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An art therapy group, in a private residential facility for 

mentally retarded adults, is experiencing a repeat design response. 

"I doodle with a resident, sometimes he repeats the shape 
draw, sometimes he draws or builds on my shape, sometimes he 
creates a design of his own, and sometimes he stares into 
space." 

This simple art exercise creates many unanswered questions and 

observations that become the foundation of this research thesis. 

Is there a need to copy my design? Why does the resident not copy 

my design? What motivates him to create a symbol with a meaning 

of his own? Does the resident see personal meaning in a symbol? 

Does every art work have a personal or specific meaning and a 

symbolic expression? Does art work reflect a copying urge or a 

pleasurable experience? Does the mentally retarded adult experi­

ence these questions and observations in a different way than a 

young child? 

These unanswered questions formulate the HYPOTHESIS that there 

exists among moderately and mildly mentally retarded adults a copy­

ing urge or imitating tendency and a need for symbols and/or mean­

ing in art work. Specific objectives that are explored in the 

research are identified accordingly: 

Identify the resident's developmental art patterns of copying 
within Lowenfeld/Brittain's four stages (Appendix III). 

Report realistic and abstract symbolisn1 that is preferred 

by residents. 
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Report the kind of symbolic art that has a personal or specific 
meaning to a resident. 

Report the art patterns and art symbolism that are a pleasur­
able experience for the residents. 

The goals defined above will not be a quantitative testing process 

of diagnosing whether the mentally retarded adult measures up to the 

standards established for a child at a normal developmental art level. 

The goals support a qualitative approach of observing, recording, and 

accepting whatever the resident feels comfortable in expressing when 

given a set of general instructions. The proposed solution to the 

hypothesis objective is accomplished in this general methodological 

approach: 

Define copying symbolism, and make meaning so that these terms 
are applicable to resident's art functioning potential. 

Establish art characteristics within Scribble, Preschematic, 
Schematic, and Gang Stages (Appendix Ill) that are applica­
ble to art patterns of residents at the same developmental 
level as the normal child. 

Establish standard requirements of performance describing 
the high, middle, and low functioning scales in art work 
established on schematic production characteristics of 
Lowenfeld and Brittain's four developmental art stages. 

Establish criteria, theory, art materials, and art exercises 
appropriate for exploring the research goals (copying, 
symbolism, etc.) in four procedures - Scribble, Preschematic. 
Sche111atic, and Gang Stages. 
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The theoretical documentation serves as a foundation for the thesis 

findings and it is established within these frames of reference: 

Given that Hans Prinzhorn (1972) and Carl Jung (1964) establish 

early research in the need or tendency to copy and imitate, and the 

need for symbols and meaning within the art work, by observing, 

categorizing, and evaluating art. Their work serves as a reference 

for established definitions and observations of the copying and 

symbolism theory to be used as a comparison for the mentally re­

tarded art results. 

Given that Lowenfeld/Brittain (1975), R. Kellogg (1970), and 

H. Gardner (1980) evaluate art by establishing research in categorized 

developmental stages of normal children's art patterns. Their work 

serves as a guide in developing categories for recurring art patterns 

of the retarded adult. Specific art characteristics established in 

the author's developmental age categories are also useful in design­

ing art exercises for the retarded. Art symbols and copying patterns 

in levels of cognitive growth compatible with the chronological age 

of the normal child are established in the art exercises. 

Given that Donald Uhl in (1972) observes, describes, and 

theorizes about the development of the nonnal child in art and the 

mentally deficient oersor.ality in art. Having monitored the art 

work of botl1 the normal and exceptional child, the author's work 

serves as a guide far categorizing the mentally retarded adult's 
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art patterns within their child-like, primitive structure. His work 

serves as a reference when comparing my findings with the author's 

insights and experiences in a related area of study. 

Given that assessment of the mentally retarded adult requires 

a need to establish a conceptual picture through statements of de­

finition and classification for research purposes, the following 

source is consulted. The American Association on Mental Deficiency 

(AAMD) provides an adequate reference for explaining mental retarda­

tion. Through the history of defining and classifying mental re­

tardation, a significant number of such references fluctuate when 

focusing on the adult to the exclusion of the other age groups 

(Chinn, Drew, Logan, 1979). The AAMD definition specifically addresses 

the problem of latitude in chronological age. It approaches mental 

retardation from a intellectual framework but also attends to the 

retarded adult within the concept of adaptive behavior. The art 

research focuses on adaptive behavior and measured intelligence 

parameters; more simply put, it focuses on the resident's ability 

to put down art symbols and to define what is meaningful to hin1. 

The AAMD manual of terminology includes three parameters; the etio­

logical classification which this research omits, the adaptive be­

havioral and the intelligence classifications which will be used 

in combined application with the art findings. 

The Revie1, of the Literature, Chapter II, provides the reader 

1-;ith a wod.ing description of 111ental retardation and it is foll01·1ed 
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by specific art resource material which together provides a frame­

work for the hypothesis and theoretical documentation presented in 

later chapters. Chapter III, Methodology and Observations, is a 

description of the general research program, strategy, rationale, 

and observation of findings. The section is divided into setting, 

population, group art therapy structure or format, and the art 

exercise Procedures I through IV with accompanying exercise ration­

ale and research findings. Chapter JV, Study Results, is a descrip­

tion of the research findings relating to the copying and symbolism 

issues, and continues with evaluation and interpretation of these 

issues. Chapter V, Summary and Conclusion, presents an overview 

of the thesis highlights, and suggests areas that could benefit 

from further research, and exposes new interpretations of major 

issues supported fro~ the research. 



CHAPTER I I 

REVIEW OF LITERATURE 



In establishing a frame of reference for the hypothesis, 

theoretical documentation is used as a qualitative perspective 

from which to evaluate the research art findings. The resource 

material is presented in two segments - Mental Retardation and 
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Art. There is a natural flow of information that defines and 

presents facts about mental retardation, and continues by de­

scribing adaptive behavioral skills, cognitive parameters, language 

development, and short and long term memory. Art resource material 

explains developmental art therapy, art patterns of a retarded 

person, art patterns of a normal child, and background information. 

in art theories regarding copying, symbolism, and personal meaning. 

A. MENTAL RETARDATION 

An examination of the literature on mental retardation suggests 

strongly that the conceptual issues for an adequate DEFINITION are 

complex and a considerable lack of clarity still exists. A variety 

of factors contribute to this lack of precision in definition. It 

is commonly accepted that mental retardation is related to a reduced 

level of intelligence. The concept of intelligence has played a 

central role in the definition. As Robinson and Robinson (1976) 

note, all of the controvers:, concerning the nature of intelligence 

has a direct impact on the field of retardation. As a consequence, 

part of the difficulty in defining it relates to the notion of 

permanence of intelligence. Clarity and usefulness based on a 

conceptual frame1,ork make the definition of 111ental retardation pre-
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sented by the American Association on Mental Deficiency (AAMD) 

functional and adaptable for most professional use. The AAMD de­

finition involves two dimensions - adaptive behavior and measured 

intelligence. Their published definition states that, "Mental re­

tardation refers to significantly subaverage general intellectual 

functioning existing concurrently with deficits in adaptive be­

havior, and manifested during the developmental period" (Grossman, 

1977, p. 11). GENERAL INTELLECTUAL FUNCTIONING is defined as the 

results obtained by assessment with one or more of the individually 

administered general intelligence tests develop for that purpose. 

SIGNIFICANTLY SUBAVERAGE is defined as IQ more than two standard 

deviations below the mean for the test. ADAPTIVE BEHAVIOR is de­

fined as the effectiveness or degree with which an individual meets 

the standards of personal independence and social responsibility 

expected for age and cultural group. DEVELOPMENTAL PERIOD is de­

fined as the period of time between birth and the eighteenth birth­

day. Retardation as defined denotes a level of behavioral per­

formance without reference to etiology and does not necessarily 

imply prognosis. 

The difficulty of obtaining a consistent definition in order 

to detemine an accurate measured standard of consistent physical, 

mental, and social deficiencies is a formidable undertaking. By 

far the largest proportion of these individuals fall into the mild­

ly retarded range. The AAMD estin1ated that 2.5 percent of the total 

popla:ion are mildly retarded (Grossman, 1977). The moderate level 
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of mental retardation is thought to involve about 0.3 percent of the 

total population, and the severe and profound levels combined involve 

approximately 0.1 percent. This emphasizes the difficulty encounter­

ed in operating with estimates and definitions from a variety of 

sources and viewpoints. For the purpose of this paper, four identify­

ing aspects of mental retardation are age, adaptive behavior, intel­

ligence, and cognitive development. 

AGE is an influential factor in the research, as the art work 

of mentally retarded adults is being compared with a nonnal child's 

developmental art patterns. Earlier definitions of mental retarda­

tion varied to some degree with respect to age, focus, often center­

ing on the adult behavior. Such a focus did not provide adequate 

latitude for the full range of attentions that the professionals 

needed to work with the retarded at all levels of development. The 

AAMD definition addresses the problem of latitude in chronological 

age very specifically. It approaches mental retardation from a 

developmental framework but also attends to the adult retarded 

within the concept of adaptive behavior. 

In the last two decades, conceptualization and measurement 

have progressed to a point that ADAPTIVE BEHAVIOR is viewed as a 

functional parameter of classification. Adaptive behavior has an 

important function as a classification parameter when it attends 

to human development. A chart of adaptive behavior levels by age 

incorporates the human development aspect (Appendix 11-b). Notice 
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on the chart the INDEPENDENCE FUNCTIONING categories which indirect­

ly refer to gross and fine motor skills, and such a classification 

gives the reader information about the ability of the retarded to 

handle a pen or paint brush. Notice on the chart the COMMUNICATION 

function of the mild and moderate retarded classified by ages. The 

art research explores personal meaning applied to symbols, and such 

a classification can give the reader an idea of the estimated verbal 

skills possible. Review the chart for speech patterns. Berry and 

Eisenson (1956) report that low intelligence undoubtedly is responsi­

ble for many cases of delay in speech, but speech delay is the cause 

for such apparent low intelligence. Thinking, perceiving, remember­

ing, and predicting require the use of symbols. It is commonly 

agreed that the normal progression of language development repre­

sents an important indicator of general cognitive maturation. For 

the non~al chilC:, the basic language structure is largely intact 

somewhere between four and eight years of age. Maturation and 

language facility tends to grow beyond this point, but growth 

appears largely to represent an embellishment of existing structures. 

Efforts in language rehabilitation with the mentally retarded are 

established on the copying or imitative approach in current research 

(Garcia, Guess. and Byrnes, 1973). These investigators applied 

i1nitative repetJires in retarded children in order to facilitate 

speech and language change, with these conclusions that apply to 

copying patte•-rs in the art research: imitation combined w'th di+­

ferential reirf:•·cement can be used to train for both simple naming 

01· labeli.,,; res,·:r•ses; i1nitation can be regarded as a pal'tic,.7a,· 
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type of learning set that exemplifies the rule do as the model does. 

Procedure II of the art research focuses on similar principles as pre­

sented in this theory. 

Expectations of adaptive behavior vary for different age groups 

and deficits are reflected in these areas: 

During INFANCY and early CHILDHOOD: in sensory-motor skills 
development, communication skills, self-help skills, sociali­
zation, application of basic academic skills in daily life 
activities, application of appropriate reasoning and judgment 
in mastery of the environment, and social skills. 

During LATE ADOLESCENCE and ADULT LIFE: in vocational and 
social responsibilities and performances. 

Delays in the acquisition of these skills represent potential de­

ficiencies in adaptive behavior and become the criteria for mental 

retardation (Chinn, Drew, Logan, 1979). The skills required for 

adaptation during childhood and early adolescence involve complex 

learning processes. This involves the process by which knowledge 

is acquired and retained as a function of the experiences of the 

individual. The chart (Appendix II-a) is an example of selected 

developmental behaviors in the first 24-months of life. Difficulties 

in learning are usually manifested in the academic situation but in 

evaluation of adaptive behavior, attention should focus not only on 

the basic academic skills and their use, but also on skills essential 

to cope with the environment, including concepts of time and money, 

self directed behaviors, social responsiveness, and interactive skills. 
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In the adult years, vocational performance and social responsibi­

lities assume prime importance as qualifying conditions of mental 

retardation. These are assessed in terms of the degree to which 

the individual is able to maintain himself independently in the 

community and in gainful employment as well as by his ability to 

meet and conform to standards set by the colTITlunity. It is these 

deficiencies in adaptive behavior which usually determine the need 

of the individual for programs or services as a mentally retarded 

person. 

A review of the relationship between INTELLIGENCE and adaptive 

behavior indicates that there has been no determination of the level 

of intelligence individuals need to copy adequately with the environ­

mental demands of their subcultures or society (Chinn, Drew, Logan, 

1979). Intellectual functioning is assessed with one or more of the 

individually administered general intelligence tests. Intellectual 

status may change, as may adaptive behavior. Adaptive behavior is a 

product of the society and of the opportunities to learn. Individuals 

of the same level of measured intelligence may differ meaningfully in 

their social adaptation. Subaverage general intelligence refers to 

performance which is more than two standard deviations belo1; the 

mean (usually 100) of a standardized general intelligence test and 

is represented by an IQ of 67 or below on the Stanford-Binet and an 

IQ of 69 or below on Wechsler's scales. The assessment of intel­

ligence is subject to some variations as test construction, circum­

stances of administ1~ation, and measurement errors. In combination 
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and in the hands of qualified professionals, use of measures of 

intelligence, of adaptive behavior, and of clinical judgment may 

minimize errors in diagnosis of mental retardation. 

The term COGNITIVE DEVELOPMENT generically refers to an in­

dividual's developing capacity to formulate mental patterns. 

