house, however, an excellent
series of sound/slide sets: Why Man Creates and Art With
a Message, developed by the Center for Humanities, Inc.

The Canadian Film Board had many up-to-date’
listings on art-related topics but none specifically
related to the elements of design.

There are many excellent books on art education,
clearly explaining the subject in question. Several books,
such as Design: Elements and Principles, by Dorothea C.
Malcolm; Art in Your World, by Gerald Brommer and George
F. Horan; and Art Fundamentals by Orvik et al. are all books
recommended by the art curriculum guide for the province.

A major problem, however, exists in that there
are insufficient visuals included which support the verbal
information contained in the books. It was also felt that
the visuals should pertain to the learner's environment

and experience.
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Most materials examined contained an overwhelming
emphasis on the doing of art, and not the seeing of it.
The designer felt that there needed to be more support
instructional materials developed with local emphasis for
teachers which was primarily visual in its delivery;
material which could show relationships between the
environment of the learner and the works of art produced
by artists of the region, looking closely at the use of

space, line, and color - the elements which make visual

design possible.
Front End Analysis

To assist in the development of the instructional
package on Exploring the Elements of Space, Line, and
Color, the developer used a systematic approach following
the Four-D Model as developed by Thiagarajan (1974).

This model provided a comprehensive guide for the
development, evaluation and dissemination of instructional
materials. The four stages of this model, as outlined by
Thiagarajan, Semmel and Semmel (1974) are: define, design,
develop, and disseminate (see Figure 1).
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CHAPTER III
LEARNER ANALYSIS

The primary purpose of this chapter is to provide
information regarding the target population for the
instructional package. To provide further indepth analysis
Of the learners who share many common characteristics,
this chapter has essentially been divided into three
components: subject matter competence, language, and
attitudes. )

The instructional package has been developed with
the classroom teacher in mind - the teacher whose mandate
it is to deliver the art programme to students from K-12.
The primary audience was identified as those non-specialist
teachers responsible for teaching the elements of design,
specifically to students from Grades 4-10 and including
the teachers of the high school art course, Art 1200.

The package has been designed for the non-specialist
(generalist) teacher through in-service workshops by art
coordinators or art specialists in Newfoundland and
Labrador. The target audience is thus large and scattered.

To identify the actual entry characteristics of
the learners, several methods were used. First, an
informed technique was employed, using recall of the

developer's own teaching situations. Secondly, the

RS
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developer interviewed a small number of art coordinators
and art specialists. Thirdly, a sample survey of the
target group was conducted primarily to determine attitudes

of teaching art in the classroom (see Table 1, p. 17).

Subject Matter Competenge

The majority of teachers in Newfoundland and
Labrador have been trained at Memorial University. Since
art is not a required course for a teaching degree,
specifically for those trained for the secondary level,
it is safe to assume that in all probability more than
one-half of the teachers in the field have not taken an
art course. Those who wish to major in art education
cannot, simply because Memorial University does not offer
the course requirements to specialize in this subject area.
Anyone with specialized training in art education, art
history or art criticism has had to receive their training
outside the province.

"At the primary and secondary (level), the trend
towards generalist teachers is strong and is likely to
continue" (Hall, 1980, p. 66). Most primary and some
elementary teachers have taken at least one course in art
education. These courses aim primarily at art making and
using art materials.

"In their initial training within the visual arts,

many teachers have been encouraged to adopt a philosophy



of teaching creative art activities, but without a
corresponding emphasis on teaching for appreciation"
(Chapman, 1982, pp. 10-11). It is with these teachers in
mind that the Primary and Elementary Curriculum Guides
for Art Education in Newfoundland and Labrador have been

designed. It is here that most classroom teachers begin

to have probl Teachers are to provide a
learning environment that is conducive to the promotion of
perceptual development; visual and non-visual articulation,
creative and critical thinking skills, and an awareness of
the environment. i

Emphasis at the elementary level, particularly
in the area of design, is to promote awareness and under-
standing of the fundamental elements and principles of
design, and provide practical experiences in manipulating
and exploring these fundamentals. Teachers without
specialized training in art normally have limited success
with these concepts.

Schwartz (1970) and Chapman (1982) both acknowledge
that the objectives in training teachers in art are not
simply to provide a variety of techniques; for example,
print making, papier mache, or batik, etc., but also, they
must provide skills in visual awareness and art appreciation.
According to Schwartz (1970) educators must endeavor to
provide "a basic course, however, brief and cursory, . . .

to produce understanding of art concepts" (p. 303). 1In her
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latest book, Instant Art, Instant Culture (1982) Chapman

reinforces this view and states that: "The quality of almost
every discussion about art, or activity in art, does depend
on an understanding of certain key concepts and the
phenomena to which they refer” (p. 43).

Engle (1983), in his article entitled, "Art and
the Mind", indicates that "art is a matter of the intellect
not just the heart . . . the absence of this cognitive
conception of the arts and education in the arts, has
relegated them as frivilous, irrelevant, and expendable"
(p. 6) within the school curriculum.

In a national survey of art teachers in the United
States, conducted in 1981, by Crane, it was discovered that
teachers were anxious to find materials focusing on the
development of appreciation and respect for the arts.
she found this interesting since the emphasis has been
on creating rather than appreciating art (pp. 19-21). This
suggests that teachers are having difficulties teaching the
concepts of appreciation, requiring special methods and

materials to assist them.

Language
In 1970, Schwartz wrote:
o il confronting those who would
ie the nesd £o '4n agpropeiate mede

Comminication; more SBecifically a linguistic,
semantic, and terminological basis for talking



with children about art. This is an area

Of great ineptness where the discourse

about art in many (classrooms) confuse

children and misplace their appreciation

for artistic values (p. 13).

Engle (1983) reinforces this idea by claiming that
"pictures need to be decoded and comprehended in many ways
that are not unlike language, especially if they are works
Of art" (p. 7). The language of art is technical. Aas a
teacher draws the attention of the students to the color
harmonies, textures, patterns or lines (the elements) of
the art work, either the work of the student or the work of
the well known artists, it is necessary to have a fundamental
'visual vocabulary'. Southworth (1981) also writes, "if
teachers adopt a similar pattern in art as many do in
written expression (p. 29) utilizing a language approach,
their teaching is directed towards a process that may work
better for them.

Learning the language of art becomes an even more
important factor, "for as long as the arts are seen as
non-cognitive, they are destined to remain off the sidelines
rather than the center of educational activity within the

school® (Eisner, 1983, p. 23).

Attitudes
Results of the Teacher Profile and Attitude Survey
(see Table 1, p. 17) indicate that teachers voiced a need

for materials that would assist them in understanding the



language necessary for talking about art.

In an attitudinal survey of selected American
schools, Day (1984) discovered that teacher response to
incorporating the elements and principles of design in
curriculum seemed to indicate overwhelming support and that
those elements would be included in each lesson taught in
art. The majority of teachers also strongly agreed that
a knowledge of the elements and principles of design is
essential to the perceiving of a work of art (p. 383).

In a move towards a disciplined approach which
incorporates the areas of art history, art criticism,
aesthetics and making art into the art curriculum, under-
standing the key concepts will become even more important
to the classroom teacher. When moving in this direction
the increased importance of positive teacher attitude
becomes apparent. Major (1983) supports this theory,
stating:

The key to curriculum reform is the

teacher's ability to understand, feel

comfortable with, and, hence implement

program change. A lack of art in their
own education, together with poor pre-

the persistent attitude of e
that the arts are 'extras' and onl:
secondary or third in importance when
educating children, This attitude gives
teachers little motivation to upgr:

(P



The latest research indicates that a negative
teacher attitude towards a cognitive approach in art
education exists. After an extensive review of research
literature dealing with cognition and attitudes, Hamblen
(1983) states:

Negative attitudes toward that which
eludes the conceptual net of verbal

nonverbal is actually given cognitive

status, instruction in the arts will

in all probability, remain a frill in

the total educational curriculum (pp.

177-181)

Attitudes of learners are a particular concern
for curriculum developers. Educational researchers have
pointed to the fact that a teacher attitude plays a
significant role in determining academic performance of
the student. There is no reason to suspect that the study
of art would be any different. One must assume that
provided with teaching materials, and programs which provide
adequate guidance in planning and presenting the areas of
the art curriculum, most teachers would be willing and
eager to learn.

Accepting the challenge to help improve attitudes
by providing materials which may alleviate some of the
concerns held by the classroom teachers of this province,
the developer decided to design an instructional package.

This instructional package would be used as in-service



education for teachers in the field, either under the
guidance of an instructor or as a self-instructional

module.



CHAPTER IV
CONCEPT ANALYSIS

The technique of concept analysis is used as a
developmental procedure to refine the content materials,
when the acquisition of knowledge is the goal. This forms
the basis for construction of the testing procedure and
design of the instructional materials (Thiagarajan,

Semmel & Semmel, 1974, p. 31).

By using concept analysis the developer can
analyze a set of concepts, arrange them in hierarchies,
identifying the essential and irrelevant information.
once the content hierarchy is identified, the objectives
that the learners should be able to perform are designated.
The learning outcomes derived for the instructional package
on Exploring the Elements of Space, Line, and Color were
listed as Behavioral Objectives. Each of the three units
that were developed contained its own specific objectives
(see Appendices A, B, and C).

The general aims of the package are twofold:

(1) to promote an awareness and understanding of the
elements of space, line, and color through a visual
presentation of each element; (2) to provide practical
experience in manipulating and exploring these fundamental

elements.



The objectives are directives formulated to
achieve the general aims. They are more precise than aims
and usually specify behavioral changes that will take place.
Objectives in art are not always related to prescribed
changes in behavior but have other outcomes not shared by
more cognitive subjects like mathematics or science.

Barrett (1979) reiterates the research by Eisner (1974)

which claims that "(1) behavioral objectives, (2) expres-
sive objectives, and (3) design objectives are imperative
to the design of instructional materials in art" (p. 36).

The objectives for art as specified by the
Curriculum Guide (1977) for art education in secondary
schools of this province state that the student become
increasingly aware of: "(1.1) the basic elements and
principles of Art and Design both in their own work and
the work of others (line, color, shape, texture, composition,
etc.); (1.2) the communicative aspects and possibilities
of the visual language (how the basic elements work

together to convey a feeling, idea or message) (p. 2).

Using and ing these general obj and the overall
aims for the instructional package, the behavioral objectives
for each unit were decided (see Appendices A, B, and C).
Keeping in mind that the package has been designed
primarily for instruction of the classroom teacher in the
rudiments of design education, it was decided that the

general objectives are:



1. to increase perception of visual design,
specifically the elements of space, line,
and color, and stressing their importance
to a basic knowledge of art and design;

2 to learn the meaning of the three design
elements as they are applied to the work
of well known artists in a historical
perspective, and to the art work of local
artists of Newfoundland and Labrador;

3. to assist in'the awareness of the design
elements in the immediate environment,
with a learning to see emphasis.

Instructional Strategy

The instructional package was designed for

presentation in three workshop formats. The strategy was

to prepare three i ional slide/tape

which function as the core of the unit design. In
addition to the multi-media unit, a Teaching Guide was
prepared. The guide offers a brief introduction to each
of the elements of design. Guided discussion questions
were prepared to serve as advance organizers or stimuli,
to help concentrate thinking in the area being introduced.
The guide contains suggested activities for the workshop,
allowing the persons using the instruction to extend to

the learners knowledge of the design concepts.



CHAPTER V
RATIONALE FOR MEDIA CHOICE

The instructional package, Exploring the Elements
of Space, Line, and Color is a multi-media kit developed
for the use of teacher in-service education in art. The
package includes slides, audio tape and printed material.
Because art education deals with visual concepts,
color slides are very useful and a logical medium, although
"there is a widespread belief amongst professionals’that
in visual arts that reproductions cannot have the aesthetic
value an original® (Hardiman & Zernich, 1984, p. 104).
In a study by Zurmuehlen (1980), who compared responses
to real ceramic objects with colored slides he reported he
found no significant difference between subjects' ratings
of real objects and slides (Hardiman & Zernich, 1984).
Hardiman and Zernich (1984) also concluded in
their own research that "the main linguistic qualifiers
Of aesthetic judgement can consistently transcend mode of
presentation, . . . responses made to slides and prints
would be similar to responses made to original art works"
(p. 108).
Romiszowski (1974) claimed that "the greatest
value of the slide/tape presentation is to stimulate

interest, motivate for further study, and give the general

36



outline of the subject" (p. 174). These are the areas
that are so invaluable to teacher in-service in art
education - to stimulate, motivate, and outline.

Early literature in the area of imstructional
media set the stage for an influx of research in the
systematic presentation,of learning materials and predicted
the outcomes of such learning. With its roots in the
psychology of learning, media experts proposed new ways
of providing insights into the methods used to teach.

There have also been many methods proposed for
the systematic selection of media, from complex taxonomies
suggested by Bretz (1971) and Anderson (1976), to elaborate
£low charts designed by Romiszowski (1974).

As researchers provide more vital information on
the complex processes by which people learn, inconsistencies
in the practises of instructional design become more
apparent (Winn, 1982, p. 3) and new methods follow.

Salomon (1979) clearly articulates the possibilities
of using media "as a way of structuring and presenting
information - media's most important attributes are their
symbol systems" (p. 216). Media, however, are seldom
associated with one symbol system; television, for example,
can present pictures, print and audio. There has been
considerable research on individual components of media.
Some of it has dealt with the learner and the various

forms of media, pictures, print and audio. Reiser and



Gagné (1982) suggest that a primary reason for considering
the use of visual displays is that the learner can "acquire
and retain visual images which support acquisition of
intellectual skills . . . and may aid in the retention

of verbal information" (p. 501).

Peng and Levin (1979), Levin and Berry (1980), and
Hartig and Fry (1979) have all provided studies to show
that there is a superiority in learning if pictures are
used as "effective supplements, when well-designed, and
congruent with prose content and sequence"

(Hannafin, 1982,
p. 289).

