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ABSTRACT 

This thesis provides a  rationale for the application 

o f t h e principles of discipline-based art education to t he 

preschool setting. Discipline-based art education holds that 

t h e  content of art —  production, art history, criticism, and 

a esthetics--should be s tudied for its intrinsic, rather than 

extrinsic, values. The developmental theories of Lowenfeld, 

P i aget, and Montessori are outlined, and their limiting 

affects on art education are examined. A d iscussion of 

education versus development demonstrates the need for inter

vention in t he art education process. 
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CHAPTER 1 

INTRODUCTION 

In t h is country, most children a re not taught art i n  

the preschool setting. Although they participate in a  myriad 

of art-type activites, they do not usually learn about a r t -

its formal properties, history, cultural perspectives, aesthetics, 

and c r iticism. Teachers d o not even particularly guide children's 

production activities beyond demonstrating the use of a  medium 

and establishing rules for:its u se ( "we only paint on paper"). 

T his paper presents a  rationale for discipline-based 

art education during the preschool years. The discipline-based 

approach holds that art should be studied for its intrinsic, 

rather than extrinsic, value and i s characterized by a  curriculum 

that gives equal attention to studio production, aesthetics, 

criticism, art history, and cultural perspectives. 

Discipline-based art education requires that children 

be educated about a rt. This stance is in direct opposition 

t o the developmental approach so prevalent in early childhood 

education today. 

P r eschool curricula still based o n the theories of 

Lowenfeld ( 1903-1960), P iaget ( 1896-1980), and Montessori 

(1870-1952) illustrate the time lag between theory and practice 
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noted by L a nier ( 1983). The curricula a re developmental in 

n a ture and stress respect f or the child, freedom, independence, 

and self-directed l earning. U nder t hese constraints, the 

teacher becomes a facilitator, nurturing t he evolving skills 

of the child. T he result is a  tendency toward non-interference 

in s tudio production activities (Wilson &  Wilson, 1 981) and 

the misuse of a r t for its extrinsic values. 

I n o ther words, rather than teaching art for the 

understanding and appreciation of art, teachers use art-type 

a c tivities to promote physical growth, development, and 

coordination (Hildebrand, 1976; Love &  Osborne, 1971; Seefeldt, 

1 9 74); and t o  reduce tension (Schickendanz, York, Stuart &  

White, 1983). Art is t aught t o  prepare children for reading, 

writing, and mathematics (Hildebrand, 1976; Montessori, 1 967) 

and t o foster creativity (Hildebrand, 1976; Seefeldt, 1974). 

A r t is e ven used t o  test developmental levels and h ence 

intelligence (Harris, 1963), but preschoolers a re not taught 

art. 

Youngsters who do not benefit from art education grow 

up t o be artistically uneducated adults, most of w hom draw in 

a  style reminiscent of preadolescent children ( Rush &  Shumaker, 

1982). Although drawing abilities develop from scribbling t o 

recognizable forms, children will neither learn a bout aesthotics, 
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criticism, art history, and cultural perspectives nor improve 

t h e quality of their drawing without education. 

This indicates an end point in artistic development 

beyond which intervention i s required f or continued advancement. 

F ew people would advocate that children's skills in reading, 

w r iting, and mathematics be limited t o those that could be 

n aturally acquired t hrough d evelopment, yet p eople accept 

meager artistic abilities a s natural. 

A c ademics, on t he other hand, are c onsidered so 

important that preparatory programs or basic s kills are 

included in virtually all preschool curricula. This implies 

t h at young people are educable and t hat preschool learning 

experiences can affect future learning. 