Ordinarily, perception refers to sensory experiences received 

from the environment, whereas cognition is used with respect to 
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the meaning and thought patterns that emerge as a result of combina­

tions of perceptions (Chinn, Drew, Logan, 1979). In other words, 

children must experience and understand a phenomenon from within 

their own frame of reference before they are able to put the event 

into words. This is applicable to the art research in Chinn's obser­

vation that a limited ability to use symbols to represent events 

that are not directly in the individual's perceptual field may also 

emerge, as well as the capacity to manipulate and combine these 

images or symbols. Even though such individuals may be severely 

handicapped when compared to those of normal intelligence and 

similar chronological age. they possess certain rather remarkable 

capacities that provide some potential for interacting with the 

environment and for learning. 

In order to understand the cognitive development of the 

elementary school age child, the theory of ,1ean Piaget (1969) lays 

the foundction ir the 2-7 years pe1,iod of preoperational thought 

and tl1c 7-11 yea,, period of conc1'ete ope1-ations. During the pre-
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operations subperiod, perceptions are the dominant mental activity 

of the child. At about age 7, the child begins to move into a period 

where perceptions are dominated by intellectual operations, and the 

child develops mobility in thought processes and can reverse some 

mental operations and return to the starting point. Mental experi­

mentation cannot be performed without dependence on perception (Chinn, 

Drew, Logan, 1979). The basic ability from which concrete operations 

develop is the ability mentally to form orderly structures that focus 

on a connection between two or more objects and the objects that are 

connected, a hierarchy system. The retarded child will be delayed 

in the development of Piaget's stages. Elementary age educable re­

tarded children will be slower in progressing from the preoperational 

stage into concrete operations (Chinn, Drew, Logan, 1979). Delays in 

development may be as much as three to four years. Even when the 

period of concrete operations is reached, only the lower stages may 

be attained during the elementary age years, with higher functions 

in the period not attained until the adolescent years. In most 

instances, a retarded child will learn more like a normal child of 

the same mental age, and it is in the performance that different 

modifications must occur (Chinn, Drew, Logan, 1979). One factor 

previous research had neglected was the impact of age on learning 

characteristics and cognitive development of the mentally retarded. 
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B. ART RESOURCE MATERIAL 

The research is based on a developmental art therapy foundation. 

The basic assumption is that children, including those handicapped by 

mental or emotional problems, can develop certain manipulative, con­

ceptual, social, and communicative skills in a sequential manner, 

and use these skills constructively. A brief explanation of develop­

mental art tenns and a review of innovators in the therapeutic litera­

ture establishes the foundation of the developmental research reason­

ing when applying symbolism and copying tendencies to these principles. 

According to Williams and Wood (1977), ART refers to the treat­

ment medium. Art provides an opportunity for communication, sociali­

zation, creativity, self-expression, self-exploration, and manipula­

tion of the environment. It adapts easily to every stage of develop­

ment; it documents segments of the past, present, and future; it 

reflects a child's ability to recall and to convey the past; it docu­

ments aspects of the present condition; and it lends itself to 

expressions of things to come. Perhaps the greatest usefulness of 

art comes in its potential as a motivating, gratifying activity for 

nearly every child. THERAPY is treatment directed toward the adjust­

ment or cure of a pathological condition, physical, or emotional mal­

function. Art, as THERAPY, is a healing experience. Williams and 

Wood (1977) confirm that art mends where the developmental processes 

have broken down. It is an opportunity for nel', learning 1vhere a gap 

has existed. It is a means for venturing into the next, new steps 

among the challenges of childhood. DEVELOPME'.HAL ART THfRM'Y uses 
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the knowledge of a child's developmental stages to plan and to conduct 

the therapeutic art experience. It involves whatever skills a child 

may have, however limited, in these areas: behavior, nonverbal and 

verbal communication, socialization, and cognition. DEVELOPMENTAL 

ART THERAPY provides growth oriented experiences so carefully tuned 

to a child's precise developmental needs that art becomes the medium 

for self-expression and satisfaction, as well as being an adjunct for 

clinical or symbolic interpretations and insight. Williams states 

that using art with handicapped children to diminish isolation can 

be a most effective way to reach them, to bring awareness, and to 

build bridges of co11m1unication and motivation. 

The therapeutic value of art lies in the experiential process. 

Wood states that it is the child's involvement and the implementation 

of the act itself which makes the art experience of value. It seems 

evident that organization of thought, or its lack, plays a signifi­

cant role in the emotional development of children at all stages. 

In reviewing the literature of innovators in the history of art 

therapy, there are several significant interpretations of the way art 

may be used in the THERAPEUTIC PROCESS. The various forms art therapy 

seems to take may in a large part emerge from the setting in which it 

is practiced. For example, art in clinical settings has produced 

psychoanalytic and psychodynamic applications, while art in educa­

tional settings has produced an emphasis on the integration of 

cognitive and emotional processes to enhance development, motivation. 
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and learning. In clinical settings, Kramer, Naumburg, and Ulman 

have provided major formulations for the practice of psychodynamic 

art therapy, where the emphasize is on the symbolic, unconscious, 

and cathartic aspects of the art process. Ulman and Dachinger (1975) 

point out that in the broadest interpretation, art therapy is the use 

of any visual materials that in some way attempt to assist integra-

tion or reintegration of the personality. Naumburg (1973) has de­

veloped the widely accepted practice of using spontaneous art pro­

duction as symbolic speech between therapist and client. Such 

symbolic imagery bypasses the restrictions of conscious, verbal com­

munication and taps unconscious emotion. Kramer's (1971) emphasis 

of the importance of art in the process of ego integration probably 

results from her functioning in an educational setting. There is a 

drive to manifest expression of an individual's identity which under­

girds the creative experience. Kramer recognizes the mediation of 

inner drives and external experience as being indicative of emotional 

health, and she suggests that art provides the symbolic equivalents 

for achieving this personal meaning. E. Paul Torrance (1970) offers 

another way of looking at tiis same process of adjustment. He views 

creative needs as providing the drive for constructive adaptations, 

and adjustments to new situations. These creative artistic needs in 

children are curiosity; meeting challenges; attempting difficult tasks; 

being independent in judgment; and having sensitivity and openness to 

experience. These needs and drives are not always apparent in the 

111entally retarded individual. Torrance feels that these needs and 

drives give creative art expression its great value as a vehicle 
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for the emergence of the self and concomitantly as a tool for therapy. 

Attention to various therapeutic theories, developmental aspects of 

art therapy, and child development through art establish a foundation 

for art patterns with a normal child and a retarded child. 

The MENTALLY RETARDED PERSONALITY IN ART is warmly expressed 

by Uhlin in this description. 

The reality structuring of the mentally deficient child may 
be compared to a water pipe with a valve on the faucet. The 
pipe or body operates sufficiently except for the valve which 
here represents the brain. The valve allows the good water of 
experience to flow through but never at an adequate rate to 
properly feed the mind. Insufficient communication of the 
life stream of experience leaves the mind unable to success­
fully structure the reality normally anticipated, and this 
lack will be evidenced in all behavior {1972, page 68). 

Art procedures are used with the retarded to percipitate growth, com­

munication, and evaluation of progress. For example, the H-T-P draw­

ings (house-tree-person) of mentally deficient children generally 

reveal simple form concepts produced with good motor coordination. 

The specific intelligence of the child may readily be assessed, ac­

cording to its function, by use of the Goodenough Scale (1926). 

Harris (1963) published an extensive revision of the Goodenough 

Scale which holds broader implications for general intellectual and/or 

conceptual maturity. Uhl in (1972) reflects that the general matura­

tion of the mentally deficient child is often clearly evidenced through 

the form development which is found typical for normal children. He 

believes the mentally deficient child progresses through the same 
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developmental pattern as young normal children. The retarded child 

progresses at a much slower rate and very rarely moves beyond the 

schematic stage of seven to nine years. Uhl in suggests these re­

cognizable characteristics of mental deficiency in art behavior: 

A retarded rate of growth but a normal pattern of growth; 
simple or primitive form but good motor coordination; lack 
of experimentation expressed in perseveration of form and 
subject; poor spatial Gestalt characteristics indicating a 
lack of energy expended for association in'the perceptual 
task; a body-self centering of viewpoint regarding the space 
of the drawing or painting; piece-method approach to modeling; 
lack of spatial depth in drawing or painting; emotional exag­
geration, omission, or distortion of form when motivated with 
a particular experience (1972, page 73). 

From these characteristics, Uhlin maintains the retarded need strong 

physical-emotional stimulation and strong verbal motivation to 

activate and reactivate experiences in an attempt to develop their 

sensitivities and enrich their conceptual reference, e.g., a need to 

be sensitized to form and space, a need for enrichment and flexible 

use of concepts, a need for social confidence. 

A few basic theories of NORMAL CHILD ART begin with the Child 

Study Era at the turn of the century which centered upon the behavior­

al patterns of the child at each step in his development (Uhlin, 1972). 

International congresses were formed in those years to pool data and 

structure theories which would communicate just what it was that the 

child was resolving at a particular chronological age. By 1921 a 

rather clear idea of the stages of growtl1 in artistic development 
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had evolved from this study, and attention was centering upon tests 

of measurement for specific behavioral aptitudes. Other fields of 

inquiry formed and had a great influence upon our present understand­

ing of child development in art. Prominent among them were the 

Gestalt and psychoanalytic schools in psychology. These groups 

basically aimed at revealing how the child develops a feeling of 

form, first from motor activity and then in conjunction with visual 

perception. The emphasis of the Gestaltist is basically a considera­

tion of development from a view of the cognitive factor in sensory 

perception. The earliest or more primitive activity of the child is 

motor activity, and the loop is the initial form of this expression 

in art. Bender (1952) mentions the Gestalt form factor in the child 

in a very thorough manner and she states motor activity develops first 

or at least independently of the optic imagery. Her Visual-Motor 

Gestalt Test is perhaps her greatest contribution from this premise 

and is a means of recognizing the individual's capability to experience 

and organize self in the space and time of material reality. The test 

is structured in regard to perceiving motion characteristics in 

directionality, proximity, balance, closure, and other Gestalt princip­

les. James Sully (1895) was the first to establish the term SCHEMATA 

or SCHEMA for the child's simplified drawing concept. His work placed 

emphasis upon the simple plan or mental concept of the child which 

represents the subject rather than rendering it in its visual likeness. 

We find from this definition that the word schema always suggests a 

simple representational symbol which stands for the subject. It is 

composed of shapes and lines of a singular and direct character. In 
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1921, Cyril Burt came out with a full and highly acceptable descrip­

tion of stages in the child's development in art based on CHRONOLOGICAL 

AGES: Scribbling - two to three years, Line - four years, Descriptive 

Symbolism - five to six years, Realism - seven to nine years, Visual 

Realism - ten to eleven years. His stages indicate a gradual growing 

from pure motor activity to linear story-telling. Realistic tendencies 

are then initiated in the transition to older children with the dis­

covery of spatial depth and motion. The general tendency is for re­

pression and a discarding of art in the early adolescent years, ac­

cording to Burt. Piaget (1951) has been very influential in clarify­

ing the development of the child by a discussion of three general 

stages: Sensorimotor Period - to two years; Concrete Operations - two 

to eleven years which involves the Pre-Operational Substage (2-4 yrs.), 

Intuitive Thought Substage (4-7 yrs.), and Concrete Operations Sub­

stage (7-11 yrs.); and Formal Operations Period - eleven to fifteen 

years. His stages deal primarily with the perception of space, al­

though the factor of time is also strongly considered. Like the 

Gestaltist, he sees visualized forms as arriving through early motor 

play. His stages are parallel to Lowenfeld/Brittain's work. 

In developmental research with the NORMAL CHILD, Lowenfeld and 

Brittain (1975) made a monumental contribution to the understanding 

of art as a preeminent means by which one can witness the develop­

ment of this interaction of sensori-motor and cognitive skills. By 

examination and analysis of normal children's art work within a de­

velopmental frame1,ork, these authors formulate a way to describe 
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stages of mental growth and artistic skills. Stages and sequences 

of cognitive development and skill can be seen in all children's 

art work. These sequences are identified in a child's art work by 

characteristics that serve as sign posts indicating the emergence 

of specific and affective processes in the maturing child. To 

consider interpreting a child's creative product as symbolic speech, 

to plan a significantly therapeutic art experience, these develop­

mental sequences of Lowenfeld and Brittain form the basis of the 

research: Random Marks, Uncontrolled Scribbling, Controlled Scrib­

bling, Preschematic Drawing, Schematic Drawing, and Dawning Real-

ism (Appendix III). In developmental research with the normal child, 

Rhoda Kellogg (1970) establishes a foundation for reference to de­

velopmental categorization of children's drawings from ages two 

through eight years. She investigates the art focus and technique 

of children's art by defining their art patterns within specific 

developmental age brackets. These patterns are traced from scribble 

stages through labeled basic forms of the circle, the upright cross, 

the diagonal cross, the rectangle, through comprehensive symbols 

known as the mandals, the suns, the radials, and the humans. Her 

research serves as a model to classify and identify symbols and copy­

ing patterns within these developmental specifications. 

Literature offers background information and theories regarding 

the research issues of copying, symbolism, and personal meaning. Ac­

cording to Gardner (1980), the history of attitudes toward COPYING 

can best be su11111ed up as the s,·,ing of a pendulum. Art classes during 
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the early nineteenth century generally assume that the proper way to 

achieve artistic skills is through the careful following of instructions 

and the faithful representation of appropriately clad models. A grow­

ing facination with the nature of the child, a burgeoning interest in 

various forms of primitive art, and the emerging waves of progressivi~m 

in education stimulate a vigorous reaction. Lowenfeld is the leader of 

a group that supports art as flowing spontaneously from the child's 

hand, with as little intervention or modeling on the part of the out­

side world as possible. Gardner says copying can be a generative 

means and copying can be an end in itself. School children appear 

to seek out models when they have not been provided. He feels that 

children are going to look at models, particularly when they want to 

achieve effects they have not acquired in some natural ways and which 

they are unable to conjure up on their own. Models can serve two 

radically different purposes. They can be the stimulus for slavish 

copying, by which one seeks to duplicate every detail of the model, 

e.g., a stimulis response from fear, and in the process suppresses 

one's own individuality. Models can also be used in a much more 

generative way, as an indication of how things may be done, as a 

suggestion of ways to proceed, as a guide to solving problems and 

overcoming obstacles. Models serve in that instance as a means of 

helping the artist achieve what he himself wants to express, in a 

way that makes sense to him and to others, rather than as a path 

toward sterile duplication of what someone else has produced. One 

can't copy perfectly, as a small trace of uniqueness occurs in each 

original work of art. Gardner's final assessment of the copying 
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issue centers on its use in the school years. Accurate representa­

tional skills are at a premium during the years of schooling. Copying 

presents itself as an obvious means for attaining such skill, and 

youngsters are expected to gravitate toward it. The extent to which 

children will copy and the kind of copying in which they will engage 

varies according to the child's own powers and inclinations, as well 

as the models, suggestions, and pressures put forth by authority 

figures guiding the children. Skinner-influenced theories, on the 

behavioral approach to copying, consider imitative behavior to fol-

low similar behavior of the model and changes in the behavior of the 

model should produce similar changes in the behavior of the imitator. 