Pictures, claim Wu and Dwyer (1986) can

mprove
student achievement of specific educational objectives"
(p. 59). As a result of their study, Wu and Dwyer drew
the following conclusions:

The use of print examples
complement verbal instruction does
not automatically improve student
achievement of all types of
educational objectives

Color is an important variable
in presenting examp! o
complement externally paced
oral instruction.

(p. 67)
McIsaac, Mosley, and Story (1984) state that "despite its
limitations as a medium of communication, the photograph

is successful as a universal language" (p. 169).

There has been little educational research
concerning the importance of underlying universal visual

dimensions to the communication process. Research on the
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significance of visuals in education by Dwyer (1978) and
Fleming and Levie (1978) has been mostly limited to their
use as instructional media (McIsaac et al., p. 170).

Discovering universal dimensions by
which people categorize and attend to
visual information is helpful not only
in understanding the perceptual process
but in designing, visuals for instruction.
We, as educators, are interested
in instructing as well'as in attracting
the viewer's attention. Investigating

viewer's attention, but it may lead to
a broader understanding of how cognitive
processes interact with mediated

instruction (McIsaac et al 178) . i

Selection of Media

The media best suited to present the ideas and
concepts pertaining to art education would be visual. It
is true that "when skillfully combined, pictures, words
and sounds have the power to evoke emotions, change
attitudes, and motivate actions" (Kemp & Dayton, 1985,

p. 3). As suggested by Kemp and Dayton (1985), three
general principles for selection of proper instructional
media would be: (1) what media lends itself logically to
the objectives designed for the unit; (2) what has research
said about specific materials; and, (3) understanding how
people perceive their surroundings, communicate and

learn.



Perhaps one overriding factor in the selection
of media for this particular unit of study was that the
developer was dealing with the subject of art. Looking at
the characteristics of art, it is generally colorful and
not moving. Taking these two into account it would seem
logical that for the most effective learning the colored
slide would provide optimum benefits. Slides, if
accompanied by narration (Allen, 1973), "direct the
learner's attention to particular elements of instructional
messages through visual cuing” (Kemp & Dayton, p. 20).

To provide a total instructional package, it was
decided to extend the materials designed and include print
which allows the learner to peruse and study without special
equipment. The developer produced a teaching guide to
accompany the package. For the purposes of this study,
however, the teaching guide was not evaluated in a workshop
setting.

The developer also surveyed the media preferences
Of the teacher as part of the teacher profile and attitude
survey. Respondents strongly agreed that a slide/tape
format is the best media when attempting to understand a
visual concept and preferred a video format to view any
resource material in art education (see Table 1, p. 17).

Realizing the audience was decidedly in favor of
the visual format of slide/tape, the developer chose this

medium, keeping in mind the possibility of transfer to video.



Three slide/tape presentations were created.
Each one was based on a different element of design.
They were: Space, Line, and Color.

The developer decided to use the art work of local
artists of Newfoundland and Labrador, with their permission

(see Appendix D). These slides would be intermingled with

the art work of well known artists and visuals of the

local to provide

and .

and to heighten the use of Space, Line, and Color in art.



CHAPTER VI
FORMATIVE EVALUATION

In keeping with the model of systematic development

of i ional materials by Thiagarajan,
Semmel and Semmel (1974) material, a formative evaluation

was after prelimi of the

instructional package materials.
Three content experts and two media specialists

assessed the materials,making several recommendations for

change.

Evaluation by Content Specialists

The main content appraiser of the media was an
artist and teacher training instructor with Memorial
University of Newfoundland. Each unit was analyzed for
the accuracy of content and presentation of information.
He found the materials well organized and presented in a
logical order. He also felt, as a means of instruction,
the audio portion may be presented too quickly. He
suggested that it would make an excellent review if used
as an introduction to the subject area and presented with
additional live classroom instruction or supplemented with

print materials. He anticipated that learners would not

42



understand the concept of "chiaroscuro" as presented in
the slide/tape Space. In general, the appraiser rated
the materials as very good.

As a result of the suggestions the developer
decided to prepare a teaching guide which would allow
instructors using the package more options to additional
classroom instruction. The teaching guide includes
activities to support and extend understanding of the
concepts presented in the slide/tapes. The developer also
deleted the use of the word "chiaroscuro®.

Having made these changes, the developer then
requested an appraisal of the package by a second content
expert, an art teacher with 20 years experience in art
and presently employed with the Avalon Integrated School
Board. Using the Expert Appraisal form designed for content
analysis (see Appendix E), this expert appraised all three
slide/tape presentations and the teaching guide. This
evaluator found the teaching guide to be well done and an
appropriate supplement to the main presentations. He
suggested that more emphasis be placed on the theory of
light and color in the slide presentation color. Although
this is an excellent suggestion, the scope of this
additional information of its own would require another
complete package. The appraiser found the materials in
general better than average in reference to the objectives

of the unit, and average in reference to the theoretical



soundness of content and adequacy of definitions and
explanations.

The slide/tapes were also showed to a third art

educator with Memorial University who made no recommendations
for change.

Evaluation by Media Specialists

Two media specialists, one with the Instructional
Materials Division of the Department of Education,’the
other a Resource Specialist with the Avalon North Integrated
School Board, evaluated all materials prepared, using
supplied form (see Appendix F). A number of recommendations
were made for change. Firstly, it was suggested that the
diagrams in the presentation Space be improved graphically.
sSecondly, that the narrator slow the dialogue, and that
the slides be paced, thus allowing the viewer more time to
‘digest the image'. Acting upon the recommendations of
the examiners, the weaknesses were corrected for the final
version of the instructional package. Thirdly, an improvment
for musical background was also made. This was an excellent
recommendation which would improve the technical quality

and will be a recommended change for any future revisions
of the package.
One final recommendation which should be included

in future revisions of the teaching guide was derived from
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an appraisal by one media expert. This expert recommended
that to alleviate any problems which might arise due to
misplaced slide order, a description of the diagrams be
included in the script for slide/tape presentations.
For the present study, however, the developer decided

the present system of correlation between the numbered

slide and the numbering on the script would suffice.

User Appraisal

An appraisal form was designed and included in
the final phase of testing the instructional package.

"Users" may not be the correct terminology to use for this
appraisal, as the package is primarily designed to be

administered by an art instructor as an in-service
workshop. It may not actually be used by but used with
many of the teachers which comprised the test group.

The three instructional slide/tape units may have,
of course, numerous potential uses. Any secondary level
teacher wishing to use the package in his/her own teaching
situation may find the instructional materials in this
package especially useful. Several art teachers have noted
that the series of slides are appealing and would make a
valuable tool for classes in aesthetic appreciation and
awareness. Teachers of cultural heritage may also find



the information in units applicable to their teaching
situation as the slides include scenes of Newfoundland

and Labrador and objects of art by local artists.



CHAPTER VII
SUMMATIVE EVALUATION

This chapter analyses the Summative Evaluation of
the slide/tape components of the instructional package,
Exploring the Elements of Space, Line, and Color. The
chapter is divided into (1) Initial Testing Procedure,

(2) Final Phase of Pilot Testing, (3) Analysis of Data,
(4) Overall Success of Testing, and (5) User Appraisal.

Thiagarajan, Semmel and Semmel (1974) suggest that
the only real test of instructional materials is in its
effect on the students (p. 127). Feedback from expert
appraisal may cause the materials to be modified in order
to improve their appropriateness and quality. It is,
however, the testing of the instruction with target learners
and the resulting performance data which provides the most
valuable feedback to the developer, relating to the
effectiveness of instruction.

For this project a two-phase testing procedure
was administered. Initially, a group of six graduate
students from the Division of Learning Resources of Memorial
University were identified as learners. This group was
comprised of teachers on sabbatical, or those who had
stopped teaching to complete graduate courses. Subsequently,

a group of teachers attending Memorial University's Summer

a7



School 1986 were used for summative evaluation testing.
Initial Testing Procedure

The initial group was pretested to ascertain their
lack of prior art knowledge. A prototype slide/tape unit
was presented as instruction. After viewing the instruction,
the students immediately wrote a posttest which contained
items similar to the pretest. The posttest contained
minor variations in language and order of items.

Some problems were identified with the test items
and recommendations were made for minor changes in the
instruction. It was also recommended that the learners be
given a set of behavioral objectives to accompany the
instruction allowing for a clearer understanding of the
purpose of each unit.

Appropriate modifications were made to the test
items, and the changes were made to the slide/tape

instruction.
Final Phase of Pilot Testing

The final phase to evaluate the instructional
package required the selection of a representative group of

the target audience - teachers without formal training in
art.
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Each of the three units - Space, Line, and Color
were tested with separate groups of teachers. Each of
these three groups of learners were teachers enrolled in
the Media Courses at Memorial University Summer School,

1986 (see Appendix G for survey questionnaire). Results
of this profile are shown in Table 2.

A quasi-experimental design was used to measure
learner gains in instruction. The developer chose a design
which used two randomly selected groups. Both wrote a
pretest and posttest; one group, however, did mot receive
instruction (see Figure 2). The learning gains were
measured with groups using pretest and posttest items
derived from the behavioral objectives.

The pretest Space contained 17 items; all questions
were short answer items (see Appendix H).

The posttest
contained the same items, with the order of the items

changed (see Appendix I).

The pretest Line contained 14 items, 10 items were
multiple choice, one short answer item, three draw (see
Appendix J). The posttest contained the same number of

items with the order changed (see Appendix K).

The pretest Color contained 23 items,

22 short
answer items (see Appendix L).

The posttest contained 22
22 short answer items (see Appendix M).
of the items wi

items, The order
Because of a numbering error

and a test item correlation irregularity, for the purposes

changed.
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SPACE

GROUP A (N = 9)R O o.

GROUP B (N = 9)R 0 0,

LINE

GROUP A (N=15)R 0,

GROUP B (N=13)R 0, o, '

COLOR

GROUP A (N=18)R 0, X; 0,

GROUP B (N=18)R 0 0,

where R & Random &

FIGURE 2.

ignment of subjects
Numbar of subjects

= Treatment

= Pretest

= Posttest

Quasi-Experimental Design Base Used for
Testing Purposes.
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of evaluation the developer dropped the number of accepted
items to 21.

For the testing procedure the learners were
divided as follows: Group A was randomly selected to
receive pretest, instruction, and posttest; Group B was
randomly selected to redeive pretest and posttest only.
Each unit of instruction Space, Line, and Color was tested
on a separate Instructional Media class, thus the developer
had 12 separate tests to evaluate.

The procedure followed for testing each of the
Day one - ion and
explanation of the package; administration of the pretest

three units of

to Group A and Group B; Group B leaves classroom; presentation
of instruction to Group A; behavioral objectives for the

unit given to Group A. Day Two - administration of

posttest to Group A and Group B; administration of appraisal

forms to Group A.

Analysis of Data

The evaluation of the learning gains of the learners
on the test items was calculated by four instruments. The
analysis of the results of summative evaluation included:
(1) a comparison of the mean pretest scores with the
posttest scores of Group A; (2) a comparison of the mean

pretest scores with mean posttest scores for Group B;
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(3) a comparison of the mean pretest and posttest scores
between Groups A and B; (4) an item analysis of Group A;

and, (5) expert appraisal results.

Test Results for Space

Group A. Pretest scores ranged from 9% to 73%
with a mean of 41% correct. Posttest scores ranged from
41% to 100% with a mean of 70.5% correct. Average gain
was 29.5%.

Group B. Pretest scores ranged from 14% to 73%
with a mean of 43.5% correct. Posttest scores ranged from
18% to 738 with a mean of 45.5% correct. Average gain was

2% (see Table 3).

Test Results for Line
Group A. Pretest scores ranged from 21% to 71%
with a mean of 463 correct. Posttest scores ranged from
57% to 1008 with a mean of 78.5% correct. Average gain
was 32.5%.
Group B. Pretest scores ranged from 21% to 86%
with a mean of 53%. Posttest scores ranged from 29% to 86%

with a mean of 57%. Average gain was 4% (see Table 3).

Test Results for Color
Group A. Pretest scores ranged from 19% to 95%

with a mean of 57%. Posttest scores ranged from 528 to
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1008 with a mean of 76%. Average gain was 19%.

Group B. Pretest scores ranged from 14% to 67%
with a mean of 40.58. Posttest scores ranged from 14% to
78% with a mean of 46%. Average gain was 5.5% (see Table
3.

Item Analysis

Overall there was a substantial improvement between
the pretest and posttest on the individual test item scores
of the three groups receiving instruction.

Item Analysis of Space. To check the items

individually the developer noted a deviance on several

items. There appeared to be no meaningful gain on item 11.

Most learners knmew both pre and posttest answers. Item 16

also had no meaningful gain pretest and posttest. The
slide/tape may have not adequately covered the information

on the difference between art periods Realism and Impressionism.
This was also a higher order item in the cognitive domain

(see Table 4). If retested, the developer would recommend

that these items be dropped from the test.
Item Analysis of Line. It was noted that eight

items had a meaningful gain. Item 4 and Item 11 made no

gain as most learners answered both items correctly in pre

and posttest. Items 2, 5, 7, and 9 were questionable in
that there appeared to be some problem with the learners'

understanding of the meaning of characteristic and measure



TABLE 4

Item Analysis of Space (Group A)

Pretest Posttest Gain

Test Item s 0 [
1 56 100 44
2 s6 100 4
3 a 100 s6
4 44 89 45
5 22 78 56
6 0 4 4
7 a4 100 56
s 22 89 67
9 0 89 89
10 0 67 67
1 89 100 1
12 22 78 s6
13 s6 89 33
14 33 78 m
15 33 78 a
16 44 s6 11
17 &) 89 67
18 1 78 67
19 33 78 m
20 1 78 67
21 1 78 67
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of line - the wording was not exactly the same in the
questions; therefore, the learners may have had difficulty

with the re-wording (see Table 5).
Item Analysis of Color. The analysis of the
items revealed 11 items with a meaningful gain. Items 4,
5, and 10 showed either no gain or very little gain.
Many candidates had prior knowledge of these test items.
Item 2 had a negative gain; the wording of the question
appeared to confuse the learner. This item should be
dropped from the test if the programme is re-tested.
Concepts: intensity, monochromatic, complimentary, local,
tertiary needed to be expanded, which would be possible if
the instructor was using the complete package as designed

in workshop format with activities included. (See Table

6 for color test item analysis.)