If t his is the case, preschoolers also deserve a head 

start on art education. Early childhood i s characterized by 

r apid mental growth, which makes it a n ideal t ime t o present 

art a s a stimulating area of s t udy. It is also an appropriate 

t i me for children to begin building mental, s tores of a rt 

images for future critical use (Greer, 1984). R u sh ( 1985) 

contends "...we have taught s o little s o inconsistently for 

s o long, w e  have few realistic expectations f o r children's 

art abilities .  " 

The next three chapters will briefly survey Lowenfeld's 

developmental t heory, Piaget's cognitive theory, and Montessori's 



work, all of which have significantly shaped preschool education 

and continue to influence it today. Related curricula will 

show that art is not taught for its intrinsic value in the 

preschool setting. 

Tho fourth chapter will look at discipline-based art 

education and the SWRL Elementary Art Program (1982). a 

curriculum that systematically teaches the components of 

art. The final chapter will present a discussion of development 

versus art education. 



CHAPTER 2 

LOWENFELD 

Viktor Lowenfeld is an art educator who is known for 

h i s theory of children's artistic development (Gaitskell &  

Hurwitz,1970; Lanier, 2983). He contended that certain 

characteristics in c h ildren's art products could provide 

evidence of growth and d evelopment, although h e felt that t.hu 

p r o c ess was considerably more important than t he finished 

product ( Lansing, 1969). 

A c cording to Lowenfeld 1s theory, scribbling, the 

•first s t ep toward drawing, usually begins about 18 months of 

a g e . Lowenfeld and Brittain ( 3 975) divide scribbling into 

three developmental categories. The earliest stage is disordered 

s cribbling. First marks a re usually random and kinesthetic 

in nature, varying in length and direction a s the child's arir. 

s w i n g s back and forth a cross the paper. Disordered scribbles 

are not representational attempts, and t he scribbler does not 

h a ve conscious control of the lines. Nonetheless, young 

children love scribbling and enjoy t he marks both a s motions 

and as a record of kinesthetic activity. 

After months of s cribbling, a youngster will make a 

c o n nection between arm movement and t he marks on t h e paper 

(Lowenfeld &  Brittain, 1975). This indicates t hat a child 
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has visual control over h is or her drawings and has entered 

t h e  controlled scribbling stage. As control increases, t he 

scribbler repeats lines and begins c ircular m ovements. By 

three years, most children c an draw a  discrete circle. 

A t  a pproximately three and a half years of a g e, 

children discover that their scribblings can stand f or something. 

Although these scribbles look much like earlier efforts, they 

have become symbols for the children who now name their drawings. 

T his is t he beginning of Lowenfeld's third c a tegory, named 

scribbles. 

T his advancement is important developmentally because 

it indicates that a  child's t h inking has changed. Rather 

than scribbling for kinesthetic enjoyment, the child n ow 

connects his o r her arm movements (and resultant m arks) with 

t h e surrounding environment. Thinking becomes imaginative 

rather than kinesthetic. 

T he first graphic symbol drawn usually represents t he 

human form (Lowenfeld &  Brittain, 1975). A large circle is a 

h ead, and t wo smaller circles become eyes. Two or four'lines 

adjoin the head t o indicate limbs. Later, something ressembling 

a  belly button n ay be a dded between t h e legs. 

A child who consciously creates form is in Lowenfeld's 

p r eschematic stage. This usually occurs by f our years of 
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age. By that time y o ungsters can draw a  square and make 

recognizable forms (Lowenfeld &  Brittain, 1975). 

Lowenfeld s t resses that progression through these 

stages is universal, although chronological a ges may vary. 

H e cautions against attempting t o accellerate progress through 

t he stages and states that it i s meaningless t o  try t o  teach 

a  child something beyond h is or her developmental stage 

(Lowenfeld &  Brittain, 1975). Lowenfeld a lso believes that 

children's art production i s  contaminated a n d repressed by 

t h e imposition of adult standards and expectations (Lanier, 

1983). 

F o r these reasons, many t eachers adopt a  hands-off 

attitude toward preschool a rt education. They simply provide 

a rt materials and let children do with them a s they please. 

