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Before analyzing the arguments sm'romdingdthe value of copying, |
it is important to define the terms, 'copy', 'imitate' and 'cliche’
‘or 'stereotype' which are too often used interchangeably and/or (
indescriminately. ‘In referenceto those vords, the authpr will employ

the following definitions as found in’ Webster's Third New Intemation-

al Dictionary (Gove, 1963). ‘ 6

They are: ''COPY: to write, print, engraveorpa:mt after an
original... to atteupt to resemle. syn: imltate mdmdc" (p 504)
IMITATEéofollwasapattem, model or exanple; copyor striveto W
(p 1129) "CLICHE: to stereotype; of imitative origin an over- Gy
* worked 1dea or its expression..." (p. 422). "STEREOTYPE: to repeat ‘ |
without variation; meke standardized or hackneyed” (p. 2288). . o

" Since the word 'cliche’ does indeed share an almost interchmgeablé

definition with the word, 'stereotype’, ‘the latter will be used to
express both as "'. be}ixg imitative, repetitious . hackneyed'' to
apply to all cliche-ridden art wurk dme by children whether it is
copied or not. ' ,

The wordsﬁ 'copy"‘ar‘)d 'imitate' are synonymous for each other.
Both will be used in this thesis interchangesbly to mean "to follow
as a m&an, model or éxé:ple'... S
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A STUDY OF COBYING AND ART EDUCATION y

] CHAPTER I : . .

LEADING CPINIONS BY CONTEMPORARY ART EDUCATORS -
' REGARDING THE ROLE OF COPYING |

This chapter introduces some of the principal arguments cmcemmg
) * A copyingfranle:ading'arted.xcators Itspurposeistoaequajntthe
' maderwitheadxsideofd‘xecmtroversy -
Iowmfeld and Brittain. (1967) condmn the use of oopying by child-
ren. They state that copying encxmrages izﬂxibitims and restrictions;
; ., it causes frustrations due to a lack of emotional outlets and makes
children depéndm‘t updn secondary sources in their initial creative o
. thinking process. They believe that o enotional growth takes place |
when students becane accustomed to relying on given patt:ems rathe:r
than adjusting to new situations and/or remaining flexible. These art
‘ educators contend &mt copying behavior. is often imposed or comes about
ag the result of fear of new experiences. They question its effect as
( detrimental to the child's ultimate ''life a\djustﬁaént, citizenship and a
o healthy personality " (p. 63).

The validity of these statements from Lowenfeld and Brittain is
questioned by E. W. Eisner (1972) He writes that many of Lowenfeld's
conclusions ""do not benefit from the test that a rival: (hypothesis could
provide" (p. 90). Eisner contends that Qopying can facilitate learning
to the benefit of the child. In the classroom; one student may provide
(what Edener calls) technical and artistic "cues” (p. 162) to another
child mgarding the solution of a problem, These solutions can then be

copied. Eisner believes that art educators should not be concerned with
f ) )
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and justifies this by the fact that children copy until they feel

v 3
how students begin, but rather with the end result. He says that children
may copy because they have little experience with resolving new problems
Q
sufficiently confortable with their ability to manage areas that haye

beenorarebeingerploredbysamoneelse.- This is neither umsual in
life nor lamentable" (p. 162). .

D'Amico (1953) states that copying destroys the incentive.to see and °
ei;press oneself. He describes the experience of copying by making an
analogywiththeeye According to this analégy, the "outer eye' corres-
pondstothepartofuswhichseestlﬂ.ngsas are and the copying
process operates through this part of the eye. The "‘imer eye'' sees with
meaning and purpose and that function is an important element in.creative
learning, In D'Amico's view, mothing is gained by the experience of the
"outer eye' but the "child's imagination (irmer eye) bécomes atrophied by
lack of use'' (p. 15).

R.C. Burkhart (1953) backs D'Amioo's analogy with his definition of
'stereotype'’ as "any work which is repeated in a mechanical way without
variation" (p. 128). Lwenfeld and Brittain add to this view by pc’}inting

out that through the use of stereotypes, emotional growth by way of self-
. indentification does ot take place. They Yeel that stereotyped works

are meaningless to the child because they are repeated over and over L\‘
without being adjuqtéd to suit a particular situation.

Brent and Marjorie Wilson (1977) have written th;t copying is not
meah:lngless to the creative growth of a student. 'Iheir'article states
thatt:hemost mcmmmwdulmmmuﬂe '

‘acqmmm of vhat they call "artistic conventions' (p. 5). This

process 18 mainly imitative and becomes evident fram the ages of eight

3
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’ doesmtcaneéorelymthisparticularimagepa‘se, but uses ft as a

‘a-

. ,o’.

| to nine omards; theyborrwmdinrk franpre—e:d.st;mg.images whether:

it be adult drawings, the vork of their peers ot source materlal fron

ucomicbooksmdt:'nenedja InWilsmdeilsmsopinim children

copy because they need mdels tQ follow. In this way\they are able to
caxmmicatewithin their culture by means of visual signs andfindmder

standing through the use of these generally accepted "ccnfigurations" .

