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Child Art and Primitive Art: Analogies in J\es tbetic 

Development 

Tl 1 ,, ::; i s ti i re c t c d by As s o c i a t e P r of e s s o r Ch a r l e s A • 

qualley 

C u n t e mp o r a r y r· < • s , ) , , r cl I i r, t h n 1' i < ! 1 d u J' 1\ r L 

;-. ,lu,·,,Li1l11 .111J t>sycllology has giv<:11 wi<l<!spr<•,td b11t 

c1 <:orupatibll) sywbolisrn appcarinr,' i11 tl.10. .--trl µr'1lducts 

nl' ..::l1ild rf'n ,:1nd that ui' ancient peoµ.LPs and pri1nitivcs. 

,<;11cop,!an and J\.n1erican educators and scientists t1ave 

compilt'd ,nass <~s 01· ir,formation concerning t !--: e ttll)df.•s 

of visual co1nr11LH1ication 1-) rnployeJ hy cili1drer1 aL varying 

tit<l/';1::::; in Llle course of maturation . !\s a uriiv~:csaJ 

symbll I otsy 1'wpluyed by cl1ilclreri at comparalJJ t! .lPV(\ I::..; 

1>1' d1•v1)Jop1r1<~11L L)('Cd111e c .lear, a11 assuci;1t1!,l 11cc11t·r·1!r1ce 

ot· li1 .. 1· synd.>1>ls i11 tit<' ar·t work 01' pt~i11,itiv<·s wis r,oL<~d . 

Tlte recug1iitio1i o.f extri:1sic <1na J ogi1•::-; i11 Lil< · 

visu,l.l image f'or111ation uf individuals so wicl,~Jy <iis­

par;it(', t~-cugrapl1icaJly <11td temp,irally, .1a::..; erigcind<)t·ed 

llt,: :-;p<'culatiDt1s nf tt1.i.!:-i study. 

Tltc prin,1~ l1ypotl1(:s is is: 

c' IH'rgy <11td tl11: µrDc<·ss or nii!ntacion arP ici1'ritic':ll. irr 

iii 



supporting, proposition . is that manii'estatiuns Di' 

tllis universality are obs e rvablfl in arwlogies of art 

f'orms created by ancient peoples, primitives, and 

ch ildren . 

The major theories of specialists in Art 

Education are compared to those of Gestalt psycholu-

gists io relation to th,) probable quality of nicnLal 

pr·ocL'ssus i11volved iri image f'orwatiun. Tltis cor11pari-

::,011 is ir1Uinded to provohe a curiosity Lbat will 

eucl>Urage a searcil .for scli'-hnowl(-)dge, d.11d .furt : t•.:r a 

This absLract of' abo ut 2:35 word~ is approved .;s t , 1J 

foru, arid content. 

iv 
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CHAPTER I 

INTRODUCTION 

In the first half of the Twentieth Century a 

flreat deal of speculative research has been pursued 

in tlle 1'ielrl of Cbild Art. Psychologists, Artists 

and ed tt cntors have been systemati c ally studying 

cltildren 1 s art work . Masses of information have IJee[J 

compiled and many theories proposed conGcrning th ,, pat­

tern of' development of the child's artistic expression. 

From these studies has come overwhelming evidence of' 

the similarity of the visual imag!s created by children 

who arc widely separated geographically. Concurrently, 

investigators were discovering remarkable analogies in 

art forms employed by prehistoric man and by primi tives 

to the work of the contemporary children which ttH"'Y 

were studying. 

AP. educators bocame uwarf~ of' tl1P styJ istic and 

.formal similarities in art products or individuals so 

widuly djsparato, many explicative hypotheses WHr e 

clovnlopc~d. ~ome major theories in the study of Cllild Art 

a re th o s e:, of' ~ a iv c Re al i s m , Pe r c e pt i o n l) e l i rw a t i 1 ~ , th c 

l.ntc'.lloctunlist theory, the Perceptual theory anc Llw 

Huptic-Visual theory; these will be r.laboraLed on in 
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a later section. The theories of selected psychologists 

and philosophers concerning symbol and image formation 

will be placed in apposition to Art Education theories. 

The purpose of this paper is to present a specu­

lation, a proposition of universality; made in t il e belief' 

tllat tl1e basic psychic enc rgy and the process or rrwn Lat .i. on 

are ldc~ntit;al in the human being wh<~ther' he cxisLc•d 

10,000 years ago or exists today, on any part ol' tile 

c'arth. The further, supporting, proposition is that 

manifestations of universality are observable in 

similarities of developmental sta~es o1 art form~ created 

by ancient peoples, primitives and children. lt is a 

truism to say that, today, the societies of tile .vorld 

exist in a novel proximity becaus 

tions and transportation systems. 

of modern comm~nica-

For this reasorJ it is 

urgent thnt these neighbors resolve diff'ercnces and give 

cognizance to the individual; it is in the recognitiuri of 

differences and similarities that thissLudy may h a v e i ts 

greatest purpose. 

Even as we are concerned, today, with individual 

rights and freedoms in our social structure, we rn11st be 

c once rrH'd with the einot i nnal and j nte l le ct ua] l ih<) nn s s 

D f 111 an k .i. 1 1 d a rt d e II c o u rag c t ll i s c o n c c pt of' s i mi .l a t' i y • 

Wi.tllin the frar,eworh. of c)ducation, a11d sp0cif.i.c a 1 . y /\rt 

J1'. ducatin11, there is tl1e possibi.Jii y of i'reniug Uu 



individual of the mass reactions of rigidity and auto -

matic response . This aim should be pursued Lhrough a 

merger of self-knowledge and knciwledge of human nature, 

not through a blind insistence on "individuality." 

One step toward this goal is the recognition of 

the universality of visual perception . Through s11ch 

recognition it may be possible to understand more 

clearly the integrity of children's art work and the 

integrity of all human artistic effort. 

J 

Through visual art, feelin~s and facts are trans -

mittecl regardless of cultures, language barriers and 

t . 1 
ime. l\wa rene s s of simila r i ties in the mot i rs <~rnpl nycd 

by c lt i l d r c n a ml ad 111 ts may 1 ea cl t . > v a 1 id spec u 1 at ion ab u u t 

tlte univ0rsality of "feelings" an1I rnenta] proc<--~ss ~s which 

llavP de_fined, limited, and determined the charactc~r of 

the creative products. 

If 11niversality exists and is visually manifest in 

the work of' the young and the naive, then perhaps Lt 

should be a function of Art Education to promnte dWr:tre-

11es:-; of' this universality with its ramif'ications for· self-

know.l1·dg<~ and the understanding o.t' human natur e . 

1 Manft·e.:l L. l\eiler, Th<• Ar ~ jn Trucli-i11p; /\ rl 
(Lincoln: ·university of Nebraska L)ress 1~)61) ,"r: .'). 



CIIAPTF~R II 

ANALOGIES: VISUAL FORM 

Piaget, Lowenfeld, McFee and Arnheim have considered 

the similarities between the work of children and that of 

. . t . 1 pr1m1 · 1 ves. This similarity poses a difficult probl~m 

because of the obvious need to reconcile the diff'erences 

in physical maturation of child and primitive adult. 

