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THE APPLICATION AND EVALUATION OF A PILOT STUDY ON THE
EFFECT OF A SELF-INSTRUCTIONAL UNIT CONCERNING BASIC
DESIGN PRINCIPLES FOR SELECTED NON-ART MAJORS

By
Walter D. Yoder

The purpose of this pilot study was to test and evaluate
an auto-tutorial sequence on the basic principles of design.
A carrel learning environment was designed using a Carousel
projector, color-slides, tape deck, audio-tape, and projec-
tion screen. Twenty-five design principles were viewed by
fifty participants. A comprehensive review booklet was used
during the program and the students were allowed to retain
this booklet for further study.

A standard lecture presentation on the basic princi-
ples of design was given to fifty additional students. These
participants were also allowed to retain the review booklet.

The major source of data in the study was collected as
a result of four evaluations.

1. An attitudinal questionnaire was completed by the
fifty participants in the experimental group after
completing the auto-tutorial segment.

2. A post-test was administered to both the experi-
mental and control groups three days after the
experiment. An analysis of the post-test scores
for a statistical significant difference between
two groups was executed.

3. Seventeen variables were developed out of a per-
sonal inventory completed by both the experimental
and control groups. A correlation analysis of these
variables was examined.

4. A comparative analysis of the final grades of all

one hundred participants was made at the end of the
term of study.
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The results of these four evaluations were:

1. The basic attitude of the fifty participants in the
experiment was excellent. There was general agree-
ment that the program was enjoyable and an effective
method of teaching basic design principles. The
majority of students also agreed that they preferred
the auto-tutorial method to the standard lecture
system and the program was a basic structural improve-
ment to the course, Textiles and Related Arts, offered
by the Department of Home Economics.

2. The experimental group performed at a higher level
than the control group on the post-test. The statis-
tical null hypothesis of the study was rejected.

The experimental group performed at a higher level
on the T test for significant difference between
two equal groups.

3. After the seventeen variables were statistically
correlated only eleven pairs of variables correlated
above + .03. These moderate correlations demon-
strated that:

Those participants who took part in the experiment demon-
strated favorable reaction to it. More time was taken by the
control group to complete the exercise. The control group
utilized 40 minutes, the experimental group averaged only 35
minutes. Further correlations occurred in the areas of Major
Related to the Arts and, TRA being a Core or Elective Course,
Major Related to the Arts and Professional Career Choice,
Major Related to the Arts and Academic Interests in the Arts,
Time Taken on the Experiment and Reaction to the Experiment,
Academic Interests Related to the Arts and Professional Career
Choice, Academic Interests and Prior Knowledge of Design,
Secondary Interests in the Arts and Professional Career Choice,
and Professional Career Choice and Prior Knowledge of Design.

4. A final grade analysis was examined at the termina-
tion of the course and the experimental group
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demonstrated a slightly higher final grade average
than the control group.

Conclusions of the pilot study isolate several important
factors. Programs such as the one used in the pilot study
are possible future contributions to instructional problems
in overcrowded classes. Attitude toward course material in
the area of art education can be improved by the use of the

auto-tutorial system and time can be better utilized.
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CHAPTER I

INTRODUCTION

Statement of the Problem

The arts are the language of the imagination

and the emotions. Their language is essentially

intuitive and must be treated and used as such.

Because it is intuitive it can keep alive and mature

the imagination and emotions and so maintain a proper

balance in the mind. Such a balance is essential

not only to the growth of personality_of the adult,

but also to society and civilization.

The twentieth century abounds with problems which deal
with the communications process. Such a technology has devel-
oped out of this ever-expanding medium to meet the needs of
the classroom teacher. The exploding student population has
placed stress on old systems, methods and approaches. This
study is designed to investigate the possibility and poten-
tial of a self-instructional program which deals with twenty-
five selected design principles as seen and developed by
practicing art teachers.

It is most difficult for art teachers to develop a work-
ing vocabulary in design without having to spend several class

sessions explaining and demonstrating these special defini-

tions. Can media technology aid the classroom art teacher

1a. Barclay Russel, "The Relation of the Arts to Educa-
tion and Society," Art Education Today (1951-1952), page 17.

1
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in effective ways which allow more time for student manipu-

lation and discussion of basic design principles?

Purpose of the Study

Students now, because of media in the home and school,
bring more to the learning process than did pupils of the
past. The purpose of this study is to establish whether a
self-instructional program sequence on basic design elements
can perform the task of instruction more effectively than the
more static, passive, lecture method. Some immediate advan-
tages can be gained. Enrichment experiences can be substi-
tuted in lieu of the standard lecture. Students can then pro-
ceed with the subject matter at their own rate and have ample
opportunity for review of material not fully understood on
first exposure. "Approximately 85 percent of learning is through
the visual sense."2 The implications of this finding are,
indeed, far reaching, considering the impact of television,
motion pictures, and all other visual means of learning found
in our twentieth century culture. It seems, then, important
that there be improved means of translating methods for criti-
cal visual analysis. The self-instruction program in question
is one possible way of testing a more efficient method. Dr.
S. J. Hayakawa, President of San Francisco State College, in

referring to past educational methods recently stated that

2Leonard C. Silvern, Textbook in Methods of Instruction
(2nd ed., Los Angeles: Hughes Aircraft Co., 1962), p. 44.
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"...the old-fashioned lecture system revered since the middle

ages is probably out of date."3

The graphic arts are man's
creative efforts to cope with and understand his environment.
It, therefore, follows that it is necessary to develop and
test a highly visual system to present this material in a

system or structure that will increase the probability that

learning will occur in an orderly and efficient way.

