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CHAPTER ONE

INTRODUCTION

The Need for an Art-Based Interdisciplinary
Handbook

In my experience in Early Childhood Education, I saw a
lack of creative art activity resources for teachers of
young children. Most of the activities found were what I
would consider crafté: which were teacher directed. Such
activities are fine for occasional projects, but to base a
whole art ’curriculum’ on them seemed inane. They left 1lit-
tle room for the children. to express themselves and explore
their feelings about events, people and things in their
lives. The majority of projects seemed to imply that all of
the products should look the same when finished. These are
clearly not art activities

I then wondered if there were others who felt the same
way about the materials that they have to work with and if
they wanted some new techniques to draw from. I set out to
find others in the field of early childhood education who,
indeed, also had a desire for fresh materials and approaches
with which to work. The method used to find these other
colleagues was a questionnaire designed to draw out feelings

about favorite art sources and a wish list of things they

would like to see 1in a new source book. As the
1
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questionnaires began to come back I found that tﬁefe'ﬁés a

€

desire for new methods, more developmentally appropriate
ideas, and tips on how to keep the activities rolling and
the room clean.

Most of the respondent (70%) ;;e very comfortable
presenting art projects. Eighty-five percent reported hav-
ing access to at least one art activity resource book. The
majority of teachers (80%) who have a resource do use it.
Also, nearly 73% provide group art activities for their stu-
dents daily. The mogP meaningful results to me were: of
the 40 teachers possessing a handbook 58% said that they
would wuse an additional resource if one were available.
Furthermore, 100% of those who did not have an art activity
resource expressed a desire for one. All of the respondent,
except one, reported that the students have time during
which they may make art on their own. (See Appendix One)

The Author’s Interest in Art-Based Interdisciplinary
Methods at the Preschool Level

As I have been exposed to different methodologies and
learning theories, the ideas behind the Interdisciplinary
Approach appeared to make a great deal of sense. In this
method the different subject areas are linked together
through common boundaries in an effort to enhance the under-
standing of all subject areas (Wenner, 1976). It occurred to
me that it could be beneficial to begin linking things to-
gether 1in this way at the preschool level. My interest 1in

this stems basically from knowing the value of prior
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knowledge. Cognitive psychologist, David:.Rumélh?rﬁ? has
noted in his article, "Schemata: The Building Blocks ofFCog—
nition" (1980), that prior knowledge expedites learning be-
cause the learner can use it to complete a schema that was

before incomplete. In this way, prior knowledge makes it-

self extremely valuable and is a key to comprehending much

of what is read. It is part of my goal in suggesting an In-
terdisciplinary Approach for preschool age children, to
'provide’ some integrated prior knowledge to aid in later
reading comprehension. Furthermore, Katz and Chard (1989)

note that young children’s attention is readily caught by
the unique. This is particularly the case when the unique
can be related to that which they are already familiar.

Another reason for.this interest in a handbook for
teachers of young children is to remind them that young
children need child-sized, hands-on experiences, or opportu-
nities to touch, smell and taste that are developmentally
appropriate. This may mean that the classroom environment
may become a little disorganized, or a little messy, or even
a 1little noisy but that is a pgrt of childhood. If there
are a few rules that are logical and explained beforehand,
and clear consequences for not following the rules, the
children will tend to follow them (Karnes 1979).

It 1is imperative to keep in mind what a four-year-old
can do. There is a big difference in what happens in the
classroom, as far as 1learning is concerned, if we

concentrate on what the children can do instead of what they
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can’t. Creativity in teachers can be stymied whqp,foégsing
on what the children can’t do. It is a very easynrut t; get
into, and difficult to extract yourself from. Children’s art
works will look like children’s art works. As teachers of
preschool age children, we must learﬁ.io appreciate their

-

artistic efforts.

The final reason for my interest in this study is
that during some research for another project, I found a
dearth of ‘"handbooks for true art projects for young chil-
dren. True- art activities, allow the child to choose indi-
vidual subject matter and express individual experiences and
concerns. Karnes echoes this belief in this definition of
an art activity: "any activity that gives children an oppor-
tunity to manipulate visual symbols to express their own

ideas (1979, 1)."

Scope of the Handbook

This handbook will eﬁcompass some methods from an ear-
ly childhood ‘program in Italy, the Reggio Emilia approach;
one sample interdisciplinary based unit; and, suggestions on
how to adapt current art activities to an interdisciplinary
approach.

The activities in this handbook have not been tested
directly on any children, but are based upon activities
known to be successful with children. If readers come
across activities that are too advanced or too young for the

population of their classes some simple adaptations may make




the activity more appropriate.

S .
¥

Caution must be taken in the case of aaapting an ac-
tivity to the interdisciplinary approach, that the teacher
not stretch it so far as to loose it's continuity between
subject areas. For example, a teacher';ants to teach a les-
son on community helpers: she assesses the children’s prior
knowledge of community helpers by discussing who they feel
community helpers are and what they do. The teacher finds
that they are knowledgeable about what fire fighters and
doctors do, but they have a distorted idea about what law
enforcement officers do. She may arrange for a visit to the
local ©police station or have an officer visit the school to
talk with the children about what he/she does on his/her
shift. Afterwards, the . children can draw individual pic-
tures, draw or paint a group mural, or perhaps construct
small emergency vehicles in art from small cardboard cereal
boxes. The children can also create a class book about
their experiences with community helpers. Math concepts
could also be addressed by having the children individually
do one to one matching activities with the community helpers
and the things they wear. Dramatic play can also be included
easily by getting together with the students and discussing
how the area may be rearranged to create a police station, a
fire station, or a hospital; then, obtaining equipment that
is used in specifically those places. Katz and Chard note in

this case that "dramatic play is particularly enhanced if

the children have real objects as props (1989, 103)." Thus,
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from one activity in social studies we have expanded: into
four others easily: art, drama, language and mathematics.

Science may prove to be more difficult to fit into this

theme of community helpers, so if the teacher is having
problems fitting a subject in, the best bet is not include
it. Whichever subject does not fit can be included with the

next project.

Ob,jective to be Met in the Art-Based Interdisciplinary
Handbook for Preschool Teachers

The primary objectives to be met in the Art-Based In-
terdisciplinary Handbook for Preschool Teachers are-tog
1. Gain a greater understanding of the importance of ;rt ac-
tivities for young children in their care.
2. Become aware of the Interdisciplinary Approach.
3. Become acquainted with.the value of using the Interdisci-

plinary Approach.

4. Learn how to implement an art based Interdisciplinary
Project.
5. Become acquainted with a method to create an Interdisci-

plinary Project.

6. Appreciate the importance of direct interaction with the
children.
7. Understand the importance of carefully listening to the
children.
8. Appreciate the importance of individual discoveries for

young children.
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9. Appreciate the value of allowing children to lgaq the way

and teach themselves. - oy

Special Definitions

The following terms are defined for the purpose of

this study:

Content Area: an area of study or subject matter.

Art—-Based Interdisciplinary Approach: a method of teaching
that incorporates several subject areas and emphasizing art
as a means of communicating learning.

Young Childi a child that is between the ages of 4 and 7.

. Project: a group of activities that revolve around one
theme.




CHAPTER TWO

REVIEW OF THE LITERATURE

The Young Child’s Need for Art Experiences

Few studies have been done on the art work of pre-
school children. The primary reason for this may be that
the majority of the "artistic" efforts of children under the
age of four are scribbles and are dismissed as unimportant
by adults who expect representational drawings and paint-
ings. This is an unfortunate state of affairs when these

activities are valuable and instinctive for the children

(Brittain in Lewis 1981, 21). Sava (1975) relates that art
is an area that allows people, the young child as well as
the adult, to freely express themselves without the con-

straints of having their efforts judged as being right or
wrong. For this reason, the preschool teacher must be very
careful not to apply adult standards to what the children
produce. Karnes (1979) echoes the belief that art activi-
ties are important for preschoolers because they afford op-
portunities to manipulate different media and allow the
children to apply their expanding ability to use symbols.
Furthermore, Karnes (1979) contends, art is one of the only
subjects that allows such manipulation of media and expres-
sion of individual ideas and emotions which is the focus of

the art curriculum.
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Many adults are the victims of the belief that dfitos,

coloring book pages, ‘tissue paper bunnies, and the like were
sufficient art training and beneficial for children. Brit-
tain (in Lewis 1981), Karnes (1979), and Sava (1975) warn
that these kinds of activities are not adequate for aesthet-
ic, emotional, or developmental growth and may even be harm-
ful. It is not that these types of activities in and of
themselves are the problem, it is the teachers’ sole reli-
ance on them that may inhibit creativity, individuality, and
self-confidence. Karnes states specifically:
Handing a child a ditto page of an outline of a dog ex-
pecting the child to color it says to the child, whether
he realizes it consciously or not, that his impressions
and feelings about dogs and other objects are not valid
or acceptable. He is also neither learning nor organiz-
ing visual symbols in order to express his own ideas and
‘thoughts. The child will soon become a repeater of the
often heard "I can't do that, draw it for me" (Karnes
1979, p. 2).
Another primary reason behind the use of.dittos and similar
materials was that they exercised the skills that the chil-
dren needed in order to learn to write. While this may be
true, Karnes asserts that there are opportunities for chil-
dren to acquire the dexterity needed to write in many care-
fully planned art and non-art activities. For example:
a child’s hand eye coordination can be demonstrated by
playing with blocks: stacking, placing them in rows etc.
Building a sculpture of scrap wood or found objects.
Drawing 1lines 1in the sand shows his or her ability to
follow a line with his or her finger. Playing with cars

and trucks demonstrates the ability to start and stop
the hand as does drawing (1979, 2).