The rationale for doing this is presented more fL,J.l y 

in CLtaptPr IV, but, the pivotal a5sumption is that there 

is a basically similar psychological condition operative 

in all people who make art products. 

In order to arrive at a possible explanation of 

th0. analogous phenomena in visual imagery it is r,ece ssary 

to present a description of some of the stages of concept 

formation. These stages are accepted de facto by most 

art educators, although a specific chronology has not 

been agreed upon. References to historical examples of 

adult art work will be made where extrinsic features 

seem L1> indicate an analogue. 

111 Primitive" is considered to be "l'udinH•niory, 
naiv<~, resisting or lacking civil Lzing influcnc<' !:." 
Am<'rican College Dictionary, (New York: Random He use, 
1953), p. 962. 
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The Search For a Symbol 

The term symbol is used frequently when discussing 

graphic images. It is used here to indicate an artificial 

or natural "sign" which represents or stands for another 
') 

object, specific event or condition.~ 

In the search for a symbol each very young child 

expresses himself first with "scribhling." He pickR up 

a s tick , push e s and p u 11 s it , 1 inc s go in a 11 di r Ei c t ion s , 

in Lile dirt or 011 a wall; it is a disorderly scribbling. 

As muscular coordination develops the markings bc·c omc 

morP- ::;ystematic and he experiences consciously what he 

has previously done kinesthetically.J The lines may go 

in many directions, but soon become predominantly circu-

la r. Ne x t a particular conformation of lines is created 

by choice and elaborated upon. It is in t tis pr ocess 

tllat the 11 will-to-art 114 comes into existence . .I\~ Head 

I n Prehistoric times, the cave meu uJ· the~ 
Plircnc'es may have arrived at their f:iymbo] ic 
representation by a similar route, for there 

') 

'-Morris Philipson, Outline of' a .ftrngian)AE_:c:th c, t ic 
(Clticat,i;o: Northwestern University Press, 196J , p . 52. 

JViktor Lowenfeld, Creati-ve anrl Mental Grrwtb 
(New York: McMillan Company, 1956), p. J. 

Alto: 
4 naniel Mendelowitz, Children Are Artists (J 1alo 
Stanfo1·d Press, 1956), p. 5. 



are, in the caves of Europe, striated markings, 
seemingly made by fingers trailing through a 
clayey surface, marks which might have first 
lrnen made involuntarily as the man crawled 
a.long . Deliberate drawings of animals by the 
same method, fingers on a damp clay surface, are 5 
to be seen in the caves at Ga r gas and at Altimira. 

Cl1ildre11 in the process of symbol developnwnt 

pt.'L>@:['1):,;:-; l'rom :-,;cribbling to representati1Ht, or at lcafit 

conscious crl'ation ol' .form. The c-1r·L wor·k of cl1jl1lrc'n 

f , G . . () J stage o eometr1c1sm an, Lhe c-)arl y 

~cltcrnat ic '7 stage has tl1e qua 1 it y of con te.x t ual 

indivisibility. An oval may be a body within tl1n wl1olc 

representation of a man, but when separated from tt1e 

whol e the oval looses its meaning as 
8 

11 body . 11 Tr.i -

angular, circular, rectangular forms in combinati •. HL arc 

symbols for the child 1 s reality. Simple shapes p~evail 

with strong llori2ontal-vertical ocientation (the 

::-;Lructurally most simple :form: r-Jght-a11eular 

relationship). 9 

511 P. r be r L Head , A rt a n d ~ o c i e t y ( L o n d o n : \✓ i I l i c.1 rn 
fleinemann, Ltd., ·1937), pp. 12-1J. 

6 
Lowenfnld, _Q_E. cit., p. 2'/. 

?Ibid. 
' 

p. J 7. 

8J - 1 bic • 
' 

p. 27. 

9 Hndolp.i Arnlleim, 1\rt a11d '✓ isuaJ l'f) r·cepL.i..D .!. 
(ihirl,('lny aud t.,os A.ng:tl.es: Univer,ity of Caljfornia 
l're::;.s, 19()6), p. 178. 

6 
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ln Lowenf'eld 1 s theory, size differences seem to 

dPnote a difference in social value or immediate person-

al "weighting." The child who talks about his painting 

frequently calls attention to the importance of self, 

or parent, or animal in his thoughts at the time of 

making tl1e picture, and the important 1~igure wilJ. be 

noticeably ,Ji' greater size in his total picture. i•;gypt ians, 

in 2500-1500 H.C., composed wall paintings a,,d f'r·iezc::-; 

extrinsically analogous to children's art in this 

respect. This quality, apparent in both art proclucts, 

may stem from comparable stages in conceptual de,elop-

rm~nt. Arnheim has suggested that "perception may be 

in:fluenced by wishes and :fears. 1110 

In other ancient civilizations we see symbol 

i'ormation stunningly similar to tbat o:f the chilu. 

The "Venus of Wi.llendorf," ca. 25,000 ll.C., is pr ol>ably 

the best known example of a group of prehistoric :figurines 

sculptured from stone. These bulbous unclothed f'ernal<' 

.figures are alike in UEi.r conjunction of convc->.x forms, 

their frontality, their spllerical simplicity. 

has described these Paleolithic stone :figures: 

Arnlieim 

These figures with their rounrl heads, belli<'s, 
breasts and thighs look indeed as though they llad 
b 0 c n c once iv e d a s s p he re s modi fie d t o f' i t th<~ 

1 OA 1- • • t rn,1eJ..m, ~- ~-, p. 1 .5 • 



lt11ma11 sltapc~. We may wonder whc~Lll nr Lllcir ol>esity 
is Lo lie c!xplaincd only by the subjPcL matter-­
symbols o.f motherhood and f'ertility---or also as 
manifestations of' early form conception at the 
spherical stage.11 

Arnheim is relating this "primordial ball" to the 

circular or ovoid forms exhibited in representations 

typical of children's geometric or early schematic 

stage drawings. It merely ref~cts the most elementary 

kind of form concept. These figures may, then, be 

related in concept and execution to the first mud balls 

and snow me n of the youngest sculptor today. 

Cyc.ladean sculptures of 2500 B.C. 12 cxh ibjt the 

c ompact simplification, the frontality and two-JimAn-

sional rigidity found in the clay figures creatPd by 

chi ldren. Good examples of analogous ancient sculpture 

can be found among the terra cotta figures done 0 ,1 

Cypus and at Mycenae during the s e cond milennium 3.C. 

The bodies of men and animals are made of sticklike 

units of roughly the same diameter. Stick e lement,..; ar() 

also found in the small bronzes of the Geometric ?Criod 

1 ·J l L . i ~- . 
12ctiristian Zervos, L 1 Art lles Cycladl's (Paris: 

~:d itions Cahiers U1 Art, 1957) illustrations. 