The Question for Study

The question for study is: "Can a self-instructional
program on the elements of design transfer a given number of
twenty-five basic concepts into the working vocabulary of
non-art majors taking the introductory course, Textiles and
Related Arts, in the College of Home Economics?" Subject
matter in the course deals with the elements of art, systems
of color, and historical periods of art. Students are
required to take the course as a prerequisite to more specific
skill courses such as dress design, fabric design and interior
decorating. The very nature of this approach requires that
enrichment experiences be included in the introductory course.
Basic visual experiences that tie together the multiple use
of these basic principles are needed.

These basic visual experiences should possess the quality
of an integrated whole. "A system is the structure or organi-
zation of an orderly whole, clearly showing the interrelation-

ships of the parts to each other and to the whole itself."4

3S. J. Hayakawa, San Francisco Examiner (Feb. 3, 1969), p. 6.

4H. A. Bern, et. al. "Reply to Questions About Systems,"
Audio-Visual Instruction. Vol. 10 (May, 1965), p. 367.
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A second question, then, is developed in the course of
this investigation: Can time be saved by the use of the auto-
tutorial method so that more effective enrichment experiences

can be included during regular class hours?

Assumptions of the Study

A number of basic assumptions have been made which arise
from the author's experience. Discussions and interviews held
with various academic departments which have tested self-
instructional programs in their subject areas have helped in
developing these initial assumptions.

Four basic assumptions seem to crystalize out of the
complexity of the study:

(1) That there will be no significant difference in
information transferred to the control group and the experi-
mental group. If a difference should occur, it is assumed
that the experimental group, hopefully, will gather in slightly
more information than the control group. (2) It is assumed
that less time will be spent by the experimental group in the
learning situation than the control group with which the
standard lecture system will be used. (3) The carrel stu-
dents (experimental group) will have a higher final grade
tabulation than the control group. (4) The general attitude
of the experimental group will be markedly more positive about
the elements of design than the control group which experi-

ences the standard lecture system.



Limitations of the Study

There are a number of limitations which arise out of a
close examination of this pilot study. One is the diverse
background of both the control and experimental groups. Using
fifty persons in each group tends to keep this type of contam-
ination to a minimum. Using twice this number of students
would be better, but the statistical research done in the past
indicates that fifty students in each group will be satisfac-
tory for a pilot study of this nature. Secondly, the interest
level of all participants will be somewhat varied. The basic
principles of design may not be approached with equal amounts
of enthusiasm on the part of all participants. Thirdly, the
retention time will not be exactly the same for the experi-
mental group. Six programs will be used in the carrels for
the fifty participants, which means very careful scheduling.
This will cause a few hours difference in retention time.

The limitation is minimized, however, as each student will be
given a booklet which duplicates the visual part of the pro-
gram. The ensuing review by all students involved will tend
to equalize the problem of non-equal retention time. Fourthly,
the "Hawthorn effect" will be in operation.

Great effort will be made to keep the output material
the same in all areas, hopefully, to negate the contaminating
influence of the "Hawthorn effect." Lastly, the conclusions
drawn from this pilot study will be approximate. Generaliza-
tion will be appropriate, but only a series of such studies
would develop a bulk of statistical data which would move the

general conclusions into the arena of statistical definitiveness.



Definition of Terms

The following list of definitions will aid the reader

in more fully understanding the materials used in this pilot

study investigation:

l.

6.

Pilot Study: "A preliminary study, conducted with

a small group (100 persons) used to try out tech-
niques, methods, procedures, and an instrument."5

Systems Approach: "An effort to organize and con-

dense those necessary or desired experiences as
concisely and systematically as possible so as to
increase the probability that learning will occur
in an efficient manner."6

Design: To manipulate or organize the basic ele-
ments of art, line, color, texture, value and shape
into a given two-dimensional product.

Instrument: A group of twenty-five basic design

principles graphically demonstrated in both a slide-
tape presentation and in booklet form designed speci-
fically for this study.

Hawthorn Effect: A student or students reaction to a

given presentation in the areas of excitement, poign-
ancy of the moment and positive-negative effects on
the experimental procedures used in this study.

Auto-tutorial System: An arrangement of devices

Scarter V. Good, ed., Dictionary of Education (New York:
McGraw-Hill, 1959), p. 532.

éponald K. Stewart, "A Learning Systems Concept as Applied
to Courses in Educational Training." (Unpublished paper.
Articulated Instructional Media Program, University of Wisconsin,
Madison, 1964) p. 7.
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and materials which allow the student to study any
given material by himself.

