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THIS BOOKLET
TO
MY MOTHER.






PREFACE.

WISH to acknowledge the generous encouragement
I have received from H. Tunaley, Esq., late H.M.I.

of Art in Training Colleges of England, whose

mspiring enthusiasm for true Art teaching has
strengthened the hands of all who have the abiding artistic welfare
of our Homeland and Empire at heart. Also the unfailing
generosity and courtesy of the IEditor, Chairman, and Directorate
of the Educational Journal, The Schoolmistress, in whose pages

these lessons originally appeared as part of a series under the title
of “The Teaching of Pastel Work.”

They are a plea for the rational appreciation of Drawing as

a most valuable means whereby we may aid in unfolding the

God-like 1n our children.
E.S.N.

SHEFFIELD.
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“SIGNIFICANCE”

OR

Flower Drawing with the Children.

LESSON I:

A FOREWORD.
Brunelleschi and Donatello.

HERE 1s a beautiful story told by Vasari,
| the biographer of the artists of the Renais-

K sance, of the two friends, Donatello and

N AT
DE AN

Filippo Brunelleschi. These young men
sy lived in Florence in the fifteenth century,

ri

and scarce yet out of his apprenticeship to the arts of design
and sculpture. They worked side by side and freely exchanged
thoughts upon their loved subjects, as youth will.

One day Donatello, with face aglow, invited his friend
Filippo to look at a work upon which he had been engaged
during his leisure hours. With the impatience of anticipated
joy the lad led his friend to his little workshop; without a word
he exposed his work and waited. His friend said nothing; he
looked at the carved wooden Calvary quietly and without emotion.
At last Donatello could contain himself no longer.

“Well, Filippo, what thinkest thou?”’

Brunelleschi turned and half hesitatingly looked the other
in the face.
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““Dost thou desire the truth, Donatello?”’
““Of course I do. Is it not good?”’

““Nay, I cannot deny it, the carving is good, it is clever, but
it 1s not the Christ that thou hast carved; ’tis naught but a clown,
or, at best, a good-looking peasant.’

The eager anticipation died out of the lad’s eyes, anger and
mortification took its place.

““Thou art jealous, Brunelleschi; "tis because thou canst not
carve so well thyself that thou say’st my work 1s a failure.”

And after a fling of his hand across his unruly eyes he
re-covered the work. Together they left the tiny workshop, both
silent, nor did they again refer to the carving.

One morning, some months later, Filippo linked his arm
within his friend’s.

““Come, Donatello, dine with me to-day; we’ll have a feast.
I want to make merry for once.”

On leaving their master’s botega they made their way to
the mercato.

‘I have to see an old man over yonder about some fine
wood. I may be detained a moment, so do thou go forward to
my room. Thou wilt not object to carry the feast with thee.”

Amid laughter and merriment the eggs, bread, apples and
cheese were purchased and deposited in Donatello’s apron.
Filippo left him, and the lad slowly made his way to his friend’s
house. As DBrunelleschi was not yet in sight, he entered.
Suddenly he was arrested. Before him in the tiny room, and
flooded with light from the one window, was a carved Calvary—a
crucified Jesus. Full of curiosity he went forward, his eyes
eagerly scanned the face and form. All was there, no feature
misinterpreted, no scamped workmanship his one brief glance
told his jealous mind this. The calm and sweet repose of the
hanging form bore down upon him, and his hands loosed their
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hold upon the apron, its contents rolled brokenly away, and he
stood transfixed.

“Where’s my dinner, Donatello?’’ and the ringing voice of
his friend awoke him.

“I am sorry, Filippo,”” he said, as he glanced ruefully upon
the ruined eggs and cheese. ‘‘But I have had my dinner; thou
didst prepare a greater feast for me than I dreamed of. Filippo,
thou was’t right. I carved not the Christ; mine was only a clown
in very truth. It is given thee to carve the Christ; thou art a
greater artist than I’’; and the two friends embraced.