8 



in Greece, around the eighth century B.C. Children 

make sausagelike sticks for their clay figures. Pro-

babiliLy this stage exists universally at the beginning 

1J of modelling. 

Concepts nf Space 

The concept of spatial relationships and spatial 

urgani~ation is the mxt step in the child's artistic 

development. Lowenfeld states: 

9 

The first mass consciousness of discoverirg that 
the child is a part of environment is expressed by a 
symbol which we shall call 'base line.' From now on 
this consciousness is expressed by putting everything, 
objects and figures, on this important space schema, 
the baseline .•• It is important to keep in mind that 
we speal of a space schema when space is represented 
by some signs or others which, through repetition, 
assume a constant meaning in the drawings of childre n. 
[The child] is frequently forc!d to introduce lines 
which are merely individual symbols. These lines are 
supposed to substitute for the third dimension. Con­
sequently, the space schema is almost entirely abst~acL 
and has only an indirect connection with realiLy. 1 ~ 

This baseline concept has been attributed by McJ1' () n to 

companion learning: as children are tau{?;ht in sc rl.()ol 

to write along a line, they arrange their pictorial images 

along a line. Arnheim considers this concept as a mani-

festation of tlle vertical-horizon t al relationship in its 

1 J Ar n h c :L rn , .£12. c -L t . , p. 20L • 
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simplest form. The intricacies of a spatial system are 

subjected to a given law of form. The construction of 

the figures clings to two main directions to achieve 

visual unity, in which each detail holds its clearly 

defined place. 15 

Lowenfeld assumes the child attempts to rational­

ize th<' multiplicity of his environment when he employs 

multiplP L>ascliues, a resolution which seems to appear 

as tile "L'egisters" o1' Egyptian wall painting. ln both 

casPs u series of objects or figures is related tu its 

horizonta.L baseline. In addition, other sets of' ol>jects 

and figures, which may be assumed to occupy another place 

in contiguous space, are placed on the horizontal to 

which they relate, above or below the first grouping. 

In much Egyptian art space was divided into 

paralellograrns to indicate the importance of bounJaries. 

J_n the drawings o.f 1500 B.C. figures were no .Longer cJis­

tributed over the surface more or le::;s at randow, as had 

been tl1e case around 3500-J000 B.c. They were ~ul;.jected 

to iile strict discipline of a f'ramework cind arranged in a 

vertical fashion from a horizontai line, the recti-linear 

L>ase or the "ground. 11 The place occupied by the figurn 

was subjected to the picture plan,~ . Each pa r t of' Lhe 

1 5A l • rn,1e1m, ..2.E· cit., p. 



body was represented flatly where it could be shown as 

completely as possible. 

1 6 rigid pattern. 

Human form was fitted into a 

The Egyptian register system seemed to stem, 

according to Janson, 17 from the Neolithic period when 

farming took precedence over hunting and the nomadic 

existence. 

1 1 

The "empty" spaces of Egyptian painting were filled 

with hieroglyphics in a response which has been duhberl 

Horror Vacui.i. The child exhibits a like propensity 

i'or cramming and filling Lhe picture plane. 

tr1<~ space-i'il1ing technique , two dimensional frontality 

and baseline vertical-horizontal discipline are alsu 

observable in the vessel decoration by the inhabitants 

o f the Cyclades in 2500 D.C . and in Attic vase painting 

i , . t G 18 o anoicn· :rreece . 

Other modes of child form and spatial organization 

can be compared to historical examples. Some of' tlH'SC 

representational modes have been termed, by Lowenf'(\Jd, 

X-Hay 1Jrawj ng, Comic-::-d. r·.ip t:Cffcct and Fold-ov<'r Teclini~~::_ . 

ThP J'irst mode has been presumed to depict tbE:-i inside 

1 611 • ,. r • I vv , ,., n son. 
1 ~)() 4 ) , p. 1 J • 

History of' Art ( New York: 

1 -~ 
111:.dd. 

18Ht1ys r~a rpe nLer, Creek ./Ir : (l.'lliladelphja: 
versity o:f Pennsylvania PrPss, 19b2), pp. l~G-l18. 

IJni -
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and the outside at the same time. Arnheim disagrees 

with Lowenfeld concerning the particulars of the method. 

lie propses that when one sees figures and objects within 

tl1c structural contour of another object it does not 

signify an x-ray effect attempted by the artist, but 

that the enclosing of a space by a contour line creates 

a solid. Therefore, objects may be portrayed within 

other objects which are neither open, nor transparent. 

The child who draws people in his house or a child in 

its mother 1 s womb is making a two-dimensional representa­

tion of three -dimensional space. 

This concept of space is observabl e in early 

adult art f'rorn the representation of' a Mesopotamian ox 

with embryonic calf' clearly det'in ,:d, to the work .:,f 

Australian primitives in the twen,, ieth century wh erein 

a kangaroo's skeletal and internal structure is carefully 

represented within the contour of the outer configuration. 

Another mode of depicting the conditions of space 

has been termed Fold -Ov er drawing. The child most fre-

quently uses tllis method in picturing his street with 

rows of houses in alignment. Also a common subject to 

receive this treatment, is a group of people seat e cJ 

aroun<.J a table. Tri order to show, in the most concise 

way, the vertical relation:::,hip of the house to th ,~ hori­

zontal street, the child lays out his houses to l e t and 



right, perpendicular to the roadway. In the same 

manner, chairs and people are placed at the simplest 

right anglarity to the rectangular table contour. 

A very similar technique seems apparent in the 

work of tl1e Egyptians of Thebes of 1400 13.c. 19 The 

P<! rsians of Ute seventeenth century repc-)ated this 

c1.11<.: ic·nt pictorial concept in their carpet 

111 cacl1 instance trees and pool or roadways and near 

objects are executed with each separate element rnlating 

in polarity to its logical base. Many more cxan1plc,s in 

the~ work of the early Aegean artists, in Ea:-it Asian-

Oriental Art, as we 11 as the f'olk a rt of centra l i•>uropc 

from ·1000 A.I). to the present, arP- available to those 

curious enough to search for the :omparative 
21 

exam_::>les. 

I >e pict i L>rl of Time 

Tl]() Comic - st rip e 1' i' e ct i n vu 1 v e s di f' f c-: r <~ n L 1' pi sod e s 

Laki11g place wLthin t he framework of' c>r1c: pjct11n· "r, in 

anoLll<·r rorm, "temporally distinct actions arc rcprcsenl( •d 

I 9ll . 

(~cw York: 
W. Janson. he y Monumer ,ts of tlw IlisLor·y of Art 
Harry N . 1\b rams, Inc., 1959), p. 70. 

20llcnry Schaefer-Simmern, Tl1e 
AcLiviLy (llerkoley and Los Angeles: 
California PreHs, 1948), pp. 16-17. 

