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DRAWING EDUCATION IN JUNIOR SECONDARY SCHOOLS (11-14)

ABSTRACT

Thie thesis aims to explore the values and knowledge expressed in,

and underlying, present secondary school curricula, which contain the
"direct and indirect experiences of drawing. Initially, this will be

a personal statement of my approach and appraisal of planning principles
and strategies for drawing in secondary school curricula. However,

it will be necessary to consider many other points of view, especially

to place in a wider context the idiosyncraclies of my values and judgements.

The identification of various assumptions and beliefs about drawing
education is the eassential philosophical basls of this study. This

is intended to be a practical working statement of ideas, rather than

an abstraction of ideas from their working context, forming theory

alone. The thesls will explore and reveal assumptions about 'what

counts as drauing.knowledge' in junior secondary schools, How drawing
knowledge is selected and structured is of crucial importance in answering
most of the questions about drawing education. A valuable way in which
to look at the curriculum is to regard it as a 'selection from the
culture of a society'. I should also suggest that there is a real need
today to look at the curriculum more rationally and from basic principles.
This is essentially a question of clarification of educational principles.
Questions about how we regard 'the nature of education®, or what are our
aims for education, as well as questions about ‘'our society' do

influence our decisions about what should be taught; the technica}
changes, social changes and changes in values and beliefs also,

inevitably, influence schooling generally.

A practical objective of this thesis is to develop a structure for
drawing knowledge so that children can ‘'think in terms of drawing';

so that they can produce their own knowledge about what drawing is,



as much as experience some of the major aspects of drawing which can and
have been devised and considered. The instructional material and
resources to be developed in this work are not intended to be free of
*teacher involvement’, but aim to highlight the generally accepted areas
of drawlng knowledge most widely used and discussed in education.

The importance of structure in any leaming is crucial. Structure is
an essential tool for action to enable the fullest use of the knowledge
gained, and is not offered here as a substitute for genuine experience.
Great importance is attached to the ideas and skills which children may
bring to their 'drawing experiences' and 'drawing experiments®' in the

firet three years of secondary schooling.

The principle areas of study will be:
A. The general aim to reveal various assumptions and bellefs

about drawing education.

B. The specific objective of exploring:
a) My approach and appraisal of planning principles and
strategies for drawing education.
b) Drawing knowledge.
c) The selection of Drawing knowledge.
d) The structure of Drawing knowledge, including 'drawing

as experience'’ and 'drawing as experiment’.

C. The production of an instructional resource pack as practical

support to the thesis.
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CHAPTER ONE

MY APPROACH AND APPRAISAL OF PLANNING
PRINCIPLES AND STRATEGIES FOR DRAWING

IN JUNIOR SECONDARY CURRICULA




1 MY RATIONALE FOR TEACHING DRAWING

The particular area of the curriculum I have chosen to consider is the
‘subject-matter' which I teach. This includes the values and notions
I have for establishing a rationale for my teaching, as well as my
Justification for curricula changes to aid the implementation of

‘drawing' as an acceptable and worthwhile *field of knowledge'.

Most curriculum evaluation, design or innovation is a compromise between
educational ideologies, organisational constraints and the degree of
willingness of 'educationalists' to become involved in the conflicts

of educétional debate.

Practically, I am concerned with the development and appralsal of
*drawing knowledge', its structure and the types of 'curriculum organisation®
into which drawing knowledge can most effectively be taught.

I see drawing as a particular human mode of enqulry and expression.

I feel that it has an important place in an individual's education.

In my consideration of drawing knowledge I do not advoc;te the
infallidbility of academic or ideological authority; I accept the need
to distinguish between 'belief’ and ‘knowledge®; and between *imparting
criteria' and *fostering the students' aﬁility to make his or her own

value=-judgements on rational grounds.

Drawing has featured in the majority of man's cultures throughout time.
It is a particularly important medium through which man has acquired,

and communicated, many ferms of knowledge.

I see education as a means by which children can be prepared for
*future 1living' and I feel that a most appropriate aim for a curriculun

is the study and appraisal of contemporary culture.

0



“The universe 1ls open to plecemeal interpretation. Different men
construe it in different ways. Since it owes no prior allegiances

to any man's construction system it is always open to recomstruction™. 1

This notion applies to curriculum development as much as to any theories
about the nature of knowledge and man's part in its origins and uses.
According to my valuation and conception of curricula activities and
design, I aim to find and show a distinctive subject-matter for
*drawing' which can be revealed for examination by the use of distinctive
concepts, generalisations, procedures and problems. I am concerned with
the major‘areas of interest, improvement and development of drawing.

In developing a subject;matter. ry aim is to use and find knowledge that
is relevant to today's students and a wider context, to society. The
intention is to offer a working definition of drawing as a field of
knowledge, so that it is adaptable to new ideas, as much as to cultural
changes. This stance 1s intended to champion a flexible and creative
position for drawing educatlon, which is capable of absorbing,
criticising and evaluating a wide range of influences, from individuals,

society and culture.

An important issue related to how ideologies-affect decisions made
about curriculum design may be seen in the conflicts brought about
by the 'educationalists' who desire to keep 'reality' and 'truth' open
to negotiation and those who desire the security and certainty that
*reality’ is absolute, tangible and within reach. In terms of practical
curriculun development I endorse J.S. Bruner's comment:
" A more difficult task is to instill early in the learner what
in effect is a balance between impatience with the trivial as
proof against clutter and an open epirit towards what might be,
but is not obviously relevant. Here again, the experience of
those who have worked on constructing curricula suggests that one

plunge right in. Short of that, it is difficult to accomplish

anything. One starts concretely trying to give some feeling fo:{O




the way of thought that is a discipline and one often succeeds.
Again, it 1s as wlth musical instruction where one gives the
learner the simplest possible Mozart rather than a scale so that

as early as possible he may sense what music is." 2

The distinctive features of drawing worthy of study can be the areas

of experience and interest which most people recognise as being important,
relevant and typical about drawing. This approach does not exclude the
possibility for new insights into the nat;lre, or value, of drawing as a
uniquely human experience, or mode of behaviour.

¥

I1 MY FUNDAMENTAL PRINCIPLES FOR TEACHING DRAWING

These principles are based on the notions of 'drawing as experience’

and ‘drawing as experiment’.

i) Drawing as experience

Drawing as experience represents all the activities which may be called
drawing. It represents the knowledge we have for drawing, its skills,
its forms and ite products. The teaching objectives for 'drawing

as experience' are both instructional and éxpressive.

1i) Drawing as experiment
Drawing as experiment relates to how an individual seeks and finds an

understanding of drawing experiences so that they express new insights
and feellngs about objects, events and ideas. The teaching objectives
for 'drawing as experiment' are directed towards the possibility of
an individual creating new forms of understanding through drawing.
This approach has considerable implications for enabling individuals

to find their own knowledge about drawing.

The notions of 'experience' and 'experiment’ are crucial to my

philosophy for education.
11



III THE CONTEMPORARY SITUATION

The next, and possibly the most fundamental planning approach to drawing
curricula design is a critical appraisal of how drawing ie selected

and perceived at school level. What are the principles for the
selection of curriculum content for a given school? Both external and

internal influences on a school need to be considered.

IV DRAWING KNOWLEDGE

The subject-matter of drawing should be seen in its cultural context,
especially since I believe that drawing should be part of a curriculum

80 designed as to promote cultural awareness and a capacity for creative
thought and action. My aim generally is to take a discipline of
knowledge, in this case drawing, and "make it a tool for thought'

This is the principle of acquiring knowledge by squaintance; by
generating knowle&ge in terms of *the thinking that goes with the field'
rather than being passive and knowing about ideas or facts as a spectator.
For me, the most attractive aspect of teaching drawing is that it is
first-hand knowledge ‘and experience', and that any drawing activity

is, and should be, 'active®. Learning about drawing requires us to draw.
Further, I support the notion that because knowledge must dbe

speculative there should be very little need to prespecify behavioural
objectives for the outcome of learning about drawing. What a teacher
may teach can be expressed in terms of principles of procedure, a process

rather than a product.

v PEDAGOGICAL AIMS

The art of pedagogy can properly determine some aspects of curriculum
design, but not all. I feel that the implications of teaching by
'discovery' or 'inquiry' methods rather than by ‘*instruction’ are

fundamental to the development of the teaching of drawing. The

12




interraction between ‘what drawing is® and teaching by discovery
crystalise the structure of my °‘pedagogical aims'. Thie does imply,

as Stenhouse comments that "it is clear that these *goals' centre

around the process of learning, rather than around the product”, 3

The chief function of stating teaching aizs in a general sense is

to provide an orientation to the main emphasis in educational programmes.
My *aims' in the teaching of drawing are intended to clarify the kind

of atmosphere in which drawing may take place, as well as contain the
values held for a particular theme in total.

Generally, my pedagogical aims for drawing are as follows;
to valldate drawing knowledge and activity for students, and

the needs of society, especially culturally;

to establish critical awareness of 'motives' for drawing in

education, as well as life in general;

to develop an understanding and study approach to significant

draving 'forms';

to equip children with 'experience' of drawing skills, techniques
and effects in the representation of many types of feelings,

fantasies, designs and information|'

to consider the effects of 'perception’ in drawing activities,

thinking and enquiry; -

to enadble children to achieve and articulate reasoned, aesthetic
and technical judgements about the *meaning of drawing and

drawings;

to seek insights into the cultural use of 'graphic images’,

ineluding iconography;

to establish links with the world of work and further education to

gain knowledge of how drawing is used by people and socleties;

13



to adopt a flexible and creative position in the overall
curriculum of a school, especially ty realising natural links

with many other subject areas and the possibllity for establishing
theme based courses and the integration of different fields of
knowledge,

This list of aims is not meant to be exhaustive or prescriptive of a
total structure, since any issue about drawing may be a starting
point to a drawing activity. These aims should also be open to
criticism and revision. This is essential, since pupil attitudes
and abilities, the effects of new knowledge, the provision of resources
and shifting values are all issues of control or influence on
curriculun decisions. Enabling children to 'know what drawing is®
including its powers and weaknesses, as much as its everlasting qualities,
are important factors of my teaching. This approach is directed towards
'why man draws?'; vhich is a question central to all learning about
drawing.
".ees.we are the only creatures to have painted representational
plctures and it is this talent which led to developments which

ultimately transformed the life of mankind". 4

Thus general sims outline possible starfing points for learning about
drawling. Skilbeck argues that ".....goals imply and state preferences,
values and judgements about the direction in which educational activities
might go". 5  But these goa;s also "embrace teacher and pupil actions,
cesss including a statement of the kinds of learning outcomes which

are anticipated” and have strong implications for my discussion of

'objectives’',

Thus the use of 'aims' to illuminate the major procedures, concepts
and criteria for the subject-matter of drawing is not that they are
the 'objectives to be learnmed by the students' but that they "are

important precisely because they are problematic within the subject. "



They are the focus of speculation, not the object of mastery". 7

Some of the key concepts and processes involved in drawing which
characterise its essence, and serve as goals, are the notions of:

invention

imagination

observation

manipulation of media and technique

communication of information or feelings

design-by~drawing

.graphic design and using images

perception

discrimination

value, aesthetic and technical judgement.
The aim and use of these notions is that by exploring the fundamental
concepts the stuAent should be able to generalise from what he has
learned to what he may encounter later and hopefully ' gain rewards of
intellectual excitement', As Bruner gtates "to learn structure

eeeee i8 to learn how things are related." 8

VI  PEDAGOGICAL OBJECTIVES

Yet, the most problematic of issues facing the planning of a subject-
matter is, *what is the learner to do to achieve knowledge of drawing?*

Is the learner required to remember what he learns? Is just experience

of facts, skills, objects and issues enough for the teacher to impart?

Who should decide what knowledge, informatlion or values are worth studying?
There are no answers to these guestions concerning 'objectives' that

can be wrapped up a8 a panacea for education. The problems about the

use of terms like 'aims' and 'objectives' are essentially philosophical.
These problems have been heightened by the polarisation of the

ldeological positions advocated by the 'behavioural objectives'



supporters and the ‘process model® exponents. Theory fights theory.

I feel that decisions about *objectives’ are determined by what is
considered of value in a particular sltuation, whether or not "we'

are aware of our values. Perhaps the most logical and rational way

an objective can be expressed is dependent on the degree of precision
required of the teacher, the learner and in the context. As Davies esays
"some obJjectives should be intentionally left vague, otherwise limits
are placed upon inquiry and exploration”. 9_ He distinguishes between
'general objectives® which “tend to be more expressive, evocative and
thematic” 10 and 'specific objectives' which are designed to be as

‘unambiguﬁus as possible.,” 11

Knowledge and actions are in a "continuum of ends and means" 12

Flexibility of action and freedom to change our *ends-in-view'

as they interract with the means, characterise, for me, a rational

and ethical appro;ch to curricula planning. The purpose for knowledge,

or activity, are anticipated in the guiding principles ('aims*' or ‘goals’);

they are expressions for what might be learned, not what will be learned.

But, what is it that the children will actually end up doing or thinking
as a consequence of my teaching drawing and will it bear any relation

to my intended influence? Practically, I would want my students to

feel a sense of achievement and purpose in what I presented to them.
Thus is it possible, in such a continuum of ideas and actions, to
establish, teach and evaluate an fobjective'’, an end, an act of

doing or knowlng?

Bloom, in his attempts to make more secure and efficient the contract
between teacher and learmer, generalises that "the basic task in
education is to find strategies which will take individual differences
into consideration, but which will do so in such a way as to promote

the fullest development of the individual.” 13 He asserts that "a strategy

16



for 'mastery learning' must find some way of solving the instructional
problens.™ 1% He does, however, tend to make generalised statements
which produce lists of categories for which objectives are selected

and expressed in terms of Ycan select' or 'can design' or *can draw'.
These are examples of specific behavioural objectives for which Rloom's
taxonomy of behavioural objectives has recently been used in The Schools

Council proposals for Technical Graphics.

The proposed 16+ examinations concerning ’national criteria' for
Design Education tend to prescribe what children should learn.

This is a striking example of the use of behavioural objectives,
especlally for assessing what children' learn. The consequences of
requiring too many behavioural objectives will in my view limit
curriculum innovations. This will also be an important consideration
with regard to how public examinations may influence the first three

years of secondary schooling.

As Davies states "in describing the ?'behavioural component' of an
objective, it is important to identify, in very clear terms, exactly

what the learner is expected to 'do', when demonstrating compstence.” 15

The essential need for behavioural objectives is an expression of a
need in educationalists to see tangible results for their efforts and
to enable them to evaluate the success of the work, quantitatively,
as much as qualitatively. The danger }s that the evaluative aspecf.s
take over from the analysis of what is valuable, or in need of change.
This as Tyler states, "equates a purpose with an objective", 16
but which as Stenhouse points out "they reach eagerly for coherence and
sacrifice firm grounding. In short, they are highly speculative." 17
Much more needs to be understood about human behaviour and learning.
The essential criticism of 'behavioural objectives®, being used in

drawing, is that they appear too certain of their value and importance,
17



although they can and do add clarity to teaching issues. As Stenhouse
says: "The objective model appears more sultable in curriculum areas
which emphasise *‘information and skills®." 18 I sense that this is

an influential argument, but borme out of notions of refinement and
neasurenent rather than the function, value and context of the skills
being considered as part of the 'meaning®' of the drawing process.

I tend to give priority to 'why skills are used’, since understanding
this notion gives significance to 'how skille are used' and *why they

arise'.

In my view drawing activities such as mark making and communicating
information personally or publically are fundamental for an effective
education in drawing. The ‘drawing products’ such as pictures should be
seen within this context, rather than as the essential purpose of learning
to draw.

Another powerful theory about what is essentially required of the
student to 'do', or rather be 'involved in', is the notion of a
'process model', What is important is not the end product in learning,
but the process of learning, and it is this notion that is the
unifying principle of educational procedure for the ‘process model'.
The teacher helps to evaluate significances in knowledge, culture,
behaviour and ideals rather than asserts or instructs particular and
his?orically acceptable ideas. The emphaéis is placed on teacher
Judgement of content and experiences rather than didactic assertions
about what is held to be true. The 'procees model' seeks to encourage

curricula design and development, not just curricula evaluation.

Hirst rejects the polarising exhibited in the two basic theorles

"he simply demands that we specify the outcomes in terms we have for
them already - the items of knowledge we want, the attitudes, values,
skills, habits and so on; the question of how far we can specify these

is a matter of practical judgement. However, what is central to our



choice of ends is that they are rationally justifiable or defensible.” 19
Fhilosophically, 1 agree that we can only use the past because it is

all we have experience of, but we do need to consider the context of

our learning, which in turn can aid our vision of the future, and give

us confidence to tackle the new situations facing us.

Eisner simplifies the problems of objectives by using two types of
objectives, 'instructional®’ and 'expressive’ where;
"Instructional objectives embody the codes and the skills that
culture has provided and which make inquiry possible. Expressive
objectives designate those circumstances in which the codes and
the skills acquired in instructional contexts can be used and
elaborated; through their expansion and reconstruction culture

remains vital". 20

This relatively simple discrimination between the 'known' and the
‘unknown' crystalises and important structure to aid the curricula

Planning of drawing courses.

In evaluating the essentlial process of drawing activity I have used

the terms 'forms' and 'meaning’. I note a similarity between Eisner's
objectives and my terms, The *'forms' are the skills and techniques,

the process of making a drawing, which may change or embody new
techniques. The *meanings' imply concepts of evaluation, judgement

and the effect of a particular work in its context, or from its

original conception; it is how the student might learnm to judge drawing.
The value in thie ‘'known', 'unknown', 'form', 'meaning' structure is,

as Eisner points out, that "we can raise questions about types of
relationships between (them) which are most productive for various types

21
of students for various types of learning, and for various subject-matters.”

This structure is also, isomorphic to my educational philosophy

concerning 'experience’ and ‘experiment’.
) 10



Both my structure for drawing knowledge and my teaching rationale
contain ‘vague objectives', like ‘form’ and 'meaning'. In teaching
I would aim to maintain an open dialogue with students about their
drawing education. This is the structure of my "goal formation”, 2z

the way in which I anticipate learning outcomes.

Thus drawing subject-matter should be used as part of an educational
'process® where, iq ay case, as a teacher, I am a 'learner' and a °critic*,
eince the "process model is essentially a critical model”, 23 and it is
committed to 'teacher development®’. But I cannot prescribe exactly what
drawing ig, nor can I say how it is to be iaught since as Bruner points

out the *'teacher's style' is very important, especially how he or

she encourages the students to think in terms of the subject area.

I agree with Harris when he says that teaching is an art and "that
curricula design has to accommodate and generate artistry, tut that

the design process itself is at least partly an artistic process. " 24
Thus I feel that "a teacher can plan a lesson designed to promote
originality and creativity, but cannot (logically) know precisely what

the outcome will be.” 2-

"The major weakness of the process model of curriculum deaignr..
reste upon the quality of the teacher". 26 put "this is also its
greatest strength." 27" Peaching 'products' tends to improve teaching
as *instruction' whereas the process model uses "teacher judgement

L] 28

rather than....teacher direction as well ss encouraging pupil choice.

As Bernsiein states:
“Formal educational knowledge can be considered to be realised
through three message systems; curriculum, pedagogy and evaluation.
Curriculum defines what counts as valid knowledge, pedagogy defines
what counts as a valid transmission of knowledge, and evaluation
' defines what counts as a valid realisatlon of this knowledge on

20
the part of the taught.” 29



This succinct use of 'three message systems® offers a very important
structure to educational debate. Ky central task is to consider
‘what counts as valid drawing knowledge' with respect to pedagogy and

evaluation.
YII  SUMMARY

The essence of my planning issues for the promotion and use of drawing as a
field of knowledge has centred around:
1) my ideological and ‘'situational’ analysis of the needs for drawing

education, especially the background motives for such a development,

]

2) my consideration of drawing knowledge, its *structure', working

definitions and 'pedagogical aims®,

3) my personal, yet teacher orientated discussion, and evaluation,

of a new subject-matter,

4} my adoption of 'vague objectives' and the notion of ‘process’,
rather than 'ﬁrcduction' vhen considering "learning outcomes' and

'~o0al formations',

5) my view that "intuition' and *artistry® are the probleratic but

important features of teaching methods,

6) my desire for eclectic evaluation, especially procedures that

illuminate issues rather than prescribe for them,

These are the basic principles and strategies that have characterised
my approach to planning and implementing drawing in a secondary school

curriculum for 11-14 year olds.

21




CHAPTER TVWO

DRAWING KNOWLEDGE
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I WHAT IS DRAWING?

1) The nature of drawing, with reference to practical, theoretical

doctrinal aspects of drawing knowledge
The character of drawing is generally recognised in the following form,

as described in the Oxford dictionary;
"drawing...... The art of representing by line, delineation without
colour or with Bingle COlOUT s ssernes .product of this »

black and white or monochrome sketchfeeeseeescas”

"d.].‘a"......... (5') Trace (fuI'I‘OW, figure. ].i!IE)'..u-.....
' delineate, make (picture), represent (object),
by drawing lines, use pencil thus, describe

inﬂords;...u-.-...." 30

Most people accept these notions as descriptive of the essential

qualities of drawing. We all need to understand the general characteristics
of an activity, like drawing, in a basic and generally acceptable form.

But once we are aware of the many varietles and kinds of drawing

activities, both for the process of drawing and the productes of

drawing, we realise that no esingle notion will indicate the ngture

of drawing.

The nature of drawing is a function of the nature of man, with special
regard to how and why man communicates. The nature of drawing is very
complex. DBecause drawing is a mode of inquiry unique to man, it is
therefore z particular field of knowledge. Man generates knowledge;
knovwledge is not separate from man, and drawing is a human attribute

and a human mode of expression.

The sum of what we know about drawing cannot be recorded. Our
familiarity with drawing, gained by experience, has developed throughout

our history; man's knowledge has generally developed exponentially.

23



The range of information now available through‘dravring and genemﬁd
by drawing is infinitely variable; and questions about the nature

of drawing relate dlrectly to epistemological considerations. The
study of drawing is essentially telelogical; and is a facet of the
study of all knowledge.

Drawing Inlowledge is also relative to the values which men have for
different forms of knowledge; it is neither eternal nor ephemeral.
Knowledge about drawing is available to everyone either through the
creation of drawings or by viewing drawings. The extent to which
people urderstand drawing will generally depend upon their g.ttitude
and values for drawing, as much as how they have been initiated
into drawing activities through varicus forms of institutional

education.

Because drawing is a means by which human experience can be shaped
and modified, drawing knowledge is influenced by the way value-
Judgements are expressed and put into practice throughout education.
The values which we hold for drawing knowledge affect what the learmer
can know and achieve and how the teacher may approach his task.
Ideoclogical factors relate to the value ’syatem prevalent in gny given
society and educators need to be aware of the way in which values and
beliefs permeate their work. Generally, the nature of drawing
knowledge has cultural significance as well as being influenced itself

by the ideologies and values of educators, parents and the world of work.

Knowledge about drawing, its nature and essence is relative to, and
dependent upon, how people know about drawing.
"HOWeeeseass.30 people become sensitive to visual form? How do
they acquire the insight, perceptivity and ekill needed to

, 31
produce visual form that will have soclal or personal importance? 3



How people value and use drawing knowledge ie an indication of the

nature of drawing. The nature of drawing ie further masked by the ways

in which drawing knowledge has been taught. Knowledge is always confused -

and intermingled with beliefs and doctrines,

People éct towards things on the basis of the meanings which they
attribute to them, and this is a continuous and emergent process.

It seems quite probable that children learn language despite the kinds
of influences which adults claim for alding its development. This

may be even more so for drawing, which is a very complex mode of

communication.

Drawing knowledge is a particularly effective form of empirical knowledge
because of its basis in observation and experiment. It is also a very
powerful medium through which theoretical knowledge can be examined

and expressed. But it is man's consciousness which shapes and interprets
the images created through drawing. Education itself is a crucial

symbol for the nature of drawing, because its originﬁi meaning was to

'draw out' individual talent through inquiry and contemplation.

ii1) The development of the notions of 'drawing as experience'

and 'drawing as experiment’

¥eeves in man's spontaneous approach to the world, the attitude

he takes is not a critical one, or, in more sophisticated tems,

it is not an epistemological attitude .....c0ves..can’s attitude

is not one.of a knowing subject, it is not an intentionally curious
attitude, but the naive attitude of somebody who 'experiences’
something. Note that I do not say 'experiments' btut 'experiences’.
The first term expresses the attitude of somebody who intentlionally
searches for something with curiousity, while the second expresses

the spontaneity of one who finds something without searching for it."
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Due to the exigence of discussion I propose to look at drawing within
two broad fields of knowledge: ‘drawing as experience' and "drawing

as experiment’.

Drawing as experience represents the knowledge we have for drawing,

its skilis, its forms and some of its meanings and uses. Children

may experience drawing within their own culture, for example, at home
through parental expectation. They may experience drawing specifically
within a discliplined learning environment, for example, when ingtructed
to draw at school. They may also use drawings to express spontaneously
thelir feelings about ideas and issues put before them at school.
Children may experience certain skills and techniques of drawing which
are considered important, as well as be instructed in the meaning of

various 2-D culturél symbols.

The point at whith a child demonstrates an understanding of drawing
by deliberate use of drawing expefiences to express feelings and
insights about objects, actions or ideas marks the point at which

drawing experiments have begun, in my view.

The conscious intention to use drawing, either by exploring techniques
or finding and using certain images for certain contexts, may also be
seen as a particular stage in the development of thought in chlldren.
Naturally, how drawing experiments manifest themselves will depend upon
the degree of conscious effort and thought exhibited by individuals,
Insights into what drawing is may be intuitive or well worked out and

designed.

Drawing as experiment also represents the knowledge which drawing might
find; the way in which drawing might lead us into new insights about

any field of knowledge. Self knowledge of feelings and beliefs are

a special feature of drawing experiments. The comnunication of knowledge

-
e

through drawing also occurs on a wider public front, and in many forms.



