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ABSTRACT 

Fashion fígure illustration is the medium in which designers effectively 

communicate not only original creations, but also ideas, attitudes, and social 

customs. Fashion illustration is a basic skill necessity for design students. 

Students entering fashion design programs experience fashion drawing through 

the eyes of the instructor and the use of various teaching methods. The 

purpose of this study was to determine effectiveness of the expository and 

experiential teaching methods in the instruction of proportional fashion fígure 

illustration. 

Twenty-six students enroUed in two sections of a fashion drawing 

university course composed the sample. Cluster samphng was used to select six 

university courses from which 157 students volunteered to complete the pretest 

questionnaire for the purpose of assessing generalizabihty of the sample. A 

pretest, three intermediate Proportional Figure Scales (PFS), and a posttest 

were used to gather data. The pretest instrument contained scales assessing 

personaUty, values, listening types, creative propensity, body-image, and fígure 

drawing skills and a demographic component. Lesson plans for an eight-week 

unit on drawing the proportional fashion fígure were composed for the two 

teaching methods, expository and experiential. Teaching methods were 

randomly assigned to the two sections of the fashion drawing course. 

Statistical procedures used in analyses were the one-way and two-way ANOVA, 

the Pearson r correlation, the t-test for variance, and a categorical modeling 

procedure. No statistical signifícance was observed for the difference between 

the expository and experiential teaching methods as measured by the 

Proportional Figure Scales. A statistically signifícant difference was noted 
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between developmental stages for PFSl and PFS4. Statistical differences were 

observed between the University and Fashion Design samples in response to 

the Artistic subscale of the GIFFI-II creativity scale, with a signifícantly higher 

level of interest for the Fashion Design sample. A correlational procedure for 

the fashion design students revealed signifícant relationships between abihty to 

draw a proportional fígure and height, frame, parental artistic skiU, GPA, 

creative propensity, and personahty. In summary, although no statistical 

signifícance was noted for teaching method, differences between the fashion 

design and university students rested primarily in artistic backgrounds and 

levels of social values. Hence, further research of and analyses of these 

variables will provide better understanding of the artistic individual and 

effective means of communicating and teaching. 
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CHAPTER I 

INTRODUCTION 

Fashion iUustration has had an iUustrious history in the apparel design 

industry. Through fashion iUustration, the portrayal of ideas, attitudes, and 

social customs in dress styles of past times are passed on for analysis and 

inspiration. Fashion proportions, by nature of the fashion industry, are subject 

to change, yet these changes do not alter the basic concepts of fígure 

proportion (Barnes, 1988). However, the pose of the model conveys mood and 

atmosphere, while the exaggeration of proportion portrays the current societal 

norm. 

The fashion designer communicates through variations of sketching, 

drawing, and iUustrating. Each method reveals a different level of completion, 

the latter building on the former, to aUow fashion connoisseurs diverse 

interpretations. Designers iUustrate with individualized techniques and styles. 

The goal of the designer sketch is to quickly communicate an idea or concept 

visually. In order to communicate well, mastery of the basic concepts must 

occur. Artist and author, Barnes (1988) stated, "As in aU artistic fíelds, only 

once you know the rules well is it possible to play with them" (p. 32). 

Instructors in fashion design programs and curricula teach iUustration as 

a means to an end. Fashion sketching, drawing, and iUustration are only a few 

methods of communication used by the fashion design student. However, each 

are vital methods. Gersten (1989) acknowledged that some designers do not 

draw well and pass the fínishing work on to assistant designers, while others 

are capable of producing fínished, detaUed iUustrations. "As long as the sketch 

transmits the proportion, and the silhouette and detaUs of the garment 
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envisioned by the designer, it is a good and successful sketch' (Gersten, 1989, 

p. 9). The goal in teaching fashion iUustration entaUs mastery of basic fígure 

proportion and substantial detaU within the form itself. 

Methods of teaching foundational fashion drawing concepts are possibly 

as diverse as the backgrounds and personahties of the instructors. Most 

teachers begin with a famihar concept, the proportion of the fashion fígure. 

Barnes (1988) and Abhng (1988) represent two variations of instructional 

progression in teaching fashion iUustration. Barnes (1988) moves from a basic 

review of anatomy and proportion into more technical aspects of color and 

texture rendering and mood-setting. AbUng (1988), addressing the basics of 

proportion, form, structure, and balance, takes the student from stilted fígures 

to more freehand, gestural action fígures. 

Due to the paucity of studies on fashion drawing or iUustration, it is 

unknown whether one teaching method is more effective than another in 

improving student retention and application of basic proportion. The 

researcher proposes to investigate effectiveness of two methods of instruction 

in fashion iUustration and variables which may affect the student's potential to 

learn. Based on a preliminary review of literature in the disciphne of art 

education, other factors which influence the iUustrative success of a student 

include personaUty, body-image, artistíc background, and creativity level. 

Statement of the Problem 

Fashion iUustratíon has returned to a level of acceptance and favor as a 

stimulating medium in the portrayal of ideas and products. Although 

photography wiU remain the major communicative contender in the fashion 

industry, fashion iUustration is chaUenging the advertising market (Barnes, 



1988). Illustration serves as a primary method of communication for design 

students entering the industry. Design students who have the appropriate 

iUustrative skiUs are more versatile, thus more marketable in job placement 

(Gersten, 1989). The focus of this research was to identify pedagogical 

techniques by which the instruction of fashion iUustration can be improved. 

Purpose of the Study 

The purpose of this study was threefold: (1) to determine effectiveness 

of the expository teaching method (Method A) versus the experiential teaching 

method (Method B) in the instruction of fashion iUustration; (2) to assess 

generalizabiUty of the study sample to students outside the program of fashion 

design using the foUowing character trait variables: (a) personahty styles, 

(b) value systems, (c) attitudinal listening types, (d) creative propensity, 

(e) body-image, (f) fígure drawing capabUity, and (g) demographic profíle, 

which may affect level of success in iUustratíng proportional fashion fígures; 

and (3) to determine prevaihng characteristics of university students enroUed in 

fashion design. 

Hypotheses and Research Questions 

Based on the purpose of the study, the foUowing hypotheses were 

tested: 

Hl. There wiU be no signifícant differences (a) between experimental 

(experiential teaching method) and control (expository teaching method) 

groups, (b) within PFS tests, and (c) among teaching methods and 

instructional developmental stages. 



H2. There wiU be no signifícant difference in Proportional Figure Scale 

(PFS) scores of fashion design students taught with the experimental 

teaching method (experiential) and the control teaching method 

(expository) introducing the individual covariates (GIFFI-II, Body 

Cathexis Scale, pretest). 

H3. There wiU be no signifícant differences among the foUowing variables 

for the University sample and the Fashion Design sample: 

(a) personahty styles, 

(b) value systems, 

(c) creatíve propensity, and 

(d) body-image. 

H4. There wiU be no signifícant difference between the experimental 

(experiential teaching method) and the control (expository teaching 

method) groups by the Dominance personahty style. 

H5. There wiU be no signifícant difference between the experimental 

(experientíal teaching method) and the control (expository teaching 

method) groups by the Challenger value system. 

H6. There wiU be no signifícant difference between the University sample 

and the Fashion Design sample by listening type. 

RQl. What are prevaihng characteristics of university students enroUed in 

fashion design? 

RQ2. Do university students with varying attítudinal listening types have 

different value systems or creativity levels? 



Basic Assumptíons 

Students were not made aware of their involvement in the study or of 

the specifics of the study to reduce a potentíal Hawthorne effect (Gay, 1990) in 

testing. Students were not harmed in any way throughout the study. This 

project was approved by the Texas Tech University Committee for the 

Protectíon of Human Subjects, February 10, 1993. Students were required to 

continue with homework assignments throughout the course of the research. 

This component constituted a controUed level of out-of-class practíce which aU 

students completed. The interval tests served as periodic classroom tests. 

Limitations of the Study 

The greatest threat to the internal validity of repeated measure designs 

is instrumentation. The consideration of a need for standardization of test 

measures was given, and equivalent test forms were administered for aU 

repeated measures beyond the pretest. The nonequivalent control group 

lacked random assignment of subjects. Random assignment of treatments was 

used to improve internal validity. History was controUed through the use of a 

repeated measures design. In addition, the researcher was in charge of the 

treatment. 

The generalizabiUty of the study had limitations set by the size and 

composition of the sample. Statistical tests (Pearson r, general linearity model) 

were used to determine whether programs other than fashion design could be 

generalized to. Student samples were samples of convenience; however, 

research specificaUy relates back to student learning, thus adding to the validity 

of the study. 



Out-of-class practíce time varied by student. This concern was 

addressed using the foUowing: (1) students were given set assignments, 

(2) students were required to keep a log of time spent outside the classroom, 

and (3) total time per student could be used as a covariate in post hoc 

statistícal analysis. Students might have progressed more rapidly through the 

iUustration of the fashion fígure due to amount of time spent in practíce. 

Defínition of Terms 

The foUowing are defíned for purposes of the study. 

Attitudinal Listening Tvpes-Descriptors of the six attítudinal listening 

types determined by the study instrument: 

(a) Leisure—A pleasurable listening type with an acute ear for what is 

pleasing to them, attending to pleasant stimuli while tuning out messages 

demanding intensity or discomfort. 

(b) IncIusive~A comprehensive listening type with a wide range of 

listening positions, tending to absorb a variety of information, while intensely 

pursuing key or major ideas. 

(c) StyUstic~A medium listening type whose primary focus is the 

medium through which messages are transmitted, placing equal or greater 

importance on the medium than actual words. 

(d) Technical—A systematic listening type which listens for technical 

methods of improving performance, paying special attention to informatíon 

which is systematízed, researched, and expanded into processes and procedures. 

(e) Empathetic—An emotional listening type with an acute ear for 

emotional states of others, which combines audio, visual, olfactory, and tactíle 

channels of hearing and processing. 



(f) Non-conforming~A critical listening type which perceives from a fírm 

position, the relevancy of the informatíon in relatíon to its súnilarity or 

difference from that position, while evaluatíng the validity of the facts based on 

the speakers' position. 

Average Figure-The average fígure is seven and one-half heads taU, 

and appears fuUer and shorter than the proportional fashion fígure with 

characteristics including a wider, rounded head; fuUer neck; and broader 

hipline. 

Body Frame—Estimation of size of general body based on bone size or 

wrist size is identifíed as petite, smaU, medium, large, and extra-large. 

Bodv-image-Found to effect seU-esteem, body-image is assessed 

through response to a Likert-type scale on personal body traits with responses 

ranging from very positive to very negative. The scale is the Body Cathexis 

Scale (Tucker, 1981). 

Bodv Cathexis Scale-Cathexis is a psychoanalytic term meaning level of 

emotional investment or signifícance in an activity, object, or idea. Tucker 

(1981) modified the scale to measure personal satisfactíon with selected 

physical features of one's own body. Forty physical characteristics are rated on 

a fíve-point Likert-type scale from a very positive to a very negative feeling. 

Creative Propensity~A range of high to low is offered using the GIFFI 

instrument. The variable is one of self-assessment. Support for this trait wiU 

be noted through demographic profíle of education and background in art and 

iUustration. 



Drawing-Fashion drawings are more exact or precise sketches which 

accurately and clearly show constructíon detaU, silhouette, and proportion of a 

fígure, garment, or fígure and garment (Gersten, 1989). 

Experiential Teaching Method~An instructional method in which 

students are given an opportunity for concrete learning through experience, 

application, and reflection. 

Expositorv Teaching Method-An instructional method in which students 

are shown or told the subject matter in a manner which involves opening, 

lecture, and summary. 

Fashion Design Sample—Students enroUed in two sections of the 

introductory fashion design course, Fashion Drawing, in the CoUege of Human 

Sciences at Texas Tech University during the 1993 spring semester. 

GIFFI—The Group Inventory for Finding Interests scale, consisting of 

60 statements, measures creative potential. 

Hawthorne Effect-A type of reactive arrangement resulting from the 

subjects' knowledge that they are involved in an experiment or their feeling 

that they are in some way receiving "special" attention (Gay, 1990). 

Illustratíon-IUustrations, often found in newspapers and magazines, are 

used to reach the consumer through individual artistic style, conveyance of a 

mood, and styhzed techniques. IUustratíons are the most fínished and 

professional of aU fashion drawings. 

Personahtv-The summatíon of the characteristics that distinguish each 

individual from every other individual (Donelson, 1973) and determme general 

patterns of behavior (Walters, 1978). 
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PersonaUtv Stvles-Descriptors of the four personahty styles as 

determmed (Cathcart & Alessandra, 1984) by the study instrument: 

(a) Cautious-A personaUty that is serious and thne discipUned, seeks 

facts and data, asks specific questions about specifíc detaUs, uses cautíous 

actions and decisions, and works at a slow, cautious pace. 

(b) Dominance-A personaUty that is independent, strong-wiUed, 

decisive and goal-oriented, and lUces and seeks control. (The Dominance style 

was selected for use in analyses due to its similarity to artístic profíles of 

previous studies [Cross, CatteU, & Butcher, 1967; Hhnes, 1982; Schaeffer, 

1980].) 

(c) Influencing—A personahty that uses spontaneous actions and 

decisions, is gregarious and undisciplined about time, possesses dramatic 

opinions, operates on intuition, and is a risk-taker. 

(d) Steadiness—A personaUty that accepts change slowly and reluctantly, 

approaches risk cautiously, is slow to take action and make decisions, is loyal 

and dependable, and asks many questions. 

Posttest—The Individual Assessment Inventory for Fashion Design 

Students (L\I-F) wiU be used as the posttest for the research study. The 

posttest is an abbreviated format of the pretest and contains the GIFFI II, the 

Body Cathexis Scale, and the PFS. 

Pretest-The Individual Assessment Inventory for University Students 

(L\I-U) wiU be issued as the pretest. The pretest wiU include a set of 

demographic questíons, the Performax Personal Style Survey (PSS), the 

Performax Values System Survey (VSS), the Performax Attítudinal Listening 



ProfUe System (ALPS), the Group Inventory For Finding Interests (GIFFI II), 

the Body Cathexis Scale, and the Proportíonal Figure Scale (PFS). 

Progress Check-The progress check wiU include only the Proportional 

Figure Scale (PFS) and wiU be given two weeks after the pretest and biweekly 

until the posttest. The progress check wiU occur a total of three túnes between 

the pretest and posttest. 

The Proportional Fashion Figure-The proportional fashion fígure is an 

8-1/2 to 10-headed fígure, as seen in Figure 1.1, whose body characteristics 

conform to the foUowing analyses: 

(a) a fígure which is one-half from the top of the head to the base of 

the torso and one-half from the bottom of the torso to the ankle, 

(b) a fígure whose shoulders are wider than the hips, 

(c) a fígure whose hips are wider than the waist, 

(d) a fígure whose elbow is in line with the waistline, 

(e) a fígure whose wrist is in line with the base of the torso or hipline, 

(f) a fígure whose knees are the midpoint between the base of the torso 

and the ankle, and 

(g) a fígure whose head is smaU but in proportion to the body with a 

slender neck (Gersten, 1989). 

Proportíona Figure Scale (PFSV-The basic tenet of the PFS involves 

testing the abihty to draw a proportional fashion fígure by matching body 

points to the appropriate position on a master scale. The respondent 

completes the drawing given the head and feet. Scoring wiU be completed by a 

panel of judges, and points wiU be assigned based on the aUgnment of body 

parts to the fashion fígure. A possible 22 points are avaUable, for the 22 check 
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Figure 1.1. Diagram of a Proportional Figure. 
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pomts on the master. Success ratings wiU be denoted as Highly Successful 

(19-22), Successful (15-18), Moderately Successful (11-14), Needs Some 

Improvement (7-10), and Needs Much Improvement (3-6). 

Silhouette-Estimation of body fígure silhouette based on image of self 

is identífíed as extremely thm, thin, slender, average, stout, fat, and obese. 

Sketching-The fashion art sketch is a conceptual sketch created by a 

designer for design planning (Gersten, 1989). Sketching is used to convey the 

designer's ideas, aidmg in the transformmg of these sketches into fínished 

garments. 

Teaching Method-Descriptor of the two teaching methods used in the 

study: 

(a) Method A-An expository teaching method incorporating textbook 

reading and lectures, chalkboard references to fígure sketches, and 

demonstration. Expository teaching method A wiU be heavily rehant on the 

textbook, Fashion Sketchbook, by Bina Abhng (1988). See Appendix A for 

lesson plans. 

(b) Method B-An experiential teaching method incorporating some 

textbook reading, personal fígure analysis comparison, and live model drawing. 

The experiential teaching section wiU focus on simulation, discussion, and 

reflective analysis. The textbook, Fashion Sketchbook, by Bina Abhng (1988) 

wiU be used to provide contmuity of subject matter, while enhancmg knowledge 

by integrating comparison of personal fígure analysis and fashion fígure 

proportion. A live model component wiU be included for one hour per class 

session for the last 10 consecutive class sessions. The model wiU be clothed in 

a leotard. See Appendix A for more detaU and lesson plans. 
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Universitv Sample-Students randomly selected from lower level 

undergraduate courses in the CoUege of Human Sciences at Texas Tech 

University during the 1993 spring semester. 

Value Svstems-Descriptors of the four value systems determmed by the 

study instrument: 

(a) Challenger-A system whose goal is self-preservation and satísfaction, 

fears a loss of personal well-being, faces life through doubt and 

disenchantment, and lives a lifestyle of self-expressed individuality. (The 

Challenger system was selected for use in analyses due to its similarity to 

artístic profíles of previous studies [Albert, 1978; Deignan, 1958; Gotz & Gotz, 

1973; Scott, 1988].) 

(b) In-betweener—A system whose goal is self-assertion and happiness, 

fears inner conflict, faces life through optimism and exploration, and lives a 

lifestyle of socially acceptable individuality. 

(c) Synthesizer-A system whose goal is the integration of the self with 

others, fears a lack of personal congruence, faces life through pragmatic 

idealism and moderation, and lives a lifestyle of personal activism. 

(d) Traditionalist-A system whose goal is responsible living, fears a loss 

of social respect, faces life through commitment and protectíon, and lives a 

lifestyle of meaningful involvement ("The Values Analysis ProfUe," 1981). 
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CHAPTER II 

REVIEW OF RELATED LITERATURE 

Illustration is a basic skiU in the instruction of fashion design students. 

The multiplicity of uses for iUustration in the fíeld of fashion has provided 

incentive for designers to become more adept at iUustrative skiUs. AbiUtíes 

required in learning to draw a proportional fígure are minimal, according to 

some artist-authors. Abhng (1988), an experienced iUustrator and instructor at 

Fashion Institute of Technology and Parsons in New York, states, "anyone with 

the desire to draw can do so by example, format[,] and plenty of practice. The 

trick is to master the basics so that your talent can fínd expression" (p. 21). 

Students acquire drawing skiUs at different levels within different time 

frames. InitiaUy, students have a tendency to draw their personal body-type, 

instead of a proportional fashion fígure. Some students begin to draw 

proportional fígures within a short period of time, while others require more 

time to completely integrate the proportional layout of the fígure. 

The tendency of artists and iUustrators in the 1970s and 1980s to 

overlook technical skiUs in favor of self-expressionism in fashion iUustration has 

left students lacking the techniques with which to express themselves on paper 

(Barnes, 1988). "Today, students are asking for anatomy lessons" (Barnes, 

1988, p. 28). Anatomy is as foundatíonal in developing fígure drawmg skiUs as 

fígure drawing is foundational to fashion iUustration. 

Although motivation may be a factor in student retentíon of principles 

of fashion iUustration, the question remains as to whether aU students can 

learn to iUustrate, and to what degree. It was based on this question that a 

review of the foUowing sections in literature has been organized: (a) teaching 
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methodology, (b) personaUty, (c) values, (d) attitudes and motivation, 

(e) creativity, (f) body-image, and (g) artístic skiU. 

Teaching Methodologv 

A wide range of options in teaching methodology is avaUable to coUege 

and university instructors. Models of teaching have been found useful in 

structuring, organizing, and defíning cohesive patterns of teaching. Among the 

various models are information-processing, personal, social interaction, and 

behavioral (Joyce & WeU, 1980). Many models focus on the personal growth, 

maturation of emotional self, or development of relationships of self to society 

or others. The goal in teaching fashion iUustration may include fragments of 

these latter models, yet primary emphasis focuses on information-processing. 

Introducing students to fashion illustration involves teaching basic concepts, 

aUowing students to process concepts, analyzing and reflecting upon these 

concepts, and completing the cycle through application and synthesis. 

The information-processing model has been developed and synthesized 

into two models, concept attainment and cognitive growth, developed by 

Bruner, Goodnow, and Austin (1967) and Piaget and Inhelder (1956), 

respectively. Concept attainment is a model designed to develop inductive 

reasoning, concept development, and analysis. The cognitive growth model is 

designed to increase inteUectual abiUty and development through logical 

reasonmg. WhUe teaching methods utUized for concept attainment and 

cognitive growth models are numerous, two general teaching methods have 

been proposed for use in the current study, expository and experiential. 

Expository teaching is the oldest, most traditional method of instruction 

15 



(Hyman, 1970) involving verbal instruction in a lecture mode or combination of 

lecture, chalk, audiovisual, discussion, or demonstration modes. 

Teaching methods used in the expository mode (demonstrations, lecture, 

readings, and story-telhng) are prknarUy teacher-centered (Fleck, 1974). The 

expository mode of instruction involves lesson plans which begin with a 

statement of purpose or an objective, continue with an outhne through the 

body of the lesson, and summarize with a brief review (Gagne, 1985). Various 

types of teaching aids are used throughout the lesson to provide increased 

interest and understandmg, including handouts, videos, and driU and practice 

activities. 

In contrast with expository instruction, experiential instruction involves 

benefíts beyond acquisition of knowledge. Keeton and Tate (1978) insist that 

the learning experience is enriched through the application of knowledge. The 

experiential mode aUows the student opportunity for direct contact with the 

reality of what is studied. Teaching methods frequently used in the 

experiential situation include fíeld trips, discussion, role playing, simulations, 

and internship or fíeld experience (Kolb & Lewis, 1986). 

Students gain insight through times of reflection and reinforcement of 

gained knowledge in the experiential mode. Concrete experiences and 

knowledge can be translated into abstract concepts and generalizations through 

reflection, i.e., reflecting on evaluating past experiences to provide basic 

guidelmes for future reference (Boud, Keogh, & Walker, 1985). Kolb (1984) 

reveals, in an experiential learning model, a progression of learning from 

concrete to observation/reflection, to abstract concepts and generalizations, to 

implied concepts in new situations. Thus, experiential learning involves 
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knowledge or comprehension, applicatíon of personal involvement, and 

reflection in the processing of information. 

Methods of instruction in artístic fíelds traditíonaUy place emphasis on 

laboratory settíngs in which a concept is introduced and possibly demonstrated, 

and students are left to discover and create. Termed discovery learning, this 

method of teaching aUows the student to develop questíons, to apply obtamed 

information as deemed necessary, and to draw conclusions based on evaluatíon 

of the created end product (Cronbach, 1966). The experientíal mode of 

instruction, selected for applicatíon in this study, models the discovery mode of 

instruction, aUowing for greater freedom of student discovery, inductive 

reasoning, and symbiosis of learning and experience. 

Retention of Knowledge 

Researchers note that the method of instruction influences the retention 

of knowledge (Gagne, 1985). If subject matter is taught in a meaningful 

context, the student retains that information more easily. Studies identifying 

variations and combinations of teaching methods reveal differences in levels of 

student retention of knowledge (Axelrod, 1973; Chambers & Sprecher, 1983). 

The drill and practice method increases retention rates of students due to the 

increased opportunify to interface with the subject matter (Kulik, Kulik, & 

Cohen, 1980). Professionals in the iUustration industry support this fype of 

teaching. Artists, in response to a study questíonnaire by Danielson (1986), 

concurred on one major suggestion for students, "draw, draw, draw..." (p. 31). 
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Content 

Danielson (1986) effectively carried out a longitudinal study of both 

legendary and contemporary iUustrators in the American market from the 

1960s untíl the present. Each of the 55 iUustrators was asked to respond to a 

set of open-ended questions regardmg fashion iUustratíon. Among these 

questions, recommendations for classroom content and structure were 

requested. Professionals responded with comments ranging from desire and 

determination to knowledge of art history. 

The area on which highest emphasis was placed by the professionals 

(Danielson, 1986) was the study of anatomy and the experience of life drawing. 

These foundational components preface any fashion apparel interpretation. In 

agreement with author/artist, BiU Thames (1985), professionals promoted 

extensive practice, incorporating the drawing of anything from body and clothes 

to accessories and beyond. As Thames (1985) stated, "There are no magic 

substitutes for hard work" (p. 1). Many encouraged the perfecting of 

traditionaUy weak areas for students, including faces, hands, and feet 

(Danielson, 1986). 

In addition to fígure components, a number of professionals mentioned 

support areas in costume history, construction, pattern-making, and draping. 

Draping instructor and author, Amaden-Crawford (1989), suggested that". . . 

the fabric selected for a garment drape greatly influences the fínished look. 

Analyzing and understanding the structure and characteristics of the fabric are 

necessary to create the proper ease, hand, and balance of the garment or 

pattern drape" (p. 6). Since fabrics compose such a wide range of textures and 

variations of drape, professionals felt it important for students to be aware of 
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how various fabrics faU or rest on the fígure, creating shadows and highhghts 

(Danielson, 1986). 

Socio-psychological concepts were addressed by several professional 

iUustrators in Danielson's (1986) study who beUeved the student should not 

only iUustrate fashion art, but also understand the importance of fígures and 

stance in conveying social attitude and contemporary beauty, as observed by 

Barnes (1988). Illustration has always provided a documentation of the times, 

through clothing, stance, and the chic attitude of society. Many professionals 

expressed the requirement of meetíng the needs of buyers, retailers, and 

consumers in creating the right impression through iUustration. Drake, 

Spoone, and Greenwald (1992) give extensive coverage to the purpose of 

promoting the sale of merchandise, while reflecting the stores' image through 

proper use of line, balance, and emphasis in layout. FinaUy, iUustrators 

encouraged student awareness of beauty, fashion sense, and taste (Danielson, 

1986). 

Personalify 

As emphasized through response to Danielson's (1986) study, fashion 

iUustrators reflect specific tastes and portray individualized ideals in fashion art. 

Creative work of any type can be interpreted as a reflection of the artists' self 

or identity. This reflection can also be defíned in terms of an individuals' 

personaUty. PersonaUty, although it escapes an exact defínition, might be 

referred to as the distinctive individual quaUtíes of a person, which differentiate 

the individual from any other person (AUport, 1937). The visible aspects of 

one's character compose the personahty and, in turn, the personahty guides 

one's general patterns of behavior. 
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Socio-psychologists in the fíeld of clothing and human behavior address 

personahty in a different manner. Psychologist WiUiam James (1890) 

addressed the personaUty as a blending of self, and the self as equally divisible 

into material, social, and spiritual identíties. Mary Shaw Ryan (1965) re-

interpreted James' three-part self into a two-part somatic and social self. The 

somatic self involves feelings of satísfactíon and dissatísfactíon concerning 

body-image or body cathexis. Social interaction and group belongingness are 

components of the social self. Interestingly, each theorist responds to 

behavioral and value-Iaden aspects of personahty. 

Although theorists and scholars continue to search for concise 

compilations of personahty components and the methods of organization of 

such components, no one theory has proven rehable in aU cases. Freud (1922) 

developed the foundational theory for study into personahty. This theory 

addresses a subconscious force which determines an individual's behavior. 

Forces of id, ego, and superego represent the unconscious motives which direct 

the response and reaction of an individual (Freud, 1922). Researchers have 

modified Freud's theory, developing an array of theories including (1) single-

trait, (2) social, and (3) trait. 

Personality research in the creative and artistic fíelds is primarily 

concerned with trait theories. It has been noted that cognitive style and 

perceptual abihties can be enhanced by research relating to affective 

characteristics and early environment. Munsterberg and Mussen (1953) 

stressed the importance of temperamental and motivational characteristics in 

art student profíles. Results of their research indicated that more artists than 

non-artists have quiet, introverted personahties. Their fíndings suggest that 
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artists suffer intense guUt feelings, possibly stemming from their lack of overt 

aggressive tendencies. "Art students are more highly motivated by the 

acceptance and approval of their work rather than personal acceptance" 

(Munsterberg & Mussen, 1953, p. 464). Student artísts, accordmg to 

Munsterberg and Mussen (1953), are disinterested in submittíng to the 

demands of society in order to achieve personal success, material comfort, and 

social approval. 

Research suggests that creative individuals often grow up in home 

environments which are supportive and open to discovery. This type of 

environment provides positive feedback for the development of talent through 

valuing and encouragement (Bloom, 1985). According to Amabile (1989), 

research shows that the vision parents have for their children is crucial in the 

development of motivation, creativity, and ultimate achievement. Amabile 

(1989) also suggested that parents of creative children have a high regard for 

achievement and respect their children as individuals. Dacey (1987) studied 

and compared creative and less creative famiUes. Findings revealed parents of 

creative children do not make a lot of rules; rather, they present a set of values 

and exemplify those values for their children. 

Getzels and Csikszentmihalyi (1967) noted socially reserved or aloof 

personaUtíes for artístic individuals in their longitudinal research with coUege 

students. These fíndings were supported by Gotz and Gotz (1973) and 

Dorethy and Reeves (1979). Research in introversion-extraversion in gifted 

and ungifted art students, completed by Gotz and Gotz (1973), revealed that 

gifted students showed clear tendencies toward introversion and neuroticism. 

Further research revealed level of artístic giftedness was signifícantly related to 
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level of introversion, in that introversion and neuroticism were markedly higher 

in the highly gifted group. 

Dorethy and Reeves (1979) researched personahty in combination with 

perceptual differentiation and mental functioning of 135 art and non-art 

majors. Personahty was assessed through the use of the Cahfornia Test of 

Personahty (Tiegs, Clark, & Thorpe, 1953). Measurements of six components 

relating to one of two dimensions, personal adjustment and social adjustment, 

were identifíed. Although, as a group, art majors were perceptually 

differentiated, it was noted that females tended to be signifícantly more flexible 

and better adjusted to social standards than males. 

Personahty traits defíned by other researchers included independence, 

unconventional, and radical (Barron, 1963; Drevdahl & CatteU, 1958; Hammer, 

1960). Drevdahl and CatteU (1958) completed a comprehensive review of 

personaUty and creativity in artists and writers. Subjects used in the study were 

153 professionally active writers and artists. CatteU's (1957) Sixteen PersonaUty 

Factors test (16 PF) was used to provide personahty traits of the two groups. 

Results were compared to population norms. The artistic sample was found to 

be somewhat more inteUigent, emotionally mature, adventurous, emotionaUy 

sensitive, radical, and self-sufficient. A low correlation of artistic abiUty and 

identifícation with group standards was found, emphasizing lack of compliance 

with group standards and controls. 

Cross, CatteU, and Butcher (1967) assessed personahty patterns of 63 

creative artists, 28 craft artísts and a control group. Previous fíndmgs 

(Drevdahl & CatteU, 1958) were supported, with the personaUty assessment 

revealing signifícant differences between artists and controls. Artists tended to 
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be more withdrawn, of lower emotional stabiHty, of higher dominance, of 

higher suspiciousness and guUt-proneness, of lower self-integration, of higher 

autistic tendency, and of lower superego strength. Factors of slight signifícance 

included greater emotíonal sensitivity for the artíst sample and greater 

radicaUsm (Cross, Cattell, & Butcher, 1967). 