Even in the event that the teacher avoids the use of dittos,
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care must be taken that individual responses areﬁepcd&}aged
and not condemned. ‘For example, a young friénd\of“migé was
in art class and the teacher assigned a problem in which the
children were to use watercolors to express what they were
feeling. My friend, who was feeling dééressed, painted in a
dark brooding manner. The teacher returned the painting
with a failing grade: everyone else who painted in bright
and cheerful colors received "A’s". Apparently, the teacher
assumed that all children were happy and so one student had
not followed the directions and deserved a failing grade.

That young children are sensory learners is clearly

established by Piaget and Inhelder (1956). This view 1is
echoed by Ethel Young (in Lewis, 1981). She states that de-
spite their lack of vocabulary and verbal ability, children

learn to express themselves eloquently in numerous visual
languages. Furthermore, their attitude towards experimenta- -
tion is bold and confident particularly when the activity is
engaging and developmentally appropriate (in Lewis, 1981, p.

79). Samuel Sava states in his book, Learning through Dis-

covery for Young Children (1975), that

As preschool youngsters mold scribble and paint, they
are doing at least four things:
1. They are developing various kinds of skills; in-

creasing manual dexterity, improving their visual dis-
crimination and sense of touch. ‘

2. They are building up what Rhoda Kellogg, in The Psy-
chology of Children’s Art (1967), calls a "basic reper-
toire" of patters, shapes, and designs that enable them
to do progressively more elaborate and intricate things.
3. They are becoming much more aware of colors, shapes,
forms, and textures in their world--an awareness that
carries over into science, math, and language
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activities. ' I »;
4, They are expressing--though without ‘being aware of
it--their feelings in a personal, nonverbal, construc-
tive form (p. 63-64).

The Role of Development in Art Experiences

Physical and Mental Devei;bment

Children do the greatest amount of learning between
birth and age seven. During this crucial period of develop-
ment the young child copes with the world by preferring to
act upon prdblems instead of thinking through the proper re-
sponse (Perryman in Lewis, 1981). The child is still learn-
ing, but in a sensory mode instead of an abstract one. It
is in the course of this time frame that they handle objects
and explore the world by using their senses. They are natu-
rally curious, unlike most adults who have seen again and

again the same things that young children examine with such

wonder. Quite literally the thrill is gone for adults, in
general, unless we make an effort to see things the way
young children do. By way of this manipulation of objects

children discover many uses for the materials and achieve "a

sense of mastery and control (Young in Lewis 1981, 76)." Lu-
cille Perryman, of Queens College, City University of New
York, builds on this idea by noting that,
as the child manipulates objects, he begins to see that
they have multiple identifying characteristics and may
be sorted and arranged in a variety of ways. One object
may have several functions or uses and may be related to
other objects in more than one fashion (Perryman in

Lewis 1981, 14).

Along with the development of motor control, language |is
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growing and becoming more powerful (Perryman:in Léyis'£981).
Words represent objects, characteristics, funétiéns, e;énts,
and relationships (Perryman in Lewis 1981, 14). Spontaneous
play manifests a large part of the development of the grow-
ing child, however, the exact role it-;ssumes is not known.
It is thought that play is a testing of knowledge and a
problem solving technique (Perryman in Lewis 1981). As the
young children enlarge their "expressive horizons," the ca-
pacity to communicate grows also. Art activities encourage
their expanding vocabulary. They start to require words to
"identify and to define, to label and connect, and to under-
stand their newly acquired concepts (Young in Lewis 1981,
77) . Finally, the art activities continue to contribute to
dexterity, aesthetic awareness, a sense of self, and percep-
tual development in many sensory modes (Young in Lewis 1981,
75). Ethel Young describes the parallel of motor develop-
ment and artistic development in the followiné:

Just as the child goes through an orderly and relatively
unexceptional sequence from crawling to walking to run-
ning, and from babbling to talking, the steps in the de-
velopment of the symbolic vocabulary are universal: from
lines and spots (scribbles) to shapes that incorporate

the concepts of roundness and squareness to eventual ar-
rangements and combinations of these shapes into both

literal pictures of man, house, tree, or the letters of
the alphabet whose design becomes the symbolic combina-
tions of shapes which we call written "words” (Young in

Lewis 1981, 76).

Emotional Development

In the beginning, art experiences are sensory;

children spend 1little time thinking about how their works
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effect their peers, teachers, and parents. quevép;'aéztime

~ .
¥

progresses they learn to 'stand back' and look from someone
else’s point of view and apply outside standards which are
based upon personal taste and what is considered good and
beautiful within the group (Feeney and-goravcik 1987). Merle
Karnes (1979) states that art activities can cultivate self
discipline and self control. A necessary ingredient for
this to come about is to set limits and explain the reasons
behind the limits. Establish a clean-up routine: having re-
sponsibilities is part of growing up and learning. Just as
importantly, as the children work longer and longer on each
project they are displaying greater self control and atten-
tion spans which will be vital in later school experiences .

Art experience offers a mirror of the child’s individ-

uality; . interpretation of ideas, material, and arrangements

are how he alone perceives himself and his world (Young 1in

Lewis 1981, 79). In this way children learn to make deci-
sions independently of their teacher or their parents. (Lord
in Lewis 1981). Lord goes on to say that it is absolutely

necessary for teachers to understand the artistic growth of

children and to respect them and their artistic efforts {(in

Lewis 1981). Charles Fowler (1989, 62-63), art consultant
and Director of National Cultural Resources, states in his
article "The Arts are Essential to Education," that the arts

provide an essential function to our sense of being and be-

longing because they aid us in discovering who we are as

individuals and as a group Furthermore,

according to Gene




14
C. Wenner (1976, 4), program associate for JDR Srd;Fundg New
York, when the arts are included as a part of\ the A%otal
school curriculum, they provide tools for more effective
learning, promote the affective domain of learning, and cre-

ate a supportive value system for the incorporation of the

arts into living and learning styles .

The Preschool Teacher’'s Role in Art Experiences

Art activity offers all young children equal opportu-
nity to succeed (Young in Lewis 1981, 75). In order for
this to occur, Lois Lord, faculty member of the Bank Street
College of Education, feels that a key aspect of the child’s
success is the teacher’s respect for the child’s work.

The preschool teacher must not only respect children and
their art but also learn to understand how children grow
in artistic expression. Understanding may be gained by
watching children while they work, listening to what
they say, and studying their work (Lord in Lewis 1981,
64).

A quality Early Childhood Program that is matched to
the developmental level of the child will provide stimula-
tion, not necessarily education, for the child. The word ed-
ucation implies that there is a set curriculum that the
teacher will guide the children through. The word stimula-
tion, however, indicates that there are activities that in-
vite the children to see, touch, feel, and smell--the latter
being the more appropriate and enjoyable for young children
(Sava 1975). Also, Samuel Sava (1975) points out that up

until the age of seven, neither the process nor the product

is more important. With these thoughts in mind, art
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activities ©provide a spring board for seeing,fftouéhing,

¢
"

feeling, and smelling. Art has also been described as "a

mode of learning that belongs in the heart of the learning

process (Unsworth 1988, 38)." Unsworth goes on to say that
"art 1is a total experience of creative thinking, problem
solving, risk taking and the nurturing of aesthetic sensi-

tivity (1988, 38)."

The Room
According to Sava (1975) the environment of the room
should be child centered, offering a myriad of opportuni-
ties, displayed 1in such a way as to be neither chaotic nor
pristine, but always within reach. Lois Lord builds on this
attitude by stating that the set up of the room communicates
to the children about the teacher’s feelings towards work.
She continues:
Certain arrangements invite a child entering the room to
participate. A teacher can arrange areas for children
to work either alone or in groups. Low tables should be
placed near supplies: Painting near the extra supply of
paint and paper, work benches convenient for tools and
wood, a wash table near the clay. Every morning, when
the children come in, the room should be ready, materi-
als available. Young children gain security from con-
stancy in their environment; if for any good reason dur-
ing the year the teacher decides that the arrangement
should be changed, she should take the children into her
confidence so that they feel they have participated in
the change (Lord in Lewis 1981, 60).
Feeney and Moravcik affirm what Lord and Sava have attested
to about the importance of the arrangement of the room.

They add that color, decoration, and presentation of

material choices should all be made carefully. Attention




16

should also be given to special display areas for;thewéhil—
dren’s drawings and paintings, also the work of fine artists
can be displayed. Pointing out a tradition in British and

Japanese preschool classrooms, they include a beauty area of

flowers, sculptures, and natural objects. Some schools in
the U.S. have begun including this tradition also (Feeney
and Moravcik 1987). Perryman (in Lewis 1981) cautions that

it is the adult’s responsibility to provide a working space
that is physically safe, but also affords the challenge and
stimulation that the child needs to explore and discover. In
painting, easels are standard equipment, but Lord (in Lewis
1981) suggests giving the children the option of painting on
a level surface which is usually preferred because it allows
greater freedom of movement and control over the medium.

When displaying children’s art, it is imperative that
the teacher put up that which is the child’s best effort.
Displays should be changed frequently to emphasize the
learning and growth that occurs {(Lord in Lewis 1981). Lord
claims that by age four children begin to realize that they
have good and bad days. The work they do on a bad day may
not be of high quality; which is why it is important to talk
with the children about their work and display only the best
(Lord in Lewis, 1981).