7. Mode: A given manner of graphically portraying an
idea, or a group of ideas.

8. Bleeding: The art of extending a graphic idea to
the edge of a given surface or format.

9. Gradation: To graphically portray an idea slowly
from one area to another; such as light to dark,
thick to thin.

10. Alternation: To physically move from one idea to

another quickly, such as: 1light, dark--light, dark,
etc.

11. Occult Balance: An arrangement of basic design princi-

ples which visually seem to be in balance.

12. Non-objective: A design in which the elements of

art become the subject matter.

13. Control Group: A group of fifty students who receive

information in the standard lecture system.

14. Experimental Group: A group of fifty students who

receive the information in an auto-tutorial or self-
instructional manner.

15. Design Principle: A simple graphic manipulation

concept, such as a bleeding element, an abstract

mode, a horizontal line, etc.

Methods and Procedures Used

The author brings to this experience eight years of teach-

ing art at the college level. During these initial years of



experience, the writer developed certain unique procedures
and methods of instruction in the area of basic design.
These procedures and methods were used over many working
periods and, although no formal evaluations were made, stu-
dent response was favorable. Positive feedback was also
received after some of the students had transferred to other
colleges and universities; this was mostly in the area of a
student's reflection on his command and use of basic design
principles. These reactions, along with additional and new
knowledge, acquired by the author himself, prompted this in-
depth experiment and report.

When one reviews the total departmentalization of an
institution as large as Michigan State University, one finds
several areas in which basic design is a necessary prerequi-
site to advanced courses within a particular study area.
Fortunately for the author, the College of Home Economics is
taking an in-depth look at possibilities of changing instruc-
tional patterns in the application of design as it pertains
to its established beginning courses of study. Textiles and
Related Arts 140 is one of these courses. The instructor,
after a number of interviews, agreed to apply this instrument,
and was most interested in the outcome of this pilot study.
Should this pilot study prove to be a success, other slide-
tape presentations covering other elements of the course
will be developed.

After a period of course-matter adjustment (about four
weeks), the instrument was given to two groups. Fifty per-

sons were selected, through use of the random sample



process, to take the basic instrument in an auto-tutorial
environment; and another fifty persons, selected by the same
process, received the instrument material via the standard
lecture system.

Care was taken to keep the retention time as equal as
possible. This entire activity took place over a period of
one week.

There were four evaluation procedures: (1) post-test
scores were compared and evaluated statistically by the T
test method for significant difference between two equal
groups, (2) a study of final-grade comparisons were made at
the end of the term, (3) a background questionnaire was
examined to determine what past experiences each of the 100
students was brought into the experiment, and (4) an analysis
of time taken and student attitude was made.

Basic Description of the Pilot Test
Instrument

A selection of twenty-five basic design principles have
been selected for this treatment. Some thirty texts on basic
design were reviewed to establish the commonality and import-
ance of each design principle.

The basic construction of the instrument was highly visual.
Graphic samples were given for each basic principle and the
element of art. Line, color, texture, pattern, value and
shape were described and visually portrayed for each of the
twenty-five design principles. The technique of repetition
was freely used to reinforce each group of concepts. Inter-
relationships of the entire instrument were established by

accompanying audio-tape. It was expected that most students
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would take about thirty minutes to complete this program.
The lecture given to the control group was 40 minutes in
length, covering the same material.

The post-test was a combination of carefully constructed
true-false and multiple-choice questions. A total of twenty-
five items of each type was used. Students responded to a
projected color slide with a thirty second limit for each
item. This test was given to both groups simultaneously in

the same room.

Importance of the Study

The importance of this pilot study is found in three
areas of concern:

1. The problem of large enrollments with crowded

classes.

2. The student's need for practical laboratory

experiences.

3. The general need for more awareness of design

in living on the part of the whole society.

1. The problem of large enrollments with crowded
classes: College and university enrollments continue to rise.
Can instruction for these increased numbers be improved, en-
riched, and made more relevant? This study attempts to inves-
tigate the possibilities. It is sometimes said that "teaching
is an art." This may be true; however, "education" should
also be a "science," and the scientific method demands that

we begin with a definition of the problem. In education,
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this is simply stated, "learning must be done by the learner."7
The instrument being used to facilitate this in this study is
an in-depth attempt to organize matter in one area of instruc-
tional objectives and effective evaluation.

2. The student's need for practical laboratory experi-
ences: To more fully understand the basic principles of
design, time should be set aside for manipulation experiences.
This experiment, hopefully, will develop possibilities for
better time utilization. A saving of lecture time will free
the instructor to plan opportunities which will allow the
student to create items in or out of class to demonstrate his
understanding of the course material.

3. The general need for more awareness of design in
living on the part of the whole society: Two reasons for the
growing interest in art are the extension of leisure time
and the increase in the number of people whose work does not
give them a sense of personal reward because they do only
part of a job. One need of people in a mass society is to
be able to find self-identification through meaningful inde-
pendent work. To develop this capacity, schools need to
give pupils opportunities to develop talents and skills in
activities that contribute to their self-development. The
ability to organize and express ideas in art can give some

people a strong sense of self-identification and achievement.8

7Samuel N. Postlethiwait, "Teaching Tools and Techniques,
An Audio-Tutorial Approach to Teaching," Pacific Speech (Vol.
1, No. 4, 1967), p. 57.