(p. 6). The copying process, according to Wilson and Wilson, fixes the
image in the mind of the child so that it becames distinct; the child

reference point, modifying it to suit indi¥idual needs. The results of -

‘these modifications d!ﬁmst;.rate flexibility on the part of the copier,

not dependency. More fluency and therefore more confidence is attained
through repeated use of the basic c':onfiém:atimxs rather than degemerat-
ing into stereotypes. Repeated use also sharpens skillv and memory rather
ﬁm atrophying the imegination. The 1s "mmageotlp invention of
aewvisual form&™.." (p. 6). ﬁ .

Copying is an activitywhichis not only confined ‘to the making of
art. It appears early in the life of a child and’manifests itself through
the leanﬂng of movement (Guillaume, 1971‘and Piaget, 1962); speech, in- .

f.

. t:elligence (Miller and Dollard, 1941) and sécializatfon (T. M. Nadocnb

R. H. Turner and P. E. Converse; 1965). As Eisner (1972)ranm§ed
earlier, "This isneithermumml in life nor lamentable" (p. 162). We 1
realizedmtoopyh'vghgsbemdne'basislforgmwthﬂmwgtmthiswry.
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A HISTORICAL EXAMINATION OF THE ROLE OF COPYING

Let us now consider a’ few historical examples of how visual - ‘
language was learned in thepastbyaspiring artists and cra.ftanen.‘ ‘
i Certain patterns of learning this artistic language will be traced ¢
mddiscxzssedwithinﬂleconta:tofthe theoriesofE H. Gdgbrich
(1965) and how they apply to the way in which children learn /t:o use
~ visual language.
| Gambrich states that artists have based theif work on the jmita-
X tion and adaptation of the vork of those who came before them. A
contemporary ‘exmple of this procedure is fond in the words'of Frank
Stella, an American artist. ° ' N ‘

R R e S T

'l‘herearetwoismesinpajnting.-meistofindmt
vhatpaintingisandtheotheristofindmt‘mwto
‘'make a painting. ‘Ihefirstisleaming something. '
Onelearnsaboutpaint:{.ngbylooldngatmdinﬂ.tathg L
other painters After looking comes imitating. Inmy .
own case it was at fix:st largely é t:eclnical immersion. ’
» But then, andthiswasd\edangemuspart Ibeganto |
imitate the intellectual and emotional processes of the
’ . painteré I saw. Fortunately one can stand only so muich
of this sort of thing. ‘Igottiredofptl‘\erpeople's
paintings and began to meke my own.

- 4
(Lippard, 1969; unpaged) ) ;-
'l'nese "issues", as Stella referé to than were observed by John N
Desery (1958) who defined each more clearly as "stagJ ~

-, +

R

e e b e e At




8 - N
";. » | Sinplyput Daveytnldsthevlmthatthefirststageismrked
' , byameﬂnmtat!m(precededbywpymgmmorbmmmmrm
which arises out of the artist™s need for self expmse-‘ion Ehraggera-
" tion or mdificatim of the experimentation follows. The work, thus S -
far, i usually rejected by d.,/pubuc because the teclmique used, is
" beyond their uuierstmding of existing art. ‘ %
e Inthe.aecondstage,theinmvatimisin a ;aspa‘r:ofthe .
artist's personal style. It is in this stage that‘t:he public accepts - . .
' ’\v:dlewozkbasedvmmmderstmdingofthenewtedMque The innova-
tion becanes an artistic eouvention which, with time, will effect
further c.hanges in tradition. o
- . . o Inthetlﬁrdstagethe\msteringofthetechliqwbecmespmd
| in itself without any relationship to the original need of the artist '
who evoked it. At this point the artist reaches frustration and in U
‘ >hissearchforuearﬂ.ng begi:xsﬂxecycleofstagesagajn
| e Throughout all three -stages, inﬂ.gstimorcopyingplaysm‘
) inportmtmleintheartistsstmggletoarniveataperaonalmms
" of expression. The following are examples of how copying was success- -
h» : 2 E ) fuily‘ﬁs'ed to train artists and crai,.’tsmen’iri the past cezliztniés.f ‘
| ¢ Traditionally, copying has been a part of the amriculun for
training artists. .The prevalence of this teaching technique can be
_ | traced back to ancient Eeypt (MacDonald, 1970). The Fgyptians |
25 S regardeddraxd.ngasaekﬂltobelem:ed Tovards this end, they .
L trained their artist-craftamen to copy and learn traditional formulae
| for officlal representation. These vere safegusrded by the priests
who sometimes honored an accamplished artist by allwlrig him to create’
an original design from nature, This drawing vould then be added to

.