Whaley and Mallett (1963) consider the success of the imitative be­

havior to rest in the power or effectiveness of the stimulus 

selection and discrimination. Their research with retarded children 

shows that reinforcement can be used to condition imitative behavior 

with children who have never previously shown such behavior and 

generalized imitation can also be obtained. Hans Prinzhorn (1972) 

reviews the creative urge reflected in drawings of artistically un­

trained, unpracticed inmates of mental asylums and makes precise 

statements clarifying the copying and ordering tendencies. Ordering 

tendency appears first in the developmental art sequence and it is 

defined as an inclination toward abstract rules of order which are 

not based on the formal elements of a picture. These formal princip­

les are linear arrangement, regular pattern, symmetry, and proportion. 

A child or resident that scribbles all over the page would not exemplify 

a tendency toward order; rather, toward the unobjective and unordered 
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scribbles. When formal tendencies of rhythm, rule, or order begin 

to dominate, the copying urge occurs. Copying tendency is understood 

as a general inclination towards or capacity for eidetic images (vivid 

recall of conceptualization or ideas) which the viewer can recover 

from art representations. The copying tendency is not directed to­

ward reproduction of a real, existing object, but rather the art pro­

duct appears to be a personal response, a preconception to eidetic 

images. The artist is guided by his eidetic images and his psycho­

logical concepts, and whether an object is pictured realistically or 

abstractly is accidental. 

Attitudes and theories toward SYMBOLISM and an expression of 

PERSONAL MEANING are founded in the developmental art approach. 

The academic thinking process (Williams, Wood, 1977) used for cogni­

tive functions contributes to mastery of symbolic content for success 

in solving creative problems and personal meaning enrichment. Such 

processes include eye-hand and perceptual skills, body coordination, 

memory, discriminating similarities, classifying, concept building, 

receptive language, use of objects, recognizing details in pictures, 

concepts of number, and conservation. These basic processes lead to 

more complex ones such as expressive language and recognizing signs 

and symbols, as elaborated in Jungian theory. Carl Jung (1964) 

emphasizes that man can achieve wholeness only through a knowledge 

and acceptance of the unconscious, a knowledge acquired through 

dreams and their symbols. He feels every dream is a direct, personal, 

and meaningful communication to the dreamer - a communication that 
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uses the symbols corrrnon to all mankind but uses them always in an 

entirely individual way. There are conscious and unconscious psycho­

logical aspects of the symbol. Jung's conscious interpretation of 

symbol is a term, a name, or a picture that may be familiar in daily 

life, yet that possess specific connotations in addition to its con­

ventional and obvious meaning that are vague, unknown, or hidden. 

It implies more than its obvious and immediate meaning, as things 

or concepts beyond the range of human understanding, e.g., religious 

imagery. The wheel and the cross exemplify this type of symbolic 

significance where the wider unconscious meaning is never fully 

explained. Unconscious psychological aspects of the symbol are per­

ceptions of reality that are produced in the form of dreams. These 

perceptions of the unconscious go beyond the limits of hearing, touch­

ing, seeing, and tasting, and yet the unconscious imagery is a direct 

response to these senses. Psychologically, symbol is the tendency to 

refer in representational form to emotions and preconceptions which 

cannot be visually presented (Prinzhorn, 1972), e.g., viewer cannot 

perceive an emotion. Psychic and emotional forces can also be re­

presented in the rhythm of lines, and relations between lines or 

geometric forms. The symbolism of colors also communicates an 

emotional experience. In this research, the symbol is the artist's 

explanation of the pictorial form, a contact with reality, without 

reference to common symbolic implication or connotations. Piaget 

(1951) states that the symbol is essentially the expression of the 

child's present reality. He describes developmental sequences as 

emerging from concomitant interaction of biological maturation. He 



further describes this process as a creative transformation of 

experience rather than a direct copy of reality. He calls the 

symbol a projection of the artist's idea into some perceptible 

form; the expressive object he creates is called a projection 
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of the life, mood, emotion, or whatever the child makes it express. 

If organized rational thought is the tool by which each child 

mediates his own process of development in the world, then symbols 

are the units of rational thought through which a child develops 

his operational schema. Art and dramatic play become natural 

forms for experimentation with symbolic representation. 



CHAPTER III 

METHODOLOGY and OBSERVATIONS 
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A. INTRODUCTION 

This chapter describes a research procedure in art therapy. 

The structure and method are used to identify, collect, describe, 

and observe information of a mentally retarded adult population 

in a residential setting. 

B. SETTING 

The research is accomplished on the premises of a private and 

State funded suburban residence. These facilities are for moderate 

to mild, single, trainable, educable, mentally retarded adults be­

tween 21 to 48 years of age. 

References to child, mentally retarded adult, and resident are 

used interchangeably when interpreting the literature and research 

findings, since the comparative study involves both populations. 

Hereinafter, the word "child" is selected when referring directly 

to developmental patterns relating to the child. Hereinafter, the 

word "resident" is used when referring to research findings pertain­

ing specifically about them. Hereinafter, the term "mental retarda­

tion" is used when the Review of Literature is applied to the 

research material. Hereinafter, the words "child/resident" are 

used when the statement applies to both parties. 

In August, 1979, the Residence established an art department 

which offered both art therapy and creative art as a growth experience. 
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The art therapy division is the setting where the research is conduct­

ed. An Anonymous-Confidentiality Release form was drafted and execut­

ed by the residents involved in the research {Appendix I). 

C. POPULATION 

Eleven residents are picked for the study. The criteria which 

determined their selection is individual diagnoses, wide age distri­

bution, established art therapy relationship, verbal and schematic 

(a diagrammatic, sketchy outline or drawing) capabilities, and an 

even distribution of men and women. Only residents diagnosed as 

moderately or mildly mentally retarded, as recorded in their psycho­

logical histories, are candidates for the study. The research group 

is composed of these individuals: female, age 47, borderline/mild; 

male, age 28, dull/normal or borderline/mild; male, age 41, mild; 

female, age 22, moderate; female, age 33, moderate; female, age 39, 

moderate; male, age 29, mild; female, age 24, mild; male, age 26, 

moderate; male, age 36, borderline/mild; and male, age 28, moderate. 

Residents with psychological histories of schizophrenic episodes 

are excluded from the findings reported in this study. Some of the 

subjects (residents) are unavoidably present in the group with non­

subjects who are schizophrenic or psychotic, which can effect the 

results of the research, e.g., group discussion, copying. To avoid 

contamination and confusion, issues arising as a result of emotional 

and mental problems as diagnosed in case histories are not addressed 



-29-

when investigating and evaluating the results or findings of the 

residents' art. 

Male and female residents are in the model group, seven men 

and five women. The unequal number of residents is not an issue, 

as a representation of both sexes is the necessary requirement. 

Each person selected for the group has been an active member 

of the art therapy group at the Residence for one year. This require­

ment emphasizes the importance of having the potential to establish a 

working relationship of trust, communication, and understanding between 

resident and therapist. This working relationship is deemed necessary 

to enable all residents to function at their best. 

Verbal and schematic expression are important requirements. 

Verbal skills require the resident to ask and/or answer questions 

from the therapist, to listen, and to willingly follow verbal and 

written directions. Schematic requirements include average mastery 

of fine motor skills, comfort and willingness to attempt to draw 

primitive figures or geometric shapes in the Scribble Stage. 

After the foregoing exclusions and requirements are made, the 

residents are selected according to their art therapy group history 

to ~atch the characteristics of developmental art stages of cognitive, 

creative. and social growth patterns in children (Lowenfeld, Brittain, 

1Yi5). '.',P dev,,lop111ental art stages serve as guidelines to identify, 
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collect, describe, and observe the art work with the retarded as 

defined in Appendix III. 

Group production capability is divided into high, middle, and 

low functioning potential levels, with three residents in the high 

level, five residents in the middle level, and three residents in 

the low level. The level is not established statistically on the 

residents IQ or an adaptive behavioral scale, but the levels repre­

sent a functioning scale in art work established on schematic pro­

duction characteristics of the four stages. This classification 

does not measure quantitative data, but the terms may be useful in 

explaining levels of performance in task completion and appropriate­

ness within their own group. The high/middle/low classification 

serves as a tool in identifying different schematic skills based 

on established art patterns, and on diagnosed fine or gross motor 

skills in case histories. 

D. STRUCTURE 

The art therapy research is conducted with three groups, total­

ing twenty-four mentally retarded adults, wherein each group meets 

for one hour weekly for eight consecutive weeks. The art work of 

eleven residents is taken from these groups for the study, accord-

ing to the qualifying population criteria previously established. 
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The art media used in the study is identified and described in 

each procedure. General art supplies available are tempera, pastels, 

craypas, charcoal, felt-tip pens, and 2-D collage miscellaneous 

material, e.g., popcorn, puzzle pieces, wall paper. The choices 

offered are designed to facilitate each individual project and many 

times the media is selected according to the chronological age of 

a child, the difficulty and purpose of the art exercise. The loose­

ness of the media, water color, or the free selection collage, are 

both designed to place the residents in the setting of the child's 

world to observe their control of the media and creativeness in 

completing the task. 

The method of exploring developmental art patterns of copying 

tendencies and the need for symbolism is explored in four procedures. 

Procedure I - "The Scribble Stage" is an investigation of the begin­

ning of self expression. Procedure II - ''The Preschematic Stage'' is 

an investigation of the first representational attempts to communicate. 

Procedure Ill - "The Schematic Stage" is an investigation of the 

achievement of form concept. Procedure IV - "The Gang Stage" is an 

investigation of design and spatial depth as an expression of deeper 

social awareness and realism. Individual art exercises are designed 

for specifications developed in each procedure. 

Some art ter~s and patterns are referred to throughout the 

methodology and these aspects need clarification. Exercises involving 

copying and 01·de1~ing tendencies (Prinzhorn, 1972) are explained in 
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the following context: 

"Copying" tendency is understood as a general inclination 
towards or capacity for eidetic images, conceptualizations, 
or ideas which the viewer can recover from art representa­
tions. 

''Ordering'' tendency is defined as an inclination toward 
abstract rules of order which are not based on the formal 
elements of a picture. 

Symbolic image exercises are designed to investigate the need for 

symbolism, the need to identify and label objects found in the en­

vironment, and the need to ascribe personal meaning to these images 

in art work. Art exercises provide opportunity to investigate self 

expression by identifying the weakness and strength of the resident's 

self expression through art at the primitive scribble levels and at 

more advanced imagery levels. The two specific issues explored in 

each procedure are the developmental art patterns supporting the 

copying urge or imitating tendency, and a need for symbols or make 

meaning. 

E. PROCEDURES 

I. PROCEDURE 

Art Materials Since the Scribble Stage involves the need to 

practice and experience kinesthetic sensations, the art matet·ials 

encourage free expression without the intrusion of technical dif-
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ficulties. Tempera paint is choosen in the first art therapy exer­

cise because with this media it is harder to gain control over the 

results or directions of marks, and the residents may be forced into 

a situation of greater release, similar to that of a child in the 

controlled Scribble Stage. The second art exercise utilizes felt­

tip pens, charcoal, pastels, or craypas which allow easy flow of 

color since the exercises are designed for the named Scribble Stage 

involving the beginnings of mental pictures and directionality of 

markings. 

EXERCISE #1 

Rationale The beginning exercises are based on early forms 

of self-expressive art patterns of residents which are compared to 

the child, chronological age two to four years. Learning patterns, 

attitudes, and sense of himself as a being occur in permanent record 

form as marks called the scribble (Lowenfeld, Brittain, 1975). Scrib­

bles fall in three main categories: disordered scribbles, controlled 

scribbles, and named scribbles. The disordered scribbles are the 

first marks and the child does not realize that he can vary length 

and direction. This category 11ill not occur in the research. The 

controlled scribble shows a connection between motion and marks on 

the paper, between kinesthetic (motion) thinking, and imaginative 

thinking, between visual control and no special intent or object in 

mind. Observe objects that have abstract form and those objects 

that reflect realistic iwagery. Named scribbles are characterized 
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by imaginative thinking, beginnings of mental pictures, and visual 

retention, clue to person's thinking and relationship of marks/lines 

to outside world. Labeling or make meaning is not asked for in this 

exercise. Forms of make meaning are naming, identifying, titling, 

or labeling, and these words are used interchangeably usually under 

the word "label". The controlled and named categories are the founda­

tion for exercises designed to investigate a copying urge and the 

need for symbols or meaning in art work of the residents. 

Method Directives in the exercise are to paint five pictures 

with tempera color choice number one. Choose tempera color choice 

number two and paint any of the five drawings as you choose. When 

using second color, observation is made of any deliberate connection 

between mark, motion, or line. Each resident described the drawing 

verbally and told their thoughts while doing the picture. Special 

attention is paid to repeat patterns, ways of developing drawing, 

need to label a drawing, masses of color, singular line strokes, 

and human schema. 