It is almost instinctual for the teacher to want to
put up cute drawings and posters to decorate the room, but
Rhoda Kellogg warns that cartoon characters, comic strips,

books and coloring books "help fix in the child’s mind
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certain adult-devised formulas for representing opgects
(1969, 103)." Lord echoes this opinion and expands on it by
stating that:

children see so much that is poor in quality that it is
important to expose them to objects that do have quali-
ty, and to reproductions of fine -paintings and other
works of art. Paintings most suitable for children are
often those in which the emphasis is less on realism
than on imagination and color. For example, children
enjoy paintings by Matisse, Klee, Chagall, and many con-
temporary painters. In using visual materials for read-
ing-readiness and academic areas, teachers should try to
select those which are devoid of stereotyped drawing.
Photographs are valuable visual resources as well.

"Cute" drawings done by teachers or other adults should
be avoided, because children may want to copy them in-
stead of developing their own images. Everything dis-

played in the classroom should have quality (Lord in
Lewis 1981, 60-61).
The Interaction Between Teacher and Student
Parents and teachers need to remember that their part
in children’s art experience is supportive. The child’s in-

dividual expression is facilitated by the adult (Young in

Lewis 1981).1 After the children are working and making
art that suggest subjects, it may be necessary for the
teacher +to provide some motivation for the activity, which

may come in the form of focusing on an important personal

experience. Care must be taken in the wording of the sug-
gestions to the children, so that children who come to the
activity with an idea may use it, while allowing the other
1

Some of the teacher’s responsibilities as a facilitator
may include: (1) collecting materials, (2) keeping materials
in working order, (3) arranging for art areas in- and out-
doors, (4) carefully thinking through procedures for pre-
paration, activity, and clean-up, (5) inventing visual and
verbal cues so that the children can participate indepen-
dently.
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children a wide variety of choices (Lord in Lewis 4%981).
Just as the teacher must take care when makihg ‘éhggeétions
to the children about subject matter, the teacher must also
not project preferred images on the children’s work. To do
this 1s to toss aside the student’s intention when doing the
drawing, painting or sculpture. Lois Lord (in Lewis 1981)
tells about a little boy named Joe who made a painting that
had blues and grays at the top and many different greens on
the bottom.  To an adult it looked like a landscape, but to
Joe it was_about colors he liked to mix and had nothing to
do with landscape. To call it a landscape would be to dis-
regard Joe's feelings. I realize that everyday art histori-
ans and critics look at paintings and speculate about what
the adult artist intended, however, the vast majority of
artists who make those paintings understand the art criti-
cism process. Young <children only know what they intend
when they make the painting.

When setting up an activity, such as painting, for ex-
ample, do not pre-mix the paints for the children for this
tends to discourage self-reliance and experimentation (Lord
in Lewis 1981). Furthermore, teaching basic skills such as
holding a brush, washing it, and blotting it are essential
and encouraged, however, teaching other skills or '"tricks of
the trade” such as stippling should be left for the children
to discover on their own (Lord in Lewis 1981).

While the children are working with a particular

media, teachers often circulate and make comments about the
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products which is great, given that the comments are sggcif—
ically directed towards a particular quality iﬁykﬁé work.
For example, indiscriminate praises such as, "Oh Johnny,
what a wonderful drawing!" do not build a child’s self-con-
fidence, recognize the accomplishment; or imply a further

goal (Lord in Lewis 1981), Comments like, "Susie, I really
think that you are drawing dogs much better than you did
last week because you are showing all four legs and the
whiskers now," show the child specifically where she has im-
proved., When discussing work with children, Kellogg (1967)
and Lord (in Lewis 1981) agree that "What is it?" is a ques-
tion to be avoided. Rather ask, "Would you like to tell me
anything about it?" 1In the latter question the child has a-
way out, and can say "no." In the former both the teacher
and the student are stuck,.and may be embarrassed.
Do- not underestimate the value of just watching the
children work. Brittain (in Lewis 1981, 28) indicates that:
an interested adult enhances the art process for young
children. Perhaps this is because the acdult's presence

gives importance to the activity and because the adult
serves as a sounding board.

Other times, sitting beside the children, doing the activity

with them and imitating their actions, can help lead them
into further investigations. The children will soon begin
to 1imitate the teacher, who can subtly introduce more com-

plex aspects into their investigation (Forman and Kuschner,

1977).
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Knowing the Materials and the Students ' e

To be sure, knowing one’s students is‘impor%aht,?per—
haps it 1is one of the most important aspects of being a
teacher. Another important aspect is knowing the materials
that one works with. For example, be familiar with the songs
and games they like. Planning each days activities includes
understanding a young child’s physical and nutritional
needs, and Kknowing the regulations for child care in the
state in which one works.

Lord suggests having knowledge about and a preference
for the range of art materials that are suitable for the age
group taught. The teacher’s preference for certain art mate-
rials is of particular import because his/her attitudes are
easily discernable by the students (Lord in Lewis 1981).
Lord continues: |

if the teacher "takes art seriocusly and understands its

values, she can reinforce each discovery as it takes
place, so that the child continues to learn and grow.
The teacher must look at art experiences as having in-
trinsic wvalue, but she must also understand that they
develop readiness for school learning. (Lord in Lewis
1981, 59)

The art activities can become a basis for the curriculum in
which the children are well grounded, forming positive atti-
tudes that carry on into later school experiences. In order
to accomplish this the teacher needs to develop a plan for
leading the children through basic sensory experiences that
are relevant to their lives and cultures (Young in Lewis

1981). Along the way the teacher should keep in mind each
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child’s developing attention span and involvemeng wit@{ the
activities. If a child becomes discouraged 8f i§f3ﬁ3t:%oing
through the motions as he or she redundantly paints or
draws, the teacher needs to step in and provide support and
encouragement to try another way of working (Lord in Lewis).
This condition is not a negative, but a positive. Dissatis-
faction with a material indicates that the child is ready to
make a step forward and grow: the child needs to have the
teacher nearby to ask questions and facilitate growth (Per-
ryman in Lewis 1981). Thelma Harms, head teacher at the
Harold E. Jones Child Study Nursery School at the University
of California, Berkley, encourages repeated opportunities
for the children to work with the same materials in order to
develop individual expression. She continues: |

When the child focuses'on what he can do that is differ-

ent with a familiar material rather than what is novel

about a new material, he is more likely to employ imagi-
native invention (Harms in Lewis 1981, 95).

Binding Subject Areas Together Using Art

Among the many past educational theorists, Pestalozzi,
Froebel, Montessori, Waldorf, and Mitchell, Rousseau seems

to be a precursor for the concept of the Interdisciplinary

Approach. He, and a later more contemporary theorist named
Steiner, felt that traditional education was stifling and
too intellectually based. At separate times each sought a

type of education that would naturally bind together several
subject areas, such as science, art, history and literature,

(Elkind 1988). Rousseau, however, was not the only theorist
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that Steiner emulated. Steiner also felt, as F{oebekfdid,
that developmentally appropriate education :is V;iﬁabfe and
essential for all children regardless of socio-economic fac-
tors (Elkind 1988). For Froebel, at least, play is included
in developmentally appropriate education, because it was the
way "by which the child expressed his or her creativity and
uniqueness (Elkind 1988, 9)." We also have seen that the
manipulation of objects is the way children in the sensori-
motor and preoperational stages of development gather infor-
mation aboqt their environments or, in other words, con-

struct knowledge. David Elkind (1988, 9-10) has put it this

way: "knowledge is thus neither copied from without nor read
from within. Rather, it is constructed by the individual
with the environment." Since the student, child or adult,

still interacts with the environment we might conclude that

what we know,

is never fixed once and for all. Rather it is con-
structed and reconstructed in the course of intellectual
development. The categories of knowledge . . . have to
be invented and reinvented as children mature. (Elkind
1988, 10)

Now that we have reviewed and established the general
concept of acquiring knowledge, let us turn to how the In-
terdisciplinary Approach fits in. Ethel Young states in her

t

article, "Art in Children’s Learning," that "art experience
occurs and can be exploited for learning in every area of

early school experience (in Lewis 1981, 76)." Gene Wenner

points out in his article, "Interdisciplinary Approaches to
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hing and Learning; Where do the Arts Fit?" that ;using

content area to bring about understanding ‘ih another

ent area is educationally sound (1976, 5). He contin-

relating the arts to other subjectsy then, is a process
by which teachers and learners begin to understand and
perceive relationships between areas of study that have
particular meaning to them. The whole ’putting it to-
gether’ ©process 1is what interdisciplinary is all about
{Wenner 1976, 4).

should be noted at this point that my intent is to allow

children to interact with materials and make discov-

s, and not to impose subject matter or skills on them.

would be appropriate integration of content areas for

nd or fifth graders, would absolutely not be the same

younger learners who have not even begun their formal

oling. The idea 1is to utilize the arts and symbolic

languages to help bring understanding where words cannot.

Sava

to
prlin

with

relates Piaget’s attitude on this:

these children have a very limited use of language and
as such it is insufficient for them to learn by. This
does not mean to eliminate the use of language, but to
allow them to touch and become familiar with things on a
nonverbal level and then embellish what they have expe-
rienced with words after they have or while they are

learning the concepts physically (Sava 1975, 49).