”rn

e i e nm A et 4 s s 3

-




o

b 7"

the official 'draw:l.ngbooks to be copied by othexrs (pp. 1’7 - 40).\A1—
_ though the motivation for creating these new designs was different
 than either of the situations described by Déiey and Stells (creative -
need of the artist), there is still a pattern; the Egyptig:; artist
learned £rom copying, mtegracirug»the‘mizifs or schema and finally
_creating new designs to be copied in tum. It was only vhen they had
. an understanding of the existing schema that they vere allowed the
“  freedom to be nwent\%ve o |
The Greeks trainhed tﬂeir young, ar;ists under masters whgbased
téaching on copyng (pp. 17 - 40). The artist received instruc-
tions in accurate drawings, geometry and art apﬁreci.atim. In spite
of an emphasis on copying, iimovations occurred wid'dﬂ this system.
One can trace the nshiflt fram what was %Eable inarchaic sculpture
" to what was acceptable in classical sculpture. As an example, a
~ stylized, stiff, archaic "koures' sculpture was modified in the severe
period and was represented through a combination of stylization and a

12

growing awareness of the body and movement in "Charloteer of Delphi”. -

Further modifications were made in the classical period vhich wefe

© dramatic accomplished in natural representation of:the body as ex-

! Training of artists in the Middle Ages was achieved through an ¢

ing based on direct observation and copying. The apprentices would
also learn by rearranging pictures from existing art works and placing
them into different frames. Art work was based on schematic figures.

‘Gombrich gives the example of a portrait 6f the Middle Ages based on a-

# .

a

"

//gppréltice§hip system in a guild, Courses for drawing includgd learn-

)
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conventional figure identifisble only through an ensignia of office
(p. 147). Although appi'mtices were rarely given thé chance to express
their individuality, imovétims such as the creation of 1imited pictor—
ial space by Giotm evolyed durihg the course of time (p. 151).
InthebﬁddleAgesartwasoneofthemeansusedtoeducatepeople
through vehicles such as stained glass windows, alter pieces and chapel*
decorations. The written word could not be mass produced and t:he public
was illiterate. The people could, however, read pictures from a recons-g

_gnizable visualilanguage. It was important theréfore, that the public

was able to mdérstand and. 'reaﬂ' any irmvatims which were incorpor-

ated into the®isual language. Art was the public's written mrd (p. 144). -/

As in the previous examples, the artist-craftsmen had to 1earn

the "codes or conventions which society used to commicate visually.
aicemistshmascrmnalreadyine:dstmcemmemé?ﬂme,

“Fey can adspt and alter this schems to their needs (Gambrich, 1960,
P. 900 Gombrich states that the artist needs a s;a;é:izlg p;mc. an
“initial schema" (p. 88). It 14 the knowledge of a vocabulary of
visual schema yather than a knowledge of things that will acccrmt. for

theeaseordifficultytheartisthasinachievingmartisticgoal

+ (p. 292). Art instruction based on copying can be considered impor-
tant. for both cultural commmication and the personal artistic need of

the artist for schema.

Gambrich demonstrates the artist's preferetllce for existing
schema rather than direct cbservation with a historical example of a
whale (p. 69). 'I‘he'vvl'fa‘lehadbeenbeachedupmastnrein}blland The

artist: reverhaving seen a whale, assuned that»theflipper

o
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pésitioned.behi.nd the head was an ear, and drew it as such, relying upon
familar designs \for‘the ear. The drawing, with'the same mistake, was
later dplicated by another artist in Italy and was also documented as
as having been drawn from life. Rather than relying wpon £irst hand
 observation, artists proceed by 1ea£nmgs schema and adapting it to
their needs. According to Gambrich, artists need schema. \
‘Two imgortant conclusions emerge from this discussion. One is that
art is cult:urally defined. The sartist must cmform to schema accepted
bysocietyifeoummcatimistotakeplace (aswasthecasedurmg
_the Middle Ages). The other omclus:um ig that artist have a need for
prior visual images to serve as a starting point franwhlch their own
artistic expression proceeds. Further, artists can base the‘ fcmnatim‘
of new designs on what they have already acquired and intergrated
Both children and adult artist proceed throvgh similar develop-
‘mental stages towards the acquisition of creating art. Children learn
their basic outlines by imitating others and then through repetition

(Eng, 1954, p. 24), They then experiment with the learned schema sorting

out what is of importance to them so that they may then modify and:
intergrate what they have absorbed. Thus altered, they then expre@~
these changes as part of their pérsonal style and subsequeditly develop
maturity in controlling their visusl language. The artist follows the
same course as children in learning, but theértist'svisualvocabdary
1s much larger, enabling complex ideas and images to be expressed into
an elevated locution. Neither children ror artists, however, créate
a visual language in a vacmm. Rather, they imitate and modify from

4
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almguagevhichalreadyad:;fs. It would seem that in the learning
ofartt:hedmildisindeedthefat:_hertomem

These cmclusims so far indicate that artists often ve at
a’personal 1anguage for expressing thanselves visually ugh the
practice of imitation and adaptation. Surely the success of some
great artists in hisEory could well be the résult of modeling and the
adaptation of that modeling which they learned as children. Their
success, Mﬁematbrdefﬁ'esmlyasmﬂmﬂ 1eadsustothe
conclusion that t’nenet}nd-of learning through eopying andmdifying
a schana is a relevant and useful tool in artistic develo@mt.
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AND ARTTSTIC DEVELOPMENT
. 1

As gtated previously, copying is an activity which is not only
confined to the meking of art. Throughtout this chapter, it is the
intention of the author to examine the role of copy:mg in léanﬁng \’

" via the applications of some lead;ng psychologists in order to arrive
' at some analogies with the 1 of art by children. -