8June King McKee, Preparation for Art (San Francisco:
Wadsworth Publishing Co., Inc., 1961), p. 171.




12
This pilot study attempts to demonstrate potential
systems in which topics about art and design can be organ-
ized and presented with effective control of instructional
objectives in order to better prepare the non-art major in
the principles of design. Should this be the case, the
students involved will be more fully prepared to enter the
non-art world with effective means to creatively design

their leisure time and business responsibilities.

Organization of the Study

Chapter I has defined the purpose of the study--to
apply and test an instrument on the basic principles of
design for non-art majors. This chapter has also defined
terminology and set forth limitations of the study. It
has presented an overview of the procedures and design of
the pilot study.

Chapter II reviews the professional literature in the
areas of self-instructional programs, the relationship
between the cognitive and the affective domains, behavioral
objectives in art education, and some possible rules for
the program planner in art education.

Chapter III covers, in detail, the procedures employed
in the development, application and testing of the instrument.

Chapter IV presents an analysis of the data concerned
with the study.

Chapter V includes a summary of the study, some conclu-

sions drawn from the study, as well as suggestions for



possible future development and methods for programming

information in the area of art education.

13



CHAPTER II

A SURVEY OF THE LITERATURE AND RESEARCH

Introduction

The purpose of this chapter is to briefly discuss selec-
ted research and literature which demonstrates the relative
newness of auto-tutorial programming in art education. The
relationship of the cognitive and affective domains is dis-
cussed; and the need to establish meaningful and relevant
behavioral objectives in the field of art education is
explored. The examination of some important historical-
research trends in art education is cited and the chapter
is concluded with some possible rules for the program plan-
ner in art education.

The Relative Newness of the Auto-Tutorial System
in Art Education

A careful review of available literature on art education
methods and procedures does not cover the need to apply a
behavioral objective approach to the teaching of art methods
and practice. Most texts, workbooks, and articles are oriented
toward information concerned with art techniques, project
ideas, appreciation of art, art history and basic art educa-

tion methodology.

14
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The advantage of mediated learning of any type was not \
fully recognized by most educators until the military found »
it essential to train the millions of recruits during the
second World War. Since that time, the military and industry
have had success in training large numbers of people with
special programs. These programs usually contain material
which deals with special tasks and behaviors which are needed
by the learner to perform a given billet. James D. Finn,9 in
an article written in 1956, deals with the concept of "Instruc-
tional Systems" as employed in industry. Relevant educational
literature on systems and the auto-tutorial approach are not
abundant prior to Dr. Finn's article.

Research also reveals many descriptive titles for this

10 lists

relatively new approach to learning. John Kassay
several: (1) mediated instructional systems, (2) individual
instructional systems, (3) poly-sensory instructional systems,
(4) packaged education, and (5) orchestrated learning.

The newness of this systems approach to learning is also
evidenced by the fact that not until 1965 had the Education

Index begun listing programs involving the auto-tutorial

approach to education.

9James D. Finn, "Audio-Visual Development and the Concept
of Systems," Teaching Tools III (Fall, 1956), p. 163.

10John Kassay, "Self-Instructional Systems," Audio-Visual
Instruction (April 1966), 35.
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The Relationship Between the Cognitive
and Affective Domains

The bulk of the research in education which deals with
learning patterns is divided into three basic areas: motor
skills, cognitive skills, and the affective domain. The
research dealing with program development in newer media
utilization has been in the areas of motor skills and cogni-
tive learning. Art education, because of its dominant inter-
est in the creative capacities of the learner, has not as yet
offered a rich resource in studies dealing with the applica-
tions of self-instructional programs. The systems approach
to learning in art education, in behavioral terms, is well
articulated by June McFee:

The general trend in elementary art education

today is to recognize individual differences in

motivation and the kinds of tasks children are

capable of, realizing that education has the func-

tion of helping children prepare themselves io con-

tribute to, and live in, a complex society.l

This threshold situation involving the affective domain

and the systems approach can also be noted in Krathwohl, et.

al., Taxonomy of Educational Objectives.

A second part of the taxonomy is the affec-
tive domain. It includes objectives which des-
cribe changes in interest, attitudes, and values,
and the development of appreciations and adequate
adjustment. Much of our meeting time has been
devoted to attempts at classifying objectives under
this domain. It has been a difficult task which is
still far from complete. Several problems make it
so difficult. Objectives in this domain are not
stated very precisely; and, in fact, teachers do
not appear to be very clear about the learning

llycFee, op. cit., p. 180.
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experiences which are appropriate to these objec-

tives. It is difficult to describe the behaviors

appropriate to these objectives since the internal
or covert feelings and emotions are as significant
for this domain as are the overt behavioral mani-

festations. Then, too, our testing procedures for
the affective domain are still in the most primi-

tive stages. We hope to complete the tiik but are
not able to predict a publication date.