Hildebrand's ( 1976) chapter e ntitled "Creative Art 

Activities" illustrates t his point. It lists art's extrinsic 

value for preschoolers (fostering c reativity and emotional 

well-being and developing perceptual-motor and social s kills) 

and covers Lowenfeld 1s stages of development. Non-intervention 

techniques are discussed, and a  survey o f preschool art media 

i s presented. T he balance of t he chapter is devoted t o such 

things a s organization of t he art area, patterns f or aprons, 

and recipes f or fingerpaint and modeling dough. 



CHAPTER 3 

PIAGET 

Jean Piaget was a S wiss psychologist with doctorates 

in biological sciences and logic and philosophy. H e  also studied 

developmental psychology, abnormal psychology, psychoanalysis, 

and the works of Freud, Adler, and Jung (Osborn &  Osborn, 1983). 

Piaget became interested in children's thought processes 

while working with Theophile Simon a t the Binet laboratory in 

P a ris. Simon was developing IQ test items, and Piaget was 

fascinated with children's incorrect explanations. T h rough 

questioning procedures, Piaget became convinced that children's 

and a dults' thought processes were qualitatively d i fferent. 

H e therefore rejected Binet's quantitative approach t o in

t e lligence testing and began his own work on c hildren's 

thinking (Osborn &  Osborn, 1983). 

Piaget described levels o r stages of c ognitive develop

ment. All normal children pass t h rough these levels in a 

c o ntinuous, invariant sequence, although ages may v ary. 

There are also individual differences based on m a turation, 

heredity, and experience ( Osborn &  Osborn, 1983). 

Behavior in the sensorimotor stage, occurring between 

b i rth and two years, is primarily motoric, based o n  senses 

8 
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and reflexes (Osborn &  Osborn, 1983). C hildren, w ho begin 

s cribbling at approximately 13 months, enjoy seeing marks 

appear on paper. Sense and motion combine t o make scribbling 

a  rewarding activity (Di Leo, 1980). 

Children between t he a g es of t wo and seven are in 

P i aget's second level, preoperational thought ( so named 

because children have not yet d e veloped sufficiently to 

e ngage in abstract thought). This stage consists of two 

phases: t he preconceptual phase, from two to four years of 

a g e, and the intuitive phase, from four t o seven (Osborn &  

Osborn , 1 9 8 3 )  .  

Children in t he preoperational phase are less dependent 

o n sensorimotor reflexive a c tion, and they egocentrical ly 

t h ink that everyone sees the world a s they do. Children 

begin t o use symbols or mental pictures t o represent objects 

a t this time (Osborn &  Osborn, 1983). 

Between three and four years of age, c h ildren draw 

their first pictorial representations and sometimes name 

them. These drawings are subjective representations based on 

impressions, rather than attempted reproductions of t h e world 

( D i Leo, 1980). T hat is t o  say, children draw what they 

know, rather than what they see. 

T he intuitive phase is in many w a ys an extension of 

t h e preconceptual phase, with some changes in t hought processes 
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and reasoning ( O sborn &  Osborn, 1983 ). Si'gel a n d  Hooper 

( 1 968) suggest that the intuitive phase is a  transitional 

period between preoperational t h ought and t he next stage, 

concrete operations. 

P i aget's early work in b iology led him t o  believe 

that intelligence has a  biological base, and t hat people can 

adapt mentally t o  their environments through experiences with 

people, places, and things (Morrison, 1980). 

A d a ptation takes place through assimilation and 

accommodation. Assimilation occurs when a  child is a ble to 

integrate a  new piece of information into one of his or her 

existing schemata, o r categories classifying knowledge about 

t h e world. Accommodation happens when a  child must change 

his or her way of t hinking in order t o incorporate t he n ew 

information. Equilibrium i s the balance between assimilation 

and accommodation (Wadsworth, 1984). It i s a self-regulating 

mechanism whereby a  child can control acquisition of cognitive 

information ( Osborn &  Osborn, 1983). 