Helga Eng (1954) states that\mpy-hfg 1;ys an in‘:egral part in
children's artistic developuent. coextensive with their mental develop-
mwent. Eng sees: dwminfeanmeinleamhxgthrmghdrmdngtobe
imitative and repetitive. Imitation, according an leads the child *
to self . 2ssion while repetitim leads to newacquisitions Jean ..
Piaget (1962) bases the mental growth of the child upon the processess
of (what he calls) "assimilation' and "accomodation” (p. 2). These ,

1

begin at the sensorimotor level and proceed through various stages
towards the final goal of achieving an equilibrium bemem. absorbing
and adapting existing patterns for play, speech and intelligence and
finally arriving at the point of representation. Many similarities
can be found between Piaget;'s descripfim of representational tlﬁ:éht
and Eng's study of the development of children's drawings lesfing to
self expressim each describing these developnmts through \the use
of stages ‘ ‘
According to g, scribbling is the First stage in the development
of ~ch.ildren's drawings. She describes scribbling as “all free drawing

of 1.725 having no representative or decorative purpose" (p. 101).
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‘Scribbling is preliminary to actual dr ; chilcirm A;'epea\: the same

type of iines and ts in a mechanical way until these are absorbed

in their minds. Scribbling, at this point, has no meaning since little

or no accamdation has occured. Piaget's first three staées of the [
mental growth of children imwlves the senses and movement. In the

first stage there is an absence of imitation and then imitation occurs
*
sporadieally and finally systematically. The’ repeated mechani cal move-

- ments described by Eng are also on the sensorimotor level.

The next stage described by Eng is the transition from scn.bemg
to formalized drawing, characterized by the chance appearance dis-
appearance and reappearance of different types of lines. These lines
are then repeated oonsciwsly and are given names by the child which
Eh')gobservedtobeintentimalmthepartoftheymmgster The second
stage leads into the third when the child .draws, copying established
models. These activities are analogous to Piaget's second and third

., stages. After the imtation shows some system children still cammot

L
make adequate accmnndatims to achieve equ:.librmn because they camiot
actively differentiate between their own actions and those of oth&rs

The ability to differentiate is a necessary factor for representation,

By the third ;tage, children achieve 1imited accomodation when they

_imitate known and assimilated models as well as those actions which

they see. Piaget refers to these models as 'schemata'.
According, to Eng, a child's first drawing are formalized (or assimil-

atedsdmm:a toPiaget)andoccurinthefaxrthstage
These first dr 8 are done with uncertainty, discarded and replaced’
with another p undergoes the same processes of elimination.

.'I.‘hese firetmdels'areumxéllyhm figures or animals which are




‘ o

drawn in a primitive mamer and gradually made more caxpiex by the
' addition of ears, eyes, etc. which.undergo the trial and exrror
P * " procedure witil the idm& is used without hesitation, Piaget
| concludes that the begimings of thought and intelligence ocour in the
fouf:th and‘ fifth stages Qfmital growth marked by the child's ability
to differentiate between what is assimilated and then, what part is to
2 be accomodated. \ |
The fifth stpge in the development of children's drawings is de-
scr:{bed by Eng as the use of .schemata witl'nut hesitation and by Piaget
1\ u -(on the mental growth of a child) as a greater freedcm and spontaneity
] to assimilate more objects. Drawings take on a conﬁdent rigidity as
\ o children become more secure in the schemata they are absérbing-;md in
\ turn, expressing. Little attention is paid to detail in this st;age

\ . : m carmot take place before children can mitat:e details.
\ o to Eng's sixth and last stage, children learn to iden-
\ _ tify and parti in their dravings. Until now the child has-
' used: one drauzlidﬁ to depict everything; this process is referred
to by E:mg;as the use of " primary formilae" (p. 118). She describes

tiate. The child is now able to integrate two or more images so that
they. relate on the sane picture 'space. The images resemble reality

and gre drawn from memory. In Eng's opinion, memory acts as a resource’

for children to "arrange the models and their mode of representation to
suit themselves and these naturally lie within what has already been
practiced” (p. 125). It is now that children arrive at the point of
‘gadbﬂic} and are sble to differentiate in drawing. Many of‘ these

SRR
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the emefgence of formalized drawing as the child's ability to differen-
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points| are camparable ﬁ)-?iaget's sixtﬁ stage. To Plaget, this st:ége ‘ :
s the most complex, mature integration and differaltiatim

It finally enables the child to achieve reprresentatim Now

can imitate detail rather than make generalizations. They are

analyze and reproduce a model. ’meycant;reakdwnaemplext

process.

’f}‘

dr into simple shapes and reproduce the structure at their level i
of standipg. 'I‘hesi;imagescmbesuspendedbecausethemdelcan ‘ ;
now be reproduced from memory Assitpilation and accomodation have | g
T a state of equilibrium which legds to new assimilations and ;
txot:s Piaget sees imitation as vital in the process which ;

i

brings children fram the fmot 1 to the level of representa-

‘ It is important to emphasize that imitation is'not an end in '
; anemstommd,tlmtmdbe{.ngt_})eaclﬂevmmtofﬁxll
eseqtatim.