U11i'0Jd~ o.f ,1rLi st Le 
University or 

2 I , . 
Llleclo.ng t!te "Hay(•aux Ta1 0.sLry," ca. ·10) ·,-HJ 

.i.s r'<'c:omrn0r1dcd. Sec ,Janson, .i\(~Y J\ unum011L:=;, p . l1/1;. 



wit.liirL 011<' This ei'f'ec~ , c o mm o 11 i n t IJ c w o r h 

of yo uLtg cllildreri may sllow a .figure wlH>S(~ right r1and 

c1ccomplishes one task while the left is still involved 

iu ,.1 precedant tasK. Another example is two repre::;enta-

tiu11s o.f tnc same p erson or animal , wit hin th1-~ same 

drawing-, perf'orming act ions dif.ferent in time . 1.ri 

p i c t o r i a 1 d ,) s c rip t i on , th i s i s the s i mp l l" s t mo st c o n c i s e 

,·xpld 1tator'y device with which the child haudlcs a. marii-

1· u I, 1 :=;it Ud ti o 11 or' c 1> nd it ion • 

~ll-dicvaJ rna11uscripts <...lepict p,'oplP wiL!t i"Dur' ,J r,11s 

m1J I tipl •. ' ;_1 rui(!d Gucls of' tlie Far .i.!;c1.s t were cor1c,:ivE.·d wit h 

1hv Cdv,' paiL1ti11g at AJtimira tl.tis eff'ect ca r1 be o , >scrvPd. 

111 i1 unLit1g <·xp,~ditions d(•picted by the primitive 1,:, h.i11ios 

1 f Li\ , ' u i 1 1 , ' r, c e 1 1 t h a n d t we n t i e th c e r. t u r i e s on ,J s <" , , s LL i s 

111ot1c, ,""' mp I oyed iri much the Sarne rrt i.HHHJ r as it w,.1.::; tlS( ' d 

p1>r , tl ,~ur,c ,· pLs, -1c.1vP bee11 corisidcred . 



1 5 

may be compared to the art work of children with an 

amazing degree of correspondence. 



CHAPTER III 

ART EDUCATION THEORIES: IMAGE FORMATION 

Recent investigation in the field of the psy­

chology of perception has been directed toward describing 

the artistic process more accurately. A consideration 

of some of the major theories regarding child art is 

necessary to understand some current attitudes con­

cerning chronology and typology and the several dis­

agreements between those theorists studying children's 

artistic efforts . 

Naive Realism fheory 

According to the theory of Naive Heali::nn t :w child 

is assumed to see theobject "exactly as it is" and will 

1 have the same information to use that an adult has. 

The theory assumes that children do not draw as adults 

simply because their motor skills are insuff'iciently 

cteveloped. According to McFee: 

Nalv1~ Hnalisrn limits art activity tu t'1 \pro­
d11ctlnn:-:; and does not include nrnotional. ariu 
idcatiorial expression, designing, improvisatic>n 
a11d inv011tion.2 

1 ,June McFee, Preparation f>r Art (New YDrk: 
\vadsworth Publisr1ing Co. 1961), p, 152. 

' ) 

'-.Ibid., p. 15J . 



Ar nheim also has commented specifically on this 

theory 1 s fallacy : 

••• at an early age the former imprecision 
of the stroke gives way to an exactness that is 
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mor e than sufficient to show what the child is trying 
tu do . There can be no doubt that none of these 
drawings is an unskillful attempt at projective 
rralism. They all clearly try to do something else. 
Tile reader is invited to put a pencil in his mouth 
or betwce11 his toes and copy a realistic pici,11 r'e of' 
a human oar . The lines may turn out to be~ crooked ••• 
b11t .•. i.t will still be basically cliffer-ent f'rum the 
usual way in whi c h a child draws the ear as two 
conce n tric circles. Thus l ac k of' motor skill cannot 
explain the phenomenon.J 

This theory does not consider the relativity of' 

"Healism" as it has been considered by suciologists, 

psychologists and philosophers in the t went ieth century. 

It is restricted to a recent aspect of Western civiliza­

tion ls concepts of perspective and limiting photosraphic 

rea lism. This is more correctly termed "naturalism'' or 

"illusionism" as it is concerned wi th outward physical 

c l1aract e ristics. It seems one of' the least acceptabl<~ 

of th e proposed theories of child art. 

Intellectualise Theory 

This theory has had wid espread acceptanc<' of its 

proposal that the child "rlraws what he knows." 
4 

children are not drawing what it is assumed th ey ,, an see, 

JA l . . t rn 1e1rn , £I?.· ~-, p. 1 56. 

p. 5 5. 
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some mental process other than perception must be re-

sponsible. Because children represent an over-all 

quality such as straightness of legs or roundness of 

head it is presumed that generalized knowledge accounts 

for the character of their drawings. The child "knows" 

he has ten fingers, four coat buttons or six shirt 

but~ons, and this cognition rather than visual perception 

accounts for his representational style. 

Since the emphasis in this theory is on the 

cognitive content of a drawin& Florence Goodenough, for 
r.: 

f a l j · d the 11 I)raw-a-M· a.n 'l'e st." :J purposes o rese rc1, cevise 

'rh i~ test designed as a completion of parts or complexity 

conception index, was correlated with mental age data. 

The correlation tended to show that the higher the I.Q., 

the more detail and correctness of relationships a child 

is able to incorporate in a drawing. However, Goodenough 

herself recognizes this test applies to only one factor 

children's work. 6 in 

Arnheim f eels that the formula "the child draws 

what he knows rather than what he sees" would be invalid 

eve n if tllc word knowledge had a different meaning , if it 

re.ferrcd to visual rather than intellectual knowledge. 

Ile says: 

SE. W. Eisner and D. W. Ecker, Readings in Art 
~ducat ion (Waltham: Blaisdell Publishing Co ., 1966), 
p. 14J. 

6 
As cited by McFee, .Q.E_. cit., p. 154. 



Even then the theory would be misleading, be­
cause it would still assum~ between perceiving 
and knowing a dichotomy that is alien to the 
perceptual and the artistic processes.? 

Perceptual Theory 
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The Perceptual Theory developed by Rudolph Arnheim 

proposes that the child draws what he perceives and that 

the perceiving starts with undifferentiated wholes and 

progresses to particulars; that the individual moves, by 

preference, from the simple to the complex. The Per-

ceptual theory is an outgrowth of Gestalt psychol ogy. 

Gestalt theorists have posited the exist e nce in the 

brain of a field of electro chemical forces and have 

come to the conclusion that every psychological f i e l d 

t ends toward the simplest, most balanced, most regular 

organi~ation available. 8 Arnheim proposes that ea rl y 

a rtistic representations based on naive observa t i tHt w iJ J. 

b e co ncerned with g e neralities, with simpl e ove r - a ll 

s tructural features. "Unquestionably , children an<I 

primitives draw generalities and 1n1distort<'H:l s hup E• 

pre c isely because th e y draw what t hey s e e . 119 

7.1\.rnheim, .2..E.· c it., p. 159. 