Fifty years later Filippo Brunelleschi was acknowledged to
be the world’s greatest architect. He was the re-discoverer of
the secret underlying the erection of great domes, and the building
of the dome of the ‘““Duomo,’’ which means dome, or Cathedral of
Florence, was his masterpiece. Michael Angelo, when asked by
the jealous Pope to rear for him a more magnificent dome in
Rome, answered, ‘I may erect a bigger, but a more beautiful
1s not possible; and when I die, I pray my countrymen will let me
rest where, from my tomb, I may look forth upon Brunelleschi’s
work’’; which wish the Florentines did their best to fulfil when
they laid him within their Church of Santa Croce. Donatello
ranks with Michael Angelo as the greatest sculptor of the
Renaissance—the sculptor of the spiritual.

The secret of the success of these artists lies 1n their just
estimate of the means to attain an end and the end itself. They
had early realized that mere mechanical accuracy and skill were
not art at all, and that the mechanical was only a means whereby
real life, the spiritual thought, might be expressed, as in this
instance the Christ could never be just a crucified man whose
body would respond in contortions to the agony of the multi-
tudinous mixed sensations of mortal fear of suffering, but rather
there would be 1n their place a grand oneness or unity pervading
the whole form, face, body and limbs, and thus every feature
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would reflect the calm, tender abstraction of His mind from
physical and selfish indwelling. To them all line, form, tone
and colour were significant.

The Madonna Della Sedia.

Let us consider one other story told about the famous
painting, the Seated Madonna, in the Pitti Palace in Florence.
An old monk was one day journeying from his own monastery to
a far distant one. As he passed through a forest a great storm
arose, the winds blew, the rains fell, and the lightning flashed.
For some time he struggled onward, hoping to come to a charcoal
burner’s hut wherein he might find shelter. At last he could go
no further, and sank exhausted at the foot of a great oak. Here
he lay until the morning, when he was found by a young girl.
In a moment she took in the situation and disappeared, to
reappear very shortly with her father, bearing bread and wine.
Presently the old man revived sufficiently to be assisted to their
hut. After several days he was able to continue his journey, but
ere he left he prayed that God’s greatest blessing might rest
upon the oak that had yielded him shelter during the night, and
upon the girl who had brought him succour in the morning.

Years passed, but now a stalwart youth traversed the wood.
As he approached the inn on its outskirts, he saw a young mother
seated with her little one in her arms and an older boy playing at
her side. The sweet scene pleased him. He had long been
trying to express an idea of the Madonna, but the precise
expression he wanted eluded him. Here he found that for which
he had so long sought. With the mother’s permission he hastily
sketched the scene upon the top of the wine cask standing near;
he carried it away with him and completed the picture whilst the
memory was still vivid. '

Tradition says that the mother was the little Mary, woman
grown, who so willingly ran to bring help to the old monk, and
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that the barrel was made from the oak that had sheltered him.
The young man was Raphael, the painter, and what he saw 1n
the woman’s face was a developed selfless love and tenderness
and mercy which had already been active in the child. These,
to him, were the qualities his Madonna must exhibit; fineness of
form and feature were secondary to him. To-day, travellers
journey from all lands in order that they may look upon this
Madonna della Sedia, among other mighty works, and go back
home quieter and nobler for the sweet thought that has come to
them from 1t. The prayer of the monk has found fulfilment.

After Raphael’s death, artists forgot that “‘form’’ was only a
means whereby thought and feeling should be expressed, and they
became enamoured of beauty alone. They sought only for physical
perfection without caring for the character, the significance,
beneath; and such beauty had dulled their eyes. Mechanical
accuracy only 1s far too mean and easily-measured a standard
whereby to stir emotion in another; in order that ‘‘deep shall call
unto deep’’ there must be vital mental struggle, real living. This
was absent, therefore the decadence of art set in and the high
level of the art of the Renaissance has not since been attained
to, nor will be until similar motives animate the worker from
the outset.

The Teacher’s Aim.

In these stories we have the teacher’s aim most powerfully
illustrated. It i1s our object to so educate the children that they
will surely and steadily gain the power to think rightly; that is,
to be themselves before and above all things else, and to reverence
the aspirations and thoughts that arise within them, so that they
shall gradually be brought to know that in these they have the
truest guides-for the conduct of their lives. The Greeks of old
realized the importance of this, and the one theme of the teachings
of their famous philosophers was ‘‘know thyselt’’; we cannot
begin too soon to educate our children in this fearless knowledge,
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hence we must not neglect any educative means that shall
materially assist in the attainment of this end if we wish that
there shall be the dawn of a golden age for us of the British race.

The Meaning of Art.