Drawing as experiment may also lead us into insights about the nature
of drawing. Why man draws will alwaye be a fascinating question. This
question is of paramount importance to any curriculum which aims to
develop and use drawing knowledge.

Both cases, of ‘drawing as experience' and ‘drawing as experiment',
demonstrate a structure for my theories about what the nature of drawing
is generally thought to be. These two fields also include forms of
'propositional knowledge®', 'dispositional knowledge' and basic *knowhow'

about drawing.

My princiﬁle aim in drawing education is to develop and find in

individuals an awareness of drawing as experience ﬁnd drawing as experiment,
80 that there is a structure to thelr knowledge about drawing, and an

open view to the creative and rational possibilities for the use and
understanding of drawing. Most of the main areas where drawing is used

rely upon a creative use of drawing experiences and experiments.

iii) Drawing knowledge and theory

A theory is a set of principles expressed independently of phenomena.
Drawing has traditionally been used as the medium through which theoretical
knowledge has been experienced and experimented with., For example,

hypothesis, proofs and designs. All subjects draw upon drawing.

Drawing is in itself a unique human phenomenon. It is an activity which
pictures, thoughts and feelings. It represents theories, but also

stands for ideas, objects and events.

*"Thinking is concerned with the objects and events of the world we know.
Therefore, when thinking takes place, these objects and events must be
presented and acted upon.” 33 Drawing.enables us to hold onto our

perceptions of the world in a specialised form.

Drawing is essentially a means by which thoughts may be expressed.

The message in any drawing tends to overwhelm the actual drawing,

I
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We are inclined not tothink of drawing, but the subject depicted in a
drawing, even if it is a study of drawing technique. qhis is the
essential paradox of the nature of drawing, despite many drawings
being visually powerful,

There is drawing, but both the act of drawing and the interpretation
of drawings are transformed into the meanings ascribed to the drawing.
Syllogistically, therefore, there is no such thing as a drawing, which
is absurd. We have to make a supreme effort to see the drawing, the
marks made. Our understanding of the illusions of light and shade
modelled in drawings, mask the drawing, as much as any iconographical

significances, which are contained in a drawn image.

Drawing cannot in itself have a theory, but many theories exist for the
processes and products of drawing. Thus drawling cannot be defined
because there are an infinite variety of theories about what drawing
might be. These theories relate to;

how we react to drawings,

how we percelve drawings

how we communicate through drawings

how we form drawings

and how we use and understanding drawings.

iv) A discussion of the knowledge which is generally recognised

for both drawing activities and drawing products

The knowledge contained in drawings, as much as the knowledge found
through drawings'will always make drawing a feature in all knowledge.

This is an important argument for its inclusion in any school curriculum.

Drawing can be seen as a branch of Mathematice as shown ty geometry
in particular, but by any composition of forms using lines or dois
which may exhibit mathematical meaning or be assigned other meanings.
For example, a black and white pattern which symbolises good and evils

or Pythagoras' theorem as a particularly effective mathematical example.zp




“Pythagoras raised (this) knowledge out of the world of empirical fact
into the world of what we should now call proof."” H We experience

the natural world and thereby make empirical judgements and statements
about it., Drawing is an invaluable tool here, but more powerfully when

it aids our construction of hypothesis or demonstrates a proof of a
natural law. Theories about drawing may also arise out of any

scientific activity which explores 'how people draw' and, more importantly,
how they establish meanings for the marks they make. The study of

sight and perception depends on certain drawing in the creation of
theories which may explain the mechanism of seeing and understanding

of visual\forms' by people.

This issue may relate to how people perceive drawings. Modern
interpretations of human perception tend to argue that perceptual
Judgements are based on sensory data and train hypothesis (pre-perception),
whereby the 'bra.ir; orders experiences so that we see things as 'objects®.
"Perceiving and thinking are not independent.” 35 This nay be why

we cannot just see the '"figure' of the 'impossible' object in the

Necker cube,

Drawing is a feature of child development in certain cultures. It

may figure as a particular human trait. It is a strong indication

of cultural influences on groups of people, especially idiomatically

as shown by the fashions and trends which influence artistic styles.
Drawing is also a part of everyday commonsense knowledge. A sketch map
of a town showing a journey or a drawing of how to fit something together

are general examples,

Drawing may be a 'displacement activity' as described by psychologists
for example, doodling. In this case, it is an idle activity and a
function of anxiety, boredom or aimlessness. Doodling usually means a
person's attention is not focusing on the topic at hand, for example,

doodling instead of note taking at a lecture. It is a natural activity
; 29



and a natural extension of man's 'nervous® activity and body movements,
and needs no justification, except perhaps within psychology and related
sciences. However, doodling may also concentrate the mind on a
particular interest or problem.
"In our daily lives we have to understand visually, ideas, directions
and symbols which are drawn; we may resort to some kind of

36

drawing to explain ourselves to another."

In art education, drawing is used to represent and symbolise feeling;

and image making is used as a means of developing perceptual faculties.

By creatiqg drawn images we can gain access to our personal feelings;

thinking in images enables us to be conscious of our susceptibilities.
"Through the assimilation of new feelings, our intelligence of
feeling is continually revitalised and enriched - we grow emotionally.
eeess 1t is through the operation of our feeling intelligence that
we discover the emotional meaning of our experiences, that we come
to know our being and caﬁ insist upon the integrity of our own

37

existence."

Drawing is employed in some way or other in almost every area of the
school curriculum, and is of central importance in many trades,
professions and industries, (architectural, mechanical, engineering,

cartographical.....)

Education about drawing is now tending to be concerned to illustrate the
wide range and function of drawing, rather than merely the use of
tradional media for representational drawing as has so often been the
case, The value of children® drawing has generally been less clearly
recognised and understood compared to areas concerning literacy and
numeracy. However, drawing has always featured in school curricula.

In this respect, it is analagous to language, in that it is a means of

communication often allied to the teaching of reading and writing,

although not without certain problems. 30




"The néw freedom encouraged by other visual trends in ocur culture,
has led to a ‘graphics explosion® in information books, including
school books. Picture researchers use their ingenuity to extend
the range of kinds of illustration available - a diversity which,
vwhilst considerably enriching the evidence available also makes

it harder for the pupil to grasp the total effect......" 38

Marland goes on to point out that within the curriculum, specific
attention should be given to study of visual sources: graphics, maps,
photographs.
"when books are used, the interaction of graphics and text should
be prepared for and discussed. To reintegrate the static breaks

of the illustrations with the inpetus of the text is difficult.” -2

The word 'static' implies that illustrations generally are not as 'vital'
as the written word, as issue I would dispute.

"This reading skill - paradoxically, one which modern attempts to
40

make books easier for the 'less academic® have made more acute,"
Proof that visual stimuli are not valued as highly as the written word.

Learning about drawing and reading drawings at school may produce a
particularly idiomatic form of knowledge which in turn represents
drawing itself for a large number of people. Drawing is something
children do, the rest is left to training and vocation for specialised
fields.
"Without the skill of drawing too many designers today are forced
to design only what they can draw, rather than draw what they

can design.” 41

Cur knowledge of representational art has been used in many ways.
Design generally has increased our need for understanding how images
can be used. C(lear direct communication of information is a continuing

demand of all the arencies of mass communication; and it is irorical -
“ 31




that photography is not the master in the representation of information,
as is drawing. This is one reason vwhy drawing is of major importance

in education.

All our knowledge of drawing can be used in design. Our intention is to
show how things might be. The designer's drawings are illusions; but
generally calculated to describ; vwhat might be and to create an image
of a product and demonstrate how it can he used. Although logic demands
trhat these two elements follow on to the other it is not always the
case.

"The wbility to draw is fundamental to an effective understandirg

L2

of form....."
Drawing knowledge is extremely useful to designers.

"..... on (these) occasions it is necessary to operate at the speed of
thought upon a quickly responding medium, or analogue, that

represent the 'form' of the problem. Traditionally this medium

has consisted of sketches drawn quickly 'on back of envelopes’

and of accurate mental pictures of tentative desigms.....” 43

The use of drawing in design is summed up succinectly by N, Cross:

"4 designer is involved in three kinds of image making, in three

kinds of language.

1. The private language, iconographic, diagrammatic,
sketchy manipulation of strategies which are primarily for the

designer himself,

2, Putlic images. Clear indications of the main configurations
of the design, sometimes dramatised and heightened, directed at

the client and users




3. Technical drawings. Detailed and precise images,
highly artificial and conventionalised, directed at the

. Ll
construcional workforce.”

Design by drawing is an activity central to design. Artefacts do not
exist at the beginning of designing and it is drawing which is one
Process which enables the designer to 'talk to himself®, to formulate

his ideas,

However, design by drawing may create as many problems as it does
solutions. S5Scale drawings are helpful to nmanufacturers, but do not

)
necessarily show how a product may be used by a consumer.

Graphic design is essentially the two dimensional design of images,

which are intended to have practical and symbolic significance.

"Graphically designed pictures communicate information about
actions, images and symbols. This.information may be read from

the picture or within the picture. How we respond to these pictures
is a complex issue; our reactions may be learned within our

culture, as much as derived from our perception of the images." b5

Examples of graphic design include programmes, posters, advertising
literature, packaging, letterheads, symbols, trademarks, signs, logoranms,
typefaces, television and film titles as well as the layouﬁ and design of
diagrams and information graphics. Highly innovative visual effects are used
in commercially orientated graphics. hodern publicity tends to initiate

new styles and fashions in its advertising graphics. A 'good' advertising
campaign is remembered; a well packaged and éttractive article 'sells’

and an aesthetically pleasing graphic creates the 'right'image. The
commercial motives behind the use ¢f gravhic designs are considerable, The

influerce of graphic design on our culture is worthy of study.
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Thus, drawing knowledge is used in an infinite number of ways and has
effect within most forms of knowledge.

The nature of drawing includes communication with oneself during the
execution of the drawing; it also includes communication with other
People. This communication of information may be clear or cryptic.

It does however tend to be one way, despite the fact that the onlooker
of a drawn image may put his own part in the meaning of the picture,
The spread of 'information technology' today has produced *interactive
devices' where technical information can be stored by micro electronic
mechanisms in the form of words and pictures, The information in the
drawn images can be altered and re-designed. The power to alter images
directly is extremely useful although expensive and again, demonstrates
the value of drawn images, no matter how complex the medium through

vwhich they are produced.

Drawings are generally seen as °*still' pictures. The fact that they
enable us to retain our perceptions of what we see means that we may
take instant action as a result of what we read in a drawing, or vwe may
gstore the picture and its information for reference. Altering an image
adds an extra dimension to the power of drauing.
"!Computer graphics' provides ways of simulating reality or building
fantastic new worlds - together with the power to explore orxr
manipulate the 3-D images created. For the artist it 1s a new way
to paint, or to animate a film; for the scientist to understand
his data or test a hypothesis; and to anyone to play ever more
elaborate space-invaders style games, or to participate in and

control extraordinary, dangerous or impossible events...” 4o

Even with all the complex devices at our disposal the basic eye-hand
co-ordination of drawing will always be required decause we, not the

machines, make the images.
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"We are nature's unique experiment to make the rational intelligence
prove itself sounder than the reflgx. Knowledge ls our destiny.
Self-knowledge, at last bringing together the experience of the

arts and the explanation of science, waits shead of us.” *7

Drawing knowledge ie an aspect of man's rational intelligence. Drawing
has been a feature of man's behaviour probably for all of man's existence,

and certainly for all of his history.

Mathematically, man has used drawing to aid his perception of certain

natural laws. Because of this, drawing is a universal experience for man.

Y

Drawing in itself cannot produce new knowledge about the natural and
Physical world, but it does act as a catalyst for man's thoughts and art.
Man can galn new insights from having drawn. Drawing is a succinct
method of recording phenomena and representing hypotheses. Drawing

is a graphic anaiogue of physical and metaphysical events. It acts as a
structural device for many forms of expression. This is why drawing

is an invaluable tool in all knowledge.

Professor R. Feynman speaking on B.B.C. Horlzon about Physics and

knowledge generallys "If {you are) interested in the ultimate character of
the physical world, both real and complete then at the present time our
only way to understand the world is through a mathematical type of
reasoning.........s..we doft know any other way to describe it accurately
eesssssThere are many aspects of the world in which mathematics is

48 Drawing in itself cannot

unnecessary, for example, love.eesssas"
be as powerful as Mathematics; but without it a great deal of Mathematics

could not be succinctly expressed.

Analogy: (Oxford Dictionary)

“(Maths) proportion; agreement, similarity (to, with, between)

" LPQ
analogue; (logic) proceas of reasoning from parallel cases; ;
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As an analogue, drawing i1s the merging of imagination and obeervation
in the experience and expression of objects, actions and ideas. Drawing
enables and enhances the observation of fundamental ideas and natural

phenomensz.

The earth's planetary movement has been observed and recorded by theories
and drawing. From this information man has learnt to predict when and
where the sun will shine at an exact spot at midsummer. He can draw
a sunpdial in the landscape, on paper or in his mind. The power of
drawing is that it holds our perceptions as images before events,
reminds ug of when they will occur and stores our knowledge of events
which have happened in the past.

“The raison d'etre of the syobol lies in the human urge to express

that which is inherently inexpressible.......

The symbol itself was reality (for primitive man) for it was

believed to-possess the power of working magic and thus of directly
affecting the course of events......" 50
Drawing is man's expression and recording of what he sees and encounters.
A 'still® picture holds a perception of a concept. E.g. The pictures
man creates relate to man, his proportlions and his view of the world and
the scale of things relative to himself. Man can distort his illusions
and images to give other views of the world. Pictures can be figurative,
arbitrary and abstract in their symbolism,

"It iS.ve04..001argely due to him (Picasso) that the conception

of art as a powerful emotional medium, rather than a search for

the perfection of ideal forms of beauty, has become accepted among

artists of our time, The pursuit of ideal beauty is a very

mathematical notion and is arbitrary as well as possible to

experience. The fundamental belief that art should spring from

a primitive need to express our feelings toward the world around

us in strong emotional terms makes us more prone to value a work

of art for its vitality than for its perfection." 51 5




Arts education is concerned with the “opening up of new ééalms of
feelings;" 2° drawing knowledge, as an aspect of art, tends to be
subjective in character. ",.......our self-expressive behaviour is at
the root of all healthy and meaningful emotional 1ife.” 23

For the artist:

"+esessothe crux of the matter lies in the relationship between

feeling and form. Our hypothesis is that new feelings are

assimilated only through projection into expressive forms. Through

the assimilation of new feelings, our intelligence of feelings is

cont?nually revitalised and enriched - we grow emotionally...." S
The contrast of drawings of a mathematical nature with drawings as art
outlines the paradoxical nature of drawn images, All drawing is abstract
and arbitrary, since a drawing stands for a thing or an idea and it is
not the thing. Yet drawing is a physical phenomenon in itself, it is
an analogue with'reality.

"1 The world is all that is the cas€ccsessesses

2.033 Form is the possibility of structure..sces.

2.1 VWe picture facts ourselves

2.12 A picture is a model of reality

2.13 In a picture objects have elements ef the picture

corresponding to them.

2,141 A picture is a fact

2.1511......2 Picture is attached to reality.....

2.1512 It is laid against reality like a measure.

2,171 A picture can depict any reality whose form it has.

A spatial picture can deplct anything spatial, a coloured
one anything coloured, etc.
2.21 A picture agrees with reality or facts to agree; it is

n 55

correct. or incorrect, true or false.
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Most drawing styles are ldiomatic and influenced by the culture of
the drawer, but drawing is a universal mark making activity which man
does quite readily in many situations and forms. Once drawing becomes
a conscious activity it takes on far more powerful significance.

There is the possibility of finding new knowledge by self-expression
through drawing. Drawing in itself cannot find new knowledge about
nature and life, but it always holds out the possibility for new knowledge
about ourselves and other people. Drawing is a means by which 'reality’
and 'life’ may be questioned, discussed, reflected upon and understood.

L)

II DRAWING AND REALITY

Drawing has been seen as a particular means by which reality can be
expressed. The interpretation of existence, natural phenomena

and thought has been a longstanding preoccupation of artists,
Throughout the history of art, artists have been concerned to represent
objects with great precision and their images have appeared to be

reality itself to most people.

It is a well held view that the function of drawling is to represent
reality, to represent things as they are. But a drawing is merely a
set of marks on a two dimensional plane, for example, a piece of paper.
The images created are only relatively true to life, not absolutely
true to life. Our eyes can deceive us in many ways because no matter
how hard we try to be aware of what we see, there are other factors
influencing how and what we see.

"The eye is always charged with thought." M. Proust.

An artist does not naturally know how to draw to make things look real,
no matter how skilled he may become. He has to learn to make things

seem real. Essentially, drawing is the recognition of natural or
symbolic forms contrived and projected into lines and marks on a surface.

Learning the meaning of arbitrary or symbolic forms in dravwing is a



function of the influence of society and culture. The recognition

of natural forms in drawn marks in an aspect of human perception which
also is enhanced by learning and familiarity rather than purely

innate characteristics of seeing.

An artist must be initiated into the conventions of drawing by

learning and acquiring particular skills to be able to create his
illusion of reality. There are examples of artists who deliberately
unlearn traditional techniques to establish an ‘innocence of vision®.
Tradition, memory, procedures and ways of teaching are all very
influentigl in how we learn to draw. We anticipate certain outcomes

for new experiences and we addpt certain presuppositions for what

might be. Drawing, as a human experience, is just one example of this
trait; it is as much for the drawer as the person looking at the drawing.

Psychologists term this form of pre-disposition to events, projection.

Man has the ability to project his thoughts onto suggestive natural
forms. Drawings suggest many forms and they seem to invite an onlocker
to contribute to their meaning. We make up our own minds as to the

value and significance of drawn images, both consciously and unconsciously.

It is difficult to change people's condiﬁioned ways of seeing,
especilally because they are usually unaware of the influences affecting
" their judgement. A philosophical question about representational
drawing is *should someone drawing render what %*is', or should they

render what they 'see'?’

Many artists have aimed to be objective in their representation of
natural forms. They have carefully asimed to avoid stylistic influences.
They have aimed to copy reality; to work from nature alone; to draw
things just as they happen. Our everyday, common-sense knowledge

about drawing is based almost entirely on the notion of drawing things

as they really are.
30




But nearly all works of art are generically similar to contemporary
works, and the work of a previous generation of artists. Our teaching
of drawing is, for the most part, influenced in this way. It can

also be shown that children's drawing is directly influenced by their
teachers., Some artists have called for drawing, not to be taught at
all. Children should come to drawing naturally and not be tarnished

Yy the 'contamination' of stylistic influences.

Examples of people having their sight restored have shown us that those
with no knowledge of art have a difficult task in learning to develop
both spaQical perception and the interpretation of signs and marks

which demonstrate various forms, For example, we all have to learn

to distinguish between a cube and a cylinder, and that shadows enable

us to see depth. We all learn to distinguish forms and relief in drawing.
Our understanding of drawing is reinforced and developed through our
experience of tﬁe real world of solidity, texture, light, shadows and
distances. We can be tricked by optical illusions, by ambiguous images

or by incomplete images.

We are all to a great extent irrational about drawing, because we
allow ourselves to be influenced by pictureé. Many people desire to
represent things as they are, to mirror nature. But this is not
possible because art influences art.
"In Art as in Literature there are two modes by which men aim at
distinction; in the one the Artist by careful application to what
others have accomplished, imitates their works, or selects and
combines their various beauties; in the other he seeks excellence
at its primitive source = NATURE" 56
However, Constable was clearly influenced by other landscape artists.
Art in the first place comes from art. This applies aslmuch for the
relationship in time for artists' works as for social and cultural

differences. Art itself determines the appearances of objects and events,
4o




not objective vision. Metaphors and similes for describing art, nearly
all relate to the eenses and experiences used in the real world.

Images are described as being real rather than as pictures. People
live and breathe in pictures; obeervers of pictures react as witness

to the events they see and natural objects are 'true to life'.
Photography is the natural extension of artists®' desire for actuality;
its influence in representational art has been very strong. Would we
see things in a different way today if there were no photography?

Do we ever see things as they really are?

Perhaps a;t creates its own criteria for what is real.
"A great artist invents a type and life tries to copy it.....
the proper school to learn art in is not life but art." 57
Our task in education is to demonstrate these paradoxes and to
structure a child's experience of drawing sc that in the end, he is
free to determine his own interests in the art of drawing, Art and

drawing do change as does our knowledge and our feelings.

III DRAWING AND SYMBOLS

A main function of drawing, apart from the pieasure that it glves,

is the communication of information. Drawing enables us to communicate
with ourselves and with other people. Through drawing we can explore
our experiences of what we see and experiment with ideas about what we
would like to see. This form of communication will always be a creative
act, no matter how mundane the task or notions, and involves imagination
and a desire to fulfil our various needs. We communicate many kinds of
information through drawing. This information may be factual or relate
directly to our sensitivities, feelings and emotions. In this respect,
drawing symbolises our sense of reality, from its crudest forms to the
most sophisticated forms of picture making.

Drawing experiments represent the use of drawing in its most original
41




and creative forms. Contriving an image which symbolises a nessage

is of great importance in the development of man's knowledge. Drawing
can be practical and convey factual information clearly and precisely;
it can also symbolise beauty, truth, genius, civilisation, status, sin
and goodness. These notions and images are usually affected by our
cultural assumptions about the nature of drawing and art, Many symbols
are cliches or hackneyed, but the possibility for creating new syubols

is always present through drawing.

"Man and other mammals respond to signals and signs. But only man
communicatés through symbols. Symbols are exclusive human creations

58 Symbols have to be learned, They can

for a world of meanings.'
relate to sounds as phonograms or to images as logograms. Symbols can
be designed and based on images themselves, concepts of phenomena or
purely arbitrary marks. e.g. /ﬂ curve, ~~Y water, -+ plus. Using
drawing as a tooi to design symbols as well as express them, is an

important feature of two-dimensional graphic design.

All drawing may be seen as symbolic, The marks made in drawling are
ultimately arbitrary. It is the eye and the mind which finally create
the meaning and significances of a drawn image. "The relation between
what we see and what we know is never settled..” 59 Qur drawing also
relates to our sense of what is real or unreal; and especially the mind's
preparedness  to suspend one belief in favour of another. We see only
what we want to see.

"Rational, intentional conveying of experience and thought to others
requires a mediating sysfem. the prototype of which is human speech

born of the need of intercourse during work.......The means of
communication was the sign (the word or sound); that through simultaneous
occurrence a sound could become associated with the context of any
experience and then serve to convey the same context to other human

beings. Closer study of the development of understanding and communication
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in childhood, however, has led to the conclusion that real comnmunication
requires meaning - i.e. generalisation as much as signs.” 60
I suggest that the image is another powerful mediating system, too
often ignored in early learning. The world of experience must be

greatly simplified and generalised before it can be translated into
symbols. Human society categorises experiences by conventions and
conmunication is therefore by and through conventions and symbols.

Drawing represents man's thoughts and reflections of conceptualised

actuality.

"Man constructs models of his world, not only templates that
represent what he encounters gnd in what context, but also ones
that permit him to go beyond them,” ©1

Symbols operate in and through men "the human actors who perceptually
have learned to transform the world according to the meanings of the
symbols by which'they pattern their perceptions of the world and
evaluate ite possibilities.” 62

Drawn symbols have their meaning imaginatively invested in them

by man: each culture orders and interprets experience which can

be signalled by and through symbols.

IV THE PROBLEMS OF DEFINING DRAWING KNOWLEDGE FOR SCHOOL CURRICULA

(1) Defining drawing

How drawing is defined will depend on what is meant by drawing in a given
context for any particular drawing activity. A definition of drawing
that would be useful to an artist sketching a landscape might not help

a costume designer, producing a costume, The need at all for a
definition is suspect since a teacher will need to be aware of mahy
conceptions and beliefs about drawing. For example, he will need to

have some understanding for the uses of drawing in the many professional,

academic and everyday fields which make use of drawing. More importantly,
b3



in my view, he should have some understanding of, and disposition towards,
drawing as a particularly human mode of expression.
®eesesssoman has alvways used his graphic ability to good effect.
Ideas have to be 'seen', to be 'put down', in order that they can
be explored and examined. The role that sketching and drawing
can play is unique and deserves the fullest attention.” 63
A teacher will also come into contact with the different concepts
about drawing held by his colleagues, the children and the general
expectations of the children's families and the community. This will

all be in the context of popular *mythology' adbout drawing at school.

L)

As Ken Baynes in his discussion about defining 'design'in
'About designing® says:
"How is the teacher to approach this problem of definition? Does
it mean that all the definitions are quite useless? In what way
can all thié effort at simplification actually help to clarify
the nature of (design)?" 4
I simply change 'design' for 'drawing'. There is a professional need
for teachers to be ¢lear about what they mean by drawing for both
*drawing as experience' and 'drawing as experiment'. In this case,
the use of *working definitions' which may indicate the spirit of purpose
of a drawing course may be a useful tool in structuring what children
might learn about drawing. They may also communicate to colleagues
and parents the nature of the teaching activity. Ultimately, it is the
drawing activity and the products of drawing which may indicate more
precisely what drawing is, rather than a theory about drawing. We should
be clear about certain skills, techniques and effects which we can use in
drawing., We should be aware of most of the complexities and subtleties
of drawing, and provide for the possibility of new forms of expression
through drawing. Creativi@y is a particular human trait which cannot be

prescribed for. Philosophically, statements about what children should

Ly



experience in drawing still do not provide a definition of drawing
knowledge,
"Creative art form is never an end in itself, it is never completed
merely by having been done. Its very meaning is inseparable from
the need for expression - thus, for communication. Art, as it is
realised in a tangible, visible form, aims to evoke in the
beholder the experience of the maker," 65
Consideration of our motives and intentions for drawing may give us an
insight into the significance of drawing, but equally important will be
our understanding of the form of a drawing., How drawings are made and
used helpé us to establish various meanings for drawing. How the
‘drawer' continues to create or inform himself and other people about
his work may also offer us an understanding of drawing. The very fact
that a drawer is reluctant to say anything about his work may also be
of value in knowing vwhat drawing might be. I find that the constant
interplay of the 'form' and *meaning' of drawing is a useful tool when

describing drawing.