8 ..Lbid . p. 25. 

!) 1· 1 • J 
, . ") l . < • ' . p • 160. 



20 

Hut also, children see more than they draw. This seems 

t_ o mc~an that al though the retinal reception of tllP child 

ur prjrnitive is the equivalent of the contemporary adult, 

tl1<l prDce:-;s of perception of visual congnition, is not 

tltP sanw. This process is one of progressive structural 

growth as it procedes from the simple to the complex. 

Tile child "sees" the dog across a distance, tlle gener-

ality is ''dogish-ness"; as he recognizes breed or type 

characte ristics his perception is more complex. Ul timately , 

the animal is perceived as Sam's dog, a black Labrador 

female. This process is a parable of perception. The 

child r ecords in visual form the growth of his p erceptions -­

from the gene ral to the specific. 

Ar.ctl1er the orist , Henry Schaofer-Si.mmern, hot ds 

beliefs concerning visual conception and p en-,o r1 al rc cogrd -

t ion wh ich are closely related to Arnheim' s P e r ce1Jtual 

theory. In his work The Unfolding of Artistic i\ ,~tivity, 10 

Schaef'e r-Simme rn dev e 1 ops the theory that pie to ra l form 

grows organically, according to definite rules of its 

own, from the s imples to more and more complex patterns. 

In the conclusion of that volume Schaefer-Simmern states : 

rscio ntific examination of art work uf ] persons 
oi' widely varied abilities, ag,is and e ducation 1l 

1 0 , I f '-'. :::-;c iae e r- ..,i mrner n , .£12.· 



lJacn.grourids--may throw light upon at;oriomous rne11tal 
processes which, until now, have bee11 too l.ittlc-) 
re c( igriizc-id. l.t is through these-) procPsses that 
11J;1r1 is alJ]C! tu comprehc11d seusuL>usly the app(•ara11ce 
()j L:1e, world, and tu express llis compreherisio11 
.-,y ruboJ ica 1.I y by means of' the artistic f'orm ••• t lw 
,1bilit.y to create the artistic form by mear ,~~ o.f 
v isu,1 i. co,iceiving is a natural attribuLe of L,n 
,i,. 11 1, c- .l e xistence of man. 11 

This "artistic form" can be f'ound in simµ l be--

.:; L 1,, i 1,e·s as well as h ighly evolved art worhs. It can 

0e r . c: ogni:z:cd in prehistoric and f'olK art, i ,1 primitives 

wod'- and in that of' c,, ildren. Children's drawings, uot 

ye t distort ed by imitation or by external methods of 

Ll:achi ng, reveal a definito struc t ural ordf, r, wb .i .: h in 

its "constancy of' form" i s simila r to that of' 1no 1" ., 

ci(!Vl' !op,~d wori-..s uf art . 

Vik.tor Lowenfeld d evised a t heo r y concerrii 11g UH! 

i ndi v idua l I s orienta tiou to his environment t l1 at 

cl1aracter.izes types by t h0 ir visual orientatio n o ·· tl , c)ir 

1'-i11e8thetic (bodily) orientation to their surroundir1gs . 

Hu ,u;sumes this is a biogenic factor, not rnodii'ieu by 

expP r·ien c P. Luwenfeld states: 

W1~ can 110w cl e.=tr ly distinguish two t y p(•s , l,ot.h 
by t It,~ <1 11 d product s of th<! i r art i s t i c a c ti vi t i, s , . 1 1 d 
!iv the i r ;i t ·t itude toward tl ie ir own 1~x.r.wriences. 
\✓ 11 (' n w c i n v e s t i g a t c t I 1 e a rt i s t j_ c p r 1, du c t s of t I , c ! s u 

11.ll>id,' pp . 19 7-19b. 



two types we find that the visual type starts 
from his environment, that he feels always as 
spectator, and that his intermediaries for ex ­
perience are mainly the eyes. T he other, the 
h aptic type is primarily concerned with his owu 
body sensation and the subjective exp~riences in 
which h e feels emotionally involvect. 12 
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The extremes of the type may be seen, for example, 

in th e representation of a tree in foliage. The visual 

c . il,l will define th e sh.c lrJtal form and attempt to 

d e scribe the conformation of the leaves . The l1ap t ic 

c i :i. d' s picture will be, by comparison, a slash of' tru, '.. 

d n d d b 1 a z e of gr e e n n e s s o r g o 1 d n e s s t o de pi c t t t 1 e 

Percc ption-Ue lineation Theory 

T h ,.! t :1eorists whose work is outli1ted h(~re h ave 

c.i g-r0. ee1 upon the f'act of' similar stages of' devel npme nt 

ir1 c11i]d art as evinced by the similarity of graph ic 

1kvic e s e mployed, the symbols utilized, and t h e natur e 

oi' t ha t utilization. 

,JurH. McFee feels that a strictly chronologi c a l 

d 2 v ,· 1 oprnent t lle ory in its intraruigency, is unaccep t a b l e . 

::-3 11,! 1a s d c v P- 1ope d a more compreh e nsive tll e ory. :'v1 cFee 

cou1rn, \ 11ts u1, d e velopmental stages: 

••• o rt I y a v e r y g e n <) r a .l c o 1. c e pt o .r a r L r,- r c w LI 1 

.. :_.; ; , s <\ t'i<~s of' d e velopmental 3tages call L>c u~ e d. 
, -co u, 1.Lily c n ildrer1 scribble before th ey it1vnnt 
s_ 1 11tl..J ols; Vi e symbols become m.>re def'initiv e ~,s 

L .! , . 
L l)W ' . 11 l <) 1 c.l ' .£.£. Cit • ' p . 1 J 1 • 



tlley [ children] have more experience; tbe symbols 
approach cultural "realism" wilen the motor, per­
ceptual and cognitive skills, as well as conditions 
in tbe environment allow them to do so., The nature 
of symbols children invent is related to their 
total bio-phychological-cultural experience. 13 

The last sentence is this statement carries the 
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major premise of the .Perception-Delineaoon theory. The 

theLJry is presented as a framework in which the individual 

vuri,tL>lPs tlFTt ai'f'ect art production are idc11ti.fi<~d. The 

cl1 ild 1 ~ <1rt worl~ is an e xtremely complicated combination 

o.i' processes. It requires the coordination of' tne 

cbild 1 s intellect, emotions and perceptual and motor 

skills. His readiness to use these traits is af f ected 

by many factors in his environment . The different degrees 

to whi ch the c n ild uses these traits accounts for the 

external quality of his art produ0ts. 

Su mmarv 

0 f' th<~ ma j or t ll e u r i e s pre s e n t e d he re , that n f' 

Arnhcim has held the must pertinent and substautiatirit; 

i'actors to CL>11tribute to the iuea of tbe universality 

of man 1 s perceiving. He has commented that the cnild 

discovers, spontaneously, that a visual object on paper 

ca11 stand for something vastly different in natur (~. 