An Example from Italy in Experimentation
and Integration

An exemplary early childhood program from Italy puts

use a method that comes very close to being interdisci-

ary: The Reggio Emilia approach. I have been involved

leading workshops in this approach and find it
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enlightening. The method 1is based upon allowin&g the
children to explore and discover things by tbuching, feel-
ing, tasting, smelling, and doing. . The teacher acts as a

facilitator by providing an environment that is conducive to

experimentation and offering questions -and suggestions that

aid the children in discovering their world. A quite uni-

que aspect of Reggio is that the children’s comments are re-
corded, and their pictures are taken during the activities,
The creations, the comments, and the photos are put together

in a display_that the parents, teachers, and children can go

to and look at and re-experience the discoveries. The ex-
tent to which Reggio is interdisciplinary, is that the arts
are thoroughly integrated with the children’s investigations

into science, social studies, language, music, and mathemat-

ics. Art 1s also encouréged as an activity in itself. A
major part of Reggio is short and lpng term projects that
the children work on as a group. Gandini and Edwards ex-
plain in detail:

Net only in art, but in all areas of the curriculum,
teachers of young children daily confront the challenge
of two goals: on the one hand, supporting children’s
needs for autonomy and self-expression; and on the oth-
er, helping children become more sensitive, responsive,
and part of a cohesive community. One important thing
that teachers can do to unite individual and group de-
velopment is to help children describe and express their

discoveries as a part of a group process. Such communi-
cation allows children to be part of a group in which
everyone contributes to one another’s learning, so that

cooperation and interpersonal understanding flourish. .

In the Reggio program, art is not viewed as a sepa-
rate part of the curriculum but as inseparable from the
whole <cognitive symbolic expression of the developing
child. Teachers consider the learning process to in-
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volve both creative exploration and problem solwving.
They value the children’s activities and construcﬁions
be they expressed through words, songs, dance, drawings,
dramatics, block constructions, weaving, shadow-plays,
or face making before the mirror.  Teachers ensure that
these activities are rarely done in a casual, unguided
way. Rather, though they respect the children’s sponta-
neity and follow their lead, they see themselves as ac-
tively cooperating in the creative -process. They create
favorable or stimulating situations to provoke the chil-
dren. They extend children’s experiences by offering
questions, materials, and related experiences. They
communicate their regard for the children’s activity by
composing posters of photographs taken during the pro-
cess of learning and creating. They also create dis-
plays of the children’s work, arranging together all of
the children's separate efforts so that each piece re-
tains its individuality even as it contributes to a pow-
erful aesthetic statement (Gandini and Edwards 1988,
14-15).

Problem Solving and Young Children
The Reggio approach uses a problem solving approach
that allows the children to discover answers and reasons be-
hind particular natural phénomena or other question at hand.
The teacher is not the disseminator of knowledge, but rather
as Gandini and Edwards have said, the teacher is a facilita-

tor offering guidance and supervision. Wenner (1976) states

using art 1in problem solving is a particularly effective

method. As skills increase in art media, including perform-
ing arts, they <can be shifted into other areas to create
successful encounters. Again, the distinction of different

subject areas can and should be limited for +the younger
children, but the encouragement to use old problems to solve
new ones should be emphasized.

If the student is not, as a regular part of instruction,

encouraged to look for relationships between areas of
learning, his chances of his doing so himself are neces-
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sarily limited (Wenner 1976, 6). o -

Teachers of young children need not 1imit‘ciﬁemsélves

to their own talents as the sole resource for any subject
area. Expanding out into the community is an excellent way
to bring in expertise that is not -ordinarily a?ailable
(Wenner, 1976). It is also valuable to allow the children
several opportunities to use materials, do activities and
talk about them. Rebecca New, writing about the Reggio pro-

gram in Young Children, states that,

extension of children’s experiences not only validate
their interest in the world around them but afford chil-
dren multiple opportunities to reflect on their under-
standing of the world. . . (New 1990, 10).

Conclusion

I have brought out several points that all bear great
weight in the developmenf and implementation of the art-
based ihterdisciplinary unit for young children. In over-
view they are: First, vyoung children need art experiences
in order to satisfy their need to explore and experience
materials--as they are sensory learners until second or
third grade, when they begin to move beyond sensory thought.
Dittos and similar materials do not enhance creativity,
rather they tend to give children the impression that their
feelings about things are not important. Carefully planned
art and non-art experiences have the ability to develop the
muscle coﬁtrol needed to learn to write. Art experiences
are also vital in the development of visual symbols. Cre-

ativity 1s either enhanced or retarded, depending on the
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child’s experiences with independently using and 'cpgating

visual symbols. _ o Y

Second, children learn best in this stage of develop-
ment by manipulating and handling objects. They discover
their world and how it is constructed:.-. In addition, lan-

guage is developed simultaneously with motor control and vi-
sual symbols. Self-confidence, self-reliance, self-disci-
pline, and self-control are fostered while the children are

doing art activities in which they are allowed to express

themselves,~ and are given the support and encouragement ne-
eded by parents and teachers.: Appendices Two, Three, and
Four outline the developmental theories of Piaget, Viktor

Lowenfeld, and Rhoda Kellogg for the readers reference.
Third, teacher respect for the children’s work is es-
sential for them to achie?e success. Stimulation, rather
than eduéation, is provided in quality Early Childhood Pro-
grams. Neither process nor product take the forefront until
age seven. The set up of the room has great impact with the
children. If +the room is inviting and the teacher’s atti-
tude is one of cooperation with the students, the children
will eagerly begin to work. Displaying the children’s art
is stimulating for the students and shows parents the growth
their children are achieving. Anything exhibited around the
room, including the children’s work, should be of high qual-
ity. Cute 1is not acceptable. Avoid pre-mixing paints for
the children as self-reliance and desire to experiment are

inhibited. Caution is needed when the teacher gives
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compliments and makes comments, as indiscriminate praises

inhibit creativity by damaging self-confidence. Be aware of

the children’s abilities and be familiar with the art media
with which the children work. If the teacher likes the ma-
terials, that attitude will be apparent to the children.
Give repeated opportunities for the children to work with
each type of media: this is essential for growth to take
rlace.

Fourth, to simultaneously use diverse content areas to
create furt?er understanding is an educationally sound con-
cept. With yvoung learners we accomplish this by allowing the
children to manipulate objects and reflect on happenings
while using symbolic languages. In the Reggio Emilia ap-
proach, students are immersed in an atmosphere in which they
are encouraged to search'and discover for themselves. As
they progress, the teachers facilitate and record the expe-
rience. All of the ar£s are used as a thinking process in
interdisciplinary education. Problem solving is the primary
teaching technique used. Finally, do not limit yourself to
the four walls of the room: go outside to find expertise
that you do not have.

Each of these points provides the teacher with the
background for relating the reasoning behind using art ac-
tivities to bind subject matter together and to create a co-

hesive experience for the children.




CHAPTER THREE

METHODOLOGY -

Creating the Survey

In order to establish a need for this document in the
early childhood education, I created a survey to assess the

attitudes of teachers of young children towards art activi-

ties and resources at their disposal. Along with the proj-
ect advisor and example surveys, I constructed questions
that pertained to demographics: age; sex; educational level

achieved; the size of the Center in which those surveyed are

employed; the age level of. the class in which those surveyed

teach; number of years experience in child care; and, if
those surveyed work full time or part time. Other questions
related to: the frequency of art activities per week; the
use of dittos; the kinds of art activities completed; the

availability of any resources for art activities; the titles
of art activity resource books used; the desire for any oth-
er kinds of information in a resource; and, the availability
of free time for children during which they may make art on
their own.

The survey went through two drafts that were discussed

with the project advisor and changes were made as necessary.
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The final draft, which was distributed, may be fqgnd ig Ap-
pendix One. ) o S "

Each survey was printed on 8 1/2 x 14 in. paper. One

side accommodated the entire survey and the other held a re-

turn address and a stamp, thus making a self-addressed

stamped envelope when folded in half twice and stapled.

Distributing the Survey

The cover letter and two surveys were sent to 50 of
the 144 ddy care centers in the Dayton metropolitan area
which serve the age range of children that I have outlined.

The names of the centers were obtained from the phone
book and each name was assigned a number from 001-144. A
Random Digit Table was employed to the first 50 three-digit
numbers that fell within the range quoted above.

The names and addresses of the fifty randomly chosen
centers were entered into the SmartWare mail merge program.
Then two self-addressed stamped surveys and the cover letter
were stuffed into the envelope and mailed. -

A return deadline was set at two weeks after the ini-
tial mailing.

Forty-seven percent were returned completed, six per-
cent were returned either because the centers were either no
longer functioning or the address was incorrect.

The survey responses were entered into the SmartWare
Spreadsheet which according to formulas, calculate each

response as a percentage of the total returned. After the
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percentile results were obtained, graphs were “then5~con—
structed, also using the SmartWare Spreadsheet.® AIl of the

results and the survey are contained in Appendix One.

Carrying Out the Project

The following is a flow chart for carrying out a fif-
teen day project. It corresponds to the guidelines which
may be found in chapter four. Each of the three phases is
labeled. Each day contains the events that are to be taken
care of on that day. The project can be expanded or con-

tracted to fit the needs of the class and project.

Flow Chart for Tracking a 15 day Unit

PHASE I
Day One

[ Choose Topic |

Assess prior Talk about personal 3 Note
knowledge experiences misconcep-

v

l : ' tions

Notify parents
of new unit

L

Begin drawings 4 Ask questions about

based on experiences S art work to draw

and understandings out thinking process

Day Two

Discuss direction of Discuss how dramatic play area
unit-what do they want 5 (D.P.A) may be rearranged to
to learn? fit topic and needed props

v !




J

Make assignments
Arrange for any
needed materials

v
Continue drawings S Choose drawings
and questions for class display
Arrange
for field trip or
visitor
Day Three
Collect props _ 3 Construct props
and display items if possible
Set up dramatic
play area: add any
collected props
Begin class display
area
Begin unit projects] Include stories, art works,

experiments, learning songs,
learning games, etc.