All n e w information i s not necessarily assimilated or 

accommodated, however. If t h e  material is too foreign or 

advanced, the child m ay simply reject the information (Furth 

&  Wachs, 1974). For this reason, Piaget recommended that all 

n ew experiences relate t o  a  child's past experiences (Morrison, 

1980). 
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Although Piaget's work w as psychological in n a ture, 

many implications for education have been drawn. The resulting 

curricula recognize that children view the world differently 

from adults and that knowledge is constructed by c hildren a s 

they act o n their environments ( Osborn &  Osborn, 1983). 

T h e High/Scope Educational Research Foundation has 

based its Cognitively Oriented Preschool Curriculum on Piaget's 

developmental theory. The curriculum is formed.around a pprox

imately f i fty "key experiences" that a r e deve1opmenta 11y 

appropriate for the preoperational child. These key experiences 

a re outlined "to g i ve teachers an awareness of t h e basic 

intellectual processes and c ontents with which any activity 

can be enriched and extended" (Hohmann, Banet &  Weikart, 1979). 

T he key experiences a re listed in prescribed sequences, 

across or within categories. E xperiences a r e interrelated 

and can be achieved in countless ways across developmental 

levels. Experiences a re sequenced over the year, from concrete 

t o  abstract, from simple t o complex, and from t he here and 

n ow to a  remote time and s pace (Hohman, Banet &  Weikart, 1979). 

Child-directed learning is facilitated by t h e use of 

a  format that includes planning, doing, and reviewing times. 

C h ildren decide what they want t o do at planning t ime and 

then c arry out their plans during work time. After clean-up, 

children meet in small groups t o  recall what they've done by 
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representing their activities (in drawings, for example). 

During this time, children also work in teacher-initiated 

activities (Hohman, Banet &  Weikart, 1979). 

Drawing and painting are listed together as a key 

experience (Hohman, Banet &  Weikart, 1979), but they seem to 

be included for their extrinsic values to the work format 

where they are used to represent learning activities: "The 

more children use what they know about an object to make 

a picture or model of it, the more they strengthen their 

knowledge of that object, and thus the easier it is for them 

to act on the knowledge in problem solving situations." 

The High/Scope curriculum does not attempt to accellerate 

learning, teach for attainment of higher developmental levels, 

or teach facts as a substitute for learning. The emerging 

abilities of the child are broadened and strengthened rather 

than "taught" (Morrison, 1980). 

The role of the teacher is to extend a child's interests 

and encourage involvement in activities. To do this, the 

teacher must know where a child is developmentally, what the 

child should learn, and how to motivate the child to do so. 
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order to identify sensitive periods when they occur and 

provide appropriate opportunities for learning at these 

tiroes. Children who pass through sensitive periods without 

learning particular skills will never again learn them as easily. 

Montessori stated that children learn best in prepared 

environments where they are independent of adults and free to 

educate themselves (Standing, 1966). The Montessori system 

provides didactic learning tools that encourage child involvement 

in three basic areas: practical life or motor education, 

academics, and sensory education (Morrison, 1980). The task 

of a Montessori teacher is to make children the center of 

learning by preparing a learning environment, introducing the 

children to it, and giving them the freedom to learn on their 

own .  

Practical life activities help make a child independent 

of adults while developing increased coordination and an eye 

for detail. Activities fall into four areas: care of the 

person (washing hands, dressing skills) , care of the environment 

(sweeping, polishing a table), social relations (manners), 

and the analysis and control of movement (physical activities). 

Montessori academic materials encourage writing 

before reading (Morrison, 1980). Tools such as number rods, 

moveable alphabets, and sandpaper numbers and letters prepare 

children for reading, writing, and mathematics. 
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Sensory materials help develop sensory discrimination 

(Montessori thought that perception and an eye for detail were 

essential for reading.) Sensory materials teach children how 

to think by helping them distinguish, classify, and organize 

(Morrison, 1980) . 