Overall Success of Testing

Testing results indicating the overall success in
achieving the objectives for the Space unit showed that the

i increased

of Group A (
by 52.2% from pretest to posttest. Performance for Group
B (no instruction) increased by 4%.

The overall success for the Line unit showed that

the performance of Group A increased by 47.1%, while Group

B increased .7%.



TABLE 5

Item Analysis of Line (Group A)

Pretest Posttest Gain

Test Item ® [y Y
1 20 93 73
2 80 86 6
3 40 93 53
4 80 80 [
5 26 a7 21
6 20 60 30
7 67 93 16
8 47 86 39
9 80 100 20
10 26 73 a7
1 100 100 0
12 33 80 47
23 20 93 73

14 20 100 80




TABLE 6

Item Analysis of Color (Group A)

Pretest Posttest Gain
Test Item s % Y
i 7 72 -6
2 44 77 33
3 61 72 1
4 94 100 6
5 89 100 y 1
6 44 55 o7
55 89 34

8 33 61 24
9 67 67 0
10 94 100 6
1 16 78 62
12 22 a4 22
13 27 88 61
14 27 88 61
15 66 100 44
16 66 100 4
17 44 9 50
18 38 88 50
19 0 27 27
20 5 55 50
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The overall success of the Color unit showed that

the performance of Group A increased by 31.9%, while Group
B increased by -.8%.

Those receiving the instruction showed large gains.
Those not receiving instruction showed almost no difference

between the pretest and ppsttest. The developer feels
confident that these 1 units were

in teaching the objectives of the units.

In an analysis of the items used to test the
concepts of Space, Line, and Color, the learners recorded
success in the majority of items. The lack of success
in those identified in the individual item analysis were
items which either had poor wording in the test question
or were insufficiently covered in the instructional material.
It was difficult to make a decision on the exact cause of

test item failure. In a re-testing of the units, these

items would be omitted.

User Appraisal

11y, the

1 package,

the Elements of Space, Line,

and color was designed to be
used by an art instructor with a group of classroom teachers

without the benefit of art training. The target audience,

therefore, are specifically generalist teachers. The

members of Group A, after completing the pilot testing,
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were asked to evaluate the instruction presented by the
slide/tape units (see Appendix N for Expert Appraisal

Form) .

Expert Appraisal of Space
Over 60% of the, candidates rated organization of

terials, i ional format,

1 sequence,

and effectiveness as very good (see Table 7).

Expert Appraisal of Line

The candidates' reactions to Line were more varied
although none of the candidates indicated they felt the
slide/tape was poor. The slides themselves received an
excellent rating. There was less of a positive reaction
to length and clarity of presentation, level of difficulty,
and practice. This seems to indicate what the developer
had suspected; without the use of activities to augment
understanding the learner may have difficulty with the

concepts (see Table 8).

Expert Appraisal of Color

The candidates' reactions to Color, as well, were
more varied than that of Space. They were all positive in
their responses. The clarity of presentation and slides
were rated excellent by the majority of candidates. Print,

instructional sequence and technical quality were rated



TABLE 7
Expert Appraisal (SPACE)

1 = Poor 2 =Fair 3 =Good 4 =Very Good 5 =Excellent
10 20 30 40 50 60 70 90 100
£ (0 ) [ L i
. i : S o S ey o
of materials
L I I T |

Length of
program

Clarity of
presentation

Appropriate
instructive
format

Y (] T | T T
Accuracy of I M —
content

3

Loai] T I T T
Technical z |
quality £
overall

(cont'd.)
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TABLE 8
Expert Appraisal (LINE)

1 = poor Fair

50 60 70 80 90 100

Organization
of materials

Length of
program
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presentation
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content
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Technical I 1 I I
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very good by the majority of candidates. This unit,
well, should be presented in conjunction with planned
activities like those suggested by the Teaching Guide

(see Table 9).



TABLE 9
Expert Appraisal (COLOR)

1= Poor 2=Fair 3=Good 4=Very Good 5= Excellent

10 20 30 40 50 60 70 80 90 100
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of materials

Length of
program

Clarity of
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instructive
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quality
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(cont'd.)
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CHAPTER VIII

SUMMARY, AND IMPL

With the validation testing phase of the instruc-
tional package completed, the developer of Exploring the
Elements of Space, Line, and Color can make a summative
statement about the reliability of the results, and
recommend further modifications to the instructional units.
This chapter presents a review of the final stage in the
developmental process. Included are: (1) Summary, (2)
Recommendations for further changes, and (3) Suggestions

for i ion of the final i ional package.

Summar;

The results of both initial testing of the first
draft of the slide/tape instructional units, and the final
phase of the testing indicate that the three units were
successful in introducing many of the facts, concepts, and
principles of Space, Line, and Color. The information
presented in each unit was comprehensive, causing
consternation among some of the learners.

Possible weaknesses in the test items, lack of

review of the information, the amounts of information
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presented and lack of a special interest in art education
within the selected groups for summative evaluation may

have resulted perhaps in less than expected results. A

few test items proved redundant because several of the
learners had prior art knowledge. These items could have
been eliminated. The grpup tested could have been selected
from teachers with a general interest and no formal training
in art education. However, judging from the positive
response of some of the members receiving instruction,

and from the positive learning gains on the majority of
items measured, it was concluded that the instructional
units achieved the general objectives of the package.

This indicated the potential success of the units.

Formal testing contained within this report was
limited to the three slide/tape presentations. The slide
tape presentations were designed as the core units for a
multi-media package which is intended for use in workshop
situations. The workshop format was designed to be as
flexible as possible to allow the activities, laboratory
experience, and supplementary lectures by the workshop
leaders to be easily modified to suit individual audiences
and laboratory conditions.

Since the slide/tape components are the core of
this multi-media package, it was important that formal
testing be conducted on each of these components to verify

that the learning objectives for them were achieved. The



printed teaching guide was developed late in the
instructional design process as a result of initial testing
and recommendations made by content experts.

The process followed throughout the entire
development of the instructional materials was systematic,
structuring the components of the learning materials to
help maximize learning. The units were planned in accordance
with Thiagarajan's Four-D Instructional Development Model.
The model provided the comprehensive guide assisting the
developer in the design, development and evaluation of

the i Before di of materials, several

recommendations have been made for further modifications

of the units.

Recommendations

In the initial stages of design and evaluation,
most of the recommendations for change in the materials by
nmedia and content experts were incorporated into the package.
The following are specific recommendations about how the
instructional package would be revised were it to be re-
implemented.

1. There is difficulty reproducing exact
dimensions and color guality of original works of art.
The developer had to use copied slides for the units which

had less technical quality than the original. Where




possible, original slides of the artists' works should

be used.

2. It has been suggested that the musical

be i to i better
sequencing of the sections of information. Technically,
the audio fades should be improved.

3. The slide/tape script in the Teaching Guide
should re rewritten to include explicit information about
the diagrams that are used. This is to alleviate the
problem arising if slides are misplaced or lost.

4. The slide/tape, Color, should have an

additional section. Due to the complexity of teaching
color, and the suggestions made by the viewers, additional
examples and explanations on the concepts should be provided.
It is recommended that this unit be divided into three
sections: (1) Theories of Color and Light, (2) Physical
Properties of Color, and (3) Color Relationships and
Practical Applications and Examples of Color.

5. The total instructional package should be
completed to include all six elements of design. Three
additional units, Form, Texture, and Value should be designed
to add to the existing units.

6. The slide format is acceptable; however, there
are disadvantages: (1) slides get lost, (2) slides lose
color quality, and (3) slide/tapes require two working

machines and a screen. It is therefore recommended that



ional package be to video

the
cassettes for ease of handling.

Dissemination

The developer had decided to make this instructional
package available to the art coordinators and art instructors
within the educational system of Newfoundland and Labrador.
The prototype will be submitted to the Instructional
Materials Division of the Department of Education and to
the Art Consultant with the Division of Curriculum and
Instruction with recommendations for change.

A second possible user would be teachers enrolled
in art education courses of Memorial University. The
developer will make available a copy of the package to the
Center for Audio Visual Education (CAVE), and to Professor
Coufal, Art Instructor with the Faculty of Education at
the University.
The package cannot be produced commercially, with-

holding the permission of artists whose work is contained

within the instructional units.
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Goal: After viewing this unit the learner
will become familiar with the concept
of space as one of the elements of
design. This background knowledge
will assist the teacher in developing
a classroom art education program.

Behavioral Objectives

The learner should be able to:

Name six elements of design in art: line, space, color,
texture, value, and shape

Draw and explain four methods of manipulating elements
to create the illusion of depth:

(1) overlapping objects
(2) detail on objects closer
(3) linear perspective

(4) shapes higher or lower

3. Identify two examples of faelatrectoniievtatos distance
in our perception of objec

Explain the difference between two-dimension and three-
dimension.

Name specific uses made of space in our everyday
circumstances, also how and why this use of space
changes .

Explain the main difference between art of the Realist
painters and art of the Impressionists.




APPENDIX B

Behavioral Objectives (LINE)



Goal: After viewing this unit the learner

of line as an element of design.
This backgrounﬂ information should
assist the classroom teacher in
clarifying some of the basics of
the classroom art program.

Behavioral Objectives

The learner should be able to:

Name three examples of methods for duplicating prints
which may use line drawing in the preliminary process:
wood block, etching, and lithography.

Recall the three principle characteristics of line:
measure

ype
direction

Identify and draw at least two examples of the measure
of a line: short, long, thick, thin

Identify and draw at least two examples Of types of
ne: straight, curved.

Identify and illustrate by drawing three examples of
the direction of line: horizontal, vertical, diagonal.

Recall the implied meaning of horizontal line, stability,
calm or repose.

Recall the implied meaning of vertical line: upward
movement or defiance of gravity.

Recall the implied meaning of vertical line: instability
or forward movemen
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9. Define and illustrate by drawing, the difference between
a simple line drawing and a contour drawin

10. Describe and illustrate cross-hatching, a method for
creating the illusion of depth and implying the shape
of an object.

11. Name one example of a school of art which uses line
to achieve the illusion of a vibrating movement.

12. Define Christopher Pratt's work as a linear style of
work.

Vs D

k. 7 1 6




APPENDIX C

Behavioral Objectives (COLOR)



Goal: After viewing the slide/tape the
learner will become familiar with
the concept of color as one of the
elements of design. This background
knowledge will assist the teacher
in developing and teaching classroom
art

Behavioral Objectives

The learner should be able to:

1. Recall at least two Canadians whose landscapes were
inspired by the colors of nature.

2. Using a calut wheel, identify and label each of the
St

(i) primary colors
(ii) secondary colors

(1ii) tertiary color

(iv) complimentary colors
(v) analogous colors

(vi) warm colors

(vii) cool colors

3. Define the following terms:

(1) hue
(ii) tint
(iii) shade

(iv)

value
(v) intensit:
(vi) monochromatic colors
(vii) local col
(viii) pigmen

4. Define and give examples of:

(i) advancing colors
(ii) receding colors
(iii) warm colors
(iv) cool colors
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MEMORIAL UNIVERSITY OF NEWFOUNDLAND

| June 3, 1986

Dear

As a project for the completion of my Masters of

Education, I have developed a learning package entitled

"Exploring the Elements of Space, Line and Color". This project

is being directed by Dr. Richard T. Braffet, Acting Director

of Learning Resources Division, Memorial University. The package

contains three slide/tape presentations and an accompanying teacher
A T S s DT

and Color. The package has been developed for classroo

without formal art training.

It was my intention to introduce each element with examples
of art work produced in Newfoundland or by Newfoundland artists.

o SCLUS e i s erowtandlhy e amor sl s el lary
collection. Original works vere impossible to and reproduce.

The package will be submitted to four content experts and
will be tested with teacher trainees. It will then be submitted
to the final readers of the thesis project.

is not my intention to sell this package, however, if the
D-plr[mn: of Education would like to use it, I will offer it to them.

If you would like to view the contents it may be possible
upon request.

e e o et L G et
6. Your earliest response to this request ot s

.ppmuum

Sincerely,

Elizabeth L. Anderson



iy

. being the
copyright holder of the material described below:

do/do not permit the inclusion of the described material
in a thesis entitled:
A REPORT ON THE DEVELOPMENT AND DESIGN OF
A LEARNING PACKAGE ENTITLED, "EXPLORING
THE ELEMENTS OF SPACE, LINE AND COLOR" FOR
THE CLASSROOM TEACHER
written by Libby Anderson and submitted in partial ful-
fillment of the requirements for the degree of Master

of Education at Memorial University of Newfoundland.

Date

signature
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EXPERT APPRAISAL

Appropriateness of Instructional Content

Directions: Critically inspect the instructional package
and all adjunct materials. Evaluate the appropriateness
of the materials with respect to the goals and objectives
of teacher training in art education. Rate each item on
the basis of a 5-point scale.

5 - outstanding quality
4 - better than average
3 - average

2 - below average

1 - unacceptable

Circle the appropriate number to indicate your rating.

On second section of this checklist please give your
suggestions for improving the materials.