Drawing may be descridbed as an activity rich in many experiences and
possibilities for experiment, f&r example ing
Self expression.
Self exploration of feeling, ldeals and sensitivities.
Obeervation of objects, actions or ideas.
Exploration of 'mark making', media effects and techniques.
Aesthetic appreciation, knowing or feeling that a drawn image
or a process of drawing, satisfies needs and serves a purpose.
The appreciation of different forms of drawing styles, effects
in and for pictures and images, including an understanding of how
people react to drawings and perceive two-dimensional images.
The use of dréwing to communicate to oneself and other people
information of many kinds.

Making the distinction between drawing as an active experience and the
b5



products of drawing activities - the pictures or images - is important
when structuring how a child might learn atout drawing. In addition,
we should be aware of the knowledge to be communicated through a
visual image. How we structure the picture will depend on the

Inowledge to be communicated,

Defining drawing generally is extremely difficult. At best we can

only indicate the main areas of drawing knowledge which are comprehensible
to most people. These areas include notions about 'forming drawings®,
'using and understanding drawings' and 'looking at drawings'. To know
what drawing is requires that we have some insights into these varied
aspects of drawing knowledge. A definition serves a formal purpose of
indicating a paificular approach to an area of knowledge and is often

used to outline various syllabuses and examination courses in secondary

education.

A vorking definition of drawing which I have found useful in teaching is
'Drawing is the formation of marks and imaées Wworked on a two-
dimensional plane symbolic of objects, actions or ideas that can
be perceived, learned and understood bg most cultures,®

There is no binding logical order of activities in drawing, although

for convenience, many people use and foilow Vari;us structures. These

notions have implications for teaching methods. A drawing activity can
start in any way. How children are motivated to draw is an important

consideration within a structure for learning about drawing.

(11) Some of the main elements of drawing which may be considered

for a working definition of drawing at school level,

The particular skills which mark out drawing as a uniquely human

attribute are generally recognised as the substance of drawing. Linear
marks made with certain media on the tip of a certain inmstrument, a pencil,
pen, brush or finger, usually demonstrate what drawing is. The rich

and undoubted array of talent and skill shown in the production of many
46



types of drawing enhance the popular mythology of “he's a good drawer”
and "she's got a good eye"” and "he makes his drawing seem so real”.
The skill of the eye-hand combination and the production of a realistic
Picture are all that drawing seems to a great many people. Traditionally,
classical knowledge trained the mind and drawing trained the
vhysical co-ordination of the eye and the hand.
"Clear view, exact measurement, precise statement. These, to
oy mind, are golden words, summing up in a terse form all possible
reasons why we teach drawing to all...... First and foremost,
of course, is the training it gives to the hand and eye.eee..” 66
The préhtical knowledge of various drawing techniques and effects is
naturally usefu1 to any study of drawing. Exploration of the
'mark-making’ processes is a crucial element in our understanding
of drawing. However, drawing takes place in a context, no matter
how ill-defined, which means that *how something is drawn' is
dependent upon 'why it is drawn'. We should aim to experiment

with experience through drawing.

Knowing how te draw 1s essentially the skill of using 'form' and
'aesthetic judgement' in relation to any expression, or need to
communicate through drawing.
A) A general taxonomy of drawing knowledge

a) Forming drawings

b) Using and Understanding Drawings

¢) Looking at Drawings
The following general taxonomy represents the principle areas of
experience which may classify what drawing may be taught at a
secondary school. It is an essentially practical format but includes
various possibilities for the development of theories about drawing.
The interplay between drawing as experience’ and 'drawing as experiment’

is constant through the following notlons.

a) Forming Drawings Lo

The practical and expressive skills of making pictures with drawing



techniques, This may be called 'drawing know-how'. 'ibrming drawings®
should include considerations of various

media,

techniques,

effects,

terms,

resources,

instruments and

tools,
as well as the surfaces on which the drawing may take place. Analysis
of elemenfary ‘mark-making' is also important here.

b) Understanding Drawings

Knowing about drawing as an experience which may be seen as a

discipline in its own right, and using variocus kinds of conceptual
knowledge. This ﬁay be called propositional knowledge about drawing.
Examples of 'Using and Understanding drawings' should involve research
and thought about the function of the image, as well as the context in
vhich it can be used. The subject conveyed in a drawing may be about the

1) Natural World (people, imaginary créatures, animals birds,
plants and other living things; natural environments);

2) Man-made Objects (designers® drawings and sketches, project
drawings, presentation and maintenance drawings, technical
illustration); or

3) Symbols (graﬁhic design, signs, logograms, house organs, badges,
tradémarks, lines, conceptual signs, image related signs,

arbitrary signs, patterns).

¢) Looking at Drawings

Knowing how drawing can be used in certain contexts, especially when
drawing communicates philosophical or emotional notions. This may be
called dispositional knowledge about drawing. Examples of 'Looking at

drawings® will variously include considering; 48



1) direct representational reactions about pictures;

2) descriptions of a drawing form;

3) association with images, e.g. sky is blue;

4) special knowledge from and about pictures;

5) iconography;

6) reactions to information being commmicated by an image; and

7) perception and sight, including illusions of reality.
However, each area relates to another in many combinations and
permutations, hence the difficulty of defining what drawing is.
These categorles are not intended to be exhaustive, but serve as a
guiding ';tructure' for my teaching. The communication of many kinds

of information is an essential purpose of drawing.

Working definitions are useful if they highlight the ways we often
find ourselves looking at, using, or forming drawings. An indication
of the spirit of an enquiry is always useful, but we should never prescribe

for the ways that we should look at drawing,

Within the general taxonomy of drawing knowledge of
a) ‘forming drawings®,
b) ‘using and understanding drawings' and
c) "looking at drawings'
the following general notions occurs
1) Motivation to draw
2) Research into drawing activities
3) Information
4) Contexts in which drawings may be used
5) Reactions to drawings

6) Form and meaning in drawing.

1) Motivation to draw
This may not always be spontaneous, a highly prized notion especlally

in the sontext of individual creativity. But why people drav is, o




in many ways, a separate issue from how children learn to draw at school.

The question of spontaneous insight or creativity is also problematic.

Generally, school drawing is stimulated by a theme or idea offered

by a teacher. The degree of importance of the purpose of the drawing
can be discussed, and should be thought through in the conte*t of a
drawing lesson. In many respects this aspect of child drawing is
rarely considered. Children tend to be told what to draw, rather than
be given various options to use drawing to communicate particular needs
or requirements; although circumstances change and dictate school

activitieg.

Far more thought and value should be given to utilising and nurturing
children®s own ideas and aspirations in drawing education. This is
especially important where drawing may be seen as a natural extension
of 'play' or ‘peer group activity' but also in the context of the study
of drawing as a human skill. Too often adult concepts of the nature

of drawing are imposed on children. This may be inevitable because

of formal schooling. But, guiding children through *their own world'
into 'other worlds and realities' is essentigl to effective and

enjoyable teaching and learning.

Awareness of the necessity for drawing should feature throughout any
course in‘drawing. However, a statement of intentions for a drawing or
drawing activity may limit the creativity of an individual's work.
Although explaining the objective of 'learning about drawing' to children
may seem esoteric, I feel it is fundamental tc their development of

drawing skills.

When required, a statement of aims for a drawing can be useful,

especially when communication is required to be clear, and accessible

in meaning to most people.



Another motive for learning to draw is the establishment of knowledge
about drawing techniques. This may help to clarify the main aim of a
drawing. We need to be clear about the function of drawing and our
methods of teaching drawing.

The main aims of teaching drawing may be;

1) +to develop drawing skills and emphasise notions about 'form*.

2) to develop an understanding of the different ways people use
and appreciate drawings and emphasise notions about 'context®,
*redaction’ and 'aesthetics’.

3) tp develop an understanding of how people react to drawings
and emphasise notions about 'seeing and perceiving' as well as
the influence of culture and society.

4) to develop a view of how drawings contain and describe various
forms of information, feelings, designs or fantasies and
emphasisé how ‘'knowledge’ can be communicated through drawing.

5) to develop an understanding of the symbolic implications
of drawn images and emphasise notions about the 'meaning' of
various pictures.

6) to develop an understanding of *reality' and emphasise notions
about the *changing nature® of 1llusions and the 'paradoxes
of message systems®,

These teaching aims affect how children may learn about drawing and, in
themselves, they may represent what drawing is to many children.
We motivate children to experience and experiment with drawing in many

ways but usually from the teacher's needs rather than the child’'s,

2) Research into drawing activities .
Research into the topic to be depicted through drawing should always
figure in the teaching of drawing. The course of critical investigation
and search to discover backeground information before drawing represents

essential research and should feature in learning how to draw. Drawing

in itself is a research tool. 51



The following topics are commonly assumed to be necessary elements of
research for drawing activities; .

1) essential facts and information into the background of the
subject, including topics and themes assocliated with the
prime subject.

2) the aim of the drawing may be to
explore 'reality’ by being representational in nature
or
symbolic and have iconographical significance
or
abstract in form.

3) any commonly assigned labels for drawing may need clarification
and may be called;
technical, mechanical, architectural, natural, historiecal,
futuristic, cartographical.

4) to consider the most effective form of the draving, including
its style, the effects of caricature and sketching.

5) the shape, arrangement of parts, visible aspect - aesthetic
Judgement and combosition of the picture based on the subject
and media employed. -

6) the structure of the type drawing whether it be freehand,
mechanical, a sketch, a dlagram, a pattemrn, geometr?c,
orthographic, dimetric or involve perspective.

Much of good research depends on good resources, Providing children with
opportunities to research is fundamental to all education. In this

respect, drawing education is very important.

3) Information
Drawing can clearly communicate information. All drawings communicate
general items of information within the unity of a picture drawn, and a

drawing's full meaning can only be established within the context in

which it is used. Information can be about 'objects', 'actions’, 2



‘events' and 'ideas' or any combination of these topics, as considered
in my working definition for drawing. For example, information about
‘objects’ can recognise, explain, relate, record and explore various
themes about things that ‘'did exist’, 'do exist' or *night exist'.

A drawing will alwgys contalin more than one item of information
especlally since the onlooker finds his own information, at times very

different from the artist's intention.

Drawing can also inform us about *actions' or ‘events' by describdbing
the movement, sequence or assembly of things or ideas, as well as
cause and, effect and design. Actions refer to behaviour, deeds,
operations, gestures, modes of moving and mechanisms. Events refgr
to cause, change, persuasion, investigation and places. Further,
drawings can communicate various *symbolic actions or ideas*, for
example, schematic diagrams, archetypes, patterns, concepts, graphic

designs, mathematical notions, designs and arbitrary sigms.

Generally, drawing may be considered in three main areas which can be
categorised by the type of information which drawing can communicate,
a) Drawing by observation, memory or ipagination.
b) Drawing for design and the expression of forming three-dimensional
objects. '
' ¢) Drawing symbols and creating images in graphic design of
two-dimensional image and illusions.
Thus, by considering what information is being communicated, we may
begin to understand the purpose of drawing; a fundamental consideration
for any discipline and one which needs considerable development in

drawing education generally.

4) Contexts in which drawings may be used.
How we understand drawings depends greatly on how we use them.
The context in which we place a drawing, for example, a single work

or a printed work, is an important feature of the effect and use of e



the drawing. The 'private® and 'pubdlic' aspects of a draving are very
important considerations about the value of drawing and how it has been
used. The notion of context relates directly to the infommation being

communicated through a drawing.

5) Reactions to drawings.

An important way in which we might understand drawings is to consider

our conscious and unconscious reactions to them, This is essentially

how we perceive, through 'the eye', what the drawing is, as much as

how we might conceive what the drawing is communicating, through the mind.
Thus, what, is *reality' in drawing? Do we see a girl or a picture of

a girl, when looking at a drawing of a girl? We need to be aware of

how we look at drawings.

We need to be aware of what we see in drawings, especially if we need
to take action from the drawing, for example, to follow a direction or
to make something or to understand how something might work. Understanding
the 'form' and the 'meaning' of a drawing is an important concept for
us to consider when developing ways of criticising drawings made by
children, students, professionals and artists! past and present. Yet
a further aim is to explore the different contexts in which drawings
have been used, and are being used; for example, the drawings and
sketches made "before', 'during' and 'after' the designing and making
of a building, a vehicle or an item of clothing. It can be shown

that drawing has influenced man in many ways; for example, at the
beginning of the industrial revolution, it was instrumental in the
organisation of ideas, materials and divisions of labour in the

construction and development of complex technieal lnnovation.

6) Form and meaning in drawing,
OQur motivation to draw and our knowledge about drawing will usually
include conscious or unconscious notions about the form and meaning

of a drawing activity or the products of drawing. Awareness of the form



of & drawing can lead to an understanding of the meaning of an image or
activity. Consideration of the use of a drawing may, in turn, aid

or determine choices about the form the drawing may take.

Form is essential to meaning and awareness of our needs to draw places
drawing in a context. "Form is the possibility of structure.” 67
The notion of form generally relates to understanding and knowing how
to draw. When looking at drawings, if we are aware of the form of a
dravwing, we have a much better chance of knowing what is its meaning.
Our understanding of form relates to our recognition of the practical
consideration of the

shape

style

composition

choice of media

techniques

visual effect of the drawing
Drawing is usually ordered and structured by a chosen form and designed
to illicit particular reactions and responses in certaln contexts.
In describing the forms of drawing, metaphors for vision, ‘to see',
'examine' and *understand' are often used., Art describes art, because

art influences art.

The form of a drawing may be decided upon before or during its execution.
Generally, if an idea for a drawing exists, it can be treated in a vafiety
of ways. The simplest exanple of variation of form in drawing can be

seen in the uée of a motif in a pattern. Another structural consideration
for the form of a drawing is the use of an overail plan, vhich may not

be evident to the onlooker, but which structures the whole image.

The use of compositional devices, for example, the ‘golden section' is a
traditional formula. A more complex developmental form may also be
employed which may be unified by a theme, but drawn in the form of a

montage, for example a film poster. Unity and rhythm are key descriptions
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of the structural form of an image. The compositional unity of a drawing
contributes fundamentally to the power of ite image.

How a drawing may be used will depend on its effect and its structure
as much as the artist's understanding of the images he might ereate.

A poverful method of structuring the form of a drawing lies in the way
in which the final image is designed to arouse the imagination and
feelings of the onlooker as much as to remind him of the meanings of
symbols and signs. Formal compositional structures may be employed,
distorted or abandoned; they may serve as an image, Comparisons of
simile, metaphor and image are literary in origin, but visual forms
are also among the principle methods of arousing the imagination and
11liciting responses or reactions through drawing. We often allow
certain images to stand for other meanings than those which are directly

representational,

'Realism' and 'symbolism® in drawing involve calculated manipulation

of form, Hidden meaning in a drawing may be found on reflection of

the use of colours, shapes and characters in a plcture. How meanings

become assigned to drawn images and how anyth;ng can represent something

is a philosophical question at the root of how man understands the

_ vorld and his world in particular. Drawihg is but one tool in this spectrum.
This is why drawing is a unique and valuable human attribute because of

the power of images, symbols and the action taken from then.

The aiﬁ of categorising various themes in drawing is to build up a
relatively consistent structure, so that students and teachers can
effectively 'draw', 'understand' and 'read’ drawings. This structure
is important in how ideas and skills in drawing might be expressed in

teaching.”

Thus, is there something general about drawing that all children should
experience and can a "common core' experience be devised? This will

always be a paradoxical question for me, sinee in the interests of

\n
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providing worthwhile, coherent and general experiences, there are elements
of drawing which I would want all children to experience, for example,

{0 be given the question - how does drawing help us as people?

However, I would not want to say that there iz only one way to explore
drawing. Thus, an essential issue in the discussion of the structure

of drawing knowledge is the consideraﬁion of teacher styles, intuitions
and artistry when faced with particularly important issues about drawing.
Further, there are factors of human development generally which should

be considered in relationship to drawing skills.

Thus, working definitions of drawing are important to the clear expression
of teaching objectives. However, no absolute definition for drawing
exists or should exist in my view. Drawing knowledge should always be
open to new interpretations and developments as much as the enhancement

of the important experiences of the past knowledge about drawing.

V DRAWING KNOWLEDGE AND THE CURRICULUM

i} Epistemology and the drawing curriculum and theories about

school knowledge

Essentially, curriculum is a field in which decisions to act are
required, Epistemology is of fundamental importance since it 1is the
philosophy of knowledge and deals with theories of the methods or
grounds of knowledge. The processes and forms of knowledge and

understanding are complex.

Knowledge may be socially or culturally constructed as the soclology
of knowledge describes with two main theories:
1) ‘'reality’ is not universally perceived in the_same way.
2) within a given culture different members have differential
access to knowledge, which is related to their position in the

social structure.

But, the 'nature of knowing' is not entirely external to individuals e



and out of their control or comprehension. ".... man cannot only deal
with information before him, but go far beyond the information given

- with all that this implies both for swiftness of intellect and for
fallibility.” o8 Man's intellect enables him {0 see his world
empirically but also to construct theories and provide proofs from
which to develop and increase his own knowledge or human knowledge
generally. Drawing is a tool in the construction of theories and

experiences.

Whether or not there are 'eternal verities' separate from man will never
be knownx I believe that the laws of the universe are not absolute,

but that there is enough evidence of the power of our known knowledge
for us to live our lives without being crushed by uncertainty.

Examples of how sensitive and rational we may be in how we share and use
our knowledge may demonstrate that knowledge cannot be absolute, but

relative.

At the heart of the common~curriculum argument is the notiorn that

there should be a common cultural experience available to all

children regardless of social background. It is an important ideal for
schools to be concerned with the question of equality of access to
worthwhile knowledge and experience in the interests of falr play and
democracy. Paradoxically, not all teachers will be able to achieve this.
The very fact that we all see things differently is the corner-stone

of the aévelopment of all knowledge.

As with the principle of natural selection in theories about evolution,
the variety of interpretations of knowledge, and the different values
held for knowledge, is a strength and not a weakness. Variety is as

important as unity in all forms of knowledge. -

In thinking about the subject-matter of drawing in the curriculum,

I have chosen three btroad typologies for knowledge. This is intended

to be practical rather than philosophically sophist. I feel that

\n
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uncertainty should feature in discussion about imowledge, essentially
because it is not possible to be absoclutely exact about 'what drawing

knowledge is'. However, too much uncertainty leads to inaction.

Three kinds of knowledge and understanding which relate to drawing
as experience and drawing as experiment are as follows,

a) know-how - skills, techniques, trained capacities to perform
in practical situations where pupils' expressive capacities
are relevant and useful, for example, skills of language,
numeracy, bodily movement, drawing techniques, social
‘intercourse, research and inquiry/discovery skills.

b) Propositional knowledge - knowing about, knowing that such
and such is the case, knowing why, knowing what - various
kinds of conceptual knowledge, knowledge of theories, ideas,
facts eté., as in the academic disciplines, such as art
and hiétory, and in the common-sense or 'general' knowledge
of everyday life.

¢) Dispositional and tacit knowledge - knowledge in the form
of a capacity or power to act in specific situations.
Disposition include values, like truthfulness, and intellectual
powers, llke intelligence; true knowledge occurs where we have
only one part of which 1s conscious and expressed in words or
drawings; examples are to be found in religion and the arts,

Drawing knowledge may seem to be a collection of human skills associated
with using various media to produce various marks which nay create
various pictures, images or diagrams. The search for what drawing is
may appear to become the art of producing logically ordered lists and
categories for types of drawing, uses for drawing, ways of forming

drawings and so on.

This is disconcerting because the possibilities for different types
of drawing activities is infinite. It is the very fact that no-one can

29



say for certain what drawing is that makes drawing so fascinating and
timeless, We will always puzzle over why cave drawings were made,
Drawing will always be a *rich' human experience for all children of

all ages,

In *Children's Growth through Creative Experience', a Schools® Council
Publication, I agree with their general statement:
"eeeee education through art and the crafis takeé its natural place,
not as an ancillary but as a mode of learning and understanding.
It is no longer out on the periphery of education, but has moved
near, to the centre,” 69
Drawing is a mode of learning. An essential issue for children to be
‘educated in drawing', in my view, is that each child should be given
opportunities to 'think’ in terms of drawing. Children should use
drawing not merely to receive instruction in it. They should experience
the many forms of drawing that people have tried, and hopefully obtain
the intellectual and emotional rewards of new possibilities, outcomes

and experiments in drawing.

The eséential problem of defining an area of_knowledge is that any
statement or theory assigned to it may in the end 1limit the development
of the knowledge and restrict its effective use for all people. Drawing
knowledge and production should be organised in a variety of contexts
and we should avoid advocating one form of action to the exclusion of
all others.
"Wherever we begin our étruggle to change reality, we must be
be prepared to enter any other contéxt and link up with any other
struggle which might help radical experiments in education to
become more than isolated and short-lived ventures.” /O
Thus, there is no need for an absolute definition of what drawing

knowledge is, but what is of paramount importance is 'how drawing

knowledge is regarded in schools’.



What is required, when considering most foms of knowledge, is a dialectic
between 'consclousness’ and 'reality’, which can deal with the complex
interplay between thought and action, and between belief and that which
can be objectively demonstrated to be true. In general, men partly

make their own knowledge, although it is often made without their
understanding of it. Also, societies create individual soccial personalities,
but individuals too can alter the structure of society. The processes

of change are an enormously complicated interaction between the wills of
men and groups of men, and the structures of social relations in which
they are born, mature, work, procreate and die. Knowledge about drawing
is relative to social and cultural influences, since thoughts and actions

are socially located.

An essential educational problem is to clarify °'what it is to know',
since "every educational situation implies an act of knowing" 7
The concept of 'banking education' regards "men as adaptadble, manageable

72 and it is this notion of 'storing® or 'depositing'

beings",
knowledge in students which denies the students the opportunity to

develop a critical consciousness, ".,. the more completely they accept

the passive role imposed on them, the more they tend simply to adapt to

the world as it is and to the fragmented view of reality deposited in them." 72

Draving as experience at the exclusion of drawing as experiment.

Traditionally, knowledge is portrayed in schools as an external body
of information, not produced by human beings at all, but somehow
independent of them. 1Its tentative changing character is underplayed;
its social origins are often ignored, Knowledge in fact, can become '

Ydehumanised®,

This dehumanisation extends to include the production of knowledge.
Children and teachers can be seen as unable to produce knowledge, and
only capable of receiving it. Pupils can be seen as empty vessels into

which knowledge is to be poured by the teachers. Education then becomes
o1



& series of narrated experlenced by teachers.

Any act of drawing will always be unique. Drawing represents a clear
opportunity for children to produce their own knowledge. The atmosphere
in which they work can be an inhibiting influence if the development

of their work is not seen as a true attempt for children to freely

express their thoughts and feelings.

Drawing is always firsthand experience. As a particular human mode of
expression, it is an ideal medium for pupils and teachers to begin a

dialegue with the. world they all live in.

1Y

1i) Drawing as part of School Kpowledge

Once questions are asked about how 'relevant' or ‘up-to-date' an area
of knowledge is, it appears that curriculum study has done its job.
Good evaluation of *how effective a curriculum is' generally seeks to
illuminate issues.rather than to confirm or deny fashions in thinking
or the status quo. Knowledge may be qualified and conditioned by other
considerations than relevance and being ‘up-to-date'; and what is

relevance anyvway?

If knowledge is uncertain, changing and in a ;taie of flux, how can
teachers organise their 'subject-matter* for teaching? What part do
speculation, reverie, imagination and free association of ideas play in
preparing the mind for knowledge? These questions are central to a full
understanding of the value of drawing knowledge. These are our ends-in-

view rather than a means to an end for drawing knowledge in a curriculum.

Skilbeck points out that "students are seldom challenged to reflect on
the question 'what is this subject, or what is the knowledge status,
value and utility of this subject-matter about which I am expected to

w 7H
have knowledge and with which I am expexted to perform various tasks?' 7

€2




Effective drawing can only manifest itself through genuine experimemts
with experiences of all kinds. Drawing is now being seen as a subject
which should be taught with an understanding of the context in which it

is used and thought about.

Is self-knowledge the same in kind as knowledge of external reality?

Is all knowledge socially and culturaliy located, determined and relative
to the interests and preferences of particular social groups? Drawing
knowledge is an area of knowledge which can contribute to the answer to
these questions because its very existence depends upon awareness of

these issues.

An analysis of contemporary drawing curricula would need to consider
the following issues: |
A) The external factors which'may influence a school curricula,
containing 'drawing' in all its forms.
a) cultural and social changes and expectations, including parental
expectations,
employer requirements,
community assumptions and values,
the changing nature of reiationships between adults and children,
ideology and the various values associated with drawing knowledge.

b) educational system requirements and challenges (policy statements,
examinations, l.e.a. expectations, demands or pressures,
curriculum projects and educational research).

E) the changing nature of the subject-matter to be taught, with
special regard to how this information may be made avallable to
schools.

d) the contribution of teacher-support systems, (training, research,
in-service).

e) flow of resources into the school.

B) The internal factors which may influence a school curriculum containing

drawing in all its forms. 63




a) the pupils (aptitudes, abilities.... defined educational needs).

b) the teacher (values, attitudes, skills, knowledge, experience,
strengths and weaknesses, roles).

¢) the school ethos and political structure (common assumptions and
expectations, traditions, authority, power distritution, methods
of achieving conformity to norms and dealing with deviance).

d) the material resources (plant, equibment and potential for
enhancing these).

e) perceived and felt problems and shortcomings in the existing
curriculunm.