Many of these materials would be appropriate for use 

in an art education program, but they are not used in this 

way in the Montessori classroom where there is no place for 

unstructured production: 

...the hideous drawings which are exhibited in the 
common schools, as 'free drawings' 'characteristic' 
of childhood, are not found among our children. 
These horrible daubs so carefully collected, observed, 
and cataloged by modern psychologists as 'documents 

of the infant mind 1  are nothing but monstrous expressions 
of intellectual lawlessness; they show only that the 
eye of their child is uneducated, the hand inert, and 

the mind blind to the true as well as to the false. 
Like most documents collected by psychologists who 

study children of our schools, they reveal not the 
soul but the errors of the soul; and these drawings, 

with their monstrous deformities, show simply what 
the uneducated human being is like. Such things are 
not 'free drawings' by children. Free drawings are 
possible only when we have a free child who has been 
left free to grow and perfect himself in the assimi
lation of his surroundings and in mechanical repro

duction... (Montessori, 1964) 

Montessori (  1967 )  teaches drafting techniques—as 

opposed to drawing—to supplement learning in geometry and to 

prepare children for writing. Many students abandon this 

highly structured activity once they learn to write. This 
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does not trouble Montessori, who considers drafting and 

writing to be equally appropriate expressive forms. 

The Montessori system has been accused of using its 

didactic materials in very rigid, structured ways (Kilpatrick, 

1971; Morrison, 1980), and Beyer (1962) notes: 

Related to this limiting use of materials, with the 
rigid pattern of only one correct way to use them, is 
the consequent limitation or certainly minor place 
accorded to creative materials. In a Montessori 
school where I observed recently, there were no 
blocks, no easels or paints, no clay, no materials 
for cutting, because all of the space was occupied 

with the didactic teaching materials. 

Of the forty children from three to six, I observed 

one child working with crayons and paper in an un
structured way, and I was shocked at what I saw: 

broken, half-inch bits of skinny crayons she could 
hardly hold in her fingers, and a small piece of 

newsprint paper about 5 x 6 inches. This incident 
conveyed something of the lack of respect this school 

accorded to materials other than the official teaching 

materials .  

Montessori (1964) contends nonetheless that students 

make beautiful designs using geometric insets and likens them 

to "some of the classic decorations so greatly admired in the 

Italian masterpieces; for instance, those of Giotto in Florentine 

Art." Montessori continues: 

When the children try with the insets to reproduce 
these classic decorations from photographs they are 
led to make most minute observations, which may be 
considered a real study of art. They judge the 

relative proportions of the various figures in such a 
way that their eye learns to appreciate the harmony 

of the work. And thus, even in childhood, a fine 
aesthetic enjoyment begins to engage their ninds on 

the higher and more noble planes. 
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Although these children are exposed to masterpieces, 

there is no guidance or instruction involved to insure that 

they attend to the works in recognized and shared ways. They 

also do not learn to place them in their proper historical 

and cultural contexts (Greer, 1984). So, rather than being 

an example of art education, this activity provides training 

of the eye and belongs more properly under Montessori's 

category of sensory education. 



CHAPTER 5 

DISCIPLINE-BASED ART EDUCATION 

Discipline-based art education represents a new 

philosophical stance that falls within the fields of general 

education and aesthetics! (Greer, 1984). It holds that the 

content of art should be studied for its intrinsic, rather 

than extrinsic, value. It is interventionist, rather than 

developmental, in approach. 

While there is growing consensus in the field that 

children deserve to learn more about art than simply how to 

make it, there is not yet agreement on what form a discipline-

based art education curriculum should take. 

Chapman (1982), for example, believes it should focus 

on three areas: development of the individual's personal 

response and expression in art making; education in our 

artistic heritage; and awareness of the role of art in our 

society. She also feels that visual forms found in daily 

life are worthy of critical analysis. 