You may ask what has all this to do with the teaching of
flower-drawing, especially to the younger children. Let us, as
teachers, never forget that there is only one road leading from
infancy to manhood, and that the artificial divisions into Infants,
Juniors and Seniors have no real existence, and that what 1s
taught to the last has its foundations laid in the first. We do not
teach young children to pronounce words and syllables in one way
until they reach, say, the age of ten years, and then suddenly
require them to alter the sound and relearn them; what we have
taught the young children will last them throughout life, we have
fixed a real stone into the foundations of the building, and we

leave 1t there.

So in the teaching of drawing there must be one continuous
growth, a building up from the first, and 1t 1s our object to prevent
the waste of precious effort and time which so often 1s the case
because the teacher has no clear idea as to what she wishes to
impart. If our vision is clear our teaching will be effective, and
a joy both to the children and to the teacher.

Art is a term too limited in its accepted meaning. It is
usually applied to music, literature, and fine art, which last
includes painting, sculpture, architecture, and applied design,
as embroidery, metal work, and the art crafts generally, because
in these the success of the worker depends entirely upon the
thought and feeling he is endeavouring to tell another. But this
1s too mean a definition, for everyone is an artist, and he betrays
himself in every work performed. The lowliest occupation is a
work of art, and its standing as such depends upon the under-
standing spirit in which the worker has wrought. If he has been
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his true self and has grasped the peculiar nature and construction
of his subject, then, be the work sweeping snow away, cleaning
boots, working a problem in arithmetic, or painting a noble
picture, or teaching a class, or representing an apple in pastel,
or writing a poem, it 1s a true work of art; but it emotion, the
pleasurable element, and interest, and hence thought, or the
structural consciousness, be absent, there can but be half-hearted
efforts made, and if there be no desire in the doing thereof to give
joy to others or to himself, then the mechanical action necessary
to do the work will be equally poor, so poor indeed that we forget
to call it art at all.

Not Hand and Eye Training, but Mind Training.

Thus we see that the perfection of the mechanical, 1.e., the
mere manipulation or hand-work, the so-called *‘drawing,” i1s
dependent entirely upon the thought which is endeavouring to find
expression. But if we begin by insisting upon the mechanical,
and seek perfection by its means primarily, we are beginning at
‘the end, and it is impossible for there to be any satistactory result.
For here is no true self-expression because there is no demand for
expression, there is nothing to express, but if we begin with the
emotion and interest, and hence thought, as uppermost in our
minds, the mechanical will take care of itself, the mind will seek
means whereby to express itself beautifully, there will be a desire
to be doing, to practice, and there can be no weariness until
perfection is attained, for there 1s joy in the doing because it
means something.

It is not “‘hand and eye’’ tramning we want, but mind
training, then the former will naturally follow.

The Masses supply the Art Craftsman.

This true art training is needed by all the children, whether
they eventually become art workers or not. But whilst many
will become craftsmen and craftswomen, we must not forget that
they largely reflect the ideals of the great mass of the people,
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and that great art means national high ideals. Therefore it 1s
essential, from two standpoints, that we should be quite clear as
to our aims 1in art teaching. First, because we have, during the
first nine years of school life, the entire moulding of the fine art
craftsmen of our nation, the majority of whom come from the
masses, and their work will be great only in proportion as it
reflects thought and emotion, 1.e., inspiration. Second, because
these workers are very much influenced and supported by the
thought of the rest of the population, and if this be mean and
poor, the mighty impulse playing upon the worker 1s to a certain
extent neutralized; he cannot, therefore, produce works of a lofty
nature. Thus, we must recognize that there exists a great inter-
dependence between the worker and the masses, both of whom
are most largely under our charge, and we teachers may not, 1n
our duty to the children, approach our subject without clear 1deas
as to what we must impart and how we must guide their first years.

Illustration to
Lesson II.

NOTICE THE
SHAPES OF _
BACK GROUND Qi




LESSON 1,

—— e —

Shape, the Alphabet of Drawing.

EveEry picture, whether it represents a simple object or an
incident, tells a story, and the making of the picture 1s called
drawing.