From the aﬁalysis of drawing within certain curricula, the study may

then lead into considered action for curriculum development of drawing

knowledge. This may consider:

C) Statements of what children may learn about drawing (goals - preferences,
values and judgements about the direction in which the activity of
learning about drawing might go).

D) Implementing a particular course or scheme
a) The design of teacher and student learning activities, content,

structure, method, scope, sequence,
b) Building resources for learning.
c¢) Design of institutional setting. ’
d} Personal deployment and role definition.
e) Timetable,

E) Interpretation of the particular drawing curriculum
a) Build in possibilities for change and review.

t) Eclectic evaluation.

F) Assessment of student achievement

a) assessment and reconstruction possitilities.

This structure has been adapted from M, Skilbeck's proposal for "the curriculum
.development process" & and represents a succinct and practical set of
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considerations for the structuring of the teaching of drawing in

secondary schools.

If men are to be free to be creative ard rich in the things that matter,

they must rid themselves of the professional pedagogue, according to

Illich. "Schools are alienating in that they reduce personal experience

and the quest for meaning to the pursuit of commodities - grades,
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examination passes and so on .... children themselves become commodities."

This extreme criticism of how knowledge is handled by teachers has
elements of truth, and significance for drawing education. For children
to understind the full creative power of drawing, they will need freedom
to experiment with their own knowledge of drawing. However, without an
underlying structure for drawing experiences, little can be achieved,

This will be especially important with regard to how foundations for
advanced forms of learning may be established. The solutlon, in my

view, is a continual dialogue between pupil and teacher about the issues
of drawing education; without this approach, teaching is sterile. Ideally,
both the teacher and the pupil should seek knowledge, rather than one

give and the other receive.

"Education cannot be neutral.... its role;.. will always be in the
service either of the 'domestication® of men or their literation.” 77
(Freire) Education is, to a great extent, inseparable from *power',
since both the distribution of education in a soclety and curricula
content may be explained by the power structure of society, and;
particularly, the interests of dominant groups and professional
institutions, Despite teachers thinking and behaving within the
tradition of the liberal ideology of educator'’s neutrality, teachers
are not neutral in their activities, because it is not education which
shapes society, but society which shapes education, according to the

interests of those who have power in society. Teachers® choices of

actions, and knowledge, are essentially ideological in origin, and thus

b
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a political choice, whether they comply with the social order or aim to

change it.

I have faith in the povwer of education and its use of schools, because

it holds out the possibility of individual freedom. ILiberation is the
action and reflection of men upon the world in order to transform it and
is a useful philosophical principle for drawing knowledge. It is increas-
ingly important that the political character of education is made more
explicit, and for a change of responsibilities to define education from
colleges and authorities to scﬁools and communities, The structure of
drawing khowledge, derived from the most influential thinking about
drawing, is of fundamental importance to the formation of a curriculum

into which drawing is placed.
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CHAPTER THREE

THE SELECTION OF

DRAWING KNOWLEDGE
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I THE SELECTION OF KNOWLEDGE

i) The sociological study of education

"How a society selects, classifies, distributes, transmits and
evaluates the educatlional knowledge it considers to be public,
reflects poth the distribution of power and the principles of

social control." 7
Educational knowledge is a major regulator of the structure of experience,
From this point of view, one can ask 'How are forms of experience,

identity and relation evoked, maintained and changed by the fommal

transmission of educational knowledge and sensitivities?'

Schooling is the way in which experience is given a distinctive form.
Drawing is generally part of this experience and how it is given a
distinctive form for a particular school 1s central to an understanding

of the selection of drawing knowledge for various curricula.

Questions about the social principles which regulate
'what counts as-valid drawing knowledge',
*what counts as valid transmission of drawing knowledge' and
*what counts as valid realisation of_this knowledge by the taught'
are of paramount importance in curriculum development involving drawing.
"What then is involved in the acquisition of knowledge? Certainly
it involves learning many different concepts, using these in a
growing awareness of facts, truths and forms of many kinds, mastering
many logical operations and principles, applying the criteria of
different types of Judgement, and so on." 79
The selection of knowledge generally is influenced by the degree of control
with which various 'dominant groups' in socliety manipulate events in
education, and also by the deeply rooted effects of culture through

the process of hegemony. The extent to vhich contemporary school curricula

represent 'conscious or unconscious' cultural choices- which accord with
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the values and beliefs of 'dominant groups® is central to our
understanding of how knowledge is selected in, and for schools. Educators
are members of the 'dominant groups' although not in ways as influential
as they appear to be, or would like to be.

Sociological study of contemporary curricula generally aims to identify
assumptions about the curriculum, essentially by analysing what values

are embodied in the curriculum and how they are presented. The nature,
ethos and evolution of the curriculum has profound cultural significance,
essentially because what educators do is influenced by the systems of values,
beliefs, customs, norms, institutions, meanings which characterise

social living. The study of the curriculum is essentially telelogical and
most practically pursued by reference to the ideologles which shape the
selection of 'school knowledge', as much as in the analysis of the
instrumental motives for curricula action or tradition. Thus, it may

be shown that schéols serve an economic function and an ideological role

in society.

A useful interpretive ideology derives from the Marxist notion which aims
theoretically to account for the origin and growth of belief systems

held by social groups, particularly in relation to their social and
economic situations. This thinking has influenced the *sociology of
knowledge' which sees knowledge as relative to particular social and
historical situation, and that it reflects the interests and preferences
of particular social groups, rather than meeting any absolute criteria
or universality for knowledge. BRut more importantly, these systems of
beliefs can be seen to glve '"a distorted picture of the real world in the

interests of......dominant social groupings.'

The sociology of knowledge meeks to unmask the taken-for-granted views

which groups or individuals may hold about curricula content by using
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the notion that 'reality' is not perceived in the same way by different
people or groups, and that within a given culture different members have
differential access. to knowledge, which is related to their position in

the social structure.

Friere's dialectic investigating the differences between thought and

reality, between belief and universal truth, realises that there is a

complex interplay between how men perceive the world and man's perceptions

vhich may reflect a world which appears to exist irdependently of human

_ideas. EKe concludes that education is not neutral but inseparable from

the power 'structures in society, and idealises that "the emphasis should bte

upon liberating pupils from existing definitions of reality so that
they can realise themselves as sutjects whe have the pover to consiruct
n

realities rather than accepting passively the one imposed upon them....

Drawing knowledge may be very powerful in this respect.

In complete contrast, Eoyson aims to prescribe reality for pupils and
teachers with "basic specific curricula". 81 He demands value for
money for rate payers "and compulsory education is a farce and morally
indefensible unless all schools cover the same basic syllatus as
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preparation for society.”

R. Williams sees the influence of culture and society on how education
is organised in his argument that "what is thought of as 'an education'
being, in fact, a particular selection, a particular set of emphasis
and omissions”. 83 The process is thus a form of indoctrination;

"

«+.. an active shaping to particular social ends", 84 based on slowly

changing 'class standards'. Education dealt with producing gentlemen,

80

professional men, tradesmen , and more recently, technicians and consumers.

However, Williams is trying to establish: vhat a member of an educated

arnd pvarticipating democracy needs.
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ii) The social and cultural location of drawing knowledge
Truth and objectivity are human products. Knowledge is a 'social construct'

whereby criteria of "truth® are entirely relative to the social context
in which they are believed to be true. Knowledge is not soclially
'‘determined' but socially and historically situated and constructed.

The value of the 'sociology of knowledge' is that it can be used to
demystify and unveil certain presuppositions about why particular aspects

of knowledge are included in the curriculum,

Young is interested in curriculum reform, especially when he argues

"for making more explicit the political character of education......” 85
Young's socioclogical perspective endeavours to transform the notion that
what exists is the only possibility; he aims to enhance this position

by suspending 'taken-for-granted' views about knowledge and common-sense.
He assumes that 'powerful' individuals and groups in soclety will
attempt to define'and prescribe what counts for knowledge and questions
how accessible knowledge wlll be to certain people and how the knowledge

is structured, arranged and communicated.

A) The different social values for drawing knowledge

The *sociology of education® can be used to r;veal the criteria for
'different social values' attached to.wﬁy some kinds of lnowledge

are considered more worthwhile or important than others. For example!
'science can be seen to be given different social value and importance
form *technology'. That is, there are plenty of examination courses
leading to high levels of study in the established sciences of physics,
chemistry and blology, whereas technology is confused with c¢raft subjects
and aspects of the applied sciences, for instance englineering. A similar
case can be qade for drawing knowledge in relation to many ‘academic
subjects', Drawing is rarely seen as a subject discipline in its own
right in a secondary school curriculun which is further evidence for its

low status generally. Drawing is so oftern assumed to be of general use
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in education tut rarely taught in a structured form. Drawing is taught
in Art but essentially for the purposes of Art and not for an understanding
of drawing itself. Technical dravwing uses drawing but rarely engages
children in the purpose of drawing, despite affirmations to the contrary.
Many other subjects instruct children in various styles and formats for
diagramatic representation of facts, Science subjects traditionally
employ this use of drawing. Design education is an area of growth for
drawing since it is increasingly seen as a tool for three-dimensional
design as well as for various courses in Graphic Design and Graphic
Communication, The development of common core drawing courses for
design eddéation and general education is a field that needs encouraging
so that drawing can be an effective area of knowledge at school level,
Thus Young considers that "once the meanings associated with'areas of
knowledge® are seen as socially determined" 86, then sociological enquiry
into the intellectual content of what counts as a subject or knowledge
becomes possible. Universities and further education institutions

would be key areas of study of thg socially determined survival of many
changing areas of the curriculum, Thelr interest would enhance a more
effective evaluation of drawing knowledge as well as design education

and other curricula areas involving the integration of different forms

of knowledge.

The commercial interest in graphic design as well as the increasing
significance of computer graphics in many fields, for example, molecular
biology, architectural design, space research and film animation industries,
add enormous weight to the value of drawn images as a powerful tool in
communication generally. 'Real time interaction computer graphics®

may represent a highly technical and complex use of drawing. These devices
are reinforcing the value of drawing in many fields both socially and

technically. The essential task in secondary education is to translate




this value for children so that they can see the effectiveness of drawing,
and understand its potential. ‘Seeing is believing'; drawing offers us

a éhance to explore our realities, techniecally, commercially and
artistically. Further education institutions are developing some courses

to meet these demands and gradually schools are following suit,

Computer graphics offer rapid changes in drawn images; they *legitimize’
the power of drawing because computers are highly prized machines. If
computers enhance the value of drawing so mﬁch the better; pragmation

has its place in the development of knowledge. However, drawing knowledge
itself is\of a higher value than any medium through which it is expressed,

whether this be a pencil or a computer.

B) The stratification of drawing knowledge

Another major question arising from Young's thinking is "how can we relate
the extent to which knowledge is stratified in different societies,....

to characteristics of the social structures?" 87 That is, why are
particular forms of knowledge regarded as suitable for different students?
Why has drawing traditionaliy been assumed to be useful for the 'less able
children academically'? in general, why is it assumed to be right

for some students to study highly specialised and narrow fields of -

knowledge and others given more general and unspecialised curricula?

Ironically there are many aspects of comprehensive schooling which

maintain this form of discrimination. Acceptance of drawing education

for all children, as part of a common core for the first three years

of secondary school would require a considerable change in curriculum
styles for many schools. Faculty systems, which encourage the

integration of many forms of knowledge, are becoming increasingly important
structures within schools. They enable more children to experience most

of the major areas of knowledge without over-emphasising the relatlon
between individual abilities and the intellectual requirements of certain

highly prized areas of knowledge. But the effectiveness of any school
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syastem is initially dependent on the attitudes and values of the

teachers; and stratifications of knowledge stems from such values,

The Hirstain notions of forms and fields of knowledge also reinforce
the credibility of what has been called 'classical humanism® by reasserting
the educational value of the fundamental intellectual virtues and the

meaning of the age 0ld objective of cultivating rationality.

An exanple of this is found in the conception of education which
encourages the importance of ‘cognitive development'. This has tended
to dominate and underpin a great deal of the thinking gﬁich has structured
secondary ;chool curricula, and has placed knowledge to a great extent
outside the learmer. Design education has had a relatively low status
compared to mathematics, sciences and languages. Drawing as part of

Art and Design has rarely had the status of a traditional subject.
Drawing has traditionally been taught in many contexts. 1t was an
aspect of the refinement of Victorian ladies; it has always been a
traditional feature of early childhood. It has so often been used to
fill in the last ten minutes of many subjects, for example an English
lesson, with the notion of 'draw a picture of what happened in a story'
This usually shows little regard for how the drawing may be used,
especially when it has been executed on lined parer. Most sclence work
books include the copying of other people's diagrams; *A' level sciences
demand diagrames as part of examination answers. Art education itself is
often based on 'derivative' art work, whereby children are asked to

ape commercial art techniques. As previously noted, drawing is seen as
something people do without the benefits of a structured course or

discussion of its value and power to 'communicate information'.

Drawing knowledge is a rich area for the study of how certain knowledge
is valued. Teachers generally have unwitiingly under-valued drawings
people generally seem afraid to draw because of their unjustified fear

of being exposed as someone who cannot produce a drawing. Drawing exposes
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People in the same way that language does, but without the security of
dictionaries and grammatical rules, despite the wealth of popular

books on how to draw.

The use of Bernstein's abstract dimensions of the social organisation
of knowledge in curricula, the 'integrated® and "collection' paradymatic
types of curriculum, shows "the expansion of knowledge and the access

to it is parallelled by its increasing differentiation” 88

which arises
vwhen "some groups.......legitimise their knowledge as superior or of
high value", 89 Comparison of public and state school systems would
provide eyi&ence for this point, as does the relationship of art and
craft subjects to the academic subjects of mathematics, science and

languages in many present secondary school curricula.

Bernstein states that "as we move from 'collection' to 'integration'
the moral basis of our educational choices will become explicit and we

v 90 Design education is

must expect considerable conflict of values.,'
developing which, in turn, should mean a fuller and wider use of drawing,
Drawing should now be taught in a much broader context as a tool for

experience and experiment in all forms of Inowledge.

Young states that through the necessary use of historical and cross-
cultural societal study, emerges the "idea of the stratifications of
knowledge, that we can suggest relations between the patterns of
dominant values and the distribution of rewards and power,.and the

1.
7 He speculates the notion why certain

organisation of knowledge."
areas of knowledge are lebelled, related and assigned to particular
groups, for example, the 'classics' for academically bright children

or 'concrete operations' for working class children. Drawing is often
seen in this latter category. Particular trends in educational thinking,
for example, 'equality of opportunity', have been focussed upon in
recent debates, which, in turn, are characterised in curriculum changes.

The change in the status of drawing knowledge needs our full attention. e




Some of the new 16+ examinations intend to place the traditional areas
of art and craft education within the troad context of design. Drawing
will thus be seen in this context for most of the occasions when it
will be formally taught. Traditional Technical Drawing may well be
phased out, except where it is relevant in Design, essentially because
its 'educational content' is minimal, The consequences of change in
the formgl of secondary school examinations will in tum affect the
common core teaching of the first three years in secondary school
Design Education. These changes will increase the value of drawing in
education. Supporting this view can be seen in the increased number of
teacher inlservice education courses which look not simply at basic
drawing skills but drawing as part of a common core education (Leicestershire).
Change in education sometimes occurs as a result of shifting values and
altered social realities on a broad front. Lawton notes particular
changes in attitudes towards education of the major educational reports
and acts (Hadow, 1944 Act, through to Newsom and contemporary views)
from 'elitist' to 'meritocratic' and now 'egalitarianism' and *social
relevance' generalisation of values. Thus social attitudes and values

affect educational thinking as much as political changes.

Social reproduction may occur through the school curricula by the
‘stratification of knowledge', since the resultant curricula will
constitute values and assumptions chosen and imposed through the
dominant culture of the powerful groups in society, and which is seen
as one of the major means of legitimisation of the social order.

This is the political nature of education, whereby the major role of
schooling is the transmission of knowledge as it relates to the social

organisation of work processes.

The major change in the importance of drawing knowledge in general

education has increased due ic a much greater value being placed on

drawing skills in many areas of work.
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"And yet the role and function of drawing is still a topic of debate,
and many of Britain's top industrial designers disagree on the subiect.
It is too simple to say that those who value drawing skille are

those who can draw and that those who don't can't. Britain's top
designers do, in fact, draw very well, But some believe that it

is possidble to be a good industrial designer without drawing skills,
arguing that designers who are weak in this area move to block
models as soon as possible, Still, most agree that weak drawing
skills can be a definite 1liability when it comes to selling ideas

to clients. And that, of course, is the crunch, for at the end

of the day a design is only worth the value placed on it by the
client, and his first impressions are usually based on what he sees

in presentation drawings." 9%

Professional individuals and institutions use their autherity, control

of resources and frofessional language to establish and maintain influence
and control over the layman, in their attempts to preserve their prestige
and a status quo in a hierarchical social system. The use of computers
provides a language and prestige for designers using drawing to create
images and graphic displays. In this same general sense the teacher

is also consciously and unconsciously exercising control over the

learner. Drawing can appear to be something that is only pursued at
schocl and that one cannot draw properly unless taught to draw or

having attained passes at particular examinations. Essentially most
drawing is learnt rather than derived from any innate human characteristics,

but it can be experienced outside educational institutions.

LY

Any changes in the accepted relations of knowledge areas and the offical
view of them will be regarded as a threat and a challenge, especially
when the boundaries of a subject become problematic, for example, what

is drawing in an integrated scheme of work? How will problematic areas

of knowledge fit into traditional curricula?

If the teacher does not control the working definition of his subject -



specialism, the pupil teacher relationship may become more problematic.

C) The social organisation and control of drawing knowledge

The implications of Young's study is that certain academic studies in
Britain involve assumptions that some kinds of knowledge are more
worthwhile than others; that teachers are socialised into agreeing with
these assumptions, especially since career chances for both pupils and
teachers are made better through the high status of particular areas of
the curriculum, The career opportunities of Technical Drawing teachers,
or, today, Graphic Design teachers, are far more problematic compared
to that of, Sclence teachers, unless they can demnonstrate the value of

their subject-matter within "Desizn Education‘.

Rewards are given to both pupils and teachers for abstract, highly
literate, individuallstic and esoteric knowledge, an old example being
Latin. The mounting rewards in graphic design commercially may change
teachers' views of the potential career opportunities afforded by skills
in drawing and designing. The non—aéademic curriculum is seen as
involved in concrete knowledge, orally presented, involving group
activities and a worldly emphasis. Drawing ig generally seen in this

view, and is ironically most effectively taught in this manner.

Young sees this position not due to the knowledge being valued in its
own right, but because the criteria represented "accord with the values

Q
3 A school in which

of the dominant groups at a particular time".
I have recently taught, offered third year children six periods of
compulsory sciences for a year, but only three periods of a chosen design
subject, one of which could have been drawing, for a half year. This
demonstrates the inequality of one subject against another, but a clear
choice of the senior staff in control of the basic timetable and
therefore the structure of the curriculum because they publically valued

sciences higher than Design. There are many factors influencing the

"subjects in a timetable. I see Sclence as equal to Design, however
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University entrance favours sciences to design and hence there is inequality
at school level, For example Engineering courses require Hathématics

and Sciences but rarely Design or associated Drawing courses as a
requirement of entry. If the values of the dominant groups were changed

it would require a new labelling of what counts for success or failure

"and thus also a parallel redistribution of rewards in terms of wealth,

prestige and power”.

An essential criticism of a completely relativist position towards
knowledge is that there is always a need for us to distinguish between
the *validity of human thought' and the 'origins of thought'; this may
characterise the differences between soclologists and philosophers,
involved in epistemological theories and problems. As Apple points

out "objective institutions and structures.... 'out there'...... can
control our lives and our very perceptions... it is to the nature of such
processes that atiention might fruitfully be tﬁrned". 95 We need to be
avware of why knowledge is structured and selected in education in the

way that it is.

Thus, since the distribution of power tends to follow the distribution
of wealth and property, and that the culture of dominant groups tends
to produce the dominant culture, the choice of knowledge within the

curriculum represents a major source of social control,

The cultural apparatus as a whole is established and used by dominant
institutional orders. A dominant group is, therefore, any institution
which shapes reality. This may occur as a result of physical constraints
and the logistics of presenting an educational progrémme and can be seen
as the instrumental form which characterises the reality of the
curriculum. Examinations, marking schemes and assessment procedures act
as constraints on alternatives, but do legitimise and sustain definitions
of school knowledge. Competency includes a concept of appropriate

attitudes to work and a submission to most of the rules of the established
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order. Ultimately, the curficulum can be seen as the medium rather than
the message, and the content of the curriculum is hidden in a political

spectrum of cultural conflict dominated by the interests of the powerful. -

The autonomy of headteachers and their hold on the school curriculum;
the ethicologlical arguments which produce courses in higher education
institutions; the bureaucrats and professionals who assign resources

to educational establishments; the controllers and producers who operate
various mass media agencies and 'edit®' information for general
consumption; the economically powerful companies which advertlse and
shape varipus fashions and trends in the consumption of both essential
and non-essential goods; and the owners of wealth and the means of

economic production, represent examples of dominance.

A strong influence may also be seen in how the intellect, 'the mind'

and ideals relateé to abstract speculation have shaped criteria for
establishing the content of curricula; the search for ‘eternal verities’'.
Another example of how dominance occurs can be seen in how a 'cultured
class' possesses and values fine arts and objects produced by and through
contemporary technical innovations. 'Art for_art's sake, money for

god's sake' is a mixed contemporary idea which sums up a powerful cultural
influence on art. It is often valued morﬁ as investment than for itself.
Access to formal culture comes from identifying worthwhile knowledge
affirmed by that culture, for example, classical music rather than

popular music; appreciation of.renaissance art as being full of virtue

and 1life, where modern art may be seen as being a confidence trick.
Similarly, the difference between realistlc drawing and expressive or abstract
drawing also marks particular affirmation prescribed by the culture of
dominant groups. These notions are extremely general but such
generalisations tend to permeate people's common knowledge of various

arts. A Leonardo drawing or cartoon is highly prized, whereas a

Victorian engineer's drawing would have less value.
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Thus conflict over the form of educationsl provision and the content of the
curriculum does reflect the diversity of ideologies which have arisen,
either through historical traditions or structural constraints

associated with resources, but more importantly, as a result of social
controls exerted consciously, and unconsciously, by dominant groups.

This control is essentially 'one dimensional' and determined by those

who have the means to realise their interests and maintain their 'distorted
view of reality' by not making clear their objectives or actively
understanding how, and why, they themselves are influenced. Man generally

does not take an epistemological attitude to his influences and experiences.

|}

However, educational success is highly correlated with family backgrounds
and family influence, though constrained by the general, social and
cultural environment.
"Pacification of existence means the development of man's struggle
with man andlwith nature, under conditions where competing needs,
desires, and aspirations are no longer organised by vested interests
in domination and scarcity...d‘igé
I1 THE SELECTION OF DRAWING KNOWLEDGE FOR SECONDARY SCHOOL CURRICULA
The study of how drawing knowledge has been selected for secondary
school curricula is a particular example within the spectrum of how
knowledge is selected in, and for, schools. The fact that, in general,
the way in which social interests influence schooling has been obscured
is a central issue today. Teachers need to develop an understanding of
the differences between 'knowledge', 'ways of teaching' and "methods of

assessing the effect of their teaching on children'.

This will necessitate a much wider understanding of the political and
cultural forces at work in schooling. It seems likely to me that

"the values of our education have lost substance and honour by avoiding

conflict".: 97
M



There is always a need to reveal assumptions and beliefs in education
because these issues refer to the nature of education itself. Knowledge
is essentially a "social construct' as well as a 'human construct®,
in my view,
"The pragmatist or instrumentalist theory of knowledge..... is a
view which believes that knowing is essentially a practical activity,
that one knows in doing..... Whereas a 'realistic' theory of
knowledge...., presupposes a metaphysical assumption, that the world
has a definite fixed structure already there to be known." 98
These are opposing views according to Reid., These differences characterise
the difficulty of placing most forms of knowledge in context, within a
curriculum, This problem further enhances the notion of knowledge being
separate from people but, paradoxically, influenced by people‘s wvalues,
as much as generated by individuals.
"The disciplines of learning represent not only codified knowledge
but ways of thought, habit of mind, implicit assumptions, short
cuts and styles of humour that never achieve explicit statement....
deadening and banalisation are also characteristics of knowledge
once it becomes ocodified.® 92 )
Thus, I agree with Durkeim that "education is an eminently social
thing in its origins as in its functions..and that, therefore, pedagogy
depends on socioclogy more closely than on any other Science". 100
Since drawing comes from man it too is dependent on society and culture
for its force and vitality, as well as its generalised forms.
"Attempts to change or modify educational codes will meet with
resistance at a number of different levels, irrespective of the
intrinsic educational merit of a particular code.” 101
For Bernstein, formal educational knowledge is considered to be realised
through three message systems;
*Curriculum’,
'Pedagogy’ and

a2
*Svaluation'



as noted in Chapter One. An education knowledge code refers to the
underlying principles which shape the three systmes. The form this
code takes also depends upon social principles which rezulate

'eclassification and framing' of knowledge made public in educational

institutions. Knowledge and beliefs are given a particular fors.

Bernstein sees a contemporary trend towards tintegration', rather than
‘classification® in the changes of educational codes., This change would,
in my view, enhance drawing education and aid its development. There is
a great deal of empirical evidence far the follswins commenis by
Pernsteiniabout education generally which have been modified for drawing
education:

1) "The growing differentiation of knowledge‘at higher levels of

thought, together with the integration of previoudly discrete areas,

may set up requirements for a form of socialisation appropriate to

10

these changes in the structure of knowledge." 2 The whole nature

of drawing education is in a state of flux today.
2) "Changes in the division of labour are creating a different

103 and many new and traditional uses for drawing

concept of skiil®
are being developed.
3) "The less rigid social structure of the integrated code makes it

a potential code for egalitarian education.” 104

From this, people
are learning how areas of knowledge relate and therefore, a field

like drawing may be used in many contexts.