Most of the important research in art to date has been
in the area of the cognitive domain. In Taxonomy of Educa-

tional Objectives, Krathwohl defines the cognitive domain as:

The cognitive domain, which is the concern of
this Handbook, includes those objectives which deal
with the recall or recognition of knowledge and the
development of intellectual abilities and skills.
This is the domain which is most central to the
work of much current test development. It is the
domain in which most of the work in curriculum
development has taken place and where the clearest
definitions of objectives are to be found phrased
as descriptions of student behavior. For these
reasons, we started our work here, and this is the
first of our work here, Tnd this is the first of
our work to be published. 3

Many important studies in various areas of art, such as
pictures versus words, color, pictorial perception and pic-

torial quality, have been conducted by May,14 Lumsdaine,15

12pavid Rr. Krathwohl, Benjamin S. Bloom, Bertram B.
Masia, Taxonomy of Educational Objectives, The Classification
of Educational Goals, Handbook I: Cognitive Domain, (New
York: David McKay Co., Inc., 1963) p. 7.

131pida., p.7,

14y, a. May, "The Psychology of Learning from Demonstra-
tion Films," Journal of Educational Psychology (1946), No. 37,
1-12.

155, a. Lumsdaine, "Graphic Aids, Models, and Mockups as
Tools for Individual and Classroom Instruction; Educational
Media: A Symposium,” National Resources Council Publication
No. 789 (Washington, D.C.: National Academy of Sciences, 1960),
PP. 69-113.
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Zuckerman,16 Aukes,17 Vernon and others. These studies,

done mostly in the military recruit-training programs, tested
only cognitive responses such as information retention, color
and the learning process, which type of visual teaches best,
and visual perception skills.

The relationship between the cognitive and affective
domains are very closely inter-related. Krathwohl comments
on this inter-relationship.

We recognize that human behavior can rarely be
neatly compartmentalized in terms of cognition and
affect. It is easier to divide educational objec-
tives and intended behavior into these domains.
However, even the separation of objectives into
these two groups is somewhat artificial in that no
teacher or curriculum worker really intends one
entirely without the other.l19

The scope of the affective domain is immense and compli-
cated. Krathwohl explains:

The affective domain is, in retrospect, a vir-
tual Pandora's Box. One finds in it the objectives
which were stated confidently at one time and then
allowed to disappear from view. One finds in it
the objectives on which disagreement is most likely
within the school. One finds in it the vital points
on which the society itself may be in disagreement.

163, v. Ziekerman, "Predicting Film Learning by Pre-
release Testing," AV Communications Review (1954), 49-56.

17T. E. Aukes, G. B. Simon, "The Relative Effectiveness
of an Air Force Training Device Used Intact vs. with Isolated
Parts," Research Report AFPTRC-TN-56-77 (ASTIA Doc. No. 131429)
(Lackland Air Force Base, Texas, Air Force Personnel and Train-
ing Research Center, June 1957).

18M. p. Vernon, A Further Study of Visual Perception
(London: Cambridge University Press, 1952),

19pavid R. Krathwohl, Benjamin S. Bloom, and Bertram B.
Masia, Taxonomy of Educational Objectives: The Classification
of Educational Goals, Handbook II: Affective Domain (New York:
David McKay Company, Inc., 1964), p. 85.
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Much of the affective domain has been repressed,
denied, and obscured. It is as though we have come
upon the unconscious and begun to examine its con-
tents. We are not entirely sure that opening our
'box' is necessarily a good thing; we are certain
that it is not likely to be a source of peace and
harmony among the members of a school staff.

Some would question the desirability of a
school's considering affective objectives. Some
would wonder about the wisdom of making these
objectives explicit rather than implicit, and
more would doubt the possibility of the school's
doing anything significant to develop affective
objectives. If we obscure the objectives in the
affective domain and bury them in platitudes, how
can we examine them, determine their meaning, or
do anything constructive about them? Our 'box'
must be opened if we are to face reality and take
action.

It is in this 'box' that the most influential
controls are to be found. The affective domain
contains the forces that determine the nature of
an individual's life and ultimately the life of
an entire people. To keep the 'box' closed is to
deny the existence of the powerful motivational
forces that shape the life of each of us. To look
the other way is to avoid coming to terms with the
real. Education is not the rote memorization of
meaningless material to be regurgitated on an
examination paper. Perhaps the two Taxonomy struc-
tures may help us to see the awesome possibilities
of the relations between students-ideas-teachers.40

Research which demonstrates the strong relationship
between the cognitive and affective domains has been conducted

by Johnson,21 Russell,22 Thistlethwaite?3 and Wertheimer.Z24

201pid., p. 91.

2lponald M. Johnson, The Psychology of Thought and Judg-
ment (New York: Harper and Rowe, 1955),

22David H. Russel, Children's Thinking (Boston: Ginn &
Co., 1956),

23Donald Thistlethwaite, "Attitudes and Structure as Fac-
tors in the Distortion of Reading," Journal of Abnormal and
Social Psychology, 45 (1950), pp. 442-458.