Therefore *‘ drawing,’”” in the sense of art, 1s description,
and 1s a language 1n itself, and by its means we may communicate
thoughts to one another. Like all languages, 1t has its alphabet,
but unlike spoken languages, which have their own special and
exclusive alphabets or symbols which represent different sounds
according to the respective nations employing them, there 1s 1n
drawing only one alphabet, and it conveys the same meaning to
the whole human race, and 1s not the peculiar possession of any
one race or nation. Just as flowers and clouds and human beings
are to be found in all parts of the earth, and no one land may
claim them as their exclusive right, so 1s this language equally
universal, for its alphabet 1s based on the beautiful shapes which
are the common possession of all creation. Beautiful shapes,
then, are the foundations of every picture and piece of sculpture,
and of every true representation of even the simplest objects;

they are at the heart of all designs—in fact, there can be no
design without them.

The very word ‘‘design’’ means intention, a deliberate
choice; the work i1s not a haphazard chance, or a mindless
production. The artist has consciously put the shapes there; he
has arranged and re-arranged them until he 1s satisfied with the
music of shapes he has played, shape of the background in
harmony with shapes of the ornament. There can be no design
without the concurrence of the two. Colour 1s only an added
beauty which cannot of itself redeem the work 1if the pattern of
shapes 1s not there. When an architect plans a great building,



SHOWING THE ARCHITECTRAL VALUE
OF BEAUTIFUL SHAPES.

SHAPES THE
FOUNDATION
|OF THE
BEAUTY

OF ALL
NATURAL
OB JECTS.

SHOWING THE COMBINATION
OF PLEASING SHAPES IN
COMMON OBJECTS.
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he always bears in mind the surroundings amid which 1t 1s to be
reared, in order that his work shall be in harmony with them,
that 1s, it shall make beautiful shapes with its background.

Thus we see that from the outset we must definitely recognize
their value and importance, and that our primary work in the
drawing lesson 1s to teach this alphabet of shape.

Children are fascinated by Details.

When we recognize that a person 1s graceful or awkward, we
are estimating their whole effect; we are not permitting our eyes
to be fascinated by details, but we are looking beyond these and
really dominating them, linking them up and seeing them in their
right relation the one to the other. Now a child does not see the
whole, i.e., grasp the relationship of details. In fact, it sees the
details most definitely. It we examine its drawing of a man, we
find 1t invariably represents the head as a small oval whereinit
places eyes, a side view of the nose and mouth with the teeth
showing, the body as a larger oval, and the arms as straight lines
with every finger separately indicated, and the legs also as lines
with the feet at right angles to right and left respectively. These
drawings have, however, that high quality of spontaneity and
fearlessness which so often is lacking in its later ‘“‘educated’
productions, but which it is essential should be inviolably
preserved.

Though 1t has but little sense of the relationship of parts, yet
it is not line that attracts the child. If we watch the face of one as
it looks through a book containing coloured and black and white
pictures, we see unmistakably that it 1s the coloured pictures that
give it the greatest pleasure, then those that are in big masses of
black and white, and lastly, those that are merely line drawings.

Here we have our link between the conscious true sight of the
adult, which he employs deliberately, and the instinct of a child,
and the path along which we must lead it is clearly indicated.
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Implements used in Drawing.

Before we go further, let us see what relation the instruments
we use in drawing bear to this aspect of the subject.

A lead pencil is an implement whose point is very narrow and
inflexible, even when it 1s rubbed down and made as broad as
possible. Progress with it 1s slow; an object cannot be quickly
represented in its fullest truth by its means, and for the production
of a result that shall be at all satisfactory to the child itself,
patience and endurance are necessary. But it has not yet the
power to see an end from the beginning, and of knowing that if 1t
persists long enough with the pencil upon the same drawing, that
it finally could make a fair representation of the object; but neither
has it the staying power to make this a possibility, nor has it the
skill to manipulate so delicate an instrument. Finally, 1t 1s not
desirable to ask the child to translate colour into black and white,
especially as colour is an integral part of the object, and the child
1s most attracted by it; the pencil study 1s at best an abstraction.
From all points of view, therefore, the lead pencil 1s not a satis-
factory instrument with which a child may record truthfully, and
with pleasure to itself, its impression of an object.

A brush i1s more flexible, its hundred tongues are willing to
speak as one, they are spread out into a broad mass or become the
finest point according as its user wills, and by its means a large
area may be quickly and easily covered. But water colours are
a difficult medium for children to master, and very disappointing
results are obtained, for knowledge 1s necessary that cannot be
readily acquired. Much skill is needed to control the brush and
to estimate the right depth of colour and the right quantity of
water that shall dilute it, for it dries much lighter in appearance
than it seems to be when wet. The difficulties are so great as to
wholly discourage a child, and this is fatal to self-expression.