Continue drawings

v

Begin keeping a
record of class
project-—individualsv

y

Organize Group Activity
for day 5

l

Day Four

l
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Observe and encourage dramatic
play around theme

/

Add props and display items as received
Continue project research
and prop construction

/

Continue drawings

W

Finalize group activity

v
Day 5

¥

Complete prop constructiod

N3

Complete initial display

v

Continue project researc

v

Group Activity (G.A.) L—————J) Begin planning for a Group

J/ Activity on day 7 '

Continue drawings

v

Begin putting together
individual record books
for §tudent use

!

PHASE 11
Day 6

4

Confirm field trip/class
visitor plans

N

Students interested

in related topic -———————7) no Continue as

> before
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Read just plans
project to matc
topic

for
h new

v

Notify parents

v

behavior rules,

Discuss plans for field trip/class -
visitor:
planned activities. . .

questions,

v

Continue research}————
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g

Make new assignments
as needed

and d

Continue to choose

isplay projects

!

T

[sterve D.P.A.

<L

Final

ize G.A. for day 7

!

Day 7

d

Group Activity p————

Check for
interdis-
ciplinary

aspect

2

Plan to include aspects
of the project topic in
ordinary learning tasks

Emphasize key

words

'

Strongly emphasize
key words

Continue project research

N
Plan Life of the Project
display

v
Continue drawings

|

Change
display

f requently

b————3{Plan day 9

G.A.
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Observe D.P.A. for —>| no > Contingglas
signs of disinterest in . beforé
topic ' v
yes
Discuss plans for adding
or making new props. -
— N
¢ W
Day 8
Review field trip/class visitor
expectations with class
Field Trip/Class Visitor
f
Continue drawings
v
Continue changing display
as qeeded
Observe D.P.A.
4
Finalize day 9 G.A.
A4
Day 9
Group Activity JlEmphasize key words

!

lan for group activity
day 11

Update student and teacher
records

v

Continue project researéﬂ

v

Continue Life of the Project display

b
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Begin planning for
open house or presentation
for another class
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Day 10

J

lContinue project research]

[Continue displays |

N
[gontinue drawing§]

J

or open house

Continue plans for presentation

N

Discuss with class
decide which is’ best
decide on day

v

Send letter home to
parents

hd

Continue emphasizing key words

N
Finalize G.A. for day 11

W
Day 11

L

Group Activié;}f

Epntinue displaysl

N
Igontinue drawings

N
Continue presentation/

~

N

Begin deciding on
what will take plac

emphasize kéy words

open house plans

N

Update student and teacher
records

4

[bbserve D.P.Xj

,decide on who will be
responsible for what
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PHASE II1I
Day 12

4

Finalize presentation/

317

Practice order of

open house plans

¥

Discuss ending the project

%
[pontinue drawings]

L

Continue displayg]

J

Complete project research]

Complete student records]

h 4
Observe D.P.A]|
Day 13

y

Prepare for open house/
presentation

Y

N

events

v

Prepare. students for what
will happen as a result
of concluding project

. ¥
Begin discussing new
topic options

Clean up unnecessary

LV
[Greet guests

v
[Clean up

Day 14

materials

ITidy up room |
J

[Rearrange furniture[
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Discuss topic options

Y

Begin returning borrowed
display materials

J

Complete teacher records
Set aside materials to be
kept for future projects

v

a4

Choose new topic if|.
possible E '
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Begin conferencing
with students

Day 15

A

¥

Stress what was done well

¥
Find out what student

liked best

If decided on return to

Discuss next topiq
Continue returning materials

v

Continue conferences

4

Continue packing up materials

A

Pass out materials to

~

Day 1

be taken home

*ﬁStudent projects

2
lEyaluations for parentﬂ




CHAPTER FOUR
SAMPLE PROJECT AND GUIDELINES FOR THE

DEVELOPMENT OF AN ART-BASED

INTERDISCIPLINARY PROJECT
For the purposes of this project, let us assume that
the group working on this unit is a Kindergarten class, so
that those teachers of younger or older students can easily

adjust the activities associated with the project.

Katz and Chard, in Engaging Children’s Minds: The

Project Approach, have separated the course of a project in-

to three parts: Phase I, getting projects started; Phase II,
projects in progress; and Phase III, consolidating projects.

We will begin with Phase I and continue through each phase.

Guidelines for Beginning a Project

1. Relate the new item/idea to what the children already
know.

2. In the beginning let the children talk about their expe-
riences with the topic.

3. Try not to correct the children’s misconceptions in the
early stages, but draw their attention to opportunities to
learn.

4, Allow the children to suggest aspects of the project
that they would like to do and learn more about.

5. Allow children to have time to draw, paint, write, and
play based on personal experiences with the topic. Assess

the children’s understanding.
6. Introduce items that will enhance dramatic play.
7. Utilize bulletin boards and other display areas. Change

39
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display items frequently.
8. Encourage parents to involve themselves. - "

9. Arrange for a field trip or class visitor.

Rainbow Project: Phase I

The children see a rainbow and wonder how it happened

or the teacher introduces it as a topic for a unitlor proj-
ect. Either way, it does not matter, what matters is how
the project is implemented and carried out.

Let’'s assume that the children have discovered a rain-
bow during outside water play in the spray of a hose.
Sfep 1: Can you relate the new [in this case] idea to what
they already know? Yes! most all of the children know what
a rainbow is, but seeing one in the spray from a hose may be
new. Let them play and discover how to make the rainbows.
Step 2: You may wish to ask qﬁestions about how they make
the rainbows. In their excitement some of the children may
have stories to tell about seeing rainbows. Listen careful-
ly to the stories and ask questions. Be diligent to ask
questions that do not imply that the child has failed in
some way. For example, 1In a Reggio Emilia preschool, the
children were studying rain. They went out in the rain, took

pictures and audio taped the sounds of the rain in puddles,

on cars, Jjust falling, and other sounds associated with the
rain. On their return they drew pictures of the rain and
how they believed the rain gets to the cloud. One child

Matano, drew pictures of clouds that were connected to some
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machines by some pipes. To ask Matano, "Why are Epose;gipes
there?" implies that he has drawn something very W}AhgﬁﬁBut,
to ask him, "Tell me why we need the pipes." allows Matano
to think through his conception of the rain cycle and to
give an explanation of his thinking. - Perhaps it may even
cause him to ask himself more questions about what he really
thinks of where the rain comes from (Forman 1990). Don’t
worry if what they say is incorrect. Children think differ-
ently .than adults, although they do have their own logic
system. _

Step 3: Try not to correct the children’'s misconceptions in
the early stages, but draw the children’s attention to their
opportunities to learn more. This may be accomplished by
’steering’ the children to drawing about how rainbows are
made, or asking more quesiions. If the child has no answer
announce.that, "Well, I bet that we can find out. Does any
one have ideas about how we can.find out?" Which conve-
niently leads to steps 4 and 5.

Step 4: Allow the children to suggest ways to find out about
rainbows; what they would like to find out; and list ques-
tions. Even though they most likely,cannot read, it 1is
good to list student questions because they are learning to
listen. Then step 5 can begin.

Step 5: suggest that each child begin draw-
ing/painting/writing/playing about how rainbows happen.
These activities along with the questioning will give

insight into what the children think. Step 5 will almost be
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a constant throughout the course of the project.u 'Itjés a
good barometer to use to see how the learning“is”déQeldbing.
Step 6 is very important to the quality of the <children’s
play in conjunction with the project. Introduce items asso-
ciated with the topic in the dramatic play area. For exam-
ple, talk with the children about the rainbows and discuss
what is associated with then. They may suggest the follow-
ing items: the sun, clouds, rain, umbrellas, colors, a hose,
rain coats, boots, rain hats, and binoculars. While you
cannot briqg in the rain, the sun, and the actual rainbow
this 1is your chance to use art to make those things. Have
the children make paper hats? and decorate them to be the

sun, the rain, the rainbow, and clouds.

Step 7: With the children’s help create a bulletin board
about the theme of the project. Encourage the children to
bring in items associated with the theme. Swiftly, you will

complete Step 7 if the children’'s motivation can .be kept up.
Step 8: Enlist the parents’ help by notifying them of the
current project and asking for additional items. Also en-
courage them to ask questions of their youngsters about the
progress on the project.

Step 9: As the project develops, the children will have

2 Discuss this with the children and decide what would

be best for your project. If you decide on hats, you may
need to help the children fold them. If you decide on
tunics or something similar, paper sacks or fabric rem-
nants can be used. Assign each child a theme: the rain,
the clouds, the rainbow (a number of tunics can be made
for the rainbow if you have a large class, one for each
color needed), and the sun.
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time to talk and make suggestions, draw, and ask“qqespéons.
After, or even during, this first week, it‘is‘éiﬁe to ar-
range a field trip or find a visitor to come to talk about
an aspect of the topic. For example, a visit to a gem cut-
ter’s workshop to see how prisms are made and how they make
tiny rainbows when the sun shines on them. Having a meteo-
rologist visit to tell how rain makes rainbows may also be
appropriate. This completes Step 9 and you are ready to go
on to the middle of the project.

"Adding the Interdisciplinary Aspect
to the Rainbow Project

After the theme is chosen and the children are talk-
ing, drawing, writing, and playing around the theme, for at
least part of the day, it is time to ensure that the‘Inter—
disciplinary aspect 1is éddressed. I put together some
pointers. for including as many other subjects as possible,
Remember that the art portions act as glue, uniting all the

other aspects. But, also remember that art for itself should

not be forgotten.  Make sure that there is enough paper,
drawing materials: black felt tip pens, crayons, watercolor
markers, and pencils, because the children will constantly

be returning to supplies to refine their understandings of
the topic.