Findings Only three residents remained in the controlled 

scribble format of visual control, with no special intent of subject 

matter intended (motion-kinesthetic thinking state). Eight residents 

performed, as described, in the named scribble format of imaginative 

thinking, beginning of mental pictures, visual retention, relation-

ship of lines to outside world, clue to resident's thinking (Lowenfeld, 

3ri t;:ain, 1975). One resident named emotions and titled subject 
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matter of all drawings. Seven residents labeled their drawings, two 

residents drew human faces, and two residents drew realistic symbols 

of flowers, sun, and trees. Geometric shapes appear in five resident's 

art in the form of radial (Kellogg's design .'t ), plus sign, circle, 

straight line, and ''T'' letter. 

Without attempting to copy any specific shape/form, the resident's 

controlled and uncontrolled scribble movements accomplish the following 

results: repeated the same form, face, or geometric shapes on each of 

their five drawings with little variation in color or design; placed 

second color on top of first colored form or pattern; repeated form 

by placing second color line right next to original line; no copying 

from neighbor occurs; the term "repeat" may possibly be understood as 

copied in these statements when duplication of form/line/pattern occurs; 

these findings occur in both controlled and named scribble categories, 

as defined in the methodology; three out of eleven residents produce 

realistic images; schematic responses are creative; repeating a pat-

tern may be a specific way of developing a drawing, a natural technique. 

EXERC !SE #2 

Rationale Copying is used in the Scribble Stage as a response 

to duplicate visual material as presented on the handouts. The "Dot 

Arrangement" (Appendix IV-b) and "Free Line" (Appendix IV-d) al low for 

creativity in the sense copying inclinations will come from ideas or 

concepts inside a person, rather than duplicating what is seen on a 

page. The copying of the geometric shapes/patterns in Appendix ]'.'-a 
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does require a level of competency for achievement that Lowenfeld/ 

Brittain and Kellogg ascribe at specific chronological ages, e.g., 

circle - age three, square - age four, diagonal "X" - age five. 

"Real vs. Abstract" (Appendix IV-c) has two real is tic objects and two 

abstract designs to see if any changes occur in copying due to 

familiarity. 

Make meaning and symbolism is observed in the Named Scribble 

Stage, with the following points noted: labeling tendencies; geometric 

shapes that take on personal meaning in repeated symbols; and re­

sidents that remain in abstract scribble patterns compared to those 

that identify and create realistic objects. Personalization occurs, 

for the first time in the research, as an extension of make meaning 

and as a way of expressing self. The drawn object is personalized 

when it takes on a personality, characteristics, or identification 

that uniquely labels it, e.g., pumpkin on wheels, duck on wheels, 

numbered/lettered T-shirt. Personalization involves creative, imagina­

tive, and unique responses to a directive, subject, or object. 

Method The four handout sheets, Appendix IV-a through IV-d, 

have individual instructions printed on them. "Geometric Shapes", 

IV-a, has eight basic geometric shapes which are characteristic of 

the developmental art patterns of children, ages two through six 

(Kellogg, 1970), and the residents are asked to do any shape they 

choose. Residents with sensory-motor development or visual percep­

tion disabilities will not be able to do some of these shapes. "Dot 
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Arrangement", IV-b, is a scattered arrangement of dot clusters with 

instructions to do anything they choose to the dots. Possible re­

sponses are: creating realistic images from the dot clusters, create 

free scribbles, repeat dot patterns, label object drawn. ''Real vs. 

Abstract", IV-c, is an exercise (Gardner, 1980) where four objects 

are presented with instructions to copy each one. Two objects, car 

and dice, are realistic, and the other two are fabricated shapes or 

designs and must be copied as they appear. Possible responses are: 

copy/trace vs. duplicating the objects, color in shape vs. duplicat­

ing the shape, individualize design, or ignore abstract design vs. 

realistic forms. "Free Line Scribble", IV-d, is a pre-drawn scribble 

with instructions to do anything they choose. Possible responses are: 

color within a shape, repeat line form of scribble, scribble across 

the page, or create a harmonious design. 

Findings Copying urges are found to be active in two-thirds 

of the group. One resident, low functioning, prefers creative de­

sign to exact copying. A high functioning resident arrives at 

creativity through ritualistic copying patterns. Geometric shapes 

in IV-A show forms colored in rather than copied, show tracing occurs 

rather than copying, show preferences for Kellogg's sun design It "I""'.-.{_ 11 ,... 

in low functioning residents, show forms least copied to be squares, 

"'I-: ", radials "-~ ", show copying of faces to be unanimous, and 

show that five residents copied all geometric forms. Responses to 

IV-c to copy the real and abstract shapes show seven residents copied 

both real and abstract forms, show one resident created an original 
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design as a variation of the form to be copied (car), show that those 

who did not copy the shapes instead colored in the shapes as they ap­

peared on the page (color book fashion), and show more attention 

and affect was placed on the rigid shapes of the dice (realistic) 

and the square design (abstract) perhaps because these two objects 

are basic geometric forms. "Dot Arrangement", JV-b, results show 

only one person developed the dot clusters into a realistic form 

(duck), show dots are connected by lines in all drawings except one 

where dots are repeated/copied in a continum with original clusters, 

show an example of scribble across the entire dot arrangement. "Free 

Line", IV-d, show results where four residents repeated/copied the 

same line pattern, six residents colored in the space within the line 

design, and one low functioning resident ignored the handout complete­

ly, one high functioning resident created a unique design within the 

original line pattern. 

Geometric formed symbolism of IV-a is reviewed in terms of pre­

ference and ascribing personal meaning or identification. Symbols 

drawn in the first exercise are from inner urgings in that they hap­

pened as a natural flow of ink without any intent. This exercise has 

the symbols/forms available to be copied and these results occurred: 

Kellogg's sun sign is choosen by the two lowest functioning residents 

and eight other residents. The face, with eyes and mouth, has a nose 

added in one drawing. The sun is made into a face in another drawing. 

IV-b has dot clusters in two different symbolic forms: colorful design 

labeled "ribbon", and a duck on wheels which is personalized by 
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unique little wheels and art strokes eluding to movement. These two 

drawings are specific examples of an object developed into original 

symbolism from an abstract state of dot arrangements. IV-c has 

symbols of realism (a car and dice) and abstraction (curved form 

and square design). There is no preference shown toward either 

area. The only responses implying meaning are realistic car re­

sponses: one car has art strokes indicating movement, and another 

car is developed into an original design sufficiently advanced to 

attest to its designer's creative ability. IV-d shows the unanimous 

comfort of the residents to remain in the Controlled Scribble stage. 

No labeling, using geometric form, or symbol responses occur in this 

handout. Meaning and emotional expression occur in varying abstract 

patterns, bright contrasting colors, or wild line strokes. 

I I. PROCEDURE 

Art Materials The child is excited by his ability to repre-

sent what is meaningful to him in this Stage, and he is caught up in 

a search for definite concept of form. Art material selections for 

this age should be truly an art material and not a gimmick, as the 

child is learning a method of communication that carries through a 

life time (Lowenfeld, Brittain, 1975). The media offered are felt­

tip pens, charcoal, pastels, or craypas. Visual aid materials are 

photographs and pumpkin Halloween candy. 
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EXERCISE t3 

Rationale The Preschematic Stage has exercises based on the 

first representational attempts to communicate as presented in the 

art patterns of the residents which are compared to the child, chrono­

logical ages four through seven years. A different method of drawing 

has begun, and this Stage grows directly out of the last Scribble 

Stage. The child is consciously making forms that have some relation­

ship to the world around him (Lowenfeld, Brittain, 1975). The marks 

and scribbles have lost most of their relationship to bodily movement 

(kinesthetic activity), and these marks are now controlled and relat­

ed to environment. 

The activity format is split into three drawing projects: a 

pumpkin, a house, and a person. The activities are designed for 

pe,·ceptual-motor skills which are visual perception and sensory-

motor development. Perceptual discrimination is observed when change 

is visible after a sensory stimulation is incorporated in these 

examples: draw a house, study photographic pictures of two different 

houses and copy one exactly (form and size discrimination), draw a 

house again from recall; or draw a person, draw the body by observ­

ing a live model demonstrating head, body trunk, legs, foot, arms, 

and hands (perception of parts-to-whole relationship), draw a whole 

body from recall. There is a great interest in body parts at this 

Stage and basic geometric shapes become the child's primitive body 

schema (Lm1enfeld, B1·ittain, 1975). Clarification of principles 

involved in this exercise are as follows: perceptual discrimination 
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which is drawing parts of object that interest resident and not 

necessarily in proportion to reality (Lowenfeld, Brittain, 1975); 

visual perception which is capability to organize and interpret 

information received visually and to use that information to make 

judgments (Campbell, King, Robson, 1975); perceptual constancy 

which is capability to recognize an unchanging characteristic of 

a particular symbol or object such as its shape, size, or color, 

regardless of changes in other properties (Campbell, King, Robson, 

1975), e.g., a triangle's three-sidedness is an unchanging charac­

teristics that enables one to identify the form as a triangle re­

gardless of variations in its size or position; parts-to-whole re­

lationship which is perception capability to integrate parts into 

a meaningful whole, to separate the whole into component parts, 

and to infer the whole from a separate part or parts (Campbell, 

King, Robson, 1975). Perception of a child shows awareness of 

visual appearances of an object, strong use of kinesthetic, audi" 

tory and visual senses. The child's interest is pure meaning of 

content, size relationship discrimination begins to occur, and 

spatial concepts show all object placement is in direct relation­

ship to himself or his body, as opposed to a ground-base line. 

Method The project consists of three drawing subjects: 

a pumpkin, a house, and a person. In the PUMPKIN exercise, the 

directives to residents are draw a pumpkin (wait for schematic 

response); look at the pumpkin in front of you and draw it (wait 

for schematic response); eat the candy and draw whatever kind of 
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pumpkin you choose (wait for schematic response). The pleasure de­

rived from the sense of taste to increase awareness of the pumpkin­

object is the focus of the exercise. The directives in the HOUSE 

exercise are draw a house (wait for schematic response); look close-

ly at photographs of houses and discuss parts of the house with the 

group, and copy one of the house pictures while looking at it (wait 

for schematic response); put away all photographs, and draw a house 

of your choice (wait for schematic response). The last house draw-

ing can be a recall response from the photographs or their natural 

schema of presenting a house. The exercise explores many of the basic 

concepts in visual perception; perception of parts-to-whole relation­

ships; perceptual constancy which is the capability to recognize an 

unchanging characteristic of an object (its size, shape, color); and 

form discrimination which is the capability to distinguish among objects 

or symbols on the basis of their shape and involves the interpretation 

of visual and tactile information. The directives in the PERSON 

exercise are draw a person (wait for schematic response); as a human­

figure-model, I acted out the function of each body part which is the 

head, trunk, arms, hands, legs, and foot, and the residents repeated 

my body actions; I sat down and asked the group to draw a person 

(wait for schematic response). The last figure drawing can be a 

recall response from the figure-model or their natural schema of 

presenting the body. 

Findings The copying response of the majority of the re-

sidents appears to be based on a creative response, a preconception 
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to the images of a pumpkin, a house, or a person, and not a repro­

duction of what is placed before them. The recall pumpkin drawing, 

after eating the Halloween pumpkin candy, took on characteristics 

of Halloween faces/masks. In the figure-modeling exercise, four 

residents returned to their usual representation of geometric primi­

tive figures. Increased awareness of body parts is reflected in 

drawing the body trunk larger, different arm placement, appearance 

of foot or hands where abstinances of these appendages is their 

usual body structure. The house copying exercise reflects the strong­

est urges to copy the form exactly as it appears on the photographs. 

Other objects such as car or tree would take equal or more precedence 

than the house by appearing larger in the drawing, more colorful, or 

placement in the middle of the page. In general, the research findings 

disclose a desire to duplicate the idea of a person, pumpkin, or house, 

but the shape/silhouette/form is not copied as it appears realistically. 

These symbolic examples reflect a uniquely meaningful response 

to the subject of pumpkin, house, and person: the pumpkin is charac­

terized as a moving person and a short story identifies the object 

as a personalized response; a house is characterized and labeled as 

haunted with all the identifying Halloween symbolism of wierd creatures, 

bolted doors, cat and candles in the window; five residents named 

their figures in the drawings; another house drawing was labeled 

"school"; and another drawing was a pumpkin that became aggressive 

and ate the other pumpkin. Pumpkins drawn the third time from recall 

show eight pumpkins portrayed as Halloween faces or masks. The 
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literature regarding the memory of learned material strongly indicates 

that ability is related to the type of retention task involved (Chinn, 

Drew, Logan, 1979). Memory and recall are influencing factors in re­

laying these findings of retarded as a comparison of the normal child. 

The short-term memory in the recall drawing did show a difference in 

the drawing done after the sensory stimulus. Symbolism that occurs 

in the recall drawings of the pumpkin, house, and person show a de­

finite alteration of the original form as a result of the impact of 

stimulus in each set. Symbolism represented in the geometric format 

in this Stage occurs with the base or foundation of a house, person, 

or vehicle is formed from the circle, square, and rectangle. Symbol­

ism that appears in the space schema shows objects floating in space, 

and two residents used a base line reference in their drawings. 