1. Relevance of the stated objectives
of the material to the general goals
of teaching teachers 1.2°3 4

2. Meaningfulness of the objectives to
the trainer 151283 19

3. Meaningfulness of the objectives to
the teacher trainee 12

4. Sources from which the objectives
are derived 1 2 34

5. Stated rationale for the objectives 12 34

6. Relevance of the content to the
objectives 1.2 3%

7. Theoretical soundness of the content L2 3 4

8. Adeguacy of definitions and

explanations B 24304
9. Use of technical terms I THTR |
10. Number of examples 1 204

11. Authenticity of examples 12 3 4



Additional comments and/or suggestions for change:

Thanking you for your cooperation.

Libby Anderson



APPENDIX F

Expert Appraisal of Me



EXPERT APPRATSAL

Media Review

Indicate the context in which the mateti.ala are to be used
for presenting the instructional cont

Suggest emphasis upon ways of improving the technical
ali




APPENDIX G

Survey of Learner Profile



STUDENT NAME STUDENT NUMBER

TEACHING EXPERIENCE (years)
GRADE LEVEL(S) TAUGHT

HAVE YOU ANY FORMAL ART TRAINING?  YES No
If YES please indicate the following:

COURSES TAKEN:

ARE_YOU PRESENTLY EMPLOYED AS A TEACHER? YES No
If YES please indicate the following:

SCHOOL (S)

BOARD

GRADES BEING TAUGHT

ART COURSES BEING TAUGHT
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PRE-TEST (SPACE)

STUDENT NAME STUDENT NUMBER

There are six elements of design in art. Name all
six.

1) (4)
(2) (5)
3) (6)

Explain four methods of manipulating the elements
to create space or the illusion of depth on a two-
dimensional surface.

(¢8)

(2)

3)

(4)

Explain what two things appear to happen to objects
as we get further away from them.

(1)
(2)

Explain the difference between two-dimensional and
three-dimensiona:
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5. Give examples of two different uses of space in
our environment.
1)
(2)

6. Describe the difference between Realism and
Impressionism. What were the main points of
difference between these two movements in art?

B. 1. By using ill aw four diff it ways
we may achieve the o oF space.



APPENDIX I

Posttest (SPACE)



POST-TEST (SPACE)

STUDENT NAME STUDENT NUMBER

PART I
A, 1.
2.
£
4.

As objects recede into the distance, what appears
o happen?

(1)
(2)

We can manipulate line and color, and the dther
elements of design to create a spatial effect in
art. Describe four ways that the artist may create

(4

How may we use space in our environment? Describe
two ways.

(1)
(2)

Daumier was a Realist painter, Monet an Impression-
ist. Can you describe what might be the differences
in their work?
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5. Name the six elements of visual design, including

space

1) (4)
2 5
(3) (6)

6. We speak of i ional and
space. What is the difference?

Illustrate by drawing four ways to create depth
in a drawing.



APPENDIX J

Pretest (LINE)



STUDENT

PART I

circle

X

i

~

PRE-TEST (LINE)

NAME STUDENT NUMBER

the correct response to each statement.

The art of printing or duplicating a drawing many
times may be achieved by what three methods?

(1) etching, carving, painti
(2) etehing, lithography, wood block
(3) etching, lithography, charcoal '

The three principal characteristics of line are:
(1) measure, type, direction

(2) diagonal, measure, height

(3) type, horizontal, short

The measure of a line is often referred to as:
(1) horizontal, vertical

(2) horizontal, short

(3) short, long

Two examples of the types of line would be:

(1) straight or curved

(2) round or angular
(3) short or long

The horizontal line u said to imply
in a paintin

(1) detiance of gravh‘.y
(2) calm and r
(3 Zorward movemant

The direction of a line which implies forward

(1) horizontal
(2) vertical
(3) diagonal



B.

7. A simple line describes:
(1) the edge of an cbje
(2) the edge of inpiied Lines
(3) folds in clothing, hair, etc.
8. A contour line includes:
(1) implied line in the clothing
(2) the shape or texture of the subject
(3) both (1) and.(2)
9. Cross-hatching is a method used to:
(1) describe an edge
(2) create depth and shape
(3) hold a pen

0. A school of art using pure line to achieve the
illusion of movement:

(1) Piet Mondrian
Art

(2)
(3) Illusionists

Draw the following:

1. A simple line drawing of a fish.
2. The contour of a bowl with fruit.

3. Use cross-hatching to define the shape of an
object of your choice.

1. 1In a few lines, describe the work of Christopher
Pratt in genera
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Posttest (LINE)



POST-TEST (LINE)
STUDENT NAME STUDENT NUMBER

PART I
Circle the correct response to each statement.

A. 1. The measure of a line can be called:

(1) horizontal or vertical
(2) horizontal or short
(3) short or long

2. One way an artist may reproduce a work of art so
there is more than one print is by:

(1) carving
(3) Tithography
(3) stylus

3. An artist uses cross-hatching to:
(1) define a shape

(2) make a preliminary sketch
(3) draw an edge

4. Forward motion in a drawing may be implied by using:
(1) diagonal line
() horizontal line
(3) vertical 1

5. The Op Art school were interested in:
(1) people as subjects
(2) designing works with the illus of movement
(3) capturing the emotion of the -ub]ec

6. We call the type of line either:

(1) round or angular
(2) straight or curved
(3) short or horizontal



7. The contour line in a work of art includes:
(1) implied lines like folds in clothing
(2) the shape of the object
(3) both (1) and (2)

8. We think of a simple line as:
(1) describing the edge of an object
(2) including implied line
(3) the folds in glothing, texture of hair

may use words such
B T

(1) horizontal, vertical
(2) horizontal, short
(3) short, long, thick
10. An artist uses cross-hatching to:
(1) outline a drawing

(2) create values
(3) create movement

Draw the following:

1. The contour of an apple.
2. The outline of a tree.

3. Using cross-hatching, draw a bowl and show implied
shape

Christopher Pratt's work is described as linear.
What does that mean?
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Pretest (COLOR)



PRE-TEST (COLOR)

STUDENT NAME STUDENT NUMBER

PART I

A

12.

Fill in the correct answer using the list below.

is an example of a "cool" color.

A color which has had white added can be called a
of that color

Colors which lie opposite each other on the color
wheel are known as

Blue, yellow, and red are the
is an example of a "warm and

exciting" color.

Variations of the same color are referred to as being

Some colors give the illusion of closeness or distance.

An example of an advancing color i

r when they paint

colo
G S e e A e

Brightness or dullness of a color is called its

orange, green, and purple are the
color:

of a color is called its

Lightness or darkne:

A pure color may be called a :




110

We say that colors in the same family or adjacent on
the color wheel are

when black is added to a color then a
of that color is created.

The coloring matter an artist uses is most often a
which behaves differently

EOREGHE R

One would say that are excellent

examples of analogous colors.

shade tint
local S
hue ed

econts
primary yellow and orange
yellow 2nalogon
pigment value

From the list below, select two Canadian artists who
have used the colors of nature as their inspiration
to paint the Canadian landscape.

Pablo Picasso A.Y. Jackson Albert Durer
William Turner Paul Cezanne Frederich Church
V. Van Gogh Tom Thomson E. Munch



PART I

A. On the color wheel provided,
the following:

19. Three primary colors

20. Three secondary colors

label and correctly locate

21. Two tertiary colors

22. Two anal colors

Yeu

%
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Posttest (COLOR)



STUDENT NAME

PART I

a.

POST-TEST (COLOR)

STUDENT NUMBER

From the list provided complete the following statements
correctly.

%

10.

A color which is not a mixture or has not been made
from combinations of other colors may be called a

By adding black to red we can create a
of red.

oOrange, red-orange and red may be called a family
or colors.

Artists painting what colors they know an object to
be rather than what they may see are using
lors.

The brightness or dullness of a color is referred to
as its

The color blue-green might be called a
color.

By adding black and white to the color yellow, we
may create a whole range of
colors.

Red and green are excellent examples of
colors

orange, green and purple are called the
color:

i

A warm color may be



Colors give the illusion of closeness, or are
called advancing colors. One example might be

If white is added to a color we can create a
of that color.

Blue, red, and yellow are often referred to as
the

would be good examples

GF analogous colors.

The lightness or darkness of a color may be called
its ;

shade tint
hue
cool e
primary blue, blua green
yellow analogou
pigment value

cal intensity

The Canadian Group of Seven were known for their
brilliant landscape paintings. Name two of these
famous painter:

16.

7




PART II

A. On the color wheel provided, label and correctly locate
the following:

19. Three primary colors

20. Three secondary colors

21. Two tertiary colors

22. Two analogous colors

=
s
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EXPERT APPRAISAL

Please rate the following variables using the rating scale
indicated. Circle appropriate number.

1. poor
2. fair
3. good

4. very good
5. excellent

1. organization of materials 12345
2. Length of program IRz s
3. Clarity of presentation 1.2 345
4. Appropriateness of '
instructional format 1.2 388

5. Accuracy of content v 2,94 8
6. Technical quality - overall 1.2 3 4 5
- print if2. S Gty is

- slide @ Y A0S

7. Level of difficulty ana skl s

8. sufficiency of practise/review
ided

provi Eitzain gl vs
9. Instructional sequence R T TS
10. Effectiveness of instructional

program %2 Bl
11. Acceptance by teachers Let2lenlia s

Comments :
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INTRODUCTION
What is Design

Design involves a thinking about the
purpose for a product or work of art

(Joseph Gatto)

One of the best ways to learn about how to judge
the quality of a work of art, or any piece of design for that
matter, is to train our eyes to see expression and purpose
in the objects and forms that are part of our world.

Nature with its unlimited supply of form is a
perfect resource for looking for design. Nature is
diverse - it can provide a primary stimulus for the artist,
and is a great place for anyone to begin to look.

It is difficult to separate the elements of design
sometimes. They seem so closely intertwined. There are
endless combinations of lines, shapes, colors, values,
textures and special features. These elements are the
tools with which we build design. They will provide a
simple vocabulary for anyone who wishes to say something
visually.

Remember, you will never know whether design is good
or bad, strong or weak, uplifting or depressing unless you
take time to look at and think about the design in your
world and in the work of other people.

Stop and look at the thousands of objects that are

part of your daily life. Some are well designed and



functional, others may seem out of place. For example,
the wallpaper you have chosen for a bathroom might be rather
out of place, a poor color, the design too large for the
space, something is not quite right. Your intuition (eye)
may tell you that it's poor. If you had taken a course
in design the answer may come immediately.

Of course, choosing the objects that become part
of our life is a very personal matter. Luckily we have
individual tastes. There are some basic elements, however,
that never change. For example, what color may harmonize
or what lines emphasize static rigidity. What colors can
we use to make a space appear larger? These are all
questions which may be answered simply by some knowledge

of design.

Purpose of the Package

Each (slide/tape) has been designed to provide
teachers with no formal training in art, a review of some
basic information of the elements of space, line and color.
The units each provide specific examples of these elements
taken from nature, and man-made environment as well as
selected examples of the art of other people.

There is a slightly historical perspective but
not in great detail. Each presentation attempts to explain
the element and its application to art. The guide will
include some exercises to use in art class that may help



to explain the specifics of each element.

Writers use the elements of language such as nouns
and verbs; so the artist uses the elements of line, shape,
color, value, space and texture to individualize their own
work. Creative persons will use their facility for assem-

bling and reassembling elements to serve a purpose.

HELEN PARSONS SHEPHERD



Recommendations for Use of Package

There are three units to accompany "Exploring

the Elements of Space, Line, and Color

Each unit has
been designed as a complete series of lessons or workshops.
The individual components of each unit are: the discussion
questions, slide/tape, and accompanying activities. The
units can be used as one-day workshops, or spread over a
longer time period.

Taking into account the individual differences of
the learners, the package has been designed to allow as
much freedom as possible to the instructor. For example,
the slides may be used with or without the audiotape,
which allows for a difference in time sequencing. The
instructor may wish to make a smaller selection to accompany
each lesson.

Instructions for the activities to accompany each
unit provide for easy selection, allowing the instructor
to select only those with objectives to suit the needs of
the learners.

The guide also provides a selection of discussion
questions which are meant to help stimulate ideas about

the presentation to follow. The concepts which the learner

will be presented with may be difficult, thus a guided
discussion period should be scheduled prior to the slide
presentation and may also be used to refresh the memory of

the learner after the presentation.



It is recommended that the slide/tape presentation
be used at the beginning and the conclusion of each unit,
thus assisting the learner in clarifying the concepts

presented over the unit's work.

JeasAvousTe-Dowsigce Incnes
80-1867, French),

Portait of Lecloe and Provest,
1812 Graphie pencil, 121
Smith Callege Museun of An.
Northampton, Mass.










INTRODUCTION

This unit has been titled SPACE. It covers qeneral
concepts of space in art. Most of us are aware that by the
anipiiatios Sf Tines ve sau Eeats someriing ey simle

like a box.

is is an illusion, for what we have dunc is drawn
simple 1ines in such a v y as to deceive the e

are aware of belng constantly suzrounded by
Sbjects Ln phasks aS0 45 CHLE. 20t seaticr WACh spese NiiDe
and other reminders of space travel the word space takes
on an expanded meaning.

Space in art education may be referred to as a
Content Resource.

Space as a Content Resource

Tie Comtint Messoas; .o petar o
concepts, information, and knowledge
which are related to arc. They provide,

for both teachers and students,
basics of knowledge and understanding
oOf Art itself, and how it works. This
knovledge can provids o framework for
perceiving and enjoying the beauti
Che. Patuse wort asdfor exploring
ne manmedo wouls and he rore e ALL
and Design within it. (See Art 1-6, a
Curriculum Guide, 1980, p. 41)

e is an element or component of design in art
wark, h0s SiifasEpe NaR been designed to review different
kinds of space; and how
. gndase Srae iy sue re vo “how space is crqanued on

artist's canvas and in real iife; how we use op
convey meaning; what are some words we can use to oaver
the meaning of s




two-dimensional
three-dimensional
foreground
background
perspective
illusion

depth

receding
advancing

deep

shallow

near/far

volume

mass

solidity

Concepts

overlapping
point of view
vanishing point
up/down
over/under
beside/behind
into/around
enclosed
illusion
detail

horizon

converging




General Objectives

To clarify ideas of space as a component of art and
design

To reinforce the concept of the elements Of art:
line, space, color, texture, value, and shape.