In a study comparing artístically talented, academicaUy talented, and 

average llth and 12th grade students, Scott (1988) found that artístícaUy 

talented students were more reserved, aloof, detached, critícal, cool, and 

impersonal than the other two groups. They were also more radical, Hberal, 

experimenting, free-thinking, and innovative. On the 16 PF questionnaire 

(CatteU, 1957), the artisticaUy talented were more suspicious, self-opinionated, 

skeptical, and questioning than the academicaUy talented, and more forthright, 

natural, and unpretentious than the average group. Their inteUigence scores 

were found signifícantly lower than the academicaUy talented group. 

PersonaUty and Creativity 

Researchers have sought to identify relationships between personahty 

factors and artistic creativity (Pickford, 1964). Cross, CatteU, and Butcher 

(1967) studied the personahties of creative artists. Findings, revealing a 

creativity trait profíle including independence, free-thinking, innovative, 

reserved, and aloof character traits, have been further supported by Himes 

(1982) and Schaeffer (1980). These latter researchers describe creative people 

as typicaUy having creative temperaments, including volatile responses, 

disregard for schedules or deadhnes, inadherence to budgets, spontaneity, and 

motivation by interesting and chaUenging work. Often, status and prestige are 

secondary. 
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PersonaUtv and Interest in Art 

Personahty variables have had equal or greater attentíon in research in 

relation to interest in art. Creative individuals have generally high aesthetíc 

dimensions. Aesthetíc preferences and personahty variables have been studied 

by Frances (1968) and Roubertoux (1970). Both researchers studied the 

relationship of personahty traits to individuals' preference for specific 

categories of works of art. Since the focus of the current research does not 

directly relate to aesthetic preferences for a given art form, only a brief 

overview of fíndings from these studies is included. 

Contrasts were made between personahties of theatregoers and 

museumgoers. Subjects responded to the 16 PF test (CatteU, 1957). 

Theatregoers were found lower in restraint and emotional stability, higher in 

friendliness and spontaneity, and higher in global amdety, guUt proneness, and 

ergic tension. Museumgoers were higher in self-sentiment, pretension, and 

restraint, and lower in sociabiUty, objectivity, friendliness, and personal 

relations. Roubertoux's (1970) conclusions suggested that personaUty traits are 

related to interest in art, but differ in relation to each particular specific art 

interest. 

Through the use of the Performax Systems International's Personal Style 

Survey-PSS (Kaplan & Kaplan, 1983), the goal of the current study involves 

measuring personahty dynamics and preferences, using the four personaUty 

styles offered by the PSS. The four personahty groupings are labeled 

Dominance, Influencing, Steadiness, and Cautious. Each dimension is one of 

behavioral style and character trait preference and is described in the manual 
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according to tendencies, desires, emotions, fears, needs, and actions (Kaplan & 

Kaplan, 1983). 

Cathcart and Alessandra (1984) stated that characteristics of multiple 

personality styles may be assumed by an individual in any given situation, but 

generally, the individual wiU reveal an innate behavioral style. This style may 

be the Dominance style characterized by independent, strong-willed, decisive 

and goal-oriented response or actions. The Dominance style actively pursues 

control. The Influencing personahty style acts spontaneously in decision-

making and actions, is gregarious and undisciplined about time, operates on 

intuition, quickly forms opinions, and is not afraid to risk. The Steadiness 

personahty style is cautious about risk, changing slowly and reluctantly in 

decision-making and action. The Steadiness personahty is loyal and 

dependable. The fínal style is the Cautious personahty. Serious, time-

discipUned, factual, and detaUed are characteristics of this style. The Cautious 

individual uses tentative actions and decisions and works at a slow, cautious 

pace (Cathcart & Alessandra, 1984). 

The Personal Style Survey (PSS) has been used by many professionals 

and researchers based on its high construct validity with subscales of 

comparable tests, including the Myers-Briggs Type Indicator, the CatteU 16 

PersonaUty Factor Questíonnaire, the Minnesota Multiphasic PersonaUty 

Inventory, and the Strong-CampbeU Interest Inventory (Kaplan & Kaplan, 

1983). RehabiUty correlatíons reported by Kaplan and Kaplan (1983) between 

the 16 PF and the PSS revealed signifícance, with coeffícients ranging from .62 

to -.56 for each of the four subscales: Dommance, Influencing, Steadiness, and 

CompUance. When correlated with the Myers-Briggs Type Indicator, the PSS 
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dmiensions were signifícant with -.32, -.65, .27, and .35 correlatíon coeffícients, 

respectively. 

Which PSS personaUty style relates with the artistic or creative 

individual.wiU be determmed by the fíndmgs of this study. Since personahty 

and value systems are frequently studied concurrently in the fíeld of art, both 

personaUty and values reflected in response to the Performax surveys wiU be 

analyzed. 

Values 

Values provide guidelines for behavior and formation of attitude. 

Milton Rokeach (1968), a well-known author and theorist in the reahn of 

values and value systems, has defíned value as "a centrally held, enduring belief 

which guides actions and judgments," and "as abstract ideals, positive or 

negative, representing a person's beliefs" (pp. 160-161). Personal values 

provide the basis upon which decisions are made, personahties are formed, 

actions are taken, and thought is processed. Rokeach (1973) further stated 

that values may be developed by culture or environment, but develop in an 

organized, prioritized network within each individual. This system of 

organization guides response to actions and situations. Instrumental values are 

the motives for interests and assumed roles which lead to involvement in 

activities (Carmen, 1978). 

Research in the fíeld of art and artistic speciahzations has enveloped 

personahty and value orientations of students within the disciphne of art and 

between cognitive functioning and creative performance. The principle of 

relationship between cognitive styles, creative performance, and values has 

been estabUshed by many researchers (Burkhart, 1960; Dunn, Bliss, & Siipola, 
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1958; Gee, 1959; MacKinnon, 1959; Warren & Heist, 1960). Most researchers 

concur that high aesthetíc and theoretical values are related to cognitive 

processes (Dunn, BIiss, & Siipola, 1958; MacKinnon, 1959), higher inteUigence 

(Gee, 1959), and thinkmg introversion, complexity, and originahty (Warren & 

Heist, 1960). Gee (1959) also noted economic and rehgious values are related 

to lower inteUigence. Warren and Heist (1960) found low economic and 

reUgious values related to low thinking introversion and creative, imaginative 

thinking. 

Scott (1988) researched personahty, value, and background 

characteristics of high school students. Findings revealed the artisticaUy 

talented group of students had signifícantly higher aesthetic values and 

signifícantly lower economic and social values than academicaUy talented or 

average student groups. 

Social values were noted to decUne as college students matured within 

their programs (Deignan, 1958). Albert (1978) and Getzels and 

Csikszentmihalyi (1976) researched adult artists and coUege art majors, 

respectively. Findings from both studies indicate that artistically talented 

individuals tend to be socially reserved and aloof. Gotz and Gotz (1973) found 

artisticaUy talented adults accepting of a somewhat distanced role from society, 

revealing relatively low import of social values. 

In the longitudinal study by Getzels and Csikszentmihalyi (1976), 179 

male and female art students were studied in relation to values, cognitive 

functioning, and creative performance. Both male and female art students 

showed extremely high aesthetic values and low economic and social values. 

Male students differed signifícantly from male art students in four of the six 
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values researched: economic, aesthetic, social, and pohtical. Female students 

diftered from female art students in aU value bases but poUtícal values, 

including theoretical and rehgious. 

Incoming freshmen were compared with junior and senior level students. 

Freshmen art students demonstrated extreme values and personahty traits. 

Researchers, Getzels and Csikszentmihalyi (1976), indicated that the artístícaUy 

talented students were different from the norm student population studied in 

relation to aesthetic, economic, and social values and personahty, even prior to 

career training in art. It should be noted, however, that within the fíeld of art, 

students focusing direction in various speciahzations vary in the same value 

orientations which differentiated the entire art student population from non-art 

student populatíon (Getzels & Csikszentmihalyi, 1976). 

Variation within dominating types of value systems is summarized in the 

Values System Survey (VSS), created by Performax Systems International 

(1985). Four value systems are created by values-motivated behavioral styles 

among individuals. The "Values Analysis ProfUe Trainer Manual" (1985) 

defínes the four systems (Traditionalist, In-betweener, Challenger, and 

Synthesizer) and describes each system's goals, fears, perspectives, and 

lifestyles. 

The VSS is considered a valid and rehable measure as assessed by 

Performax Systems Incorporated. Statístícal tests included content validity, 

construct validity, criterion validity, inter-rater rehabihty, internal consistency 

reUabihty, and test-retest reUabiUty ("The Values Analysis ProfUe," 1981). The 

criterion validity of the instrument was assessed against the Kolberg Values 

Issues Interview test, producing a correlatíon coeffícient of .72. Inter-rater 
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reUabiUty was also tested on the instrument, yielding a coeffícient of .75 

("Values Analysis ProfUe Trainer Manual," 1985). 

A noted trend in research on the artisticaUy talented reveals highly 

artistic individuals, whether student or adult, place little emphasis on social 

values (Albert, 1978; Deignan, 1958; Gotz & Gotz, 1973; Scott, 1988). It 

appears that the Challenger value system most clearly defínes the artistic 

individual. The Challenger system is oriented toward self-preservation and 

satisfaction, self-expression and individuality. The three remaining systems 

include emphasis on social acceptability. The In-betweener value system is 

oriented toward self-assertion, happiness, fear of inner confhct, and living a life 

of socially acceptable individuality. Members of the Traditionalist value system 

fear a loss of social respect, face life through commitment and protection, hold 

responsible living in high priority, and live a lifestyle of meaningful 

involvement. The fínal value system, the Synthesizer value system, focuses on 

integration with self and others, fears a lack of personal congruence, upholds 

pragmatic idealism, and maintains a lifestyle of personal activism ("Values 

Analysis ProfUe Trainer Manual," 1985). 

Attitudes and Motivation 

Identifying students' beliefs, attitudes, and intentions can assist 

educators in predicting student behavior and interactíon and infíltration 

capabUitíes. Attítude is shnply defíned as the amount of affect for or against 

an object (Fishbein, 1979). Affect directly relates to the response to an object 

or action through behavioral intentíon and behavior. Positive or negative 

response can dictate attitudes or emotíons toward education, artistíc endeavors, 

or creativity. 
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Scott (1988) indicates that affective characteristics and early 

environment may determine degree of success in the visual arts. Motivational 

characteristics in the personahty structures of art students were noted by 

Munsterberg and Mussen (1953) as essential in determining degree of success 

in the arts. Students who value aesthetic forms are generally more artistic than 

those who hold less value for aesthetics. Valuing is the display of affect for the 

visual arts and aesthetics. 

More important than attitude toward art and aesthetics, attitudinal 

response of students in the current study toward listening may direct the results 

of this study. Listening skiUs need to be estabUshed to achieve academic 

success (Gold, 1981). Students who value the topic of proportional fígure 

drawing wiU seek to listen to the lectures and instructions. The style of 

listening in which subjects interact with the concepts wiU determine the level of 

understanding and application of the principles. 

The Performax Attitudinal Listening ProfUe System (ALPS) provides 

descriptors for six attitudinal listening types determined by the instrument in 

their guide manual (1990). The ALPS instrument has been shown to be valid 

and reUable in identifying listening attítudes. Respondents choose statements 

which are most and least characteristic of themselves. Response to these 

statements identífíes the respondent's listening attítude as (a) Leisure, 

(b) Inclusive, (c) Styhstíc, (d) Technical, (e) Empathetic, or (f) Non-

conforming. 

A defínitíon of each listening type foUows. The Leisure listener is a 

pleasurable listening type with an acute ear for what is pleasing to them, 

attending to pleasant stimuH while tuning out messages demanding intensity or 

30 



discomfort. Unlike the Leisure listener, the Inclusive listener is a 

comprehensive listening type with a wide range of listening positions, tending 

to absorb a variety of informatíon, while intensely pursuing key or major ideas. 

The StyUstic listener is the type whose prhnary focus is the medium through 

which messages are transmitted, placing equal or greater miportance on the 

medium than actual words. The Technical listener tends to be systematic. 

This type listens for technical methods of hnproving performance, paying 

special attention to information which is systematized, researched, and 

expanded into processes and procedures. The Empathetic listener is an 

emotional listening type with an acute ear for emotional states of others, which 

combines audio, visual, olfactory, and tactile channels of hearing and 

processing. Lastly, the Non-conforming listener is a critical listening type 

which perceives from a fírm position the relevancy of the information in 

relation to its similarity or difterence from that position, while evaluating the 

validity of the facts based on the speakers' position ("The Attitudinal Listening 

ProfUe System Manual," 1990). 

A combination of ALPS listening types may enhance the effectiveness of 

the channel of communication in an artistic medium. The Technical listener 

wiU listen for detaU and process, both of which are vital to student academic 

success (Gold, 1981) and in acquh-ing abiUtíes in drawmg. The Inclusive 

listener wiU take in the broad spectrum of informatíon transmitted through 

visual, audio, and tactíle modes. This aU-encompassmg type wiU aUow the 

fashion design student to infíltrate aU avenues of the communicated message 

and to direct interpretation of the message in a creatíve and artistic mode. 
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Creativity 

It is hypothesized that one's personahty, revealed through behavioral 

characteristics, might also be reflected in one's creative endeavors. Creativity 

has been defíned by many researchers in their attempt to assess determmants 

of individual creativity. Getzels and Jackson (1962) defíne creativity as "the 

abiUty to produce new forms and to restructure stereotyped situatíons" (p. vu). 

Others defíne creativity as hnagmatíon or vision, inspiratíon, and the mark of a 

genius (Fernald, 1978). Schaeffer (1980) describes creativity as the applicatíon 

of a person's mental abiUty and curiosity to discover something new. Amabile 

(1989) defínes creativity in terms of what it is not, "creativity is not the same 

thmg as inteUigence or giftedness, . . . not the same as eccentricity. Creativity 

is also not sheer hnitation or memorizatíon" (p. 23). 

However diverse the defínitíon may be, accordmg to McWhinnie (1969), 

creativity offers a promising direction for exploration and consideration of 

problems involved in personaUty research. Of specifíc interest to McWhinnie is 

the investigation of relationships between cognitive-perceptual style and 

creativity. Barrett and Thornton (1967) summarized cognitive differences of 

engineers and college students. Findings resulted in the confirmation of their 

hypotheses, engineers were more fíeld independent than a standardized sample 

and more fíeld independent than college males. 

McWhinnie (1969), in a review of literature in perceptual/cognitive style, 

notes that work in fíeld independence has been useful for exploration in 

creativity and personahty research. Bloomberg (1966) indicates fíeld-

independence as a necessary condition for creativity, but not suffícient in itself 

to insure creativity. 
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Spontaneity has been identífíed as a characteristic trait of artístic people 

in several studies. Burkhart (1960) studied the creativity-personahty 

characteristics of students grouped by spontaneity and dehberateness in art. 

Cognitive responses to artístíc endeavors were noted by instructors of 44 

college art students. Students were aU highly creative, yet 22 students were 

noted to thmk and work in highly flexible and originative modes, while 22 

others worked more deliberately, using step by step procedures. 

Self-descriptions revealed spontaneous, highly aesthetíc subjects were 

distinctive, self-confídent, involved, unmhibited, loose, and versatíle. Rarely 

did they identify meek or cautíous as descriptors. Dehberate, highly aesthetic 

subjects identifíed themselves as clever, conservative, moderate, natural, 

pleasant, practical, peaceable, calm, clear-thinking, fault-finding, fussy, and 

organized (Burkhart, 1960). 

The relationship of art experience to general creativity and personaUty 

was the subject of study for Burgart (1962). PersonaUty factors contributing to 

the creative personahty syndrome were signifícantly related to art experience. 

These personaUty factors include self-sufficiency, social independence, non-

conforming behavior, flexibUity of response, flexibUity of manipulation of the 

environment, and abihty to identify with seU-concept. Further fíndings relating 

to creativity measures and art experience reveal the signifícance of two types of 

response to creativity, visual and verbal creativity. Burgart (1962) summarizes 

fíndings by recommending greater emphasis on creative visual expression as a 

more meaningful and inclusive measure of general creativity. 

Rimm and Davis (1976) developed a creativity-related assessment, the 

Group Inventory for Finding Interests (GIFFI-II). The instrument was 
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developed and tested for measuring dimensions of creatíve arts and writing, 

chaUenge-inventiveness, confidence, hnagination, and many interests. The 

instrument was analyzed for rehabihty and criterion-related validity. A 

rehabihty assessment was completed by Rhnm and Davis (1976), using the 

Hoyt reUabihty correlatíon statístíc. Theh- fíndmgs revealed a rehabiUty 

statistic of .94. 

Construct validity was assessed through comparisons with other creative 

measures, including Torrance Tests of Creativity (1966), Pennsylvania 

Assessment of Creative Tendency (Rookey, 1974), and the Adjective Checkhst 

(Smith & Schaefer, 1969). Similar constructs were used in the development of 

the GIFFI-II. Criterion-related validity was estabhshed by the developers 

through correlating inventory scores with outside measures of creativity. 

Teacher ratings of creativity and experimenter ratings of short stories were 

used to create a composite score. This score was then correlated with the 

inventory score. Criterion-related validity studies indicated signifícant 

correlatíons, between .33 and .68 (Rhnm & Davis, 1980). The GIFFI-II 

appears a reUable and valid instrument for summarizing interest in creativity 

and artistic endeavors. 

Bodv-image 

A review of literature on self-hnage, including self-perceptíon and body-

image, supports the theory that factors exist which effect the artístíc capabUity 

of an individual. Piaget and Inhelder's (1956) theory of perception 

demonstrates the concept that an individual draws what is known rather than 

what is seen with littíe awareness of the distinctíon. The more accurate the 

individual's body perception, the more capable that individual wiU be of 
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drawmg a realistic fígure. Edwards (1979) and Brookes (1986) identífíed 

psychosocial dimensions of self-esteem as primary in relationship to achieving 

profíciency in rendering naturahstic images. Personal perception, identífíed as 

body-image, has also been correlated in a number of research studies to an 

individual's abihty to draw a proportíonal human fígure. 

Gleghorn and Penner (1989) researched the relatíonship between 

body-image and personahty characteristics among normal women. The sample 

used consisted of 56 normal weight female undergraduate students with no 

history of eating disorders. Subjects completed a self-concept inventory and a 

Body Parts Satisfaction questionnaire. Their fíndings revealed a signifícant 

correlation between the attitudinal component of body-image and overaU 

self-esteem and the physical appearance aspect of self-esteem. 

Research has shown that individuals suffering from anorexic or buUmic 

conditions draw distorted, disproportional human fígures (BeU, 1986; 

Whitehouse, Freeman, & Annandale, 1986). BeU (1986), using a silhouette 

chart, questioned subjects concerning their ideal self body-image, present self 

body-image, body-image at plus 10 pounds, body-image at minus 10 pounds, 

and image expected by family members. A semantic differential scale with 10 

personahty traits including happy/sad, active/passive, and productive/ 

unproductive was used to attribute character traits to thin, normal, and obese 

siUiouettes. The sample (eight anorexic, eight normal, and eight obese 

subjects) differed signifícantly in present self body-hnage. Anorexics tended to 

overesthnate while obese underesthnated. Anorexics signifícantly distorted 

body-hnage when respondmg to the self hnage at plus 10 pounds and minus 10 

pounds. According to BeU (1986), fíndmgs indicated that greater deviatíon 
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from the norm often led to greater under- or overestimation or body-image 

distortion. 

The Body Cathexis Scale, developed by Secourd and Jourard (1953) has 

been used to assess individual affect toward total body and body parts. The 

original form of the scale contained 46 body items assessed with a six-point, 

Likert-type response. Numerous studies have used the instrument since its 

development, both in its original 46-item form and its modified 26-item version 

(Roger, 1977). Tucker (1981) reported a rehabiUty coeffícient of .87 on the 46-

item scale. Balogun (1986) researched the rehabihty and construct validity of 

the Body Cathexis Scale (BCS). His research compared the BCS with the 

physical self, personal self, and total positive subscales of the Tennessee Self-

Concept Scale. An analysis of pretest and posttest scores (over a two-week 

period) of the Body Cathexis Scale produced correlations which were found 

between the TSCS subscales—physical self (.64), personal self (.60), social self 

(.62), and total positive (.62), and the BCS (Balogun, 1986). In a study 

completed by Markee, Carey, and Pederson (1990) on a sample of working 

women, ages 25 to 45, a Cronbach's alpha of .80 was determined for the short 

form of the scale. Due to the potential impact of body-image on fígure 

drawing, the Body Cathexis Scale was selected as a valid and rehable 

assessment of body-image for use in this study. 

Furthermore, Whitehouse, Freeman, and Annandale (1986) researched 

response to body-perception of a group of female buhmic patients and a 

control group. Using a television monitor in which body-image could be 

continuously distorted in either direction, bulimics were noted to overestimate, 

while the control group adjusted the image reflecting a slightly underestimated 
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body-hnage. An hnage-marking technique was also used. Again, buhmic 

subjects overestimated, but the control group responded with a more accurate 

reflection of body-image. 

Research has also shown that personal weight status effects body-hnage 

and abihty to draw a human fígure (BirtchneU, Dolan, & Lacey, 1987; Fowler, 

1991). Behavioral scientists believe that self-concept, as a major contributor to 

life satísfactíon, is affected by one's body-image. BirtchneU, Dolan, and Lacey 

(1987) studied body-image perception in 50 non-eating disordered women and 

demonstrated that overperceptíon of body widths is not restricted to the 

populatíon with eating disorders. Subjects of normal weight overesthnated to a 

lesser degree than light or heavy weight subjects. Theh- fíndmgs suggest that 

the greater the deviation of weight from normal, the greater the degree of body 

width overestimation. Only those subjects whose actual weight was below the 

mean matched population weight and that recommended by medical height 

charts were satisfíed with personal weight level. 

Studies using human fígure drawing as a measurement technique were 

reviewed in relation to effectiveness of instruction to improve children's 

body-image (Artwohl, 1980). Comparisons were made of mentaUy impaired, 

learning disabled, bUnd, and normal children in classroom settings and 

longitudinal situations. Artwohl (1980) found that studies were inconsistent in 

their methodologies and samples, thus making any generalized conclusions 

difficult and impractical. Although fíndings were inconclusive, 

recommendations were made for further research. 

Body-image was researched in physicaUy abused and normal adolescents 

using the Draw-A-Person test (Hjorth & Harway, 1981). Eight aspects were 
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used in analysis, size, erasure, environment, clothing, detaU, fíngers, symmetry, 

and arm position. Each response indicated some aspect of psycho-analytic 

assessment. The two sample groups differed signifícantly in six of the eight 

aspects-erasure, clothing, detaU, fíngers, symmetry, and arm position. The 

abused adolescents displayed less erasure, absence of clothing, fíngers, and 

detaU and less symmetry. Hjorth and Harway's (1981) psychoanalysis of these 

responses supported descriptions of abused children as having poor 

relationships, introverted tendencies, insecurity, anxiety, sex-role confusion, and 

poor body-image, adjustment, and self-concept. 

Techniques of analysis of fígure drawing procedures in studies of self-

image and body-image vary. Although interpretations of fíndings are diverse, 

one constant remains, that individuals communicate individual perception 

through drawing. It is based on this understanding that analysis and 

comparison of university students' response to fígure drawing, body-image, and 

character traits wiU be used to assess deterrents to fígure drawing. 

Artistic Ski l 

Which factors determine artistic skiU? Could talent be hereditary or 

rehant on the conditions of the home environment or fathers' occupational or 

socio-economic status, or could it possibly be determmed by an individual's 

cognitive style? Many theories have been set forth and some analyzed in 

pursuit of labeling artístic children and individuals. 

"Artístically gifted children are often the off-sprmg of inteUectualIy 

superior parents with superior family backgrounds," interprets Zhnmerman 

(1974, p. 36). In the researchers' quest for development of a theory for 

labeling artistícaUy talented children, Zhnmerman identifíed predictor variables, 
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including socioeconomic status, age, education, mental abihty, and behavioral 

characteristics. Numerous studies have found relationships between mental 

abihty and artistic performance (Inglehart, 1960; MacKinnon, 1978; Salome, 

1974; Schubert, 1973). Clark and Zhnmerman (1984) reviewed over 70 years 

of research studies, summarizing fíndings by grouping identífying characteristics 

for artistically talented students into two categories, those observable 

characteristics of art products and observable behaviors of students. In their 

conclusions, they stated there was need for further research to resolve 

inconsistencies and contradictions that emerged. 

Highly creative and talented adults report frequent moves as chUdren in 

a study by MacKinnon (1978). Because of exposure to different cultures, life-

styles, and attitudes, it has been suggested that children had to be flexible, 

adaptable individuals, which inspires creativity. 

There exists some disagreement regarding artistic creativity and mental 

abiUty. Many studies show I.Q. or inteUigence is not related to achievement in 

art. I.Q. has been measured by various instruments, while G.P.A. has also 

been used as a variable of study in inteUigence research. In studies by Barron 

(1963) and Burkhart (1960), inteUigence is not greatly related to creativity. 

PersonaUty and creativity measures operate on an independent dimension from 

mental functioning or measures of inteUigence. Burkhart (1960) also 

summarized study fíndmgs to the extent that "the hnportant consideration in 

regard to these fíndings concerning the differences between inteUectual and 

creativity/personaUty factors is that perhaps more can be done to alter creative 

capacitíes than inteUectual ones" (p. 61). MacKinnon (1978) studied creativity 
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in three sets of architects. Findings from the study of creative samples show 

essentíally zero relatíonships between variables of inteUigence and creativity. 

Summarv 

There is apparent merit in relatíng factors in (1) the assessment of 

creative and artístic characteristics of individuals and (2) the interpretation of 

methods of perceptíon and response of artístic individuals to the communicated 

message. Scott (1988) compiled one of the most current assessments of 

artistically talented students, comparing personaUty, values, and background 

characteristics. 

The majority of research completed on the profíles of artists occurred 

durmg the late 1950s and early 1960s (Deignan, 1958; Drevdahl & CatteU, 

1958; Hammer, 1960; Munsterberg & Mussen, 1953). In a time in which 

educational systems were searching for their artistic audiences, research 

focused on predictive factors for determining the success of their students. 

Researchers focused on personahty characteristics, creativity measures, value 

systems, and life situations of artisticaUy talented or gifted students. 

The interaction of characteristics has provided a somewhat concise 

profíle of the artistic individual. McWhinnie (1969) noted artisticaUy inchned 

individuals are often fíeld independent, meaning less dependent on supervision 

and guidance. A large number of artísticaUy creative individuals are 

spontaneous by nature (Burkhart 1960) and most are socially independent 

(Scott, 1988). Gotz and Gotz (1973) found most artístic individuals to be more 

introverted than extraverted, and slightly neurotic. High aesthetic values are 

held by most talented artists, while economic values are generally low in 

prioritization. 
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A second wave of research in the artistic arena continued the focus on 

personaUty research, while incorporating formative influences, perception and 

mental functioning, and educational aspects of the development of an artistic 

person (Clark & Zhnmerman, 1984; Dorethy & Reeves, 1979). This second 

wave increased the attention given the educational systems and the appropriate 

methods of instructmg the gifted in art. Unfortunately, much of this research 

highUghted adolescent artistic development and not coUegiate development. 

The concept of educator valuing of art and creativity in the classroom was 

unveUed due to the fíndings of such research. Salome (1974) recommended an 

encouraging and open atmosphere for the development of creativity, a 

characteristic found innately in nearly 100% of aU children. 

Teaching effectiveness research, combined with character research 

carried out in the artistic realms, may provide the best of aU possible 

instnictional environments. A thorough understanding of the student's 

background, interests, and learning and skiU capacitíes, combined with the 

knowledge of how best to trigger, motivate, and teach the student, wiU provide 

the ideal learning environment. 
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CHAPTER III 

METHODOLOGY 

The primary purposes of the study were to determme effectiveness of 

teaching method, to assess generalizabihty of the study sample, and to 

determine prevaiUng characteristics of university students enrolled in fashion 

design. The procedure foUowed in this study has been divided into the 

foUowing sections: (a) selection of the sample, (b) research instrument, 

(c) research design, (d) procedure, (e) variables for the study, and (f) statístical 

analysis of data. 

Subject Selection 

A cluster sampUng method was used to randomly select the subjects for 

the study. A listing of aU undergraduate CoUege of Human Sciences 

freshmen/sophomore level courses, with an enrolhnent over 80, offered during 

spring 1993 at Texas Tech University was used. Six courses were randomly 

selected for participation. Students within these classes were requested to 

respond to the Individual Assessment Inventory for University Students. 

Students were informed that participation was not a requirement for course 

grade. 

Six classes meetíng the criteria previously identífíed were requested to 

participate on a voluntary basis. After contactíng course instructors and 

verifying class attendance, approximately 200 female and male students were 

anticipated for partícipatíon, based on mandatory or voluntary class attendance. 

Subject responses from the acquired group of 157 were used for the purpose of 
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determmmg generalizabihty of the experimental sample to the university 

student population. 

Subjects for the experimental phase of the study were undergraduate 

students enrolled in the CoUege of Human Sciences at Texas Tech University 

durmg the 1993 spring semester. Twenty-six female and male university 

students enrolled in two sections of the introductory fashion design course, 

Fashion Drawing, were subjects in the experhnental sample (see Appendix A 

for a description of the course). The total student number was approximately 

equal in both sections of the course. 

Research Instruments 

Research instruments included a pretest (administered to aU subjects), 

three repeated Proportional Figure Scale (PFS) measures, and a fínal posttest. 

The repeated PFS and posttest was only administered to subjects enrolled in 

the fashion drawing sections. The pretest instrument, Individual Assessment 

Inventory for University Students (lAI-U), contained the Performax Personal 

Style Survey ("Personal ProfUe System," 1986), the Performax Values System 

Survey ("The Values Analysis ProfUe," 1981), the Performax Attítudinal 

Listening ProfUe System (ALPS), the Group Inventory for Finding Interests 

(Rhnm & Davis, 1980), the Body Cathexis Scale (Tucker, 1981), the 

Proportíonal Figure Scale (PFS), and a set of demographic questíons. The 

instrument was inspected for face and content validity by a panel of faculty 

researchers at Texas Tech University, Lubbock, Texas, in the areas of textiles, 

clothing and merchandising, education, and family studies. 

The posttest, Individual Assessment Inventory for Fashion Design 

Students (lAI-F), contained the GIFFI-II, the Body Cathexis Scale, and the 
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PFS scale. The posttest was used to assess fínal improvement in the 

proportíonal fashion fígure through the use of the PFS. The GIFFI-II and the 

Body Cathexis Scale were used to assess variation in perception of creative 

abihty and change in body perception. 

Format for the questíonnaires was guided by Dilhnan's (1978) Total 

Design Method. The instruments were printed on 11-inch by 17-inch white 

stock, which was folded into a booklet form. No questions were printed on the 

front or back covers. Designs for the front and back covers met criteria 

estabhshed by DiIIman (1978) (see Appendices B and C). 

Pretest Instrument 

The fírst section of the questionnaire utUized the Personal Style Survey 

(PSS), copyrighted and marketed by Performax Systems International, Inc. 