24Max Wetheimer, Productive Thinking (New York: Harper
and Rowe, 1954),
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The Need to Establish Behavioral Objectives
in Art Education

Disciplined research on the teaching of art is a rela-
tively new field of study. Jerome Hausman states:

The field of art education, as we know it
today, is a relatively new development. There is,
for example, a much greater tradition for the
artist-apprentice relationship. Indeed, some
writers deny that a 'field of art education' should
exist and insist that true artistic insight cannot
be 'taught' by persons trained 'to teach.' Their
point of view is that only through continuous and
intensive contact with the artist himself can a
perssn realize the deep and rich significance of
art.4>

William R. Hazard examines the role of the art teacher
and his daily responsibilities.

Art teachers' daily contact with the smorgas-
bord issues of behavioral responses, visual stimuli-
response efforts, art materials, and processes tend
to give an impression that their professional life
is too much a blur, too much a morass of fragmented
experiences, and all too frequently a limited sense
of directed, purposeful activity. It is one thing
to reflect profoundly on the problems of art and
education in the quiet moments of our life and quite
another to meet the daily challenge of directing a
class of 25 to 30 very active, very unstructured,
very complicated youngsters for five to six hours
each day. The reflection may lead us to rejoice
in the contemplative facet of our task and to even
believe, momentarily at least, that the warm glow
of reasoned concern prevails in our profession. The
warm glow of reason, however, may be jarred by the
realities we face in guiding pupils in the ever-
emerging, never fully rsglized quest for meaning
through art experience.

253erome Hausman, "Research on Teaching the Visual Art,"
Handbook of Research on Teaching, American Educational Research
Association, ed. M. L. Gage (Chicago: Rand McNally and Co.,
1963), p. 1101.

26william R. Hazard, "Goals," Art Education, Journal of
the National Art Education Association, Vol. 20, No. 8 (Nov.
1967), p. 18.
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The need to establish broad behavioral objectives is
important as art education does in fact exist throughout our
lives. The schools, museums, community centers, colleges,
professional schools, and adult training programs abound with
many types of art education activities.

Logan states there is a great need for projection and
evaluation of art education in the areas of:

l. General Education in the arts in public schools
and colleges.

2. Art Education available to students who intend
to practice and teach the arts.

3. The social influences of art brought about by
museums, galleries, public schools, and
patronage.

The importance of art education in the lives of our ever-
expanding student population is firmly established. An over-
view of school programs shows art education is being utilized
at all levels of curriculum planning to make the learning
experiences of our youth as rich and rewarding as possible.

June McFee explains the difficulty of planning objectives
in art education:

In a democratic society the objectives of educa-
tion theoretically evolve from the ideals and needs of
the people. Ideals and needs vary from one community
to another and change with time. School administra-
tions and state and local governments often establish
objectives in terms of their interpretations of the
community's ideals and needs. Differences in inter-
pretation, inadequate measurements, and changing val-
ues make the job of establishing objectives difficult
in a complex society. School administrators, consul-
tants, and teachers should have broad professional
training to help them to evaluate community needs.28

27p. M. Logan, Growth in Art in American Schools
(New York: Harper and Rowe, 1955), p. 31.

28McFee, op. cit., p. 169.
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McFee comments on some possible areas in which the art

educator should look for meaningful objectives for art pro-
gram planning.

One source of our objectives is our democratic
society itself and the kind of citizenry needed to
uphold it. To identify the objectives, we need to
study our culture, our form of government, and the
basic assumptions and ideals 6f our social organi-
zation. The second source is our own personal or
subgroup philosophy. We have varying conceptions
about the nature of man and the universe, what man's
purpose should be, and how his potential should be
developed. Our third source of objectives is our
pupils, as we understand them from the viewpoints
of professional education, psychology, sociology,
and anthropology. This understanding will help us
to allow for individual differences in the learn-
ing process. Our fourth source is the contribu-
tion of civilization's accumulated knowledge and
expressions--the sciences, the arts, the humanities.
In teaching art, our question is, 'What can the
rich heritage of the arts contribute to the train-
ing of children?'

The following list of objectives are suggested by McFee
as a broad important beginning to determining behavioral
objectives in art education:

A capacity for aesthetic experience in work
and play. Skills to express these experiences.
An appreciation of art as a way of life, permeat-
ing personal, community, and national planning.

A capacity for independent aesthetic judgment as
a consumer and a producer, based on experimenta-
tion in design.

Supporting the assumption that man has infi-
nite value, our objective is to give each child
the opportunity to develop his unique potential
through creative activity and opportunity for
aesthetic experience.

As our society becomes more standardized,
the areas for freedom of choice become more
limited. Our objective is to give children the
opportunity for independent decision-making and
action through art activity.

291pid., p. 171.
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Children can have equal opportunities for
developing their abilities because of the diversity
of media and the flexibility of results possible
in art activities.

By learning to evaluate their own work and the
work of others, children can increase their capacity
for self-government.

The art program can give children an opportun-
ity to work together. The unique contribution of
each child can be seen in group-planned and group-
executed projects in art, in social studies, and in
science.

The use of reason can be exercised along with
expressive intuitive activity. Self-criticism helps
to unite the use of reason with the constructive use
of emotion. One of our objectives is to help child-
ren become intellectually aware of what they are
doing--to be able to evaluate their own work.