To understand the methods by which these elements are
used to create spatial effect in painting.

To become more visually sensitive to the elements of
design, specifically space in art and in the design
of our communi ties.

To understand the transition from realism of
Renaissance period to Impressionistic art of the 19en
century.




Goal:

After viewing this unit the learner
will become familiar with the concept
£ space as one of the elements o!

The learner should be able to:

Name s.
texture,

4% Mlencic o dadign in art: line, space,
value, and shaj

color,

Draw and expladn four methods of manipulating elements
to create the illusion of dep

(1)
(2)
(3)
(@)

overlapping objects
detail on objects closer
linear perspe

shapas Bigher ot lower

Identify two examples of the effect of depth or distance

in our perception of obje

cts.

Explain the difference between two-dimension and three-
n.

specific uses made

space in our everyday
spac

Name of
Sisawmstances, aleoitiov aad ivhy this use of

cha

Explain the main difference between art of the Realist
painters and art of the Impressionists.
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(a)

Instructions for Presentation

Make preliminary preparation if you wish to
introduce studio projects as we

Place tray into any slide projector and advance
to focus.

Insert the cassette into any standsrd cassette
player and adjust vo t for

1 xrst audible
Fthian mid ahvansu #Lifs keky 48, E5% o

You may wish to discuss some guideline questions
prior to viewing the slide show. If so, these
are provided on the following pa



Discussion Questions

Before viewing the slide show you may want to use

the following questions:
1. Describe some ways in which man changes his space.

2. standing directly in front of a table does cna back
edge appear shorter than the front edge? Wh

3. What do we mean by two-dimension?
4. What is meant by optical illusion?
5. What do we mean by linear perspective?

6. How is realism produced by an artist?

7 a picture are some shapes further aay than others?
o 15 this possible to create on a two-dinensional
surface:

8 did Impressionist painters rebel against formsl

ve

pexspec i



Instructional Requirements

This slidetape is designed to be used with a

group of learners in a

preferably a

Toom with windovs that can be da

n instructor would be present to quide a pre-questi

period and

e post-presentation activities.

B ae hasionen for the workshop would require:

EQUIPMENT:

s complste workshop would be given over a period

Selection of pictures from
newspaper, magazine and/or
phot

Acetate (8 1/2 x 11)

Grease markers, crayons,
pencils, charcoa

Drawing paper

Still life set up (tins, egg
cartons, fabric, boxes)

Colored paper (construction)
Reproduction of art works by
well known painters (prints)
Slide projector

screen

Tape recorder

hi
of approximately three hours

The complete



al{lvities ‘




ACTIVITIES TO ACCOMPANY

UNIT ON SPACE



SPACE:

PROJECT 41

OBJECTIVES:

To recognize space as a natural phenomena

To understand that each person perceives
in a different way

1 pictures from

TECHNIQUE:

magazines, books, e peints

A piece of plain paper for each person

ake a part of a picture and cover it over,
Tevealing only a omall are
Which areas of the picture reveal its
identity?




SPACE:

PERSPECTIVE PROJECT 2

OBJECTIVE:

VOCABULARY :

MATERTALS:

TECHNIQUE:

To understand how an artist uses perspec-
e in a work of ai

Ppérspective

Plain acetate
Felt markers
Tape

Using a piece of acetate taped

S Bolt mavkec, Beld you Bdsd il
ook with one eye through the glass at the
scene.

Outline the objects seen, on the acetate.

This will record the inage the way the
retina and the camera record
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SPACE: PERSPECTIVE PROJECT #3

OBJECTIVE: To creats several compositions using
perspect:

VOCABULARY:  Viewpoints

Pencil

~
Drawing paper
or

Conte crayon

Bogus paper
Tracing paper

TECHNIQUE: Choose an object and draw it carefully
from observation, make the object appear
three-dimensional by including shadows,
make it as realistic as possible.

Draw the object from at least 4 (four)
different viewpoints.

Overlay each drawing with tracing paper
and outline only the silhouette of each
drawing,

Which looks most like the object?




SPACE: SUBJECTIVE PERSPECTIVE PROJECT #4

-

OBJECTIVE:  To create a drawing, exploring subjective
perspective
VOCABULARY:  Subjective, contour, visual relationship
MATERIALS:  Drawing paper (18 x 18)
Black oil pastel
4B pencil
TECHNIQUE:  Using a large piece of paper, a strong,

dark contour line, begin at the lower edge
of the paper by drawing what is next to
that and continue drawing, working outwards
from yourself.

This slow and careful process forces

to carefully observe the visual relationship
of things in space, immediately surrounding
¥




® seace:

DEPTH AND DISTANCE PROJECT 5

OBJECTIVE:

VOCABULARY :

MATERIALS :

TECHNIQUE:

To clarify an understanding of vanishing
oint

Vanishing point, converging lines

Magazine pictures
Photos
Drawing paper OR tracing paper
Pencil

Eraser

If you wish to clarify your understanding
oF Yusiateing paiwy vislon, sot e magelioes
collection - pictures that have

Gbvious vanishing points - making a tracing
of each photo, projecting the dominant lines
until they converge on the horizon. This
convergence will ocour outside the borders

he picture. The tracing will reflect
She vanishing point in relation to the
camera's location in space




SpACE: WAYS OF PRODUCING SPACE IN ART PROJECT #6
OBJECTIVE: To incorporate methods of showing space
nd distance in an artw
- overlapping
- position on the picture plane
- size of objects
different colors
- detail on objects not on other
VOCABULARY : Visual perception, representational imagery
MATERIALS: Large sheets of manilla
Construction paper or markers
scissor:
TECHNIQUE: Using abstract forms cut from construction

of an abstract landscape

e. In this way you will compose space
and distance effects using the laws of
visusl perception ithout relylng on
representational imager:




SPACE: VOLUME, MASS AND FORM PROJECT #7
OBJECTIVE: To create illusion of space using light and
dark, no line
VOCABULARY:  Form, volume, illumination
MATERIAL: crayon
Charcoal
India ink
Ppen
Brushes
Drawing paper (9 x 12)
ns
cartons
Fabric - objects for still life
TECHNIQUE: Set up a good still life composition with

tin cans ninus labels, egg cartons, cardboard
boxes, draped fabric, etc. (don't make it too
complex) . Avoid patterned or textured objects.
Using crayon, charcoal, or indi

o
g

to
produce illusions of volume and form without
depending on line.




SPACE: ANALYSTS PROJECT #8

N

To analyze methods used by artists to
achieve depth in their wor)

MATERIALS:  Slides of several art works
Prints of well known art works

TECHNIQUE:  Present each piece and discuss with learners
the methods artists use to achieve the
illusion of space. This exercise will help
develop your ability to produce.




SLIDE/TAPE SCRIPT




SLIDE

sPACE

SCRIPT

1

4

Focus
Blank
Title: SPACE

Kauk; Labrador

Jerseyside,
Newfoundland

Cathedral, Ottawa

Montreal, downtown

Person's face

Wharf, Jerseyside,
Newfoundland

Winalow Homer
(1875-76)

lery o
Art, Vashington; bec.

our_space is that physical
reality that surrounds us,
and in which we live.

The arrangement of our
personal belongings makes
a statement about our use
of this space.

In fact, the philosophy of
a society can be reflected
in its architectural treat-
ment of spac

Our modern steel and glass
architecture enphasizes
simplicity, efficiency and
technological power, a

t of the 20th
century .

How do we see?
our perception or
appreciation of the images

understand our space?

Each of us has our own way
of seeing. We best under-

something familiar.

Traditionally, many artists
as well have relied on the
familiar to capture images
from their environments



SLIDE

SCRIPT

Lucius 0'Brien
Sunrise on_the

Saguenay (1880)
Nationaf Art Gallery
Ottawa, Canada
(0il on canvas)

Michelangelo

The Last Judgement
TI53a-41)

sistine Chapel,
(£rescol

Jan vermeer

Maid Pouring Milk
5

Kijksmuseun,

Angterdam

(0il on canvas)

A. Canaletto
View of venice
National Gallery
of Art, Washington
(0il on canvas)

Winslow Homer

Long Branch, New
Jereey (TEST
Hans Holbe.
urgermnater (c1560)
Pieter Breugal

Museum, Vienna

Man the imitator created

taken
surroundin

or pezheps inspired
by faith, paint

Cailings 1ke Michelangelo's
work on the Sistine Chapel.

In man's struggle for
beauty, truth and perfection,
artists of the Renaissance
sought to paint exact
replicas of what they saw

in real lif

How is the illusion of

depth achieved on a_two-
dimensional surface?

To achieve the illusion

of space, the artist must
manipulate the other
elements of n.

These elements you will
recall are

Line, shown. here in the
r'— Line arewing by Hans

shape. The Flemish
p—_iLu nter Breugal creates
space by the placement
of figures



SLIDE

SCRIPT

Leonardo da Vinci
Mona Lisa (1503-5)
Louvre, Paris
(0il on canvas)

van

Gog|
Self-gortralt (1890)

Touvre,
(0il)

Paul Cezanne
Still Life With
Apples (c1871

(aiagram)

(aiagram)

(diagram)

(diagram)

(diagram)

alue. By the use of an
Tilampiny ot Lignt

ahedon, Leonszds vas ‘able
to model a solid form i
space - and suggest
distance in his painting
the Mona Li

Texture can give
I ITusion of space.

Color, in its intensity
and many hues, will also
help to achievs the illusion
of dep!

t us review how
Tanipelacion of the slements
yiiliorenta  spacial effect
in our ozt sy overlagpitg

sppeszs %o be in front of
another

Other ways to give depth
o your picture might be
achieved by placing shapes
higher or lower.

Or by drawing things in
the foreground larger than
those in the background.

Drawing more detail
Shape will bring it oloser.

Haking some shapes dull
some brighter, the
o ey e



SCRIPT

SLIDE
26. (diagram) Finally, by uging & method
ormal or lin
perepective; horisental
lines apparently converge
or disappear on
horizon line at what we
call the vanishing point.
27. Rideau Canal, Let's look at examples of
tawa these same principles in
our everyday world.
28.  Downtown, Buildings overlap, pro
st. John's ducing overlapping shapes.
29. Hopedale, Labrador Background shapes appear
smaller because they are
Further a
30. st. John's, n you are close to an
Newfoundland Ohjactthe decail becomes
more clear.
31. st. John's, As objects recede their
Newfoundland colors appear less bright.
32. Road to Northwest The converging lines in
River, Labrador this picture seen to dis-
appear somewhere on the
horizon. You w;ll recall
this is called 1i
perspe
33. Myndert Hobbema An artist using linear
The hvenue at perspective produces a
fiidateharats (1689) composition in correct
'h_'_r= National Gallery, proportion, as objects
Lon appear to recede into
foi%n canvas) space.
34. Perugino. Christ This method of fornal

st
Giving the Keys of the
C_}\_g_x—uxc o St, peter

Sistine Chapel,

(c1a
Vatioan,

Rome

(£resco)

15th century Renaissance
Architect, Brunelleschi.
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SLIDE SCRIPT

35. (aiagram) This drawing illustrates
the converging lines of
formal perspective.

36. William Hogarth Artists using the formilas

Marriage a la Mode of perspective and
1723 Gevetion to reaiiem
London National continued to produce such
Gallery works as this o
Hogarth, portraying a
scene of people
Conaitions thon the 18th
century.

37. Paul Cezanne However, out of the turmoil
Mont Sainte-Victoria of the ioth century there
(I904-1906) olved a -
Louvre, Paris breaking away from

Tieid rastraints of Formal
perspective.

38. Camera obscura With the invention of the
camera, which could capture
the reality of the moment
and preserve it - artists
ere nov free to explore
s ersonal view of
objecta ang spac

39. Thomas Eakins Statements that were real.
Mac_Schmitt in
Singte SeulT (1871)

40. van Gogh Became statensnts of
The Starry Night impressions, expre

Feelings that the photegraph
Museun of Modern Art, ould not see.
S
41. Fernand L Figures became distorted.

The Mechanic (1921)
Huseun of Modern Art,

N.Y.
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Richard Estes
Paris Street Scene
19

(photo realism)
Giorgio de Chirico
The Disquieting Muses
T1916)

Gianni Mattioli
Foundation, Milan

Georgia 0'keeffe

Montreal

Bowring Park,
st. John's,
Newfoundland

Ranger 1
oo Rager bl Montgomerie

Labradorite

Downtown,
Montreal

Flower Lake,
Labrador West

overlooking Nain Bay,
Labr.

Artists now searched for
ways to capture impressions
of the modern world with
its vast technological
advances.

space in Chirico's
painting becones
distorte

In this peinting, buildings
appear to in darkness.

Looking at similar buildings

world from which we gather
our visual image:

Now we can begin to use the

words into, around, under,

behind or surrounding as

we speak of our three-

ineneionar space.

This space takes on a new
aning - we talk about

the solidity, volume and

mass of objec

Solid forms occupy space.

oOur space can be crowded

. or open.

We may talk about deep
spac
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62.
63.

64.

Rocks hollowed by
water

Pet City, St. John's
Avalon Mall
Concrete tubes,
Bowring Park,

St. John's
Cathedral, Montreal
Library,

st. John's

Eotel Newfoundland,

Newtoanland

Avalon Ha1l,
st
e
st. gohn
Newtoundland

st. John's,
Newtoundland

Quidi vidi,
Newfoundland

Production Slide
Production Slide

The End

... or shallow space.
We become aware of enclosed
space.

pace is not only arou:
F e e g e
objects.

Man creates spaces for
specific purposes.