EXERCISE t4 

Rationale The activity format is presented in three handouts: 

Appendix IV-e, ''Earliest Pictorial Representations''; Appendis IV-f, 

''Size Discrimination''; and Appendix IV-g, ''What You See''. IV-e handout 

includes recognition of form in the four most popular categories be­

sides the human figure (Kellogg, 1970) which are animals, vegetation, 

buildings, and vehicles. Lowenfeld/Brittain (1975) consider repetition 

of a symbol to be a method to hide behind and an indication of a lack 

of independent thinking. This is not a normal child pattern and it is 

valid under limited situations and conditions. Basic geometric forms 

such as the circle, square, rectangle, and triangle are the foundation 

of most pri~itive shapes occurring in this Stage of development within 
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Kellogg's categories. Observe personal meaning and labeling of 

objects. A child recognizes and responds to these items accord­

ingly: form at age four; people, houses, and trees at age five; 

draws a triangle at age five and the diamond by age seven (Lowen­

feld, Brittain, 1975). JV-f handout is an investigation of size 

relationship discrimination which is developed between the age of 

four through seven years. The child expresses what is meaningful 

to him from his environment. IV-g handout involves space concepts 

and the child's awareness of an object's placement on a page, e.g., 

vertical, parallel, or horizontal. Each object is regarded in 

isolation, as a whole-to-parts concept. Space concepts at this 

Stage relate the objects from child's environment to himself and/or 

his body and body space. The particular skill a child has, whether 

a copying or cognitive function, does not seem conducive to accelera­

tion. Skills can't be taught or improved by practice. If pre­

requisite skills are missing the task becomes meaningless (Lowenfeld, 

Brittain, 1975). To accomplish a particular task, a comprehension 

of the task itself is necessary. Piaget {1969) has provided evidence 

that learning is tied to maturation - a physiological, biological 

functioning that is predetermined in each individual. The develop­

ment of concepts such as a cube would not corne until well beyond the 

four to seven year age span and not until the child has developed 

the capability to deal abstractly with the concept of dimensionality. 

Method The project contains three handout sheets, Appendix 

IV-e through l'/-g. "Earliest Pictorial Representations" has four 
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categories which are animal, building, vegetation, and transporta­

tion, and examples of six geometric shapes that are to be used to 

form the basis of each object in the four categories. Directives 

to residents are to draw an animal and use the forms at the side of 

the page (key guide) as a foundation for the image to be drawn, 

(wait for schematic response); draw a building using the forms in 

the key guide as a diagram, (wait for schematic response); draw a 

vehicle you can ride in using the shapes in the key guide, (wait 

for schematic response); and draw your favorite object that grows 

in the ground, vegetation, using the forms in the key guide, (wait 

for schematic response). "Size Discrimination" is a handout sheet 

with directions to draw three pictures: small person next to big 

house, small person next to big tree, family containing a big and 

little person. Issues in this exercise are size discrimination, 

self-concepts, and spatial concepts. ''What You See'' is a handout 

sheet that focuses on issues of laterality, directionality, 

sequence, order, spatial concepts, and arrangements. Directives 

are to make six small pictures requiring visual responses to draw a 

straight line, parallel line, something above another, something 

below another, object made from parallel lines, and write a word 

describing the pictoral sketch at the top of the worksheet which 

serves as a visual aid for the exercise. 

Findings "Earliest Pictorial Representations" has six basic 

shapes which are offered as a selection in making animals, buildings, 

vegetation, and vehicles. The selections in the key guide are unani-
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mously ignored, as the residents produced their own preconceived 

natural images of these four categories, and no one copied the avail­

able forms. The exercise does not clarify whether the forms observed 

in their imagery are natural forms developed from scribble patterns 

or learned shapes as represented in the key guide. One resident 

ignored the categories and drew geometric square shapes and squiggle 

patterns everywhere on the page. At the other extreme, three high 

functioning residents drew appropriate category responses that took 

on the natural realistic form of the object and not a primitive 

eidetic image. Four residents put the primitive human form in place 

of the animal representation, perhaps because they had not reached 

the animal-representation stage, and one resident included a human 

with his animal in the drawing. Copying is used in the old tradition­

al school meaning when one resident copied the work of another in her 

confusion to produce an acceptable response. This type of uncertain-

ty and copying-response occurs in nine other drawings of the IV-g 

handout because the majority did not understand the space concepts 

and terms necessary to elicit an appropriate response. Information 

was put down any where on the sheet and most of the responses had 

no bearing on the questions of vertical, horizontal, parallel, or 

object-space placement. Nervousness and agitation is apparent through­

out the session, exemplified behaviorally by rocking, looking around, 

lack of attention to task, constant requests for help, doodling on the 

page, refusing to do anything. IV-f handout shows space and size re­

lationships. The subject matter in five drawings is placed on a 

ground line and the subject was not directed toward self image or 
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floating in space. The high functioning residents usually show 

objects from their environment, e.g., buildings, transportation, re­

gardless of what the art assignment may be. One low functioning 

resident shows floating placement of subject matter and another drew 

geometric square patterns across the page. Size discrimination is 

not realistically differentiated in six drawings. In general, the 

research disclosed a desire to duplicate the idea of a house, tree, 

car, animal, or person. The residents appear uninterested or unable 

(perceptual handicap) to reproduce an exact copy, but they drew what 

is meaningful to them whether it is a square or a realistic tree. 

JV-e handout has geometric formed symbolism as an aid to expres­

sing objects more realistically. Make meaning through these symbols 

could be a unifying form of communication, but the residents unani­

mously ignored the geometric shapes in the key guide even though nine 

residents have a natural way of presenting symbols in the primitive 

geometric state. The low functioning resident, who drew the square 

and triangle all over the worksheet, shows a symbolic preference for 

the form, and perhaps he can not express himself at a higher com­

munication level of symbolism or meaning. The labeling and specific 

identification of objects that occur in IV-e and IV-f show the lower 

as well as the higher functioning residents appearing to have similar 

urges to lable things, identify people, and tell stories about an 

object. Other residents, both low and high functioning, appear to 

be content not to label, identify, or tell stories with personal mean­

ing. Thus labeling or make meaning appears to be a preference and not 
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a characteristic of the functioning level of the group. Personaliza­

tion characteristics occur in the sun, moving animals, labeled bus, 

and lettering on clothing. Handout IV-g is an example of what happens 

when meaning and symbolism create confusion and frustration in a draw­

ing exercise. Eight residents put any symbol they found in the key 

guide as answers for the blank squares without looking for the ap­

propriate answers. One resident summed up a meaningful message 

derived from the assignment, for himself and the group, in one word 

"NUTS". 

I II. PROCEDURE 

Art Materials The media used in Exercises #5 and #6 offer a 

selection of felt-tip pens, craypas, charcoal, and pastels. Additional 

materials used are glue and pre-cut shapes from construction paper. 

Glueing exercises involve eye-hand coordination and fine-motor skills 

(Campbell, King, Robson, 1975). 

EXERCISE #5 

Rationale In the Schematic Stage, achievement of form concept 

is taking place, and representing an inner urge or expressing an object 

symbolically can occur in realistic images. The human body symbol and 

other important objects represent meaning as it originates with the 

individual (Lowenfeld, Brittain, 1975). Through experimentation 

witnessed in previous stages, the child arrives at a definite concept 

++++++ 
ZteF\Ar-:.-..'.,.., .._ ______ _ 
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of man and his environment. Such concepts, symbols, or representa­

tional drawings that consistently occur and progressively develop 

on the same theme are called schema. While stereotyped repetition 

always remains the same, schema is flexible and undergoes deviation 

and change. Copying in this exercise is expressed in rhythm, or in 

the schema. Rhythm is the repetition used in intuitive ways to 

express self naturally. The child's standardized way of expressing 

himself is established in two important areas at this Stage, human 

schema and space schema. The human schema has recognizable body 

figures in many varied drawings, has body parts presented according 

to knowledge of them, includes clothing in place of body, has 

geometric shapes for body base symmetry and profile. Space schema 

has definite order in spatial relationships, has ground line refer­

ence to self and objects (objects do not center around self or float 

in space), passes base-line test in that objects are placed on 

ground-line which eludes to the concept that the person feels a part 

of his environment (Lowenfeld, Brittain, 1975). Time and space are 

fused together when relating events or telling stories. The exercise 

focuses on the significance of schema variation and its importance 

according to origin and meaning of a symbol/object to the person. 

Schema variations are expressed in drawings by exaggeration of impor­

tant parts, omission of unimportant parts, and change of symbols for 

significant parts, e.g., wheels for feet. The person is capable of 

grouping things in classes and making generalizations. 
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Method The directives are draw human body, (wait for schema-

tic response}; draw the body and clothe/dress it in whatever manner 

you choose (wait for schematic response). Clothing, adornment, or 

sexual differentiation is characteristic of the Gang Stage, but the 

exercise focuses on clothing in place of body parts and knowledge of 

body parts. In the second phase of this exercise, the residents are 

given packets of paper cut-outs of body parts containing face, trunk, 

arms, hands, legs, and feet. They are instructed to assemble and 

paste the figure together on colored construction paper without verbal 

assistance or group discussion in identifying the limbs or their ap­

propriate placement. 

Findings The residents did not copy a specific body figure, 

but the art product appears to be a personal or creative response in 

picturing the human body. The human schema in the first set of draw­

ings is their natural body image which took on the primitive geometric 

form in all drawings except those of two high functioning residents. 

Three of the drawing figures are clothed and decorated in a personal 

style. Eight residents colored in their drawings of primitive bodies. 

Much more attention and energy is placed in figures that are clothed 

compared with the basic figure. Some school-type copying of a 

neighbor's drawing occurs when the residents try to decide how to 

adorn the body. This type of copying occurs in two-thirds of the 

collage drawings when assembling the body parts of trunk, head, etc. 

Many asked the name of such body parts, especially the trunk or leg. 

The copying, identifying, and reproducing of the realistic figure 
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has more aliveness portrayed in the collage than in the drawings, 

which may be a result of the amount of energy invested in planning, 

arranging, and glueing the body collage together. 

Make meaning emerges in these examples of the human body: only 

one resident named the figure (an unusually low group percentage for 

labeling preference); three residents named their assembled collage 

figure; personalization of basketball numbers on T-shirt of clothed 

figure; personalization of a collage figure through adornment of a 

Karate black-belt; and figure with straight strokes eluding to 

movement. Five residents drew faces and hair on the collage figures, 

possibly indicating a personality identification, realism, and a 

meaningful attachment to it, as opposed to less affect in the body 

figure drawings. One resident shows preference for design abstraction 

or possibly lack of capability, when he scattered the unassembled 

body parts all over the page in an unconnected array. Personalization 

in body clothing appears in the form of detailed shirt or pants, and 

in buttons placed down the front of a nude primitive figure as de­

coration. 

EXERCISE #6 

Rationale The handout "Blank Picture Sentence Story", Ap-

pendix IV-h, has blanks that are completed with a picture, and then 

an additional story is developed. Subject matter presentation is 

important according to exaggeration or omission of important parts, 

size discrimination, and space schema. At this Stage, the base-1 ine 
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becomes a test to see if the child is conscious of his environment, 

and a second line (plane effect) often occurs (Lowenfeld, Brittain, 

1975). Story telling shows a fusion of space and time when relaying 

events. These characteristics identify the category of the develop­

mental level. The copying response is a preconception to the re­

sident's eidetic images occurring in a schema, and it is not a dupli­

cation or reproduction process. Make meaning and symbolism is 

observed in the resident's handling of story telling concepts, label­

ing objects, and repetition of symbols/objects/form. 

Method "Blank Picture Sentence Story" is a handout sheet, 

Appendix JV-h. Directives are draw pictures in the blank spaces of 

the sentences to complete the story, (wait for schematic response). 

Second part of the exercise builds from the first story. The 

directives are draw a picture about your favorite object found in 

the story and make up your own version or tale about the object. 

Findings Responses to the handout sheet took on a different 

type of symbolism through body language in two-thirds of the group, 

e.g., short attention span, talking, rocking, confusion, and dif­

ficulty with sentence structure. Only three residents tackled the 

handout, and others voiced their discontent by relating the worksheet 

to a graded school project. The assignment has taken on a meaning to 

thein based on recall and association. Labeling is exemplified as 

fol 101,s: seven residents named a sno1,man upon request; two residents 

labeled vehicles as ''TV Repair" and "RTA Bus"; one resident drew 
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complete environmental scenes in each blank, as one-word answers did 

not appear to express his meaning sufficiently; three residents ap­

pear not to feel the need to fill in the blank space and left it 

empty; none of the residents choose to personalize or be creative, 

as their emphasis appeared to be on the correct answer. Five re­

sidents developed elaborate picture stories from the main character 

in the Picture Sentence, the snowman. Make meaning, self-expression, 

personalization, and creativity is developed through the picture 

stories. Preference of symbols found in Kellogg's categories that 

show importance and meaningfulness according to the number of times 

they occurred are: seven snowmen, two cars and one bus, three houses, 

four trees, four people, and one dog. Kellogg's most common occur­

ring categories are present here. 

Space schema shows equal importance in a copying consistency 

in the size and central placement on the page of the subject matter. 

Realistic proportions and a ground line did not occur consistently 

in any drawings. Three of the low functioning residents repeated a 

pattern in all the blanks regardless of its appropriateness. This 

form of copying reflects a lack of understanding regarding the as­

signment and content, and repetition of form becomes a symbol to 

hide behind in place of independent thinking. 
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IV. PROCEDURE 

Art Materials The child has advanced beyond geometric forms, 

and a base line representation. The discovery of the plane creates 

the need of filling spaces. Two-dimentional and an open media select­

ion of art supplies should be available to encourage creative self­

expression and self-discovery with art as part of the environment. 

The media selection is felt-tip pens, craypas, charcoal, and pastels. 

Additional materials available are design wall paper, colored con­

struction paper, colored pictures, glue, scissors, puzzle pieces, 

pop corn, yarn and ribbon. The perceptual-motor skills involved in 

using these materials are eye-hand coordination, fine motor skills, 

form discrimination, size discrimination, perceptual constancy, 

figure-ground discrimination, parts-to-whole relationship, and 

spatial relationships (Campbell, King, Robson, 1975). 

EXERCISE #7 

Rationale The activity is a review of the clothing adorn-

ment, attention to detail, and sex discrimination principles that 

express symbolism through personalization, e.g., a name, a skirt 

as sex discrimination. Geometric shapes no longer suffice as re­

presentatives of the human figure. A great feeling for detail is 

gained, and a great awareness of an object's visual appearance 

occurs. Little or no repetition of form is characteristic of this 

Stage. 
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Method Parts of Exercise #5 that are applicable to the Gang 

Stage concepts are clothing the body figure. Directives are draw 

the body and clothe/dress it in whatever manner you choose. 