("Personal ProfUe System," 1986). The PSS requires participants to identify 

behaviors which are most-to-least like themselves. Ten rows of words, each 

with four distractors, aUowed respondents to self-select manners in which they 

sense, conceptuahze, and respond to situations. Based on their responses, 

individuals were classifíed by one of four behavioral styles: (a) Dominance, 

(b) Influencing, (c) Steadiness, or (d) Cautíous. These behavioral styles are 

defíned under the defínition of terms. The PSS has been proven through use 

by many researchers and through its high correlatíon with subscales of 

comparable tests (Kaplan & Kaplan, 1983). 

The second section of the questíonnaire utilized the Performax Values 

System Survey (VSS). This measurement is also considered a valid and rehable 

instrument ("The Values Analysis ProfUe," 1981). A criterion validity of the 

instrument was assessed producing a correlatíon coeffícient of .72. Interjudge 
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rehabiUty yielded a coeffícient of .75 ("Values Analysis ProfUe Trainer 

Manual," 1985). The values measurement requires respondents to score terms 

as most-to-Ieast characteristic of themselves for 10 panels, each with four 

distractors. The results reveal value systems which are common among people, 

with behavioral styles being (a) Traditionalist, (b) In-betweener, (c) Challenger, 

or (d) Synthesizer. Value systems are further defíned in the defínition of 

terms. 

The third section of the questionnaire featured the Performax 

Attitudinal Listening ProfUe System (ALPS). This instrument has been shown 

useful in identifying listening attitudes and how these attitudes effect work 

performance. The ALPS scale contains 24 groups of statements about which 

type of listening is most important to the respondent. The respondent chooses 

statements which are most and least characteristic of themselves. Response to 

these statements identífíes the respondent's listening attitude as (a) Leisure, 

(b) Inclusive, (c) Styhstic, (d) Technical, (e) Empathetic, or (f) Non-

conforming. Further clarifícatíon of these types can be found in the defínitíon 

of terms section. 

The fourth section of the questíonnaire ehcited informatíon about the 

respondent's creatíve or artístic talent. The Group Inventory for Finding 

Interests (GIFFI-II) was used to measure creative potentíal (Rhnm & Davis, 

1980). This instrument consisted of 60 statements to which subjects responded 

by answering in Likert-type response from defínitely yes to no. Response to 

the instrument creates dhnensions of creative art and writíng, interests, 

confidence, chaUenge-mventiveness, and hnagmatíon. Further clarifícatíon of 

interests can be found in the defínitíon of terms section. 
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The fífth section of the questionnaire, the Body Cathexis Scale, 

measured each individual's affective orientation to his/her own body. The 

instrument was developed by Secourd and Jourard (1953) with the intentíon of 

measuring satísfaction with various specific features of one's own body. The 

original 46-item scale was modifíed to a 26-item version (Roger, 1977). 

Subjects were asked to rate their satisfaction on a six-point Likert-type scale 

from very positive feelings to very negative feelings. 

The sixth section of the questionnaire contained the Proportional Figure 

Scale (PFS). The PFS was designed specifícaUy for this study. The basic tenet 

of the PFS was the abihty to draw a proportíonal fashion fígure, matching body 

points to the appropriate position on the scale. The respondent was given a 

scale on which a proportional fashion fígure's head and feet are drawn in the 

appropriate position on the form. The respondent was asked to complete the 

drawing. Scoring was completed by a panel of judges, and points were 

assigned based on the ahgnment of body parts to the measurement key or the 

fashion fígure. A possible 22 points were avaUable on the PFS, for the 22 

check points on the fígure. Success ratings are denoted as Highly Successful 

(19-22), Successful (15-18), Moderately Successful (11-14), Needs Some 

Improvement (7-10), and Needs Much Improvement (3-6). 

The fínal section of the questíonnaire under demographic informatíon 

asked for response to questíons including age, sex, ethnicity, formal art 

background, educational background, overaU GPA (university, if fírst semester 

student, then high school), and body profíle. Body profíle included a request 

for the respondent's height and weight and general frame size. For review of 

this document, see Appendix B. 
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Psvchometric Propertíes of Instruments 

Due to the lack of psychometric data on the GIFFI-II scale and the 

Attítudinal Listening ProfUe System (ALPS), and the lack of rehabihty for the 

sample studied, the researcher analyzed internal consistency and factorial 

validity for most instruments. Both the PSS and the VSS showed fairly strong 

internal consistency. Findings are discussed in Chapter IV, under Rehabihty of 

the Instrument. The Body Cathexis Scale showed a test-retest rehabihty 

measure of .89 on a sample of 50 female coUege students (Balogun, 1986). 

Posttest Instrument 

The fírst section of the posttest questíonnaire utUized the GIFFI-II scale 

(Rimm & Davis, 1980) to measure creative talent and abihties. The perceived 

level of creativity was addressed by a numerical value. The second section of 

the posttest questionnaire, the Body Cathexis Scale, duphcated questioning 

relating to an individual's affective orientation to his/her own body. 

The third section of the posttest questionnaire contained the 

Proportional Figure Scale (PFS). The PFS, designed specificaUy for this study, 

is described under the Pretest Instrument section. The purpose of the PFS was 

to measure abihty to draw proportional fashion fígures. The respondent was 

asked to complete the drawing. Scoring was completed by a panel of expert 

judges, and points assigned based on the ahgnment of body parts to the 

measurement key or the fashion fígure. The panel was composed of three 

instructors or former instructors of fashion drawing. Improvement in the PFS 

revealed the level of eftectiveness of method of instruction. 
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Repeated Measures Instrument 

A measure-the PFS scale—was completed at the end of each two-week 

period. The student completed the Proportional Figure Scale a total of fíve 

times, including the pretest and posttest (refer to Figure 3.1). Students' 

progress was charted over the eight-week period, at the end of each two-week 

interval. The PFS scale for the fashion fígure drawing, represented by a pair of 

feet and a proportionally positioned head, was administered to both class 

sections of Fashion Drawing. The fashion design students' progress was noted 

through observation of the intermediate PFS scales, in relation to how many of 

the target areas are ahgned with those on the proportional fígure (see 

Figure 3.2). 

Research Design 

The design used in this study was referred to as the repeated measures 

nonequivalent control group design (Gay, 1990). Two existmg groups were 

pretested, administered a treatment (teaching method), and received three 

repeated test measures and a fínal posttest measure. Two class sections were 

randomly assigned one of two methods of instruction, one actmg as control, or 

the expository teaching method A and the second as the treatment, or the 

experiential teaching method B. 

Procedure 

Students in selected human sciences courses and fashion drawmg 

courses were requested to complete the questíonnaire, the Individual 

Assessment Inventory for University Students (LU-U). The lAI-U was 

administered in class and required approxhnately 30 minutes to complete. 
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CLASS 1 - QUESTIONNAIRE PRETEST 

WEEK 2 - PROGRESS CHECK 

WEEK 4 - PROGRESS CHECK 

WEEK 6 - PROGRESS CHECK 

FINAL CLASS - QUESTIONNAIRE POSTTEST 

Figure 3.1. Summary of Eight-week Timetable for Evaluation of 
Fashion Drawing Subjects. 
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Figure 3.2. Master Guide for the PFS Scale. 
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Students were offered the option of completing the questionnaire or leaving 

the room. The pretest was used to assess generalizabihty of the experimental 

sample to the university sample based on character trait variables for students 

within the repeated measures, nonequivalent control group study. 

The class section taught with the expository mode (Teaching Method A) 

and the section taught with the experiential mode (Teaching Method B) 

differed in the mode of information dissemination and the learning activities 

selected by the researcher. Fourteen lessons were planned for each 130-minute 

class period, for a total of 14 classes. See Table 3.1 for the conceptual 

framework of the instructional unit. Lesson plans for the two teaching 

methods for the eight-week unit can be found in Appendix A. A comparison 

of expository and experiential modes of instruction used in teaching FADS 

1302, Fashion Drawing, is presented in Table 3.2. 

The repeated measures component of the research study extended over 

a period of eight weeks and included only fashion drawmg students. Teaching 

methods for proportíonal fígure drawing were randomly assigned to the two 

sections of fashion drawmg. Durmg the eight-week period, students completed 

three repeated measures as progress checks and a fínal measure referred to as 

the posttest. The thnetable in Figure 3.1 describes the progression of 

evaluatíon durmg the eight weeks in which two instructional methods were 

being taught. Students completed in-class and outside class work durmg the 

eight-week time frame. 
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Table 3.1. Conceptual Framework for Proportíonal Fashion Figure 
Instructional Unit. 

Topics Readings 

Week 1 Unit Introduction 
Administration of the lAI-U 
Lesson 1 - Beginning Figure Proportion 

Week 2 Lesson 2 - Proportion of Part to Whole 

Lesson 3 - Figure Balance 
Completion of PFS 

Week 3 Lesson 4 - Action Figure 

Lesson 5 - Leg Structure 

Week 4 Lesson 6 - Leg Motion 

Lesson 7 - Foot Proportion & Shoe Position 
Completion of PFS 

Week 5 Lesson 8 - Upper Torso Structure 

Lesson 9 - Arm Form and Shape 

Week 6 Lesson 10 - Hand Structure 

Lesson 11 - Matching Pose and Garment 
Completion of PFS 

Week 7 Lesson 12 - Figures from Photographs 

Lesson 13 - Developing Personal Style 

Week 8 Lesson 14 - Developing Personal Style 

Unit Summary - Administratíon of lAI-F 

L\I-U 
L\I-F 
PFS 
AbUng I 

AbUng II 

AbUng I 
Pages 1-13 

AbUng I 
Pages 14-17 

AbUng I 
Pages 18-19 

AbUng I 
Pages 20-25 

AbUng I 
Pages 26-28 

AbUng I 
Pages 29-30 

AbUng I 
Pages 31-35 

AbUng I 
pages 36-37 

AbUng I 
Pages 48-52 

AbUng II 
Pages 74-132 

Individual Assessment Instrument for University Students 
Individual Assessment Instrument for Fashion Design Students 
Proportional Figure Scale 
AbUng, B. (1988). Fashion sketchbook. New York: Faû chUd 
Pubhcations. 
Abhng, B. a991). Advanced fashion sketchbook. New York: 
FairchUd Puohcations. 
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Table 3.2. A Comparison of Expository and Experiential Modes of 
Instruction. 

Concepts 

Objectives in the Cognitive and 
Affective Domains 

Expository 

Same 

Same 

Experiential 

Same 

Same 

Generalizations Same Same 

Question Formation 

Set 

Learning Experiences 

Discussion 

DriII and Practice 

Handouts 

Interaction 

Lecture 

Reflection 

Simulations 

Evaluation 

Initiated by 
Student 

Focus is on 
Teacher 

No 

Yes 

Yes 

No 

Yes 

No 

No 

Same 

the 

the 

Initiated by the 
Student or 

Teacher 

Focus is on the 
Students 

Yes 

Yes 

Yes 

Yes 

Yes 

Yes 

Yes 

Same 
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Variab es for the Study 

The variables for the study were: 

(1) Personahty styles defíned as Cautious, Dominant, Influencing, and 

Steady as specified by the Personal Style Survey (PSS) ("Personal Profíle 

System," 1986); 

(2) Value system behaviors defíned as Traditionalist, In-betweener, 

Challenger, and Synthesizer by the Performax Values System Survey (VSS), 

("The Values Analysis ProfUe," 1981); 

(3) Attitudinal listening types defíned as Leisure, Inclusive, StyUstíc, 

Technical, Empathetic, and Non-conforming by the Performax Attitudinal 

Listening ProfUe System (ALPS); 

(4) Creative propensity defíned as Artistic, Confídence, Inventive, and 

Imagination, modified from the Group Inventory for Finding Interests 

(GIFFI-II) (Rhnm & Davis, 1980); 

(5) Attítude toward body-hnage defíned as total body-hnage score on 

the Body Cathexis Scale (Tucker, 1981); 

(6) Abihty to draw a proportíonal fashion fígure defíned as Highly 

Successful (19-22), Successful (15-18), Moderately Successful (11-14), Needs 

Some Improvement (7-10), and Needs Much Improvement (3-6); 

(7) Age; 

(8) Ethnic diversity; 

(9) Sex as male or female; 

(10) CoUege Grade Point Average; and 

(11) Art training classifíed as extensive (5 or more years), high (3 to 4 

years), average (1 to 2 years), or minimal (less than 1 year). 
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Statistical Analvsis of Data 

Statistical analysis was completed on the data, given the dependent 

variable, level of mastery of the proportíonal fashion fígure, and type of 

instruction as the major independent variable. Further analysis was completed 

within levels of the dependent variable, mastery of proportional fashion fígure, 

for both the control and treatment groups. Variables, tested through the use 

of survey data, included personahty traits, value system, listening attitude, 

creative propensity, body-hnage, and weight or body type. Sex, overaU high 

school grade point average (G.P.A.), and ethnicity were screened as assigned 

variables. Survey data from the pretest instrument was analyzed through the 

use of descriptive statistics including, means, medians, frequency distributions, 

and standard deviations. The Pearson r correlational procedure and GLM 

ANOVA procedures were used to identify relationships between and 

differences among the independent variables of the University sample and the 

Fashion Design sample. Results from these fíndings were used to assess 

generalizabihty of the sample to a broader population. ProfUe analysis was 

used to assess internal growth during the repeated measures design. 

A panel of three judges critíqued the PFS scales. Inter-rater rehabihty 

was statístically analyzed. The pretest for university students was analyzed 

after completion by the six classes (n = 157). Repeated measures and the 

posttest for fashion design students (n = 26) were analyzed using t-tests, an 

ANCOVA, and a two-way ANOVA. Subscales were selected for the Personal 

ProfUe Survey, the Values System Survey, and the GIFFI-II based on shnilarity 

of subscale profíles to Hterary fíndmgs on artístíc and creative individuals. 

These tests were used to determine differences among University and Fashion 
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Design samples and between control and experimental groups. Variables 

selected for analyses in the ANCOVA, GIFFI-II, Body Cathexis, and Pretest 

were used based on literary fíndings revealing potential impact on drawing 

skiUs. Final analysis compared progress between experimental and control 

group response to PFS5 introducing covariates. 

The foUowing hypotheses and research questions were analyzed with the 

statistical measurement directly foUowing each hypothesis or research question. 

Hypothesis 1 

There wiU be no signifícant differences (a) between experimental 

(experiential teaching method) and control (expository teaching method) 

groups, (b) within PFS tests, and (c) among teaching methods and instructional 

developmental stages. 

Method of analysis: 2-way Factorial with one repeated factor. 

Data to be utUized: PFS Scale; pretest, #2, #3, #4 and posttest for 

experimental and control groups. 

Hvpothesis 2 

There wiU be no signifícant difference in Proportíonal Figure Scale 

(PFS) scores of fashion design students taught with the experhnental teaching 

method (experientíal) and the control teaching method (expository) introducing 

the individual covariates (GIFFI-II, Body Cathexis Scale, pretest). 

Method of analvsis: One-way ANCOVA introducing covariates (GIFFI, 

BCS, Pretest). 

Data to be utUized: 

Question 04/GIFFI covariate. 
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Question 05/Body Cathexis Scale, 

Question 06/PFS scale-Pretest, 

Question 06/PFS scale-Posttest. 

Hvpothesis 3 

There wiU be no signifícant differences among the foUowing variables 

for the University sample and the Fashion Design sample: 

(a) personahty styles, 

Method of analysis: General linear model 

Data to be utUized: Ql with Fashion Design and University 

samples at subscale levels; 

(b) value systems, 

Method of analvsis: General linear model 

Data to be utUized: Q2 with Fashion Design and University 

samples at subscale levels; 

(c) creative propensity, and 

Method of analvsis: General linear model 

Data to be utUized: Q4 with Fashion Design and University 

samples at subscale levels; 

(d) body-image. 

Method of analvsis: General Imear model 

Data to be utUized: Q5 with Fashion Design and University 

samples. 
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Hvpothesis 4 

There wiU be no signifícant difference between the experimental 

(experiential teaching method) and the control (expository teaching method) 

groups by the Dominance personahty style. 

Method of analysis: t-test. 

Data to be utUized: Questíon 01 with experimental and control samples 

at sub-scale levels. 

Hvpothesis 5 

There wiU be no signifícant difference between the experimental 

(experiential teaching method) and the control (expository teaching method) 

groups by the Challenger value system. 

Method of analysis: t-test. 

Data to be utUized: Question 02 with experimental and control samples 

at sub-scale levels. 

Hypothesis 6 

There wiU be no signifícant difference between the University sample 

and the Fashion Design sample by listening type. 

Method of analvsis: Categorical modelmg. 

Data to be utUized: Questíon 03 with Fashion Design and University 

samples. 

Research Ouestion 1 

What are prevaihng characteristics of university students enrolled in 

fashion design? 

Method of analysis: Descriptive, Standard Deviatíon. 
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Data to be utUized: 

Question 07/Age, 

Question 08/Ethnicity, 

Question 10/CIassifícation, 

Questíon 11/GPA, 

Question 05/Body-image, 

Question 04/Creativity, 

Question 12/Art Education. 

Research Question 2 

Do university students with varying attitudinal listening types have 

different value systems or creativity levels? 

Method of analysis: Categorical modeling. 

Data to be utUized: 

Question 03/AttitudinaI Listening Type, 

Questíon 02/VaIue Systems, 

Question 04/Creative Propensity. 
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CHAPTER IV 

RESULTS 

The primary purpose of this study was to investigate the effectiveness of 

the expository and experientíal teaching methods in the university instruction of 

fashion iUustration in drawmg the proportíonal fígure. A secondary purpose 

was to determme whether relatíonships existed between fashion design students 

and non-fashion design students. Relationships were analyzed among variables 

of (a) personahty, (b) value system, (c) attítudinal listening type, (d) creative 

propensity, (e) body-image, (f) fígure drawing capabUity, and (g) demographic 

profíle. Lastly, a profíle of students enrolled in fashion design was created 

through analyses of gathered data. The data for the study were obtained 

through response to a pretest questionnaire, three intermediate proportional 

fígure scales (PFS), and a posttest questionnaire. The questionnaires for the 

study can be found in Appendices B and C and the scale (PFS) in Appendix D. 

The results of the data are reported in four sections: (1) description of the 

sample, (2) reUabiUty and validity of scales, (3) analyses of the instrument 

scales, and (4) analyses of the hypotheses and research questions. 

Description of the Sample 

ProfUe data of the respondents were collected through the use of the 

Individual Assessment Inventory for University Students (lAI-U) serving as the 

pretest. The lAI-U was composed of fíve previously developed and tested 

scales, a proportional fígure drawing component, and demographic questions. 

The pretest questíonnaire was given to six randomly selected classes in the 

CoUege of Human Sciences at Texas Tech University in the spring of 1993. 
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Partícipation was voluntary. A total of 157 responses were collected from the 

group to be referred to as the University sample. An additional 25 (one of the 

26 enrolled students did not complete the series of PFS tests) responses from 

the pretest questíonnaire, posttest questíonnaire, and three intermediate PFS 

scales were collected from two sections of a fashion drawing course, to be 

referred to as the Fashion Design sample. 

Personal Profíle 

Personal profíle data gathered on aU respondents included age, 

ethnicity, classifícation, grade point average, sex, height, weight, frame, and 

silhouette. The mean age of the University sample was 21.45, with a range of 

18 to 40 years. The Fashion Design sample had a slightly lower mean age of 

20.69. The total sample consisted of diverse ethnic backgrounds. Both the 

University sample and the Fashion Design sample included individuals of 

White, Mexican-American, and Native American backgrounds. The University 

sample also included individuals of African-American and Asian decent. 

Table 4.1 contains a detaUed summary of the ethnicity for the University and 

Fashion Design samples. 

The cluster samphng technique involved a random selection of freshman 

and sophomore level courses offered in the CoUege of Human Sciences, Texas 

Tech University, during the 1993 Sprmg semester. A summary of student 

classifícatíons revealed that students enrolled in these lower level courses 

included students of aU classifícatíons, from freshman through graduate. A 

comparison of student classifícatíon between University sample and Fashion 

Design sample revealed a much higher percentage of freshman and sophomore 

level students, 69.2%, enrolled in FADS 1302, Fashion Drawmg, compared to 
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Table 4.1. Summary of University Sample and Fashion Design Sample 
Demographic Descriptive Statistics. 

Variable 

Ethnicity 
White 
Mexican-American 
Native American 
Others & Missing 

Classifícation 
Freshman 
Sophomore 
Junior 
Senior 
Graduate 
Missing 

Sex 
Male 
Female 

University 

n 

134 
14 
3 
6 

24 
44 
44 
36 
5 
4 

51 
106 

Sample 

% 

85.3 
8.7 
2.0 
4.0 

15.3 
28.0 
28.0 
23.0 
3.2 
2.5 

32.5 
67.5 

Fashion \ 

n 

22 
3 
1 

16 
2 
5 
1 
2 

1 
25 

Design Sample 

% 

84.7 
11.5 
3.8 

61.5 
7.7 

19.3 
3.8 
7.7 

3.8 
96.2 

University sample n = 157 
Fashion Design sample n = 26 
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43.3% in the University sample. Table 4.1 displays both sample groups by 

classifícation. 

The samples differed in respect to sex and grade pomt average. The 

University sample contained 32.5% males and 67.5% females. The Fashion 

Design sample, however, contained only one male respondent as seen in 

Table 4.1. Therefore, further analysis comparing male/female demographic 

responses, related to the personal profíle of respondents, was Ihnited to 

combined Fashion Design and University samples. Findings comparing 

male/female demographics are presented in Appendix E. The mean grade 

point average for the University sample was slightly higher than that of the 

Fashion Design sample. As shown in Table 4.2, a mean GPA of 2.82 was noted 

for the University sample compared to 2.76 for the Fashion Design sample. 

Respondent samples were similar in respect to both mean height and 

weight as indicated in Table 4.2. A two-inch difference was noted in mean 

height, with the University sample revealing a slight edge (fíve feet, six inches) 

over the Fashion Design sample (fíve feet, four inches). A two-pound 

difference was noted in mean weight, conversely favoring the Fashion Design 

sample (142 pounds) over the University sample (140 pounds). 

Respondents were presented with frame size and silhouette options and 

were requested to respond. Five frame size optíons ranged from petite to 

extra-Iarge. The largest number of respondents from both the University 

sample and the Fashion Design sample selected the medium frame optíon in 

response to individual frame size. The silhouette sizes provided a range of 

seven options, with one being extremely thin and seven being obese. Over 

50% of the University sample selected options three (slender) and four 
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Table 4.2. Summary of Descriptive Statistics for Student Characteristics for 
University Sample and Fashion Design Sample. 

Variable 

Weight 

Height 

Age 

GPA 

University Sample 

n 

155 

156 

155 

155 

X 

140.66 Ibs. 

5'6" 

21.46 yrs. 

2.82 

SD 

32 Ibs. 

9.68" 

3.14 yrs. 

.46 

Fashion Design Sample 

n 

26 

24 

26 

26 

X 

142.54 Ibs. 

5'4" 

20.69 yrs. 

2.76 

SD 

64 Ibs. 

4.61" 

4.33 

.97 
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(average), while over 50% of the Fashion Design sample selected options two 

(thm) and three (slender). Table 4.3 reveals frame size and siUiouette for both 

samples. Further analysis of both University and Fashion Design samples 

included data regarding artistic background. 

Artistic Profile 

Artistic profíle data gathered on aU respondents included formal art 

training background, years of training, type of training, and artístic profíle of 

parents. Less than one-half of the respondents from the University sample had 

formal training in art (42.7%). The Fashion Design sample revealed a greater 

percentage of respondents with formal training (57.7%) (see Table 4.4). 

For respondents with formal art training from both the University 

sample and the Fashion Design sample, the majority had two years or less. 

The Fashion Design sample, however, had a greater percentage of respondents 

with fíve or more years (15.4%) compared to the University sample (5.8%). 

Table 4.4 presents a summary of artistic backgrounds for both samples. 

Respondents were asked to identify the type of art training, selecting 

from options including college art courses, technical trade school courses, high 

school courses, art club, and community art classes. Among respondents with 

formal art training, the most commonly identifíed type of training was college 

art classes. Of the 67 University sample respondents, 57 had gained experience 

in art through coUege courses, with 32 respondents having received training 

through high school art courses. Of the 15 Fashion Design respondents with 

art training, 12 received training through college art courses and 13 had high 

school art courses as well. Few respondents from either sample had 

background training through technical trade school or community art classes. 
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Table 4.3. Descriptive Statístics for Subject's Body Type. 

Variable 

Frame 
Petíte 
SmaU 
Medium 
Large 
Extra-Large 

Silhouette 
Extremely Thin 
Thin 
Slender 
Average 
Stout 
Fat 
Obese 
Missing 

University Sample 

n 

31 
32 
71 
20 
3 

12 
24 
46 
33 
28 

8 
1 
5 

% 

19.7 
20.4 
45.2 
12.7 
2.0 

7.6 
15.2 
29.2 
21.0 
17.8 
5.1 
1.0 
3.1 

Fashion Design 

n 

2 
7 

12 
4 
1 

5 
10 
2 
5 
3 
1 

i Sample 

% 

7.7 
26.9 
46.2 
15.4 
3.8 

19.2 
38.6 

7.7 
19.2 
11.5 
3.8 

University sample n = 157 
Fashion Design sample n = 26 
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Table 4.4. Summary of Descriptive Statístícs for University Sample and 
Fashion Design Sample Art Backgrounds. 

Variable 

Formal Training in Art 
Yes 
No and missing 

Years of Training 
Less than 1 
1 to 2 years 
3 to 4 years 
5 or more years 

CoUege Art Courses 
Yes 
No 

Technical Trade School 
Yes 
No 

High School Art Courses 
Yes 
No 

Art Club Participation 
Yes 
No 

Community Art Classes 
Yes 
No 

Parental Artistic Abihty 
Extremely Artistic 
Artistic 
Slightly Artistic 
No Artistic Abihty 

University Sample 

n 

67 
90 

106 
23 
19 
9 

57 
100 

3 
154 

32 
125 

8 
149 

10 
147 

27 
36 
57 
37 

% 

42.7 
57.3 

67.5 
14.6 
12.1 
5.8 

36.3 
63.7 

1.9 
98.1 

20.4 
79.6 

5.1 
94.9 

6.4 
93.6 

17.3 
22.9 
36.1 
23.7 

Fashion Desigr 

n 

15 
11 

15 
5 
2 
4 

12 
14 

2 
24 

13 
13 

10 
16 

3 
23 

4 
11 
7 
4 

i Sample 

% 

57.7 
42.3 

57.7 
19.2 
7.7 

15.4 

46.2 
53.8 

7.7 
92.3 

50.0 
50.0 

38.5 
61.5 

11.5 
88.5 

15.4 
42.3 
26.9 
15.4 
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See Table 4.4 for more detaU. A greater percentage of fashion design 

respondents (38.5%) participated in art club in either high school or college, 

compared to 5.1% of the University sample. 

An estimate of artistic level of parent or parents was requested from 

each respondent. Interestíngly, a majority of the Fashion Design sample 

identifíed one or both parents as artistic or extremely artístíc (57.7%). The 

majority of the University sample (59.8%) identífíed one or both parents as 

slightly artistíc or having no artístic abihty. Table 4.4 provides frequencies and 

percentages of both samples. 

RehabiUtv and VaUdity of the Scales 

Rehabihty coeffícients were provided for four of the six scales used in 

the instrument (the Personal Style Survey, the Values System Survey, the 

GIFFI-II, and the Body Cathexis Scale) due to prior use as research 

instruments. The Attitudinal Listening ProfUe System (ALPS) was a newly 

developed instrument and lacked reUabiUty coefficients. The Proportional 

Figure Scale (PFS) was developed specificaUy for the study. Rehabihty 

measures were statístically analyzed for the 183 respondents in this study to the 

Pretest Questionnaire for the Personal Style Survey, the Values System Survey, 

the GIFFI-II, the Body Cathexis Scale, and the PFS. 

Personal Stvle Survev 

The fírst section of the pretest questíonnaire utUized the Personal Style 

Survey ("Personal ProfUe System," 1986). A Cronbach's alpha rehabihty 

coeffícient was obtained from the 183 subject responses to the PSS from this 

study. ReUabiUty coeffícients were obtained for each of four subscales of the 
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instrument including (1) Dominance, (2) Influencing, (3) Steadiness, and 

(4) CompUance. An alpha of .68 was observed for the subscale Dominance, 

.65 for the subscale Influencing, .54 for the subscale Steadiness, and .65 for the 

subscale Comphance. 

Values Svstem Survey 

The second section of the pretest questionnaire utUized the Performax 

Values System Survey (VSS). The VSS consisted of four subscales. The 

Traditionalist subscale, when analyzed with Cronbach's alpha statistic, 

produced an alpha of .54 for standardized variable score. The In-betweener 

subscale produced an alpha of .65 for standardized variable scores, and the 

Challenger subscale an alpha of .65. Lastly, an alpha of .68 was obtained for 

the subscale Synthesizer. 

Attitudinal Listening ProfUe System 

The third section of the pretest questíonnaire featured the Performax 

Attítudinal Listening ProfUe System (ALPS). The ALPS instrument has been 

useful for identífying listening attítudes and their effects. No rehabihty indices 

have been estabhshed for the ALPS by Performax to date. For the purpose of 

this study, data compUed from the ALPS instrument were converted into 

discrete data, thus preventíng a rehabihty coeffícient from being obtamed. 

Respondents were given an identífying listening type accordmg to their 

predominant response to the ALPS instrument. 

Group Inventorv for Finding Interests 

The fourth scale presented in the pretest questíonnaire was the Group 

Inventory for Finding Interests (GIFFI-II), used to measure creatíve potentíal 
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(Rhnm & Davis, 1980). This instrument consisted of 60 statements to which 

subjects responded by answering in Likert-type response from "defínitely" to 

"no." A Cronbach's alpha rehabihty coeffícient was used to analyze the 60-item 

creativity inventory (GIFFI-II) for the 183 subjects in this study. A summary 

of Cronbach's index for the creativity inventory can be found in Table 4.5. 

Bodv Cathexis Scale 

The fífth section of the pretest questíonnaire was the Body Cathexis 

Scale by Secourd and Jourard (1953). A Cronbach's alpha rehabihty 

coeffícient was used to analyze the 26-item Body Cathexis Scale for the 183 

subjects in this study (Table 4.5). A coeffícient of .93 was observed, providing 

assurance of scale rehability. 

Proportional Figure Scale 

The sixth section of the pretest questionnaire contained the Proportional 

Figure Scale (PFS). The PFS was designed specificaUy for this study, to ehcit 

subject exposure or abihty or skiU level in fígure drawing. Scoring for the 

instrument was designed to aUow maximum leniency within the confines of 

iUustrated fígure proportion. Scoring was completed by a panel of three 

judges, with points assigned based on the ahgnment of body parts to the 

measurement key (the proportional fashion fígure). Figure 4.1 displays the 

measurement key. The proportional fígure score sheet can be found in 

Appendix F. A possible 22 points were avaUable on the PFS, for the 22 check 

points on the fígure. 

Interjudge agreement was analyzed for the Fashion Design sample 

(n = 26) for response to pretest PFS (PFSl), posttest PFS (PFS5), and total 
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Table 4.5. Summary of Scale and Subscale Rehabihties. 