But in the place of the unyielding pencil and subtle brush we
have the pleasing crayon.
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The value of the Crayon.

The crayon or pastel is by its nature soft and easily rubbed
down to a broad implement wherewith a considerable area may
be covered at once, or a fine and delicate drawing may be made
by simply using the edge. Again, there is no bad habit associated
with 1t to be eradicated, as there is, unfortunately, with the lead
pencil and the india-rubber, which latter predicts and makes
failure a certainty by unconsciously relaxing effort. By its free
use fear is admitted into the mind, and faulty and hesitating work
results, and so defeats our aim of perfect self-expression. By
using crayons this evil has no admission, because the ruinous
effects of using a rubber are so obvious in this work that it cannot
be indulged in; this naturally makes the child observe more

carefully ere it draws, and encourages fearlessness as well as
accuracy.

The Hand of a Sensitive Pencil-holder.

When we listen to the playing of a fine musician, the music
tells us that his fingers are lovingly caressing the keys, that he
and his instrument are one; the audience is a thing quite apart
and far from them. This should be the case with drawing; the
pastel in the child’s fingers is the means of letting his joy in the
thing betore him be known to himself and to those about him.
He does not draw with his hand; this 1s but a sensitive pencil-
holder to move as the mind dictates, and the two move as one
with every impulse that passes through him, and should leave an
indication of the most delicate inipulse, just as the electric needle
records the wireless message.

[t the pastel 1s hard and greasy it will not respond to the
subtle feelings for which the slightest pressure 1s needed; instead,
the attitude of the child’s mind 1s totally changed, it becomes
intent now upon compelling the crayon to make marks upon the
paper, the crayon is dominating him and intervening between him
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and the emotion which he is unconsciously wanting to express.
His real joy has fled, and a much less refined impulse has taken

its place.

We can now understand why it is essential that we should
avoid hard and waxy crayons; they are antagonistic to the aims
of our lesson. Such should not be used; any crayon, because it
1s so labelled, is not necessarily the right instrument. Pure
pastels or crayons, being dried colours pressed into shape, are
very fragile; this is the very reason why we use them, but their
strength 1s their weakness, for they readily break. Wax has
therefore been introduced into their manufacture to make the
particles adhere, but this addition, whilst serving the immediate
purpose of the maker, has ruined the utility of the pastel. Though
the pastel readily breaks, the small pieces are manipulated in a
wonderful manner by the delicate fingers of the children; pencil-
holders may, however, be utilized to lengthen the smallest pieces.
The best intentions and labours are rendered futile if the materials
are hopelessly inadequate, and great care should be taken in the

selection of proper pastels and crayons.

By means of the pastel the effect may at once be obtained
in a truthful representation of the object, both in colour and form.
The surface may be rapidly covered and the masses and shapes
readily recognized. These may be tested by the child itself whilst
its interest 1s still keen; thus, its attitude of mind is changed from
that of a doer to that of a critic, which at once strengthens it for
further effort. There 1s no discouragement forced upon it by
using a too subtle medium. The effect obtained 1s a natural one,
and gives pleasure to the children, and creates a desire to repeat
it again; the lesson will be anticipated with sincere joy, and this

zest 1s the soul of real work.
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LESSON 1l

Why we use Tinted Paper.

A FINE picture in colours is incomparably more fascinating than
a photograph, for the very reason that it approximates to the
truth of all the surroundings of the original scene, or person, or
thing; this makes the picture ‘‘ living,”” and capable of arousing
emotion. These qualities are lacking in the colourless print.

Thus it 1s the total appearance of form, tone and colour,
1.e., the oneness or ‘‘atmosphere’’ that produces the eftect upon
us, and all of whose components must be reproduced if we are
to communicate its impression equally powerfully to another, for
this latter 1s the test of perfect self-expression. But just as any
instrument was not adequate wherewith a child might best draw,
neither will any kind of paper do. The paper must aid the
instrument and medium and not oppose them. We have chosen
colour in the form of the crayon as the simplest and completest
medium and implement; if we therefore know something of the
circumstances which influence the varying appearances of colour,
we are then in a position to judge the respective claims of papers
of different textures, colours and tones, as most suitable for our
purpose. So let us consider at least one condition which brings
into harmonious relations an object and its environment.