1. The discipiine-based approach grew out of the 

1965 Penn State Seminar (Rush, 1984). 

18 
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Lanier (1983) agrees that everyday objects can evoke 

aesthetic response. He recommends aesthetic education, as 

opposed to art education, and claims that studio production 

activities are not necessary. 

A discipline-based curriculum provides systematic and 

continuing instruction in studio production, aesthetics, 

criticism, and art history. The four components of art 

reinforce each other when taught concurrently, and sequenced 

activities produce a sophisticated or knowledgeable understanding 

of art (Greer, 1984). 

The educational end-in-view is the artistically well 

educated adult. Curriculum content is derived from the work 

and education of the prototypical adult artist, aesthetician, 

critic, and art historian. Sequencing, according to Greer 

(1984), "can be described as the process of locating a sophi

sticated version of information, concepts, or skills within 

the world of art and establishing a sequence of subconcepts 

or skills leading to that kind of sophistication." 

Greer (1984) lists the following characteristics of 

an interventionist, discipline-based art education curriculum 3: 

1. Greer's definition of discipline-based art education 
is used by the Getty Institute for Educators on the Visual 

Arts, of which he is director (Rush, 1984). 
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1. The focus on developing an understanding of art 
for its intrinsic value; 

2. The presentation of art education within the 
larger context of aesthetic education; 

3. The development of abilities to make expressive 
forms, to attend to works of art in recognized and 
shared ways, and to place them in their historical 

and cultural contexts; 

4. A written curriculum with an emphasis on art and 
the skills necessary to practice art, presented in a 
structured way; 

5. A comprehensive view of art as evidenced by 
sequencing: birth to maturity, simple to complex, and 

naive to sophisticated 1; 

6. Systematic instruction with time requirements; and 

7. Attention to outcomes. 

Greer has developed the comprehensive SWRL Elementary 

Art Program (1982) based on the discipline-based principles. 

It can be used by general classroom teachers and other non-

specialists .  

The program is based on the premise that all elementary 
school age children can develop proficiency in these 
areas. The aim of the program is to build a base of 
knowledge and skills that will enable children to 
produce increasingly well-constructed art works of 
individual character .  Beginning with simple techniques , 
children learn to work with a variety of art materials 
to create their own individual art works. By observing 

1. The first sequence refers to development, the 
second to learning, and the third to artistic behavior (Rush, 

1985). 
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and analyzing objects and illustrations of objects in 
the environment, students learn to attend to visual 
characteristics of the subject matter that can be 
represented and. manipulated in their own work. 
Students also observe and discuss the works of mature 
artists and evaluate works and place them in their 
appropriate cultural and historical context- More 
advanced techniques are introduced as the students 
become more sophisticated in their artistic experience 
and control, and are able to deal with increasingly 
subtle and complex ideas and images. 
(SWRL Elementary Art Program, 1982) 

Each unit, or group of four lessons, features one 

medium (drawing, painting, 2-dimensional design and crafts, 

or sculpture and 3-dimensional projects); subject matter 

(people, environment, objects, or animals); and stylistic 

approach, or mode (realistic, nonrealistic, decoration, and 

imaginative or fantastic). Children benefit from four weeks 

of in-depth study as they explore a medium, control it, 

perfect it, and finally culminate the production. According 

to the curriculum materials, students learn in three ways: 

1. As an artist. the child learns artistic techniques 
and concepts and applies them in producing works of 

art in a variety of media; 

2. As an art critic, the child learns to make informed 
judgments about art works, based on a developing 
sensitivity to both natural and man-made beauty; and 

3. As an art historian, the child learns to place 
art works in their appropriate cultural and historical 

contexts. 
(SWRL Elementary Art Program, 1982). 

In one of the SWRL activities, the children are to 

paint (medium) sunsets (subject matter—environment) in an 
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imaginative style (mode). Each lesson begins with a visual 

analysis filmstrip that provides appropriate images to motivate 

the students for the upcoming project. For this particular 

activity, students view several images of actual sunrises and 

sunsets, as well as natural and man-made objects showing 

radial designs (daisy, wheel spokes). 