Represeritation evolves through imitation and play. according to
cbservaticns of Plaget and Erg. The following views held by Rudolf |
im (1954) and Claire Golamb (1974) lay stress on the belief that ~
ntation evolves through invention and differentistion, or in- -

' vTciq{mplay. Thus, c;mmadiffmofopmascotbw
former stages (Piaget's and Fng's ) progress.

Arnheim states that representation originates 'from the cognitive
tions of the mind uniting the amsorypa:eeptimof the outer world,
elaboration of experience in visual and intellectual thinking and
coriservation of experience and thught in memory” (p. 206) .

Arnheim combines Piaget 8 theory of differentiatim with the
gestalt theory of simplicity to explain his hypothesis that: early
representational thought is based on '.lmmuch and differenciatim

pYa ~ ) R
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‘than ‘o schemata degcribed in Piaget's stages of development.

e ' - 15,
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ey . ,
explanation of Arheim's hypothesis, he states that the straight
is the earliest shape to be conceived by a child as-it is the most . °

le man-invented shape which seldom appears in mature. At this .
stage, the straight line répresents .all elongated objects in a general

way whether they are trees or same other, completely different object. Q
The child at this pdint does not differentiate between what: is ext:e'm- ' ?
g and intemal. This is 1n sgreenent vith Plaget's second and third i
stages. In Amheim's theory, differentiation oceurs with the invention }
of the right mgle. The child can now differentiate between horizontal . g t ‘
and vertical lines alloging hin/ber to imvent many combinations derived
from this simple differentiation. The child will use these shapes to )
analyze and reassemble complex forms into graphic expressions. The
role which imitation played in Eng's and Piaget's theories is re- <
* placed by invention in Armheim's hypothesis. ’ '
Clare Golamb (1974) also favors the géstalt theory in the‘ studies .,

she has made of young children's drawings and sculptures. The first

stages, according to Goloub, are typified by playful explorations of

ti\e. mediun. It is eésentially non-pictorial and exists, like’Pi;Qget's
\  first stages, the.nsens:rimtor level. The child then creates

personal forms as opposed to schemata which are reinforced through

repetition. In nduing the forms the child continues play on the

" symbolic level. This leads to further symbolic play when the child

mekes up stories about a favourite picture. This is generally. followed
by the begirning of represmt;tim. Golamb writes from observations .
that children invent these first representations. They create simple




forms ich represent some of the structual characteristics of the )
object tation is impossible, according to “Golomb because the
medium of the model and the medium of therepresen.tatimaremt the
same, The child must 'trmslate"'vmat; is seen. The difficulty of
the tasks ‘explains the simple drawings. The images generally become
more specific as the child invents and creates more complex forms.
_Plaget's theory of equilibrium should be discussed in considering
" “the important role of play'ix; Gilawh's argument. Piaget believes that
for representation to achieve its full potential, a state of equilibrium
" mst exist between imitation and play which lead to assimilation and
accomodation.” Children assimilate their experiences and accamodate them
o reality by interaction with their enviroment. If equilibrium does
not exist between the processes of imitation and play, it may be assumed ‘
thatmehasprﬁmcyovertheother. As ane.xmple, ifplaypr'évails.
ion, thought becomes egocentric: children center on their own
actions viewpo\‘bs and the assimilations become distorted There is
no acomn@atian ):o reality and objects are used to represenf‘ only what is
imagined. For example, if a child will use a broomstick to represent; a
. horse during play, the brocmstick actually becomes the horse in the
child's mind. The child will not recognize its use for sweeping as -
he/she camot distinguish between fantasy and reality. 'In a state of
 equilibrium, whén sccomodation to reality does take place, play evolves
towards constructive games and cognition.
Piaget states that imitating reaiity is:a most importarnt fgctor
in representation as opposed to Golawb's theary of play. leading to-
wards planful action in the older, more experienced child. "Graduslly
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the child becomes mpre "task"-oriented, and planful action subordinates
imagihation and playful action to the demands of task and mediu
.(p. 187). One must consider the possibility that these 'planﬁl
actions' (accomodations to reality) occur at this time precisely be-:
cause of the child's desire or tendency to imitate rather than invent., ’=
Accorrding to Miller and Dollard (1941), chilcixm model themselves ~ = - i ,
on the behavior of others through observatim ad imitation. It is B ’
possible, and it has been suggested by others (A. Efland, 1976;
Goodnow, 1977; Eisner, 1972 and Wilson and Wilson, 1977 ) that social . :
‘and cultural facx:ors influence the directions that children's represen- ‘
tations will take. Their nndels will usuallybeunreadvancedttm o !
themselves in age, status intellige:we or skills according to Miller
Dollard and Piaget. The children will strive to achieve the level ?f
the models. | \
Ithasb‘emobservedbyT.M.Newcmb,RTH.'nmmandP.E. |
Converse (1965), that the first wotivations for self-imitation are
provided by the satis\fgctim of movements or sounds which children ‘
meke. They are motivated to imitate. Boredom plays a part in leading |
to other imitations, sane of which become increasingly complex. The
continued tendency to imitate comes from group reinforcement when the ‘
childgetsolder Mmagrwpmrdsandremforcesarepeatedbe- .o
'\havior the child will copy that behavior. Other members of the |
group are reinforced through observations of the imitated behavior
~ which leads to further approval. A. Efland (1976) suggests in his