Findings Clothing alters the usual geometric primitive 

figure in seven drawings, especially in those figures having feminine 

clothing characteristics, e.g., a dress, a skirt. Three high function­

ing residents did not have a need to copy another's work and developed 

their individual responses. A middle functioning resident copied a 

neighbor's figure and then drew his own primitive form right next to 

it. The comparison between the two figures shows great differences 

in the shape of the body and attention to clothing detail, but not 

in advanced technical form concepts. Four middle functioning re­

sidents did spontaneous drawings of a fashion show held the week 

before, and the drawings reflected great attention to details of 

the stage, lighting, people attending, but clothing was ignored. 

Two high functioning residents parted from primitive geometric body 

forms, and they attempted detailed clothing on a natural shaped body. 

Most frequently occurring adornment is the shirt, long or short pants, 

dresses, buttons, and hats. 

Make meaning occurs in exact implications of a basketball 

player with symbolic number on his shirt and a basket ball in the 

player's hands. Symbols such as boots, hats, and buttons are color­

ed or shaded when they would not ordinarily appear on the figure in 

its primitive state. Feminine sexuality if represented by a skirt, 

a dress, or a name. 
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EXERCISE #8 

Rationale The exercise is based on spatial depth expressing 

deeper social awareness and realism in the art patterns of the Gang 

Stage. Some of the outstanding characteristics of this age, 9-12 

years, of development is the child's discovery that he is a member 

of a society of peers, that one can do more in a group than alone, 

and that a group is more powerful than a single person, that one 

desires a social independence from adult domination, and that one 

is learning a social structure in a personal way. Art is no longer 

the representation of an object istelf, rather it is the representa­

tion of the experience one has had with a particular object. Lauren­

deau and Penard (1970) experimented with 700 children and found that, 

on the average, children are eleven before they can free themselves 

from their own point of view and successfully select pictures that 

show how a scene would look if they were in a position other than 

their own. 

The activity format involves a conversation between two cars 

or two animals. Lowenfeld/Brittain (1975) feel there is a natural 

projection of feelings into animals (cars for boys) at this Stage. 

Space concepts move from concrete to abstract, and the child has 

the capability to order, sequence, or arrange several images on 

paper so that they relate to one another, e.g., a tree becomes shade 

for a house. The base line (ground line that is developed with two 

or three lines in a plane effect) is changed from a single ground 

line to a developed plane and it is the focus of space arrangement. 
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The conversation between two cars or two animals is a form of creative 

dramatics. Because the latency period (roughly 6-12 years) is more 

structured and reality-oriented, dramatic play emphasizes plot, form, 

and common peer issues or interests (Winnicott, 1970). Make meaning 

and expressive symbolism is observed in identification with animals 

and car subject matter and conversation content. 

Method Directives in the "Animal/Car Conversation" are draw 

two animals or two cars, observe how you have arranged them on the 

paper, what they look like, and respond by having them talk to each 

other. Observations focus on capability of projecting feelings on 

creatures/objects, environmental forms used in setting, decorative 

details, ground or base line, and other spatial concepts previously 

defined. 

Findings The project's theory is based on the creative powers 

and the desire to communicate through role playing. Acting as animals 

or cars appeared threatening or confusing to all but three residents, 

as no dialogue occurred in the other eight drawings. They did not 

appear to grasp the role playing concepts and they were not able to 

invent a conversation between the two objects on the page. All four 

of Kellogg's categories appear in some form in each drawing showing 

a copying schema. Each resident represented his subject matter in 

previous art work, e.g., body, animals, vehicles, trees, houses. 
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One resident became very excited about his conversation and 

drew three more pictures to clarify the word exchange between a cat 

and a horse. The exercise reflects the difficulty the residents 

have in communicating through play, and it reflects the need for 

discussion/conversation exercises. Symbolic sexuality identifi­

cation is recognized by boys selecting cars and girls selecting 

animals (Lowenfeld, Brittain, 1975). This preference is not re­

flected in the research drawings, and more than half the residents 

reversed these categories and did not discriminate according to 

Lowenfeld's prediction. Six vehicle and five animal selections 

are made with male and female in both categories. 

EXERCISE #9 

Rationale The project focuses on issues involving changed 

schema characteristics, changed spatial concepts, and fluctuation 

and use of design. There is little or no repetition of form. A 

feeling for detail is gained, along with a great awareness of visual 

appearance of objects. Design becomes a meaningful way of discover­

ing sincere and imitative parts of environment. The acitivty is a 

collage of harmonious designs that can be real or abstract. The main 

function of this design exercise is to discover and observe these de­

tails: harmonious relationship, conscious awareness of decoration and 

detail, and over lapping subject matter. The collage may afford the 

opportunity for copying patterns to occur as they had in previous 

scribble exercises, e.g., controlled or uncontrolled processes. The 

collage exercise deals with meaning and symbolism that could be 
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achieved through creative structure. Creativity is defined as the 

capability to produce new forms in art or to solve problems by novel 

methods (Winnicott, 1970). 

Method Directives are to make a collage of harmonious de-

signs that is real or abstract. A collage is a picture built up 

wholly or partly from pieces of paper, cloth, or other materials 

struck on to the canvas (Murray, 1959). Materials at your disposal 

for this project are puzzle pieces, popcorn, yarn, ribbon, decorative 

wall paper and pictures. Create a design that has unity, balance, 

and harmony on a B½Xll piece of colored construction paper. Scissors 

and glue method procedures are demonstrated; (wait for schematic re­

sponse). Residents comment on complete works by stating "what I see 

in my collage", and then wrote whatever words they choose suitable for 

their pictures. 

Findings The subject matter found in the drawings is: car, 

tree, and sun found in two environmental scenes; seven floral designs 

of random cut-outs of geometric shapes of cirlces, square, rectangle, 

and triangle; two arrangements have harmonious repetitive patterns. 

Two-dimentional art, controlled, and uncontrolled scribbles are not 

in the collage. Seven of the residents ignored the patterns on the 

wall paper, and choose to cut out various geometric shapes and paste 

them on the wall paper. 
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Expressive symbolism is shown by identifying with realistic 

objects the residents understood: flowers (nine), trees (two), tea 

pot, bird, lamb, car, and sun. Three symbolic objects were creat­

ed from scrap material that was cut into these specific designs: 

sun, tree, and car, and the other objects were cut from the images 

in the wall paper as it existed. Make meaning took an interesting 

slant when the residents choose to label their design according to 

the realistic object on the paper, e.g., lamb, flower, as opposed 

to something they may have imagined the design to be. Creative 

titles with realistic concepts occur in these examples: ''Flowers 

in May", "Greenhouse", "Sunshine to Grow". One resident told a 

story about flowers and related the flowers to "how they bring out 

her feelings". This is a clear example of the correlation between 

meaning and art. 



CHAPTER IV 

STUDY RES UL TS 
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The research findings are reviewed in consultation with two 

other professionals. Mary Ayesse, CSW, ACSW, Director of Social 

Work Department, has an active role in reviewing art therapy mater­

ial as part of the therapeutic staff at the private residence. 

Evadne McNeil, ATR, an Instructor and Administrator from Linden-

wood 4 Colleges, has been active as an advisor in the research 

methodology and processing research findings. The consultants are 

most valuable in being "objective eyes", e.g., "what do you see in 

the drawing"; "what changes do you see in space, in patterns or de­

signs, in media control, and in the human figure". They are help­

ful in identifying the technical areas that need additional clarifi­

cation. Their added observations, insights, and feedback are 

evaluated from the vantage point of the research goals. 

Developmental art patterns or characteristics that fluctuate 

or stabilize according to the guidelines of the child-growth stages 

are identified in two research issues. The first issue is the copy­

ing urge or imitating tendency, hereinafter referred to as "copying". 

The second issue is the exploration of a need for symbols and/or 

personal meaning in art, hereinafter referred to as "expressive 

symbol ism" and "make meaning". 

A subtle research issue presented in the Proposal that needs 

clarification is the statement: The Scribble and Preschematic Stages 

encompass the ordering and copying patterns, while the Schematic 

and Gang Stages involve symbols and make meaning tendencies. The 
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misleading conclusion is that there is a progression from said copy­

ing stage to said expressive symbolic stages when occurring on the 

developmental scale. The original statement is shown by the re­

search to be inaccurate. The research drawing responses show copy­

ing/ordering patterns, expressive symbolism, and make meaning clari­

fications to be in all four stages without exception. This was an 

unknown fact before the research. These stages are identifiable by 

space schema and human schema characteristics, by frame of reference 

(motion, kinesthetic, or imaginative thinking), by intent or moti­

vation, by perceptual-motor development or cognitive development 

(Campbell, King, Robson, 1975), and by capability of executing 

geometric shapes, mandalas, suns, radials, humans, and diagram 

categories (Kellogg, 1970). They are not identified specifically 

by copying patterns or expressive symbolism, as both these urges 

appear to be present at the onset of the Scribble Stage. 

A. COPYING ISSUE 

Introduction The working definition used in research inter-

pretation and evaluation of copying is a general schematic response 

that results in an imitation or reproduction of an original, e.g., 

image or idea. Response is creative in the sense that it originates 

from the artist as opposed to duplicating another's idea/drawing, 

and response is imitative behavior when reproducing an original. 

Images refer to art responses that represent form observed outside 

the body. Ideas refer to a response tG concepts or thoughts from 
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inside the body. The art response can be a personal interpretation 

or an exact replica of the real or abstract. The artist's label or 

clarification of the drawing is the deciding factor when identifying 

the copied product. Copying, when defined as a duplication of another's 

work, is discussed herein. Study Results is a review and interpreta­

tion of copying as applied to tendencies and art patterns observed 

in the four Procedures described in the Methodology. 

When observing copying methods and identifying copying pat­

terns, the theory of copying becomes secondary to the way it is 

used. Who has the control, the person copying or the person giving 

the instructions to copy? Copying can be a generative means or 

copying can be an end in itself (Gardner, 1980). Who directs the 

motivation (behavioral approach) and how strong is the stimuli for 

the person copying (Whaley and Mal lott, 1968)? The findings include 

the "way copying was used" by the residents from two frames of re­

ference: occurrences of reproduction and imitation; occurrences of 

creative-copying-response, e.g., duplication of an idea instead of 

a shape. 

Findings Copying precise forms is easier to observe in the 

Scribble and Preschematic Stages, even though an equal opportunity 

for creativity, as well as exact reproduction is available. In the 

Scribble Stage, copying urges are found to be active in two-thirds 

of the group, with the remaining one-third preferring creative design 

to exact copying in low or higi1 functioning residents. Occurrences 



-65-

of reproduction and imitation begins in the Scribble Stage. Exer­

cises designed for exact reproduction where control rests with the 

person giving the instructions to copy, are Appendix IV-a or IV-c. 

Geometric shapes in IV-a show forms colored in rather than copied, 

show tracing rather than copying, show preferences for Kellogg's sun 

design in low functioning residents, show forms least copied to be 

squares, " =lJ:...c ", radials, show copying of faces to be unanimous, 

show that five residents copied all geometric forms. Instructions 

in IV-c to copy "Real vs. Abstract" shapes show seven residents 

copied both real and abstract forms, show one resident created an 

original design as a variation of the form to be copied (car), show 

that those who did not copy the shapes instead colored in the shapes 

as they appeared on the page (color book fashion), show more attention 

and affect was placed on the rigid shapes of the dice (realistic) and 

the square design (abstract) perhaps because these two objects are 

basic geometric forms. Occurrences of creative response in the 

Scribble Stage, when control rests with the artist, are observed in 

the tempera paint free movement of Exercise #1, Appendix IV-band IV-d. 

Residents did not have a specific shape to copy in Exercise #1, but 

repeat may possibly be understood as copied in drawings where dupli­

cation of form, line, or patterns occur in both controlled and named 

Scribble categories. Repeating a pattern became a specific way of 

deve 1 oping a drawing, both real and abs tract. The "Dot Arrangement", 

IV-b, results show only one person developed the dot clusters into a 

realistic form (duck), show dots are connected by lines in all draw­

ings except one where dots are repeated/copied in a continurn with the 
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original clusters, show an example of a scribble across the entire 

dot arrangement. "Free Line", IV-d, results show four residents re­

peated/copied the same line pattern, six residents colored in the 

space within the line design, and one low functioning resident 

ignored the handout completely, one high functioning resident creat­

ed a unique design within the original line pattern. 

In creative-copying-response, an idea can be duplicated, a dot 

pattern can be copied, or new images can take shape from what appears 

to be there. 

Occurrances of reproduction and imitation in the Preschematic 

Stage is observed in such exercises as the figure-modeling, where 

seven residents tried to represent the body as they viewed it by 

drawing the body trunk larger, different arm placement, appearance 

of foot or hands. ThehJuse copying exercise reflects the strongest 

urge to copy the form exactly as it appears on the photographs. A 

majority of the resident's drawings appear to ba&ed on a creative­

copying-response, a preconception to the images of a pumpkin, a 

house, or a person, and not a reproduction. The recall pumpkin 

drawing, after eating the Halloween pumpkin candy, took on character­

istics of Halloween faces/masks and not a reproduction of the candy 

itself. In the figure-modeling exercise, four residents returned to 

their usual representation of geometric primitive figures. In general, 

the research findings disclose a desire to duplicate the idea of a 

person, pumpkin, or house, but the shape or silhouette is not copied 
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as it appears realistically regardless of where the control lies. 

The Preschematic Stage, IV-e, ''Earliest Pictorial Representa­

tions'' has six basic shapes to be copied as a foundation in making 

animals, buildings, vegetation, and vehicles. These six selections 

are unanimously ignored, and the residents presented their own pre­

conceived creative images or abstractions of these four categories. 

Copying is used in the old traditional-school meaning when one re­

sident copied the work of another in her confusion to draw an accept­

able response. This type of uncertainty and copying response occurs 

in nine other drawings of Preschematic IV-g, because the majority 

did not understand the space concepts and terms necessary to elicit 

an appropriate response. In exercises where confusion and lack of 

knowledge prevail, the resident's responses are: copying from a 

neighbor, scribbling randomly, or creating comfortable imagery, e.g., 

flowers, squares, people. 