4) "..... there is the problem of making sense of the differentiated,

weakly co-ordinated and changing symbolic systems......." 105 This
means that knowledge is relative .and not absolute and that there is

greater freedom for us to use the drawing knowledge we have.

In the broad spectrum of education, drawing knowledge should be seen as
knowledge within the grasp of most people, for their use ard in a huhan

context, Drawing knowledge should not be taught as inert knowledge,

despite the fact that very often many drawings need 1little justificatiorn.
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The study of empirical evidence for the way in which 'social and cultural®
controls and influences are exerted on the selection of drawing

knowledge in secondary schools represents a major objective in
understanding how drawing knowledge is structured. Bermstein's

categories would be particularly useful in this respect, when applied

to drawing knowledge. (See reference 29.)

Curriculum: Drawing knowledge and various curricula i.e. 'what counts

as valid drawing knowledge?'

Pedagogy: The views and values teachers hold for drawing kmowledge,

,drawing experience and drawing criticism. i.e. *what counts
as valid transmission of drawing knowledge?'

Evaluation: The way in which drawing experience is given a distinctive
form, The effect of schooling.... i.e. 'what counts as
valid realisation of drawing knowledge on the part of the
taughf?'

The selection of drawing knowledge and the forms of curriculum devised

for the formal teaching of drawing for the first three years of secondary

schooling, with special reference to notions about 'common core courses®

would represent the essence of a further less'theoretical study.

This study has essentially been a discussion of the philosophical issues
involving the selection and structure of drawing knowledge, with

respect to certain elements of curriculum development.

How a curriculum may be formed is not always dependent on the *intrinsic
logic of a field of knowledge'. The forms of transmitting knowledge,
the judgements made about the value of learning about drawing, and the
value judgements made in the selection of drawing knowledge, are all

*social facts® which influence how and why various curricula are formed.

How drawing knowledge is selected for various drawing curricula can be

revealed through discussion with teachers bty examples of what Bernstein

calls 'Classification', which encompasses and demonstrates the following

2




issues;

a) The nature of the differentiation between contents of a curriculum

«+es..¥hen, where, what, how and why drawing is taught, in relation

to the other contents of a curriculunm.

b) How a school;

1)
2)
3)
)

5)
¢) How

selects drawing knowledge
classifies drawing knowledge
distributes drawing knowledge

transmits drawing knowledge

sonsidere o he mublic.

evaluates the drawing knowledge i

1]
a school structures drawing experiencess=-

the forms of experience, identity and relation evoked, maintained

and changed by curriculum planning, teaching and evaluation

procedures.



CHAPTER FOUR

A STRUCTURE FOR

DRAWING KNOWLEDGE
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I MY STRUCTURE FOR DRAWING KNOWLEDGE
As with a definition of drawing, a similar problem is encountered with
forming a structure for the teaching of drawing. The following
structure is the basis for my teaching and is offered for criticisnm
and analysis.
"The first object of any act of learning over and beyond the
Pleasure it may give, is that it should serve us in the future." 106
My structure for drawing knowledge relates directly to my ideals and
practical considerations for drawing in the secondary school curriculum,

This curricuium aims iu delsrmine and revezl for children. the underlying

principles 'that give structure and meaning to drawing knowledge.

However, "if the consciousness of the teacher is to e in the minds
of the students, then first of all the consciousness of the students

must be in the miﬁd of the teacher". 107

This seems to me to be a vitally important notion underlying how a
teacher selects and structures knowledge for children., The topics and
skills that may be taught, as a fundamental structure need to be
continually sought and reviewed. The function of experience and
experiment with the major topics and skills of drawing is that they

are most likely to give the student a sense of intelligent mastery

over the material. As noted in Chapter one, this approach is intended
to reveal the 'thinking which is the field'. "Grasping the structure
of a subject is understanding it in a way that permits many other
things to be related to it meaningfully. To learn structure is to learn

how things are related". 108

A rich source of ideas can be found by noting the methods adopted by
successful teachers and curriculum development as much as through a
critical appraisal of the practices of professionals and academics

in the fields of contemporary drawing. an



Drawing education ié essentlally about the opening up of new realms
of feeling, especially to ald personal growth.
" he radically changed work in pesign and Craft in many schools
has switched emphasis from traditional craft skills to personsl
and community problem solving, decision making and, above all,
meaningful expression of ideas, feelings and beliefs,” 109
Drawing can be valued as a leisure activity, a therapy, an aspect of
creative thinking, a method of understanding academic ideas and
physically, can improve and'develop the co-ordination of the eye
and hand as an aspect of general motor skills,
"The ﬁrime value of the 'arts in education' lies..... in the unique
contribution it makes to the individual's experience with and
understanding of the world. The visual arts deal with an aspect
of human consciousness that no other field touches on: the
aesthetic contemplation of visﬁal form." 110
Drawing functions *within' and 'without' Art. The essential thinking
which characterises what drawing is, is based largely on the power of
visual metaphors. The use of *visual metaphor®' has placed some drawing
as not mere objects but as a “form within whigh man's most cherished
values can be embodied". 111 Dravwing generally functions in personal

and public forms and can depict man's fears and dreams, as well as

model his material world.

Within this fundamental knowledge is the specialised knowledge of how
images may be produced. There are unique skills in drawing and
they relate to

'forming drawings®,

*using and understanding drawings' and

'looking at drawings*
as previously described. By learning the fundamental thinking associated
with drawing a student may be able to generalise from what they learn to

what they may encounter later. Knowledge gained with a structure will be

better remembered. A prime responsibility of a teacher is to organise



facts in terms of principles and ideas from which they may be inferred.
Structure in this form will also enable children to better remember

the information which they have learmned. A great deal of this form of
learning is unéonscious. How we learn language is a prime example but
most of learning to draw is achieved in the same manner. This notion
jimplies the power of the 'hidden curriculum' as much as reinforcing the
point that teachers assume that children learn how to draw naturally

rather than by study.

A Prime pedagogical objective should be to find an awareness of methods
which will enhannce drawines glkills Which are derived unconsciously,
However, it is not always possible to be rational about what we learn.
Non-specific transfer of training relates to habit and association more
than to structure and direct training. Understanding of basic and
general ideas does btroaden and deepen knowledge. What is required in
drawing education is the structuring of early experiences to engender
this understanding. The first three years of secondary education remain
formative in character and very important for the achievement of
individual understanding of Yasic drawing values, The effect of Primary
School education is also important, although minimal in the structuring

of drawing education for children generally.

The first three years of secondary school are an especially important
period in drawing development. As Eisner empirically observes "drawing
skills tend to be arrested at about the period of adolescence......
Development beyond that provided by such experience requires concerted
effort or instruction. Thus, with respect to productive skills in the

visual arts, most adult's ability is equal to that of a 14 = 15 year old." 1%

Agreeing with this general notion, it seems to me that drawing education
for 11 - 14 year olds is crucial. Two lissues remain in the development
of drawing courses.

1) The need to provide experiences of the most pervading and powerful -

T



ideas and attitudes relating to drawing, as valuable materials for
teachers to teach drawing to this age group, and

2) The eternal problem of finding material which matches the
capacities of the children as much as their interests, Thie
should, in my view, require finding practical ways of utilising
and engaging an individual child's own ideas.

Mastery of fundamental ideas for drawing involves not only the grasp

of general principles, but also the development of an attitude towards

learning and enquiry, towards guessing hunches, “towards the possibility

of solving problems on one's own". 1o

13

How this relatively esoteric point of view can be inculcated into

most adolescents will rely on effective and creative teaching, as much
as useful and realistic teaching ideas and materials. The principles
of ‘drawing as experience' and *‘drawing as experiment' are crucial to

forming a structure for drawing education.

The primary aims of learning about drawing involves,

1) The structure of drawing knowledge by its fundamental principles.

2) Elements of discovering learning which may lead to drawing
experiments and experience.

3) Experience of major works and fields in drawing.

L) Experience of how drawing is used and understood.

5) Discussion of how we look at drawings and how we react to then,

6) Examples of skills, techniques, effects and instruments which form
drawings. !

7) Experiment with personal and public ideas through drawiﬁg.

I believe it is possible to present the fundamental structure of a

discipline in such a way as to preserve some of the exciting sequences

that lead a student to discover for himself.

The objectives of discovery through drawing should include both

empirical knowledge and theoretical knowledge based oni

00



1) Discovery of fundamentals about drawing skills and significances.
2) Discovery of ‘eternal verities® or their myth through drawing.
3) Discovery of personal expression and feelings, including intellectual -
excitement.
4) Discovery of something new, whether for design or the creation of
images and symbols, but above all, drawing itself,
5) Discovery of the philosophical basis for drawing by considering
the effect and value of drawing to:
a) symbolise objects, actions and ideas.
b) explore reality.
¢) commmicate informatien and many forms of knowledge.
d) reveal sensitivities and dispositions to life, natural
phenomena and thought.
For drawing to bé effectively taught it needs to be seen as subject-matter
which will enhance and contribute to a curriculum, so designed as to
promote cultural awareness and a capacity for creative thought and

actions in its students.

Drawing as a common experience in the first three years of secondary

education should encompasé tvwo fundamental notions. ’

i) Drawing education should enable an individual to apply drawing
knowledge interpretively in making sense of the world, and

ii) Drawing education should enable an individual to respond to the
world critically and reflectively.

Paradoxically, there cannot be universal agreement about this since

pedagogical styles are themselves individual. However agreement in

principle is always useful.

The task of good teaching is to find and use drawing knowledge which is
relevant to today's students, and more widely, to society. This knowledge
needs to be structured so that it is flexible enough to cope with the
changes in subject-matter and to be seen within a broad cultural context.

Drawing is a distinctive subject-matter which can be carved out for o1



examination by distinctlive concepts, generalisations, procedures and

probleas.

However, "the bulk of teachers are little concerned with updating their
subject knowledge and structure. Their prior concern is the quality
of their teaching. The ground work in subjects changes slower than

the frontier of knowledge.” 114

Thus the production of resources which 1lluminate issues related to the
structure of a subject-mattér, like drawing, are of paramount importance
in the development of fresh thinking about the educational issues

»
related to any area of knnuledsc,

There are inevitably mismatches between teacher expectations and

what a child may learn. This notion owes more to inert thinking on

the part of teachers than to child abilities, despite the many problems
associated with téaching 11 ~ 14 year olds. Many adolescents exhidit
good skills in drawing; many adolescents, however, still retain childlike
drawing schema, as do many adults, and this again represents a challenge

in teaching.

There is also a mismatch between subject content and what is needed
and valued in society generally for drawing. There are many rich areas

of drawing experience still to be used at school level.

A lack of coherent structure in the teaching of drawing, especially
from basic knowledge which may lead to advanced forms of drawing, is

a main problem facing the development of *drawing education' generally.

My aims for teaching drawing are based on drawing knowledge being:

1) rational, coherent and fundamental in principle and founded on the
best practices and thoughts about drawing.

2) contemporary and tempered by the most effective and valued traditional
dravwing.

3) socially relevant, especially in its applications.

Be
n

4) able to involve pupils in firsthand experiences and experiments.



5) ‘troad and balanced in terms of the values and points of view which

may be presented to children.

6) 1learnable and teachable, and therefore, structured around pedagogical -

aims and objectives more than the intrinsic logic of drawing
knowledge which is not definable,

7) interesting in its own right.

These principles underly my basic structure for drawing at secondary

school level.



The major conceptual objectives for my drawing knowledge structure are directed towards providing

drawing experiences znd

Conceptual Themes

Invention
Imagination
QObservation
Discrimination
Aesthetic
Manipulation
Communication
Design

Value judgement

experiments based on the following:

Learning Methods

Inquiry
Investigation
Problem=defining
Hypothesising
Experimentation
Searching
Exchanging opinions
Exploring feelings
Accumulating and
retaining information
Exposure to diverse
aesthetlic astyles
Evaluating and
interpreting

Classroom techniques

-

Individual and group

research.

Role play

Large and small group
discussion

Games

Projects

Drawing Parameters

Redaction (editing ideas angd

images)

Syntax (choice of style
and visual statement)

Pictorial design criteria
{researching)

Information - (recording,
transferring and
generating)

Expertise (Value of line
and techniques,
conventions)

Fluency (rapid reading,
recognition and inter-
pretation

Symbols



II A COMMON CORE DRAWING COURSE

Anong the arguments for a common core curriculum, has been the fact that
such a basic recommendation would be a guide to junior teachers.

It would also provide a secure starting point for curriculum planning
generally for individual schools. For parents and pupils it would

allow mobility between schools to be made with little disruption.

However, a common core curriculum may inhibit teacher initiatives in
curriculun innovation and development. There would also be a danger
of government or industry dictating their requirements in education.
But if only a minimum core currizuiium is considered then most of these
fears may be assuaged. If there is to be a common core curriculum,
one problem remains and that is how will a common core be communicated

to schools in general?

A common core drawing course should represent the basic skills and ideas
for drawing knowledge which can be presented within a given school, and

which every child should experience.

My main strategies for a common core drawing course relate directly to
the nature of drawing: drawing knowledge. Empirically, there are
several commonsense aspects of drawing knowledge which most pecple would
accept as fundamental to drawing skills and ideas. The types of drawing
and the strategies people establish for using drawing are the essential
components for a common core course. Teachers should use their own
judgement, preferences and interpretations for the structure of the

’

drawing courses they provide based on fundamental drawing knowledge.

*Drawing as experience' and 'drawing as experiment®' are my fundamental
educational aims for a common core drawing course for junior secondary
school students. They permeate the following basic drawing activities
ntal to drawing

and concepts which are generally recognised as fundame

knowledge s 42



A) The notion of mark making including experience of using different

media, tools and materials with which marks can be made.

E) The assembly and control of marks, whereby some form of structure

Bay be made,

C) The notion of observation as being a crucial skill in drawing.
This includes the ability to draw and cgmmunicate information,
which is inextricably concerned with observation and being able
to 'see', The difference between looking and seeing is important.
We can observe objects, actions and idecas bui we do not begin to

underétand their nature until we consciously see what they are.

Objective drawing, as much as draving from the imagination,
feature strongly within this essential drawing skill based on

observation and contemplation.

D) The notion of drawing for a purpose. In this instance drawings
are formed to work in certain contexts; they are designed to
communicate particular information. This area includes drawing

for 3-D designing as well as the 2-D design of graphic images.

Within these basic concepts are the notions of ‘private drawing' and
'public drawing'. Also, 'drawing activities' are seen as more fundamental
than the acquisition of *drawing products'. Looking at drawings and
taking action from the information contained in them, or making

aesthetic judgements about their form, are also features of a common

core drawing course.

How acceptable or coherent the notions of a common core drawing

course will be to children will depend greatly on how drawing skills
are presented to them. How a child’s own ideas are found and nurtured
is also of paramount important in education. It seems that children

will involve themselves in most of the ideas and skills offered to
2le]



then providing they can find some meaning for themselves in an activity.
What is crucial is that children do find satisfaction and significance
in their 'drawing experiences’. Whether they will naturally find ways
of creating 'drawing experiments®’ depends to a certain extent on chance,
but more importantly on a structured learning environment. By providing
a structure to drawing knowledge more children will develop their

own potential to understand and use drawing.

There are dangers in teaching drawing in a linear fashion for example
by starting with mark making and moving to the structure of mark making
80 that the marks have meaning, through the use of line, tone, surface
texture, shape and form, and then finally placing drawing skills in a
context where information may be graphically communicated. This linear
approach tends to reinforce a craft approach to learming about drawing.
In many cases, because drawing has been taught with little or no,
structure, the basic skills may need to be taught in isolation from

a working context for drawing activities. This may be seen as remedizl
action rather than good teaching practice. Nevertheless, it is
important to seek the essential skills of drawing. Isolating fundamental
notions about drawing helps clarify the nature of drawing as well as

providing an effective starting point to learning about drawing.

Given a basic structure for drawing each teacher should teach the
elements that are relevant to his curriculum needs. The order in which
drawing activities may be taught will also be open to change and personal
choice. Part of the art of teaching drawing is the identification of
basic skills and the establishment of appropriate contexts for those

skills,

I feel it is important that in some form or another, the basic drawing
knowledge outlined above should be incorporated in a eurriculum

somewhere and at sometime.

The qualifications for teaching drawing vary widely. Generally teachers

a7




with a design background teach drawing, and it is to this area of
education that drawing in iis own right may be best developed and used.
A major responsibility for teaching drawing will also befall art teachers:
But, art teachers tend to teach drawing for the purposes of art and not
drawing. Design teachers will undoubtedly teach drawing for design,

but since drawing is fundamental to design education, it is more likely
to be taught for its own sake within design education. Drawing is used
widely across the curriculum without structure or forethought on the
part of teachers generally. Only a wider awareness of the educational
value of drawing will enhance a better use of its important value,
Primary Séhool education in drawing will need development to support

a proper use of drawing knowledge throughout education. Drawing is

a basic human skill as is the ability to write. Children are taught
language and mathematical skills at an early age; these subjects are
given importance. socially and culturally. Also at this age children
exhibit confidence in drawing; they describe their experiences very well
visually. The fundamental skills of mark making occur at a similar time
to the development of writing. Eut' children are given every
encouragement and support for enriching their language development

and very little structured help with their drawing. This situation

continues until children reach secondary schooling.

However drawing is still only taught within subjects 1like Art, Technical
Drawing and some Design, It still lacks structured teaching ‘across

the curriculum®. Thus a commore core drawing course of the nature
described here represents not just a basic educational proposal but

as previously noted, the basis for remedial action to regain children's
8kills and confidence in drawing. This action may be a concentrated
effort to overcome considerable lost ground throughout general schooling.
The most practical way in which drawing education can be enhanced will be
by re-focusing 'drawing® as it occurs in subjects 1like Art, Techniecal

Drawing and Desigzn into a more general drawing course.



Drawing education should feature as part of an individual's education;
it is as important as any other area of knowledge. This should have some
structure and should relate drawing knowledge to its many uses and

contexts within schooling as much as a basic human skill.

How a common core drawing course may be structured within a curriculum
is an essential practical issye. My view is that it should feature as
part of design education as a separate course, and as part of an
integrated course where drawing is an important feature of a multiplicity
of design activities, Ideélly it should also be structured as a basic
skill, sipilar to numeracy and literacy across the curriculum, DBut this
is a doubtful proposition, despite a small number of schools attempting
such a course. However, drawing as a separate subject will be difficult
to establish. This may be because, within the working curricula of
today, subjects like Art, Technical Graphics, Graphic Design and
Technical Drawing already represent the separate areas where particular

drawing skills occur,

The most practical way to establish the full value of drawing knowledge
is to consider it in the same way as design education. How drawing

is placed in a curriculum will depend on thé particular curricula
structures and values being promoted for individual schools.

Curriculum changes to fully utilise the value of drawing knowledge in
education will mainly be derived from teachers, Basic teacher
education does not fully support drawing as a common core experience
throughout education. HMany of the changes required should come

from in-service education courses. These courses should be styled

in such a way that the regenerated interest in drawing enables

teachers to develop new ways of teaching drawing with confidence.

My aim'in considering the value of drawing knowledge has been to

educate children's natural confidence to draw. Essentially what is

required is a series of drawing strategies which can be taught and
aQ




learnt in an open, flexihle and creative manner. Elementé of structure
for drawing knowledge will be important since this approach allows
children to develop frombasic forms of knowledge to more advanced
levels of drawing. Awareness of how particular areas of knowledge

are valued is also important in curriculum development. I value
drawing as much as other areas of knowledge because it has something
unique to offer people generally. 1 would wish all children to use
‘drawing as experience' and to seek the possibilities for 'drawing

experiments’.
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In the series of drawing activities for IMAGINATIVE
DRAWING, I am aiming to establish some of the different
ways in which we can 'lodk' and 'discuss' drawing objects,
actions or ideas other than by direct represéhtétion.

Our consideration of the 'form’ of our drawings will

also be an important feature of using our imagination

in drawing.

The drawing activities here will emphasise the value
of your personal response to your experiences through
Arawing. Your i1nner subjective feelings and sensations

are very important in this form of drawing.

No drawing can be totally objective because we, as
people, act as the translator or medium through which
experience and insight are expressed in a drawn form.
Imaginative drawing expresses both personal feelings
and emotions, as well as insights into the nature of

things for others to appreciate. - ' .

Because the pictures which we create may change many

times in the process of their being drawn, our drawing
may become more imaginative. Drgwing enables us to
make and explore our persohal responses to all manner
of experiences. In these instances our drawings become
expressive and it is this form of creativity through
drawing which demonstrates the power and value of

imaginative drawing.

Not all drawing, whether objective or imaginative needs
to be representational. Imaginative drawing is the
drawing made in the analysis of our responses and sens-

itivities to our environment, to the objects about us




and, vitally, our personal expression of our feelings.

Drawing is an important means by which we can communi-
'
cate information about what we see and know. But drawings
are not reality; effective drawing requires us to’ be
conscious of what we see, as well as free to allow
hidden feelings and ideas to be expressed. Drawings
are imaginative visual statements; our experimentsl
with the form of a drawing demonstrate another example

of the use of our imaginations in and for drawing.

In general, being imaginative means that we show and

use our mental faculties to form images of things which
are not present to our senses; 1t is the creative faculty
of the mind. We can be imaginative in our drawing with

or without direct observation of objects and actions.

Expressive drawing occurs whenever we search for meaning
through drawing. We can gain personal excitement from
drawing as well as give pleasure to others through the
use of many different media, drawing techniques and

the construction of our images. This.is at the heart

of our aesthetic responses to drawing, as well as the

sharing of our insights into objects, actions or ideas.

Imaginative drawing involves recording, analysing,
thinking, speculating and communicating information

and feelings. If we aim to understand certain objects

we should study them from many view points. Discussion
of first hand experience and the different feelings
and‘thoughts of other people are crucial elements, guides )

and aids to our expressive drawing. By drawing objects

and living things we aim to describe their appearance,

(LT TR



but importantly,we should aim to discover something
of their nature and being.

Our emotional feelings and reactions to our drawing
subjects will affect our drawing and will at times
extend our drawing beyond the level of direct represent-
ation. Sensitive and careful discussion can aid the
quality of our emotional feelings affecting our drawing.
We should aim to be aware of how various media or
techniques can be 'énalagous‘ to things which we depict
in drawinge. For cxample, exploring the use of sharp,

hard pencil for fine,small,thin objects.

Learning the qualities of various media will enhance
the interpretation of what we see. Understanding this
point regquires us to be aware of the form of our drawing

in relation to its meaning.

Use of. loosening up exercises and mark making before

a particular study 1is important esince it may lead to

the discovery of certain drawing techniques or eifects
which will enhance the significance of images and pictures.
Thus our awareness of the forms of drawing, relevant
discussion and observation all aid our development of

expressive drawing.

Throughout the following drawing activities the need
for preparation and discussion is of paramount importance.
Sensitivity to our experiences can be brought into focus

through the interaction of feelings between people.

The fact that we naturally respond to fluffy, baby
animals in a different way to a smelly compost heap or

a relentless machine is important to our discussion
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of our disposition to things. However, we must guard
against a cliched response. For example, a bat is usually
regarded as an ugly creature and an‘ideal model for

a gargoyle, but,in my view, it is a beautiful animal,

well adapted to its environment and needs for survival.
All living things, as part of evolution, can be marvelled
at. Our different responses to them can be expressed

powerfully through drawing.

Making the effort to activelf explore the rnature of
things is wvitally important to good drawing. ‘'Looking'
and 'discussing’ are crucial elements in imaginative
drawing. Copying previously worked out images, whether
photographic or drawn, may aid a speedy and accurate
response to particular needs for pictures and images,
but they are no substitute for direct experience, a

memorable stimulus or an interesting conversation.

An imaginative approach to researching for an image

does, at times, require a consciousreffort on our part

to see things. One way to heighten our perception of
things is to use discugzon to identif?, describe, compare
or contrast various objects, especially if they are
unusually placed. Another example of imaginative drawing
can be found in the use of the idea of 'metamorphosis’.
Changing familiar objects into something unusual is

a valuable drawing experience. In this instance, we

need to use what we Know as muchas allow ourselves

the freedom to consider the unknown.

All these activities will act as an imaginative focus
for what we draw. Being prepared toc search for a

different viewpoint or scale for our drawing will place



our observation and recording of events within an
expressive context. Using drawing to tell a story allows
us to express personal féelings and ideas. Telling a
story from someone else's images may also be a useful

alid to our overall understanding of drawing.

Drawing can be beneficial psychologically, in that it

can be a means by which we c¢an convey uncenscious feelings,

anxieties and conflicts, especilally since we do hot

have to justify our pictures on every occasion when we

draw.

Imaginative drawing is derived from many sources. We
draw from our dreams, inventions, insights and observed
experience, but we primarily express our feelings in
imaginative drawing. Imaginative drawing represents our
experiments with ideas and drawn images. Through these
experiences we can gain “the confidence to interpret
our seﬁsitivities. Concentration upon drawing the
appearance of things seen and felt, can lead to an

emotional response through drawing.

What is depicted in a picture has no real existence, but
we often assume that it does. In this sense all drawings

are imaginative






Iin the series of drawing activities for IMAGINATIVE
DRAWING, I am aiming to establish some of the different
ways in which we can 'look' and ‘discuss' drawing objects,
actions or ideas other than by direct representation.

Our consideration of the 'form' of our drawings will

also be an important feature of using our imagination

in drawing.

The drawing activities here will emphasise the value
of your personal response to your experiences through
drawing. Your inner subjective feelings and sensations

are very important in this form of drawing.

No drawing can be totally objective because we, as
people, act as the translator or medium through which
experience and insight are expressed in a drawn form.
Imaginative drawing expresses both personal feelings
and emotions, as well as insights into the nature of

things for others to appreciate.