{ 4

] -
article that art students are reinforced to make certain types of '
artwiththeapprovalordisappmvaloftheirtgadxers. Learning
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through imitation facilitates young artists' abilities to ccammicate
within their cul

Socidl facl::f learni.;xg vis a vis Golomb's ?othesis can be
compared to theories of cognitim as they all proceed through adjust-
ments of reality towards representations.. As these adjustments, accomo-

[}

dations or planful actions become increasingly cmplex,'the}; conform

more and more to the adult's and society's concept of reality. For
example a child living in an English speaking environment will learn
Boglish. A child living in a society which values art patterns would
conceivably learn to draw these patterns as opposed to human figu):es or
drawings from nature. 1In this case, the reality in that soclety would

be pattermn and it would be reinforced agd imitated just a fertain sonds
are reinforced and imitated in learmning language (P. Guillaume, 1971;

A. R, Beals, G. Spindlerf;\d L. Spindler, 1967; B. Wilson and M. Wilson, «
1977). | ‘

Imitation does not imply that each person's behavior will be an
exact copy of another's orrthatmrdswillbeutteredinﬂ'\emct
sequences that they are learned or that /dren will drap exactly
alike. The differences are evident when children choose What to copy
according to their stored schemata, motivations, the object;.s in their
environment, reinforcement and other factors :Inhermt in their gmetic

‘make-up and personalities. Children choosé from a general wealth of !

ir\Liormatim integrate it and finally make it personal. .
Franthisclnpterwecmconcludethatcopyingorinﬂ.tadng
plays an important role in the tiveptocessessa’hwellasthe
processessofimagemaldng 'Iheaeareyrocessessvherebydxﬂdrm
1eamtodiscrinﬂ:mteandweedwtcertambehavioraorimgeevtﬂle
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maintaining others. In this way the combinations of choices made by
. ac’hildbeoaompartiaﬂarto,a;dindmtiﬂablewithdmo‘dxﬂda _ o
. (Goodnow, 1977). P \ '
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' L . COPYING VIS-A-VIS THE FIELD OF ART
| ~ EDUCATION; CONCLUSIQNS

Inthischapter, theviavsof cmtenporaryeducatorsmthe
role of copying within art education will be discussed utiliz;l.ng same
,Aof the observations previously examined in this thesis. "The author
will expand]upm these observations and come to the conclusion that
the role of copying does indeed play an inportant: part in artistic
developnent .

Victorr D'Amieo (1953) holds that the developmnt of the student
mdnmcmmummmcammmﬂntismmd.
The most important task of art teachers should be to.lesrn sbout their
respective students in order to keep the imaginative faculties vital °
in the maturation process. D'Amico further states that originality and
invention are the highest attributes of art work done by children and
are superior to any imitation.

/ | ' . Lowenfeld and Britmﬁ“(i@fﬁ*agree with D'Amico in that a prime
objective for art educators is to develop creative thinkers: Sme -
‘ factors they have identified as being characteristic of this process are;
N s 1 1)ah:1.ghc§egreeoofmareness;omrdsﬁsituatim
@ orun;ta'ial which is,\xnisuglorpranising.
2) fluency; meapuitytop}oanem:yideas rapidly

[ N

s oy

3) fledbility; the ability to adjust to new situations
I R ortoadjustmesttﬂ.rﬂd.ng ,
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§ 4) originality; the ability to respond to a new -
' situation with a novel approack. . . R .
5) the capacity to utilize what 1is known for a new 7
o or differmt purpose. | . | o
6) the ability to abstract by analyzing varmﬁ“ parts
of a problan or seeing specific relationships.
7) the ability to synthesize by ccubining several

-, e

| elements into a new form.
Lowenfeld and Brittain bélieve that teaching students to be creative
thirkers will ensble them to extend these abilities to other areas
of their‘) lives as well as to accomodate future soclety: They state
that learning takes place through a process of assimilating and project- {
. | ing relationships fond in a child's environment. | |
| ‘ June McFee (1961) states that art education shoyld help children
learn to contribute to and live within their coplex society. These con-
- - tri.butimsskmﬂdbebasedupmtheteedsofthatsocietyttamﬁngfrtm
its ideals. One of the major methods for achieving this is throtgh
developing the’ creati;ze potential in children. By this, McFee means T
the ability to rearrahge already established objects, patterns or’i.‘deas’l‘ ,
and also includes the ability.to invent new patterns or forms along with
the faculty to reintegrate new. or“borrowed factors into something
already established. These are the characta:istics of fluency, flex- <
" ibility and originality already mentioned by Lowenfeld and Brittain,
According' to McFee, hindrances to this development are rigidity, a
| narrow range of experience and mderstanding 1imited informational
growth in hendling skills and an i.mdequate means of expression.
| " E. V. Elsner (1972) conteris that art education's, prime valve 1s
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- its contribution to children's experience i understanding their world.
Its importance outweighs other goals and pfovides:
1) opporténities’ for self-at.pressim
(other than verbal’ self expression) . ' I o
2) the develqpment of creative thinking
and abilittes. -~
- 3) theuseofa:rtasareémn‘cetoetﬁmlce
the student 8 mda‘standing of acade:nic

subJect areas.