On paper, investigate possible directions into several
content areas by writing them down. Possible content areas
to investigate are: art, language, science, social studies,

music, body movement (dance and physical education), drama,
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and mathematics. Do not rule out a content area %f_ngfcan—
not think of a connqction right away. Sometimes*kénnééting
aspects are elusive. If necessary talk it over with a col-
leagues. Be sure the connection is close, i.e. don’t force
a subject to make it interdisciplinary:-.If you have trouble

with fitting social studies in a certain project leave it

out. It can always be used the next time.
Vary the activities from unit to unit. Don’'t always
use food as an interdisciplinary aspect.3 For language

write poems one time, and stories another as either group or
individual activities. Avoid using art as a purely illustra-
tive6r crafty aspect, make art for art's sake. Don't un-
derestimate the abilities of young children to be able to
use "grown-up" techniques like an opinion poll for 'social
studies. Do plays as wellvas dramatic play for drama activ-
ities. ‘In music have children write their own songs about
the topic, instrumental as well as vocal. In science do ob-

servations and experiments, but have them set up so that

they keep the children’s interest.% Some activities, 1like

3 I have a couple of reasons for this: (A) In our
society food is almost a god, and some children already
have a distorted view of food and when to eat and what

is good to eat. By practicing restraint in this area

we are helping them build good habits of moderation.

(B) Using food items as art projects is questionable, as
we all know a lot of people are starving, even in the U.S.
so again it is better to teach respect and moderation--
make prints with inedibles and if you build something
with food don’t glue it so that it can be eaten later.

4 In Katz and Chard they discuss an experiment using
the observation technique with comparing the behavior of
two turtles but they introduced only one turtle at a time
and accomplished twice as much as they would have if both
were brought in at once.
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writing wall stories (Katz and Chard 1989, 105),. involve

more than one content area, take that as a Blés§iﬁg and run
with it.
Avoid, 1like the plague, prescribing the outcome of a

project! Allow the children to make choices about what they

want to do as a group and individually, but make individuals

stick to choices they make, within reason.

Guidelines for the Middle of the
Project: Phase II

1. Follow the children’s lead if they become interested in
an area related to the topic.

2. Use <class discussions to raise questions, prepare for
visitors, or field trips.

3. Make all expectations for visitors and field trips clear
to students.® :

4, As often as possible use other subject areas in conjunc-
tion with the topic.6

5. Use a variety of activities to display learning i.e. con-
structing things, further investigations into the topic, and
further enhancement of dramatic play by adding materials
that are associated with the topic.

6. Display products of learning and the life history of the
project.

7. Emphasize key words.

5 If you use a checklist of things to look for on the

trip, make it only a few for the older children as these
tend to get in the way of the experience. Also, you can
allow children to take sketch books and make sketches of
interesting displays and take notes., Make sure that this
kind of activity is open-ended so that the children are
not competing with each other,

For example, math concepts like sorting and classi-
fying can be done with items from the project. Real world
experiences work best for teaching rather than sterile,
out of place activities that have nothing to do with any-
thing.
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One of the signals of the successful or unsuccessful

project is the children’s interest in it. ~ In our sample
unit on rainbows, let’s assume that the children have dis-
covered the relationship between rainbows and weather, and

they want to know how weather happens instead.

Step 1: That's 0.K., they are related themes so go with it.
Do not be afraid to chuck the old topic. The old topic’s
materials are still useful. If a visitor has been arranged,
perhaps a meteorologist, it may be wise to call the guest
and explainmwhat has happened. Very likely the guest will
understand and be grateful to know that the children will be

asking questions about things other than just rainbows.

Step 2: In preparing for a field trip or a visitor find out
what kinds of thiﬁgs that the children want to know . Here
is another chance to model for the children, during class

discussions about these things be an active, interested lis-

tener.
Step 3: Make plans for student expectations. For example,
lay down the rules ahead of time and practice them. Let the

children see the check list of items to look for before you
get on the bus. As a class, prepare a list of questions for
the field trip. Make sure each student knows how many
he/she is to answer.

Step 4: We are reminded again of the Interdisciplinary.
Check again for continuity and make sure that the activities
are relevant to life, as much more learning occurs if the

activities are real.



47
Step 5: Use as many vehicles as possible to hav§ thejchil—
dren display their new knowledge. For examplé; a‘éﬁéll?group
of children may construct models of clouds. A student may
wish to paint a poster labeling the different clouds. The

class may write a story about a child who sees a rainbow and

learns about how it is made. Another group may write a song
about rainbows and clouds. Others may wish to do a dance
about rain and the rainbow. Allow the children to do what

comes naturally to them.

On your return from the trip, have the children draw
about things that they have learned. Keep the drawings com-
ing, they are visual thinking.

Step 6: The best drawings may be tastefully displayed on
the bulletin board or may be kept in the student’s pérsonal
record of the project. It.is important to display the chil-

dren’s work for them to see and for any visitors to the

building to see. The children may wish to help arrange the
displays.

Step 7T: As the things that are produced are displayed, be
sure to emphasize key words. For example, use them verbally

and in written form.
The teacher’s role is supportive in this phase, some

of the work is initiated by students, but the majority 1is

organized by the teacher. Help the students help them-
selves. If they need suggestions, give some. Encourage the
children to ask for opinions and share information. Timing

is the key. If the project seems to wane, a booster shot of
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a special activity may be needed. Don’t precluqe_ rgpeti-

tion. The children are building skills in this pﬁaée:%allow
them to have the needed hands-on experiences and practice.

Monitor each child’s progress over time. Avoid using

one measuring stick for all of them. Each child has differ-

ent skills and needs.

Guidelines for Finishing a Project: Phase III

1. If the group of children are preschoolers, the choice to
end the project can, and possibly should, be made by the
teacher and the children together.

2. Have the children clean up the materials, saving some for
use with other projects.

3. An open house or presentation of some kind can be ar-
ranged to share the information learned with other interest-

ed parties. A presentation should be considered more of a
method of communication than a performance. :

4, Record keeping in some cases is very important. A de-
tailed record of. each child’s progress/participation in the
project may be kept. Also a class history of the project may
be kept by the teacher which may be used as reference mate-
rial by other teachers.

5. If, at the end of a project, a strong interest in a re-
lated topic comes out, the teacher may consider encouraging
that topic as a possibility for the next project.

6. Evaluation is an important aspect of the project. Look-
ing back on what was learned and discovered rather than what
was 'messed up’ is the most vital part. This can be accom-
plished by using small group discussions, with or without
the teacher, or individual conferences with the teacher.
With older children a short essay about what they learned
could be a possibility,

Step 1: At a certain point, each project must come to an
end but how this is handled will vary. A class discussion

may be the order of the day for younger children, but simply

setting a deadline may be adequate for older children who
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have started school. R

Step 2: The children should be actively in?dlved‘ih»CJean—
ing up the materials. This helps to bring closure for the
students. Save materials for a future project. For example,

if the children in our sample unit actually stuck with the
rainbow project the teacher may wish to keep the models of
the clouds, and the cloud poster for the next unit which may
actually be weather.

Step 3 involves sharing the new information in some way. A
rainbow recgption for the parents may be a way to get them
in to see what the children have learned. 1In this situation
the children can help prepare the refreshments, and act as
tour guides for the parents as they come through. Some
classes ma& choose to do a presentation of what. was léarned.
Be sure to stress to the éhildren that while some presenta-
tions héve entertaining parts, a presentation is to share
information not to solely entertain.

Step 4: Depending on what the requirements of the school
are regarding evaluation, more or less may be required . It
is then up to the teacher to do what is required. At the
’more’ end a cumulative record of the project may be kept
and given to the resource librarian at the end of the proj-
ect for other teacher’s reference. Similarly, a fecord of
each child’s participation may also be kept. If your situa-
tion is such that a lesser amount of record keeping is
required, then you may still wish to keep a record of each

child’s participation for the parents.
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Step b5: If in some of the final discussions the children
show _a strong intergst in a related topic, 'the“tééchéf may
encourage that as a possibility for the next project. If

this is not the case, just start at the beginning again with
the next project. .-

Step 6: The main purpose for this phase is for the student
to evaluate and reflect on what has occurred during the
course of the project. Encourage the children +to look
through their personal records to see what they accom-
prlished. ~ygad each child to look through and list, orally
or in written form [for the older childrenj, all the things
they did well, and the things that they would do differently
and why. Accentuate what they have accomplished and avoid
denigrating them for what they ’'messed up’. The evaluations
may take the shape of indi?idual conferences with the teach-
er, or sﬁall groups with or without the teacher. Some eval-
uations may be done as a class. With younger children, each
child tells what he/she liked best.

To the inexperienced teacher, the project approach
might seem overwhelming, but with the Guidelines in hand it
can be managed. Do not take it personally if the first few
projects do not seem to go well. Projects are like learning
to drive a standard transmission car, or to swim. It takes
time to coordinate all your body parts. Begin slowly, with
small scale projects, then as you learn to ’'shift’ go for
larger ones. Remember that for young children

'manipulative’ is the word of the day. Keep the experiences
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hands-on and provide lots of paper and encourage'thg use of

visual symbols and self-expression.



CHAPTER FIVE

SUMMARY T

Review of the Problem and Ob,jectives

Rebecca New observes that Americans, by reputation,
value creativity and individual freedom .of expression. In
our schools, however, "we historically neglect the expres-

sive arts in favor of completing demands within the curricu-
lum (New 1990, 10)." The arts play a vitally important role
in the development of our young people. Elliot Eisner, 1in
"Implications of Artistic Intelligences for Education",
writes,
virtually everything peoble know emanates from the kinds
of experience they have. It follows then that the kinds
of +thinking people are able to engage in are very much
related to the kinds of experience they have had. . . .