(PAUSE)

Architectural designers
work constantly to create
appealing spaces for us in
which to live and work.

(PAUSE)

Changes in society demand
constant reinterpretation
of our use of space.

our use of space says a
great deal about who we
a

(PAUSE)

d how we observe,
interpret and record the
world in which we live




MUSIC CREDITS

Cannon of the Three Stars
Trhe Pachelbel Canon)

Isao Tomita

Aire for the G String
Bach

Oxygene (Part I)

S el Tarre

SLIDE CREDITS

Artists of Newfoundland and Labrador
Hemorial University Dalvesaity o of Newfoundland
art Galle

PHOTO CREDITS

Artists of Newfoundland and Labrador
Jack Martin

Department of University Relations
Memorial University of Newfoundland
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INTRODUCTION

is an important element of design in ar
£t nay be aesmed as a movi

or a mark made by a tool

drawn on a surface. Line actually has many meanings.

the mathematician it & ot exist in nature. The artist,
er, use:

line in the outline of objects, everywhere
there is implied line

By studying line in naturs we hecome more and

cept line as a part of
ot taiig Xivem in seitise: Ultuetagiions: Aad iaiizeatiy
through many acts, such as "line-up" in traffic, "blue-
in hockey, or "clothes line".

Line in art may be said to have propertie:
measure, and direction. For example, lines are thick or
thin; fuzzy or smooth; zig-zag or straight; diagomal
vertical, or horizontal. There are many names or ways o
describe line.

type

Lines are also used to draw the simple outline of
a form or the contour of a shape giving it a plastic
quality, which means creatin

more three- dxmensional

form. By using different values created by drawing

utensile’the Gontoured drawing can be given shape.. For
mple,

artist may use cross-hatching to give the
illusion of roundness.

Lines by thelr very type
express emotion and movene:

and dizection can also
e
line, we imply movement, Ty

alk about flowing
it as vel e

e seen
The cbject in the are or Ehe wnote wark of act may imply
movement

More rigid or simple and unambiguous lines are
used in maps, diagrams or architectural design; that is,
they must be read with the least confusion.

Summary
Lines are used in many ways:
- They are implied or
Z Tum e Erapmrties Tike e, wabEN,
ana direction
- They can express movement and emotion in art



concepts

outline
contour
quality
thick

thin

jagged
smooth

art nouveau
forceful
graceful
Linear
1ithography
caricature
op art

Linear

straight
vertical
horizontal
diagonal
expressive
texture

pattern

value
cross-hatching
etching
objectively
underdrawing
plastic quality

calligraphy



General Objectives

To clarify ideas of line as a component of art and
design.

To reinforce the concept of the element of line in
relation to other elements of de:

To develop a sense of awareness of line in nature.

To develop critical power through comparison of
artists' use of line.

To build a vocabulary for the terminology of line
art.




After viewing this unit the learner
will be familiar with the concept
. :

clarifying some of the basics of
the classroom art program.

Behavioral Objectives

The learner should be able to:

Name three examples of methods for duplicating prints
which may use line drawing in the preliminary process:
wood block, etching, and lithography.

Recall the three principle characteristics of line:
(i) measure
i) type

(iii) direction

Identify and draw at least two sxamples of the messure
£ a line: short, long, thick, thi

Identify and draw at least two examples of types of
line: straight, curved.

Identify and illustrate by drawing three examples of
the direction of line: horizontal, vertical, diagonal.

Recall the implied meaning of horizontal line, stability,
calm or repose

Recall the implied meaning of vertical line: upward
movement or defiance of grav:

Recall the implied meaning of vertical line: instability
or forward movement.



9. Define and illustrate by drawing, the difference between
a simple line drawing and a contour drawin

10. Describe and illustrate cross-hatching, a method for
creating the illusion of depth and implying the shape
of an object.

11. Name one example of a school of art which uses line

to achieve the illusion of a vibrating movement.

12. Define Christopher Pratt's work as alinear style of
work.




Instructions for Presentation

Make preliminary preparation if you wish to
introduce studio projects as well.

Place tray into any slide projector and advance
player and adjust volume. Wait for first audible
impulse and advance slide tray on the signal.

You may wish to discuss sone guideline questions
prior to viewing ihe alide shw. If bor the
are provided on the following page.



Discussion Questions

Before viewing the slide/tape you may want to use

questions:
Is line important to man? How?

Name some of the specific uses for drawing line.
Give examples when line direction is important.
Do you think line can have character?

What are some words we use for line?

What do we mean if we say a painting is linear?

Should a poster designer have a good understanding of
line? Why




Instructional Requirements

This slide/tape unit is designed to be used with

a group of learners in a classroom or workshop setting,
i darkend

questions, and in the presentation of studio activities
chosen to reinforce line as an The
complete unit as designed for a vaaatiop vould] o

Pencils

Pen and India ink
conte crayon
0il pastels
crayons
Markers
Bogus paper
Manilla
Newsprint
Rulers
Erasers
Ppaper stumps

A selection of still life objects

EQUIBMENT screen
Tray
Slide projector

Tape recorder

This complete workshop would be given over a period
of approximately three hours
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ACTIVITIES TO ACCOMPANY

UNIT ON LINE



QUALITY PROJECT #1

OBJECTIVE:

TECHNIQUE

To discover different kinds of lines made
by various tools

India ink
Paint

Paper
various paint brushes
Wood scraps

Feathers
Anything that will make a mark

Try any way to find the character of lines
that these utensils will make. Organize
the marks to make patterns. Experiment.




L4 - T —— —

OBJECTIVE: To examine line character in material
other than chalk or pencil, etc.

MATERIALS: String (different kinds)
Wet paste
Paper (manilla)

TECHNIQUE: Soak piece of string in a wet paste and
drop slowly on a paper, letting it fall as
. it will. If you are pleased, press the
string down gently, or move until the
form or path is pleasing to your eye.
Note: Two qualities of line are
| exemplified: boundary of shape, and

) movement.

w K (1 Dot i ol Ldcape. 1951
Fem awdfok. 16+ 30 Conrten Martha Jackon Galey. New




LINE: PHYSICAL PROPERTIES OF LINE PROJECT 3

OBJECTIVE: To use line in a variety of ways, using
one medium per frame and changing type,
direstion sua/ceNoencicnlat ity Lines

ifferent lines you can make,

oive then & naze:

MATERIALS : fenills (12 x 16) divided nto to Srames
Poster paint (red:
Crayon (red)
OR
Pastel (red)

TECHNIQUE: 1In one frame create an interesting arrange-

ment of line, varying its type, direction,

draw exactly the same design. Compare the
different media. Does it cha




OBJECTIVE:

MATERIALS :

TECHNIQUE:

(£ramer)

LINE IN THE ENVIRONMENT PROJECT #4

To develop awareness of the lines in
ature and in man-made things.

Manilla OR newsprint
0il pastel (black)

crayon

After going for a walk, bring back one

room for good examples of line and using
a framer, select a good example and draw
in detail.

A framer is an excellent way t:
select specific parts of something
to paint or dr




LINE:

CONTOUR LINE PROJECT #5

OBJECTIVE:

VOCABULARY :

MATERIALS :

TECHNIQUE:

To draw partner in three distinct ways:
Q) seribble gesture; (2) a Blind contour,
without looking at pa and (3) a drawing
ith minimal detail, bare suggestion o
line and sub.

Gesture, blind contour

paper (12 x 18)
Conte crayon OR marker

Choose a partner. While sitting in front
of each other with drawing board, draw
partner three different ways. Allow only
5 to 10 minutes for each exercise.

Discuss form and content of each work and

the particular linear features:

(1) The gesture drawing should be done
quickly to capture the rhythmatic
unit of th

@ e conmuz drawing is done by
putting pen or pencil on paper
Pot Ti7ting it oef until & decision

moving togethe:




CONTOUR LINE PROJECT #6

OBJECTIVE:

VOCABULARY :

MATERIALS:

TECHNIQUE:

Using a drawing instrument, draw the
contour of an object

Ccontour

pen
Sharp pencil
Chinese brush

Ink

Manilla OR poster paper
af

Stone

Flower

With a steady, continuous line, never
lifting the hand from the paper or looking
at the paper, draw the outline of the
object. LOOKING IS IMPORTANT




(] Lones

CONTOUR DRAWING WITH VALUE PROJECT #7
ADDED BY CROSS-HATCHING

OBJECTIVES:

To use proportion and cross-hatching
techniques

To produce a drawing of a person's face

Drawing pen
Bogus paper (qrEy)
Paper st:

Study the model carefully. Try two or
three practise blind-contour drawings.
REMEMBER NOT TO LOOK! Check the
proportions.

In a final drawing use cross-hatching
to zefieat th surface of the model's

cucved, angled, short, long, etc.

The cross-hatching can be softened with
a paper stum




TEXTURE IN LINE PROJECT 8

OBJECTIVE:

MATERIALS :

TECHNIQUE:

To decorate an object using a repeated
Line design

Manilla
still life objects

Draw the outline of a jug, plate, or some
other utensil. Create a line pattern to
decorate the object.
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EXPRESSING EMOTION PROJECT #9

OBJECTIVE:

VOCABULARY :

TECHNIQUE:

To use line non-objectively; to express
emotion

Non-objectively

Newsprint
Marker!
Pencil
0il pastel

Think of a particular emotion or meod and,
freely, represent this on the page without
looking at page. Allow hand and arm to
sweep over the newsprint making lines to
tell the story.

Study Cezanne - landscape or still life
What kind of linear movements are seen?
Are they flowing or staccato?

Decided or delicately sensitive?

Are they all straight, all curved or
varied?

Do they show a difference in size?
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COMPOSITION PROJECT #10

OBJECTIVE:

VOCABULARY :

MATERIALS :

70 create a composition indicating space
non-objectively, using only 200 straight
lines.

Non-objectively, value, picture place,
architectural s

Ruler
Pencil
n and ink OR charcoal

e
Drawing paper (12 x 18)

Think about LINE. What is it? Can a line

ds at a certain point
or runs off the picture plane, does it
Continge into space conceptuaily
Using the tool you have chosen, think about
Consider your picture
es.

plane and in
Work with black line hite or while line
on black. Do nply recognizable obiects

or architectural spaces; work completel
non-objectively -

To indicate space, think about overlapping
es and lines that differ in value,
tecture, and weight.

Ligl’\tgr, thinner lines will appear further

The xmp)xcatxcn of texture can be built
by the placement of lines, and by different
too:

A complete range of values and rhythms can
be attained by placing lines closer together
or further apart.

tass and form can be indicated by concen-
trating lines together. The ending point
of a line is CRITICALLY IMPORTANT!




Follow-up Exercises

OBJECTIVES:

MATERIALS :

TECHNIQUE:

To select and identify line, vale, and
texture in natur

To explore line in many other ways
variety (see exercise)

Variety of lines and marks in drawing.
Try the following

Lines that describe form and surface

Lines that describe smoothness and
roughness

Lines that suggest rhythm and movement

Twist and form long, narrow strips of white
tag into 3-dimensional structures.

Make white masks and decorate with line.

Make slides of linear designs and project
on screen

Draw rhythmic lines to interpret music.
Hake nane disgran’ lines as writing that
onvey visually the meaning the wo

Tepresents.

Microscopic drawing - use a magnifying
glass to reduce objects to a linear design.

Develop a repertory of kinds of line that
suggest:

old age fresh
worn out meandering
shiny and new  jolly

bold graceful
delicate Jowerful
sloppy dignified



Use these lines to make images of people
and objects that emphasize their charac-
teristics.

rom pictares of changing objects prepare
Soquential asauizgs frominew b ol i
toothpaste, shoes, car. Use xereseiva
Lines.

Design your own cartoon character (s) .

Try lettering a poster.

Design a certificate using calligraphy.
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sL1DE scRIPT
1. Focus
Blank
. mitle: LINE
Woods, In nature, as in art, we
Labrador think of line as an

Tom Thomson
Northern River (1915)
National Art Gallery,
ottawa

Tom Thomson
Art Nouveau

Louis le Na
Feasant romily in an
Tnterfor (Teaar —
Louvre, Paris

cave art

Eutruscan Amphora
VI century B.C.

abstraction.

Lines are simply marks
or convenient pictorial
notation.

They may be drawn lines;
for example, the special
line drawing and script
in this art nowvean

sty

or the implied line
in'the folds of clothing
in this work.

Much of what we knoy
about early cwuu-uon

on cave wa.

simple abstract patterns
were etched on pottery
and other utensils.
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Tomb of Amennakht
Ramessid period

George Rhau
Epitaphium (1546)
eafle

Asburnham

Early Christian Book
Hiemmacton

Lucas Cra
Hartin Lather (1521)

Albert Durer
The Prodigal Son

A.E. Harri:
Waterfront, Brigus
Bill Ritchie

Loon (1984)
TTithograph)

The marks that man made

led to messaces or com-
munication in the form of
elaborate symbolic patterns,
like the heiroglyphics of
the early Egyptians.

These signs led to even

Roman alphabets.

Historically, writing
became the domain of the
Monastic orders, producing

of the Gothic style

The Gutenburg pri
Tovorutionized. the medium
£ written language.
wever, the elaments used
in printing such as the
Tock: evolved into
an artforn.

Albert purer, a major 15th
century artist, showed
expert draftmanship and
skill in line drawing,
influencing many artists
who followed him.

Pure line drawing was also
preserved in etching

Lithography enploys linear
design as well s work,
STy Revfoundlond arsist,
BIII Ritchie, uses carefully
drawn forms, to which color
is applied in the printing
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17,

Christopher Pratt

Sunday Afternoon

T
(screenprint)

Lighthouse

Branches

Rigging

Palm trees
Grass

Sculpture

Churchill River,
Labrador

Trees

Line is fundamental to

mind,

tilled, and the result
is a representation of
those ideas.

While our environment can
provide the inspiration

of design in nature.