Scale/Subscale Number of Items Alpha 

Personal ProfUe Survey 
Dominance 
Influencing 
Steadiness 
Cautious 

Values System Survey 
Traditionalist 
In-betweener 
Challenger 
Synthesizer 

Group Inventory for 60 .94 
Finding Interests (GIFFI-II) 
Body Cathexis 26 ^ 

40 
10 
10 
10 
10 

40 
10 
10 
10 
10 

.68 

.65 

.54 

.65 

.54 

.66 

.65 

.68 
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Eye line 
VJ head. 

Hollow of 
throat close 
to V/i hds. 

Bustiine 
(apex or bust) 
Just beiow 
2nd head. 

Waistline 
Just beiow 3rd 
head. Hip 
plane about 
y/a hds. 

End of torso 
widest part 
of hip. A bit 
above AVi hds. 

Knees about 
6Vi hds. down. 

Anlcles 
above or at 
9 heads. 

Figure 4.1. Judge's Critique Transparency. 
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PFS (including PFSl, PFS2, PFS3, PFS4, PFS5). Intrajudge agreement was 

analyzed within each of three judges' scores for each subjects' (n = 23) 

response to each of the fíve PFS scales. (Three subjects were dropped from 

analysis due to missing a single PFS score.) Pearson r correlatíon coeffícients 

were statistically assessed. The mean percent of agreement for response to 

PFSl by the three judges was 96%, with a range of 87% to 98%. See 

Table 4.6. The mean percent of agreement for response to PFS5 by the three 

judges was 97%, with a range from 88% to 97% (Table 4.7). When intrajudge 

reUabiUty was assessed for aU fíve PFS scales, by the three judges' responses, 

the mean percent of agreement was 98%, with a range of 91% to 99%. 

Analyses of the Instrument Scales 

A total of fíve instrument scales were selected and one developed for 

use in the pretest questíonnaire. Three of the scales were produced and tested 

through Performax Systems Internatíonal, Inc, including the scale on 

personahty, values, and attitudmal listening types. The scale used to assess 

creativity was the GIFFI-II instrument or the Group Inventory for Finding 

Interests. The Body Cathexis Scale was used to assess affect toward one's 

body. The fínal scale was developed for the study and involved an assessment 

of fígure drawing skiUs. 

Personalitv Stvles 

PersonaUty data were collected using the personahty informatíon sectíon 

of the pretest questíonnaire, or the Performax Personal Style Survey (PSS) 

(Cathcart & Alessandra, 1984). The survey required respondents to select 
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Table 4.6. Interjudge Agreement for PFSl Scale. 

Cronbach's Coefficient Alpha 

PFSl PFIl PFI2 PFI3 

PFSl 1.000 

PFIl 

PFI2 

PFI3 

.967 

.000 

.977 

.924 

1.000 

.954 

.869 

.907 

1.000 

PFSl = Proportional Figure Scale 1 
PFIl = Judge l's total ratings for PFSl 
PFI2 = Judge 2's total ratíngs for PFSl 
PFI3 = Judge 3's total ratíngs for PFSl 
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Table 4.7. Interjudge Agreement for PFS5 Scale. 

Cronbach's Coefficient Alpha 

PFS5 PFIl PFI2 PFI3 

PFS5 1.000 

PFIl 

PFI2 

PFI3 

.963 
1.000 

.966 

.876 

1.000 

.975 

.908 

.932 

1.000 

PFS5 = Proportional Figure Scale 5 
PFIl = Judge l's total ratíngs for PFS5 
PFI2 = Judge 2's total ratíngs for PFS5 
PFI3 = Judge 3's total ratíngs for PFS5 
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behaviors from those listed, which were most-to-least characteristic of 

themselves. Response to the survey produced one of four possible personahty 

styles. Descriptors of the four personaUty styles, as determmed by the study 

instrument, included Dominance, Influencing, Steadiness, and Cautíous. 

Defínitíons of each style can be found in the Defínitíon of Terms section in 

Chapter I. 

A total of 40 items was acquired by the PSS, with 10 values accumulated 

for each personahty style. The Dominance personahty style score was assessed 

through compiling aU scores in the fírst column on the personahty scale of the 

questionnaire. The Influencing, Steadiness, and Cautious personahty style 

scores were assessed in similar fashion for the second, third, and fourth 

columns on the personahty scale of the questionnaire, respectively. Each 

respondent was classifíed according to his or her highest score among the 

summated scores for each of the four personahty styles. A total of 154 

respondents were classifíed with a predominant personahty style score. 

Respondents who had no predominant style (n = 29) were dropped from 

further analysis in which data from the PSS were used. 

Upon analyses of aU responses to the personahty scale, 32.8% were 

classifíed as Influencing, 21.3% as Dommance, 15.3% as Steadiness, and 14.8% 

as Cautíous. When the total sample was assigned to University and Fashion 

Design samples, the percentages changed slightly for the University sample, 

reflecting 32.5% Influencing, 19.7% Dommance, 15.9% Steadiness, and 14.6% 

Cautíous. Analysis of the Fashion Design sample revealed changes from the 

total sample. Although maintaining a shnilar percentage of the Influencing 

style (34.6%), an 11% increase was seen in the Dommance personahty style 
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(30.7%), suggestmg a greater percentage of independent, strong-willed, 

decisive, and goal-oriented fashion design personahties. The Cautious and 

Steadiness personahty styles reversed order for the Fashion Design sample, 

with 15.4% Cautious and 11.5% Steadiness. Both the Cautious and Steadiness 

styles were less prevalent in the Fashion Design sample, revealing fewer 

personaUties which accept change slowly and reluctantly and fewer who 

approach change and decision-making cautiously. The percentage distribution 

of University sample and Fashion Design sample by personaUty style appears in 

Table 4.8. 

Value Svstems 

Value systems data were collected using the values information section 

of the questíonnaire ("The Values Analysis ProfUe," 1981). The survey 

required respondents to select behaviors from those listed, which were most-to-

least characteristic of themselves. Ten panels, each with four distractors, were 

provided for respondents to prioritize personal values on the basis of life 

choices. Response to the survey produced one of four possible value systems. 

Descriptors of the four value systems, as determmed by the study instrument, 

included Traditíonalist, In-betweener, Challenger, and Synthesizer. For further 

clarifícatíon of the value systems, refer to the Defínitíon of Terms sectíon in 

Chapter I. 

The Traditionalist value system score was assessed through compilmg aU 

scores in the fírst column on the value system scale of the questíonnaire. The 

In-betweener, Challenger, and Synthesizer value system scores were assessed 

from the second, thh-d, and fourth columns, respectively. Each respondent was 

classifíed accordmg to his or her highest score among the summated scores for 
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Table 4.8. Summary of Personahty Sfyle, Value System, and Attitudinal 
Listening Type by University Sample and Fashion Design Sample. 

Variable 

Personal Style Survey 
Dominance 
Influencing 
Steadiness 
Cautious 
Missing 

Values System Survey 
Traditionalist 
In-betweener 
Challenger 
Synthesizer 
Missing 

Attitudinal Listening Type 
Leisure 
Inclusive 
Styhstíc 
Technical 
Empathetic 
Non-conforming 
Missing 

Total 
Sample 

n 

39 
60 
28 
27 
29 

27 
67 
45 
20 
24 

44 
29 
9 

34 
20 
5 

42 

% 

21.3 
32.8 
15.3 
14.8 
15.8 

14.8 
36.6 
24.6 
10.9 
13.1 

24.0 
15.8 
4.9 

18.6 
10.9 
2.7 

23.0 

University 
Sample 

n 

31 
51 
25 
23 
27 

40 
58 
21 
18 
20 

33 
25 
8 

28 
17 
5 

41 

% 

19.7 
32.5 
15.9 
14.6 
17.3 

25.5 
36.9 
13.4 
11.5 
12.7 

21.0 
15.9 
5.1 

17.8 
10.8 
3.2 

26.2 

Fashion 
Design 
Sample 
n 

8 
9 
3 
4 
2 

5 
9 
6 
2 
4 

11 
4 
1 
6 
3 
0 
1 

% 

30.7 
34.6 
11.5 
15.4 
7.8 

19.2 
34.6 
23.1 
7.7 

15.4 

42.4 
15.4 
3.8 

23.1 
11.5 
0.0 
3.8 

University sample n = 157 
Fashion Design sample n = 26 
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each of the four value systems. A total of 159 respondents were classifíed with 

a predominant value system score. Respondents who had no predominant style 

(n = 24) were not classifíed and were not used in further analysis of the VSS. 

Upon analyses of aU responses to the values systems scale, 36.6% were 

classifíed as In-betweener, 24.6% as Challenger, 14.8% as Traditionalist, and 

10.9% as Synthesizer. When the total respondent sample was assigned to 

University and Fashion Design samples, the percentages were slightly altered 

for the University sample. The In-betweener value system identifíed over one-

thh-d of the University sample (36.9%), with 25.5% Traditionalist, 13.4% 

Challenger, and 11.5% Synthesizer. Similarly, 34.6% of the Fashion Design 

sample was identifíed with In-betweener value system, which reflect goals of 

self-assertion and happiness, fearing inner conflict, and living a lifestyle of 

socially acceptable individuality. The Fashion Design sample, contrastíngly, 

identifíed a larger percentage of Challenger (23.1%) than Traditionalist value 

systems (19.2%). The Traditionalist value system maintains goals of 

responsible living, meaningful involvement, and fears a loss of social respect, 

versus the Challenger system which mamtains the goal of self-preservatíon and 

satísfactíon while living a lifestyle of self-expressed individuality. Only 7.7% of 

the Fashion Design sample was identífíed with the Synthesizer value system. 

The percentage distributíon of University sample and Fashion Design sample 

by value system appears in Table 4.8. 

Attítudinal Listening Tvpes 

Attítudinal listening types data were collected using the attítudmal 

listening type component of the instrument (Performax Attítudinal Listening 

ProfUe System). The survey required respondents to select preferred listening 
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types from three avaUable options, identifying the listening types most-and-Ieast 

characteristic of themselves. Twenty-four statements with three avaUable 

options were provided for respondents. Response to the survey produced one 

of six possible attitudinal listening types. Descriptions of the six attitudinal 

listening types can be found in the Defínition of Terms section in Chapter I. 

The Leisure, Inclusive, Styhstic, Technical, Empathetic, and Non-

conforming attitudinal listening scores were assessed through identifying aU 

"M" (signifying most characteristic) characters on the survey, returning to the 

original Performax score sheet, and converting these to the characters, "I", "i", 

"s", "t", "e", and "n" according to the Performax score card. Summation of these 

characters produced a score for each listening type. The type with the highest 

numerical value was selected as the respondent's attitudinal listening type. If 

no one predominant type was identifíed, the respondent was dropped from 

further analysis related to the attitudmal listening type. 

In combmmg both samples, 141 respondents of 183 were identífíed with 

a predominant listening type. The predominant type for both groups was the 

Leisure listening type. The Fashion Design sample identifíed itseU as 42.4% 

Leisure listening type compared to 21% for the University sample. The second 

most frequent listening type for both samples was the Technical listening type. 

Both samples (40.9% total) were identífíed as Technical listeners. The thUd 

group was that of the Inclusive listening type. While 15.9% of the University 

sample was identífíed under the Inclusive listening type, only 15.4% of the 

Fashion Design sample was labeled with the Inclusive listening type. The 

remaining three listening types ranked shnilarly for both groups. Empathetic 
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was the fourth group, Selective, fífth, and Non-conforming, sixth. Table 4.8 

presents an overaU profíle of both samples. 

Creativity Constructs 

The scale used to assess creativity, the Group Inventory For Finding 

Interests (GIFFI-II), was developed and tested by Rhnm and Davis (1976). 

The instrument contains 60 Likert-type statements relating to creativity and 

special interests, thus composing a creativity inventory. Rimm and Davis 

(1980) identifíed fíve dimensions from the scale, including creative arts and 

writing, challenge-inventiveness, confidence, imagination, and many interests. 

Subcomponents of the fíve dimensions were unavailable, thus factor analysis 

was completed maintaining aU scale variables regardless of factor loading 

values. This decision was made to maintain consistency of scale, since 

rehabiUty and validity had not been determmed for the present sample. 

For the purpose of this study, assessment of the GIFFI-II was 

completed using two methods. Since the GIFFI-II instrument is an assessment 

of the general components of creativity, the mean scale score was used to 

reveal a broad-based profíle of creativity. A factor analysis was completed on 

the 183 respondent's scores to the instrument. Four clearly distínguishable 

factors were identífíed, closely ahgned with the fírst four dhnensions designated 

by Rimm and Davis (1976). The fífth dhnension, identífíed as many interests, 

(Rimm and Davis, 1976), was not used for the purpose of this study. The fírst 

dhnension name was changed to Artistic from creative arts and writing, thus 

creatíng four factors-Artistic, Inventive, Confídence, and Imagination. 

Table 4.9 provides factorial analysis of the GIFFI-II. 
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Table 4.9. Factor Loadings: Group Inventory for Finding Interests through 
Promax Rotated Solutions. 

Variables Factor Loading 

Factor 1 - Artistic 

I own art supphes .86 
I write, paint, and pursue hobbies .85 
I am very artistic .78 
I am active in drawing and painting .74 
I am aware of artistic considerations .72 
I considered a career as an artist or writer .58 
I have participated in theatrical productions .56 
As a child, I created games, stories, and art .53 
I enjoy classical and K)Ik music 49 
I played a part in a play -49 
When I was younger, I built and made things .48 
My parents encouraeed creative efforts -45 
I have collections oi unusual objects -43 
I have performed musically 41 
Interest in a new idea can be aU-consuming 34 

Eigenvalue 14.82 
Percent of variance 24.70 

Factor 2 - Inventive 

enjoy a job with chaUenges -62 
am witty -^l 
like trying new ideas/things oO 
enjoy creating better ways to do things -58 
often thmk about my personal values 53 
am usually outspoken with my opinions 52 
enjoy new approaches to problems -50 
am open to new ideas -49 
become engrossed in new ideas 49 
would consider myself a spontaneous person 45 
am oripinal and imagmative 44 
am insightful and intuitive -41 
work intensely on projects -41 
have invented new gadgets -40 
have many interests -̂ 4 
have a very good sense of humor -33 
have had many hobbies -26 

Eigenvalue .̂29 
Percent of variance ' • ̂ o 
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Table 4.9. (contmued) 

Variables Factor Loading 

Factor 3 - Confídence 

I like to do things on impulse .71 
I would like to be hypnotized .66 
I often think like a child .65 
I become childishly involved in simple things .64 
I enjoy ambiguity and uncertainty .62 
I am a risk taker .59 
I like to explore new cities, even get lost .48 
I want to learn mountain climbing .44 
I would like to get a pilot's license 44 
My ideas are at times impractical and wild 44 
I am unconventional 44 
I like nonsensical forms and bright colors 41 
My hobbies may be unusual 35 
I am very curious -30 
I would like to live in a foreî n country 26 
I like to take things apart to inspect them 26 
I like to play with others -22 

Eigenvalue 2.71 
Percent of variance 4.51 

Factor 4 - Imaginative 

Many stories of psychics are true -70 
People can communicate by E.S.P. -58 
I read over 20 books a year -54 
I use metaphors and analogies -54 
I enjoy writíng down feelings and thoughts JI 
I am confident in my inteUectual abiUty -50 
I do a lot of creative writíng 49 

Eigenvalue 2.46 
Percent of vanance . , . !lii±! 
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Respondents from the University sample had a mean creativity score of 

3.31 with 1 = no and 5 = defínitely, while respondents from the Fashion 

Design sample had a higher mean creativity score (M = 3.60). The Fashion 

Design sample was further analyzed by experhnental and control groups on the 

overaU mean score on the GIFFMI. The control group revealed a mean score, 

M = 3.78, only a fraction higher than the experhnental group, M = 3.71. 

When subscales of the GIFFI-II were assessed by sample, the Fashion Design 

sample revealed a higher total group mean (M = 3.78) than that of the 

University sample (M = 3.18) for the subscale Artistic. Total group means 

from the Fashion Design and University samples were similar on subscales of 

Inventive (M = 3.91 and M = 3.69, respectively), Confídence (M = 3.47 and 

M = 3.28, respectively), and Imagination (M = 3.27 and M = 3.01, 

respectively), with the Fashion Design sample slightly higher on each of the 

three subscales. Table 4.10 provides more detaU concerning analysis of the 

GIFFI-II and its subscales. 

Body-image 

Body-image data were collected using the body affect component of the 

instrument entitled the Body Cathexis Scale. The instrument was developed by 

Secourd and Jourard (1953) and was modified to a 26-item version by Roger 

(1977). Subjects were asked to rate their satísfactíon with 26 body components 

including hair, posture, facial complexion, and profíle. Response was based on 

a six-point Likert-type scale from very positive feelings to very negative 

feelings. The total BCS provided a range of one to six, one being very negative 

and six being very positive. The Fashion Design sample scored an overaU 

mean of 4.13, which feU between slightly positive (4.0) and positive (5.0). The 
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148 
149 
146 
155 

3.18 
3.69 
3.28 
3.01 

24 
25 
23 
25 

3.78 
3.91 
3.47 
3.27 

Table 4.10. Summary of Descriptive Statistics for University Sample and 
Fashion Design Sample Response to the GIFFI-II and Body 
Cathexis Scales. 

University Fashion Design 
Sample Sample 

Variable n x n x_ 

GIFFI-ir 
Artistic 
Inventive 
Confident 
Imaginative 

Body Cathexis Scale^ 157 441 26 4 ^ 

^Scale Rating 
1 = no interest 
2 = a smaU degree of interest 
3 = average interest 
4 = more than average interest 
5 = defínite interest 

^Scale Rating 
1 = very negative 
2 = negative 
3 = slightly negative 
4 = slightly positive 
5 = positive 
6 = very positive 
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University sample scored a mean of 4.41, which was more positive than the 

Fashion Design response. 

The most affective response from either sample was in regard to 

appearance of the eyes (University, 5.24 and Fashion Design, 5.27). The least 

affective response for the Fashion Design sample was toward hips, while the 

least affective response from the University sample was toward weight. 

Responses by both groups are summarized on Table 4.11. 

Figure Drawing CapabiUties 

The Proportional Figure Scale (PFS) was designed specificaUy for this 

study from the concept of textbook proportion (Abhng, 1988). The foundation 

for the scale was a proportional fashion fígure, to be drawn using formulas as 

guidelines. Students in fashion design were introduced to these formulas and 

concepts only after the pretest was given. Examples of formulas given in class 

and found in the textbook (AbUng, 1988) included the foUowmg: the unit of 

measurement for the fashion fígure is in head-Iengths, the hip is halfway 

between the top of the head and the ankles, and the shoulder width is twice as 

wide as the waist. 

The respondents were given the PFS scale a total of fíve thnes. The 

fírst scale contained instructions to the student. A proportíonal fígure's head 

and feet were drawn in the appropriate position on the scale. The respondents 

were asked to complete the drawmg, matching body parts to the appropriate 

position on the scale. 

Scoring was then completed by a panel of three judges, and pomts were 

assigned based on the ahgnment of body parts to the measurement key or the 

fashion fígure. There were 22 pomts possible on the PFS, for the 22 check 
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Table 4.11. Means and Standard Deviations for Sample Response to Body 
Cathexis Scale. 

Variable 

Hair 
Appearance of Eyes 
Sex Organs 
Ears 
Face 
Chm 
Height 
Appearance of Teeth 
Posture 
Chest (or Breasts) 
Arms 
Hands 
Distribution of Hair 
Feet 
Nose 
Hips 
Facial Complexion 
ProfUe 
Body Build 
Back 
Legs 
FingernaUs 
Weight 
Toenails 
Knees 
Waist 

Total 

University 
Sampl 

X 

4.90 
5.24 
4.77 
4.82 
4.66 
4.59 
4.39 
4.68 
4.40 
4.15 
4.40 
4.74 
4.47 
4.27 
4.14 
4.06 
4.51 
4.31 
4.01 
4.51 
4.20 
4.24 
3.95 
4.20 
4.21 
4.20 

4.41 

e 

SD 

0.93 
0.87 
0.97 
0.88 
1.06 
1.02 
1.24 
1.22 
L19 
1.33 
1.05 
1.00 
1.28 
1.29 
1.32 
1.39 
1.32 
1.22 
1.35 
1.59 
1.40 
1.49 
1.55 
1.27 
1.33 
1.45 

0.75 

Fashion Design 
Sample 

X 

4.96 
5.27 
4.36 
4.54 
4.77 
4.50 
4.64 
4.50 
4.35 
3.77 
3.84 
4.12 
4.15 
3.96 
4.16 
3.31 
4.58 
4.28 
3.88 
4.08 
3.88 
4.15 
3.42 
3.77 
3.81 
4.00 

4.13 

SD 

0.60 
0.67 
1.04 
1.14 
0.76 
1.02 
1.11 
1.07 
0.94 
1.14 
0.85 
1.03 
1.01 
1.02 
1.03 
1.29 
1.14 
1.02 
1.09 
1.13 
1.11 
1.22 
1.36 
1.27 
1.30 
1.32 

0.60 
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pomts on the fígure. Success ratings were denoted as Highly Successful 

(19-22), Successful (15-18), Moderately Successful (11-14), Needs Some 

Improvement (7-10), and Needs Much Improvement (3-6). 

University sample response to the PFS scale revealed a mean aptitude 

of 7.90, indicating that the average university student needs some improvement 

in drawing a proportional fígure. By contrast, the Fashion Design sample 

revealed a mean aptítude of 11.82, indicatmg that fashion design students may 

begin college with greater artistíc skiU than the average university student. 

Repeated PFS Measures. The Fashion Design sample completed a 

pretest PFS (PFSl), three repeated PFS measures (PFS2, PFS3, and PFS4), 

and a fínal posttest (PFS5). AII fíve PFS scales were analyzed as the repeated 

factor. As referenced earlier, the total Fashion Design sample response to 

PFSl revealed a mean score of 11.82. PFS2 ehcited an improved mean score 

of 13.44. Although improvement continued through PFS5, increases were 

gradual. PFS3 revealed a mean score of 13.87; PFS4, a score of 13.96; and 

PFS5, 14.90. 

The Fashion Design sample was further analyzed according to 

experimental and control group responses to the PFS instruments. The 

experimental group (n = 15) scored a mean of 12.24 on the pretest (PFSl). 

This average score was a pomt above the control group (n = 11) at 11.24. 

Both the experhnental and control groups increased the mean score into the 

13s for PFS2, with the experhnental averaging 13.77 and the control, 13.06. 

The experimental group showed no increase in mean score between 

PFS2 and PFS3, whereas the control group contmued to increase to a mean of 

14.00. PFS4 brought a decrease in mean score for the experimental group 
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(M = 13.11), while the control group continued to increase to an average score 

of 15.03. Figure 4.2 graphs the variation of PFS scale means between the 

experimental and control groups for PFSl through PFS5. The mean score for 

the experimental group increased to 15.36, while the mean score for the 

control group dechned to 14.33. Table 4.12 provides a summary of aU 

occurrences of the PFS for the Fasl^ion Design sample. 

Analyses of the Hypotheses and Research Questions 

Six hypotheses and two research questions were proposed for analyses. 

Hypothesis 1 was tested using a two-way analysis (two-way ANOVA) with one 

repeated measure. Hypothesis 2 was analyzed using the factorial analysis of 

covariance (ANCOVA) to determme if signifícant relatíonships existed 

between PFS scales and three individual covariates. Hypothesis 3 was analyzed 

using the general linear model ANOVA. 

Hypotheses 4 and 5 were analyzed using t-test comparisons of means to 

determme whether signifícant differences existed between experhnental and 

control groups with respect to personahty style and value system. Hypothesis 6 

was tested using the categorical modelmg statístical procedure for discrete data, 

to analyze whether signifícant differences existed between the University 

sample and the Fashion Design sample in regard to listening types. The 

CATMOD analysis in SAS (1990) was used instead of the t-test because of the 

discrete format of the listening type data. 

Research Questíon 1 used descriptive statístícs to describe characteristics 

of university students enrolled in fashion design courses. Means and 

frequencies were assessed and reported. AdditíonaUy, Pearson r correlatíonal 

statistic was run to assess relatíonships between fashion design students' 
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Figure 4.2. PFS Scale Response by Experimental and Control Groups for 
PFSl-5. 
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Table 4.12. Summary of Means and Standard Deviations for PFS Scales 1-5 
for Fashion Design Sample. 

Variable n 

Group 1 

SD 

Group 2 

n SD 

PFSl 
PFS2 

PFS3 

PFS4 

PFS5 

15 
13 

14 

14 

14 

12.24 
13.77 

13.76 

13.11 

15.36 

4.47 1 
3.95 1 

4.61 1 

3.43 1 

6.30 1 

1 11.24 
1 13.06 

1 14.00 

1 15.03 

1 14.33 

3.86 
3.55 

3.68 

2.23 

3.84 

Group 1 = Experiential Teaching Method 
Group 2 = Expository Teaching Method 
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drawmg skiUs and selected variables. Research Questíon 2 used factorial 

analysis of variance to determme if signifícant mean difterences existed 

between attítudinal listening types and value systems and creativity levels. A 

probabihty alpha of .05 was used in determming signifícance for aU statístícal 

tests. 

Hvpothesis 1 

The fírst hypothesis addressed the primary purpose of the study, 

teaching effectiveness. The hypothesis stated, there wiU be no signifícant 

difterences between and within the experimental (experientíal teaching 

method) and control (expository teaching method) groups among instructional 

developmental stages. A two-way analysis of variance (ANOVA) with one 

repeated measure was used to determine whether signifícant differences existed 

between two group means in response to the PFS scale scores. The repeated 

measure factor was the PFS scale for the experimental and control groups 

within the Fashion Design sample. 

The PFS scales were given on a bi-weekly basis to both the experimental 

and control groups, thus creating four two-week developmental stages. The 

two-way design accounted for fíve tests for two groups, while testíng for 

signifícance between and within subjects. Three assumptíons were tested: 

(Hla) group differences, (Hlb) test differences, and (Hlc) interactíon between 

teaching methods and test results, as seen in Table 4.13. Assumptíon of 

symmetry was checked by the Greenhouse-Geisser Epsilon statístic and was not 

found signifícant (p = .75), showing that variances and correlations were the 

same among dependent variables. Thus, test analyses were continued. 
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Table 4.13. Two-Way ANOVA Repeated Measure for Between and Within 
Fashion Design Sample. 

Source df SS MS 

Between Subjects 
Group 
Error 1: Subject with group 

Within Subjects 
Tests 
Tests X Group 
Error 2: Test x subject within 

group 

22 
1 4.72 4.72 

21 198.46 57.02 

92 
4 109.57 27.39 
4 39.88 9.96 

84 671.22 7.99 

.08 

3.43 
1.25 

.78 

.01 

.30 
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Nonsignifícant results were determined for the main effect (Hla) and 

the interaction eftect (Hlc). However, a signifícant difference Wíis found 

across the fíve thnes of the test effect for the fíve PFS tests (Hlb). Multíple 

comparisons were completed on the PFS tests to locate the signifícant 

differences. The obtained statistics between the fírst PFS test and the second 

PFS test (F(l,21) = .03, p = .87), the fírst and the third PFS tests 

(F(l,21) = .75, p = .39), and the fírst and the fífth tests (F(l,21) = .02, 

£ = .89) showed no signifícance. As noted in Table 4.14, the two-way 

ANOVA statistic was found signifícant between the fírst and the fourth PFS 

tests between groups at the alpha level .05 with the test statistic 

(F(l,21) = 5.40, p = .03). Although no signifícant differences were found 

between the control group and the experimental group (Hla) and between 

interaction effects of teaching method and PFS tests (Hlc), a signifícant 

difference was noted within the PFS tests, PFSl and PFS4 (Hlb). Since there 

was a single signifícant difference between developmental stages for the two 

test responses (PFSl and PFS4), Hypothesis Ib was rejected. 

Hypothesis 2 

Hypothesis 2 stated, there wiU be no signifícant difference in 

Proportíonal Figure Scale (PFS) scores of Fashion Design students taught with 

the experhnental teaching method (experientíal) and the control teaching 

method (expository) by introducing the individual covariates (GIFFI-II, Body 

Cathexis Scale, pretest) in the model. One-way ANCOVA was used to 

determme if signifícant differences existed between PFS5 and three covariates: 

(1) the GIFFI creativity inventory, (2) the Body Cathexis Scale, and (3) the 
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Table 4.14. Two-Way ANOVA Summary with the PFS Scale as a Repeated 
Measure: Contrast Between the Nth Level of Test and the First 
PFS. 

Source df SS MS 

Contrast: 
Model 
Group 
Error 

Contrast: 
Model 
Group 
Error 

Contrast: 
Model 
Group 
Error 

Contrast: 
Model 
Group 
Error 

PFS2' 

PFS3^ 

PFS4' 

PFS5' 

21 

21 

21 

21 

65.32 
.40 

316.60 

90.90 
13.53 

377.43 

112.46 
56.91 

221.50 

199.54 
.47 

583.68 

65.32 
.40 

15.08 

90.90 
13.53 
17.97 

112.46 
56.91 
10.55 

199.54 
.47 

27.79 

.03 

.75 

5.40 

.02 

.87 

.39 

.03 

.89 

^Nth level 
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pretest. A test for common slope was carried out to determme if the 

Homogeneity of Regressions assumptíon was met. 

In referring to the two-way ANOVA used to analyze Hypothesis 1, it 

was noted that the pretest (PFSl) and the posttest (PFS5) were not 

signifícantly different for experhnental and control groups. The ANCOVA 

aUows the statístical assessment to adjust for factors which may create variation 

or a lack of it. A separate ANCOVA was analyzed for each of three 

covariates: creative propensity as measured by the GIFFI-II, body-hnage as 

measured by the Body Cathexis Scale, and initíal drawing abihty as measured 

by the PFSl pretest. Each covariate was thought to have the potentíal to 

account for some of the PFS score variance. 

The results of the ANOVA analysis using the pretest (PFSl) as 

covariate indicated no signifícance (F(2,24) = 2.66, p = .09) at the .05 level of 

signifícance. Findings indicated that initial differences in skiU level did not 

signifícantly aftect the fínal PFS scores of both groups. The test statistic for 

the one-way ANCOVA with creativity as the covariate also indicated no 

signifícance (F(2,24) = .42, p = .66) at the .05 level of signifícance as 

summarized in Table 4.15. The fínal covariate, body-image, was determined to 

have no signifícant affect on fínal PFS scores, as seen in the test statistic 

(F(2,24) = .46, p = .64) and on Table 4.16. Thus, it was observed that none of 

the three identífíed covariates had a signifícant hnpact on the variance between 

control and experimental group response to the posttest (PFS5). Since there 

were no signifícant differences between experimental and control group 

responses upon introducing covariates, Hypothesis 2 was supported. 
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Table 4.15. Differences Among OveraU Mean Scores for Proportional Figure 
Scale 5 UtiUzing Æialysis of Covariance with GIFFI-II Creativity 
Inventory as Covariate. 

Source of Variation 

Between Groups 

Within Groups 

Total 

Covariate 
GIFFI-II 

df 

2 

22 

24 

1 

SS 

24.34 

645.11 

669.45 

17.88 

MS 

12.17 

29.32 

17.88 

F 

.42 

.61 

P 
.66 

.44 
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Table 4.16. Differences Among OveraU Mean Scores for Proportional Figure 
Scale 5 UtiUzing Æialysis of Covariance with Body Cathexis as 
Covariate. 