The children are asked to discuss the qualities of 

the sunrises or sunsets and attend to the colors. The teacher 

may point out that when the sun is higher in the sky, rays 

appear to radiate outward from the center. Students nay then 

compare these effects with natural and man-made objects, such 

as a clock face or a peacock's spreading tail. 

After carefully previewing the production filmstrip, 

the teacher demonstrates the wet chalk technique to be used 

in the production activity. The teacher draws a horizon line 

one-third of the way up from the bottom of a 9 x 12" sheet of 

paper. Children are shown how to use different shapes to 

depict the sun, earth, and clouds. 

The students practice the wet chalk technique for a 

few minutes and then make their own imaginary sunrises or 

sunsets. They are encouraged to cover as much of the paper 

as possible with chalk. The final products become evidence 

of concepts learned and are evaluated by criteria set forth 

in the curriculum ("The picture space is divided so that part 
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of the paper represents the sky, and part represents the 

earth," or "Most or all of the paper is covered with chalk.") 

After the project is completed, children view the 

works of adult artists in a  critical analysis filmstrip. For 

this lesson, twelve objects (both paintings and fibers) 

exhibiting warm colors are shown. The youngsters are asked 

what these diverse images have in common. After they name 

the warm colors, they discuss how these colors make people 

feel. The teacher tells the students that artists realize 

colors used in their works can profoundly affect viewers. 

Cultural color associations are also discussed. According to 

Greer (1984), the function of this activity in the early 

grades is to increase a child's knowledge about art and to 

build an imagic bank upon which to base later critical judgments. 

When taught with a discipline-based approach, art 

gains the legitimacy accorded other subjects, such as mathe

matics and science. Content acquisition can be assessed, and 

sequential instruction referred to art demonstrates that 

students can develop a sophisticated understanding of art. 



CHAPTER 6 

DEVELOPMENT VERSUS ART EDUCATION 

The developmental theories of Lowenfeld, Plaget, and 

Montessori have resulted in programs that stress child-directed 

learning. Teachers using these curricula facilitate learning 

but do not attempt to accellerate developmentor progression 

through developmental stages. 

Feldman (1980) believes that the developmental approach 

is popular because it emphasizes the general developmental 

appropriateness of activities, rather than focusing on choices 

of subject matter or educational goals. This permits educators 

to abdicate certain responsibilities and avoid questions for 

which they have no adequate answers. In other words, Instead 

of explaining educational philosophies, values, and objectives, 

educators nay simply refer to something as being "developmentally 

appropriate." 

This troubles Feldman (1980), who claims that develop

mental theories are so broadly based on universals that 

virtually all children will eventually attain the highest 

developmental level, with or without educational intervention. 

Feldman (1980) continues: 

2 4  
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What is striking about development from this point of 
view is its pervasiveness, universality and inevitab
ility. Only an extreme laissez-faire educational 
philosophy like that of A.S. Neill and other 'free 
school 1  advocates would see education as guided by 

such a broad developmental framework. Paul Goodman 
hoped, for example, that all education would someday 
occur in the same way that children seem to learn to 
speak: informally, without pressure, without explicit 
tutoring by adults. The difficulty with this wish is 
that most of the knowledge and skill that a culture 
values and wishes to transmit to its young is not of 
such a universal, spontaneously acquired nature. 

Active instruction is therefore a prerequisite for learning 

in most subject areas, including art. 