Eisner fusther states that visual arts deal uniquely with the

aesthetic contemplation of hman form providing a sense of the v‘isionary.

in human experience. They act'ivate‘ one's senses to make one more aware |
. of the surrounding Mt These qualities are of prime import-
ance to Eisner's goals for art education
We can sumarize at this point that the development of the char-

" acteristics of originality, fluency and flexibility are of prime

importance in the field of art education leading to ¢reative thinking,
‘contributing and 1iving within a complex society. Two other common
objecti\;es are 1) an awareness of the qualitiés of good citiz%nsﬁip‘
through art and 2) int:eraéf:ion with the student's enviromment. An
irvestigation of other known: educators in the field will reveal similar -
goals (Gaitskell, 1958; Kellogg, 1969; Lewis, 1976; etc.). |

We must now consider the role which copying plays in helping or
hindering the above goals. The characteristic of originality will be

" examined first. Lowenfeld and Brittain described originality as "the °

-+~ability to Tespond to a new situation with a novel approach” (1967, p. a)
McFee in her definition ata:és crig:lnality‘ in children may be ’

«
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described as the ability to make unusual responses, to organize things
in uncammon ways and to be novel at their present level of overall
development” (1961, p. 132). ]

The characteristics of or:[,gim;lity camnot be danonstrated by child-
ren unless they have successfully evolved towards representaticn thrcugh
assimilation and accanodatiop, according to Plaget. The processes of
imitation and play provide the necessary schema and adaptations of
schema schema which children can manipulate and alter :Ln uusual ways
to achieve cxriginal results. The factor of originality is based upon
these schana Herbert Read (1965) underlines this point by stating (
thatzmoriginalworkis createdbyoonbining form (such as a known and
learned language) in such a way that it provides "new insights, new
embtions, wider areas os consciousness" (p. 17). Further, children
t;armt‘attainahighdegreeofawm'eness ofthemmsualmieés they e
possess a oorresponding degree of awareness of the/usual (schema) for

+ purposes of comparison.

The products of imitatior} and originality are not on the same
level of developnmt The copied product is only a factor in achieving
anariginalprodjctarﬁstnxldmtbejudgedas the end result of
representational developnent. The mental activity involved in imitation
is different than that which is needed for original art. Armold

- Gesell (Kellogg, 1969) investigated the drawings of gecmetric shapes by

three year olds. When asked to copy_the shapes, they did rather poorly.

Yet, children at this age \draw these same shapes spontaneously. The
M&smm rlish'thesetask.sarediffermtaﬁ'daremtmj 2
ttesmglévelofdevelop:mt. This is also true of the processes of

imitation vis-a-vis full represeptation and originality. Copying or
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imitation is a means to an end. From this we may conclude that
originality is the cumlative result - of all the processes involved in
the stages of developmeﬁc; copying playing a vital role:

Fluency is the second goal to be examined. Lowenfeld and Brittain
define fluency as the "ability to produce many ideas rapidly and freely"

‘(1967, P- 8)‘. Fluency 1s one of the characteristics of a creative’

thinker and its antithesges are rigidity and inhibition. Lowenfeld and
Brittain contend that these are the results of copying.
Brent and Marjorie Wilson (i977) disagree with Lowenfeld and

" Brittain. Their own Investigations indicate that the most gifted and
" productive students draw mainly fram the popular nedi%- and illustrations.

Children who work from these pre-existing images have unusually advanced
abilities in presenting visual ideas, portraying and foreshortening,
perspective and action. The abilities of the children to produce many
ideas rapidl}; and freely are based orl the acquisiﬁim of "artistic
con@tio?s" (p. 5). Wilson and Wilson identified this process as
imitative and of prite inportance as it remajns operational for atife—
time. If children are able to acquire many conventions through
imitative process, they then have the%asic tools at their disposal for

- the free and rapid.flow of ideas;in other words, fluency

Lowenfeld and Brittain also contend that the rigidity and inhibit-

Mnswmedbywpﬁngmakechildrmdependmtintheir&mﬂdngmd
reliantupmsecmdary sources. Asaresult they will mtproduce

_original art. This is challengedbyWilsmandWilsm (Weider, Wilson

and Wilsom, 1977). Theymaintain that "there is no visual sign mk:ing
behavior, and consequently no art without acq\x!xed pattems or programs
from the culture” (p. 31). Dora Booth (Goodnow, 1977) agrees.
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'Accord.'l.ng to her, part of our cultural heritage is a stress on realisn.