Source of Variatíon df SS MS F £ 

Between Groups 2 26.97 13.49 .46 .64 

Within Groups 

Total 

Covariate 
Body Cathexis 1 20.52 20.52 .70 .41 

2 

22 

24 

26.97 

642.47 

669.44 

13.49 

29.20 
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Hvpothesis 3 

Research Hypothesis 3 read, there wiU be no signifícant difterences 

among the foUowing variables for University students and Fashion Design 

students: (1) personahty styles, (2) value systems, (3) creative propensity, and 

(4) body-image. Significant differences were observed for subscales of the four 

instrument scales using the general linear model (GLM) for two levels of the 

classifícation variable, University students and Fashion Design students. 

A GLM statistical procedure was used to analyze subscales of three of 

the four variable scales previously mentioned. Dommance was selected as the 

subscale for the Personahty Style Survey scale, Challenger for the Values 

System Survey scale, Artistic for the GIFFI-II scale, and body-hnage was 

determmed by the entíre Body Cathexis Scale. Analyses were produced for 

both samples for the Dominance, Challenger, and Artistic subscales and the 

Body Cathexis Scale. 

Personahtv. The ANOVA for the Dommance subscale by Fashion 

Design and University samples revealed a signifícant difference at the .05 alpha 

level. The obtamed test statístic (F(l,169) = 6.09, p < .05) is displayed in 

Table 4.17 for the Dommance subscale. The three other subscales for the 

Personal Style Survey were analyzed for post hoc comparisons. The Steadiness 

subscale was the only other scale to show signifícance (F(l,170) = 4.64, 

2 < .05). The Cautíous (F(l,169) = .62, p = .43) and Influencing 

(F( 1,170) = 0.0, p = .96) subscales showed no signifícance. 

Values. The ANOVA for the Challenger subscale by Fashion Design 

and University samples revealed no signifícance at the .05 alpha level, as noted 
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by the test statistic (F(l,173) = 2.26, p = .14) viewed in Table 4.17. Thus, no 

difference between the University and the Fashion Design samples was 

revealed for the Challenger subscale of the Values System Survey. Three other 

subscales of the VSS were assessed. No signifícance was noted for the 

Traditionalist (F(l,173) = .75, p = .39), In-betweener (F(l,173) = 2.09, 

E = .15), or Synthesizer (F(l,173) = .13, p =.71) subscales. 

Creativitv. The ANOVA for the artístic subscale of the GIFFI-II 

revealed signifícance at the .05 level. The obtained test statistic 

(F( 1,170) = 9.57, p < .01) showed a signifícant difference between the 

University sample and the Fashion Design sample in relation to the Artistic 

subscale of the GIFFI-II. See Table 4.17. In comparing the means of both 

samples for the Artistic subscale, it was evident that the Fashion Design sample 

had a signifícantly higher mean score than the University sample. No 

signifícant differences were found between Inventive (F(l,172) = 3.14, 

g = .07), Confídence (F(l,167) = 1.59, p =.21), and Imaginative 

(F(l,178) = 1.99, p =.16) subscales for Fashion Design and University samples. 

Body. The ANOVA for the Body Cathexis Scale by Fashion Design and 

University samples revealed no signifícance. Lack of signifícance is noted in 

the obtamed test statistic (F(l,181) = 3.29, p = .07). 

In summary, Hypothesis 3 revealed two of four statístically signifícant 

differences between the University sample and the Fashion Design sample at 

the .05 level of signifícance. The samples diftered accordmg to the Dommance 

personaUty style and the Artistic subscale of the GIFFI-II. However, the 

omega square for those signifícant variables indicated that only 3% and 5%, 

respectively, of the variance for the Dommance and Artistic variables was 
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Table 4.17. Four One-way Analyses of Variance Between the University and 
Fashion Design Samples on Subscales Dominance, Challenger, 
Artistic, and Body Cathexis. 

Source of Variation 

Dominance 
Between Groups 
Within Groups 

Challenger 
Between Groups 
Within Groups 

Artistic 
Between Groups 
Within Groups 

Body Cathexis 
Between Groups 
Within Groups 

df 

1 
169 

1 
173 

1 
170 

1 
181 

SS 

180.80 
5020.99 

42.80 
3282.93 

2107.19 
37439.23 

1.76 
96.97 

MS 

180.80 
29.71 

42.80 
18.99 

2107.19 
220.23 

1.76 
.54 

F 

6.09 

2.26 

9.57 

3.29 

E 

.015 

.14 

.002 

.07 
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explained by the two samples. When aU subscales from each scale were 

assessed, only three of 13 subscales were identifíed as signifícantly difterent 

between the two samples. Considering the adjusted alpha, to reduce Type 1 

error, an alpha of .003 would have to have been met to show statistical 

signifícance. The ANOVA tests showed individuals from the two populations 

differed on only three of 13 variables, while only one point of signifícance met 

the .003 adjusted alpha level of confidence, the Artistic subscale. Thus, the 

Fashion Design sample did not differ signifícantly from the University sample 

on selected variables, indicathig that the two groups (with the exclusion of the 

Artistic characteristic) are homogeneous in nature. Hypothesis 3 was 

supported. 

Hypothesis 4 

Research Hypothesis 4 stated, there wiU be no signifícant difference 

between the experimental (experiential teaching method) and the control 

(expository teaching method) groups by the Dommance personahty style. The 

t-test was used to statístically test for signifícant differences for the means of 

the Fashion Design control and experhnental groups in relatíon to personahty. 

Due to the difference in sample sizes, the test for homogeneity of 

variance was conducted. No signifícant differences were found 

(F(14,9) = 106, e = .96). Means were calculated for both the experhnental 

group (n = 15) and the control group (n = 10) for the personahty subscale, 

Dommance. The mean for the experhnental group was 28.6 (SD = 5.68) and 

25.9 (SD = 5.50) for the control group. The t-test results, t = 1.18, df = 23, 

p > .05, indicated no signifícant difference in the means at the .05 level of 

signifícance. Hypothesis 4 was supported. 
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Hvpothesi.s 5 

Research Hypothesis 5 stated, there wiU be no signifícant difference 

between the experhnental (experientíal teaching method) and the control 

(expository teaching method) groups by the Challenger value system. 

Hypothesis 5, like Hypothesis 4, used the t-test to statístícally test for 

signifícant differences between the means of the Fashion Design control and 

experhnental groups in relatíon to value system. 

The test for the assumptíon of homogeneity of variance was completed. 

No signifícant differences were found in the variances of the two samples 

(F(14,9) = 1.44, p = .59). Means were calculated for both the experhnental 

group (n = 15) and the control group (n = 10) for the value system subscale, 

Challenger. The mean for the experimental group was 24.4 (SD = 3.76) and 

27.7 (SD = 3.13) for the control group. The test statístic indicated a 

signifícant difference in the means at the .05 level of signifícance (t = -2.38, 

df = 23, £ < .05). Thus, Hypothesis 5 was rejected. 

Hvpothesis 6 

Hypothesis 6 stated, there wiU be no signifícant difference between the 

University sample and the Fashion Design sample by listening type. Due to 

the discrete nature of the variables for analysis, the statístical procedure, 

Categorical ModeUng (CATMOD), was used to assess Hypothesis 6. The data 

acquired through the ALPS listening scale were transformed into six discrete 

categorical identifíers: Leisure, Inclusive, Selective, Technical, Empathetic, and 

Non-conforming. The University sample and the Fashion Design sample were 

assessed through frequencies and percentages, with the fíndings analyzed 

through statistics which included the chi-square. The test statistics identífíed 
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no signifícant differences in listening type by University or Fashion Design 

samples. The obtamed x̂  = 3.35, df = 5, was not signifícant at the .05 level of 

signifícance. Since no signifícant difference was found between the University 

sample and the Fashion Design sample, Hypothesis 6 was supported. 

Research Ouestion 1 

Research Question 1 read, what are prevaihng characteristics of 

university students enrolled in fashion design? Research Questíon 1 was 

analyzed through descriptive statistics including means, standard deviations, 

and frequencies. Further analyses included a Pearson r correlation procedure. 

Variables included in the descriptive analyses were age, ethnicity, classifícatíon, 

GPA, and in the correlation analyses, height, weight, frame, silhouette, body-

image, years of art training, parental artistic skiU, personaUty, and creative 

propensity. The summary and analyses of selected variables provide a profíle 

of the fashion design student enrolled at the university level. 

The mean age for the Fashion Design sample was 20.69 with a range 

from 18 to 40 years. The broad age range was due to the inclusion of several 

non-traditional students. The sample included 16 freshmen, 2 sophomores, 

5 juniors, 1 senior, and 2 graduates. Table 4.18 provides a summary profíle of 

Fashion Design students. The majority were White (84.6%), freshman or 

sophomore level (69.2%), and had art training (57.7%). The average GPA for 

the total Fashion Design sample was 2.76, with a range of 1.4 to 3.84. 

Average height and weight for the sample were 5 feet, 4 inches and 142 

pounds. The average height range was 5 feet, 2 inches to 6 feet, 4 inches and 

weight, 105 to 429 pounds. The majority of the Fashion Design respondents 

indicated that they had a smaU or medium frame size (73.1%), and a thin to 
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Table 4.18. ProfUe of Fashion Design Sample Based on Descriptive Statistics. 

Variable n M SD 

Age 

GPA 

Height 

Weight 

Body-Image 

Creativity 
Artistic 
Inventive 
Confídence 
Imaginative 

26 

25 

26 

24 

26 

24 
25 
23 
25 

20.69 

2.76 

64.0" 

142.54 Ibs. 

4.13 

3.78 
3.91 
3.47 
3.27 

4.33 

.65 

9.5" 

64.23 Ibs 

.60 

.78 

.58 

.67 

.94 
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slender siUiouette (57.7%; #2 and #3 on a scale of 7, with #7 being obese). 

Four of the 26 respondents identífíed themselves as a fat (#6) or obese (#7) 

siUiouette. (Silhouettes were not given identifying labels on the questíonnaire.) 

Fashion Design respondents had a slightly positive response to their body as 

rated by the Body Cathexis Scale. The average of aU responses to the scale 

was 4.13 on a scale of 1 to 6, from very negative to very positive, respectively. 

Upon assessing art education, it was noted that the majority had art 

training (57.7%), but had two years or less (76.9%) with training consistíng of 

high school (50.0%) or college (46.2%) art courses. Few had taken classes in a 

technical trade school (n = 2) or community art program (n = 3). The 

GIFFI-II provided a general creativity indic of 3.59 on a scale of 1 to 5. The 

range of individual means was 2.53 to 4.80. Subscales of the GIFFI-II, Artistic, 

Imaginative, Inventive, and Confídence were also analyzed. The average mean 

for Artistic was 3.78; for Imaginative, 3.27; for Inventive, 3.91; and for 

Confídence, 3.47. Fashion design respondents revealed the highest interest or 

agreement of aU subscales to the Inventive subscale of the GIFFI-II creatívity 

scale. 

A summary of aU correlational coeffícients for the dependent variable, 

fígure drawing, by independent variables height, weight, frame, silhouette, 

body-image, years of art training, parental artistic skiU, personaUty, and creative 

propensity is presented in Table 4.19. Strong relationships (.66 and above) 

were observed between frame size and fígure drawing, parental artistic skiU and 

fígure drawing, creative propensity and fígure drawing, and personaUty 

subscales and fígure drawing. In determining statistical signifícance of the 

relationships between variables, a .05 alpha level of signifícance was used for a 
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Table 4.19. Pearson r Correlation Coefficients for Selected Independent 
Variables and One Dependent Variable, Figure Drawing Abihty, 
as Measured by Mean PFS Score. 

Variable Correlation Coefficient 

Height 

Weight 

Frame 

Silhouette 

Parental artistic abiUty 

Years of art background 

Grade point average 

Creativity, response to the GIFFI-II 

Body, response to Body Cathexis scale 

PersonaUty, response to Dominance subscale 

* P > .05 

.58* 

.42 

.92* 

.18 

.79* 

.40 

.56* 

.77* 

.59* 

.87* 
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sample size of 20 to 25. Based on the observed correlation coeffícients and the 

signifícance level (.4227) from the chart (Gay, 1990), height, weight, frame, 

parental artístic skiU, GPA, creativity, body-hnage, and personahty style were 

found to have signifícant relatíonships with a student's success in fígure 

drawing, as measured by the PFS scales. 

Research Question 2 

Research Questíon 2 asked, do university students with varying 

attitudinal listening types have different value systems or creativity levels? A 

one-way analysis of variance (ANOVA) was used to identify differences in 

university and fashion design students' listening types, value systems, and 

creativity levels. The obtained test statistic for analyses of attitudinal listening 

types with six levels (Leisure, Inclusive, Selective, Technical, Empathetic, and 

Non-conforming by Value System subscales) revealed only one signifícant 

difference in regard to the subscale Challenger. The obtained test statistic for 

the value system subscale, Challenger, revealed a statistically signifícant 

difterence at the .05 alpha level. The test statístíc (F(5,133) = 2.29, p = .049) 

is displayed in Table 4.20. Analyses of Traditionalist (F(5,128) = 1.86, 

Ê = .11), In-betweener (F(5,128) = 1.79, p = .12), and Synthesizer 

(F(5,128) = 1.44, £ = .21) subscales revealed no signifícance. 

The obtamed test statístics for analyses of the creativity scale, GIFFI-II, 

by six levels of the classifícatíon variable, attítudmal listening type, revealed no 

statístical signifícance at the .05 alpha level. The test statístic (F(5,130) = 1.29, 

g = .27) for the subscale Artistic is displayed in Table 4.21. Test statístícs for 

subscales were Inventive (F(5,128) = 1.08, 2 = 37), Confídence 

(F(5,128) = .76, p .58), and Imaginative (F(5,132) = .16, p = .98). 
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Table 4.20. Summary of ANOVA Statistíc for Attitudinal Listening Type by 
Challenger Value System Subscale. 

Source of Variation 

Group 

Error 

Total 

df 

5 

128 

133 

SS 

215.07 

2402.01 

2617.08 

MS 

43.01 

18.77 

F 

2.29 

E 

.0494 
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Table 4.21. Summary of ANOVA Statístic for Attitudinal Listening Type by 
GIFFI-II Artistic Subscale. 

Source of Variatíon df SS MS F p 

Group 5 1593.62 318.72 1.29 .27 

Error 

Total 

5 

125 

130 

1593.62 

30942.97 

32536.59 

318.72 

247.54 
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Summary 

In summary of the analyses of the fíndings from six hypotheses and two 

research questions, statístical signifícance was found through the use of two-

way analysis of variance, general linear model analysis of variance, t-test, and 

the one-way analysis of variance. Hypothesis 1, tested with a two-way 

ANOVA, revealed signifícant difference within PFS test effects for PFSl and 

PFS4. No signifícance was found for the between experimental and control 

group eftects or the interaction between group and PFS test effects; thus, 

Hypothesis Ib was rejected. 

Hypothesis 2, analyzed by the ANCOVA statístíc, tested for difterences 

using three covariates. No signifícant differences were observed for the 

covariates GIFFI-II, the Body Cathexis Scale, or the pretest. Hypothesis 3, 

analyzed by the general Imear model ANOVA, revealed signifícant difterences 

between the University sample and the Fashion Design sample for two subscale 

variables. The Artistic subscale of the GIFFI-II and the Dommance subscale 

of the Personal Style Survey were found signifícant at the .05 alpha level of 

signifícance. 

Hypothesis 4 found no signifícant difference between the Fashion 

Design control and experhnental groups, using the t-test statístíc, in relatíon to 

the Dommance personaUty style. However, Hypothesis 5 found signifícant 

differences, using the t-test, between the Fashion Design control and 

experhnental groups for the Challenger value system. Hypothesis 6, analyzed 

by the categorical modelmg procedure, observed no signifícant differences 

between the University sample and the Fashion Design sample in relatíon to 

attítudmal listening type. 
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Research Question 1 was analyzed through frequencies and percentages 

to provide a summary profíle of fashion design students in the Fashion Design 

sample. Pearson r correlation was also run to discover signifícant relatíonships. 

Strong relationships were observed between fígure drawing and height, frame, 

parental artistic skiU, GPA, creativity, and personaUty. Research Questíon 2, 

analyzed by the one-way ANOVA, observed one signifícant difterence between 

University students' listening types and the Challenger value system subscale. 

No signifícance was observed by creativity level or student response to the 

GIFFI-II. 
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CHAPTER V 

SUMMARY, CONCLUSIONS, AND 

RECOMMENDATIONS 

Instruction in fashion iUustration at the university level has received 

little attention in literature or research. Individuals pursuing careers in fashion 

design and other apparel- and design-related fíelds possess an advantage having 

skiUs in drawing and the creative arts. A review of literature related to the 

purpose of this study revealed the benefíts a designer, having skiUs in 

iUustration, computers, and marketing has, and the necessity of such skiUs in an 

increasingly competitive market. Over the past 30 years, the number of jobs in 

the industry has dechned, requiring more varied skiUs from those entering. 

Drawing skiUs can be transferred from one medium to another, from paper to 

computer, once the foundatíonal concepts are learned. Thus, the importance 

of teaching foundational drawing concepts to novice designers is rudhnentary 

to teaching a program of fashion design. 

This study was conducted to investigate the differences in student 

learning achievement between two teaching methods, one expository, the other, 

experientíal. Development of a profíle of artistíc students was a secondary goal 

of the study. The sample populatíon was analyzed in comparison to the 

Fashion Design experimental and control groups to determine the 

generalizabiUty of the results in this study. 

Summary of the Studv 

The purposes of the study were to (1) compare the expository and 

experiential teaching methods in the instruction of proportional fashion fígure 
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drawmg, (2) determme whether differences existed between fashion design 

students and other selected university students, and (3) develop a profíle of 

students enroUed in fashion design. Texas Tech University students in 

Lubbock, enrolled in the CoUege of Human Sciences, spring semester, 1993, 

served as the sample. The study included an eight-week period of thne, 

beginning with a pretest questionnaire and concluding with a posttest 

questíonnaire. The pretest questionnaire ehcited informatíon from the 

respondent concerning personahty, values, attítudmal listening type, creatíve 

propensity, body-image, and fígure drawing skiU through the use of scales. 

Additíonal information was gathered on the respondent's demographic and 

artístic background. 

The experimental study was conducted with a total of 25 students in two 

lower division fashion drawing course sections. Two methods of instruction 

were used, the expository and the experiential, with the latter including the use 

of a live model. The students completed fíve Proportional Figure Scales (PFS); 

one as a part of the Pretest questionnaire, three individual times during the 

teaching unit, at two-week intervals, and a fínal time as a part of the posttest 

questionnaire. 

A variety of statistical procedures was used in data analyses. Cronbach's 

alpha rehabiUty coeffícients were calculated for scale consistency and internal 

reUabiUty. Factor analysis was completed on the GIFFI-II scale for construct 

validation purposes. Pearson r correlation and t-tests were used to assess 

relatíonships and mean differences. Frequency distributíons, a two-way analysis 

of variance with a single repeated measure, one-way analyses of variance, and 

categorical modeling were used as statistícal methods. 
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Findings 

Personal ProfUe Survey 

(1) A moderate rehabihty level was observed for the subscales of the 

Personal ProfUe Survey. Refer to Table 4.5. 

(2) A majority of the Fashion Design respondents were classifíed 

with the Influencing or Dommance personahty styles (71.8%), 

with only 62% of the University sample identifíed in these two 

categories. 

(3) A larger percentage (19.2%) of the University sample was of the 

Steadiness personahty style compared to 12.5% of the Fashion 

Design sample. 

Values Svstem Survey 

(1) A moderate rehabihty level was observed for the subscales of the 

Values System Survey. Refer to Table 4.5. 

(2) The majority of the Fashion Design sample was identífíed as the 

In-betweener and Challenger value systems (57.7%), whUe the 

majority of the University sample (62.4%) was identifíed as In-

betweener and Traditionalist. Nearly one-quarter of the Fashion 

Design sample were Challenger compared to 13.4% of the 

University sample. 

Attitudinal Listening ProfUe System 

(1) Twice the percentage of respondents from the Fashion Design 

sample identifíed themselves as Leisure listeners (42.4%) 

compared to 21.0% of the University sample. 
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(2) The second largest percentage of the Fashion Design sample was 

identífíed with the Technical listening type, 23.1%, compared to 

17.8% for the University sample. 

Group Inventorv for Finding Interests 

(1) A high reUabiUty alpha was observed for the GIFFI-II scale 

(r = .94). 

(2) The GIFFI-II Scale factored into four creative dimensions: 

Artistic, Imaginative, Inventive, and Confídence. The Fashion 

Design sample had higher mean responses than the University 

sample to each of four subscales of the GIFFI-II. 

(3) The University sample rated itself lower on the Artistic subscale 

(M = 3.18) of the GIFFI-II compared to the Fashion Design 

sample with an average mean of 3.78. 

(4) Both samples had the highest identifying subscale for the 

Inventive dimension of the GIFFI-II. 

Body Cathexis Scale 

(1) A high rehabihty alpha was observed for the Body Cathexis Scale 

(r = .93). 

(2) Response to the Body Cathexis Scale by the University sample 

and the Fashion Design sample revealed a higher mean score for 

the University sample (M = 4.41) in response to affect toward 

the 26 identífíed body components. The University sample feU 

between positive and slightly positive affect compared to a mean 
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of 4.13 for the Fashion Design sample, with a slightly positive 

affect. 

Proportíonal Figure Scale 

(1) A clear difference in response to fígure drawing, measured by the 

PFS, was seen between the University sample and Fashion Design 

sample. A mean score of 7.9 was assessed by a panel of three 

judges for the University sample, indicating the need for some 

improvement, while the Fashion Design response indicated 

moderate success with a mean score of 11.82. 

(2) Response to the PFS by the Fashion Design experimental and 

control groups revealed the highest mean score for the 

experimental group on PFS5 at M = 15.36 and for the control on 

PFS4 at M = 15.03. 

(3) The control group score steadUy increased across PFS tests 1 

through 4, yet decreased on the fínal PFS, while the experimental 

group plateaued at the third PFS, decreased on the fourth, and 

increased on the fífth. 

Hypotheses 

(1) No statistically signifícant differences were observed for the effect 

of teaching method for the experhnental and control groups 

(Hla). 

(2) A signifícant difference was observed between PFS test 1 and 

test 4 within groups, experimental and control (Hlb). The PFS 

test on which the control group earned the highest mean score 
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was on PFS4 (M = 15.03). On PFS4, however, the experimental 

group received their second lowest mean score (M = 13.12), next 

to their group response to the pretest, PFSl (M = 12.24). 

(3) No statistically signifícant difference was observed for the 

interactíon effect of teaching methods and PFS tests (Hlc). 

(4) Initial effects of creative propensity as measured by the GIFFI-II 

scale, body-image as measured by the Body Cathexis Scale, and 

previous artistíc skiU as measured by the pretest, PFSl, had no 

signifícance in puUing apart the mean scores of the experimental 

and control group response to the fínal posttest, PFS5 (H2). 

(5) A signifícant difference was noted between the University sample 

and the Fashion Design sample in response to the Dominance 

subscale (H3). Only 19.7% of the University sample self-

identifíed the Dominance personahty style, while 30.7% of the 

Fashion Design sample self-identifíed themselves as Dominance. 

Significance was noted at the .05 level. 

(6) There were no differences between University and Fashion 

Design samples in response to the Challenger value system (H3). 

The percentages revealed 13.4% of the University sample and 

23.1% of the Fashion Design samples were identífíed as having 

the Challenger value system, yet no statístícal signifícance was 

noted. 

(7) A signifícant difference was noted between Fashion Design 

sample and University sample in response to the GIFFI-II 

subscale Artistic (H3). The University sample had a mean of 
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3.18 on the Artistic subscale, while the Fashion Design sample 

had a mean of 3.78 on a scale rating of 1 to 5. Statístícal 

signifícance was observed at the .002 level. 

(8) No signifícant difference was noted between the Fashion Design 

sample and the University sample in response to the Body 

Cathexis Scale (H3). The mean scores for the University 

(M = 4.41) and the Fashion Design samples (M = 4.13) obtamed 

a test statístíc of F = 3.29, p = .07. 

(9) Although a signifícant difference was noted for the University 

sample and the Fashion Design sample for the Dominance 

personahty style, no signifícance was noted between the Fashion 

Design experimental and control groups (H4). 

(10) A signifícant difference was observed between the Fashion 

Design control and experimental groups for the Challenger value 

system (H5). The control group had a higher total mean 

Challenger score (M = 27.7) than the experimental group 

(M = 24.4). 

(11) In assessing differences between the University and the Fashion 

Design samples according to their attitudinal listening type, no 

signifícance was observed (H6). Table 4.8 lists the percentages of 

subscale responses for the University and Fashion Design 

samples. The only visual difference was in relation to the Leisure 

type, yet no statistical difference was noted. 
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Research Ouestions 

(1) A Profíle of students enrolled in Fashion Design, concluded from 

student demographics, was developed (RQl). The mean age of 

Fashion Design students was 20.69, with a mean GPA of 2.76. 

The majority were White, female, and freshmen or sophomores, 

and had art training (57.7%). Most art training backgrounds 

came from either high school or coUege art classes. AU Fashion 

Design respondents had average or above average interest in 

creative subscales (Artistic, Imaginative, Inventíve, and 

Confídence). 

(2) The profíle of Fashion Design students included a body profíle 

(RQl). Fashion design students were less positive about their 

body-image than were University students, yet identífíed an 

overaU slightly positive attitude (M = 4.13). They had an 

average weight of 142 pounds, while the mode was 115 pounds. 

The average height was 5 feet 4 inches. The majority of the 

respondents indicated a smaU or medium frame size (73.1%) and 

a thin to slender silhouette (57.7%). 

(3) A correlatíonal analysis for the total sample revealed strong 

relationships between fígure drawing and height, frame, parental 

artístíc skiU, GPA, creative propensity, and personaUty (RQl). 

(4) A signifícant difference was observed between the Challenger 

value system and student respondents with varying attitudinal 

listening types (RQ2). 

120 



(5) No signifícant differences were observed between the value 

systems and creative propensity of aU student respondents with 

varying listening types (RQ2). 

Interpretatíon of Results 

Scale ReHabihtv and VaUdity 

The issue of moderate rehabihty levels found for the Performax (1986) 

Personal Style Survey (PSS) and the Values System Survey (VSS) produced 

concern. The specific Performax instruments selected have generally been 

directed to a more mature and professional audience. The rehabihty 

assessments observed for the study sample, ranging in age from 18 to 40 (the 

majority were freshmen and sophomore level students), were low compared to 

fíndings from Young (1992). Young found higher rehabihty levels (.93 to .95), 

but studied a sample of consumers with higher educational levels and income 

than the study respondents in this study. Differences in rehabihty levels 

between Young's study and the present study might have been aftected by 

reading abiUty, demographics of the samples, or identífíed personahty styles of 

the respondents. A high percentage of the current study respondents were 

identifíed as In-betweener personahty styles. Performax ("The Values Analysis 

ProfUe," 1981) has described the In-betweener as one lacking the clarity of 

response and possibly of lower maturity level. The personahty and value scales 

may be better estimators of the more mature audiences' personahty styles and 

value systems, thus the obtained moderate compared to strong rehabihties. 

VaUdity measures assessed by Performax (1986) addressed individual 

constructs in the development of the Personal Style Survey. The Dominance 

dimension produced a multiple R of .67, while the Influencing dhnension 
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produced a multiple R of .49. The Steadiness dhnension produced a 

multíple R of .72 and for the Comphance dhnension, a multíple R of .70. The 

scale has been tested for construct validity and has had highly correlated 

fíndmgs (Kaplan & Kaplan, 1983). Various measures of validity and rehabihty 

were presented in the Performax manuals ("The Values Analysis ProfUe," 

1981), in which initíal tests obtamed a correlatíon coeffícient of .72 for the 

Values System Survey. Inter-rater rehabihty was also tested on the instrument, 

yielding a coeffícient of .75 ("Values Analysis ProfUe Trainer Manual," 1985). 

ReUabiUty measures for the GIFFI-II were observed as strong indicators 

that the creativity scale is a consistent measuring tool. Findings from the 

developers, Rimm and Davis (1980), were validated with fíndings revealing a 

correlation coeffícient of .94 alpha for the standardized variable score. The 

Body Cathexis Scale also provided strong statistical support for its rehabihty. 

The obtained statistic compares favorably with results from other studies. In a 

study completed by Markee, Carey, and Pederson (1990), a Cronbach's alpha 

of .80 was determined for the 26-item form of the scale. Tucker (1981) 

reported a reUabiUty coeffícient on the Body Cathexis Scale of .87 on the 

46-item scale, and Balogun (1986) produced a pretest-posttest correlation of 

.89. 

Teaching Method 

Neither the expository nor the experhnental teaching methods proved to 

be more eftective in teaching proportional fashion fígure drawing when groups 

were compared. Further, interpretation of this fínding might be noted through 

observation of individual student progress, provided in Appendix G. 

Indications from this fínding might imply that both methods are equally as 
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effective in teaching proportional fashion fígure drawing for this type of 

population. Another viable alternative to the lack of statistícal signifícance 

might be the indication that students' abihty to draw the fashion fígure might 

be effected by variables beyond teaching method. The sample size (n = 25) 

may have presented limitations hindering any signifícant statistical fíndings. No 

previous research was completed on the topic of fashion drawing and teaching 

effectiveness, thus no framework for comparison was avaUable. However, 

several reflections are suggested from the fíndings. 

Self-esteem. A review of literature clearly indicates that individuals 

communicate individual perceptions through drawing. State of self-perceptíon, 

self-esteem, and body-image were found notable factors which affected an 

individual's clarity of reference to drawing. Further insight into the self-

perception and self-esteem variables of the study sample may shed greater light 

on abiUty to draw the fashion fígure. 

Length of unit. The length of thne required for students in general to 

acquire and master the skiU of fígure drawing may require longer than an 

eight-week framework. As AbUng stated, drawing can be learned but it 

requires lots of practice (1988). Progress can be noted throughout the 

students' four years in relatíon to the shape, form, and style of their iUustrated 

fígure. Due to the large percentage of freshmen and sophomores enrolled in 

the class, the method of instruction appeared to have no immediate effect, but 

may have long-term effects. For instance, the experientíal teaching method 

may have encouraged students to further develop the thought process and the 

skiU level involved in fashion drawmg. The expository method may have taught 

concepts which were learned for the purpose of completing the class 
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successfuUy, but wiU be set aside untíl required for the next design class. 

Again, as Thames (1985) emphasized, drawmg requires a great deal of thne 

and practice and there are no shortcuts. 

Disshnilaritv of teaching method. Aside from the potentíal long-term 

effects of teaching method, the differentíation of the two selected teaching 

methods may not have been strong enough to signifícantly affect the results of 

an eight-week teaching unit. KuIUc, KulUc, and Cohen (1980) address the 

general benefíts of interfacing with subject matter through the drill and 

practice method. Due to the nature of course content and the requirements 

involved in learning to draw, the similarity of the drill and practice routíne for 

both course sections, both in-class and out, may have been suffícient to 

eliminate any substantíal differences between teaching methods. Due to its 

distinct differences in individualized media usage and technical interaction, 

perhaps a computerized teaching method compared with the traditíonal 

expository teaching method may have created suffícient differences between the 

two groups to provide statistical signifícance. 