. . .The arts have an extraordinary contribution to
make to escalating our consciousness, developing our
sensibility, and informing us, often empathetically,
about what it means to be 1in somebody else’s shoes. . .
Art informs us about things that we didn’t have the op-
portunity to experience directly. Therein 1lies its
epistemic function (Eisner 1990, 34).

Ethel VYoung says that "art experience occurs and can be ex-
ploited for learning in every area of early school experi-
ence (1981, 76)." These two statements are closely related
in that they express the young child’s need for art

experiences. That the student 1s gaining practice 1in

52



53
self-expression, using visual symbols, developing\sglf?con—
fidence, and many other benefits is only paft ofvﬁf‘cdhcern
for the child in creating the handbook.

I intended that teachers who may use the handbook
would come to better understand the needs of the child, both

in the early years and later on, the importance of giving

the <child developmentally appropriate activities, and the
value of connecting former knowledge to new learning. I
wanted to illustrate a way of drawing all of tﬁese together
into one cphesive whole in such a way as to benefit the
children and make it palatable for the teacher.

In the survey 85.1% of the respondents stated that
they 'do have a resource handbook available {see appendix
onel. Upoh further scrutiny of those 85.1%, 58% statéd that
they would like a resourcé with additioﬁal infbrmation that
they do‘ not currently have within reach. The remaining
14.8% all expressed a desire for some kind of art activity
resource. The need for resource materials for art activi-

ties is there in child care.

Recommendations for Future Research

There are a number of directions that one could take
from this study. Among them are: testing of the methods
contained in the chapter on creating an Art-Based Interdis-
ciplinary Project; a study on the use of dittos and chil-
dren’s feelings towards them; the amount of free activity

time and the number of children who choose to do art
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activities and what they choose to do; and, a s?udy on the
art activities used_by teachers and their aftitudéé toward
those activities and the degree to which they are used . by
the student. Any of these could be enlightening. As the
author of this project, I would probably want to test the

methods that I have outlined in this manuscript to see if it

is an effective method for young children in day care cen-

ters.




CHAPTER SIX

SELECTED BIBLIOGRAPHY

Anderson, Tom. "Talking about Art with Children: From
Theory to Practice." Art Education 39 (January): 5-8.

Arnheim, Rudolf. Visual Thinking. London: Faber and Faber
Limited. 1969

Brittain, Lambert. "Research on the Art of Young Children."
. Lewis, Hilda P. ed. Art for the Preprimary Child.
Reston, Virginia: The National Art Education Associa-
tion, 1981.

Eisner, Elliot, W. "Implications of Artistic Intelligences
for Education." Moody, William J. ed. Artistic
Intelligences: Implications for Education. New York:
Teachers College Press, 1990.

Feeney, Stephanie. and Eva Moravcik, "A Thing of Beauty:
Aesthetic Development in Young Children." Young Chil-
dren 42 (September): 6-15.

Forman, George E. "Helping Children Ask Good Questions.”
Neugebauer, Bonnie ed. The Wonder of It: Exploring
How _the World Works. Redmond, WA: Exchange Press,
1990.

Forman, George E. and David S. Kuschner. The Child’s Con-
struction of Knowledge: Piaget for Teaching Children.
Belmont, CA: Wadsworth Publishing Company, Inc. 1977.

Fowler, Charles. "The Arts are Essential to Education."
Educational Leadership. 47 (November): 60-63.

Gandini, Lella and Carolyn P. Edwards. "Early Childhood In-
tegration of the Visual Arts." Gifted International. 5
(2): 14-18.

Gardner, H. Frames of Mind: The Theory of Multiple Intelli-
gences., New York: Basic Books, Inc., Publishers,
1983.




56

Hubbard, Ruth. "Transferring Images: Not Just Glued onﬁihe
Page." Young Children. 42 (January): 60-67. R

Karnes, Merle B. Creative Art for Learning. Reston, Virgin-
ia: The Council for Exceptional Children, 1979.

Katz, Lilian G. and Sylvia C. Chard. Engaging Children’s
Minds: The Pro,ject Approach. Norwood, New Jersey:
Ablex Publishing Corporation, 1989.

Kellogg, Rhoda. The Psychology of Children’s Art. San
Diego, CA: CRM. 1967.

Analyzing Children’s Art. Palo Alto, CA: National
Press Books. 1969.

Lord, Lois. "The Role of the Teacher." Lewis, Hilda P. ed.
Art for the Preprimary Child. Reston, Virginia: The
National Art Education Association, 1981.

Lowenfeld, Viktor. and W. Lambert Brittain., Creative and
Mental Growth. 8th ed. New York: Macmillan. 1987.

Marshall, Hermine H. "The Development of Self-Concept."
Young Children. 44 (July): 44-51.

Moody, William J. ed. Artistic Intelligences: Implications
for Education. New York: Teachers College Press,
1990.

New, Rebecca. "Excellent Early Childhood Education: A City
in Italy Has it" Young Children 45 (September): 4-10,

Paley, Vivian G. "On Listening to What Children Say." Har-
vard Educational Review 56 (May): 122-131.

Perryman, Lucille. "The Young Child in his World." in Lew-
is, Hilda P. ed. Art for the Preprimary Child.
Reston, Virginia: The National Art Education Associa-
tion, 1981,

Piaget, Jean and Barbel Inhelder. The Child’s Conception of
Space. Translated by F.J. Langdon and J.L. Lunzer.
New York: W.W. Norton & Company, Inc., 1967.

Rumelhart, David E. "Schemata: The Building Blocks of Cog-
nition." in Rand J. Spiro, Bertram C. Bruce, and Wil-
liam F. Brewer eds., Theoretical Issues in Reading
Comprehension. Hillsdale, NJ: Erlbaum, 1980, 33-58.

Sava, Samuel G. Learning through Discovery for Young Chil-
dren. New York: McGraw-Hill Book Company, 1975.




57

Tarr, Patricia. "Pestalozzian and Froebelian Influences on
Contemporary Elementary School Art." Studies ‘in Art
Education. 30 (Winter): 115-121. ) ) B

Unsworth, Jean M. "Art as A Mode of Learning." Momentum. 19

(April): 38-39.

Wadsworth, Barry J. Piaget's Theory of Cognitive Develop-
ment: An Introduction for Students of Psychology and
Education. New York: David McKay Company, Inc. 1971.

Wenner, Gene C. "Interdisciplinary Approaches to Teaching
and Learning; Where do the Arts Fit?" Art Education.
{November): 4-8.

Williams, Connie. and Constance Kamii. "How do Children
Learn by Handling Objects?" Young Children. 41
{November): 23-26.

Young, Ethel. "Art in Children’s Learning." in Lewis, Hilda
P. ed. Art for the Preprimary Child. Reston, Virgin-
ia: The National Art Education Association, 1981,




58

APPENDIX ONE

THE QUESTIONNAIRE AND SUMMARY OF RESULTS

Art Activity Survey

Please check the most appropriate response. Fold and staple
where indicated and mail by February 11, 1991.

1. Gender: Male Female

2. Age: 18-22 23-30 31-40
40 or over

3. Highest educational level achieved: high school
associates degree
bachelors degree
masters degree
post masters

4, Number of years experience in child care

5. Are you full time or part time

6. Center size {(number of children)

7. Student’s age level in your class

8. How comfortable are you with leading art activities?
very comfortable

comfortable

indifferent

uncomfortable

very uncomfortable

9. Do you do art activities in your class?
yes no If no, why?

10. How often? Once a day

3-4 times a week

2-3 times a week

Once a week

Once every 1 1/2 weeks
58
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Once every 1 1/2 weeks
Once every 2 weeks

11. Do you use dittos? yes. no If no, skip
to #13

If so, why?

12, How often? Once a day

3-4 times a week

2-3 times a week

Once a week

Once every 1 1/2 weeks
Once every 2 weeks

13. What kinds of -art activities do you do?
check all appropriate items:
coloring (on blank paper)
painting .
collages (any type) B
cutting and pasting with scissors and construction
paper -
crafts using food. items (either edible or
inedible) '
sculptures
paper mache
mobiles
14. Is there any kind of art activity hand book that 1is
available to you? Yes No_ If no, skip to #19.

15, What is the title of the book?

16, Do you use it? Yes No If no, skip to #18
How often? Once a day

3-4 times a week

2-3 times a week

Once a week

Once every 1 1/2 weeks

Once every 2 weeks

17. What do you like about it?
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18. What do you not like about it?

19. If you had one would you use it? yes no

20. What would you like to see in one?
for instance: set up and clean up tips. Activity
ideas. New teaching methods. Interdisciplinary Activities.

21. Do the children to have time to make art on their own?
Yes . No If so, when?
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APPENDIX TWO

A SUMMARY OF PIAGET’S THEORY OF
COGNITIVE DEVELOPMENT

Period:

Sensori-motor (0-2 years)

Stage

Stage

Stage

Stage
Stage

Stage

Major Change of the Period:
Development

1

(0-1 month)

(1-4 months)

(4-8 months)

(8-12 months)

(12-18 months)

(18-24 months)

Characteristcs:

Reflex activity only.
No differentiation.

Hand-mouth coordination
Differentiation via suck-
ing reflex

Hand-eye coordination
Repeats unusual events

Coordination of two sche-
mata; Object permanence
attained

New means through experi-
mentation-follows sequen-
tial displacements

Internal representation
New means through mental
combinations

proceeds from reflex activity to rep-

resentation and sensori-motor solutions to problems.