ThL~oughout his major work in this area Art and Vi_sual 

_l'_e_t_·c_·_e_p_·_t_i_o_t_,_: __ A_. Psychology of the Creative ~ye, l1 ' re -

p<'Ut(•uly reveals possibilities foe compuring U1(~ ,vork 

1 JM -1,'ee 1> n· 
L ' ~• p. 159. 



of the child, the maturing individual, with that of 

specific cultures and with primitive and folk art. 

He indicates that in human perceiving and thinking, 

similarity is not based upon piece-meal identity, 

but on the correspondence of essential structural 
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features. This leads to the 8S3umption that the unspoiled 

mind will spontaneously understand any given object 

according to the laws of its context. He says: 

It takes a great deal of "spoiling" before we 
come to think that representation is not only an 
imitation of the object but also of its rnediuq, so 
so that we expect a painting not to look like u 
painting but like physical space, and a statue not 
like a piece of stone but like living flesh and 
blood. This unquestionably less intcllige11t C\ln­
cept of representation, far from being natural tu 
man, is a lat e product of the par-ticular civiliza-. 
tion in whi ch we happen to hav<, lived f'or a wb •_le. 11 14 

The material presented in ·t his paper gains some 

co rroboration 1'rom the belief's of Schae f'er-Sirmnern as 

cvinct-'d in his statement: 

In the organic deve]opment and rea1i1/.;ation or 
visual conception, definite corresponding stages 
of artistic configuration in works of art of 
various epochs and races are r eexpe riencect. 1 5 

His conviction concerning visual co1iception and 

per·tional cognition present an important reir1forccwe11t 

Di' 1\n1l1Pirn 1 s views on art and visual percepliort. 

Ci 1. • , p. 199. 
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An importa1Jt f'ac0t i11 tilt' consid<!ratiori r,t' Ll1<· 

art t he ories pr·esented here is to establish thf-~ similar­

ity of' symbols invented b / children; the next step, 

tlle similarity of the "inventing processes" within each 

inch vi.dual. 



CHAPTER IV 

i\PPOSlTlON: .PSYCH OL OG I CAL - PH IL OS OPHI CAL TH.ii.: ORIE S 

With the awareness of the many similariti~·s in 

styJ,· a,1d mode of representation in art forms f'ound in 

varying locales and times, the question has arisen as 

to underlying reasons for these similarities and 

whet he r they represent visual accidents or some r i~lated 

plt1)nor11enon . One solutioo is that the products1 auctlogies 

indicate a similarity of' psychological needs ariu of the 

w ,) n U1 t ion wh ic h arise::; to meet th<~ se needs . 

Tn postt,late the nature of' man, t-ic nature >f h i s 

psycl1e as universal , means tl.taL we should p.l_;.1c~, ll<!re , 

i11 appo::;ition to the th(!ories of experts in the field 

of Child Art a11d Education, some theories of psyc 1t0l o­

gists and philosophers .about creativity and image furma-

tion and the nature of the psyche. Rather t ha n e11ter ing 

,l professional war, drawing adherents to one position ur 

the otil,\r and demanding classroom procedures ba::;ed on 

tl1at ,_)xclusive adoption, one mi.gh1 well deJve i'ur1,!l<> r 

i11tD 1\X.t111i11ati1111 of tlte nature of man, society and self' 

i11 Dr'ci<)r l-D gain greate:r possibilj ties i'or cornparj S()ri 

il11d cnnJ1,cture. 
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Art educators have drawn on the wnrk of suciolo-

gists and psychologists to clarify and support hypotheses 

concerning children's artistic activities. The exact 

nature of this activity or "creation" has been, Gnd is, 

the subject of conjecture, the focus of manifold defini-

Live attempts . In the limits of th is paper it is important 

only to recognize that, in the efforts of those who have 

tried t11 dcfinr this creative activity, one concept seems 

to be cunsisteutly noted--organization or "ordering." 

Gyorgy hepes has aptly stated that f'acet whicb is of 

most importance in this context: 

In each age of human history man was compelled 
to search for a temporary equilibrium in his cnn­
f' 1 i c t s w i th n at u re and in hi s re 1 at i on s w i t h o t :-i e r 
men, and thus created, through an organization of 
visual imag,!ry, a symbolic ord,r of his psycho . o­
gical and int e llectual expe rience. 1 

The research of the psychologists Jung, hubie, 

drown and .r,oi'fka f'orm the co re of' the f'ollowing c 1ir1jectural 

thoughts coricerning the growth of the mind, its c 1:eative 

potential attd processes and some energy f'rom whic l1 is 

beli.ev0.d to have risen the myths, !'ables and univ<•rsal 

imagery of all human kirid. 

An area common to all these theories is th e pro-

cess 1Jf' creation or ordering of' symbols as a rm~nt2l 

prucess. Instinct may be considered in different terms 

1 
Gyo rgy l\.epe s, 

Paul Tlteobald, 1944), 
_l,_ii_r_1~e~·1_1a_g~e_. _o_f_ Vision (Chicagu: 
p. 16/--1-. 
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t>y dif.ferent men; the unconscious and conscious levels 

of mental operation may be given varying names. However, 

in all the studies there seems tu be concurrence in the 

belief that there is a quality in the mentation o.f all 

l111ma11 IJ<~ings which impels the individual to ordPr and 

cDntrol his enviro nment, and presses him toward .further 

and mor<\ complrix states of diff'ercntiation. 

l n the c o rice r r1 with exp l an at i on s f o r th<) 1 i ken e s s 

oi' creative products, Jung's theory of the arcllet~ 

and tho primordial images of the collective unconri,>us 

contaius important ideas for consideration. As an 

initial part of the &amination of Jung's theories it 

is necessary to understand that the Jungian connotation 

ol' "symbol" is specif'ic in his stt1dies, and relat3s tu 

the unconscious level of symbolic function. Morris 

l)llilipson interprets Jung 's symbol: 

Tlle transformatio11 of ••• psychical ellergy t : r-011gh 
th,' symbol is a proces,, t.bat has bPen taking place 
sine<' tile beginninp; of' time anJ its eff'ectivcr1<:ss 
conLinues. Symbols are never th ought out consciously; 
tltey are always produccu .fr1im Lhe uncopscious ir1 the 
way s o - ca 11 e d re ve 1 at i on or in tu it i o 11 • 2 

The symbol according to Jung, i::;part of ari attempt 

to link a given known with an unknown. The symb ol c onn e c t~ 

, ) 

'-Morris Philipson, ~- cit., pp. 22-2'.3. 
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S<'nsory perceptiC:,n of' present experience with something 

that is not immediately available, the multiplex contents 

of the . J unconsc;J.ous. 