Maturity leve . The experiential teaching method is dependent on 

student maturity, self-motivation, stability, and goal-orientation. Response to 

the personaUty and value scales revealed that the Fashion Design sample was 

not as emotionaUy stable or as mature as desired. Lower division courses are 

generally taught with low-Ievel skiUs within the cognitive, affective, or psycho-

motor domains. Memorization, recaU, and imitation are effective in teaching 

less mature students as noted in Bloom, Englehart, Furst, HiU, & Krathwohl 

(1956). Bloom et al. based the development of this classifícation system of 

educational objectives on the foUowing learning theory. As higher levels of 
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maturity are attamed, the student is better able to advance through various 

stages of the cognitive domain, including analysis, synthesis, and evaluatíon. 

The more mature student also begins to value and respond from the affective 

domain. Lack of signifícance between the expository and experientíal teaching 

methods may be attributed to the inabihty of students taught with the 

experiential teaching method to fully respond to the experhnental method due 

to maturity level. 

IntelUgence. Grade point average had a strong relationship with abihty 

to draw a proportional fashion fígure. This might indicate that students with 

stronger academic records become more skiUfuI artísts. However, CatteU 

(1957) found that inteUigence scores were signifícantly lower for artisticaUy 

talented students compared to academicaUy-talented individuals. Similarly, it 

might be noted that the mean GPA for the Fashion Design sample was lower 

than the mean GPA for the University sample. If, however, artístic talent is 

correlated to creativity, these assumptions contradict fíndings from other 

studies. Barron (1963) and Burkhart (1960) found that inteUigence was not 

greatly related to creativity. MacKinnon (1978) concurred with these fíndings, 

noting a zero relationship between variables of inteUigence and creativity. 

Discrepancies between GPA and artistic abiUty or creativity might offer little 

assistance in determining effectiveness of teaching method in skiU development 

and that further study is needed. 

Although no signifícance was noted for body-image, creativity, or 

previous art experience as factors which may have affected the results of 

effectiveness of teaching method, it was noted that a strong relationship was 

observed between response to the Body Cathexis Scale, the GIFFI-II scale, and 

125 



years of training and abihty to draw a proportíonal fígure. Lack of 

randomizatíon of sample, rather than randomized assignment of treatments, 

may have affected the end result of the study. If the control and experhnental 

groups were large enough to be stratífíed accordmg to body-hnage, years of 

training, and creative propensity, and equal numbers and levels of students 

were randomly assigned based on these variables, the fíndmgs from the study 

might be different. 

Demographic Profíle of the 
Fashion Design Student 

The demographic profíle of the fashion design student showed that 

subjects were mostly female (96.2%), had a mean age of 21.5 years, and were 

mostly freshmen or sophomore level (69.2%). Surprisingly, nearly one-half of 

the respondents enrolled in the fashion design course had no prior art training. 

The mean grade point average for the fashion design students was lower 

than that of the university student. This fínding concurs with researchers 

Barron (1963) and Burkhart (1960), who found that inteUigence is not related 

to achievement in art, although there is some discrepancy over the issue of 

inteUect and artistic performance. 

Fashion Design respondents averaged 142 pounds and height of 5 feet 

4 inches. Three respondents weighed over 190 pounds, with one respondent 

weighing 429 pounds. When the respondent weighing 429 pounds was 

ehminated from analysis, the average weight for Fashion Design respondents 

was 130 instead of 142. Since nine of 24 respondents weighed between 110 

and 115, the adjusted mean weight seemed more representative. 
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Research revealing effects of personal weight status on body-image and 

abihty to draw a fígure suggested that the greater the weight from normal, the 

greater the degree of body width overesthnation (BirtchneU, Dolan, & Lacey, 

1987). Fashion Design students were similar to subjects in the study by 

BirtchneU et al, which included 50 non-eatmg disordered females. Indicatíons 

of the study reveal body weight and body-image as important contributors to 

realistic perceptions of self and others. 

Few discrepancies were noted between height, weight, frame, and 

silhouette identifícations for the Fashion Design sample. Only one case, in 

which the respondent was 5 feet 2 inches, 115 pounds, and had a medium 

frame, did the identifíed silhouette (#5) not correspond with the respondent's 

body type. This fínding indicated that study respondents maintained accurate 

body estimations and positive body-images. There were no evident cases of 

body-image distortion, anorexia, or bulimia cases. 

A majority of Fashion Design respondents identifíed one or both 

parents as artistic or extremely artistíc (57.7%). Artistic skiUs are a component 

of a broader meaning of creativity, thus this fínding corresponded to prior 

research by Bloom (1985) who suggested that creatíve individuals are reared in 

creative home environments. AmabUe (1989) concurs and adds that parents of 

creatíve children have a high regard for achievement and aesthetics. 

Of the Fashion Design respondents, 39% were identífíed as Influencing 

with 25.3% identifíed as the Dommance personahty style. As literature 

suggests of artístic individuals, the two identífíed personahty styles have littíe 

regard for rules and regulations or social norms. The Influencing and 

Dominance personahty styles comprise a system of checks and balances. 
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resultmg in a hohstic entíty of intuitive, independent, strong-willed, 

opinionated, and control-oriented individuals. The Dommance personahty 

style preference for fashion design students concurs with fíndmgs by Cross, 

CatteU, and Butcher (1967) in which artístic types had higher dominance levels. 

CatteU (1957) found that the artístic sample tended to be adventurous and 

self-sufficient, both characteristics which fít the Fashion Design sample 

respondents. 

The fashion design students' personaUties were similar to subjects in 

other artistic studies. Predominant personaUty styles, Dominance and 

Influencing, were related to the trait profíle developed by Cross, CatteU, and 

Butcher (1967). Creative artists were independent, free-thinking, and 

innovative. Munsterberg and Mussen (1953) also found student artísts to be 

disinterested in societal demands, achieving material comfort and personal 

success. The Influencing personahty is spontaneous, undisciplined, and 

intuitive. CatteU (1957) found artistic types to be high in spontaneity and 

pretension. 

Of interest to the results of the study is the interpretation of a study 

completed by Getzels and Csikszentmihalyi (1976), in which freshmen were 

compared with junior and senior level art students. Freshmen art students 

demonstrated extreme values and personahty traits, indicating that inherent 

differences in values and personahtíes might exist prior to career training. 

Thus, it might be accurate to assume that differences should and do exist 

between the University sample and Fashion Design sample according to 

personaUty subscales and value subscales. 
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As value systems relate to the artístic individual, Scott (1988) found that 

artisticaUy talented students had signifícantly higher aesthetic values and lower 

economic and social values. Although the Values System Survey did not 

specifícaUy address aesthetic values, fíndmgs clearly noted the lack of social 

dominance. Both the In-betweener and the Challenger value systems place low 

emphasis on achieving the social norms. Descriptions of the two predominant 

styles for the Fashion Design sample include living lifestyles of self-expressed 

or socially acceptable individuaHty. Findings related to the social values of 

artístic individuals concur with fíndings from Gotz and Gotz (1973) and Getzels 

and Csikszentmihalyi (1976), which found students to have low social values 

and somewhat estranged roles in society. Although design students were 

antícipated to be focused, self-directed, and self-reUant, a large percentage of 

In-betweeners were observed in the Fashion Design and University samples. 

Due to the targeted sample of the study, freshmen and sophomore university 

students, one might assume that the maturity level of students of these ages 

would reveal a lack of clarity and direction. 

The researcher thought that a combination of listening types would be 

most appropriate for optimum learning throughout the study unit. The 

Technical listener would listen for detaUs and process, while the Inclusive 

listener would comprehend aU elements of the message. The Leisure listener 

was not hypothesized to factor positively into the results of the study. The 

unanticipated fíndmg was the large percentage of Leisure listeners in both the 

Fashion Design sample and the University sample. No review of literature 

identifíed listening type as a variable, thus no comparisons can be made. If, 

however, the disputed theory of high creativity and low inteUigence is founded. 
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then the Leisure listening type may be appropriate for the creatíve fashion 

design students. Hence, respondents with high creativity or high artistíc levels 

may have Leisure listening types and lower GPAs. Another appropriate 

explanation for the large percentage of Leisure listeners might correspond to 

the teaching structure of lower level fashion design laboratory courses and 

teacher enthusiasm for the material. 

In summary, fíndings related to the profíle of the fashion design student 

generally concur with fíndings from previous researchers dealing with artistic 

populations. Personahty styles, value systems, listening types, and creative 

propensities were selected for statistical analyses based on fíndings from the 

literature which defíne artistic types. Both personaUty styles and value systems 

were found to be similar in nature to the descriptions developed by others. 

Creativity levels and GPA appeared to concur with previous research fíndmgs. 

Interpretation of Findings Related 
to Theorv Base 

The theory of perception, developed and researched by Piaget and 

Inhelder (1956), demonstrates the tendency of an individual to draw what is 

known, rather than what is seen. The theory is manifested through study of 

the somatic self (Ryan, 1965), through body-image (Gleghorn and Penner, 

1989), and through self-esteem (Brookes, 1986; Edwards, 1979). What is 

perceived for some individuals is not, in truth, reality. Conditíons outside the 

mind affect the perceptual coding, often distortíng what is realistic. 

AppUcation of this theory to the instruction of fashion fígure drawmg 

introduces the possibihty of skiU inadequacies due to distorted perception 

rather than evasion of learning. Findings from the Fashion Design sample 
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respondents revealed a lower body-hnage or body satísfactíon than the 

University sample. Although lowered body-hnage for creatíve individuals may 

contribute to the aforementioned theory, further analysis proves insightful. In 

studying artísticaUy talented students, Scott (1988) found that these students 

were more reserved and critical than average students. Burkhart's (1960) 

fíndings from a highly aesthetíc sample concur, citíng that highly aesthetíc 

subjects were fault-fmding and fussy. Furthermore, Cross, CatteU, and Butcher 

(1967) observed their artistic sample as having lower emotíonal stability and 

greater emotional sensitivity. 

A combination of these characteristics would appear to lower mean 

response to an instrument measuring perception of ones' own body parts. 

Thus, if the Fashion Design sample is similar to artistic samples used in these 

former studies (which is indicated through personaUty and value measures), 

then fashion design students may be self-critical in their perceptions rather 

than misperceptive in their body-image. 

There was no clear evidence that revealed cases of body-image 

distortion among the Fashion Design respondents. Methods of assessing this 

included analyzing the selected frame size and silhouette according to 

identifíed height and weight. A medical chart was referenced to provide a 

range for each subject's height. One case among 26 was identífíed as 

somewhat distorted (overestimated siUiouette by two fígure sizes). 

The hnportance of the theory in relatíon to fashion drawing and the 

entire fashion design industry is best summarized by Danielson (1986). The 

belief presented is that the design student should not only iUustrate fashion art, 

but also understand the importance of fígures, stances, facial expressions, and 
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even clothes in conveymg social attítude. Students must create hnpressions and 

hnages through their design work which resembles the appropriate ideal or 

standard for the industry. If students' perceptions of that ideal are distorted, 

the portrayal wiU be less than marketable. 

Experience and exposure assure the student of adequate variety on 

which to base ideals. MacKinnon (1978) reported that frequent geographical 

moves, exposure to different cultures, lifestyles, and attítudes as children 

inspired greater creativity as adults. Assessment of the Fashion Design sample 

revealed high means in relation to the Inventive and Artistic subscales of the 

GIFFI-II. Correlational analyses revealed a strong relationship between the 

creatívity indices of the GIFFI-II and abihty to draw a proportional fashion 

fígure. This might indicate that individuals with artistic and inventive 

incUnatíons might possess the abihty to draw appropriate fashion fígure 

proportion, despite a critical look at their own body-image. 

Parental artistic skiU level had a high relationship with abihty to draw. 

This conclusion might indicate that the artistic reinforcement a parent gives a 

student can produce positive self-esteem, a healthy self-image, and artistic 

abiUties. One might also interpret the fínding to indicate that artistic abihties 

are hereditary, or innate. FinaUy, body-image distortion would occur less if 

positive reinforcement were a constant in an individual's life. 

Consider the possibihty that suffícient art training could overcome any 

conceivable image-distortion represented through Piaget's (1965) theory. The 

relationship of art background and fashion design respondent's abihty to draw 

a proportional fígure indicates that training assists an individual in areas of 

perspective, proportíon, and symmetry. Burgart (1962) found that abihty to 
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identify with self-concept was signifícantly related to art experience. In 

essence, personal and skiU growth increased with number of years experience. 

The theoretical foundation was not supported by the specifíc fíndings of 

this study. Limitations of the study sample may have affected interpretation of 

the theory. The variables factoring in at the university level are much broader 

than during younger, more formative years. FuIIy developed personaUtíes, high 

levels of education, and individualized value systems create complex diversions 

for theoretical testing. 

Conclusions and Implicatíons 

Based on the analyses of the data and interpretation of fíndings, the 

foUowing conclusions are appropriate. 

(1) The Personal Style Survey (PSS) had moderate subscale internal 

reUabihty, with a range of alpha values from .54 to .68. These moderate 

alpha levels may be due to the Ihnited number of items included in each 

subscale, as well as the lack of clarity by the respondents in reference to 

scale terminology. If one could be calculated, total scale rehabihty 

measure would lUtely be higher. A listmg of defínitíons for each term 

utUized might contribute to higher rehabihtíes. This summary indicates 

that the PSS is a reasonably dependable instrument that can be used in 

identifying predominant and secondary personahty styles. 

(2) The Values System Survey (VSS) had moderate subscale internal 

reUabiUty, with a range of alpha values from .54 to .68. Lhnitations 

created by the lower number of items within each subscale than in the 

total survey may have reduced the alpha levels, as weU as inadequate 

understandmg by sample respondents of scale descriptors. This latter 
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Ihnitatíon might be addressed by a defínitíon of terms provided for the 

study participant. StUI, this summary indicates that the VSS is a 

reasonably dependable instrument that can be used to identífy 

predominant and secondary value systems. 

(3) The Group Inventory for Finding Interests (GIFFI-II) had a high 

intemal reUabiUty of alpha equal to .94. This indicates that the 

GIFFI-II and its subscales are dependable measures of creative interest 

in artistic, imaginative, and inventive endeavors and in confidence 

measures. 

(4) The Body Cathexis Scale had a high internal rehabihty of alpha equal to 

.93. This indicates that the BCS is a dependable measure of 

respondent's affect for various body components and for a profíle value 

toward body-image. 

(5) The Proportional Figure Scale had high interjudge rehabihty from 

alphas of .87 to .98. This indicates that scoring for the PFS between 

judges is consistent and rehable as a measure of respondent's fígure 

drawing aptitude. 

(6) The fashion design students' personahtíes in this study were shnilar to 

subjects' in other artístic studies, in that the predominant personahty 

styles were Dommance and Influencing, hnplying that fashion design 

students are spontaneous and intuitive, independent and strong-willed, 

opinionated, and control-oriented. This would indicate that fíndings 

from this study could be used to confirm the existence of personahty 

profíles and composite profíles of artistíc individuals. 
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(7) The fashion design students' values in this study were similar to subjects' 

in other artistic studies in that the predominant value systems were the 

In-betweener and the Challenger, both living lifestyles of self-expressed 

or socially acceptable individuaHty. Values of self-assertion and 

happiness, self preservation, and satisfaction, were more predominant in 

the Fashion Design sample as compared to the University sample, which 

values social respect and social integration. This would indicate that 

studies addressing a value system characteristic of the artistic or creative 

individual might be supported by the fíndings of this study. 

(8) Although the largest percentage of fashion design students were 

identifíed as Leisure listeners, one-quarter were identifíed as Technical 

listeners. Statistical signifícance was found between listening type and 

the Challenger value system, but not between listening type and the 

GIFFI-II. These fíndings indicate that listening type is not signifícant in 

the development of a profíle of the artistic individual, while value system 

might be signifícant. 

(9) Fashion Design sample respondents identífíed a lower overaU 

satísfactíon or affect with components of their bodies, based on response 

to the Body Cathexis Scale, than the University sample. This indicates 

one of two thmgs. One, fashion design students may be more critical of 

their bodies and fígures than university students not enrolled in fashion 

design courses. Or, a second explanatíon can be found in the large 

percentage of male respondents in the University sample. Since females 

are more critícal of their bodies than males, the sample with a greater 

percentage of males, would produce a higher overaU body aftect score. 
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(10) There was no difference in the effect of expository and experientíal 

teaching methods on teaching fashion drawmg. This might indicate that 

students' abiUty to draw is affected by variables beyond teaching 

method, such as student interest in subject matter and instructional 

abiUty and attítude of the teacher. Findings might also indicate that a 

degree of drawing abihty is innate. 

(11) Variables introduced as covariates in analyses of the fínal PFS, which 

showed no statístical signifícance, were the pretest PFS, the Body 

Cathexis Scale, and the GIFFI-II scale. This fíndmg indicates that 

neither prior drawing abihty, body-image, or creatíve propensity had 

enough power to affect learning achievement between Fashion Design 

experimental and control group response. 

(12) Years of prior art background had a strong relatíonship with 

respondents abiUty to draw a proportíonal fashion fígure. This fínding 

indicates that training in drawing or art assists an individual in areas of 

perspective and proportion, not to mention symmetry and balance. 

Although previous training might not pertain directly to fígure drawing, 

dimensions of drawing can be interpreted in rendering a fashion fígure. 

(13) Total response and subscales of the GIFFI-II had a strong relationship 

with abiUty to draw a proportional fashion fígure. Artistic or creative 

incUnation may benefít an individual in developing fashion fígure 

proportion into a drawing skiU repertoire. 

(14) Grade point average had a strong relationship with abihty to draw a 

proportional fashion fígure, which indicates that students with stronger 

academic records might be more skiUfuI artists. 
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(15) Parental artistíc skiU level had a strong relatíonship with abihty to draw 

a proportíonal fashion fígure. This indicates that a parental artístíc 

abihty is passed on to the child or that artístíc parents foster the abiUty 

in their children. 

(16) Student's body frame had a signifícant relatíonship with abihty to draw a 

proportional fashion fígure. This fínding indicates that one's body or 

frame size creates a reference upon which fígure drawing is based. 

Support of the theory of perception might be that students draw the 

frame size most famihar to themselves, their own. 

Recommendations for Future Research 

The foUowing are suggestions for further research related to results of 

this study of fashion design students enrolled in fashion drawing: 

(1) Replicate the study where the sample size is larger and students can be 

randomly assigned to course section. 

(2) Administer a condensed unit on the proportíonal fígure, possibly four to 

six weeks long, using only a pretest and posttest to avoid threats of 

maturation and testing. 

(3) Admhiister the questíonnaire to large samples of both artístíc and non-

artistic individuals for comparison and to further develop a profíle of the 

artistic individual. 

(4) Increase the sample size, rephcate the study, and create predictor 

variables to assist in predictíng success of individuals entermg art and 

design programs. 

(5) Increase the male populatíon in the sample size and analyze the 

difterences between male and female fashion design students. 
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(6) Assess additional demographics, including the exact types of coursework 

taken, the art-related work they have completed, their geographic 

location, or their level of intro- or extroversion. 

(7) Further explore the career and personal goals of artístic students versus 

non-artistíc students. 

(8) Replicate the study utUizing a longitudinal foUow-up format, testing 

drawing skiUs, value systems, attitudinal listening types, and self-esteem 

at 2nd year, 3rd year, and 4th year intervals. 

(9) Select a computerized teaching method to compare to the expository 

method of teaching in administering the study. 

(10) Investigate attitudes or feelings of students throughout the eight-week 

unit through the use of open-ended questíons or essay responses to gain 

more information on successes and frustrations or Ihnitations dealt with 

by the student. 

(11) Investigate how attitude and perceived benefíts or lack of benefíts affect 

wiUmgness to learn to draw by the student enrolled in fashion drawing 

courses. 

(12) Research the effects of frame size and height/weight considerations on 

fígure drawmg skiUs for a larger sample of junior and senior level 

fashion design students. 

Conclusions from this study infer that the scales used wiU be useful in 

future research concerning artístic individuals at the university level. Teaching 

methods for use in assistmg students to iUustrate proportíonal fígures include 

the expository lecture, demonstratíon, or the experientíal. Use of a live model 

in the experientíal teaching method did not signifícantly affect skiU acquisitíon 
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in fígure drawing. Relatíonship of this fínding to theory base infers that the 

industry requirement to draw what is deemed socially acceptable may not be 

what is realistic or what is commonly occurring or reflected in the general 

female population. Differences between fashion design students and university 

students rest primarUy in artistic backgrounds and levels of social integration. 

Relationships exist between abiUty to draw proportional fashion fígures and 

height, frame, parental artistic skiU, GPA, body-hnage, creative propensity, and 

personaUty style. Further research and analyses of these variables wiU provide 

better understanding of the artístic individual and hnproved insight into modes 

of learning of creative individuals. Artistic and creative students provide the 

design industry with aesthetically appealing apparel, while those with drawing 

skiUs accentuate the marketability of both self and product. 
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APPENDIX A 

SUMMARY OF TEACHING METHODS A AND B 

FOR FASHION DESIGN STUDENTS 
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EXPOSrrORY LESSON PLAN 

LESSON ONE 

FASHION FIGURE PROPORTION 

Lesson one is the introductíon to the unit. The activitíes are teacher centered. 

Major Obiectives and Sub-objectives 

1. Understand the proportíonal divisions of the 9 1/2 headed fashion fígure 
using a road-map formulatíon. 

1.1 List proportional measurements. 

2. Identify the difference between the proportíon of the natural fígure and 
that of the fashion fígure. 

2.1 Analyze fígures of various types in relatíon to the proportional 
fígure type. 

3. Synthesize fashion fígure proportion into a proportional whole. 

3.1 Re-constmct the natural fígure, altering and lengthening to create 
the proportíonal whole. 

Generalizations 

1. Illustrated proportional fígures are expressed in an elongated natural 
form. 

2. Proportional fashion fígures are commonly stereotyped by features 
including slender, long neck, smaU head, toned body, athletic frame, 
broad shoulders, and slender, long legs. 

3. For the artist, the height of the head is the unit of measurement for the 
entíre body. 

4. Joints are used as destinations or points to draw to. 

5. A plumb line is used to mamtain symmetry in the proportional fígure. 

6. Customers are selective about their choice of a model. They prefer 
models they can emulate or look up to. 

7. Every woman shopping for clothes, wants to be beautíful. 

8. When drawmg half-sizes and queen sizes, an hnportant mle to 
remember is that if the woman is overweight, she wiU reject any model 
who reminds her of her own characteristics. 
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9. Exploring ones' personal attítude towards body-hnage and body type 
may enhance understanding of fashion fígure proportion. 

Learning Activities 

Introductorv Activities 

SET: This unit is to teach how to iUustrate the proportíonal fashion 
fígure. The proportional fashion fígure is a term used for an elongated 
illustrated fígure. It begins with the same basic principles as the natural fígure 
while integratíng additional length and slhnness. One of the goals of this unit 
is to improve your understanding of the differences between the natural fígure 
and the fashion fígure. 

Tell students some of the words used to describe the proportional 
fígure: 

Ideal Toned 
Slender Fit 
Athletic Voluptuous? 

Explain how people may view the proportional fígure as positive, 
negative, deceptive or ideal. Describe how the ideal has changed over several 
decades. 

Students WiU 

1. FoIIow the road-map presented in the textbook for iUustrating the 
proportional fígure. 
(30 Minutes, Illustrated Lecture) 

2. Repeatedly iUustrate (three times) the proportional fashion fígure, 
labeling measurements and formulas. 
(30 Minutes, DriU and Practice, Self-paced Laboratory.) 

3. Evaluate three solutions from magazines showing fuU body fígures. 
Students wiU create a Ime hnage of the three by tracing and elongatmg 
the fígure in transferring to marker paper. 
(40 Minutes, Self-paced Laboratory) 
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LESSON TWO 

PROPORTION OF BODY PARTS TO THE WHOLE BODY 

Lesson two utUizes the knowledge of the proportíonal whole, breaking it back 
down into component parts. 

Major Objectives and Sub-objectives 

1. Describe the proportional fígure components parts. 

1.1 Match parts to famihar geometric shapes. 

2. Separate parts based on proportion of one part to another. 

2.1 Identify the relationship between size, shape and proportíon of 
parts. 

3. Evaluate the reconstmction of parts into a whole, proportional fashion 
fígure. 

3.1 Compare the geometric fígure as a whole with a fleshed out 
fígure. 

Generalizations 

1. The body is divided in half and the torso is the same length as the legs. 

2. The relationship of parts can be listed from shortest to longest in the 
foUowing order; foot, head, hips, chest, upper arm, and upper thigh. 

3. The proportional fígure is not a tme life fígure, but a fashion fígure. 

4. The head is egg-shaped. 

5. The neck, upper arm, forearm, thigh and calf are cylmdrical or slightly 
tapered cylinders. 

6. The shoulder, elbow and knee are baU joints. 

7. The hand is diamond shaped while the foot is cone shaped. 

8. The rib cage and the pelvis are tapered boxes. 

9. The "shapes" fígure can overlay an anatomical or fleshed out fígure. It 
is a simpîified version of the fígure. 
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Learaing Actívities 

Introduction Activities 

SET: This lesson is designed to build on the basic principles of the 
proportional fígure. Components of the fígure faU together like puzzle pieces, 
eacn composing a harmonious part to the whole. Take the puzzle pieces apart, 
compare the fít of one to another and them place them carefully back together. 

Students WiU 

1. UtiUze a handout fílled with geometric shapes. Have students identífy 
the shapes for each part of the body and label each. (Provide the 
student with graph paper.) Students wiU re-constmct the fígure with the 
geometric parts m proper placement. 
(30 Minutes) 

2. Flesh out the fígure, smoothing over sharp corners and defíning the 
fígure. 
(40 Minutes) 

3. Use the back side of the graph paper to compare the size and shape 
relationship of each section to the adjoining section. Students wiU note 
the size variation if eight graph squares are equivalent to the length of 
the head and estimate the appropriate number of squares to use for 
each additional body section. 
(30 Minutes) 
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LESSON THREE 

FIGURE BALANCE 

Lesson three wiU provide a foundatíon for understandmg balance and 
movement of the fígure. The activitíes are teacher centered or driU and 
practice oriented. 

Major Obiectives and Sub-objectives 

1. Recognize the hnportance of the plumb Ime and shift in shoulder Ime 
and hipline in the motion of the fîgure. 

1.1 Recall concepts of balance in rendering. 

2. Synthesize fígure movement through manipulation of shoulderlme and 
hipline. 

2.1 Illustrate fígures in poses predicted by the swing of the hip. 

3. Evaluate foot pose of a fígure based on the tilt of the body. 

3.1 Re-constmct leg and foot movement of partially cropped 
chppings. 

Generalizations 

1. Understand that there are certain dynamics to balance. 

2. The upper torso foUows the slant of the shoulder line while the lower 
torso loUows the slant of the hipline. 

3. The body center moves independently of the balance line. 

4. The waist is the natural pivot of action. 

5. Each pose creates a different thmst on the center of the body. 

6. The balance faUs straight down from the pit of the neck perpendicular 
to the floor. 

7. Select poses that are well balanced with weight restíng on one foot. 

8. As the hip on the weight-bearing side rises, the torso rises tíltíng the 
pelvis toward the non-weight-bearing side. 

9. The head, neck, arms, and non-weight-bearing leg are free to create a 
wide variety of relaxed poses. 
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Learning Actívities 

Introductíon Actívities 

SET: This lesson covers fígure balance. An important aspect of 
iUustrating the fígure, balance sets the stage for the reality of the fígure and 
atmosphere surrounding the fígure. The mshion fígure must maintain 
proportion throughout motion, while appearing grounded and stable. Several 
examples of alteraating balance wiU be observed. 

Teacher wiU show transparencies of weU-balanced fígures, explaining 
how to locate balance points and where the balance exists. 

Students WiU 

1. Study photos of fashion models and look for poses that show shoulder 
line and hipline faUing in opposite angles. 
(20 Minutes) 

2. Create quick sketches of balanced fígures on the lined handout given in 
class. 
(30 Minutes) 

3. Interpret the movement of the legs or feet in three chppings in which 
the picture is cropped at the knee or above. 
(20 Minutes) 

4. Evaluate the plumb line on 10 cUppings. Drop the plumb line directly 
from the pit of the neck to analyze fígure movement. 
(30 Minutes) 
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LESSON FOUR 

ACTION FIGURE 

Lesson four wiU build on the balance of the fashion fígure, aUowmg the 
student to interpret new movement for the fígure. While mamtaining general 
mles of balance, the student wiU accommodate various action fígures, 
iUustrating them singly and jomtly. 

Objectives and Sub-Objectives 

1. Contrast variations of the S and Z curve in the formatíon of the action 
fígure. 

1.1 Analyze the formation of the fígure and the movement and 
stance within the fígure. 

2. Modify movement in the fígure to re-direct energy from one side or 
from anterior to posterior 

2.1 Prescribe movement within the fígure to achieve an appropriate 
and well-balanced stance. 

Generalizatíons 

1. There are countless variations of action in which the fígure is portrayed. 

2. The action of the fígure should be representatíve of the type of apparel 
presented. 

3. One of the most valuable skiUs for an artist is selecting the right pose 
for every garment. 

4. The pose should show off the most important detaU of the garment. 

5. The bend in the body, whether pushed in or out, remains constant as 
tíie fígure turns. 

Learning Actívities 

Introduction Activities 

SET: This lesson is designed to build on the basic principles of the 
proportional fígure. Capturing the movement in a pose ensures that the 
vitality of that moment survives. The key to portraying movement is to show 
where the strain comes and in real life, the strain inevitably creates muscle 
tension. 

Teacher wiU explain the variations in poses, the hip-tUt, pelvic thmst, 3/4 
view, back view and side view, using handouts as a focal point. 
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Students WiU 

1. FoIIow through the lecture, notíng key components of the hip-tílt, pelvic 
thmst, 3/4 view, back view and side view. 
(30 Minutes) 

2. Select chppings of each motion fígure and render these fíve balanced 
stances. 
(30 Minutes) 

3. Integrate multiple action fígures in balance with one iUustration in 
advertísement form. 
(30 Minutes) 

4. CoUect cUppings of various poses and integrate them into one cohesive 
iUustration. 
(40 Minutes) 

155 



LESSON F VF 

LEG STRUCTURE AND MUSCULATURE 

This lesson is created to assist the students in carefully analyzing the leg 
stmcture and musculature in greater detaU. 

Maior Obiectives and Sub-objectives 

1. Note the locatíon of the knee, calf and ankle areas. 

1.1 List proportional breakdowns while iUustratíng the fashion leg. 

2. Identify musculature within the leg. 

2.1 Illustrate three waist-dovsoi fígures in various stances, paying 
careful attention to the musc e tone and bone stmcture. 

Generalizations: 

1. The knee cap is smaUer on the outside of the leg and wider on the 
inside. 

2. The calf curve is higher on the outside than on the inside of the leg, 
where the curve is drawn lower. 

3. The ankle is given slight acknowledgement on the higher inside angle 
only. 

4. The fígure must maintain a point of balance revealed in the legs. 

5. Frontal muscle groups on the upper leg include rectus femoris, vastus 
medialis, vastus lateralis, and vastus intermedius, better known as the 
quadriceps. The quadricep muscle group forms a convex curve on the 
front upper thigh, tapering into the knee. 

6. Posterior muscle groups on the upper leg include biceps femoris, 
semitendinosus, and semhnembranosus. These muscles combine to form 
the hamstring muscle group. This muscle group forms the convex curve 
on the back upper leg. 