Gardner (1980) claims that very few children can draw 

realistically, master perspective, plan their drawings, or 

"include within them more than a modicum of expressiveness 

and repleteness" without instruction. He describes the 

evolution of drawings done by untutored children and adults: 

Eventually the individual becomes able to organize a 
larger picture format, displaying more comprehensive 
and intricate balance. Eventually, too, he masters 
more specific features of representation, such as the 
use of shading and lighting and of colors; and instead 
of continuing to separate figures maximally from one 
another, he learns to let them blend smoothly, or 
revealingly, into one another. These late changes, 
however, are more likely to emerge at the behest of 
formal tutoring than on their own. Hence they may 

not qualify as instances of genuine artistic unfolding, 
(emphasis added) 

Wilson and Wilson (1982) suggest that the developmental 

theories have lead to practices that suppress adult influences 

and subtly motivate students to reproduce adult conceptions 

of what children's art should be. Adults encourage products 
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that seem "creative" or "natural" while ignoring the copied 

drawings done by children. Wilson and Wilson feel that these 

drawings could reveal the true nature of artistic learning. 

Rush (1985) points out that children who perform 

beyond their developmental levels are sometimes labelled 

gifted, when they simply benefit from prior experience or 

education. Feldman (1980) has studied prodigies and reports 

that they respond well to early exposure to high level per

formances in their domains, but that they still require 

extensive, formal instruction to excell. 

Clark and Zimmerman (1984) also note that artistically 

gifted students need instruction to flourish. They express 

surprise and dismay that the nonlnterventionist approach 

still prevails, despite recent studies by Feldman (1979); 

Ashley (1973); and Robinson, Roedell, and Jackson (1979) 

indicating that instruction is necessary for the attainment 

of knowledge and skill in the visual arts. 

Knowledge of the content of art--its production, 

criticism, aesthetics, and history--does not develop spontan

eously. It follows, then, that young children will not learn 

art, because it is not taught at the preschool level. 

Lowenfeld and Piaget's theories describe development 

from birth through adulthood. Child-directed learning and 



non-interference in art production at the preschool level are 

two results of these developmental theories. 

Although the theories span the balance of childhood 

and adolescence, they are given progressively less credibility 

after kindergarten. Once children enter conventional school 

systems, they are actively taught by teachers using prescribed 

curricula. Teachers even guide art projects--for better or 

for worse—although most do not teach art as a discipline. 

If the tenets of these developmental theories are so 

crucial for the well-being of the preschooler, why are they 

not just as judiciously applied to older children in the 

traditional school setting? Conversely, if students in 

kindergarten and first grade can be taught about art using a 

discipline-based curriculum, why can the same approach not be 

applied at a developmentally appropriate level to preschoolers? 

One might speculate that these youngsters are not yet 

capable of dealing with such matters as aesthetics and art 

history. Wolf's (1984) program demonstrates that preschoolers 

can. be taught to identify artists and their work, classify 

pieces according to style, and recognize different art schools. 

Discipline-based art education has provided the 

philosophy and framework for the instruction of the discipline 

of art, and the SWRL Elementary Art Program (  1982 )  can be 

used as a model. A discipline-based curriculum can be developed 
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for this age range through careful attention to the developmental, 

learning, and instructional content sequences. Furthermore, 

learning can be observed as finished products function as 

exemplars of skill and concept attainment. 

The author of this thesis has developed and implemented 

a discipline-based preschool art program at the Tucson Museum 

of Art School. Once a week children between the ages of 

three and five attend 45 minute classes accompanied by parents 

or other adults 1  . 

Class begins with appropriate motivational materials 

and discussion about the upcoming activity. Vocabulary and 

dialogue about art are stressed. Production techniques are 

demonstrated, and the class completes the project. 

After clean up, children review the concepts learned 

and view adult art work that relates to their production. 

They love talking about the work and readily draw parallels 

with their own efforts. The class also takes full advantage 

of the Museum's resources by frequently visiting the sculpture 

garden and viewing exhibits. 

1. This is a special population. Enrollment is 

based on parental (and child) interest. 
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The preschool program has received excellent evalua

tions, and parents comment that their children want to view art, 

enjoy talking about it, and initiate production activities at 

home. In other words, parents recognize that these preschoolers 

are learning about art. 
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