We influence children by teaching them that patterns and pictures
should be kept seperate and that pictures are better. This results in
the gradual decline in 18aming towards the elements (in this case,
pattern) of art. It creates a greater appreciation of pictures. '
Representation itself is a cultural prejudice and the influence is
towards reality. This .point 1s also supported by Efland (1976) who'

states that the teaching of art in education is reinforced and rewarded

by the teacher's own prejudices. The fact that a child is encouraged
I:Dt to copy is itself inhibiting and inte;feres with freedom of choice.
‘ " The self same creative activities may not .
be as free as they look. Children are,
afterall, required to take art. They
cammot copy or imitate which is a option
that a free individual may wish to exercise;
theyunstusethemediaprovidedtlunand :
they must acperinmt with it in certain )
mystoproducethelookthattheirteachers
) wi]l.l reinforce. (p. 41) ' '

According to Kellogg (1969), positive or negative remrks often’
made by the teacher give children 1idess for changing o adding to the
basic art schema that they aiready know. McFee suggests that art—
educators should give children opportunities and rewards for fluency,
flexibility and originality. It is evident from the discussion so far,
that children are influenced by secondary sources vhether through
copying or adult influence. Secondary sources are ot necessarily

/
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The disa:ssim of copy:lng versus the dnaracterisics of fluency is

‘mtaquestim oftnwimages a.reaoqu:lmd but rather, how many

istic conventions the child has mastered In that capacity, copying:

serves~as’an aid, rather than a deterrent to fluency. ‘
A third factor in art education is the development of the

characteristic of flexibility. Children demonstrate flexlbility wtm
they are able to adjust their thinking to fit new situations. This
ability is first evident in the fourth stage of Piaget's theory.. A
trail and error method is used which becames more complex as children
became more confideﬁ!?"ﬁ‘x its most sophisicated form, at Piaget's
sixth and last level of developme.nt, flexibility becomes interiorized.
It is at this stage of development that children can fully differ— .
entiate between assimilation and accomodation, and imitation has

realized its full role in representational thought. Imitation and

flexibility develop to their full capacity simﬂtaneously It should

‘be noted that flexdbility is not necessary for imitation Tmitation,

howeve{, (as a part of children's full development through the stages '

‘of representation) is an important factor for achieving flexibility.

It is only when children become fixed at one stage and do mot develob
their potential that copying may become fixed and rigid. The role of
the teacher should be to help students realize the full role of copy-

| ing in the process 1ead:i.ng to ﬂe:dbility rather than discom‘ag:lng

this ‘activity in the classroom. Copying is a most inportant factor in
the ﬁ}ll maturatim of the ability to achieve fle:dbility as we also .
found it an important factor towards fluency and- orlginality

,  -The quality of citizenship is styessed by many art educators.
J. K. MiFee (1961) 1ists ways in which art can be used to this purpose: -

!
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,Artc&ri;makeﬂehistcryofmmliveﬂmmxghthevisual development of

‘soclety and the ability to comumicate in the visual language of the

* ventional schema are not the same for every child; Miller and Dollard
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culmrés. Children should learn what to accept and what to reject
rather than remaining passive. They can do this by learning to
o@nnmicai:e through visual forms. Through their own participation, they
learn that art reflects the culture in which they live. Art helps child-
rén to organize their own feelings and interactions in living.
Children thus prepare themselves to live in and contribute to an
increasingly caplex society. . | .

These methods ’give children a willih;mess to pargicipate m o

culture. They provide a motivation to achieve this goal, and because ;
of this motivation, children perceive which models to follow and copy. R
) One person’s imitation of another... ‘ , i
‘sometimes occurs when he is already
_motivated t6 ‘achieve some goal;
/Vobservatim of the model suggests a
e " vy of doing scnething that he
. already wants to do. - (Newcomb, Turner and
" Converse, 1965, p. 276) ) .
Art educdtors &Fe providing the inpetus for children to copy or
imitate thelr concepts of good citizenship. Even when a society
mbtnsizes an awareness of the txms-t;;l, it must first provide‘its . |
children with an awareness of the usual so that coparisons can be made. -~ .
Avareness of thelr emvirorment adds diversity to children's work.
This awareness, combined with personal experience, makes each child's
work unique even though it 1s based upon conventional schema. Con-
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LJ

(1941) found that imitative behavior is selective Children sharing
the same classroom may demonstrate varying responses according to
their selective behavior in choosing schema. Awareness of their en-
virormmt influences this selective behavior and allows children to
personalize their art work.

s

| . In review, there are many reasons for allowing a child to copy in-
‘art. This thesis has'shown that copying has a historical basis which

_ prove's that it can be a successful means for teaching the language of .
visual comnication. Also, we havesfqund that copying is important in
developing the schema which children use as the foundation for their
artwork. There is a strong case presented in psychology which etxpports
both cognitive and artistic leaming through copying\'

This thesis has also been an attenpt to sort out the various mis—
conceptions about behaviors: attr}buted to copying and its results. In
rev:.ewing the objectives of art education, the author has found that |
copyingbe?txavi/orcanbemintegralpartoftheartexperi‘eqce; it can
enrich ’,t,:he‘studmt's capacity to express themselves and commmicate ;
effectively. 4 ’ »

Finally, copying or imitative behavior should not be enforced in
the classroan, but should be allowed t:o'occur when clﬁ.l('h‘en find it |
necessary which naturally acoaxpanies their subconscious Anclination .
to grow and develop their facility to express themselves. In conclusion
. rather than discom'aging copying, we should accept it as a process '
through which children will discover their own, most effective means of
self-expressim

'
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