7. The hamstring muscles and the quadricep muscles combined compose 
the layman's thigh or thigh muscles. 

8. Frontal muscle groups in the lower leg include numerous minor groups 
and one major group known as the tíbiahs anterior. This muscle group 
begins at the outside of the knee and proceeds downward across the 
shin toward the inside of the ankle. 
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9. Posterior muscles which shape the lower leg include the soleus and the 
gastrocnemius. The gastrocnemius is commonly known as the calf 
muscle which tapers midway between knee and ankle. The soleus is a 
deep-Iying muscle which gives the lower leg buUc. 

Learaing Activities 

Introductíon Actívities 

SET: This lesson is designed to build on the basic proportion of the leg 
and define the muscle groups within the leg which affect the shape of the leg 
as it moves. As iUustrated, the movement of the leg provides insight into the 
specific shape of the anterior and posterior views of the leg. 

The teacher wiU lecture over the muscle groups in the legs, using 
handouts and overheads. 

Students WiU 

1. Record muscle groups in the legs which give form to the leg. 
(30 Minutes) 

2. Apply muscle tone over top of a basic croquis. The student wiU identífy 
each muscle group and label it on the drawing. 
(20 Minutes) 

3. Illustrate musculature within the leg from three different views, using 
magazine cUppings as guidelines. 
(50 Minutes) 
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LESSON SIX 

LEG ACTION 

This lesson is created to assist students in mamtaining balance, scale and 
proportion of the lower body in movement of the legs. 

Maior Obiectives and Sub-obiectíves 

1. Comprehend balance lines and horizon lines in stabilizing the fígure. 

1.1 Draw horizon and shadow lines into the iUustratíons. 
1.2 Illustrate symmetrical and asymmetrical balance. 

2. Practice variations of leg action and movement. 

2.1 Apply AbUng's (1988) guidelines in iUustratíng (from chppings, in 
various stances), three waist-down fígures in various poses. 

3. Apply a foreshortened perspective to the iUustrated fígures. 

3.1 Note the cause of foreshortening. 
3.2 Practice the task of foreshortening. 
3.3 Evaluate the effect of foreshortening. 

Generalizations 

1. Foreshortening is the contraction in the direction of depth to suggest 
projection in space. 

2. The fuUness of the kneecap must change as the leg turas. 

3. The slant of the hip is reflected in both the knee and the ankle position. 

4. The 3/4 turaed fígure looks best with a 3/4 turaed leg. 

5. Balance remains essential as the legs are moved. 

6. A knee line is useful in adjusting the slant of the leg as the pelvis is 
tílted. 

7. The hipHne wiU not always be mirrored in the tílt of the knee. When 
the legs are crossed over each other, the tílt is opposite from hip to 
knee. 

8. Variatíons in stances wiU be helpful, there may be a need to use certain 
stances to show certain garments at their best. 
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9. There is a necessity in industry for prhnary drawmg skiUs which aUow 
the iUustrator to draw a lifelUce pose from a model mnning along a 
catwalk in a few minutes. 

Learning Actívities 

Introductíon Activities 

SET: To achieve the appearance of relaxed motion in a standing pose, 
draw the balance of the torso's weight resting over one foot or the other. 

The weight-bearing foot should be drawn under the pit of the neck. A 
cham reactíon then results: The hip on the weî ht-bearing side of the torso 
also raises, tUting the pelvis toward the non-weight-bearing side. Reactíng to 
the pelvic tílt, the plumb Ime of the torso bends at the waist as the rib cage 
and shoulders relax toward the weight-bearing side of the body. 

The weight-bearing foot and leg, the pelvis, the waist, and the rib cage 
must be carefully placed to maintain the fígure's balance. However, the head, 
neck, arms, and non-weight-bearing leg are free to create a wide variety of 
relaxed poses. 

Students WiU 

1. Include balance lines and horizon lines in stabilizing fígures from 
previous exercises. 
(10 Minute, Guided Response) 

2. Defíne symmetrical and asymmetrical balance. 
(Question and Answer, 5 Minutes) 

3. Practice variations of leg action and movement using AbUngs' (1988) 
guidelines in iUustrating (from cUppings, in various stances), three waist-
down fígures in various poses. 
(30 Minutes) 

4. Apply a foreshortened perspective to the iUustrated fígures by 
iUustrating back views, side views, 3/4 views and frontal motion views of 
the legs from hip down. 
(50 Minutes) 

5. Locate chppings of four action fígures. Students wiU take approximately 
3-5 minutes for each fígure, defíning the motion of the model, capturing 
the balance and attitude. 
(20 Minutes) 
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LESSON SEVEN 

FOOT PROPORTIONING, POSITIONING AND SHOES 

This lesson wiU focus on the size of feet, using formulas for drawmg fuU frontal 
view, 3/4 turn and profíle feet. The student wiU build from the basic foot into 
the styUzed foot and shoe-covered appendage. 

Maior Obiectives and Sub-objectives 

1. UtiHze formulas for drawing foot stmcture in several variations or poses. 

1.1 Demonstrate understanding of formulas for each of profíle, 3/4-
turned, and fuU frontal view. 

2. Transform the proportional bare foot into a styhzed foot placed in a 
shoe. 

2.1 Create or design shoes and placement of feet in iUustrations. 

Generalizations 

1. Like hands, feet are scaled close to the length of the head. 

2. The higher the heel, the longer the front and 3/4 views wiU be. 

3. For flat shoes, the front view wiU shorten and widen or the stance can 
be spread. 

4. AII front and 3/4 views wiU require foreshortening. 

5. The female fashion foot should be elegant, with dehcate bones. 

6. Be careful not to overdraw the foot. 

7. The 3/4-turned view is a combination of the profíle and fuU front 
formulas. 

8. Keep the feet long and narrow, elongated just as the hands are on the 
fashion fígure. 

Learning Activities 

Introduction Activities 

SET: This lesson is designed to enhance the proportíonal fashion fígure 
by developing realistic feet, foot positioning, and shoes. Often the most 
chaUenging area for novice iUustrators, feet can be easily conquered by using 
foreshortening techniques to create balance and three-dimensional tones. 
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Students WiU 

1. Lightly draw the basic shape. Note the dehcate ankles. Indicate arch, if 
in view, then toe shape. Add detaUs of foot or shoe constmctions such 
as straps, toes and heels. 
(30 Mmutes) 

2. Draw the frontal view. The fuU front view is begun with a trapezoidal 
shape. Remember that the toe area is wider than the ankle and to 
avoid showing sharply pointed ankles, heels and toes. From the front 
view, show the outer bone as being prominent, extending in smooth 
angle away from the ankle. 
(30 Minutes) 

3. Draw the 3/4-turned view. The stress is placed on the arch of the foot, 
while the heel, ankle and toes are foreshortened. The formula includes 
using a triangle for the arch, a large ball for the heel, a smaU one for 
the ankle slightly offset over the heel, and an oval for the toes. 
(30 Minutes) 

4. Practice frontal, 3/4 and side or profíle view of the right and left foot. 
(40 Minutes) 
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LESSON EIGHT 

UPPER TORSO STRUCTURE 

After learning balance and movement, it is essential to be able to turn the pose 
without losing its action. This lesson wiU focus on primarUy upper body 
movement, identifying body contour and neck and head movement. 

Major Objectives and Sub-objectives 

1. Indicate the foreshortened eftects of upper torso movement. 

1.1 Differentiate frontal forward bend of the body from backward 
push of the body and the effect of each on the upper body. 

2. Note the convex and concave shapes of the chest and arm stmctures 
within various fígures. 

2.1 Predict the direction of the curves within hypothesized fígure 
bends. 

Generalizations 

1. The body center moves independently of the plumb line. 

2. The waist is the natural pivot of action. 

3. Within each pose, the balance is different and so is the thmst of the 
body center. 

4. When drawing action, it is important to understand how the body 
moves. 

5. The movement of the upper body, including the movement of the 
centerline, effects how the fígure is dressed and the positioning of the 
garment seams. 

Learning Activities 

Introduction Activities 

SET: In observing the motion of the upper body and arms, it is easy to 
note that much of the attítude of the pose is created by the head, upper body 
and arms. It is important to effectively portray the mood of the pose through 
proper positioning of the upper body. 

As various fígures are analyzed, notice the body centerHne (the line 
drawn down the middle of the fígure). Watch how the pose contorts the 
centerline. 
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Students WiU 

1. Locate fíve cUppmgs portraymg various attítudes. Draw on each 
cUpping a dotted Ime down the center of the body. 
(25 Minutes) 

2. Take a large sheet of paper and 

a. Defíne the form of one model's (chpping) body without taking 
the pencil off the paper at any point. Students can go back over 
previous line or pause, but may never lift the pencU. (Student 
should use an especially sassy pose.) 
(20 Minutes) 

b. StUI keeping the pencU on the paper, simplify the bold outUne 
with flat color to create a clear graphic image. 
(5 Minutes) 

3. Complete Exercise 2 with various poses portraying different moods, untíl 
able to produce quick effective rough sketches from chppings. 
(50 Minutes) 
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LESSQN NTKT? 

ARM FORM AND SHAPE 

This lesson introduces the student to thp «.^,,0^ ^ ££ 
focuses on the proportionalTeaks in thefr^ I^i fF^'^' ""^}^^ ^""- ̂ ^ 
muscle mass of the^arm. "̂̂  ^"" ^"^ *̂̂^ °̂ ^̂ "̂ shape and 

Major Objectives and Sub-Qhjp.rtivi>g 

1. Understand the proportíonal divisions of the arm. 

*̂̂  S r V ^ ^ '̂̂ '̂'''" °^ '*"" '^^°^' ^"^' ^°^ ̂ ^°d i° ^ l̂̂ tion to the 

2. Practice variations of arm movement. 

2.1 Identífy the pivot pomt of the arm. 
2.2 Maintam distance of arm from pivot pomt 
2.3 Evaluate foreshortened effects on arm movement and stmcture. 

3. Identify musculature within the arm. 

3.1 Record muscle groups. 
3.2 Illustrate musculature over action arms. 

Generalizations 

1. When the fígure is standing erect forward, the elbows Ime up with the 
end of the torso or the hipline. 

2. The pivot point of the arm is the shoulder. 

3. Center an imaginary compass at the pit of the neck, draw an arc from 
the waist to indicate elbow placement. 

4. The iUustrator can use the pivot point to create as many arm positions 
as possible. 

5. The iUustrator must select the pose which best displays the clothing. 

6. The female fashion fígure is drawn with relaxed shoulders, elbows close 
to the torso, flexible wrists, wrist of relaxed hand bent, pronounced tilt 
of the hips, and a light stance. 

7. The female fashion fígure in motion is drawn with graceful arm swing, 
elbows close to the torso and more hip movement than shoulder 
movement. 
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8. The width of the arm tapers from the shoulder to the elbow, suddenly 
widenmg again and tapermg even more down to the wrist. 

9. The ratío of the arm is one-half to one-half. The upper arm and lower 
arm are the same length. 

10. The shoulder is a ball and socket jomt constitutíng the mass of a 
tightened físt. 

11. The shoulder is overlaid with the deUoid muscle group, composed of 
anterior (front), middle, and posterior (back). 

12. The posterior of the upper arm is composed of the tricep muscle which 
creates mass in the upper arm and slight curvature in the side view. 

13. Two muscles are located in the anterior of the upper arm. The biceps 
brachii and the brachialis, commonly refereed to as the biceps, create 
the contour of the inner arm tapering into the elbow. 

14. The muscle groups in the lower arm function as levers for the hand and 
fíngers. The largest mass of the muscles can be found in the forearm 
directly below the elbow. These muscles taper toward the wrist. 

Learning Activities 

Introduction Activities 

SET: This lesson is to teach how to iUustrate the arm and hand of a 
fashion fígure. The proportional fashion fígure is strongly influenced by the 
movement and shape of the arm and hand. The teacher wiU discuss arm 
musculature and range-of-motion. 

Students WiU 

1. Recognize locatíon of elbows, wrists and hands in a variety of chppings 
by drawing arcs over the fígure as presented in Abhng (1988, p. 31). 
(20 Minutes) 

2. Record muscle groups by iUustratíng a complete fígure highhghting 
muscle striations in arms and labeling. 
(30 Minutes) 

3. Integrate range-of-motion concepts in iUustrating three quick sketch 
action fígures. 
(20 Minutes) 

4. Develop two arm croquis, using knowledge of pose, proportion and 
attitude. 
(40 Minutes) 
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LESSON TEN 

HAND STRUCTURE AND POSITIONING 

This lesson seeks to defíne hands and the hnportance of portrayal and 
positioning. 

Major Objectives and Sub-objectives 

1. Discuss rectangular and diamond formulas for iUustratíng hands. 

1.1 Identify formulas from Abhng (1988) and Thames (1985). 

2. Apply formulas for drawing hands in various positions. 

2.1 Indicate hand positions which lend themselves to the formulas. 

3. Modify hand poses to indicate hand and fínger movement 
complimentary to the pose. 

3.1 Prescribe appropriate hand poses for active, subdued and elegant 
fashion fígures. 

Generalizations 

1. For every fashion fígure the hands are a big part of the fashion story. 

2. Hand position creates fashion mood as well as showing the reader 
important features of the fashion garment. 

3. The female fashion hand is a slender, elegant and graceful exaggerated 
version of the normal hand. 

4. The elongated proportion of the fashion fígure is maintained through 
long slender fíngers. 

5. Do not scale the hand too smaU. 

6. The open hand ahnost covers the face with the index fínger close to the 
length of the palm. 

7. Avoid showing a lot of stmctural detaU and bony knuckles. 

8. The top side of the hand is flat. A round hand looks fat and ungraceful. 

9. Do not draw a foreshortened hand. 

10. Do not overdraw the hand. 

11. Scale and basic shapes work better than intricate anatomical detaU. 

166 



Learning Actívities 

Introductíon Activities 

SET: Because hands are an hnportant part of the fashion iUustratíon, 
the iUustrator should understand size and proportíon of the hand in relatíon to 
the fígure. It is essential that the iUustrator understand how the hand conveys 
mood. 

The teacher wiU discuss frequently used arm positions which effectively 
portray appropriate mood. 

Students WiU 

1. Practice both the rectangular and diamond formulas. 
(30 Minutes) 

2. Draw their own hands in two positions. 
(15 Minutes) 

3. Modify these drawings to foUow formulas for hands using half-and-half 
proportions. 
(15 Minutes) 

4. Locate cHppings in which hands portray three difterent moods. 
(15 Minutes) 

5. Analyze one chpping in which hand position does not suit the attitude 
or may be improved upon. Modify the hand position and render the 
pose as a fínished portfolio piece. 
(40 Minutes plus homework) 
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LESSON ELEVEN 

MATCHING POSE AND GARMENT 

This lesson wiU provide a foundatíon for understandmg how pose and garment 
collectively contribute to the overaU functíon of an iUustratíon. 

Objectives and Sub-objectíves 

1. Understand that pose conveys attitude. 

1.1 Draw appropriate poses for action and subdued fígures. 

2. Determine how best to highhght a garment based on its special features. 

2.1 Develop a library of croquis or poses which portray the fígure in 
a range of angles and positions. 

2.2 Select pose which aUows special features to be visible. 

3. Analyze fígure poses which are appropriate or inappropriate for a 
garment or attitude. 

3.1 Deduce what is more important, presenting a mood or attitude, 
or highhghting garment leatures. 

Generalizations 

1. The same pose is frequently used numerous times by designers in initial 
design conceptuahzation. This pose is called a croquis. 

2. The designer or iUustrator chooses from a library of croquis, selecting 
the most appropriate pose for the garment. 

3. Sophisticated, high-fashion drawings generally use very exaggerated 
stances. 

4. The pose must be selected to show off the most hnportant detaU of the 
garment. 

5. The pose conveys mood and atmosphere. 

6. A pose can be graceful, aggressive, haughty, energetíc, sensuous, or 
innocent. 

7. Body language becomes a tool in selectmg or iUustrating a pose to teU a 
story. 
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Learaing Actívities 

Introduction Activities 

SET: Each pose creates a subtle story. The way in which you pose the 
fígure can compliment or detract from the garment. Matching the poses to the 
garment requires an understanding of the attitude conveyed in each pose and a 
nowledge of the type of garment or special garment features being 

highhghted. 

Students WiU 

1. CoUect cUppings of fígure poses. 
(30 Minutes) 

2. Copy croquis from iUustration texts, magazines and pattern books. 
(30 Minutes) 

3. Analyze fíve garment styles, equating them with specific fígure poses. 
(20 Minutes) 

4. Render three fínished complementary posed style iUustratíons. 
(50 Minutes) 
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LESSON TWELVF. 

FIGURES FROM PHOTOGRAPHS 

This lesson wiU provide guidance in using photographs as a foundatíon for 
developing fínished iUustratíons. 

Obiectives and Sub-objectives 

1. Understand the hnportance of photographs in providing invaluable 
references, for detaUs, accessones or architectural backgrounds. 

1.1 Build a fashion fíle of various references fíled by category. 

2. Reco|nize the proportíonal differences between photographed models 
and fínished, illustrated fashion fígures. 

2.1 Analyze chppmgs and photographs of fígures, measuring, by 
heads, total heights of each fígure. 

3. Modify photographs to represent fashion fígure proportíons. 

3.1 Scale fígure to 9-1/2 headed proportional fígure. 

3.2 Produce fígures that are lively having personahties of their own. 

Generalizatíons 

1. Most iUustrators fínd it easier to compose a picture using photographs. 

2. A knowledge of anatomy is essential. 

3. The problem with photographs is they are only two-dimensional. 

4. A three-dimensional aspect is needed to make a more convincing 
representation. 

5. Actíon poses and shading are helpful conceras but cannot take the place 
of quick sketching from Hve models. 

6. Practicing from mnway shows wiU help develop styhzed fígures and 
realistic representations. 

Learning Actívities 

Introduction Activities 

SET: Choose photographs from magazines that show a fígure in 
movement-preferably a cat walk shot where weight is thrown from side to side 
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side causing the hip to jut outward. This wiU help in producing a lively fígure 
instead of a static copy. 

Students WiU 

1. Select photos (chppings) which represent high-action, cat walk fígures. 
Students wiU practice quick renderings (5 minutes or less) of three 
poses. 
(50 Minutes) 

2. Modify the three poses fínishing with detaU, color, and texture. 
(30 Minutes) 

3. Observe FASHION TELEVISION and STYLE by Elsa KUnch (CNN, 
Cable Channel 23, Cox Cable Lubbock, Inc, Lubbock, Texas). Students 
wiU be directed to quick sketch a particular style while video is paused 
(4 times on 5 minute sketches). 
(50 Minutes) 
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EXPERIENTTAT T ESSON PLAN 

LESSON ONF 

FASHION FIGURE PROPORTION 

Lesson one is the introductíon to the unit. The activitíes are student centered. 

Maior Objectives and Sub-objectíves 

1. Understand the proportíonal divisions of the 9-1/2 headed fashion fígure 
using a road-map formulatíon. 

1.1 List proportional measurements. 

2. Identify the difference between the proportíon of the natural fígure and 
that of the fashion fígure. 

2.1 Analyze fígures of various types in relatíon to the proportional 
fígure type. 

3. Synthesize fashion fígure proportion into a proportional whole. 

3.1 Re-constmct the natural fígure, altering and lengthening to create 
the proportional whole. 

Generalizations 

1. Illustrated proportional fígures are expressed in an elongated natural 
form. 

2. Proportional fashion fígures are commonly stereotyped by features 
including slender, long neck, smaU head, toned body, athletic frame, 
broad shoulders, and slender, long legs. 

3. For the artist, the height of the head is the unit of measurement for the 
entíre body. 

4. Joints are used as destinations or points to draw to. 

5. A plumb line is used to maintain symmetry in the proportional fígure. 

6. Customers are selective about their choice of a model. They prefer 
models they can emulate or look up to. 

7. Every woman shopping for clothes, wants to be beautíful. 

8. When drawmg half-sizes and queen sizes, an hnportant mle to 
remember is that if the woman is overweight, she wiU reject any model 
who reminds her of her own characteristics. 
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9. Exploring ones' personal attitude towards body-image and body type 
may enhance understanding of fashion fígure proportion. 

Learning Activities 

Introductory Activities 

SET: This unit is to teach how to illustrate the proportional fashion 
fígure. The proportíonal fashion fígure is a term used for an elongated 
iUustrated fígure. It begins with the same basic principles as the natural fígure 
while integrating additional length and slhnness. One of the goals of this unit 
is to improve student understanding of the differences between the natural 
fígure and the fashion fígure. 

Discuss with the students some of the words used to describe the 
proportional fígure: 

Ideal Toned 
Slender Fit 
Athletic Voluptuous? 

Discuss how people may view the proportional fígure as positive, 
negative, deceptive or ideal. In smaU groups, defíne how the ideal has changed 
over several decades. Share fíndings with the class. 

Students WiU 

1. Follow the road-map presented in the textbook for iUustratíng the 
proportional fígure. 
(30 Minutes, Illustrated Lecture) 

2. Repeatedly iUustrate (three thnes) the proportíonal fashion fígure, 
labeling measurements and formulas. 
(30 Minutes, DriU and Practice, Self-paced Laboratory.) 

3. Evaluate three solutíons from magazines showing fuU body fígures. 
Students wiU create a Ime hnage of the three by tracmg and elongatmg 
the fígure in transferring to marker paper. 
(40 Minutes, Self-paced Laboratory) 
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LESSON TWO 

PROPORTION OF BODY PARTS TO THE WHOLE BODY 

Lesson two utUizes the knowledge of the proportional whole, breaking it down 
into component parts. 

Major Objectives and Sub-objectives 

1. Describe the proportional fígure components parts. 

1.1 Match parts to famihar geometric shapes. 

2. Separate parts based on proportion of one part to another. 

2.1 Identify the relationship between size, shape and proportion of 
parts. 

3. Evaluate the reconstmction of parts into a whole, proportional fashion 
fígure. 

3.1 Compare the geometric fígure as a whole with a fleshed out 
fígure. 

Generalizations 

1. The body is divided in half and the torso is the same length as the legs. 

2. The relatíonship of parts can be listed from shortest to longest in the 
foUowing order; foot, head, hips, chest, upper arm, and upper thigh. 

3. The proportional fígure is not a tme life fígure, but a fashion fígure. 

4. The head is egg-shaped. 

5. The neck, upper arm, forearm, thigh and calf are cylmdrical or slightly 
tapered cylinders. 

6. The shoulder, elbow and knee are ball jomts. 

7. The hand is diamond shaped while the foot is cone shaped. 

8. The rib cage and the pelvis are tapered boxes. 

9. The "shapes" fígure can overlay an anatomical or fleshed out fígure. It 
is a simplified version of the fígure. 
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Learaing Activities 

Introductíon Activities 

SET: This lesson is designed to build on the basic principles of the 
proportíonal fígure. Components of the fígure faU together lUce puzzle pieces, 
each composmg a harmonious part to the whole. Take the puzzle pieces apart, 
compare the fít of one to another and them place them carefully back together. 

Students WiU 

1. UtiUze a handout fílled with geometric shapes. Have students identífy 
the shapes for each part of the body and label each. (Provide the 
student with graph paper.) Students wiU re-constmct the fígure with the 
geometric parts m proper placement. 
(30 Minutes) 

2. Flesh out the fígure, smoothing over sharp corners and defíning the 
fígure. 
(40 Minutes) 

3. Use the back side of the graph paper to compare the size and shape 
relationship of each section to the adjoining section. Students wiU note 
the size variation if eight graph squares are equivalent to the length of 
the head and estimate the appropriate number of squares to use for 
each additional body section. 
(30 Minutes) 
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LESSON THREE 

FIGURE BALANCE 

Lesson three wiU provide a foundation for understanding balance and 
movement of the fígure. The activities are student centered or drill and 
practice oriented. 

Major Objectives and Sub-objectives 

1. Recognize the importance of the plumb Ime and shift in shoulder line 
and hipHne in the motion of the fîgure. 

1.1 Recall concepts of balance in rendering. 

2. Synthesize fígure movement through manipulation of shoulderline and 
hipline. 

2.1 Illustrate fígures in poses predicted by the swing of the hip. 

3. Evaluate foot pose of a fígure based on the tilt of the body. 

3.1 Re-constmct leg and foot movement of partíally cropped 
cUppings. 

Generalizations 

1. Understand that there are certain dynamics to balance. 

2. The upper torso foUows the slant of the shoulder Ime while the lower 
torso íoUows the slant of the hipline. 

3. The body center moves independently of the balance line. 

4. The waist is the natural pivot of action. 

5. Each pose creates a different thmst on the center of the body. 

6. The balance faUs straight down from the pit of the neck perpendicular 
to the floor. 

7. Select poses that are weU balanced with weight restíng on one foot. 

8. As the hip on the weight-bearing side rises, the torso rises tíltíng the 
pelvis toward the non-weight-bearing side. 

9. The head, neck, arms, and non-weight-bearing leg are free to create a 
wide variety of relaxed poses. 
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Learaing Activities 

Introduction Activities 

SET: This lesson covers fígure balance. An hnportant aspect of 
iUustrating the fígure, balance sets the stage for the reality of the fígure and 
atmosphere surrounding the fígure. The føshion fîgure must mamtain 
proportíon throughout motion, while appearing grounded and stable. Teacher 
wiU show transparencies of well-balanced fîgures, explaining how to locate 
balance points and where the balance exists. 

Students WiU 

1. Pose the live model, adjusting for poses that show shoulder line and 
hipline faUing in opposite angles. 
(20 Minutes) 

2. Create quick sketches of a balanced fígure from the live model. 
(30 Minutes) 

3. Interpret the movement of the legs or feet in three chppings in which 
the picture is cropped at the knee or above. 
(20 Minutes) 

4. Evaluate the plumb line on ten chppings. Drop the plumb line directly 
from the pit of the neck to analyze fígure movement. 
(30 Minutes) 
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LESSON FOUR 

ACTION FIGURE 

Lesson four wiU build on the balance of the fashion fígure, aUowmg the 
student to interpret new movement for the fígure. While mamtaining general 
mles of balance, the student wiU accommodate various action fígures, 
iUustratíng them singly and jomtly. 

Obiectives and Sub-Obiectives 

1. Contrast variations of the S and Z curve in the formatíon of the action 
fígure. 

1.1 Analyze the formatíon of the fígure and the movement and 
stance within the fígure. 

2. Modify movement in the fígure to re-direct energy from one side or 
from anterior to posterior 

2.1 Prescribe movement within the fígure to achieve an appropriate 
and well-balanced stance. 

Generalizations 

1. There are countless variations of action in which the fígure is portrayed. 

2. The action of the fígure should be representative of the type of apparel 
presented. 

3. One of the most valuable skiUs for an artist is selecting the right pose 
for every garment. 

4. The pose should show off the most important detaU of the garment. 

5. The bend in the body, whether pushed in or out, remains constant as 
the fígure turns. 

Learning Activities 

Introduction Activities 

SET: This lesson is designed to build on the basic principles of the 
proportional fígure. Capturing the movement in a pose ensures that the 
vitality of that moment survives. The key to portraym^ movement is to show 
where the strain comes and in real life, the strain inevitably creates muscle 
tension. 
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Teacher wiU discuss the variations in poses, the hip-tílt, pelvic thmst, 3/4 
view, back view and side view, referring to handouts as guidelines. 

Students WiU 

1. Participate in the discussion of key components of the hip-tílt, pelvic 
thmst, 3/4 view, back view and side view. 
(30 Minutes) 

2. Pose the model in the various stances. 
(30 Minutes) 

3. Integrate multiple poses of the model within one iUustration in 
advertísement form. 
(30 Minutes) 

4. CoUect cUppings of various poses and integrate them into one cohesive 
iUustratíon. 
(40 Minutes) 
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LESSON FIVE 

LEG STRUCTURE AND MUSCULATURE 

This lesson is created to assist the students in carefully analyzing the leg 
stmcture and musculature in greater detaU. 

Major Objectives and Sub-obiectives 

1. Note the locatíon of the knee, calf and ankle areas. 

1.1 List proportional breakdowns while iUustrating the fashion leg. 

2. Identify musculature within the leg. 

2.1 Illustrate three waist-down fígures in various stances, paying 
careful attention to the muscle tone and bone stmcture. 

Generalizations: 

1. The knee cap is smaUer on the outside of the leg and wider on the 
inside. 

2. The calf curve is higher on the outside than on the inside of the leg 
where the curve is drawn lower. 

3. The ankle is given slight acknowledgement on the higher inside angle 
only. 

4. The fígure must maintain a point of balance revealed in the legs. 

5. Frontal muscle groups on the upper leg include rectus femoris, vastus 
medialis, vastus lateralis, and vastus intermedius, better known as the 
quadriceps. The quadricep muscle group forms a convex curve on the 
front upper thigh, tapering into the knee. 

6. Posterior muscle groups on the upper leg include biceps femoris, 
semitendinosus, and semimembranosus. These muscles combine to form 
the hamstring muscle group. This muscle group forms the convex curve 
on the back upper leg. 

7- The hamstring muscles and the quadricep muscles combmed compose 
the layman's thigh or thigh muscies. 

8. Frontal muscle groups in the lower leg include numerous minor groups 
and one major group known as the tibiahs anterior. This muscle group 
begins at the outside of the knee and proceeds downward across the 
shin toward the inside of the ankle. 
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9. Posterior muscles which shape the lower leg include the soleus and the 
gastrocnemius. The gastrocnemius is commonly known as the calf 
muscle which tapers midway between knee and ankle. The soleus is a 
deep-Iying muscle which gives the lower leg bulk. 

Learaing Actívities 

Introduction Activities 

SET: This lesson is designed to build on the basic proportion of the leg 
and defíne the muscle groups within the leg which affect the shape of the leg 
as it moves. While iUustratmg the movement of the leg as a whole, focus wiU 
be on the specific shape of the anterior and posterior views of the leg. 

The teacher wiU lecture over the muscle groups in the legs, using 
handouts and transparencies. 

Students WiU 

1. Record muscle groups in the legs which give form to the leg. 
(30 Minutes) 

2. Apply muscle tone over top of a basic croquis. The student wiU identífy 
each muscle group and label it on the drawing. 
(20 Minutes) 

3. IUustrate musculature within the leg from three different model views, 
using student-initiated poses. 
(50 Minutes) 
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LESSON SIX 

LEG ACTION 

This lesson is created to assist students in maintaining balance, scale and 
proportion of the lower body in movement of the legs. 

Major Objectives and Sub-objectíves 

1. Comprehend balance lines and horizon lines in stabilizing the fígure. 

1.1 Draw horizon and shadow lines into the iUustrations. 
1.2 Illustrate symmetrical and asymmetrical balance. 

2. Practice variations of leg action and movement. 

2.1 Apply AbUngs' (1988) guidelmes in iUustrating (from cUppings, in 
various stances), three waist-down fígures in various poses. 

3. Apply a foreshortened perspective to the iUustrated fígures. 

3.1 Note the cause of foreshortening. 
3.2 Practice the task of foreshortening. 
3.3 Evaluate the effect of foreshortenmg. 

Generalizations 

1. Foreshortening is the contractíon in the direction of depth to suggest 
projection in space. 

2. The fuUness of the kneecap must change as the leg turas. 

3. The slant of the hip is reflected in both the knee and the ankle positíon. 

4. The 3/4 turned fígure looks best with a 3/4 turned leg. 

5. Balance remains essentíal as the legs are moved. 

6. A knee Ime is useful in adjustmg the slant of the leg as the pelvis is 
tílted. 

7. The hipHne wiU not always be mirrored in the tUt of the knee. When 
the legs are crossed over each other, the tUt is opposite from hip to 
knee. 