Nature's Grey Velil.

There 1s a pale grey veil of air hanging between us and all
things. Naturally the veil is thinner if the object is near to us
than 1f it 1s far away, and theretore the colour also will appear
keener and more definite in the near object and greyer in the
more distant one.

This grey veil is not constant in its colour; that 1s, the quality
of the colour of its greyness as a yellow-grey, a violet-grey, or a
blue-grey, and so on, varies according to the physical conditions



16

which prevail, as for instance, during sunshine or mist, wind or
calm, also according to the seasons of the year; the summer veil
of violet i1s quite different from the winter one of cold blue, and
the yellow mists of autumn from the paler mists of spring, and
these natural conditions are again modified by the prevailing
amount of dust and smoke in the atmosphere, which turns the
tender blue-green of the country into the silver-grey of the town.
Thus, the actual or local colour of every object 1s modified by the
orey veil of air hanging before it.

Now, tinted paper provides us with the grey veil through
which colour i1s seen. There i1s yet another reason why it 1s
preferable that toned or tinted paper should be used rather than

white.
*“ Light,”” the precious jewel,
““ Dark,"’ the setting.

On entering a partly-darkened room we instinctively look
towards the lighted portion; we never willingly penetrate the
dark. Our eyes love the light and deliberately seek it. As we
walk along the dark country lanes we constantly look towards
the bright moon and stars. Light to us 1s a precious jewel, and
dark 1s but its setting.

Not only do we adults seek it, but children exhibit the same
liking for 1it; the firelight, the gas-flame, the electric light, attract
them most. We have here a universal law indicated, and it is
useiess and absurd for us to run counter to Nature’s law, for the
law will not alter, and if we persist in opposing ourselves to it,
misfortune will inevitably be the result. So in our pastel work
we must just fall into line with law.

At present we will glance at it merely to satisty our minds
as to the value of tinted paper, but in our advanced stages we
shall observe this law 1n all we do. The object we wish to draw
1s divided naturally into light and dark areas; but we shall always
ignore the dark one at first until we have secured the brightness



157

of the jewel, and we will concentrate all our efforts upon
interpreting the light side; we build this up; we play here our
sweetest music.

Hence the necessity for having dark paper whose tone for
the moment shall represent the darks of the object. We now
anderstand that the use of tinted paper 1s no fad, but is in
accordance with the truth of a law, therefore our tinted paper
1s not only not positive, but grey or neutral in colour, but is also
dark in tone, but not black.

Our Treatment of Tinted Paper.

Our paper 1s precious to us, and has rights which may not
be 1ignored. We must not, by heavy and too vigorous use of the
crayon, smother its beautiful grey colour, neither must we by
finger or stump rub the colour into it. If we draw lightly with
the crayon we shall obtain the best results, then the grey paper
will peep through the superimposed colour and ensure the
preservation of a unity of appearance throughout the drawing;
we shall thus preserve the veil of air through whose meshes we
are seeing the object.

But above all things we must not discourage the children.
At first they will rub vigorously over their work, but judicious
commendation of those who make the best attempt on right lines
will rapidly inspire the others to imitate them in this respect.

Suitable Tinted Paper.

The tints chosen must not be the pretty fancy ones, such as
pinks, blues, and bright yellows; in other words, the positive
colours, nor yet black, for these all give a shock to the mind
which remains with it even when the work 1s finished; as a
foundation they are untrue, the veil is always grey. Neither
should we use coarse brown paper, for this naturally induces
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coarse workmanship. The best paper for our purpose, then, is
that of dark neutral tints. It must not be glazed, as the crayon
cannot then grip it. Right materials make a great difference 1in
the quality of the work produced, and also in the pleasure derived
from 1t by both scholar and teacher.

The children are now provided with crayons and paper,
which latter may be either in loose sheets or in books interleaved
with tissue paper to prevent undue deterioration of the finished
drawings by rubbing against the hard paper.
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LESSON 1V.

WHAT IS IMPLIED BY FLOWER DRAWING.