Concerning the unifotmity of the human ps y che 

Jung writes: 

In order to discover the uniformity of the human 
psyche l must descend into the very foundatio ns of 
the consciousness. Only there do I find wherein all 
are alike ••• I have embraced [this uniformity ] in the 
concept of the collective unconscious as a universal 
and homogenous substratum whose homogeneity extends 
into a worldwide identity or similarity of myths or 
fairty tales; so that a negro of the southern states 
of America dreams in the motives of Grecian mythology, 
and a Swiss grocer's apprentice repeats in hts 
psychosis the vision of an Bgyptian Gnostic. 4 

Joseph Campbell in ·The Hero With a Tbousand Faces 

has pursued the development and characteristics of t he 

myth of the "hero" over thousands of miles and across 

thousands of years turning up myriad prototypes, or 

similar mythic concepts. Forms or images of a collective 

nature occur practically all over the earth as co n stituents 

of myths and at the same time as autochthonous, individua l 

products of unconscious origin. 5 

3violct S. Laszlo, The basic \✓ ritin ·s uf C.G.Jun ,. 
(New York: Random House [Modern 1,ibrary], 1959 , p. '70. 

L~C. G. ,Jung, Psychological Types (Londun: Hout ­
ledgP Rnd hegan, Paul, 195J)., As cited by: DeLas~ lo, 
!2...E• cit., p. 7 1. 

5Joseph Campbell, Hero With a Thol.isarnJ FacEs 
(I\ew York: Pantheon Rooks, 1949), pp. 18-19. 
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In the pursuit of information to support the pro­

po~ed universality of man 1 s basic psychic energy in 

particular relationship to symbol and image formation, 

the Jungian theory of the archetypes has assumed a pri-

rnary position. The existence of the archetypes and 

their projected character provides linkage betwe en the 

symbology of myth, dream and artistic expressiot1. 

The archtype is a symbolic formula which always 

begins to function whenever there are no conscious ideas 

present, or when such as are present are impossible on 

intrinsic or extrinsic grounds. The conLonts of the 

collnctive unconscious are represented in the conscious­

ness in the form of pronounced te n.dencio s or def'i ni te 

i , 1 l . t ti . 6 ways o 00<1ng a ~ings . 

This concept may be pursued in the ustoric 

pro.l'undi ties o.t' th<') Puci~t O:t:urifant I s "Prf~f orrns," and 

mu e ti rH u re d i r <' c t J y j n A r n ll c i m I s G 1 ~ s t a 1 t ha s c cJ t h c l I r y o r 

pcrcc➔ p tion aud l\ubic 1 s Lhnl)ry con ce rning syudJolic 

t'unctio11 on th<:l preconscious level. 

Anoi,lier invel:ltigator, Adolpb l'ortrnann, 

spnaks o f tile _prirnordi.aJ. iruagoH us per.formed by heridity, 

in th<! ~.xpe rienco uf' wan and animal.. P ortn1ann says: 



Biological research on the central nervous 
RysLem ui' animals reveals structures which are 
ordnred in the manner of "Gestalten" and can 
µr·ovok<~ actions typical of the species. They 
r0.present Llef'initc--! configurations of being and 
action and r eac tion, bearing a structural imprint 
in their original pattern, but not in their 
i ndividual manifestations.7 

J1 

Accepting an inherent possibility of patterning 

in the human psyche, we can perhaps more readily under­

stand the consistencies in method and form employed by 

ancierit, primitive and child artist. 

Law r e nce Kubie 1 s work in the last decade has been 

cottcerned with the influence of the preconsciOE process 

of mentation on the symbolic function, and on unique 

thirki..ng in art and science. 

Tho preconscious system of operation lies between 

two rather rigid realms, the conscious and the unconscious . 

At the conscious level of symbolic function words play a 

dominant role. There is a one-to-one relationship of 

symbol and r eferent . The symbol is essentially l ike a 

literal photograph. On the unconscious level t he symbo l 

represents an unconscious quantity. In dream and fantasy 

visual hieroglyphics represent "complex mental even ts and 

procPsses while at the same time striving to disguise 

8 
tl1um ." The contents of the uncottscious are never 

7 Jolar1d ,Jac obi, Com lex Ar chet e S , mbol ( \Jew 
York: Hollinger Foundation, Inc. , 1959 40. 

8 Lawrence S . Kubie, M.D., Ne urotic Distortion of 
the Creative Process (Lawrence, University of h.ansas 
Press, 1958), p. 27. 
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directly open to the conscious. They may be intuited 

by the prec onscious and given form and substance by the 

consci ous. 

The preconscious contains mmponents which first 

have beert, in some measure at least, conscious; as, in 

learning by repetition the intermediate steps to a goal 

are learned, then become "automatic," presumably forgotten. 

Actually, they are stored in the computer of the pre­

conscious as components of a manifold symbol, and 

ope ra te below the level of consciousness with fau t astic 

rapidity. I t is in this way that our thinking prucesses 

acquire the ability to leap over many intervening steps 

in complex mathematical computations. 

of intuitive thinking. 

This is tho root 

Kubie 1 s work offers another possibility for under-

standing th e role of the mind's "reservoir" in intuiting, 

imagining and creating. His interpretation of th e pre-

conscious as a computer-arbitrator refers to its function 

as a store house of information which has "seeped" through 

from the unco nscious, and that which accrued from per­

cept ions and cognitions at the conscious level. The 

consc ious mind, through a screening process, perc e ives 

only that amount of information it can handle. F a r greater 

amounts of information are actually perceived, prEcon­

sciously so rt ed , and shuffled into new perceptual and 

conceptual patterns. Th is is why the preconsciou~ 
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proc e ss is considered the "Seven-League-Bat of intuitive 

creative f'unctions. 119 Kubie feels that when the pre­

conscious is functioning in proper accord with the 

conscious and u nco nscious the greatest potential for 

c r ea tive operation exists . 

~ubie and Jung ar e aligned on the essential point 

of the basic psychic source of image formation and this 

further substant iates the premise of universality. 

hubie fee ls that in dreams and those moments of entering 

into, and emerg ing from, sleep the human consciousness 

relaxes its watchguard hold on the total contents of 

the psyche . At these times and during the trance-like 

involve ment in an act of creative production, the pre­

conscious performs most freely its function as go-between. 

It is at these times of accord that mental processes are 

freed of the rigidity imposed by both the conscious and 

the unconscious. 

B r own in h is theory of the psychological character­

istics of nations, and Spengler, in his philosophy of 

history, occupy a position which is empathic to that of 

Jung and Kubie. Brown, a recent interpreter of Freud, 

has searched Freud 1 s writings for references to 011togeny 

and phylogeny. He has recorded data leading to tlt e 

assumption tha t in the history of the species somnth ing 

9Ibid ., p. J5. 



happened similar to the events in the life of the in-

dividual. He feels that mankind is a prisoner of the 

past in his arch::lic heritage. Brown quotes Freud: 

Ontogeny recapitulates phylogeny (each in­
dividual recapitulates the history of the race): 
in tl1c few years of childhood ''we" have to cover 
t.lH' enormous distance of development i'rom primitjve 
man of' tlie Stone Age to civiliz ed man of today. 10 

Tl11is, l~rowri intPrpreting Freud has opened the way to a 

corollary assumption; that aesthetic development of' the 

race of' man may be understood within the pattern of the 

aesthetic deve Lopment of the cont<)mporary individual. 