Because the pictures which we create may change many
times in the process of their being drawn, our drawing
may become more imaginative. Drawing enables us to
make and explore our personal responses to all manner
of experiences. In these instances our drawings become
expressive and it is this form of creativity through
drawing which demonstrates the power and value of

imaginative drawing.

Not all drawing, whether objective or imaginative needs
to be representatioconal. Imaginative drawing is the
drawing made in the analysis of our responses and sens-

itivities to our environment, to the objects about us




and, vitally, our personal expression of our feelings.

Drawing is an important means by which we can communi-
cate information about what we see and know. But drawings
are not reality; effective drawing requires us to be
conscious of what we see, as well as free to allow

hidden feelings and ideas to be expressed. Drawings

are imaginative visual statements; our experiments

with the form of a drawing demonstrate another example

of the use of our imaginations in and for drawing.

In geueral, being imaginative means that we show and

use our mental faculties to form images of things which
are not present to our senses; it is the creative faculty
of the mind. We can be imaginative in our drawing with

or without direct observation of objects and actions.

Expressive drawing occurs wheénever we search for meaning
through drawing. We can gain persohal excitement from
drawing as well as give pleasure to others through the
use of many different media, drawing techniques and

the construction of our images. Thisxis at the heart

of our aesthetic responses to drawing, as well as the

sharing of our insights into objects, actions or ideas.

Imaginative drawing involves recording, analysing,
thinking, speculating and communicating information

and feelings. If we aim to understand certain objects

we should study them from many view points. Discussion
of first hand experience and the different feelings

and thoughts of other people are crucial elements, guides
and aids to our expressive drawing. By drawing objects

and living things we aim to describe their appearance,



but importantly,we should aim to discover something

of their nature and being.
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Our emotional feelings and reactions to our drawing
subjects willl affect our drawing and will at times
extend our drawing beyond the level of direct represent-
ation. Sensitive and careful discussion can aid the
quality of our emotional feelings affecting our drawing.
We should aim to be aware of how various media or
techniques can be 'analagous' to things which we depict
in drawings. Fer cxampie, eXploring the use of sharp,

hard pencil for fine,small,thin objects.

Learning the qualities of various media will enhance
the interpretation of what we see. Understanding this
point requires us to be aware of the form of our drawing

in relation to its meaning.

Use of. loosening up exercises and mark making before

a particular study is important since it may lead to

the discovery of certain drawing technigques or sifects
which will enhance the significance of images and pictures.
Thus our awareness of the forms of drawing, relevant
discussion and observation all aid our development of

expressive drawing.

Throughout the following drawing activities the need
for preparation and discussion is of paramount importance.
Sensitivity to our experiemces can be brought into focus

through the interaction of feelings between people.

The fact that we naturally respond to fluffy, baby
animals in a different way to a smelly compost heap or

a relentless machine is important to our discussion - .



of our disposition to things. However, we must guard
against a cliched response. For example, a bat is usually
regarded as an ugly creature and an‘ideal model for

a gargoyle, but,in my view, it is a beautiful animal,

well adapted to its environment and needs for survival.
All living things, as part of evolution, can be marvelled
at. Our different responses to them can be expressed

powerfully through drawing.

Making the effort to activelf explore the nature of
things is wvitally inportant to good drawing. 'Looking’
and ‘'discussing' are crucial elements in imaginative
drawing. Copying previously worked out images, whether
photographic or drawn, may aid a speedy and accurate
response to particular needs for pictures and images,
but they are no substitute for direct experience, a
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memorable stimulus or an interesting conversation..

An imaéinative approach to researching for an image

does, at times, require a conscious effort on our part

to see things. One way to heighten our perception of
things is to use discussion to identif;, describe, compare
or contrast various objects, especially if they are
unusually placed. Another example of imaginative drawing
can be found in the use of the idea of 'metamorphosis’.
Changing familiar objects.into something unusual is

a valuable drawing experience. In this instance, we

need to use what we Kknow as muchas allow ourselves

the freedom to consider the unknown.

All these activities will act as an imaginative focus
for what we draw. Beling prepared to search for a

different viewpoint or scale for our drawing will place



our cobservation and recording of events within an
expressive context. Using drawing to tell a story allows
us to express personal féelings and ideas. Telling a
story from someone else's images may alsoc be a useful

aid to our overall understanding of drawing.

Drawing can be beneficial psychologically, in that it
can be a means by which we can convey unconscious feelings,
anxieties and conflicts, especially since we do not

have to justify our pictures on every occasion when we

draw.

Imaginative drawing is derived from many sources. We
draw from our dreams, inventions, insights and observed
experience, but we primarily express our feelings in
imaginative drawing. Imaginative drawing represents our
experiments with ideas and drawn images. Through these
experiences we can gain “the confidence to interpret
our seﬁsitivities. Concentration upon drawing the
appearance of things seen and felt,.can lead to an

emotional response through drawing.

What is depicted in a picture has no real existence, but
we often assume that it does. In this sense all drawings

are imaginative
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ARSTRACT

The following ideas represent a basic structure for children to leamn
about the main forms of *drawing experiences' and 'draving experiments®.
They are rot necessarily the final form in which they may be presented

to children in their first three years of secondary schooling.
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I A STRUCTURE FOR DRAWING KNOWLEDGE FOR 11-14 YEAR OLDS
AT SECONDARY SCHOOL

The aim of a basic structure for drawing knowledge is to introduce
and describe some drawing activities which may form a 'common core'
drawing curriculum, The main assumption underlying this proposal is
that the activities are intended to explore the nature of drawing rather
thanlthe applications of drawing within particular subject areas. The
educational aims for my structure of drawing knowledge are intended to:
i) give children a respect for, and confidence in, their own
thoughts and skills about drawing.
ii) provide a set of workable experiences, activities and models,
which analyse 'why man draws® and 'how he uses drawing'.
iii) impart a sense of respect for the capacities of people to draw
and use drawing. .
iv) leave the étudent with a sense of the unfinished business of man’s

powers of communication through drawing.

Two principle areas of drawing knowledge are explored through the

drawing activities,

Drawing as experience

'Dravwing as experience' represents the knowledge we have for drawing,
its skills, its forms and some of its meanings and uses. The teaching
objectives for 'drawing as experience' are both instructional and

expressive.

Drawing as experiment

*Drawing as experiment' relates to how an individual demonstrates an
understanding of drawing by deliberate use of drawing experiences to
express feelings and insights about objects, ewvents or ideas.

This form of drawing expresses original thoughts and skills. The

teaching ohjectives for 'drawing as experiment® are directed towards



the possibility of an individual creating new forms of understanding

through drawing.

For each student to be able to 'think in terms of drawing® is the
nain objective of this learning material about drawing. This notion
encapsulates both 'drawing as experience' and 'drawing as experiment’.
The main drawing activities to explore are:

'Mark-making',

'Observational and imaginative drawing*,

'Design~by-drawing*® and

'‘Drawing symbols, signs and patterns®.

\

These activities are offered, not so much as a prescription for drawing,
how to draw, but, rather as a means of developing various notions about
the 'art' and 'nature' of drawing, talking and thinking about it. From
these activities it is hoped that a student should be able to use
drawing knowledge to experiment with his or her own ideas and feelings,

skills and pleasures,

The activities aim to build up the use and understanding of drawing
terms and expressions commonly used through discussion. These exercises
are also intended to explore how we use drawing in various contexts and
how drawing communicates many aspects of information. Students should
be encouraged to make their own decisions about drawing, especially
those concerned with |

1) the information which they are communicating,

2) the graphic form of their drawing and

3) the value and effect of their drawing.

Personal choice of expression of the subject, whether figurative,
pictorial of abstract in form is also important. While the students are
developing their own skills and ideas they will also need to consider how

drawings help people in the many ways they do. Drawing can help us to

see things more clearly. It can be said that 'it is not what is seen,



but how we see', that is a most important experience to consider, when
drawing. Learning about drawing is not simply making pictures and images,
but also being able to look at other pictures and to understand their
meaning. It is possible to learn about the things we see and experience

through drawing.

This set of drawing activities aims to develop individual ways of
seeing and understanding experiences, needs and ideas. Personal interests

are crucial in developing 'drawing experiments’.

Students should aim to look closely at things and ideas. They should
choose thé most appropriate media, such as pencil, pen or paint for
drawing. Enjoyment of 'mark-making' and handling different media is a
very important experience as well as being sensitive about what is being

drawn.
Experiment and draw form here,

Drawing experience and drawing experiment involve:
A) Looking at drawings
B) Using and understanding drawings

C) Forming drawings.

Within all three of these activities both drawing activities and drawing
products occur where:

drawing activities represent the act of drawing and

drawing products represent the drawn images and pictures,

especially in a working context,

Most drawings involve thought about;
the concept of a picture or image
the design of the drawing
the execution of the drawing

the use of the drawing

Crisinality and creative drawing occur when any of these notions



are experimented with personally or publically.

A) Looking at drawings

Looking at drawings means receiving information from drawing products.
This is essentially when the artist communicates to the onlooker.
'Realism' and 'symbolism® are the main forms of information being
communicated through a drawn image; both deal with images, concepts

and arbitrary symbols.

'Looking at drawings' generally involves consideration of
a) Direct representation in pictures.

b) Description of a picture form.

¢) Association made for the marks in an image.

d) Special knowledge from, and about, pictures,

e) Imagery in pictures (iconography)

f) BReactions to.information being communicated by pictures.

g) Perception of two-dimensional images.

B) Using and understanding drawings

Using and understanding drawings generally means placing a drawing in
a context, especially to enhance the feelings or information being

communicated through a picture. ’

Subject areas for drawing tend to be:

a) The Xatural World, including people, imaginary creatures, animals,
btirds, plants and all living things, as well as natural phenomena
and natural environments,

b) Man-made Objects, including designers® sketches and drawings,
presentation drawings, production and technical drawings, maintenance
drawings, technical illustrations and promotional drawings related to
objects and things. Observational and imaginative drawing which
is representational or abstract are also important.

¢) Symbols, including graphic design, symbols, logograms which convey

concepts, image related signs, arbitrary siens and synbolic images 9



and patterns.

C) Forming pictures

The act of drawing involves forming pictures, images or simply mark-making.
It is essentially the structure of an image made by various marks with

a pvarticular medium,

Forming pictures involves:

a) Mark making - the exploration of media and materials and tools,
including free experiment and structured exercise to explore the
possibilities and potential of the effects created by marks.

b) Surfaée, Texture and Shape = the development of techniques appropriate
to material and surface explanation; exploitation of line, shape
and textures,

¢) Form - proportion and scale of objects and ideas, especially
aesthetic consideration of the effect of certain forms and special
references to strategies to show three-dimensional configuration,
tone and shadow.

d) Light and dark - the tonal btalance and effect of an image.

e) 1Inside and Outside - the exploration of inside or outside of an
object, design or idea with reference to ghosting, sectioning,
exploded views and overlapping lines; shapes and tones.

£) Composition - structuring an image so that it has unity and impact

in its setting.



I1 STRUCTURED DRAWING ACTIVITIES

i) Drawing Activities

A) Mark Making
B) Observational and Imaginative Drawing, including observation of
fundamental ideas and phenomena.
C) Drawing Symbols, Signs and Patterns.
D) Design-by-Drawing.
Each Drawing Activity will be set out in the following format and order:
ii) Themes: The subject's general theme as well as the general type
of drawing activity.
jii) Subjectss 4 title for the particular drawing, including an outline
of what might be drawn. This will also include examples of
drawing initiated by children.
iv) Starting points;
Concept - An introduction to the information which may be communicated
through drawing, either technically or imaginatively. This is intended
to be a personal selection, exploration and statement of what is 'known®
or 'unknown' about the subject. A starting point for drawing may arise
from a general stimulus or guidance about the topic being studied,
Much of this early work can be introduced through discussion and
questioning. For example;:
'*vhat can you see?*',
‘what can you find?',
*what could you say.....?',
'what is the concept of the drawing?',
*what kind of marks can be made?’
v) Drawing strategies;
(i) Design of Image - A discussion of the purpose of the subject
for learning about drawing. This will be supported by gquestions

about terms generally used in drawing. Personal selection,

analysis, recording and researching of examples of the subject

10



and ways of drawing are explored in this section,

(11) Artwork - A discussion of the *graphic form' of the drawing,
including choosing and experimenting with different media,
loosening up exercises, constructional techniques (freehand
or mechanical), composition of the drawing, drawing effects
and styles and relevant activities for developing drawing
skills, Special reference will be made to the possibilities
for choosing how the *form' of a drawing may be considered
in relation to the *meaning®’ of the image drawn.

iii) Use - A discussion about the use and exhidition of the drawing,
whete it may be used and how people might react to the drawing.
iv) Summary of drawing activities:
A discussion of the value and quality of the drawing. A personal or
general criticism of the sensitivity of observation, the interpretive
value of the image and, importantly, the degree of individual and
personal statement contained in the drawing. A qQuestioning of whether
the drawing represents an achievement of the original goal or the
finding of a new experience, effect or information. Has the student

learmed anything new or interesting about their subject or drawing?

The concluding aspects of the drawing activity may also lead to further
enquiry of ideas and skills and alternatives to look at and aim for as

drawing experiments.



III FOUR MAIN DRAWING ACTIVITIES

i) Mark making

A) Introduction

In this series of activities, I am alming to introduce you to some of
the ways we can explore drawing as a 'mark-making' process. I have
chosen to consider elements of mark-mnaking which would support the
other major areas of drawing activitlies presented in this work pack.
These mark-making activities aim to support my structure for a common
core drawing course, This section essentially explores the notion of
drawing fpor its own sake. The main emphasis is to enhance the pleasure
and delight to be found in making graphic marks. Communication will be
mainly between the drawer and the marké drawn and the objective of
these exercises will be to explore information about line, tone’

shape, surface form and texture.

This section is presented first, but is not intended to be the major
starting point for drawing activities. In many instances it is very
useful to learn how marks may be made before executing a drawing.

Eut equally important is the notion of exper?mentation with marks and
media as a consequence of drawing a particular image or picture.
Undoubtedly, mark-makimg can be taught for the pleasure it gives in
itself, but it also should be placed in a working context when it is

relevant to do so.

Mark making involves the exploration of media, materials and tools so
that, in boih free experiments and structured exercises, the many
possibilities for graphic marks can be seen. The potential of such
.exercises to structure and influence drawing skills and imagination is
considerable. This is especially important since we all have to learn
how to draw. Understanding the mark making process leads to a fuller

understanding of how 'form' relates to 'meaning® in any drawing activity,

1z



The main areas for consideration are:

. i) Exploring mark making by using different media, materials and tools
with no previous knowledge or without the intention of producing a
special effect.

Media; pencil, ink, pastel, paint, crayon

Materials: cartridge paper, coloured paper

Tools: pens, drawing instruments including ruler, set squares,

french curves and compasses

ii) Exploration of line to encourage confidence in using pencil and

other media, especially through games or invented diseiplines,
iii) Exploration of tone to see how tonal effects can be made and used,

iv} Exploration of surface, by observation of various examples to develop

appropriate techniques in the explanation of surfaces by drawing.

v) Exploration of texture, by observation of various examples to develop

drawing effects which may describe textures of surfaces and materials.
vi) Exploration of shapes.

vii) Exploration of form.

B) A list of drawing subjects and themes for mark making:

Drawing theme Sutject

1) Marks made by different media Explore marks made by

pencil, pen and pastel

2) Line Types of line

3) Tone Exploring tones

4) Surface Surface textures

5) Shape Drawn and cut out shapes
6) Form The cube as an example




C) Particular examples of Mark making

Drawing Activitv: — Mark making
Theme 3 Marks made by different media

Subject: Explore the marks which can be made by pencil, pen, pastel

and any combination of these media.

Starting points

Mark a pi%ce of paper with several squares, for example three rows of
four squares measuring 10 cm square. Use pencil for the first row
and explore the different possible marks that can be made within a
square. Continue this for the other rows with the pen and pastels.
Towards the end of the exercise try combinations of different effects.

This is not a pattern making exercise.

Draving Strategy

The purpose of exploring the marks which can be made from pencil,

pen and pastels is for you to enjoy simply by making marks.

Summary
Towards the end of your drawing by exploring marks you should be

able to see and name many types of marks.

14



Drawing Activity: Mark making

Thene ; Line

Subject; Types of line and various ways of drawing line

Starting points

Make up several exercises for drawing lines so that you can explore
some of the techniques of line drawing. Explore lines made with the
same pressure as well as lines made with changing pressure. Draw
lines across the paper and up and down the paper; draw lines parallel
to each other; vary the shapes by drawing circles, spirals or

irregular shapes.

Drawing Stratercy.

The purpose of exploring lines is to develop your confidence in drawing
interesting lines, shapes and forms. wﬁen drawing lines as marks you
will need to consider how your hand and fingers control your pencil.
For example how different were your lines when you pushed with the
pencil rather than drew with a pencil? How quick could you repeat

a line or a pattern made up of lines.,

Now try drawing lines to represent the ideas contained in the following
words

Rough

Smooth

Wiggly

Straight

Clean

Happy



Sunnary

Did any of the lines you drew suggest anything? Did you find that after
you had loosened up that your lines were better drawn? Drawing lines

as part of exploring mark making is a very important experience.

The aim of doing exercises like this is to build your confidence and
for you to see the many possibilities for how lines can be used in
dravwing.

16



Drawing Activity: Mark making

Theme -Tone

Subject; Exploring tones

Starting points

Cut out a 'tone strip' from a black and white photograph, so that it
is not possible to recognise what the picture is in the strip. Stick
this strip down on a piece of paper and use pencils to draw in tones
around the photograph so that your tones mark the original picture.
This exercise may be supported by the drawing of a grey tone scale,

achieved by using different grades of pencil.

Drawing Strategy .

By trying to match tones the skill of making a particular tone in pencil
will be explored. This is a very precise exercise and will involve a

conscious use of media,

Summary
There are many other exercises of this tj'pe which can be devised.

For example, if part of a picture is cut gway then this portion may
be drawn in with pencil, and again tonal values will be explored.
Once exercises of this type are completed, ask someone else to see if
they can find the original strip of photograph. Is pencil the only

media which can create tones?

17



Draving Activity: Hark making

Theme s Surface

Subject: Surface textures

Starting points

Find different objects which have different surfaces for example,
hard and soft objects like a stone or a plece of cloth. Cut out a
square window 5 cm square in cardboard and place it over the odject.
Choose thg most appropriate media for drawing the surface of the
object the part of which can be seen through the window., Use of

coloured paper to draw on would be a useful experience in this exercise.

Drawing Sirategy.

Exploring the surfaces of things is important in the development of your
drawing skills. This type of drawing is not meant to be simply the
direct representation of the object itself. It is an exercise to
capture the character of the object, especially its surface, its

external appearance.

Summary

Does your drawing in a sguare use different types of marks? Does your
drawing look like the object or does it capture the character of the
object? Did you use colour in your drawing and did that help your

description of different surfaces?

18



Drawing Activity: Mark making

Theme s Shape

Subject s Drawrn and cut out shapes

Starting points

Use line and cut out shapes in cardboard to draw the basic shapes and
outlines of various objects, you will need to look closely at the
character of your subject. Photographs are useful in this type of

L]

drawing. Choose a subject which has a distinctive shape, for example

a duck, a kettle and so on.

Drawing Strategy

There are many drawihg issues involved in the study of shape., The
size, scale and proportion of the shapes which characterise an object
are important ideas to be aware of. The direction of line involved in
forming a éhape needs to be understood so as to enable you to 'catch’
the character of something. When you have tried to draw the basic
shapes of objects, try transforming the shapes by distorting your

drawing.

Summaxy
By drawing distinctive shapes you should be able to see how effective

your judgement of shape has been. Does your drawing look like what it

is supposed to? How exact have you been?

19



Drawing Activity: Mark making

Theme 3 Form

Subject; The cube

Starting points

Choose some basic solid shapes to study the idea of form, Draw a cube
using a cut out polystyrene cube of size 5 cms square.

1) Face on.

2) wWith it moved 15° to the right.

3) With it moved 85° to the left.

4) From above.

5) From below,

6) Mark and cut .the faces of the cube.

7) Draw the cube into a box which is empty.

8) Make the box appear wooden.

9) Draw a Rubik cube.

Drawing Strategy

In drawing a cube consider the effects of light falling on it. Look
for the darkest and lightest areas on the cube. Look for reflected
light, cast shadows and ways of drawing the different tones of light

and dark. Shine a light on the cube to see what happens.

As well as considering the effects of 1light, this exercise is designed
to show you the form of a cube. What happens to the back edges of the
cube in comparison to the front edges. You will need to consider whét
is meant by perspective. The further away an object is the smaller it

appears. These changes will affect the form of your drawing.

20



Summary

The form of a cube is essentially its shape, arrangement of parts and
its wheole visible aspect. When you draw you wili always need to
consider the form of an object. An object's form is essentially what
makes it what it is, and this is different from other thinge. A cube

is a cube and a fly is a fly.

Many other exercises can be devised to study form, for example,

drawing all the basic solids,



ii) Obeervational and imaginative drawing

A) Introduction

In this series of activities, I am aiming to introduce you to some of

the ways we can dravw as a result of looking at things. I have chosen

to consider man-made objects, things from the natural world and some
examples of imaginative drawing. You will need to consider how something
can be drawn and your reasons for drawing it. The purpose of the

activities is for you to explore and discover some of the FORMS of drawing,
as well as how we might use drawings to ‘'represent' things and to understand
what the& are., I hope that after you have studied this section you will

be able to apply its principles to many examples of OBSERVED DRAWING.

What is the purpose of drawing? There is no direct answer to this
question mainly because there are so many meanings and uses for drawing.
Whenever you are-learning about drawing skills and ideas there will

always be many ways to achieve success and pleasure from your studies,

One of the most useful methods of learning to draw is to draw by looking

at objects. The more you look at things, the more you may see.

Sometimes you need to know what to look for and other times you may be surprise
by what you find., How many times have you experienced the strange

feeling that you have never noticed something before which has always

been in common view,

We can learn how to use pencils and pens. Ve can experiment with
different media, one with the other. In many cases, this can be very
satisfying, because simply using a pencil or pen may be a pleasure

in itself,

Tensions may arise when we begin to want to improve our drawing.
0ften we are put off drawing because what we see and what we want to
T4 is

draw rarely seem tc meet our exvectations of a final result,

always important to want to succeed and improve our WOrk, but there

o
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are alsc times when we need to relax and let things happen. Our
first efforts are the means to better results. It is always useful
to loosen up and work towards an improved drawing. Very rarely will
our first and only drawing be the most satisfying. We do need to
develop a critical approach to drawing and we should aim to consider
many possibilities in our drawing. Simply drawing for the sake of
drawing is important, but there are many times when we need to see why

we are drawing.

What is observed drawing? What can looking at something and drawing

it achieve for us. The closer you look at something the more you might
understand the thing itself. Drawing can explore the nature of things.
This especially so since drawing captures, in a still picture, a
particular moment or gesture which expresses the very nature of the
person or thing. You may set ocut with the task of observing what
something is and.a particular insight into your subject may be

revealed suddenly to you. The power of drawing is that it can communicate

all sorts of information and ideas in so may different ways.

If the object is animate, then its life and movement needs to be

considered. How can a living thing be drawn?

All of these examples describe the possible information drawing can
find and show through observation. We can show the external features
of something as well as its internal structure. This interplay between
exteriors and interiors will always be important in learning how to
draw because their contrasting natures lead us to consider the many

possible ways of representing what we see.

Comparing objects has always been an important feature of learning to
draw. We can explore how different things react to each other or affect

each other. We should aim to ask as mamy questions about things as

possible. Do they cast shadows on each other? Are some parts hidden

behind something more dominant or obscure? Is something far away, too
2%



big or very ahérp? Is it hard or soft? Could we touch it?

The different relationships of things will always be an important feature

in drawing.

But what are the marks representing in a drawing? What are we
representing by a few lines and marks? How many times have you looked
at a drawimg and wondered if it were a photograph? Did you think that
vhat you saw was real or did you know it was a picture? Does the

picture tell you anything new or unusual?

We see pic¢tures everyday as part of our way of life. 1In how many places
do we use pictures? I am certain that you could think of more than

one hundred places where pictures and drawings are used. How do you use
your drawings? Do you get pleasure from showing friends what you have
drawn? Do they say that they like your drawings? Always try to think

of the many places you could use your drawings,

Drawing is not simply trying to make your picture look real. This sort
of drawing is a useful experience for you, but it is not the only way

to draw or the only reason to draw.

What sort of information can we see and find through observed drawing?

LOOSENING UP EXERCISES

At the beginning of any drawing activity, loosen up by drawing a few
free lines and shapes. Explore how something makes marks, especially
if this experience is simply pleasurable or if it helps you to follow
through an idea, no matter how fantastic. Loosening up or doodling
in this way can release any tension in you. It does not matter what
you draw. You can devise many games or examples of doodling.
For example:

Lines, parallel lines, curves, straight lines, uneven or broken

lines, circles, *taking a line for a walk'. ot



B)

Shaded shapes of different tones and textures, special effects

of light and dark.

Making patterms and overlapping shapes.

A list of drawing subjects and themes for observational and

imaginative drawing

Drawing theme

Subject

1) Living things A 1live animal

2) Natural objects A stone

3) Natpral objects A Teather

L) Natural objects A fir cone

5) Small familiar objects Bar of chocolate

6) Small mechanical object Wrist watch

7) Small mechanical object Pliers

8) Small mechanical object Ring can

9) Large objects and landscapes View through a window
10) | A vehicle A coach

11) | A vehicle A bus

12} { A vehicle A vintage sports car
13) | A vehicle An aircraft

14) | A vehicle Part of a car

15) | Fantastic objects A fantastic spaceship
16) | Cartoons A cartoon car

17) | Cartoons A joke

18) | Imaginary ideas The meaning of a word
19) | Imaginary ideas Metamorphic drawing
20) | Imaginary ideas A scene from a story or poem




C) Particular example of observational and imaginative drawing

Drawing activity: Observational and imaginative drawing

Theme . Living things

Subject: Sketch and draw a live animal. Any familiar animal may be

used, for example, a cat, dog or rabbit.