Preoperational (2-7 years)

Major Change of the Period:

Problems soclved through
representation -language
development (2-4 years)
Thought and language both
egocentric; Cannot solve
conservation problems

Development proceeds from sensori-motor represen-
tation to prelogical thought and solutions to prob-

lems.
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Period: Characteristics: Ry

Concrete Operational
(7-11 years)

Major Change of the Period:

Reversability o
attained; Can ‘solve ¥
Conservation problems -
logical operations devel-
oped and applied to con-
crete problems; Cannot
solve complex verbal
problems.

Development proceeds from pre-logical thought to
logical solutions to concrete problems.

Formal Operational
(11-15 years)

Major Change of the Period:

Logically solves all
types of problems-thinks
scientifically; solves
complex verbal problems;
cognitive structures
mature.

Development proceeds from logical solutions to
concrete problems to logical solutions to all classes

of problems.

from:

Wadsworth, Barry J. Piaget's Theory of Cognitive Develop-

ment. New York: David McKay Company, Inc., 1971.

114-115.



APPENDIX THREE

VIKTOR LOWENFELD’S STAGES OF
ARTISTIC DEVELOPMENT

The Scribbling Stage: Two-Four Years

Disordered Scribbling
Drawing Characteristics:

1, Motor activity utilizing large muscles with
movement from shoulder.

2. Kinesthetic pleasure.

3. Grasps tool with whole hand.
4. Swing of arm makes line.

5. Looks away while scribbling.

Space Representation:
1. Utilizes drawing surface.
‘2. Sometimes scribbles beyond paper.
3. Ignores previous marks placed on a page.

Human Figure Representation:
No attempts made

Controlled Scribbling
Drawing Characteristics:
. Smaller marks.
Repeated motions.
Watches scribbles while drawing.
. Uses wrist motion.
. Can copy a circle.

QL W DN

Space Representation:
1. Stays within drawing area.
2. Draws around previous marks on the page.
3. May concentrate on certain parts of drawings.

Human Figure Representation:
Circles, lines, loops and swirls made, which are

prefigural.

Named Scribbling
Drawing Characteristics:
1. Relates marks to things known.
2. Greater variety of line.
3. Holds tool between fingers.
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4, Identification of subject may change in the

process of drawing. L A L

5. Longer attention span. o
Space Representation:

1. Scribbles places purposely.

2. Previous marks on the page are utilized.

3. Empty space may take on meaning.

Human Figure Representation: T
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A scribble may be pointed out by the child as be-

ing a person.
Action may be names, such as running, Jjumping,

swinging.

The Preschematic Stage, Four-Seven Years:

Drawing Characteristics:

1. Shapes for things are geometric and lose their

meaning when removed from the whole.

2. Placement and size of objects are determined

subjectively.

3. Objects drawn are not related to one another.

4, Art becomes communication with the self.

5. Known objects seem to be catalogued or listed

pictorially.

6. Can copy a square at four, a triangle at five.

Space Representation:
1. Objects seem to float around page.

2. Paper sometimes turned or rotated while draw-

ing.

3. Size of objects not in proportion to one anoth-

er.
4, Space seems to surround child.

Human Figure Representation:
. Head-feet symbol grows out of scribble.
. Flexible symbol, constantly changing.

1
2
3. People are looking at viewer, usually smiling.
4

Gradual inclusion of arms (often from head),

body, fingers, toes.

5. Distortion and omission of parts is to be ex-

pected.

6. Clothes, hair and other details expected by the

end of this stage.

The Schematic Stage, Seven-Nine Years:

Drawing Characteristics:

1. Development of a form concept which is repeated

again and again.
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2. Schema is altered only when special meaning is
conveyed. ok
3. Drawing shows concept, not percept. ° ‘ 8
4, Bold, direct, flat representation.
5. Drawings reflect a child’s active knowledge of
the environment.
Space Representation:
1. Establishment of a base line on which objects
are placed and often a sky linme, with the space
between representing the air.
2. Two dimensional organization of objects.
3. No or little overlapping.
4, Subjective space representation common:
a, simultaneous representation of plan and ele-
vation.
b. X-ray drawings
¢c. fusion of time and space.
5. Multi-base lines.
6. Environment symbolized.
Human Figure Representation:
. Repeated schema for person
. Body usually made up of geometric shapes.
. Arms and legs show volume and are usually
correctly placed.
4, Exaggeration, omission, or change of schema
shows effect of experience.
5. Proportions depend on emotional values.

1
2
3

The Gang Age, Nine-Twelve Years:

Drawing Characteristics:
1. Greater awareness of details.
2. Self conscious of own drawings.
3. Greater awareness of physical environment.
4. Events are characterized rather than drawn nat-
uralistically.
5. No understanding of shade and shadow.

Space Representation:
1. Disappearance of base line and emergence of the
plane.
2. Overlapping of objects
3. Beginning of interrelationships between ob-
jects.
4. Sky now comes down to horizon.
5. Attempts at showing depth through size of ob-
Jjects.

Human Figure Representation:
1. Rigid schema no longer prevails.
2. Greater awareness of clothing details.
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3. Less exaggeration, distortion, and omission~of
body parts to show emphasis. P "

4. Body parts retain their meaning when separated
5. Greater stiffness of figures.

The Pseudo-Naturalistic Stage, Twelve-Fourteen Years:

Drawing Characteristics: -
1. Critically aware of own shortcomings in art.
2. Drawings can become shorthand notations.
3. End of spontaneous art activity.
4. Details such as wrinkles and folds become im-
portant for some.
5. Projection of non-literal, personal meaning in-
to objects and events.

Space Representation:
1. Greater awareness of environment, but only im-
portant elements drawn in detail.
2. For visually minded, an awareness of depth;
child draws as a spectator; attempt at perspec-
tive.
3. For haptically minded, space determined subjec-
tively; child draws as a participant.
4, Action goes on within picture plane.

Human Figure Representation:

1. Closer to correct proportions

2. Greater awareness of joints and body actions.
3. Facial expressions vary for meaning.

4, Cartooning popular.

5. Person can be represented by less than total
£3

6

Adolescent Art, Fourteen-Seventeen Years:

Drawing Characteristics:
1. Drawings tend to resemble 12 year level, with-
out further instruction.
2. Conscious development of artistic skills.

3. Haptic drawings show subjective interpreta-
tion.
4., Visually minded students may get pleasure from

visual details, light and shade.

5. Extended attention span.

6. Mastery of any material.

7. Control of purposeful expression.

Space Representation:
1. Perspective can be learned and utilized by vi-
sually minded: awareness of atmosphere.
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3. Less exaggeration, distortion, and omission«of
body parts to show emphasis. .

4. Body parts retain their meaning when separated
5. Greater stiffness of figures.

The Pseudo-Naturalistic Stage, Twelve-Fourteen Years:

Drawing Characteristics: -
1. Critically aware of own shortcomings in art.
2. Drawings can become shorthand notations.
3. End of spontaneous art activity.
4, Details such as wrinkles and folds become im-
portant for some.
5. Projection of non-literal, personal meaning in-
to objects and events.

Space Representation:
1. Greater awareness of environment, but only im-
portant elements drawn in detail.
2. For visually minded, an awareness of depth;
child draws as a spectator; attempt at perspec-
tive.
3. For haptically minded, space determined subjec-
tively; child draws as a participant.
4. Action goes on within picture plane.

Human Figure Representation:
1. Closer to correct proportions
2. Greater awareness of joints and body actions.
3. Facial expressions vary for meaning.
4, Cartooning popular.
5. Person can be represented by less than total
figure.

6. Sexual characteristics over-emphasized.

Adolescent Art, Fourteen-Seventeen Years:

Drawing Characteristics:
1. Drawings tend to resemble 12 year level, with-
out further instruction.
2. Conscious development of artistic skills.

3. Haptic drawings show subjective interpreta-
tion.
4, Visually minded students may get pleasure from

visual details, light and shade.

5. Extended attention span.

6. Mastery of any material.

7. Control of purposeful expression.

Space Representation:
1. Perspective can be learned and utilized by vi-

sually minded: awareness of atmosphere.
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2. Attention to non-naturalistic representation
for haptically minded; portrayal of‘mooddishffting
of space or distortion for purposeful e€mphasis.

Human Figure Representation:
1. Naturalistic attempts by some, awareness of
proportions, action, and visible details.
2. Exaggeration of detail for emphasis by some.
3. Imaginative use of figure for satire.

Viktor Lowenfeld and W. Lambert Brittain, Creative and
Mental Growth, 8th ed. (New York: MacMillan Publishing Com-
pany, 1987), 472-479.




APPENDIX FOUR

RHODA KELLOGG’S DEVELOPMENTAL STAGES
OF CHILDREN’S ART

The Manipulative Stage:
Two to Three Years
Characteristics:
Drawings consist of large scribbling move-
ments of the hand, arm, and body. Kellogg notes 17
basic scribble designs.

Two to Four Years
Characteristics:
Shapes begin to form in the drawings.

Three to Four Years
Characteristics:
Outlines of shapes appear.

The Symbolic Stage:
Three to Five Years
Characteristics:
Combinations of shapes and forms appear cre-
ating a design that has meaning. Child may begin
to tell stories about the drawing.

The Pictorial Stage:
Four to Six Years
Characteristics:
Draws from personal experiences, first at-
tempts to reproduce objects in the environment.

Five to Seven Years
Characteristics:
Begins to draw things that have collective
meanings or stories. Adults are better able to
relate to the child’s drawings at this time.

Rhoda Kellogg, The Psychology of Children’s Art, San
Diego, CA: CRM-Random House Publication, 1967, 19-21, 27-29,
35-37, 43-45, 53-55, 65-67, 75-77, 85-87.
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