The inverse should be eq~ally val i d. 

Spengler's philosophy of history embodies an 

idea similar, according to Kurt l\.offka, 11 to the Jne 

termed the The_Jry of Correspondence by students o 

developmental h istory. On individual and racial develop-

111e:nta.L .hof'i'ka ,1uotes Spengler: 

According to [this] theory disp~~ional 
traits art) so constituted that the individual 
indicates the history of his developmen t from 
the most primitive beginnings by typical forms of 
reaction to his environment which appear at evHry 
stage of hid _career; and these reactions corres­
pond ina general way to the stages of racia l 
development . There are, th e ref'ore, primitive, 
more highly developed, and very highly devel ope d 
forms of reaction, each of a uniform typ e , 12 
whE-!tl1er they be found in ontogPnsis or phylogensis. 

10Norman 0. Brown, Life Agwinst l)cath (N ew York: 
Vintage Books--Random House, 1959 ,1-,--p-.--1-..,J-, .--

1 I 
hurt .\of'fka, Growth of tie Mind (New Yur ;_; Har-

court Brace and Company , Inc., 19~5), p. 46. 

12Ib ' d ___ 1_., p. 
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Thls is a highly important concept in relation to 

tile' studies of Schaef'er-Simmern and J\rnheim. Also, the 

connection with the belief's of Jung (who first worked 

with Freud) about the archetypes and the collective 

unconscious is impressive. There seems to be a vast 

concurrmce, within the literature of three related fields, 

concerning the appearance of human behavior patterns 

attributable to the slowly evolving, if not immut able , 

nature of Man. 



CHAPTER V 

CONCLUSION 

Examples of the art work of' children from all over 

the➔ world llave sllown, on objective examination, multipl e 

simi.laritioA in i'orrn, style and symbol dcvelopmt·:nt . 

Comparative investigat:kn of the aesthetic produce of' 

ancient and primitive man has dis cl osed numerous 

analogies to Child Art. 

Theories of conetmporary specialists in Art 

Education have been examined with particular reference 

to the work of pre-adolescent children. Certain s!eming 

paradoxes have, hopefully, been resolved in the projection 

of' a theory of the universality 01' the basic psychic 

e nergy and mental processes of' the human being. 1{ather 

than elaborating on all the biogenic and cultural .factors 

which most art educators have agrPed upon as cond i tions 

Pncouraging thP formal analogies in child art, moHt 

atte11tion has been given to the physiological-psyc hological 

implications as they appear in the work oi' Arnhein , , Jung 

and their followers. In their work are found numerous 

references to ~-enetic characteristics and culturaJ jmpo-

sitions. \v'itr, in the limitations oi' this paper, tne 

focus of attention on the physio-psychoJogical factors 

Sl'<'m<>d most re] evant . 



J'7 

Tile l1ypothesis of the delimited universality has 

developed along with the attendant hypothesis that each 

individual, in his childhood, experiences the drives and 

the needs that the race of Man has experienced. The 

evidence of this experie~ce is manifest in the visual 

art products of his creative efforts. This observable, 

comp a rable art product bears witness to that univ e rsal 

rnentation. 

:Lf' art is fundamcr1 tally an instinctive i'orce, 

l' mploying th(~ intuitive faculty, i t would seem reason­

able t o expect universal human artis t ic produce t o in­

di cate a conformation to the psycho-physiological develop-

ment and to the needs of , the artist. The c h ild, c1s 

doe s the primitive, draws or paints, expresses hi~self 

visually, as a means t o understand ing, clarifying a!ld 

contro lling his environment; employing visual mea r1s to 

c o mmu n i cat e :first wit 11 hi rn s e l f' , t hen wi th hi s soc Le t y • 

The mature sophisticated artist or today i :-, a 

pr Dduct of' al l of' Man 1 s hj sto ry, a r eservoir nt' l111man 

exper i ence ::;l1aped by h i s total historical environmE' rit 

and b y a contiituous social accret ion . In contras t, , .r~ arJ y 

Man, as each c h ild does, :faced grt·at numbers of u .iknown 

quantities and qualities--the mysteri es and the 11 1,,agic 

n .l C' men ts of h i 5 world • The motivE tion or need to cre a te 

symbDJ s is sirni.lar in bo th sorts 11t' " ch ild . 11 T ile, µrirnac y 

ui' their resp ,)nse, th e ir easi e r it c c e ss Lt> ·".hat h u , i<> 
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caJ.J.s tl10, unconscious level of mcntation--as compared to 

LIH' soµllisticated adult- - cxplains in large part thn 

:,;imilar graphic forms employed by both. On0 might also, 

in this context, recall the studies of psychologists and 

sociologists in tr1e realm of dreams and mythological 

parallels. Jung 1 s concept of the Archetypes and themes 

of th1~ Primordial Images proposes answers to the 

questions that have been posed concerning universal myth­

ology and dream symbolism, as wel l as well as those 

concerning the reasons for the existence of the analogies 

in art .form. 

Prirni tive man I s symbols and those of ttie c '.1.ild 

show a comparable manifold character . These symb l)ls, 

in their complexity and overlappi'1g meanings, car, describe 

i'ar grnater numbers of' perceptions and apprehensi n1s than 

can a "naturalistic" or critically limited forw Dl' 

photographic "realism." 

Jung, in his theory of' primordial images c.101:s not 

intend our conclusion that certain symbols for sun, man, 

animal, tree, et cetera, were lurking pr(-:formed and immu­

table in every psyche, ready to spring out in con --; ciouf-5 

r cpr0scntation in identical form . Rather, Jung's 

Archetyp0s and primordial imagAs can bring .Corll.1 (•rtain 

possibilities ·Di' images. 
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J.t has been the purpose of this paper to support 

pr<'S<'ril,ecJ ; to engender a curiosity in t he r('adcr wiiich 

will lead tu greater knowledge of self' arn.l mankind. 

To defer to Kubie: 

Self' knowledge is not all there is to wisdom 
and maturity; but it is an essential ingredieriL 
whicll makes maturity at least possible. Yet it 
is the une ingredient which is almost totally 
neglected [in education] . This lack is both an 

ind0x and a cause of' the irnmatnrity or our 
culture. 1 

Th<➔ awareness of the analogies pr<➔ sentPd in th.is 

sturly can serve as a stimulus tu those lnvolvc)d .i 11 .'\r.'t 

and in ~ducation; promoting a concomitant awareric- -;s 1)£' 

tile universality of thf' basic psychic energy ancl 

mentation of all mankind. 

1Ku bie, £12.· cit., p. 
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