THE old idea that the teacher must draw upon the blackboard a
representation of a flower as a copy from which the children must
make their painful drawing line by line as she directs, and of
scaffolding every part with vertical and horizontal lines from fear
that the intelligence of the child cannot rise to the appreciation of
the relationships of the various parts, or that its intelligence may
suddenly fail it, has completely given place to more rational
teaching consequent upon the realization of two important facts.

Inviolable Individuality.

First, that each mind must search the universe individually
and for itself, and may not have any other mind intruding
between 1t and the exquisite harmony that is appealing to it from
all things. Though we live in communities, and form nations,
yet no member ever loses his individuality; and an attempt to
deprive anyone of his mental freedom always results in disaster
and discord; and history emphatically proves that this will for
ever be so. All we may do, therefore, 1s to direct the child’s
attention to the external mechanical arrangements and suggest
to it how it may find its way to the seeing and realizing of the
essential heart and soul or life of the plant, for here each must
explore for himself; in other words, we show how the mechanical
subserves an attitude of mind.

We all know how far short of a truthful portrait 1s our best

effort; how painfully true it is that we have recorded the
mechanical arrangement, but have somehow missed the life; how
that in our blackboard work, in the endeavour to be accurate, and
through fear of misrepresentation, our shackled minds and hands
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have produced a thing that yields us but little pleasure, and only
laboured fear looks out upon the children.

Then 1if this desiccated, stricken representation be used as a
copy, we need but slight imagination to realize that the drawings
produced are absolutely dead and sorry caricatures of the living,
joyous beauty of the original.

Now 1t 1s to the living thing alone that our true selves
respond, and as mind can only find its nourishment from that
which 1is native to it, as true teachers we may not therefore deny
to the children their rightful inheritance, 1.e., first-hand com-
munion with nature. Thus the flower drawing lesson has not
for its objective merely the production of mechanical drawing,
but rather the unfolding of the child’s innate sense of oneness
with the infinite spirit that 1s the life of all things, and which
shows itselt supremely 1n the total effect or appearance, now as
grace, now as intense vigour, now as strength, calm, peace,
expectation. joy, and so on. We want the children to be able
to recognize these qualities at once on beholding any object of
creation from man to the tiniest flower; for it 1s a truism, that
as we recognize these in others we, too, partake of that same
graciousness, gentleness, strength, and calm.

As no two flowers can express exactly the same degree of
vitality, there must be, therefore, an infinite variety in these
qualities and a corresponding appeal to every type of mind. This
variety 1s the salt of life and 1s as the broken colour 1s to a
landscape.

Therefore the attitude of mind can only be suggested to the
children, and when we have directed attention to the mechanical
aspect of the flower, we must eliminate ourselves as much as
possible and let the flower speak in its own way to the mind of
the child. Again, we must not forget there is a perfect poise to
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be maintained between the mechanical, whose principles we must
both thoroughly know ourselves and deliberately teach, and the
spiritual; the former 1s secondary and the latter essential, therefore
do not let us make a god of the mechanical and literally so drive
at perfection in this aspect that the children will never willingly

occupy themselves with drawing, because of the hideous slave-
driver called fear we have put at the entrance to the beautiful land

of appearance, but rather let us patiently, week after week, iterate
and demonstrate the principles, and leave the majority of the time
and endeavour for the gracious communion between the child and
the flower.

The Harmony of Shapes.

Secondly, we may not place upon the blackboard our own
representation for the children to copy, because the true appeal
of appearance is by means of the harmony of shape against shape;
it is the music which belongs to the eye, and it therefore includes
shapes of form, tone, texture and colour. Nowhere are these
found more exquisitely combined than in a flower.

No two flowers are ever precisely alike, for each reflects
the effects of environment; onc will be large and beautifully
developed; it has been grown amid congenial surroundings; there
has been abundance of good soil, water, sunlight, and fresh air, and
plenty of freedom to develop. Another will be slight and puny,
all the parts are perfect but dwarfed; mayhap this has been grown
upon a windy slope, in poor soil, and amid many fellow flowers
each elbowing the other for a sight of the sky and for a share of
the sunshine, and its leaves may have been ravished by the
caterpillar, by birds, or nipped by the frost. For all these things
we love the brave, bright thing, and most sympathetically do we
record these evidences of self-assertion and battle. Now, having
directed the children’s attention to these things, in the silence
of their communings with the flower as they draw, their innate