The design of the Schematic Stage exercises elicit a creative­

copying-response in that there are no shapes or patterns to reproduce. 

The control is placed on the resident to create a body-form (Exercise 

#5) or to create a snowman (Exercise #8). Schema, repetitive form, 

and duplication of stereotyped responses occur in these exercises. 

The copying response is a preconception to the resident's eidetic 

images occurring in a schema, and it is not a reproduction process. 
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Once again the Gang Stage exercises are designed to elicit a 

creative-copying-response. The results are based on preconceived 

images of clothing on primitive-body forms, of animal/building/vege­

tation schema, ratural repetitive abstract patterns. An unusual 

incident is recorded when a middle functioning resident copied a 

neighbor's figure and then drew his own primitive form right next 

to it. The comparison between the two figures shows great differ­

ences in the geometric shapes of the body and attention to detail, 

but not in an advanced-form technique. 

Evaluation/Interpretation The hypothesis is that there exists 

among the moderately and mildly retarded adults a copying urge or 

imitating tendency. Copying is found to mean a schema which is 

art patterns that are repeated in a specific manner when presenting 

a specific concept/idea/object. Copying if found to mean a set 

standard form of presenting a human figure, a type vegetation, a build­

ing, an animal, and a type vehicle, e.g., one schema will represent 

all vehicles whether a bus, car, or truck, or one schema will re­

present animals whether a bear, a dog, or a lion (the form looks the 

same). Copying is found to mean that the art product did not neces­

sarily look like the original, but rather it appears to be a personal 

creative response, a preconception or representation of the experience 

the resident has with the particular object. Creative-copying­

responses dominate the research in the Sch~natic and Gang Stages 

p1·obably due to the focus of the exercises on creative cognitive 

concepts, e.g., recalling images of houses vs. copying them. 
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In the Schematic and Gang Stages, the residents did not try to 

copy a shape, but would take the idea or subject (car, tree) and 

draw the object as they invisioned it. Both creative and repro­

ductive responses exist in the Scribble and Preschematic Stage. In 

the Scribble handout, IV-a through IV-e, the opportunity for precise 

copying of basic geometric shapes is available. The majority of the 

residents attempted to copy these primitive forms as presented in 

the key guide, e.g., the square, circle, sun sign. These basic 

forms appeared unconsciously in advanced exercises, but not as part 

of a copying strategy. 

As the developmental art exercises became conceptually more 

advanced in the Schematic and Gang Stages, the results are slanted 

toward a creative individualized way of expressing an idea or subject 

matter. The residents continue to express their subject matter in 

the primitive geometric formed body to geometric shaped floral de­

signs in the collage. The standard schema appears in this set form 

regardless of the stage, or the exercise directions. The copying 

skills are actively used by age five (Lowenfeld, Brittain, 1975). 

Skills can not be taught at the Preschematic Stage, because if pre­

requisite skills are missing, tasks become meaningless. So by the 

Schematic and Gang Stages, the residents continued to represent them­

selves in the geometric patterns where they felt comfortable. The 

two high functioning residents drew the human body in a realistic 

fashion, Gang Stage level, even when performing in the Scribble or 

Preschematic Stages. The body form remained constant and unchanging 
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even though it was an advanced design. In copying the dice and 

square design in IV-c, more attention and affect is placed on the 

square design as opposed to the soft curve shapes of the car, dis­

regarding realistic and abstract preference. Perhaps it is the 

familiarity of these basic fonns that capture their attention. The 

retarded have been observed to be less able to grasp abstract con­

cepts as opposed to concrete concepts when compared to individuals 

of normal intelligence (Werner, 1948). Therefore, the more meaning­

ful and concrete the material, the more apt the retarded is to learn, 

e.g., pumpkin candy, or modeling figures. The retarded person will 

grasp concepts more readily if the real object is present rather 

than pictures, and if pictures are used rather than an abstraction 

in the next level of effectiveness. 

In defining copying as opposed to tracing, findings in the 

research indicate that copying over a geometric shape appears 

easier (lower functioning skill) than drawing/copying the shapes 

independently. Coloring in a shape/space in a controlled scribble 

is easier than tracing over an exact form. The same subtle skill 

distinction is apparent in the Schematic Stage in defining the 

assembly of cut-out body parts as opposed to drawing the body figure, 

assembling being the easier or lower functioning skill. The physical 

and conceptual dimension of copying or repeating something appears 

more advanced or difficult than the basic recognition of an object 

as presented in tracing and assembling (Campbell, King, Robson, 1975). 



-71-

A specific objective explored is whether the need to copy can 

be attached or identified at a particular developmental level. The 

research indicated the answer is "no". Copying according to Lowen­

feld, Brittain (1975) begins at age 5, and some type of copying or 

another has occurred in all stages of development in the research. 

The capacity to execute specific shapes or schematic patterns and to 

interpret information received usually has identifiable characteris­

tics unique for each stage, whether executed by a retarded or normal 

child. When a retarded person responds naturally and consistently in 

art patterns characteristic of a specific stage, a schematic communi­

cation art level becomes established. When experimenting with a 

normal child, age five, in the worksheet IV-a, "Geometric Shapes", 

the general schematic response that occurred was to reproduce the 

original, generalize to the creative-copying-response, in one quick 

thinking transaction. For example, the girl maticulously copied the 

eight basic shapes, then asked "if she could draw her favorite pictures 

next to the shapes'', which are a pumpkin, star, heart, candy cane, and 

various alphabet letters. The thought process of organizing and 

interpreting information received visually to make judgment and 

create new ideas does not always occur in the retarded person. 

B. SYMBOLISM ISSUE 

Introduction This issue deals with symbolism from two vantage 

points: the verbalization and make meaning ascribed to a symbol by the 

artist, and interpreting symbols or repetitive patterns as recognized 
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by viewer. Symbolism as applied to the research findings is inter­

changed with these words: make meaning, making an art statement, 

label or verbal explanation, or symbolic representation. 

Findings The hypothesis is that there exists among the 

moderately and mildly retarded adults a need for symbols and/or 

meaning in art work. Specific objectives explored in the research 

that refer to expressive symbolism are: report realistic and ab­

stract symbolism that is preferred by residents; report the kind of 

symbolic art that has personal meaning to the residents; report the 

art patterns and art symbolism that are a pleasurable experience 

for the residents. 

Realistic symbols preferred by residents are the sun, the face, 

houses, vegetation especially the tree and flowers, cars and buses, 

human-figure, and animal forms. Abstract symbols preferred by re­

sidents include geometric shapes, letters of the alphabet, patches 

of solid color and linear designs or doodles. Geometric shapes 

used most often are radials, plus and/or "T" signs, cirlce, square, 

triangle, and rectangle. These shapes are presented singly and as 

a foundation for an object, e.g., a house, a car. 

The kind of symbolic art that has personal meaning is determin­

ed by the identification the residents give the object. Identifica­

tion and symbols occur in this format: labeling vehicles, e.g., 

"RTA Bus"; naming a face "Noranna"; titling an abstract design, e.g., 

"The Running Cowboy"; naming a dog "Brandy"; correlating symbol ism 
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and feelings with real and abstract objects, e.g., ''I named this 

bird 'Star' which makes me feel good and free". 

The patterns and symbolism that are a pleasurable experience 

for the residents occur in their art work. Pleasurable experience 

or aesthetic pleasure principle is defined as a natural approach 

to doing art that is satisfying and comfortable and to receive 

pleasure and reinforcement from the way the art appears, e.g., the 

symbols and meaning combined with vivid detail and excitement in 

the "haunted house" drawing (Exercise #3, Findings). The pleasing 

outcome, aesthetic pleasure principle, reinforces the copying or 

drawing process, whether the method is a progression or regres-

sion for the residents. The pleasure, whether aesthetic beauty or 

cognitive creativity, is within the resident. When control of the 

subject matter and methodology is given to the residents, these 

specific art patterns and symbols occur in schema form: abstract de­

signs of linear scribbles, doodles, or color patches; repetitive 

arrays of flowers, stars, or squares; primitive body and animal 

forms; environmental scenes of dog/tree/house or house/tree/sun. 

Lowenfeld, Brittain (1975) state that by the time the child is seven, 

he will have established a schema; drawings by children in first 

grade can usually be identified by the way in which an object is 

drawn the same way again and again. These schema examples occur in 

their established format in all developmental stages of the research. 

Lowenfeld, Brittain (1975) state that aesthetic growth does not 

sta,·t at any particular age whether it is applied to copying or 
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symbolism. Whenever objects or forms are seen in harmonious relation­

ship to each other, and where we have an integration of thinking, 

feeling, and perceiving, the child has developed an aesthetic aware­

ness either purposefully or unconsciously. The lack of aesthetic 

growth can be seen in pictorial representations that are either dis­

organized in thought and feeling or lack harmonious organization. 

The findings, Exercise #9, develop a familiar symbol into a har-

monious design or pattern. Three residents fashioned objects from 

scrap paper creating these symbols: sun, tree, and car. The other 

residents cut the images from design wall paper as the object existed. 

Two arrangements used these symbols in a harmonious repetitive pattern. 

Evaluation/Interpretation At the onset of the research, 

make meaning and symbolism were thought to be characteristics that 

would occur at a particular developmental art stage. The residents 

could then be identified as functioning in the developmental stage 

where their meaning and symbolism placed them. The research seems 

to show the eleven residents are able to make meaning and produce 

symbolism in all developmental stages (Appendix III), and specific 

symbols or meaning are not unique characteristics confined to a 

specific stage. 

Interpretation of symbols or repetitive patterns as a common 

recognizable object by the viewer can be classified in these subject 

areas: human body, animals, vegetation, vehicles, buildings. Miscel­

laneous objects fall under the sun, clocks, lights, and radios/TV. 
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The symbolism, whether a geometric shape square or realistic tree, 

occurs in a standard, unchanging shape regardless of the stage. A 

low functioning resident reached a maximum performance level in the 

Preschematic Stage (same patterns kept occurring), but was able to 

give responses in the Gang Stage even though the responses were not 

as defined or developed, as the high functioning residents meeting 

the conceptual capacity attributed to the Gang Stage. Understanding 

(make meaning) and responses (symbolism) are possible at all four 

stages, but the low functioning resident expresses symbols in more 

primitive form attributed to the Scribble Stage. 

Meaning and symbolism are united in a product/image of self­

motivation and self-expression. The resident expresses art as he 

chooses (self-expression) for his personal reasons and experiences 

with the art (self-motivation). Residents do have a standard symbol, 

schema, or doodle pattern uniquely attributed to different objects 

and this form remains constant through all stages. Symbolism tends 

toward realistic images in the Preschematic, Schematic, and Gang 

Stages when a choice is made available in the exercises. Favorite 

symbolic responses identified from the research by sex, functioning, 

and object are as follows: one low functioning female and one mid-

dle functioning male vary between controlled scribbles and primitive 

body figures; male high functioning is moving creatures/objects; 

female middle functioning is flo~ers/stars; female middle functioning 

is house/dog; female low functioning is primitive body-figure; male 

middle functioning is primitive body-figure; male low functioning is 
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geometric square; female high functioning is house/tree/sun; male 

high functioning and male middle functioning did not establish a 

doodle figure or pattern. In the Scribble Stage, 50% of the re­

sidents gave abstract responses, e.g., line, design, solid areas of 

color. These drawings are not identified by a grammatical explana­

tion, e.g., label, title. When the residents are asked "what the 

object is" or "would they like to label the art product", verbal 

responses are: "no", "I don't know", "what for", "nothing special", 

or "you name it for me". When abstraction occurs, the media, 

movement, appearance, and event appear to be sufficient reward to 

motivate the resident in the project. 

Symbolism can not be reviewed without the importance of the 

second part, make meaning, as a verbalization ascribed to a symbol 

by the artist. The frustrating paradox between mental retardation, 

language, and symbols is apparent in Berry and Eisenson (1956) 

research. They state that low intelligence undoubtedly is responsi­

ble for many cases of delay in speech. It is quite possible that 

many children appear, or even become mentally retarded, because they 

never learn to speak. Thinking, perceiving, remembering, predicting 

require the use of symbols. The residents have regular symbolic 

patterns/images that do not change, but make meaning involves a 

variety of characteristics that occur in these forms: labeling or 

na~,ing vehicles - "RTA Bus"; houses - "school"; clothing - ""32 on 

T-shirt'; people - "Noranna" or role - "mother"; personal statements -

"IWTS'; story telling - "Snowman's Adventures"; titling of design or 
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project - "Sunshine to Grow" or "Flowers in May"; and symbolism tied 

to feelings - "Named my bird 'Star' which makes me feel good and 

free", "named 'rough waters' for scared feelings of the Great 

Santini where everyone died". Make meaning is an important 

adjunct to symbolism as expressed in Lowenfeld/Brittain (1975) 

statement: Art is NOT representation of an ojbect itself, rather 

it IS the representation of the experience we have had with a 

particular object. In this reference, "representation" involves 

visual perception, sensory input, judgment, physical and schematic 

responses. The residents express their thoughts of the drawings in 

the labeling variations, and their make meaning occurs in the same 

process without regard to the level of functioning difficulty of 

the art exercises in any stage. 



CHAPTER V 

SUMf'ARY and CON CL US ION 
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A. THESIS HIGHLIGHTS 

The highlights are a brief summary of the research information 

as it applies to the hypothesis. Findings in the research support 

the position of the hypothesis that there does exist among the moder­

ately and mildly mentally retarded a copying urge or imitating 

tendency, and a need for symbols or meaning in art work. Copying 

tendencies and make meaning characteristics are found to exist in­

dividually in the art work of all four developmental stages, as 

defined by Lowenfeld and Brittain (Appendix III). A resident does 

not progress from the copying stage to the expressive symbolic 

stage. Review of the Literature establishes both copying and 

symbolism as originating in the Scribble Stage for the normal art 

performer. From the onset of the Scirbble Stage, both copying 

tendencies and make meaning symbolism are also found to exist 

simultaneously in the art work of the retarded. This was an un-

known fact before the research. 