Some of the words used to
describe line are: measure,
which refers to its length
and width. Like the
branches of trees, short-
long, thick-thin

Line also has type. A line
is straight if it continues
without changing

r curved like the
bending branches .-

. or grasses blowing in
a'breeze

A closed curve becomes a
circle, while a continuous
curve will form a spiral.

A third characteristic of
Line is direct

Hecixemiar line tasiien
stability, repose, and calm.

Verticals may represent
ard movement, a defiance
oF gravity.



29.
30.

SLIDE

SCRIPT

Ferriswheel

Rocks

Pam Hall
Fauves Stones (1985)

Rhino
Albert Dure:
Fhinocerus (1515)

Trees
Peter Bell

Return of the
Fireflies (1970)

Driftwood
Gerald squires
Feripayent

Rembrant
Lion Resting (1660)

While diagonal lines
denote instability and
forward movement, they
tend to be dynamic and
energetic.

The shapes of objects in
nature may easily be
described by 1i

(PAUSE) .

(PAUSE) ...

Sometimes an artist will
use intricate line design,
£illing in fine detail.

Lines in nature often

natural growt

(PAUSE) ...

By looking around one can
see endless possibilities
for finding line in nature.

(PAUSE)

Artists may use line
vely to de
L haracteristics of the
subject they may wish to
produce, so that we can
easily recognize the
subject.




S SR

Mavis Penny
Toys

Chandra Chopera
Untitled (1980)

Paul Klee
Influen:

Maxlbo(ouqh Gallery,
New Y

Toulouse-Lautre
Joulsnerouge. (1564)
etail)

primaticcio
Diana at her Bath

=
Louvre, Paris

Bath in the
Tenniscourt (1791)
(detail)

Duncan MacPherson
the

"Tell them to eat it"

Btruscan fresco
Tomb of the Leopards

e

(c.430 B.C.)

An outline drawing is
done simply to resemble
the edge of an object.

Simple line drawings like
this can be extremely
suggestive.

simple line may express
emotion or inner feelings,
like this work by Paul

Artists may use black
outlines to add clarity
to the suhje:ts in an oil
paintin:

simple line drawings are

network of lines are
dravn over the e,
dividing the composition

transposed more easily to
the larger work.

An underdrawing may be
used as a simple outline,
providing a guide to the
future painting.

A special form of por-
traiture which uses simple

1
Fecognize this famous face!

Contour lines are slightly
more detailed than a simple
outline drawing. They may
Pe used to define a shape



8.

Leonardo da Vinci

Head of a Young Woman
1480, Louvre, Paris

David Blackwood
Lost Sealers

Henri Matiss

Green Stripe ° (1905)
e Hat Ton

Shunsho
December Snow_in

Nikenjaya (1766)

calligraphy

Paul Kle
Park Near Lucerne

(detail)

but include the surface
lines as well, like the

detailed body shapes.

The astonishing density
of the lines Leonardo da

pencil drawings have
amazed artists for centuries.

The illusion of thrs
dimensional shape or plastic

the illusion of space.
Matisse has made the shapes

simple, strong and bold;
detail is de-emphasized.

The line in this Japanese
woodcut indicates forms in

the figures, in contrast,
are curved rhythmic and
alive.

The delicate rhythmic
Lines of calligraphy uses
the pure beauty of

calligraphic line structure
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50.

E.C. Escher
Drawing Hands

(Lithograph)

van Gogh
(detail)

Bridgette Reilly
current

Ppiet Mondrien

Composition with
Foda: Yeltow and Blue
ey

Jose Orozoco

tistas (1931)
Museun of Modern Art,
New York

Hazcel Duchanp

Nude Descending the
Stairase (No- 20
(1921)

How does line behave in a
work of art? To understand
this phenonena, we must

a:

direction or character of
Line?

The short, choppy, nmervous
brush strokes of Van Gogh

remarkable emotion in the

A more controlled arrangement

by
curving lin

In contrast is this very

through the perfect symmetry
and balance of line and
color.

n orozoco's work
sxeuxng  diagonal fine o

forward motion

Perhaps one of the most
well known examples of art
inplying movement is this

ece by Marcel Duchamp,
entitled Nude Descending
the Staircase
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Steve Magada
Trio

Edvard Munch
The Scream (1895)
TIithograph)

Alberto Giacometti
Man Pointing (1947)
sculpture]

Christopher Pratt
sheds in Winter (1964)
TIithograph)

Gerald Squires

(pen and ink)

How does the artist imply
movement in this study?

Yot only movement but

tension may also b

suggested by the use of
ne

the background.

The peculiar linear
quality of this 20th
century sculpture may also
suggest an emotional with-
draval ¢rom physical

subst:

As we begin to understand
the personality of line-and
how it can be used in

relation to other elements

Stability of the sheds,

nd the vertical uprights
in the clean, linear style
of Christopher Pratt's work.

In contrast to the geometric
Line of Prate's work is this
pen and ink by Gerald Squires.
Do e the. ourved festures of
the gnarled and twisted
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Kolo Mo:
Dance of Trout

David Blackwood

Aunt Reae on Stage

Degas
Melina Darde
e )

cartoon

M.C. Es
Fich ana Scales (1959)
Twoodcut)

van Gogh
Road with Cypresses
Rijksmuseun

Chopra Chander
Golden Glow (1980)

grovth in the foreground
and the intricate line
Sudgesting the rugged

o Nonfaundiand coastline.

Let's review the use of
s it

rather abstract fish
shapes .

value is the contrast of

portions of the image.

Using thick and thin lines,
Degas has given shape and
life to this worl

A method called cross-
hatching can be used to
create value.

Lines will suggest texture
or pattern in an art work.

The tools an artist uses
often make their own
peculiar pattern.

Color may add an expressive
quality to a linear worl
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76.

77.

Jackson potlock
1950, No.
National Art GaIIEIYv
ottawa

Architectural
drawing

Eye diagram

House

Lobster trap
Picasso
Faltopenzentt (1507»
National Galler
Prague

Paul Parsons
Bannerman Park in
Winter

HMemorial University
Art Gallery

After the Ice Storm

Ice on trees
Production
Production

The End

This is an example of a
dripped and poured line.
Note the unusual quality
of the 1i

Lines are precise and
unambiguous in character.
We use them to ex
systematic architectural
desion

or diagrams which
explain or_emhance our
understanding of the way
things work.

We are familiar with man
made line in our environment.

(PAUSE)

Lines convey meanings and
give us ldess for eapressing
ourselves.

In art, line can be seen
in many forms and used in

a variety of ways to produce
or enhance the visusl inages

or the ideas captured
as'we are exposed to the
line in our natural
environment.

Music
Music
Music

Production slide




[ ] MUSIC CREDITS

Another Country  4:18

Shadowfox

£rom The Dreams of Children WH-1038
pzoaum Chuck Greenburg

pevotion 3:00
Liz Sto

from Unaccountable Bffect WH-1034
Produced by Steve Miller

1985

Welcomin
WichaeT Hann
Erom Unusual Weather Wi-10

Produced by Bob Read and Micine mming

Windam Hill Records
Greenshadow Music

SLIDE CREDITS

Artists of Newfoundland and Labrador
HMemorial University of Newfoundland |
Art Gallery

Artists of Newfoundland and Labrador
Jack Mar
Department of University Relations

|
PHOTO CREDITS
‘ Memorial University of Newfoundland









INTRODUCTION

aim in studying colors is to acquire an
experience which will enable us
in accord with the purposes of de
quiet, subtle harmonies or for Excxt:nq, even shocking
combinations according to our desire or

golors change in sppearance sccording to thel
surroundings - olor ever stands by
only in xElatxonsh)p to lines,
colors surrounding it
appearance of color and will change its meaning i
total design

is package has been designed to provide some
essential informa

way of

of both theory and application of the theory to artwork
have been included




Concepts

local color
value - tint, shade

hue

intensity

primary color theory
analogous colors
monochromatic colors
primary colors
secondary colors
tertiary colors
complimentary

spatial effects of color

psychological effects of color



4

General Objectives

To reinforce the idea of color as an important element
of d

To introduce the learner to a primary theory of color.

To establish a visual language of color by which the
learner may understand and express the aesthetics of
color in art

To reinforce the understanding of color concepts by
presenting the learner with examples of color in the
work of accepted masters in art and in the work of

local artists.

SHAWN STEFFLER



Goal:

The learner should be able to:

Using a color wheel,
following:

(i) primary colors
(1) secondary colors
(iii) tertiary color:
{iv) complimentary colors
(v) analogous colors
(vi) warm colors
(vii) cool colors

Define the following terms:

(i) hue
(ii) tint
(iii) shade

(iv)

value
(v) intensity

(vi) monochromatic colors
(vii) local color
(viii) pigment

(i) advancing colors
(ii) receding colors
(iii) warm colors

(iv) cool colors

After viewing the slide/tape the
il

Recall at least two Canadians whose landscapes were
inspired by the colors of natur

identify and label each of the

Define and give examples of:




Instructions for Presentation

Make preliminary preparation if you wish to
introduce studio projects as well.

Place tray into any slide projector and advance

to focus.

Insert the cassette into any standard cassete
Wait for first audible

player and adjust vol
fupuise and advance siide tray on the aignal.

You may wish to discuss some guideline questions
prior to viewing the slide show. If the!
are provided on the following page



Discussion Questions

Questions you might ask before viewing the slide

What color would make yellow seem brighter?

£ you wished to make a small dab of green appear
BEilnter, with what color would you surround it?

What color would have the same effect on yellow?

vl o at lady appear stouter in a navy dress or in

rec

What will be the opucal effect of painting the walls

5.
of a room blue-a;

6. How would you demonstrate the meaning of the term
"value" as applied to color?

7. Would you say pure yellow was high of lov in value?
blue, red, viol

8. fow would you reduce the intensity of red? or blue?
or yellow

9. Why might you wish to reduce the intensity of a color?

10. How many colors create movement through a design?

11. How does color express emotion in a painting?

What do we mean by warm colors? or cool colors?



Instructional Requirements

This slide/tape unit is designed to be used with a
group of learners in a classroom or workshop setting,

preferably m in which the window can be darkened.
An instructor would be present to guide questions prior
to show, and the presentation of activities chosen

Pencils (drawing and colored)

Erasers
Manilla paper

Draving paper

Newsprint

Colored construction paper
Tenpera paint

Brushes

Paint mixing trays
scissors

Glue

still life objects

EQUIPMENT:  Slide projectér
screen

Tape recorder

This complete workshop would be given over a period
of approximately three hours.






ACTIVITIES TO ACCOMPANY

UNIT ON COLOR



[}
coor:

OBJECTIVES :

VOCABULARY :

MATERIALS :

PROCEDURE:

SUMMARY :

EXPLORATION PROJECT #1

To introduce "the world of color” through
an exploratory exerci

Color wash

Newsprint (9 x 12)
apaint (all colors)
Water (sink or large basin)

Take a sheet of newsprint, dip it into
two or three
1d

paper up so that color
exercise: after washes dry, outline forms

in "pen ai

Do color selections harmoni:
D oo ebtors that don't Look good

together?




COLOR: PERSONAL PREFERENCE PROJECT 2
OBJECTIVES:  To decide what colors you prefer and why
To experiment with paper collage
To explore color and abstract association
with words
VOCABULARY:  Hue, collage
MATERIALS : Red, yellow, blue tempera
White tempera
Brushes
Water
20 sheets paper (4 cm. square)
Color mixing tray (plastic egg tray)
TECHNIQUE: Choose your favorite color of the three

and paint one square - this is a bright hue
Keep experimenting with the remaining
acraps, mixing a Gifferent color for sach

Arrange colored squares when they are
dried into interesting arrangements you
may wish to cut into other shapes

Title the arrangements. may represent
tract ideas as ~5pnng "Youth",
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COLOR: MIXING PROJECT #3
OBJECTIVES:  To produce an original design, employing
all the colors mixed from primary colors
To_experience mixing secondary and tertiary
colors from primary colors
To explore the color perception theory
To provide experience with color relation-
ships - analogous, complementary, warm and
cool
VOCABULARY:  Primary, secondary, tertiary, color perception,
analogous, complementary, warm and
MATERIALS: Terpera paint (red, yellow, blue)
Brushes
Pencils
Newsprint
Mulesjecoving poeaclie/zie)
Paint mixing tra
TECHNIQUE:

Discuas color perception eheory and ooldr
or is derived from light

Discuss the color wheel and the color mixing
to attain color

Have students design a color wheel, perhaps
using different symbols (e.g. the astrology
symbols) . Cool colors may represent colder
month:

Exploy in design mmbols (any shapes)
primary, secondary, terti

Design a stylized flower and paint it
using complementary colors

Paint inanimate objects in two complementary
colors. Subjects could be potted plants,
tree or vegetables painted in abstract or
stylized manner
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COLOR: ANALOGOUS PROJECT #4
To i e ition of one
hue to the next on the color wheel (e.g.
rea to yellow
To produce analogous colors
To create interesting patterns of contrasting
color, creating designs of the bands of hues
VOCABULARY:  Analogous, transition, hue, value
MATERIALS : Poster paints
Brushes
Water
Manilla (9 x 12)
Colored chalk
TECHNIQUE: Cover several pages of manilla with a series

of horizontal stripes of color, changing the
ue of each stripe gradually by a slight
addition of the adjacent color.