The processes of art necessitate the anticipa-
tion of new outcomes. This kind of behavior sup-
ports the democratic ideal of hope and work for the
future.

It can help the child to develop visual sensi-
tivity, to see more detail, to develop awareness of
form and space, and to find more adequate ways of
orienting himself to his environment. Art study
can relate cognitive, visual, and tactile inter-
pretations of things.

It gives the child a nonverbal means of organiz-
ing ideas, which supplements and reinforces his
verbal learning. For children whose verbal ability
has been inhibited, visual symbols can be a very
important means of communication.

Art can give a child a direct means of construc-
tive expression of emotion. Conflicts in values
about art may have limited a child's opportunity
to have aesthetic experiences, but this does not
mean he has no need of them. Man needs the mirror
of the arts, not only to raise his level of exist-
ence, but for his survival as a human being. Art,
like language and religion, is a cultivator of human
experience, basic to development.

Because children differ in rates of growth, one
of our objectives is to so construct the art program
that every child can succeed at his own over-all
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level of readiness. We might call this our imple-
menting objective--the only objective that will
help us to reach all our other objectives.

Art is a visual history of the development of
cultures. Objective: the history of mankind can
become more real to children through empathic learn-
ing of other periods and societies.

Art is the basis of much of our communication
system. Objective: Children should become aware
of visual forms as communication. They should
learn to judge what to accept and what to reject,
rather than to be passive receptors.

Art is a live reflector of our present culture.
Objective: Children can see art as a growing, chang-
ing part of life through their own participation.

Art is one of man's means for reflection of
his personal and collective experiences. Objective:
Art activity helps a child objectify and orgggize
his own feelings and interactions in living.

Some Important Research Trends in Art Education

Research, in most fields of academic endeavor, is divided
into three basic areas or classifications. Davis describes
these classifications:

(1) historical research--investigating, record-
ing, analyzing, and interpreting the events of the
past for the purpose of discovering generalizations
that are helpful in understanding the present and
in predicting the future; (2) descriptive research--
describing, recording, analyzing, and interpreting
the present nature, composition, or process of phe-
nomena; (3) experimental research--what will bg
when certain factors are carefully controlled. 1

301pbid., p. 172-179.

3lponald Jack Davis, "Research Trends in Art and Art
Education," Art Education Journal of the National Art Education
Association, (October 1967) Vol. 20, No. 7, p. 13.
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The field of art education has since 1883 developed a
body of research in each of these three areas. Davis capsu-
lized this historical body of research:

Research activity has become increasingly
important in the field of education during recent
years. As a vital and integral part of the larger
field of education, art education has also experi-
enced a phenomenal interest in research, especially
since 1950. A survey and examination of the research
literature relating to art and art education reveals
some interesting facts and trends. Although the
past 15 to 25 years have seen the most vigorous
activity in research relating to the visual arts,
scientific experiments of interest to artists and
art educators were carrigd on prior to these years.
As early as 1890, Wolfe~ published the results of
his investigations concerning the color vocabulary
of children. A survey4 of the research literature
made in 1940 reveals that during the 57-year period
between 1883 and 1939, approximately 162 scientific
investigations relating to art and art education
were carried out and published. These investiga-
tions were primarily related to four areas of
investigation: (1) studies relating to color
vision and color preference; (2) studies concern-
ing drawing and/or graphic ability; (3) investiga-
tions of picture preferences and appreciation;

(4) studies relating to tests and measurements
in the field of art knowledge and appreciation
and drawing ability.

An examination of this early research relat-
ing to the visual arts reveals that much of the
research activity was carried on by individuals
in disciplines other than art, with many studies
being conducted by psychologists and sociologists.
In many instances it appears that art was being
used only as a means to an end, without prelimin-
ary investigations into such vital and foundational
areas as aesthetics, creativity, and artistic
processes. Consequently, much early research
resulted in sporadic and short-term investigations
whose direct contributions to art education are
questionable. By contrast, a survey”® of the
research literature in art education between 1940
and 1960 revealed an increased interest. Compared
to the 162 scientific investigations relating to
the visual arts published between 1883 and 1939,
210 scientific investigations relating to the
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visual arts were published dus%ng the 20-year
period between 1940 and 1960.

Research in art education has increased tremendously
since World War II. The increase in the number of graduate
programs, the need to substantiate belief in the literature
and increased financial support are the major factors in
this growth.

A general lack of interest in the area of art measure-
ment up to 1940 creates a relative lack of research in the
area of behavioral objectives for art activity. Since 1940,
research in the field of art and the nature of the learner
has enjoyed a substantial increase.

In recent years researchers in art education
have shown a great deal of interest in the study
and teaching of the visual arts, with 38 investiga-
tions published in the literature between 1940 and
1960. Much of the work in this area has been des-
criptive in nature; nevertheless it has provided
some valuable information and much needed direction
for growth in art education; public school art pro-
grams--time allotments; motivational techniques,
budgets and expenditures; teacher preparation;
college art programs, graduate education in art
education; teacher supply and demand; and art for
special groups ggch as the mentally retarded and
the art gifted.

McFee comments on the direction of this new approach to
research and art education.