The copying issue is founded on the concensus of where the 

control is maintained, with the person copying or the person giv­

ing the instructions. The theory of copying becomes secondary to 

the way it is used. The research findings verify examples where 

art can be a generative or reproducing means, and where copying 

can be an end in itself. The findings include the way copying 

was used by the residents from two points of view; occurrences of 

creative-copying-response, e.g., duplication of an idea instead 

of a shape; occurrences of reproduction and imitation, e.g., copying 
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the pumpkin, the house photographs, or the figure-model. The re­

sidents tend to duplicate an idea from the art exercise or visioned 

object, but they do not reproduce the exact form, except in the 

Scribble and Preschematic Stages. The creative interpretation of 

the original which occurs in the Schematic and Gang Stages is in 

their standard schema which often contains primitive geometric 

shapes and body forms originating in the Scribble Stage. The 

copying process peaked in IV-g, "What You See", worksheet, when 

the residents (except three) could not copy parallel lines and 

directional lines and generalize to cognitive concepts of place­

ment. The behavior during the exercise was mass confusion result­

ing in copying a neighbor's work, in nerviousness and agitation, 

in totally ignoring the worksheet. When confusion, agitation, or 

bordom occur, the residents usually revert to doodles, scribbles, 

colored patches, primitive body-forms, or geometric shapes, regard­

less of their functioning levels. 

The make meaning symbolism issue separates the residents' 

meaning from their repetitious standard pattern of using symbolism. 

In reviewing symbols, residents do have a standard form/figure/shape 

for a specific symbol that remains constant in all stages. The 

content of favorite symbolic responses are identified as: scribbled 

patches of color of lines, primitive body figures, flowers, and 

trees, sun, houses, dogs, and geometric squares or circles. In all 

stages, a symbol that is identified as subject matter can also be 

categorized in Kellogg's four basic child interest areas of animals, 
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vegetation, buildings, and transportation. The symbols tend toward 

realistic images in the Preschematic, Schematic, and Gang Stages 

when a choice is made available in the exercise. 

In reviewing make meaning, a variety of symbols are found 

throughout all stages. In the Scribble Stage, 50% of the residents 

do not recognize, identify, clarify, or label their drawings in any 

way. The remainder of the research findings have some form of 

meaning ascribed to the drawing by labeling, naming, titling, or 

by making personal statements and identifying feelings. The re­

sidents show a correlation between the final art product and per­

sonal meaning, and they have a bond with art through meaning. The 

art work may reflect a skill deficiency, but the self-expression 

and disclosure achieved in one art project makes the experience 

meaningful. 

Art patterns and art symbolism are a pleasurable experience 

for the residents. The resident's art is more than the representa­

tion of the object itself, copied or an original; it represents a 

valuable, rewarding, self-satisfying experience between the de­

signer and the art. The art becomes a representation of the person, 

his values, his sense of beauty and pleasure, and his response to 

art becomes a holistic experience. The self-satisfaction creates 

a natural flow of personal meaning that may or may not be expressed 

outwardly. Copying patterns and symbolism may or may not be tied 

into this meaning, but the expression of meaning is generated 
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verbally through script or non-verbally in the visual art product. 

All of these issues, copying, symbolism, and meaning play a valua­

ble part in the art experience, whether the artist is a four-year 

old child or a moderately mentally retarded adult. 

B. CONCLUSION 

The conclusion contains my position of research observations 

and issues that remain unclear and unfinished after terminating 

the experiential art group, and issues that can be interpreted or 

supported from the research art v.0rk from a new approach to the 

literature. 

Extended Research The copying issue remains unclear and 

unfinished after terminating the group. The research contains 

these points: two high functioning residents have copying skills 

characteristic of the Gang Stage level and these characteristics 

were also present in the Scribble Stage exercises; low functioning 

residents can copy at Schematic and Gang levels, but objects have 

no details, have primitive shapes, have geometric design founda­

tions, and have creative or intuitive characteristics; low function­

ing residents can not relay copying to art concepts, e.g., IV-g 

confusion. In conclusion, the art findings show the residents 

did not relay copying to art concepts, which follows this function­

al thought process. The process is copying to visual perception 

to mental patterns to judgments. In this research the process 
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of the IV-g worksheet went from copying to some recognition (visual), 

to scrambling of mental patterns (little interpretation), to con­

fusion and choas (no judgment or understanding is visible). In 

conclusion, their response is creative rather than imitative in 

the majority of the drawing results. 

Further research is needed in the copying issue which would 

explore these unfinished areas: establish the existence of exact 

copying characteristics of retarded in the Schematic and Gang Stages 

of developmental art patterns; establish new exercises based on 

progression from copying to judgment; establish new exercises re­

lating meaning to copied object to similar object (at progressed 

cognitive level). The research exercises herein are designed for 

too broad a category and observational range to detect precise 

copying patterns for effective perceptual measurement. 

Further research is needed to explore learning concepts of 

the retarded to their familiar symbolism and their meaning. Learn­

ing set and transfer of learning is interrelated in a retarded 

individual's capability to make judgments. Learning set refers 

to an individual's capability to learn how to learn or make visual 

interpretations. Transfer is generally regarded as the capability 

to apply learned responses and experiences from previous symbolism 

or problems to new symbolism or problems with similar components. 

Smith (1968) indicated that retarded children are generally capable 

of establishing a learning set. Meaningfulness seems very important 



-83-

to the retarded person's capability to transfer, with a more mean­

ingful shape or task (Scribble Stage) being easier to learn initially 

as well as to transfer to a second stage or concept. Retarded have 

difficulty in transfer tasks and they progress at a much slower pace 

than the normal child. 

New Interpretations Some of the research findings can be 

interpreted to correlate the idea of copying with meaning. Some 

low functioning and high functioning residents are found to be 

ritualistic in their approach, method, and process of doing an art 

project. Examples of results of methodical behavior are: copying 

every shape from the top of the page to the bottom many times with­

out variation; presenting an object as moving whenever possible; 

tracing and/or coloring every shape without exception, variation, 

or interpretation. There appears to be a strong need to copy a 

shape in a satisfying way and to receive pleasure in the way the 

art appears, e.g., the "moving" duck, the "moving" pumpkin, the 

"moving" man or animal. The pleasing outcome reinforces the copy­

ing or drawing process, whether the method is a progression or 

regression for the resident. The Utilitarianism Creed holds that 

a person's main objective in life is seeking happiness, the ''Great­

est Happiness Principle". With this Principle as its foundation, 

Utilitarianism states that actions are right in proportion as they 

tend to promote happiness, wrong as they tend to produce the reverse 

of happiness; happiness is intended pleasure and the absence of 

pain (Betham and Mill, 1977', Nature has placed mankind under the 
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governance of two sovereign maste~, pain and pleasure. The pleasure 

principle is seen in human nature. Primary behavior involving 

nourishment and sexual drives are reinforced because the results 

are satisfying, pleasurable experiences. These aesthetic principles 

can apply to copying techniques and to the experience the resident 

has with an art project. Aesthetic growth and values do not apply 

to a particular chronological age (Lowenfeld, Brittain, 1975), but 

they are experienced by the adult and child, whether normal or re­

tarded with the integration of thinking, feeling, and perceiving. 

When a resident avoids specific geometric shapes, Appendix IV-a, 

it could show preference or capability, and it could show pain or 

discomfort in doing a shape that is difficult and unpleasant. 

When a resident copies an art project in a specific way, it has 

meaning and satisfaction during and after the art experience. 

This motivation relates to Smith's (1968) research that a more 

meaningful shape or performance is important in the retarded 

person's capability to transfer learning. 

Another interpretation of the research findings that can 

relate make meaning and symbol ism to the aesthetic pleasure 

principle is the communication-meaning-control issue. The research 

shows that certain low functioning as well as high functioning re­

sidents always label an art product, while others never do. This 

outcome appears to show preference and not capability of applying 

meaning to symbolism, e.g., by this drawing and labeled explanation 

"this is how I want you to see me". These findings were reviewed 
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with said consultants, and the concensus is labeling or applying 

specific meaning may be the artist's way of controlling the direction 

of the viewer's recognition of symbols or designs, e.g., cluster of 

dots is labeled a ''duck'' by one and a ''ribbon'' by another resident. 

The artist, by labeling, decides what object the viewer is to see in 

the art production. If the art product is unlabeled, the viewer is 

left to his own imagination and interpretation of the dot clusters. 

The resident maintains control when the label is not changed, or he 

is reinforced by his personal satisfaction in choice of titles, as 

well as receiving the viewer's attention. A child first crys (verbal­

izes) for milk during the innate period (0-3 months) and the body re­

ceives satisfaction upon receiving the nourishment. The first symbolic 

patterns are established in the image of a bottle or a mother's face, 

centering on the pleasure of nourishment (Brazelton, 1969). The baby 

verbalizes the control in the crying sounds. The process of symbol, 

meaning, and pleasure is established in a pattern of behavior based 

on sound, and on communication. Sound communication eventually pro­

gresses to script communication, and the artist's control is in the 

word power interpreting the art work in a manner that is both com­

forting and satisfying. 

Art is NOT the representation of an object itself, rather it IS 

the representation of the experience we have had with a particular 

object (Lowenfeld, Brittain, 1975). Thus, every art work has a copy­

ing urge, a personal meaning, and symbolic expression, whether the 

artist is a four-year old child or a fifty-year old mentally retarded 
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adult. The meaning and symbolism of the visual art experience is 

shared by the artist and the viewer, but pleasure of the art 

experience is within the artist. Art is a natural form of expres­

sion regardless of the art process or its conceptualization. 
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I. Rel ease Form 

II. Chinn, Drew, Logan, 1979 

a. Mentally Retarded Child 
(0 to 24 months) 

b. Mentally Retarded Adaptive 
Behavior Chart 

III. Lowenfeld and Brittain, 1975 

IV. 

Developmental Art Stages 
and Context 

Exercise Worksheets 

a. Geometric Shapes 

b. Dot Arrangement 

C. Real vs. Abs tract 

d. Free Line Scribble 

e. Earliest Pictorial 
Representations 

f. Size Discrimination 

g. What You See 

h. Blank Picture Sentence 
Story 



ANONYMOUS CONFIDENTIALITY RELEASE FORM 

I authorize the "X" Association for the Retarded, 

ART DEPARTMENT, to release unidentified art work 

about (resident) 

for the purpose of ___________ _ 

This release is effective from -------
to _______ _ 

(Resident) 

(date) 

(Staff Witness) 

(date) 

I 
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DEVELOPMENTAL ART STAGES 
Lowenfeld and Brittain, 1975 

SCRIBBLE STAGE 
2-4 yea rs. 
The beginning of self­
expression. 

PRESCHEMATIC STAGE 
4-7 years. 
First representation­
al attempts to com­
municate. 

I I I 

Developmental Context 
RANDOM MARKS: Evident in the infant's 
experimentation with waving hands in 
air, holding objects (crayons, food) 
or using fingers in finger paint or 
strained food. 

UNCONTROLLED SCRIBBLE: The continued 
experimentation and elaboration of kines­
thetic experience. A child's attempts 
at a form of self-exploration is oc­
curring. Babbling accompanies this 
effort. 

CONTROLLED SCRIBBLE: Child concept­
ually recognizes a connection between 
a mark on paper and himself. Lines 
are often repeated and readily varied. 
Lines take on meaning for the child as 
do colors. This stage parallels the 
pre-schooler's interest in all forms 
of exploration. A milestone in this 
stage is naming of scribbling, and it 
culminates with the emerging of re­
cognizable shapes. 

The child makes representational at­
tempts and is aware of himself as 
the center of his world. First at­
tempts produce human figures, houses, 
and trees. Color is less significant. 
Form is the focus now. No spatial re­
lationships are established yet. The 
child is not ready to read or socialize. 
The experience itself is the teacher. 
With increasing awareness, more de-
tails are evident in a picture. In­
dividual creativity will begin to 
emerge now. 

(continued) 



SCHEMATIC STAGE 
7-9 years. 
Achievement of 
form concept. 

GANG STAGE 
9-12 years. 
Dawning realism; 
spatial depth expres­
sing deeper social 
awareness and realism. 

I I I 

cont I d 

A child's art work is highly in­
dividualized and signifies his 
ordered world. When he deviates 
from his normal schema, an impor­
tant conceptual change has occur­
red and he is artistically demon­
strating it to others. Space re­
lationships are important with the 
use of a base and sky line. Colors 
realistically approximate the 
object. With the emergence of a 
schema, the child moves from ego­
centric behavior to social inter­
action. 

Peer influences are evident now 
with more attention to details, 
realistic interpretation, greater 
use of shades and hues of color, 
use of decoration for art projects 
and disappearance of sky line. 
Sky now meets earth. What a child's 
friends think of his work is more 
important than what the authority 
figure in his life might think of it. 



GEOMETRIC SHAPES 
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Draw any shapes you choose. 
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DOT ARRANGEMENT 

Do anything you choose to the dot clusters. 
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REAL VS. ABSTRACT 

Draw each object below. 
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IV-d 

FREE LINE SCRIBBLE 

Do anything you choose. 



EARLIEST PICTORIAL REPRESENTATIONS 

Draw an object appropriate for each category. 
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Family: BIG and LITTLE Person SMALL Person next to BIG Tree SMALL Person next to BIG House 
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IV-s 

WHAT YOU SEE 

Straight Line Something ABOVE another 

Something BELOW another Parallel Lines OBJECT 

Angle Lines WORD describing drawing (top) 



BLANK PICTURE SENTENCE STORY 

Read story. Draw the appropriate 

symbol or image in each blank. 

WINTER CANE -t 

.fallinq Qh 11,t. ___ _ 

ar-c s1'uc.k in 1he snow . 

.CVloW - ------, 

an his h_ea d, 

is ______ _ 

IV-h 

Tlie ____ _ 

---------· 
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