Qifferent sizes of bands, somet:
subtly from one hue to the next

Try
imes moving

When dry, use chalk with a different value
or color. Vary the bands with repeated line

This also makes an interesting back-
ground for black silhouette-design
over bands and hues




ADVANCING AND RECEDING PROJECT #5

OBJECTIVES:

VOCABULARY :

MATERIALS :

o TECHNTQUE:

To experiment with warm (advancing) or
cool (receding) colors

To create a work showing contrasting
colors

Advancing, receding, warm, cool

Arrange shapes on paper of contrasting
color. Ask yourself: Do the arrangements
express movement, rhythm, or feeling?
Discover shapes which are saying the same
thing - rectangles - with corresponding
rectangles

Overlapping shapes of contrasting colors

Colored construction paper (scraps)
Glue

Scissors

Neutral construction paper or manilla



COLOR:
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INTENSITY, HUE, VALUE PROJECT #6

OBJECTIVE:

MATERIAL:

TECHNIQUE:

To provide experience in working with
intensity of color, changes in hues, and

Hue, value, intensity, shade, tint

Tempera paint
ushes
Pencils

Erasers
Manilla (12 x 18)

Draw a stylized city landscape and mark
the dark, medium, and light areas (block
out each] .

Choose one hue. Mix in black to give
darker value. Fill in the dark areas.

Use the regular intensity of the hue.
Fill in the medium areas.

Mix the same hue with white to lighten
value, and produce a tint. Fill in the
light areas.
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COLOR: LOCAL PROJECT #7
OBJECTIVE: To create a painting using local color
VOCABULARY: ~ Local color, values, tones, wash, dry
MATERIAL: Full palette of tempera, watercolor or
acrylic painf
Manilla or watercolor paper
TECHNIQUE: Set up individual still life - a single
fruit, vegetable or simple object - and
paint this in a realistic manner.
Note: Stress awareness and accurate
Trendering of colors, values and tones
FOLLOW-UP:

Micnses Mz Recipn
Culle

[
on Yale Unierss, New Haven. €

Paint a snow-covered landscape, seascape
™

ul Preswures, 180, Wash.
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DESIGN PROJECT #8

OBJECTIVES:

VOCABULARY :

MATERTALS :

TECHNIQUE :

To create a landscape design composed of
abstract or stylized symbols of man-made
objects and the natural landscape

To use warm and cool color combination

Tor a seasonal landscape. Examples: grey,
white, black, blue for winter

Abstract, stylized

Tenpera peint
Brush
Pencils

rasers
Manilla (12 x 18)

Lead students in a discussion of
and symbolic

of colors. Color has the ability t
establish moods and represent synbois,
ideas and personal emotions.




Suggested Exercises Using Individual Slides

1. Identify the following artists by their
peculiar style:
(a) Blackwood
() van Gogh
(c) Pratt
() Tom Thomson

(e) Shawn Steffler

2. Identify the following slides as:
(a) abstract
(b) non-representational
(c) representational
(@) still life

(e) traditional

REGINALD SHEPHERD



color

(to be used with guide)

Underline the best answer.

SLIDE #1:

SLIDE #2:

SLIDE #3:

SLIDE #4:

This painting is by Paul Cezanne.

1. The feeling of quiet in this work is
achieved by:

(a) the harmony of varm colors
(5 the flat
&) the vertifai"tines

This is a painting by Picasso.

2. (a) the artist uses warm colors
(b) the complimentary colors create
ement
(€) the use of shape is most important
to this wor]

This is a painting by Claude Tousignant.

3. (a) the subject is most important

(6)  the artist is really interested
forn and color

() it really dsmit a good example

This painting is by Vincent Van Gogh.

4. The brush strokes are most important for
bringing ou

(a) the stormy mood of the painting
(b) the texture of the paint surface
(c) the exciting colors of the picture
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5. The artist makes the tree stand out by:

(a) the bright colors in it
(b) the central placement
(c) both (a) and (b)

SLIDE #5: This is a painting by Reg Shepherd.
6. 1In the water color the artist

(a) has made everything as real
as possible
(b) has used local color

(c) both (a) and (

SLIDE #6: This is a painting by Rembrant.

7. (a) the artist was concerned with
light and its source
(b) Rembrant was concerned with deep
spatial effects
(c) the use of rather strong colors
enhances the subject

SLIDE #7: This is a painting by Van der Weyden.
8. By the use of color and subject we are
able to tell this work is from:
(a) 15th century

(b) 17th century
(c) 20th century




SLIDE/TAPE SCRIPT
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COLOR
SLIDE SCRIPT
1. Focus
2. Blank
3. Title: COLOR
Wassily Kadinsky Tolae I the' fusle oF the
Sketeh for Composition visual ar
VIT ( s
Felix Rlet, pertin
5. Henri Mati: As certain notes add a
Harmony in “Red (1908-9) feeling of excitement
Hermstige Museum, or serenity to a musical
Leningrac composition, so too can
color be used to heighten
or lower the impact of a
pai
6. Children It is the element to which
we are most sensitive from
the earliest moment of our
lives.
70 s, Color plays an important role
Newfoundland throughout our lives,
our choice in clothin
8. st. John's, the color selection
Newfoundland inana arouad) our hom
9. Goose Bay, Nature, as well, colors our
Labrador world with an infinite variety
of hues, which accompany
each change in season.
10. Frank Carmichael Artists like Frank
Autumn Hillside (1920) Carmichael transformed this
Ontario Herit: auty to canvas -
Foundatio: Eretiss the colors of the

and
creating his xmpressxun of
familiar scen
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SCRIPT

Tom Thomson

The Pool (1915)
National Art Gallery,

ottawe

Hopedale,
Labrador

A.Y. Jackson

Grey Day, Laurentians
ESh Hemtenaet cott.

Tom Thomson
The Jack Pine (1916-17)

National Art Gallery,
oOttawa

For centuries artists
have been inspired by the
rich variety of textures
and colors which nature
provides

Tom Thomson sketched his
landscapes using a

1iance oe cotor. “Here the

are set side by side in
small dabs of paint,
capturing the morning

light filtering through
the forest.

As the seasons change, so
do the colo inter,
Vith ite biue-greys in
the dim light of the

afternoon, evokes a
feeling of cold desolation.

A.Y. Jackson, a contem-
porary of Carmichael and a
member of the Canadian group

mbre, threatenu\g
atmosphere.

ov do artists capture
undscapes like thi

water. Here Tom Thomson
has used broad, flat strokes
of soft mauves, greens

pinks and yellows in harmony,
to create the illusion of
space. By contrasting
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SCRIPT

16. Lascaux Cave,
ce

17. Siyah Kalem

Istanbul

18. Egyptian (2400 B.C.)
Watching a Hippotamus
Hunt

19. caravaggio

The Fortune Teller
o Louvre,

Paris

20, Keith Elderidge

Winter Da
t. John's

21. Window

Album of the Conqueror
Tophapt Mosam L

these soft colors with the
intensity o

viotets In the hille and
the intense blacks and reds
of the foreground,

version of the Canadian
shield.

our prehistoric ancestors
saw colo:
They used yellow ochre and
red-brown clay, black

and the white
of lime. Using this limited
palette they captured their
impressions of the hunt on
the walls of caves.

From the dawn of history,

been used for pigments

Although we know color
has been used from pre-
history

... recorded systematic
theories for color mixing
and blending indicates
this has been an ongoing
challenge to artists for
only a few centuries.

Let's explore some Of th
principles that have been
used for the mixing of
color pigments.

To understand how colors

begins with light.



SLIDE

SCRIPT

Ppeppers

Rainbow

Prism

David Milne
Billboards (1912)
National Art Gallery,
oOttawa

Diagram

Monet
Inpression Sunr;

Reflected light is color.
If the objects we see are
familiar, and we can per-
ceive their shape and
color correctly, then we
can call them by name.

From nature comes light,
and the colors of the
spectrum. We know them
as the colors of the
rain}

Both artists and scientists

were contained in whit
1ig]

Although the artist's use
of color is affected by

differently to light.

We must also remember there
are several different
theories about the mixing

nts and
Telationsnip

It wasn't until the 19th

Inpressionist Movement.



sLIDE

SCRIPT

via
Portrait of Mme.
Recamier (1800),

Louvre, Paris

Monet
Venice (c.1870)

seraut
Unknown title

Color wheel

Diagram
Diagram

Diagram

Until then artists spent
their time indoo

studying and often . copying
the art of prev:

master:

By actually painting out-
doors the Impressionists
discovered and captured
the varying effects of
light on the world around

One example of the

attempted to gain a greater
brilliance, allowing the
eye of the viewer to blend
the colors.

Let's look at some ideas
for color mixing.

A theory most commonly
held starts with the three
primary colors - red, blue,
and yellow.

A mixture of any two
primary colors will result

color -
orange, green, and purple.

There are also an infinite

secondary colors



35. Diagram

36. Diagram

37. Diagram

38. Diagram

39. L.L. Fitzgeral
e Siiaestaiouss
(193D), Mational

Art Gallery, Ottawa

40. Diagram

41. Dpiagram

Complementary colors
appear opposite each other

contrast each other.

Analogous colors are groups

e each Other ok the
color wheel. Here, the
example points to the

yellow, greens 83 Diow
green, which can be grouped

combinations?

In this section we are
going to look at some of
the properties of color.

Hue is really another name

pure color
blue can be changed. It
can be made lighter or
darker

By changing a color to light
or dark we are changing its
value. A color's value may
be changed by adding white
or black to the basic hue.

By adding white to red
the value of red has been

So pink is a value of red.

1f black is added to red,
the value of red becomes
darker. A shade of red is
produced.



SCRIPT

SLIDE

42. Diagram This range of tints and
shades in one color is
called monochromatic.

43. Jack Shadbolt Artists often speak of
Flag Mural the intensity of a color.
Confaderation Centre, This refers to th

P.E.I. or duliness
of a color.

44. Diagram The intensity of a color

is often changed by adding
its complement .

45. van Eyck r by placing i
Portrait of Giovanni ad]acent o ee Sonplenent
Arnolfini and his Wife in‘a painting. Note the
wa green against the red

hie painting by van Eyek.

46. J.E.H. MacDonald These are just some of
The Tangled Garden the characteristics of
TIST), “NatTonal Are color. When we wish to
Gallery, Ottawa discuss color i

artform, from graphic
design to sculpture, it
helpful to understand these
color relationships.

47. Christopher Pratt Let's review the principles
Coal and salt (1970) that have been introduced
Coll. Joan Irving by looking at examples of

the use of color relation-
ships.

48. Georges La Tour Light affects color.

The Vigilant Magdaline example, the indirect light
Then eontomy from the candle highlights
this subject. The
ground remains dark.
49. van ve The artist may also use

Kitchen Maid (1658)
Amsterdam

natural light which will
change color emphasis or
values.



SLIDE
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SCRIPT

————

55.

56.

orazio Genti Teschi
Lot and his Daughters
X621y, National Arc
Gallery, Ottawa
Shawn Steffler

Ocean Liner on the

Humber (acrylic)
(c.1980)

Ted Harrison
Wild Goose Chase

Iris (1889),
Nati onal Art callery,
ottaw

1Iris

Squashberries.
peter

An cestor 11955)
St. John

sky

Primary colors have been
used_in color combinations
for centuries as

ces Tn'this painting.

In this contemporary work
by Newfoundland

v Geattior, fail see
of basic colors creates a
childlike expression.

A similar color use can be

use can you find? ...
(PAUSE) ...

Van Gogh's Iris has been
selected as an example of
the use of the secondary

strictly true, because
B o haba of vebiow,
the complement of purple,
to complete the piece.

Nature is full of wonderful
examples of secondary
color ...

and complementary.

Here, Peter Bell has used
predoninantly orange and
blue, the vibrancy of the
contrasting colors make

the images appear to move.

This photo has captured
the tertiary colors of the
evening



SLIDE

SCRIPT

S

Grapefruit

stage

Frederic Church
Copopaxi (1862)

Paul Parsons
Waldegrave Street

Coll, George Battcock
st. Johi

sky

Astors

Nature again provides a
example of analogous colors
in these grapefruit.

The red and yellow stage

quiet moment of tenderness
and warmth

Analogous colors are used
to heighten certain psycho-
logical feelings in a
painting as well. Warm
colors of reds, oranges,
nd yellows create an
excitement,

while on the other hand,

haunting xpression of an
old h

We spoke of intensity.
In this photo the intensity

clouds, giving a dramatic
nmonochromatic range of
blues.

oOnce again, nature provides
excellent examples of color

the Teaves in the back-
ground.
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SCRIPT

64. Mary Praf
Samper Clothes (1975)

Toil

‘ 65. Stewart Montgomerie
Osteoform '8:

\
66. Paul Cezanne
Still Life with Apples
1875-77) S
67. Helen Parsons Shepherd
)

Still Life (1974

68. Goose Bay,
Labrador

69. Paul Parsons

Fog Bank (1978)

gain, note the intensity

entitled Summer Clothes.

Stewart Montgomerie's
work has this s:
The sbstract

ehohasizes form and color.

By understanding the way
colors can be

nature of col
seen it you look carefully
at the way (autiion

modeled the appleg L g

pure col

Helen Parsons Shepherd

h d the roundness
bottle

by changing intensities
he

and values of the paint in
this still
This very simple winter

scene provides an example
the blues an
blue»gxeys of the snow and
sky

Paul Parsons has used

and sea appear to blend one
into the other



Lighthouse

Ty (1975)
(Lithograph)

Christopner
Cape

Gander Bay

neg shepherd
watercolor (1974)

Music
Music credit
Music credit
Music

The End

The camera captures the
essence of the moment, a

Ebandoned Lighthouse.
Artist Christopher Press
mila

has captur:
moment in this llthograph.
the

enphasizing only the bare
essentials of his light-
house.

Our environment provides
who wishes to create

With an understanding of

of
olor in our own applications,
either in art

n the design of our
own personal environmer




MUSIC CREDITS

The Impending Death of a Virgin
AT ia hekaraan ===

Morning Mist
Ron Harrison
(Themes from Canadian Television)

Symphone No. 1 (2nd Movement)
Schumamn

SLIDE CREDITS

Artists of Newfoundland and Labrador

Memorial University of Newfoundland
Art Gallery

PHOTO CREDITS

Artists of Newfoundland and Labrador

Jack Marti
Department of University Relations
Memorial University of Newfoundland
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