Starting points

Make sevefal sketches of the different parts of the animal, especially

its head and eyes, and then try a drawing of the whole animal. You should
aim to make your drawing 'bok like' the animal. Now show the animal

doing something everyone is familiar with, for example, how it sits or
how it looks and.listens. What is the character of the animal? Also

nake several sketches of the animal in its surroundings. What are the

natural surroundings for your animal?

Drawing Strategy

The purpose of drawing a live animal is for ;ou to develop ‘'quick
sketching' and to realise some of the problems of drawing something

which moves. BERe confident and never worry about mistakes, everyone

makes them, Keep looking at all the things you could draw about the
animal. What shape is its eye, foot, tail, ear or nose? How far apart
are its eyes? What is the position of its ear to its nose to its eyes?
Keep looking for all the details and experiment with drawing textures
which show fur, skin, feathers and any other feature. Kake quick sketches

of the different parts of the animal, returning to incomplete drawings when

the animal returns to a previously drawn view.

Make your first drawings in pencil. Choose different grades of pencil

so that you can make a *tonal drawing'. Tphis is a freehand activity and

26



you will need a drawing board, paper and a comfortable sitting position.
Try several loosening-up sketches., Draw the different parts of the
animal in 'proportion' and keep them in their correct position relative
to each other. Choose a way of making a coloured drawing of your animal.
Discuss the different uses of animal drawings. For example, what sort
of information can you find in books about birds and how are the birds
drawn? Also, how could you draw & wild or rare animal? Look at and

collect examples of animal drawings.

Summary
Can you rkcognise the type of animal it is from your drawing? Did you see
anything about the animal that you have never seen before? Is this new

experience in your drawing?

27



Drawing activitys Obeservational and imaginative drawing

Theme; Natural objects

Subjects An interesting stone or group of stones

Starting points

Find an interesting stone or make several sketches of different views of

the stone. Explore the shapes and patterns of colours in your stone.

Drawing S%ratggy

Look closely at the surface of your stone. How rough, sharp or smooth
is its surface? What shadow does the stone cast? Make your drawing of the
stone appear 'solid'. Now change the stone into something., Make it

change into something its shape suggests to you.

Draw the basic shape of the stone and its shadow from different views.
Loosen up with some quick sketches. Use pencils to start with and then
choose a method of working in colour, for example, a wash technique
using water colours. Look for related shapes and their colours to

create the effect of surface patterns.

Summary

Does your stone look like a stone? How many drawings did you make to

change your stone into something else?



Drawing activitys Observational and imaginative drawing

Theme; Natural objects

Subject; Sketch and draw colourful feathers

Starting points

Look carefully at the structure of a feather. What are all the main
features of a feather? What are its shapes and colours? What function
does your feather serve a bird?

)

Drawing Strategy

The aim of this drawing activity is for you to observe detail. Draw two

feathers together to see how each relates to the other.’

Draw several feafhers noting the direction of the shapes in the feather

and the direction of the lines you draw, Practice drawing parallel lines
and notice how lines can be used to create an image of a feather. Choose
a fine pencil for this drawing. Position the feather so that you can see

the best view of it.

Discuss different ways of drawing feathers.

Summggx

Does your drawing look like a feather? Could you now draw a feather

floating in the air?

29



Drawing activity; Observational and imaginative drawing

Thene . Natural objects

Subject: Sketch and draw a group of fir cones

Startins points

Explore the structure and patterning of an open and a shut cone.

Compose a small group of cones to make an interesting picture.

L]

Drawing_S{rategy

The purpose of this activity is for you to draw falrly complex shapes

and to draw one cone in front of the other.

Make a freehand drawing of your cones. Use line and tone in your drawing,

and see how lines can create the form of each part of a cone.
¥here would drawings of cones be used?

Summgg

What are the shapes and patterns which make up a cone? Why are they

shaped this way? Are your drawings of the cones 'real’?



Drawing activity. Observational and imaginative drawing

Theme s Small familiar objects

Subject: A bar of chocolate

Starting points

Look carefully at the sweet for about 30 seconds. Try and remember as
many things about it as you can., Hide the sweet and make a sketch from
memory of the bar of chocolate. Discuss how effective your sketch is.
What have‘you remembered and what have you forgotten? What features of

your drawing appear correct or incorrect? How ‘'real' is your sketch?

Make a set of observed drawings of your bar of chocolate, Consider the
various parts of the sweet, its size, shape, colours, wrapper and its
lettering. Look'at the way the wrapper is folded, the creases in it,
the textures of the materials from which it is made and how the light

falls on the sweet.

Open your sweet in the ordinary way and take_a vite from the chocolate.
Make a series of sketches of the open wrapper and the sweet inside.
Discuss how the wrapper may open and the different ways people open
sweets, Consider how to draw torn paper and the troken sweet. Show
different sketches of the sweet gradually being eaten. Pose the sweet

and draw every crumb.

Make a composition of several sweets, some open or loose and make a

drawing,

Drawing Strategy

The reason for making this series of drawings is for you to realise that
we need to look carefully at an object to be able to draw it effectively.

You will have made a drawing from *memory', a set of drawings of the

'outside' of a sweet and a set of drawings of the

*inside’ of the sweet.

s



You are exploring the structure of the sweet and what it looks like.

Use soft pencils and coloured pencils for your first sketches. Also try
using felt pens for some of the drawings of the wrapper. Aim to make your
drawings appear solid, th;t is show the three-dimensional quality of

the sweet. Study how to create the effect of 3-D with lines or shaded
shapes and draw the effects of light and dark. Notice tone relationships

of surface shapes and colours.

How much better are your observed drawings than your memory sketches?

How much more information about the sweet have you fourd through drawing?

Summary
Do you feel pleased with your drawings? Do you think you have improved

in any way? Do you know how to make something appear solid in a drawing?
Which media do you think created a good effect in your drawing, the
pencil, coloured.pencils or felt pens? Did you combine any of these
media? Do you know what *foreshortening is? Where do you think these

types of drawing could be used?
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Drawing activitys Observational and imaginative drawing

Theme Small mechanical objects

Subjects: Sketch and draw a wrist=watch

Starting points

The aim of this activity is for you to show what a wrist-watch looks like,
how it shows the time and what it is made of; also how a wrist-watch may
be worn and how it fastens to a wrist.

)

Drawing Strategy

The purpose of this exercise is for you to find the best view to show how

something works.

Choose the best medium for your drawing. Remember to keep your drawing

in proportion and look at the relationships of one shape t¢ another.

Where could your drawing be used? Collect samples of pictures of watches.

Summaxy

Have you achieved what you set out to?



Drawing activity: Observational and imaginative drawing

Thene s Small mechanical otjects

Subject: A pair of pliers or mole wrench

Starting points

What do pliers do? How many parts are there to your pliers?

What are they made of? How do your pliers work?

Drawing Stratesy

The purpose of this drawing activity is for you to show what pliers are.
Consider making some sketches of how they could be used after you have

made a full drawing of a pair of pliers.

Use pencils and try several views of the pliers, Remember to take into
account *foreshortening®. Make your drawing look solid and three-
dimensional. Notice how straight and curved lines can bYe used in your

drawing.

Where would drawings of this type be used?

Summa;z

How would you criticise your drawings?
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Drawing activity: Observational and imaginative drawing

Theme 3 Small objects

Subjects Draw a soft drinks can

Starting points

What shape is the can? What shape is the top of the can? What ﬁappens
to the shape of the top of the can as you change your view of the can?
What is the can made of? what does the label look like? What happens
to lettering on a rounded surface? How does the light fall on the can?

What reflections can you see in your can?

Drawing Strategy

The purpose of this drawing exercise is for you to draw and illustrate
a can so that your picture looks 'real'. You will need to consider all

your drawing, skills and knowledge as you create the *illusion' of a can.

Make several sketches of the can from different positions. Remember to
take into account foreshortening. Use your Pencil and thumb, with an

outstretched arm, to roughly measure the height of the can.

Develop your drawing by composing several cans together to see
how each reflects in each other. Use pencils, coloured pencils and a
rubber for this drawing. Siudy the tone and colour relationships on

the surfaces of your can.

Where would a drawing like this be used?

Summaxry

Which drawing do you prefer, the freehand sketches or the technical

draving?
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Drawing activity:" Observational and imaginative drawing

Themey Large objects and landscapes

Subject: Make a drawing of a view through a window

Starting points

What can you see through the window? What can you see in front of the
window? What can you see on the window? How far can you see? What
happens to things the further away they appear?

L]

Drawing Strategy

The purpose of this activity is for you to look at how things relate
to each other. If you can notice how one shape relates to another,
as well as how big one shape is to another, then you can organise
your drawing so much better. This is called drawing in proportion.

Notice also the direction of the lines you use.

You are drawing a 'perspective' view through your window. Use

pencils and finish off your work using a water colour wash technique.
You will need to practice a wash technique to help you decide how best
t0 use water colours, Line relationships are very important in this

type of drawing.

Where would this type of drawing be used?

Sunmary

Does your view look real enough? Are your pencil lines too strong?

Did you use toc much paint?
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Drawing activity: Observational and imaginative drawing

Theme s A vehicle

Subject: Make a mechanical drawing of a coach to the same size as

the given drawing.

Starting points

Look at the drawing of the coach. Which view of the coach is in the
drawing? 1Is the drawing finished? If it is not finished what do you
think is‘missing? What sort of shapes and lines are there in the

drawing? Could you do this drawing freehand?

Dyawing Strategy

The purpose of this drawing is for you to measure and draw a clear

outline of the coach using technieal drawing instruments.

You will need a drawing board, tee-sgquare, set squares, protractor,
ruler, pencils and a pair of compasses for this drawing. When you have -
completed a line drawing you can choose to draw the coach in ink or add
colour and a company sign to your drawing, If you add a company sign,
make sure you plan what you will put on the coach. How can you make a
technical drawing of the coach? Which comes first, a measurement or

a drawvn line?

Where are drawings of this type used and why? How could you make an

original drawing of a vehicle like this?

Summary
How accurate were you? Did you use all the instruments? Do you know how

to use the instruments now? Did your drawing become messy in any way?

What does this picture tell you about the coach?
37
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Coach Drawing

You will need: Drawing

pencils, tee~-square and drawing board, set squares, 1)
compasses, a ruler and rubber. Coloured pencils. ’

2)

BE

Draw the ground line and measure the
distance between the centres of the
wheels and draw two circles for the
wheels.

Draw in a vertical 1line through the
front wheel on which you can make
the various height measurements of
the long horizontal lines of the
coach.



Dravwing activity; Obtservational and imaginative drawing

Themne ; A vehicle

Subject s A technical illustration of a bus

Starting points

Which view of the bus is given to you? Is the drawing finished? If not,
vhat can you add to the drawing to complete it? Research the true
colours and markings of your local bus. -

Drawing Strategy

The aim of this drawing is for you to measure and draw the bus so that you

can illustrate your drawing.

You will need ali the technical drawing equipment as well as a choice

of pencils and coloured pencils, You should see.how effective a tee-square
is in helping you to draw the horizontal and vertical lines in your
drawing. Put your own colours and markings on the bus as well as the

reflections in the windows. You are now illustrating your drawing.
Can you see any perspective in the drawing; if so, give some examples,

Summary
Where would a drawing like this be used? FHow would it be made originally?

Is copying a drawing a good thing?






Drawing activitys Observational and imaginative drawing

Theme s Vehicles
Subject; raw a side view of a vintage sports car from the given
information.

Starting points

Study all the sketches and drawings given to you. Consider the scale of

your drawing.

]

Drawing Strategy

The purpose of this activity is for you to consider the research needed
to produce an illustration of a vehicle. Also this type of drawing has

a style of its own. Do you like this style, if so why?

Use what ever equipment or media you think you will need. Look carefully
at the different ways you could illustrate this car. Start with a
pencil drawing. Study how colours and tones can be added or subtracted

to your illustration.

What is the use of drawings in this style?

Summary

Are you pleased with your drawing? What does your drawing communicate?
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Car illustration (Alfa Romeo L5llitre P129)

K l' = <

You will need;

An A3 sheet of paper and all your drawing
equipment, including a technical pen or
paints. Research the colours of the car
by looking up this car in a book on the
history of cars.

Drawing

1)

3)

%)

Centre the drawing to your paper. Draw a ground line
and measure from the centre of one wheel to the other
and dravw in the wheels. Study the pattern of spokes
in a wheel.

Draw in the horizontal lines; use a french curve
for the rounded shapes.

Illustrate your drawing showing rounded tones of light
a.l‘ld da.rk . *

Title and frame your drawing.



Drawing activity: Observational aﬂd imaginative drawing

Thenme s Vehicles -
Subject: Draw the airecraft to a suitable scale.

Starting points

What sort of aircraft is in the picture? BResearch as much as you can

about the aircraft. What information is given to you in the picture?

Drawing Sirategx

The aim of this exercise is for you to organise and carry out a complex

drawing requiring both mechanical and freehand skills.

Make a pencil drawing and then either use a technical pen Ar illustrate
the aircraft. Méke your drawing precise and clear, work out where shadows
and reflections occur and show what different materials can be seen in

the plane. Keep your drawing in proportion by checking the relationship

of lines and the directions of lines.

Where could this type of drawing be used? Would it occur tefore or after

the plane was made?

Summary

Are you satisfied with your drawing? Consider the other examples offered

in this section.



Aircraft illustration

‘7._,__

You will need:

All your drawing equipment and especially
a technical pen. Research the colours and
markings of this aircraft,

Drawing

1) Decide on your own starting point.
2) Tllustrate your drawing.

3) Frame and title your drawing.



Drawing activity; Observational and imaginative drawing

Theme, Yehicles

Subject; Using a glossy photograph of a car, make an enlarged drawing

of part of the car and, or a full drawing of the car.

Starting points

Study your photograph and a real car as well. Make sure you have a clear
photograph. What shape is the car? What sort of car is it? What distinctive

1]
features can you see?

Drawing <trategy

The purpose of this drawing is for you to use different pencils to create
different tones and to use all your drawing skills. Create a chart of
different tones. Work out what is black, white and varying shades of
grey in your picture. Later on you can try this same idea but with

coloured pencils or combinations of pencil and colour,

Find a small detailed part of your car and draw a grid of squares to

a suitable size over this detail. Enlarge the grid and make a detailed
tonal drawing. You could use this idea to draw the whole car, Experiment
with different pencils for different tones. Draw the large shapes first

and then fill in details.

Can you apply these ideas and effects to other sorts of drawing? If so,

where and when?

Summary
what is it that creates dark and light? Are there any lines in your

photograph of a car? Eave you drawn in shadows and reflections? Is your

drawing in proportion? what shape are the vwheels? .
-4



Drawing activity: Observational and imaginative drawing

Theme : Fantastic objects

Subject; A fantastic space ship

Starting points

What is a space.ship? How does it work? Is it real? What are its
technical specifications? Where does it originate from? Collect examples

of this type of drawing.

)

Drawing Strategy

The idea of this activity is for you to create and draw something
unreal and totally imaginary. However, it should be convincing. Show

your space ship in action and in space.

Choose what ever drawing medium you think you need. Try to make it

appear as a solid object and consider how you migﬁt model a space ship.

Where are drawings like this used? Do they have any purpose or function?

Sumnmary

Are you convinced by your drawing?

bé



Drawing activity: Observational and imaginative drawing

Theme s Cartoons

Subject: Sketch and draw a cartoon car which has many special features

of your own invention.

Starting points

Think about as many crazy devices as you can to be in your car. Make

several sketches. Collect examples of this sort of draving.

v

Drawing Strategy

The purpose of this drawing is for you to create a humourous, crazy

cartoon car which ‘'appears' to work.

Choose what ever medium you prefer. Traditionally, these drawings are
black and white and produced by felt pens. However a fully illustrated

cartoon can be very effective.

Where are cartoons drawn and used?

Summgx

Did anyone laugh at your car?



Drawing activity: Observational and imaginative drawing

Theme s Cartoons

Subject; Invent a cartoon character and a joke or short story which

happens to your character.

2tarting points

Start by inventing a character. Put it in a situation. What is a

visual joke? Think of an example of a visual joke.

]

Drawing Strategy

The purpose of this drawing activity is for you to create a "visual joke'.

Do not use words if you can help it.

Choose your own style and medium. A cut-out character can be a useful

tool in working out movements.

Where would drawing like this be used?

Summary

Did anyone laugh at yeur joke? Did you use any illusions in your cartoon?



Dra activity: Observational and imaginative drawing

Theme; Imaginary ideas

Subject: The creation of effects to show by drawing the meaning of the
following words: happy, sad, tall, thin, fast, slow, hot,

cold, silly, etc.

Starting peints

Use appropriate media and effects of your own choice to describe the
charactef and meaning of a word like happy. This may be pictorial, a

cartoon or a picture based on the letters of the word.

Drawing Strategy

The purpose of this drawing activity is to use drawing to explore a visual

meaning for common ideas. However the meaning of 'happy' will always be
open to many points of view., The aim of this drawing is to find something

which will capture the essential meaning of common ideas,

Summary
Does your drawing capture the essential idea behind the word.



Drawing activity; Observational and imaginative drawing

Theme s Imaginary ideas

Subject: Metamorphic drawing

Starting points

Take an object and, by drawing, change its form into something else.
You will need to make general drawings showing the major changes from
one object into another. Look closely at an object, for example, a piece

of bark aﬁd see if it conjures up or suggests the shape of something else.

Drawing Strategy

The aim of this drawing is for you to explore changing shapes in the
manner of an animator in the production of a cartoon. This may be a
sequence of drawings or one drawing combining many ideas., A further aim

in this drawing is the creation of something mysterious and unusual.

S umnaxy
How much did the media you used help you in the changes that you imagined

and drew? What was in the original object which made you think of the

changes you made? How mysterious is your drawing?



Dravwing activity: Observational and imaginative drawing

Theme 3 Imaginary ideas

SBubject: A scene from a story or poem

Starting points

Read a story or poem of your choice and find an incident in it which

would make a picture,

1
Drawing Strategy

This is essentially the use of drawing to design and form a picture based

on a scene from a story.

Summazry
Did you design your picture before you completed the final work? Are the

images used your own or are they based on another artisi's? Does your

picture describe the incident better than words?



iii) Drawing symbols, signs and patterns

4) Introduction

In this section I am aiming to introduce you to some of the ways in which‘
we can use drawing to form and design various two-dimensional images.
This is often called 'graphic design®. The same principles apply to

this type of drawing as in the design-by-drawing of three dimensional
objects. Remember, the images which you create usually have a working
context. For example, a sign showing directions needs to be placed in
the most appropriate place for its effective use. Signs are designed to

put over a literal message.

You will need to think carefully about the information your image will

communicate. This information may be about objects, events or ideas.

Examples of graphic design include programmes, posters, advertising
literature, pack;ging, letterheads, symbols, trademarks, signs, logograms,
typefaces, television and film titles, as well as the layout and designs
of diagrams. Patterns may be used aesthetically or functionally.

We may learn the meaning of some signs or we may understand naturally

their meaning because it is visually obvious what is meant.

An important question in understanding symbols and signs is *how is it that

something can represent anything?*

At times your drawing will represent the object, action or idea of
sonething as it does in observational drawing, Put there are many examples
where an impression or suggestion of something may give a 'clearer' idea

of what is happening or what needs to be said in a picture.

You will need to think clearly of the most important aspect of information

to be conveyed in your designs. This is often called finding the 'image’

of an idea or product.

Your desighs will also include words, which are an important compositiong%



feature of graphic design. The choice of a letter style needs to suit
the message being put over. The term layout is often used to describe
this type of image making and drawing. There is plenty of originality

and research in this form of drawing.

The art of designing information graphics is concerned with producing
an overall image which communicates clearly and is easily understocd,
memorable and recognisable. Consider drawing a picture which can give

a new or unusual insight into something that has happened.

B) A lis} of drawing subjects and themes for drawing symbols, signs )

and patterns

Theme Subject
1) Patterns three geometrical purposes
2) | Motifs : the design of motifs
3) | Optical illusions designing an optical effect
4) Lettering designing a letter style
5) Graphic design designing a sweet wrapper
6) Graphic design frpnt page of a programme
7) Logograns designing logos
8) Livery designing livery for a vehicle
9) Diagrams designing diagrams




C) Particular examples of drawing symbols, signs and patterns

Drawing activitys Drawing symbols, signs and patterns

Theme} Patterns

Subjectss Drawing geometrical patterns
i) Squares and octagons
ji) Pentagon

iii) Spiralling twelve squares

Starting points

Coneider that your drawings of patterns should be precise and accurately

drawn. How and where can patterms be used?

Drawing Strategy

The reason for exploring the given patterns is for you to experience
drawing a precise image. More importantly, you should develop your
basic patterns into designs of your own. Interpreting patterns by
adding more lines, subtracting lines or joining different shapes is a
useful exercise., How you use colour for your designs is another skill
you can develop in this activity. Be logical in your interpretation

of different shapes.

Use technical drawing equipment for all the examples. If your first
drawing is not successful then start again., Do not make your lines too

heavy., Look carefully at the different ways of drawing the patternms.

Where could your patterns be used? Vas drawing a good way of producing

a pattern of that type? How did you choose the colours you used?

Sunmaz

Yow offertive zre your 7eitemms? Hew legical have you teen in interpretirng
C

vour patterr? ©yplore and generale ideas atout new designe and patterns.



Drawing a geometrical pattern

1) Squares and Octagons
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You will need:

An A7 sheet of paper, pencils, technical
drawing equipment and coloured Bencils.
Make sure you use a compass, 45 set
sguare and tee-square. '

Draw either rnore octagons or one large
octagon,

Drawing

1) Draw a square 24 cm
central to the A3 sheet of paper

2) Divide this square into
nine squares.

3} Draw an octagon in each sque
4) Look at the shapes in shapes

5) Draw your patterns by adding
or subtracting lines within the
basic of squares
and octagon.

6) rhoose a set of colours to

illustrate your patterns,
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Look for the shapes in the shapes

How many A\ *s or [J 's are there in each of these patterns,

Make a sketch of each type of shape which occurs.




Drawing a geometrical patterm

ii) Pentagon

You will need:

An A3 sheet of paper, pencils,
technical drawing equipment and
coloured pencils, Fake sure you
use a protractor and compass.

Drawing:

1) Draw a pentagon with sides
measuring 16 cm centred to the A3
sheet of paper.

2) Draw your patterns in patterns
within the pentagon. How many
pentagons can you make in this shape,

3) Choose a set of colours to
illustrate your pattern. Try a
fine brush and coloured inks for
this design.



Drawing a geometrical pattern

iii) Spiralling twelve squares

You will needs

An A2 sheet of paper, pencils and
technical drawing equipment. HMake
sure you use a compass and 30/40
set square.

Draw nine spiralling squares.
Compare the length of the side of
one square with the diagonal of the
next. What do you find?

Drawing:

1) Draw a circle, radius 10 cm in the
centre of your paper and divide it
equally into twelve,

2} Draw a circle, radius 10 cm on
each of the twelve divisions on the
circumference of the centre circle.
See if you can find the outer ring of
twelve squares.

3) Divide the first circle into
twenty four and find a way of drawing
the next ring of squares, Use this
technigue to finish the pattemm.

4) Illustrate your pattern using a
colour ring. 58



Drawing activity: Drawing symbols, signs and patterns

Thene s Motifs
Subject: Design and draw a motif and use it to generate various patterns
i) Triangles

ii) A bird, for example, a Toucan

Starting points

¥hat is a mofif? What type of pattern can a motif create? Manufacture

many of the shapes in paper or card and arrange them in a motif.

Drawing Strategy

Use a card template to draw out the motifs you design. The purpose of this
activity is for you to explore what a motif is and how patterns can be

generated by them,

Draw and illustrate your motif and patterns using coloured pencils. Fill
your sheet of paper with your design. How does your motif fill the

Spaces on your paper?
Where would a motif be used?
Summary

How many different ways can a motif be used? Is there an answer to this

question?



Motifs using trianges

Shape 1
You will need:

An A3 sheet of paper and a sheet of
strong but thin card, pencils, colours,
a scapel or scissors and some technical
drawing ejuipment as well as a board to
cut on.

A motif is a consistent feature or

dominant idea or shape in an artistic
composition or ornament.

Use the triangles to form other motifs.

A

Shape 2
Drawingt

1) Draw and cut out the iwo types
of triangle. Each triangle

should have two colours, one on
each side., Make about twenty
shapes and use them to form
different mosales,

2) After you have experimented
with different mosaics using the
triangle motif, draw and illustrate
the most interesting design you
have found.

How many different shapes can you

make and how could you describe these shapes?

<
4 &

< &
;

Consider forming other shapes and generate your own designs.

0
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Motifs using a bird shape

/

You will need: Drawing;

An A3 and A4 sheet of paper, thin, strong 1) Use a picture of an

card, pencils, inks, a scapel or scissors, interesting bird to make a
some technical drawing equipment, a series of sketches, about the
board to cut on. size shown. Reduce the

drawing to basic shapes.

2) Make a template of the
shape in card and use it to
draw out a pattern. Try
overlapping the shapes as well
as generating different shapes
using the motif.
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Draving activitys Dravwing symbols, signs and patterms

Theme 3 Optical illusions

Subject: The design of an optical effect

Starting points

For your first attempt at this exercise, use either a square or a circle

and brezk the shape into an interesting set of shapes. You will need to

experiment with several shapes before you can start a more complete work.
What is aﬁ optical illusion? What is high contrast? Collect examples of
optical illusions.

Drawing Strategy

The purpose of this drawing exercise is for you to design a pattern which
can be illustrated in black and white, Your pattern should appear to
move or create an optical illusion. You will need to create a precise

drawing.