This new activity should include considera-
tion of the implications derived from the sciences
and art, because art education is concerned with
the nature of the learner, his range of variabil-
ity, and the subject matter field. Consequently,

321pbid., p. 13.

331bid., p. 15.
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one of the most pressing research needs in the
field of art education is the systematic and docu-
mented application of re§2arch findings in related
fields to art education.

Some Possible Rules for the Program Planner
in Art Education

Deterline states: "A student can be creative and original
only if he is prepared for it.ff35

It seems that an amount of cognitive knowledge is neces-
sary in any area of the arts in order for the student to be
able to reorder principles into products.

Programming information in the creative arts is, for any
type of auto-tutorial experience, a difficult one. The pro-
grammer must encourage learning rather than develop models
for the learner to copy. Cognitive and motor skills informa-
tion seems to lend itself more effectively in the area of
auto-tutorial learning.

Gilbert proposed a list of fourteen rules for the program-
mer to follow in order to use the impact and effectiveness of
programmed learning to its fullest.

Rule 1. If you don't have a gadget called a

'teaching machine.' don't get one. Don't buy one;

don't borrow one' don't steal one. If you have such

a gadget, get rid of it. Don't give it away, for
someone else might use it.

34June King McFee, "Visual Arts: Psychological Implica-
tions of Individual Differences in the Perception-Delineation
Process" (unpublished Doctor's dissertation, Stanford Univer-
sity, 1956)

35yilliam A. Deterline, "Programmed Instruction and the
Control of Behavior, Trends in Programmed Instruction," ed.
Ofiesh and Meierhenry, Department of AV Instruction, National
Education Association, Washington, D.C., 1964, p. 16.
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This is a most practical rule, based on empir-
ical facts from considerable observation. If you
begin with a device of any kind, you will try to
develop the teaching program to fit that device.
The so-called 'teaching machine' is a disease, not
a challenge to self-control, and the only safe cure
is to get rid of it. The recommended treatment is
the cold-turkey method--don't try to taper off on
programmed or scrambled textbooks.

Rule 2. Resist the temptation to design formal
experiments. You don't want to know whether one method
teaches better than another, you want to know what
method teaches best.

This rule is based on the simple logic that a
really efficient method of teaching a thing would
display itself in a 'control-experimental groups'
study only if a really efficient method were used
in the experiment. Thus you could conclude from
the experiment that a method was unusually effi-
cient only if you already knew it. In short, I am
saying that the first function of this teaching
laboratory is as a place of discovery, not a place
to prove preconceptions.

Rule 3. Your prime purpose is to provide a
student with a behavior repertory called subject
matter. If that behavior repertory is, say,
physics, your problem is to take him there from
whatever repertory he now has which even vaguely
approximates physics.

This rule is stated to emphasize the fact that
a subject matter is a class of behaviors and that
everyone has some behavior which approximates that
behavior class. It is easy to forget that the behav-
iors one goes through to master the subject matter
may be different from the actual subject matter
behaviors. The failure to grasp fully the implica-
tions of this rule has been, in my experience, the
biggest single stumbling block for people learning
to program education. The natural tendency is to
begin by breaking the subject matter down into small,
concise units. While this is valuable for describ-
ing the repertory you wish to build, these behavior
units usually are not the ones which will actually
build that repertory. They are test items, not
teaching guides.

Rule 4. Get yourself an expert teacher of the
subject matter you wish to program. Be wary of a
college professor; he may never have seen a student
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learn. Remember that a good teacher is a more compli-
cated, flexible 'teaching machine' than you could
possibly build. If you can't get a good program into
him, you will never get one into a mechanical gadget.

This rule is not meant to suggest that the
teacher is to tell you how to build the repertory.
Quite to the contrary. The student will tell you
this. The teacher is only the place to start.

Rule 5. Get yourself one student. I repeat,
one student. You are about to perform an experiment
in which you are permitted no degrees of freedom--
that is, if the word 'self' in 'self-instructional’
can be taken seriously. Once you have discovered
an efficient program for one student, you will have
described the gross anatomy of the most generally
useful program.

Rule 6. You have to start somewhere, but forget
that you are an expert on human learning. You aren't.
Assuming you are the teacher, you should begin with
the most trustworthy facilities you have available:
First, trust your common sense; next, use the approx-
imations to principles of programming that have been
set down by a few people. Remember, these people
probably are not more expert than you, only more
audacious. They may be mostly wrong. Use their
principles only as a starting place.

Rule 7. Obtain the following materials: paper,
pencils, and index cards. Use no gadgets unless they
are part of the subject matter. For example, if you
are programming home economics, you may need an
electric toaster. Resist the temptation to use the
toaster as a 'teaching machine.'

Rule 8. You are now ready to begin programming.
Think of the process as an exploratory experiment in
which you do not know what the effective variables
are. Your problem is to discover them. Using index
cards, write out a series of questions, probes, etc.,
to which the student can respond. Write these items
in a way that you think will lead him to a mastery
of a small part of the subject matter.

It seems a good idea to write these items while
having an imaginary student before you with whom you
are carrying out an imaginary interchan<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>