Use basic technical drawing equipment. Experiment with regular and
irregulér shapes. Use a technical pen and a fine brush to create the
high contrast effects. The quality of your line drawing is crucial to the

success of this design.

What do optical illusions tell us about drawing?

Summary

How effective is your 1llusion? How much movement have you created?
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An optical effect

You will need;

Pencils and technical drawing
equipmert, technical pens and
black ink, comrasses, pen compass
and AZ paper as well as a fine
truszh and ink pot. Use freehand
or mechanieal drawing.

Dravwing:

1) Draw up several squares 15 em squar
into which you can work out somes ideas.

2) Draw a large scuare or shape
centred on an 42 sheet. Use your small
squares either as a part or a whole of
your pattern.

3) Block in the alternate areas black
and white using a »en and brush. Iru=h
the large shape and finigh off with

the pen.

&) lount your final optical effect.
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Drawing activity: Drawing symbols, signs and patterns

Theme s Lettering

Subject: Design a letter style to suit the meaning of a word.

For example, crunch, fall or wild, quick tough, cool, happy, truck

Starting points

Consider the meaning of the word. How many meanings does the word have?

Make some sketches of ldeas associated with the meaning of your chosen word.

]

Drawine Strategy

The'aim of this activity is for you to use drawing to work out what a
crazy word may look like. Use any techniques you like, tut make your

final word have an overall unity.

Where could a design like this be used?

Summary

How effective is your design?



Drawing activity: Drawing symbols, signs and patterns

Theme s Graphic design

Subject The design of a chocolate bar wrapper

Starting points

¥rite down all the main items of information which a sweet wrapper should
have. Make notes of its name, tradename, price, general information about
the product as well as the ingredients of the sweet., Collect various

examples of wrappers.

Drawing Strategy

The purpose of this drawing activity is to bring together the design of
a product as well as the graphic design of its wrapper. There are at
least three main areas of design for you to consider. They are the nanme,
its letter style and colouring, the chocolate bar itself and the wrapper,

how it wraps and its overall colouring.

The lettering for the name of the product can be started in the manner
shown in the diagrams. The lettering style should suit the name of the
sweet, The bar of chocolate should be designed to show its shape, size,
texture, both inside and outside. The wrapper should be a full size
precise drawing, illustrated and lettered clearly. You should also
design how your sweet wraps, and a model may help you here. Experiment
with ways of folding and wrapping a bar of chocolate. Remember all your

drawing techniques from observational drawing.

Would your wrapper be noticed on a sweet counter? . Would people be

attracted to your product, by name?

Sunmaxry 6c
-~

How real is your design?



Designing a sweet wrapper
You will need;

All your drawing equipment especially
felt pens and soft pencils., Work out
the information for your wrapper by
listing:

1) The name of your product. Do
this by word association for example,
plenk, zonk, clonk.

2) Use your name as the tradename,

3) The ingredients of the sweet
(your favourite).

4) The size, shape and type of
sweet bar,

5) The method of wrapping. Use a
block of wood to practice ways of
wrapping a bar of chocolate.

6) A price and other written
information which should be put ,
on the wrapper.

7) Analyse different wrappers.

Drawing:

1) Start with designing the name
of the sweet by writing it in

your natural handwriting. Work out
a colour scheme for the word.

2) Make sketches of the chocolate
bar, showing its outside textures
and its inside ingredients.

3) Llay out the full size of the
wrapper. Work out where all the
designs and words will be.

4) Design a colour or picture
theme for your wrapper.

5) Make a full size technical
drawing of your design.

6) Make several three dimensional
drawings of your chocolate and
illustrate your bar.
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Drawing activity: Drawing symbols, signs and patterns

Theme 3 Graphic design

Subject: The front page of a programme, for example, a football programme.

Starting points

What is the function of a programme? How many types of programme are
there? What information is usually communicated on a programme cover?
Collect examples of the programme in which you are interested as well
as photog}aphs depicting the sport or entertainment appropriate to the

cover,

Drawing Strategy

.This exercise will give you experience of designing using pictures.
You will need to consider the overall shape of the programme (why is a
rectangle always used?) and the way in which your pictures and words
are spaced and arranged. Lettering is an art of its own so think

carefully about the words you use and the style of letters.

Sketch several examples of your design before you work on the final cover.
Work out the background shapes and use colour at this stage or stick dowm
your main pictures to lay out your desigh. Look at all the different
items of information you are communicating as shown in the diagram with
the notes and create an overall urity to. your comrposition of shapes and
colours. Use rub-=down letiers for your main titles, but plan every

1

position of every letter and word,

Does your programme stand out in a crowd?

Summarx

How does drawing help in graphic design?
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Drawing activity: Drawing symbols, signs and patterns

Thene s Logograms

Subject: The design for a logo
i) A funny badge
ii) For peace
iii) A symbol for British 0il

iv)  Anti-pollution

Starting points

What is a logogram? Where are they used? yhy are they so important

today? Collect examples of badges and logos.

Drawing Strategy

You will need to have thought of an idea for your badge or logo. Once
you have an idea, sketch out your first thoughts, especially with a view
to simplifying your image. Design a shape for the badge or logo bty

experiment.

How the various shapes relate to each other is very important in the
design of a logo. Coloured inks and a fine brush are especially useful

for this task.

Explain where and how your design can be used?

Sumnary

Does your badge or logo work?
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Drawing activity; Drawing symbols, signs and patterns

Themne ; Livery

Subject: The design of livery for a van or aircraft

Starting points

Why are vehicles given colours and signs? Collect examples of livery
designs on vehicles, Use your own name or country and design your own
livery for either a van or an aircraft.

)

Drawing Stratecgy

The purpose of this drawing activity is for you to use design to create

an overall image.

Draw the vehicle'to a large scale, after sketching out your basic designs,
add your main colour scheme and loges to the drawing. laying cut your
design and fitting it in the shapes and spaces on the plane are

important to this activity.

How effective is your design?

Summary

How subtle is your design?
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Aircraft Livery

s L IR B o T—

Gllllllll.ll'“l F;‘lllllllllllllllﬂl | sniaesyga nadligane

You will need;

Pencils, technical drawing equipment
including french curves and A2 paper
and coloured pencils.

0L
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Drawing:

1) Make an enlarged drawing of your chosen
aircraft on an A2 sheet of paper.

2) Design your colour scheme and markings

and badges.

3) Illustrate your drawing,
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Drawing activity: Drawing symbols, signs and patterns

Thene 3 Diggrams

Subject s Designing a diagranm
i) Using statistics
ii) How to put something together

iii) How to analyse a problem

Starting points

What is a diagram? What types of diagram do you know about? ¥hat do
diagrams do? Look carefully at the data given to you and decide what
is the most important information contained in it. Design a visual
display of this most important information contained in it. Design

a visual display.of this most important idea.

Draving Strategy

This is a very important drawing exercise because you will need to
develop a special style of drawing to show the main point of information

contained in your brief,

The graphic form should be entirely your own choice. Create a sense

of unity in your design.

Where could you most effectively use your diagram?

Summary

Do people understand the message of your diagranm?

72



Designing a diagram using statistics

In Britain over the last few years FIREWORK INJURIES have been:
1978 953 Hospital casualties
1979 745 " "
1980 | 555 " "
You will need: Drawing:
All your drawing equipment. Draw and design a diagram

L]

after sketching out your ideas.

Designing a diagram putting something together

Acquire a television aerial plug and a small length of aerial cable.
Make sure you know how to wire a television aerial plug.

You will need: Drawving:

#11 your drawing equipment especially 1) Make sketches of all the
pens. parts of a t.v. aeriel plug,
Consider using pictures of hands in 2) Show both the inside

your diagrams.

and the outside of the plug
correctly used.

3) Use a technical pen for
the final diagranm.
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Analysing a problem

GREY

West and east Pacific. Originally
20,000, Now 10,000-12, 000. Not
sighted for many years.

v FIN

Antnrct-t.c, north Pacific. Originally
420,000. Now 92,00C.

HUMPBAC K

North Atldntic, north Paciftc, An-
tarctic. Originally 50,000, MNow
5, 600-6,300.

‘North Pacific and other warw wabers.
Originally 290,000 in north Pacific
New 170,000

You will need:

All your drawing equipment.

Lay out and illustrate a diagram
which communicates the significant
information to be found in this
data on whale population.

BLUE

Antarctic, north Pacific, rorth
Atlantic. Origirally 200,000.
Now 6, 000,

<

SEI

Antarctic, north Pacific. Originally
220,000. Now 125, 000.

GREENLAND RIGHT

North Atlantfc. Origirally 11000
Now 30~-40.

CrETED
===

London bus reproduced to same scsle.

Drawing:
1) Make sketches of your ide:

2) Illustrate your final
diagranm.
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iv) Design-by-drawing

A) Introduction

In this series of activities, I am aiming to introduce you to some of the
ways we can design-by—-drawing. 1 have chosen to consider two main areas
of design-ty-drawing where you can find ideas and information for yourself

and communicate information to other people,

i) Communicating information to yourself through sketching, observing
and noting ideas and facts. This represents the private drawings one

might make.

L]

ii) Communicating information to other people through more polished
drawings and proposals, which may include technical drawings and details.

These are the public drawings we might make.

The information that can be found for designing will depend on you and
your design task. There is no one way to design or to use drawings.
Generally, you will exDdlore 'what your design will look like' and

'how it might be used'.

Information about what your drawing may look like can concern its 'form'
{aesthetic and functional), its structure, its size, its number of parts
and the proportions of the size of parts, how it can be assembled, its
construction or manufacture, materials used, textures of surfaces, colours

and all the organisational needs and requirements of making.

Information about how it can be used can concern how, when and vhere it
works and who will use it, as well as considering all the organisational

needs of its use.

At every stage of designing, each of these points of information can be
changed by drawing because drawing in design is a method of organising
the making of things. This method enables new forms to be devised and

to be tested in a modelled form before the process of production. Fow

reliahle these drawings are in describing how people will use the 75



product is another problem. Drawing helps us to organise making things
Btut it cannot always show us how things will actually be used or whether

peorple will like them.

Designers must possess vivid and powerful imaginative faculties, since
they are dealing with objects and ideas in their minds. They are dealing

ultimately with a precise description of an object which does not yet exist.

The designer, therefore, has not just the ability to think in images,
but also the ability to manufacture and respond to them. A designer

needs to 'think in terms of drawing’.

L)

In designing, man uses his abilities to 'relate' to the materials of his
environment, and in this process he invents tools, which are constantly
being developed. Drawing is a tool in this respect and it has been
developed in many forms throughout man's history. Also, anything man makes

ultimgtely reflects man himself,

3
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B)

A list of drawing subjects and themes for Design-by-Drawing

Thene Subject
1) Drawing and modelling Science fiction menster
2) Drawing and making A model car
3) Technical drawing and a Designing the body style of
proposal for design a car
4} Reading drawings to help Making a boomerang
in making
5} Reading drawings to help Making a kite
in making
6) | Reading drawing and producing Designing a torch
design drawings
7 Drawing to making Modwar shape design
8) Imaginary design ideas Design of a super football
stadium
9) Drawing to making A system of control, a robot's
arm
10) | Drawing to making A cushion
11) | Drawing to making A key ring
12) | Drawing to making A mechanical insect
13) | Drawing to making A photograph frame
14) | Promotional drawing A technical graphic image

promoting a personal design.
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C) Particular examples of Design-by-Drawing

Dravwing activity; Design-by-Drawing

Theme ; Drawing and modelling

Subject; A science fiction monster for a television programme

Starting points

Read the extract from a Dr. Who script which describes a monster. Make

a list of all the words deseribing the monster. This information is
usually all a costume designer receives for a telev&sion programme.

Work out, in your own mind, what the monster looks like and make several
sketches of your ideas. Sketch the main features of your monster. Then
think about how the mongter will work in the programme. Does an actor fit

inside a costume.or is there some other way of creating the monster.

Drawing Stratecy

The purpose of this activity is for you 1o design your own ideaz of a
science fiction monster given a brief description of the monster. Mosti of
your dfawings will be personal. They are helping you to decide what your

design looks like. Think of as many fantastic features as you can.,

Shapes, lines and colour are important in this drawing exercise, Sketch

in any medium., Try sketching with a fine brush and paints as well as

pencil or even Eire. Draw the main features of the monster, its head, body,
arms and legs, (if it has these parts?) Remember to use your knowledge

of drawing things to look real and solid, especially different textures of
skin, scales, fur or something unusual., pAlso, make detailed drawings of

the monster's head, so that you can make a papermache model of the head.

Discuss the various monsters you have seen in films and on television.

Consider how they are desirned and made. 78




Summary
You should now be able to see how to use sketching to help you to work

out your ideas about what something could look like. How many times

did you change your mind? Did your drawing and ideas improve?

A science-fiction monster from an imaginary Dr. Who story.

L]

The Nargon

A control centre filled with electronic gubbins.

A panel slides open. Soldeed enters, nervously, and stands before the desk.

There is movement behind the curved screen at the back of the desk and

then the Nargon appears.
He is a terrifying creature, with huge powerful shoulders and a great

glistening head like a huge mechanical bull., Two long pointed horns

curve from either side of the beady eyes.
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Prawing activitys Design=-by-Dravwing

Theme 3 Drawing and making

Subject: A model car propelled by a small battery rowered motor

and elastic band

Starting points

Use sketching and drawing to design how your model will fit together and
work. You will need a kit of parts and access to a workshop and basic
tools. The constructional element of this modelling is designed for you
to use the basic craft techniques of sawing, drilling and forming. The
main parts of your model should include a motor, a battery, an elastic
band, wheels, axels, a chassis, a drive wheel and any other component

you think you will need to fix together your design.

Drawing Stratesy

This design project requires that you use drawing to organise how you
will make your model. Firstly you will need to know how your model will
work. How does the motor power the vehicle? How many wheels do you need
and so on? Make sketches of all the important working and moving parts.
Also make drawings of how things will fit together and very importantly,

the exact position of parts to make your model work properly.

Use a pencil for your sketches, but also carefully lay out your paper so
that you can make élear notes of all the different things you will have

to think about. You should use three-dimensional drawing and possibly
front view, end view and plans. A plan view may be vexry useful. Then make

your model from your drawings. Make sure you can read your drawings.

This type of design-by=drawing activity provides a fairly common experience
of how to organise the making of something. In how many ways have your

drawings and sketches helped you?Did you really need drawings for this gg




exercise? Did anyone else need to read your drawings; if so, why?

¥hat sort of drawing was most useful to you?

Sumnary
How would you judge the quality of your drawings? Were they clear and

easy to use? Does your model look like your drawings; if not, why not?



Drawing activity, Design-by-Drawing

Thene s Technical drawing and a proposal for design

Subiject: Designing the body style of a car

Starting points

There is no one way to design a car. Since a car is a solid object it is
usually designed by modelling, as much as anything else., However, sketching
and drawing of initial ideas play an important part in the design of a

car's styie. Discuss the type of car you are interested in, the conditions
under which it will operate, the number of people who will use the car and
how people will generally use the car. Consider also some of the basic
technical pioblems of fuel economy, performance, layout of engine, placing of
passengers and luggage and road holding. Make careful notes of all

your ideas and specifications. Your drawings are a proposal for how a car

might look.

Drawing Stratesy

The purpose of this activity is for you to explore the problems of car
styling and to use your experience and imagination in your design drawings.
Also, there are many drawing techniques which you can explore in this

exercise.

There are several drawings that you can make, Make lots of sketches, good
and bad, which show your thinking and changes of mind, Use a thick felt pen
for quick impression sketches. Structure some of these first drawings on
an existing car. Work out the front view, end view and plan of your car
and make a full orthographic drawing in pencil. Use all the technical
drawing eguipment in this exercise, especially French curves, These views
car be illustrated in ink or colour., Use a technical pen where possitle,

Produce a three-dimensional stylised drawing of the whols car and a few
82



main features of the car.

What would be the next stage for your car design? What types of

drawing do you need before, during and after making something?

Summary
Dec your drawings have impact? Are they convineing? Present them for

exhibition by making a display of all your work.

3




Drawing activity: Design-by-Drawing

Theme s Reading drawings to help in making something

Subject : Waking a boomerang

Startine points

Bead and study the drawings and notes about a boomeranz., Do you have

enough information? Check that you have the right materials and tools.

)

Dravineg Stratersy

The aim here is for you to read a set of drawings and to take action

from them. You will need to organise what you need and what you are deing.

Hake a full size drawing on paper of your boomerang using the full range
of technical drawing equipment. Once you understand the drawings, mark
out your material so that you can begin to form your boomerang. When you
have made and tested your boomerang, draw several boomerang shapes on
paper and design a pattern for it. Wwhat paint could you use for this and

how will you paint your boomerang? Make youf design abstract.

Did you find the drawings useful? (ould you work out what they all meant?
How could you improve on these design drawings? Would you prefer written

instructions?

Sumnary

Can you read a set of drawings and understand what you see? Does your

boomerang work? Did you make any other drawings to help you?

Bl



A vooden boomerang

You will need: Drawing s

Your drawing equipment and a sheet 1) Draw the boomerang full size.

of A3 paper. . . o
2) Draw the boomerang onto

Materials: your wood.

Plywood (6 mm or 8 mm) X 3) Mark on the portions of the

(40.6 cm x 15.24 cm). cross section shapes.

Craft skills of using a

coping or fret saw, a rasp L) Decorate your finished

or spokeshare and glass paper boomerang with a pattern.

to form the shape of the

boomerang.

) -—
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Dravwing activity: Design-by-Drawing

Theme s Reading drawings to help in making

Subject: Making a kite

Starting points

Read and study the drawings and notes about making a kite. Do you have
enough information? What sert of information is in the diagrams?
You should be able to list many examples. Can you list the materials

and tools‘you will need?

Drawing Strategy

The purpose of this activity is for you to read and understand drawings
to help you to make a kite. Later on you might design and .make your
own kite. Perhaps while you are making this kite you will find a better

way of making something.

Do you ne=d to do any drawing?

How useful were the diagrams?

Summary
Does your kite fly?



The Eddy Kite

You will need:

Your drawing equipment for marking
out the materials to be used in your
kite.

Materials:

Two lengths of 6 mm dowel

(82 cm and 80 cm); 10 cm length
of omm plastic hose, small
offeuts of plywood, strong line,
a plastic bin liner or 250 gauge
pelythene sheet,

Craft skills involve using a hand
saw, scissors, stapler and a vice.
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Dravwing

1) Read all the diagranms.
2) Mark out your materials,
3} Construct your kite.

4) HMeasure and correct the

bridle of the kite to find the
best angle to fly the kite.

Somi cut ot
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eath dini .
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Drawing activity: Design=-by-Drawing

Theme s Reading drawings and producing design drawings

Subject Designing a freestanding torch by drawing

Starting points

Read and study the design brief and the notes given. Consider the function
of a freestanding torch. Where would it be used? There is a lot of
information which you need to show in your drawings. You are designing
what the torch will look like, how it will work and where it will be used,
Make careful notes of your ideas. Change any of the given components.

What materials would your torch be made of?

Drawing Strategy.

The aim here is to use drawing in its widest sense. To sketch and design

the outside view as well as the internal workings. Your torch must work.

Use the full range of drawing equipment and methods of illustrating.
You should produce sketches, stylised 3-D drawings, working diagrams
and sectional views in orthographic projection. Use line, tone and

colour in your drawings.

Who would use the type of drawings you have made?

Summary
You have completed a complicated task. Do your drawings explain clearly

how your torch will work and what it will look 1like?
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Torch design

You will need:

411 your technical drawing equipment.

Draving:

1) Make a number of
freehand sketches of your
design.

2) Make a full illustratic
of the torch.

3) Make full orthographic
drzwing of the torch
including a sectional
front elevation which
will show how the
conponents fit together.

o_,




Drawing activity: Design=-by-Drawing

Thene Inaginary design ideas

Subject: Design of a super football stadium

Starting points

What is a stadium? What are present stadia like? Consider the following
imaginary press statement:
"Within twenty years British Football will be dominated by an elite
of pérhaps a dozen clubs playing in super-stadia, replete with such
amenities as synthetic turf, dome-roofs, escalators, 21l purpoce
leisure cerntres and shopping complexes... Nobody will ever get

wet and no game will ever again be cancelled through snow and ice.”
(Daily Blad 1982)

Draving Strategsy

The purpose of this exercise is for you to use your imarination to
make some design proposale for a super-stadium. Use the ideas in the
press cutting and research, for example, the layout of football pitches

and how people can watch a game in comfort and peace.

Make sketches and three-dimensional drawings to show the layout of
your stadium. Plan your buildirg to work in many ways and show your

ideas in diagramatic fornm.

What type of drawings have you made? Vhat sort of information are you.

communicating? Who would be interested in your proposals?

Summgzy

Did you find any new ideas or novel inventions in vour drawings?



Draving activitiesy Design=by=-Drawing

Thene Prawing to making

Subject: Modular shape design

Starting points

Your design brief is to make a shape which will fit the same shape in

many ways so that a modular construction can be formed.

Drawigg,S{rategy

Use drawing and cardboard templates to design your shape. Test your

ideas before making a set of shapes.

Suama,
How effective was your modular design? Did you see any use for your

design or does it stand in its own right?



Draving activities: Design=-by-Drawing

Theme ; Prawing to making
Subject: A system of control, for example a robot's mechanical arm

Starting points

Your design brief is to make a mechanical arm, using very basic materials,
so0 that the arm can pick up and move small objects. This arm may be
a feature of a robot which has other *powers’.

Drawing Strategy

Consider whether you need to use drawing at all. If you do use drawing

how will it help you to make your design work?

Summaxy
¥hat are your conclusions about using drawing for this type of design

problem?



Dravwing activity: Deésign=by=Drawing

Theme i Drawing to making

Subject; Design a cushion which will use applique as its main feature

Starting points

Design a cushion which will be 45 cm square so that the top face will be
made up of an applique design based on a2 pattern. Use the idea of a
square pattern and break up the main square with either a regular

pattern or irregular pattern.

Drawing Strategy

Draw at least six small squares to test your ideas and then draw your
design full size. Use cut out paper to see how shapes overlap and
how the various colours will work together. Incorporate lines as part

of your design which can be made by a sewing machine.

Sumnarz

How helpful was drawing in your cushion design?




Drawing activity: Design-by-Drawing

Theme Drawing to making

Subjects A key ring

Starting points

Your design brief is to make a key ring from a piece of perspex 45 x 10 mm,
The aim is for you to design and form a shape for your keys. Find a
bunch of keys arnd think about how you use keys and how you carry them.

)

Drawing Strategy

Drawing is very important in this design exercise, becuase you will

be making a three-dimensional form from a two-dimensional drawing.

Sketch shapes an& then distort them into more interesting shapes. Begin
again with a more irregular shape. The aim is to produce a shape that
needs to be formed, bent or drilled so that you can &evelop your basic
craft skills and understanding of materials. Use cut out templates of
paper to help you to develop your ideas. Sketching is very important

in this exercise, You will need to produce a large number of ideas.

Use a full size illustrated drawing to help you make your key ring.

Sunmary

Is your shape a pleasing one? How does it handle?



Draving activitys Design-by-Drawing
Theme 3 Drawing to making
Subject: A mechanical inséct. bird or animal, enamelled and mounted.

Starting points

Find a photograph or drawing of an animal that interests you, for example,
a Lapwing. Consider the character of your animal and how you can
capture its form by drawing.

1Y

Drawing Stratesvy

The purpose of this drawing is for you to change and use an image of an
animal. You should make a detailed drawving of the bird and then abstract
the main shapes and form for your design. ILook carefully at the textures,

patterns and shapes which make up the bird.

Draw and illustrate your design, working out carefully the different shapes.
which fit torether and the zhapes and colours on top of each other,

Make paper templates of your shapes. Design' the backsround onto which

you can fix your design.’ Work out ths enamelling process you are going

to use, so that your shapes and colours can be organised properly.

How useful was sketching and drawing to your final design?

Summarz

Do your design drawings resemble your final work?
J gn
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A fmechanical insect

This may be a direct interpretation of the animal or a more fantastic

or imaginative exercise,

You will need:

All your drawing equipment and A3
sheet of paper. A collection of
photographs or actual animals from

which to make line drawings.
Materials:

A small piece of copper sheet
and enamelling equipment.

Craft skills:

Cutting and forming the copper
shapes to form a Jjigsaw of the
animal. Enamel the shapes and
mount them on a plece of wood
using an adhesive.

Drawing:

1) Draw your chosen animal or
insect showing the basic shapes.

2) 3Break dovn these shapes into
main areas which can be cut out.

3) Work out the colours you wish
to use,

4} Design 2 way of backing and
mounting your work.



Drawing activity: Design-by-Dravwing

Themne; Drawing to making

Subject: A photograph frame

Starting points

Design a photograph frame to be made of clear perspex, which will require
you to use bending and forming techniques for perspex. The frame must be
freestanding. Collect a photograph which you would like to display and

take meastrements of it.

Draving Strategy

The purpose of this drawing activity is for you to design a picture franme,
taking into account the craft techniques you will need to use and

understand.

Sketch the shape and size of your frame. Make several three-dimensional
drawings showing how it will hold a picture, how it is bent and how it
will stand. Line drawvings are useful here. -Alsc, make templates of paper
to experiment with shapes and the standing position., Make technical

drawings of the three main views of your design.

Did drawing help you to find the shape you wanted?

Summaxy

Does your frame work well?

98



Drawing activity: Design-~by-Drawing

Theme s Promotional drawing

Subject; A technical graphic image promoting a personal design

Starting points

Find something you have designed or would like to design and draw a
series of technical graphics promoting your idea. Study examples of
this type of drawing.

)

Drawing Strategy

Use all your knowledge and skills of drawing to promote an original idea.
Summary

How difficult was this drawing exercise considering that all the ideas

had to originate from you? Has a structured drawing course helped you?

a9
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