8. Variatíons in stances wiU be helpful, as there may be a need to use 
certain stances to show certain garments at their best. 
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9. There is a necessity in industry for primary drawmg skiUs which aUow 
the iUustrator to draw a lifelUce pose from a model mnning along a 
catwalk in a few minutes. 

Learaing Activities 

Introduction Actívities 

SET: To achieve the appearance of relaxed motion in a standing pose, 
draw the balance of the torso's weight restíng over one foot or the other. 

The weight-bearing foot should be drawn under the pit of the neck. A 
cham reactíon then results: the hip on the weight-bearing side of the torso 
also raises, tUting the pelvis toward the non-weight-bearing side. Reactíng to 
the pelvic tílt, the plumb Ime of the torso bends at the waist as the rib cage 
and shoulders relax toward the weight-bearing side of the body. 

The weight-bearing foot and leg, the pelvis, the waist, and the rib cage 
must be carefully placed to maintain the fígure's balance. However, the head, 
neck, arms, and non-weight-bearing leg are free to create a wide variety of 
relaxed poses. 

Students WiU 

1. Include balance lines and horizon lines in stabilizing fígures from 
previous exercises. 
(10 Minute, Guided Response) 

2. Discuss symmetrical and asymmetrical balance. 
(Question and Answer, 5 Minutes) 

3. Practice variations of leg action and movement using AbUngs' (1988) 
guidelines in iUustrating (from cUppings, in various stances), three waist-
down fígures in various poses. 
(30 Minutes) 

4. Apply knowledge of foreshortened perspectives to iUustratíons of the 
live model in back views, side views, 3/4 views and frontal motion views. 
Focus on the legs from hip down. 
(50 Minutes) 

5. Locate chppings of four action fígures. Students wiU take approximately 
3-5 minutes for each fígure, defíning the motion of the model, capturing 
the balance and attitude. 
(20 Minutes) 
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LESSON SEVEN 

FOOT PROPORTIONING, POSITIONING AND SHOES 

This lesson wiU focus on the size of feet, using formulas for drawmg fuU frontal 
view, 3/4 tura and profíle feet. The student wiU build from the basic foot into 
the styUzed foot and shoe-covered appendage. 

Major Obiectives and Sub-obiectives 

1. UtiUze formulas for drawing foot stmcture in several variations or poses. 

1.1 Demonstrate understandmg of formulas for each of profíle, 3/4-
turned, and fuU frontal view. 

2. Transform the proportional bare foot into a styhzed foot placed in a 
shoe. 

2.1 Create or design shoes and placement of feet in iUustrations. 

Generalizatíons 

1. Like hands, feet are scaled close to the length of the head. 

2. The higher the heel, the longer the front and 3/4 views wiU be. 

3. For flat shoes, the front view wiU shorten and widen or the stance can 
be spread. 

4. AII front and 3/4 views wiU require foreshortening. 

5. The female fashion foot should be elegant, with dehcate bones. 

6. Be careful not to overdraw the foot. 

7. The 3/4-turaed view is a combmatíon of the profíle and fuU front 
formulas. 

8. Keep the feet long and narrow, elongated just as the hands are on the 
fashion fígure. 

Learning Activities 

ntroduction Activities 

SET: This lesson is designed to enhance the proportional fashion fígure 
by developing realistic feet, foot positioning, and shoes. Often the most 
chaUengmg area for novice iUustrators, feet can be easily conquered by using 
foreshortenmg techniques to create balance and three-dhnensional tones. 
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Students WiU 

1. Pose the model in various directions. Lightly draw the basic foot shape. 
Note the dehcate ankles. Indicate arch, if in view, then toe shape. Add 
detaUs of the various foot positions or shoe constmctions such as straps, 
toes and heels. 
(30 Minutes) 

2. Draw the frontal view. The fuU front view is begun with a trapezoidal 
shape. Remember that the toe area is wider than the ankle and to 
ayoid showing sharply pointed ankles, heels and toes. From the front 
view, show the outer bone as being prominent, extending in smooth 
angle away from the ankle. 
(30 Minutes) 

3. Draw the 3/4-turned view. The stress is placed on the arch of the foot, 
while the heel, ankle and toes are foreshortened. The formula includes 
using a triangle for the arch, a large ball for the heel, a smaU one for 
the ankle slightly offset over the heel, and a oval for the toes. 
(30 Minutes) 

4. Practice frontal, 3/4 and side or profîle view of the right and left foot 
from the model in various positions. 
(40 Minutes) 
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LESSON EIGHT 

UPPER TORSO STRUCTURE 

After learning balance and movement, it is essential to be able to tum the pose 
without losing its action. This lesson wiU focus on primarUy upper body 
movement, identifying body contour and neck and head movement. 

Major Objectives and Sub-objectives 

1. Indicate the foreshortened effects of upper torso movement. 

1.1 Differentiate frontal forward bend of the body from backward 
push of the body and the effect of each on the upper body. 

2. Note the convex and concave shapes of the chest and arm stmctures 
within various fîgures. 

2.1 Predict the direction of the curves within hypothesized fígure 
bends. 

Generalizations 

1. The body center moves independently of the plumb line. 

2. The waist is the natural pivot of action. 

3. Within each pose, the balance is different and so is the thmst of the 
body center. 

4. When drawing action, it is hnportant to understand how the body 
moves. 

5. The movement of the upper body, including the movement of the 
centerline, effects how the fígure is dressed and the positioning of the 
garment seams. 

Learning Actívities 

Tntroduction Activities 

SET- In observing the motion of the upper body and arms, it is easy to 
note that much of the attítude of the pose is created by the head, upper body 
and arms. It is hnportant to effectively portray the mood of the pose through 
proper positioning of the upper body. , , ,. , 

As we analyze various fígures, notice the body centerlme (the Ime drawn 
down the middle of the fígure). Watch how the pose contorts the centerhne. 
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Students WiU 

1. Locate fíve cUppings portraymg various attítudes. Draw on each 
chppmg a dotted Ime down the center of the body. 
(30 Minutes) 

2. Take a large sheet of paper and 

a. Defíne the form of one model's (chpping) body without taking 
the pencil off the paper at any point. Students can go back over 
previous Ime or pause, but may never lift the pencU. (Student 
should use an especially sassy pose.) 
(20 Minutes) 

b. StUI keeping the pencil on the paper, simplify the bold outhne 
with flat color to create a clear graphic image. 
(10 Minutes) 

3. Work on quick sketches. Students wiU select poses for the model, 
proceeding on with brief 3-minute sketches. Students wiU contmue this 
lor the duration of the class period. 
(50 Minutes) 
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LESSON NINR 

ARM FORM AND SHAPE 

This lesson introduces the student to the powerful effects of the arm. It 
focuses on the proportíonal breaks in the arm and the overaU shape and 
muscle mass of the arm. 

Maior Obiectives and Sub-obiectives 

1. Understand the proportíonal divisions of the arm. 

1.1 Note the locatíon of the elbow, wrist and hand in relatíon to the 
fígure. 

2. Practice variations of arm movement. 

2.1 Identify the pivot pomt of the arm. 
2.2 Maintain distance of arm from pivot point. 
2.3 Evaluate foreshortened effects on arm movement and stmcture. 

3. Identífy musculature within the arm. 

3.1 Record muscle groups. 
3.2 Illustrate musculature over action arms. 

Generalizations 

1. When the fígure is standing erect forward, the elbows line up with the 
end of the torso or the hipHne. 

2. The pivot point of the arm is the shoulder. 

3. Center an imaginary compass at the pit of the neck, draw an arc from 
the waist to indicate elbow placement. 

4. The iUustrator can use the pivot point to create as many arm positions 
as possible. 

5. The illustrator must select the pose which best displays the clothing. 

6. The female fashion fígure is drawn with relaxed shoulders, elbows close 
to the torso, flexible wrists, wrist of relaxed hand bent, pronounced tilt 
of the hips, and a light stance. 

7. The female fashion fígure in motion is drawn with graceful arm swing, 
elbows close to the torso and more hip movement than shoulder 
movement. 
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8. The width of the arm tapers from the shoulder to the elbow, suddenly 
widenmg again and tapermg even more down to the wrist. 

9. The ratio of the arm is one-half to one-half The upper arm and lower 
arm are the same length. 

10. The shoulder is a baU and socket jomt constitutíng the mass of a 
tightened físt. 

11. The shoulder is overlaid with the deltoid muscle group, composed of 
anterior (front), middle, and posterior (back). 

12. The posterior of the upper arm is composed of the tricep muscle which 
creates mass in the upper arm and slight curvature in the side view. 

13. Two muscles are located in the anterior of the upper arm. The biceps 
brachii and the brachialis, commonly refereed to as the biceps, create 
the contour of the inner arm tapering into the elbow. 

14. The muscle groups in the lower arm functíon as levers for the hand and 
fíngers. The largest mass of the muscles can be found in the forearm 
directly below the elbow. These muscles taper toward the wrist. 

Learaing Activities 

Introduction Activities 

SET: This lesson is to teach how to iUustrate the arm and hand of a 
fashion fígure. The proportional fashion fígure is strongly influenced by the 
movement and shape of the arm and hand. The teacher wiU discuss arm 
musculature and range-of-motion. 

Students WiU 

1. Recognize location of elbows, wrists and hands in a variety of chppings 
by drawing arcs over the fígure as presented in Abhng (1988, p. 31). 
(20 Minutes) 

2. Record muscle groups by iUustratíng a complete fígure highhghtmg 
muscle striations in arms and labeling. 
(30 Minutes) 

3. Integrate range-of-motion concepts in iUustrating three quick sketch 
action fígures from the live model. 
(20 Minutes) 

4. Select two favorite poses of the model and develop two arm croquis, 
using knowledge of pose, proportíon and attitude. 
(40 Minutes) 
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LESSON TEN 

HAND STRUCTURE AND POSITIONING 

This lesson seeks to defíne hands and the hnportance of portrayal and 
positioning. 

Major Obiectives and Sub-objectives 

1. Discuss rectangular and diamond formulas for iUustratíng hands. 

1.1 Identify formulas from Abhng (1988) and Thames (1985). 

2. Apply formulas for drawing hands in various positions. 

2.1 Indicate hand positions which lend themselves to the formulas. 

3. Modify hand poses to indicate hand and fínger movement 
complimentary to the pose. 

3.1 Prescribe appropriate hand poses for active, subdued and elegant 
fashion fígures. 

Generalizations 

1. For every fashion fígure the hands are a big part of the fashion story. 

2. Hand position creates fashion mood as well as showing the reader 
important features of the fashion garment. 

3. The female fashion hand is a slender, elegant and graceful exaggerated 
version of the normal hand. 

4. The elongated proportion of the fashion fígure is maintained through 
long slender fíngers. 

5. Do not scale the hand too smaU. 

6. The open hand almost covers the face with the index fínger close to the 
length of the pahn. 

7. Avoid showing a lot of stmctural detaU and bony knuckles. 

8. The top side of the hand is flat. A round hand looks fat and ungraceful. 

9. Do not draw a foreshortened hand. 

10. Do not overdraw the hand. 

11. Scale and basic shapes work better than intricate anatomical detaU. 
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Learaing Activities 

Introduction Activities 

SET: Because hands are an hnportant part of the fashion iUustratíon, it 
is important for the iUustrator to understand size and proportion of the hand 
in relatíon to the fígure. It is essentíal that the iUustrator understand how the 
hand conveys mood. Students wiU identífy and discuss frequentíy used arm 
positions which effectively portray appropriate mood. 

Students WiU 

1. Practice both the rectangular and diamond formulas. 
(30 Minutes) 

2. Draw their own hands in two positions. 
(15 Minutes) 

3. Modify these drawings to foUow formulas for hands using half-and-half 
proportíons. 
(15 Minutes) 

4. Select hand poses for the live model which portray three different 
moods, and lUustrate. 
(15 Minutes) 

5. Complete quick sketches of various hand positions of the model. 
Integrate hand and body interaction for each pose. Contínue through 
remainder of class period. 
(40 Minutes plus homework) 
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LESSON ELEVRN 

MATCHING POSE AND GARMENT 

This lesson wiU provide a foundatíon for understandmg how pose and garment 
collectively contribute to the overaU functíon of an iUustratíon. 

Objectives and Sub-obiectives 

1. Understand that pose conveys attitude. 

1.1 Draw appropriate poses for action and subdued fígures. 

2. Determine how best to highhght a garment based on its special features. 

2.1 Develop a library of croquis or poses which portray the fígure in 
a range of angles and positions. 

2.2 Select pose which aUows special features to be visible. 

3. Analyze fígure poses which are appropriate or inappropriate for a 
garment or attitude. 

3.1 Deduce what is more important, presenting a mood or attitude, 
or highhghting garment leatures. 

Generalizations 

1. The same pose is frequently used numerous times by designers in initíal 
design conceptuahzation. This pose is called a croquis. 

2. The designer or iUustrator chooses from a library of croquis, selecting 
the most appropriate pose for the garment. 

3. Sophisticated, high-fashion drawings generally use very exaggerated 
stances. 

4. The pose must be selected to show off the most important detaU of the 
garment. 

5. The pose conveys mood and atmosphere. 

6. A pose can be graceful, aggressive, haughty, energetíc, sensuous, or 
innocent. 

7. Body language becomes a tool in selectmg or iUustratíng a pose to teU a 
story. 
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Learning Activities 

Introduction Activities 

SET: Each pose creates a subtle story. The way in which you pose the 
fígure can compliment or detract from the garment. Matching the poses to the 
garment requires an understanding of the attítude conveyed in each pose and a 
knowledge of the type of garment or special garment features being 
highhghted. 

Students WiU 

1. Work from live model, iUustratíng suitable poses for croquis 
development. 
(30 Mmutes) 

2. Copy croquis from iUustration texts, magazines and pattern books. 
(30 Minutes) 

3. Illustrate live model in three garment styles, selectmg specifíc fígure 
poses to match the mood of the garment. 
(30 Minutes) 

4. Render three fínished complementary posed style iUustrations. 
(40 Minutes) 
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LESSON TWELVF 

FIGURES FROM PHOTOGRAPHS 

This lesson wiU provide guidance in using photographs as a foundatíon for 
developing fínished iUustratíons. 

Obiectives and Sub-obfectives 

1. Understand the hnportance of photographs in providing invaluable 
references, for detaUs, accessones or architectural backgrounds. 

1.1 Build a fashion fíle of various references fíled by category. 

2. Recopnize the proportional differences between photographed models 
and frnished, iUustrated fashion fígures. 

2.1 Analyze chppings and photographs of fígures, measuring, by 
heads, total heights of each fígure. 

3. Modify photographs to represent fashion fígure proportions 

3.1 Scale fígure to 9-4/2 headed proportional fígure. 

3.2 Produce fígures that are lively having personahties of their own. 

Generalizations 

1. Most iUustrators fínd it easier to compose a picture using photographs. 

2. A knowledge of anatomy fírst is essential. 

3. The problem with photographs is they are only two-dimensional. 

4. A three-dimensional aspect is needed to make it a more convincing 
representation. 

5. Action poses and shading are helpful concerns but cannot take the place 
of quick sketching from live models. 

6. Practicing from mnway shows wiU help develop styhzed fígures and 
realistic representations. 

Learning Activities 

Introductíon Activities 

SET: Choose photographs from magazines that show a fígure in 
movement-preferably a cat walk shot where weight is thrown from side to side 
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causmg the hip to jut outward. This wiU help in producing a lively fígure 
instead of a static copy. 

Students WiU 

1. Select photos (cHppings) which represent high-action, cat walk fígures. 
Students wiU practice quick renderings (5 minutes or less) of three 
poses. 
(50 Minutes) 

2. Modify the three poses fínishing with detaU, color, and texture. 
(30 Minutes) 

3. Observe FASHION TELEVISION and STYLE bv Elsa KUnch (CNN, 
Cable Channel 23, Cox Cable Lubbock, Inc, Lubbock, Texas). Students 
wiU be directed to quick sketch a particular style while video is paused 
(4 times on 5 minute sketches). 
(50 Minutes) 
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APPENDIX B 

INDIVIDUAL ASSESSMENT INVENTORY 

FOR UNIVERSITY STUDENTS 
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INDIVIDUAL ASSESSMENT INVENTORY 

FOR UNIVERSITY STUDENTS 

CoUege of Human Sciences 
Depanment of Merchandising, 
Environmental Design and 
Consumer Economics 
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Q1 WHAT KIND OF PERSON ARE YOU? 

Fcr each of the rows in the foUowing list of words, identify those behaviors which are 
MOST-TO-LEAST characteristic of you. Keep this perspective in mind as you 
complete the survey below. First, read all four words in the first row, then, in the 
spaces provided to the left of each of the words in the first row, assign "4" points to your 
MOST characteristic behavior, "3" points to your next most characteristic behavior, "2" 
points for your next to least characteristic behavior, and finally, "1" point to your 
LEAST characteristic behavior. Each of the numbers can be used only one time in each 
row. Repeat this activity for the remaining rows of words. 

EXAMPLE: 
1. 

SURVEY: 
1. 

FOR INFORMATION REGARDING THIS SCALE, 
CONTACT THE FOLLOWING: 

4 TERRY WALDREN, Ph.D. 
ADJUNCT FACULTY MEMBER 

5 DEPARTMENT OF MERCHANDISING, ENVIRONMENTAL 
DESIGN, AND CONSUMER ECONOMICS 

6. TEXAS TECH UNIVERSITY 
LUBBOCK, TEXAS 

7. (806) 742-3050 

9. 

10. 

(PLEASE GO TO THE NEXT PAGE) 
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Q 2 WHAT DO YOU CONSroER MOST IMPORTANT? 

For each of the rows in the following hst of words, identífy those VALUES which are 
MOST-TO-LEAST characteristic of you. Keep this perspective in mind as you 
complete the survey below. First, read all four words in the first row, then, in the 
spaces provided to the left of each of the words in the first row, assign "4" points to your 
MOST characteristic behavior, "3" points to your next most characteristic behavior, "2" 
points for your next to least characteristic behavior, and finally, "1" poÍDt to your 
LEAST characteristic behavior. Each of the numbers can be used only one time in each 
row. Repeat this activity for the remaining rows of words. 

EXAMPLE: 

SURVEY: 

2 FOR INFORMATION REGARDING THIS SCALE, 
CONTACT THE FOLLOWING: 

3. 

TERRY WALDREN, Ph.D. 
'• ADJUNCT FACULTY MEMBER 

DEPARTMENT OF MERCHANDISING, ENVIRONMENTAL 
'• DESIGN, AND CONSUMER ECONOMICS 

TEXAS TECH UNIVERSITY 
^- LUBBOCK, TEXAS 

(806) 742-3050 

8. 

9. 

10. 

(PLEASE TURN THE PAGE) 
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Q 3 WHICH LISTENING IS IMPORTANT TO YOU? 

For each of the rows in the following list of phrases, identify the listening type which 
MOST describes you and that which LEAST describes you. First, read the three 
responses for each question. Identify the response which most accurately describes you 
by placing an "M" in the blank provided to the left of the response. Then, idendfy 
which response LEAST accurately describes you by placing an "L" in the blank provided 
to the left of the response. Each letter ("M" and "L") can be used only one time for 
each set of three responses. Repeat this activity for the remaining 23 sets of responses. 

EXAMPLE: 

1. 

SURVEY: I listen. 

2. FOR INFORMATION REGARDING THIS SCALE, 
CONTACT THE FOLLOWING: 

3. TERRY WALDREN, Ph.D. 
ADJUNCT FACULTY MEMBER 

DEPARTMENT OF MERCHANDISING, ENVIRONMENTAL 
4. DESIGN, AND CONSUMER ECONOMICS 

TEXAS TECH UNIVERSFFY 
LUBBOCK, TEXAS 

5. (806) 742-3050 

6. 

8. 

9. 

ÍPLEASE GO TO THE NEXT PAGE) 
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WHAT DO YOU LISTEN FOR? 
10. 

11. 

12. 

13. 

14. 

15. 

16. 

17. 

18 FOR INFORMATION REGARDING THIS SCALE, 
CONTACT THE FOLLOWING: 

19 TERRY WALDREN, Ph.D. 
ADJUNCT FACULTY MEMBER 

D E P A R ™ E N T O F M E R C H A N D I S I N G , E N V I R O N M E N T A L 
20 DESIGN, AND CONSUMER ECONOMICS 

TEXAS TECH UNIVERSITY 
LUBBOCK, TEXAS 

21 (806) 742-3050 

22. 

23. 

24. 
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Q 4 GROUP IIVÍVENTORY FOR FINDING INTERESTS 

Read each sentence and mark how much you agree with it. Circle the appropriate 
number. There are no right or wrong answers. We only want to know how vou think 
and how you feel about thmgs. 

EXAMPLE: 

1. I like to eat ice cream. 

Mora Tban 
Dcfiatlciy Avcra|w 

o 
Avenfc 

To * Soull 
Eneu No 

SURVEY: 

1. I have a very good sense of humor. 
2. I have always been active in drawing or painting. 
3. I wouid like to get a pilot's iicense. 
4. I would iike to expiore new cities alone even if I get iost. 
5. I enjoy ttiinluiig of new and better ways of doing ttiings. 

6. I am very curíous. 
7. I tend to become childishly involved with simple things. 
8. I am quite oríginal and imagínative. 
9. I have had many hobbies. 

10. Some of my past or present hobbies would be considered 
"unusuai." 

11. I like the nonsense forms and bríght colors of modem art. 
12. I enjoy some amount of ambiguity (unpredictability, 

uncertainty, vagueness) in my life. 
13. I often tliink iike a child. 
14. I am very likely to do ttiings on impulse. 
15. I would like to live and worlc in a foreign country. 

16. When I was younger, I was always buildíng or making 
things. 

17. I would like to leam mountain-climbing. 
18. I have a great many interests. 
19. I am unconventionai in many ways. 
20. I have done a lot of creative wríting. 

21. I am very artístic. 
22. I am often inventive or ingenious. 
23. I enjoy trying new approaches to problems. 
24. I am a risk-talcer. 
25. I would like to be hypnotized. 

Bttdy 

5 
5 
5 
5 
5 

5 
5 
5 
5 

MonThao 
Aveiai 

4 
4 
4 
4 
4 

4 
4 
4 
4 

Avctagc 

3 
3 
3 
3 
3 

3 
3 
3 
3 

To • Snuli 
Eseoi 

2 
2 
2 
2 
2 

2 
2 
2 
2 

.No 

5 
5 
5 
5 

5 
5 
5 
5 
5 

5 
5 
5 
5 
5 

4 
4 
4 
4 

4 
4 
4 
4 
4 

4 
4 
4 
4 
4 

3 
3 
3 
3 

3 
3 
3 
3 
3 

3 
3 
3 
3 
3 

2 
2 
2 
T 

2 
t 

2 
2 
-) 

T 

2 
•) 

2 
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26. 

27. 
28. 
29. 
30. 

31. 
32. 
33. 
34. 
35. 

36. 
37. 
38. 
39. 
40. 

41. 
42. 
43. 
44. 
45. 

46. 
47. 
48. 

49. 
50. 

51. 

52. 
53. 

54. 

55. 

56. 
57. 

58. 
59. 

60. 

Many people can mentaliy communicate with others 
through extra-sensory perception (ESP). 
Many storíes of mysteríous, physical happenings are true. 
I am conf dent in my inteilectual ability. 
My ideas are often considered "impraciical" or even "wild." 
I like to play tag, hopscotch, etc, with the lcids. 

I would rate myself high in "intuition" or "insightfuhiess." 
I am able to work intenseiy on a project for many hours. 
I like trying new ideas and new approaches to problems. 
I am witty. 
I often become totally engrossed in a new idea. 

I am very aware of artistic considerations. 
I try to use metaphors and anaiogies in my wríting. 
I could be considered a "spontaneous" person. 
I have engaged in a lot of creative activities. 
I am always open to new ideas and new activities. 

I have participated in theatrícai productions. 
I am usuaily outspoken in my opinions. 
I often ttiink at>out my personai values. 
I woutd enjoy a job with unforeseeabte difCcutties. 
Sometimes I get so interested in a new idea tliat I 
neglect what I shoutd be doing. 

I have taicen ttiings apart just to find out how they work. 
I read over 20 lx>olcs a year. 
When I was a child, I remember creating games, storíes, 
poems, or art work more than other children did. 
I have invented new gadgets for my own personat use. 
My parents have encouraged my creatíve efforts by 
hanging my pictures, helping with my projects, or 
offeríng me out-of-schooi instmction. 

I have taken art, dancing, or music tessons outside of 
schcx)! because of my own interest. 
I have had cotlections of unusuat objects. 
I take an interest in creative activities and consider 
mysetf a creative person. 
I wríte, paint, or pursue simitar hobbies (e.g., handicrafts) 
in my spare time. 
I own art suppiies. 

I have lx>th ctassical and folk music in my record collection. 
I often wríte down poems or oríginat thoughts or feetings 
for my own enjoyment. 
I have considered a career as an artist or wríter. 
I have played a part in the cast or crew of a school or 
community play. 
I have performed music with sch(x>l or community groups. 

HUldV 

5 
5 
5 
5 
5 

5 
5 
5 
5 
5 

5 
5 
5 
5 
5 

5 
5 
5 
5 

Mora Thu 
Avcmgc 

4 
4 
4 
4 
4 

4 
4 
4 
4 
4 

4 
4 
4 
4 
4 

4 
4 
4 
4 

A»Cf»pc 

3 
3 
3 
3 
3 

3 
3 
3 
3 
3 

3 
3 
3 
3 
3 

3 
3 
3 
3 

To a SmaU 
EBCOI 

2 
"> 

2 
-) 

2 
2 
2 
2 
2 

2 
2 
2 
2 
2 

2 
2 
2 
2 

No 

5 
5 
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5 

5 
5 

5 
5 

4 
4 

4 
4 

4 
4 

4 
4 

4 
4 

4 
4 

3 
3 

3 
3 

3 
3 

3 
3 

3 
3 

3 
3 

2 
2 

2 
2 

2 
2 

2 
2 
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Q 5 HOW DO YOU FEEL ABOUT YOUR BODY? 

Read each of the following body components. For each body part identify your feelings 
about that part using the scale from numbers 1 to 6. A "1" wiil identify your LEAST 
positive feeiing while a "6" will represent your MOST positive feeling. Circle the 
appropriate number based on your feelings toward that body part. 

Use the foUowing value scale: 

6 = Very Positive 
5 = Positive 
4 = Slightly Positive 

SURVEY: 

1. 
2. 
3. 
4. 
5. 
6. 
7. 
8. 
9. 

10. 
11. 
12. 
13. 
14. 
15. 
16. 
17. 
18. 
19. 
20. 
21. 
22. 
23. 
24. 
25. 
26. 

Hair 
Appearance of Eyes 
Sex Organs 
Ears 
Face 
Chin 
Height 
Appearance of Teeth 
Posture 
Chest (or Breasts) 
Anns 
Hands 
Distríbution of Hair (over body) 
Feet 
Nose 
Hips 
Facial Complexion 
Profile 
Body Buitd 
Back 
Legs 
Fingemaits 
Weight 
Toenails 
Knees 
Waist 

3 = Slightly Negati 
2 = Negati^ ve 
1 = Very Negative 

Veiy 
Poéiivc 

6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 

6 
6 
6 
6 
6 

6 
6 
6 
6 
6 

s 

ve 

bghiiT 
Poaovc Poaove 

5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 

5 
5 
5 
5 
5 

5 
5 
5 
5 
5 

4 
4 
4 
4 
4 
4 
4 
4 
4 
4 
4 
4 
4 
4 
4 
4 

4 
4 
4 
4 
4 

4 
4 
4 
4 
4 

Slighlíy 
Nefanvc 

3 
3 
3 
3 
3 
3 
3 
3 
3 
3 
3 
3 
3 
3 
3 
3 

3 
3 
3 
3 
3 

3 
3 
3 
3 
3 

Ver» 
Nefaovc Ncg i 

-) 1 

T 1 

1 1 

2 1 
2 1 
2 1 
2 1 
2 1 
2 \ 

2 1 
2 1 
T 1 

2 1 
2 1 

2 1 
2 1 

2 \ 
2 \ 
2 1 
-) 1 
T 1 

-) 1 

2 1 
-> 1 

-) 1 

-) 1 
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Q-6 PROPORTIONAL FASHION HGURE 

The following scale is an incompiete representation of a proportional femaie figure used 
in fashion iUustration. The dashes represent key junctures in the figure. Using these 
dashes as guideiines, do your best to complete the siihouette lines or outiine of the 
figure in the space allotted between the head and the feet. 

(PLEASE TURN THE PAGE) 
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INFORMATION ABOUT YOU 

Please provide the followmg information about yourself for use in statistically analyzing 
the data resulting from this inventory. 

Q-07 What is your present age? YEARS OLD 

Q-08 Which of the following best describes your racial or ethnic identification? 
(Circle number) 

1 WHITE, NON-HISPANIC 
2 HISPANIC 
3 BLACK 
4 ASIAN 
5 NATIVE AMERICAN 
6 OTHER-SPECIFY 

Q-13 

Q-09 What is your sex? (Circle number) 

1 MALE 

2 FEMALE 

Q-10 What is your classification at Texas Tech? (Circle number) 

1 FRESHMAN 
2 SOPHOMORE 
3 JUNIOR 
4 SENIOR 
5 GRADUATE STUDENT 

Q-11 What is your current cumulative Grade Point Average? _^_^^^^_ 
(If you are a first semester student, please give high school Gl'A.) 

Q-12 Have you had any formal art training or education? (Circle number) 

1 YES 
2 NO 
If NO, go on to question #15; if YES, how many years of training have 
you had? (Circle number) 

1 LESS THAN 1 YEAR 
2 1-2 YEARS 
3 3-4 YEARS 
4 5 OR MORE YEARS 

Q-14 If response to question #12 was YES, what type of training have you had? 
(Circle all that apply) 

1 COLLEGE ART COURSES 
2 TECHNICAL TRADE SCHOOL COURSES 
3 HIGH SCHOOL ART CLASSES 
4 ART CLUB (HIGH SCHOOL OR COLLEGE) 
5 COMMUNITY ART CLASSES 

(PLEASE GO TO THE NEXT PAGE) 
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Q-15 

Q-16 

Q-17 

Q-18 

Q-19 

Would you consider one or both of your parenis to be ... (Circle number) 

1 EXTREMELY ARTISTIC 
2 ARTISTIC 
3 SLIGHTLY ARTISTIC 
4 NO ARTISTIC ABILITY 

What is your current height? FEET. INCHES 

What is your current weight? __^ POUNDS 
(Please give your best estlmate it actual weight is unlcnown.) 

What would you estimate is the size of your general body frame? (Judge 
on the basis of bone size or wrist size) (Circie number) 

1 PETmE 
2 SMALL 
3 MEDIUM 
4 LARGE 
5 EXTRA-LARGE 

Which of the foilowing body fieure silhouette approximates the image you 
have of yourseif? (Cifcle numBer) 

ftftfft 
A. I 

B. 
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APPENDIX C 

INDIVIDUAL ASSESSMENT INVENTORY 

FOR FASHION DESIGN STUDENTS 
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INDIVIDUAL ASSESSMENT INVENTORY 

FOR FASHION STUDENTS 

CoIIege of Human Sciences 
Deparrmenc of Merchandising, 
Environmencal Design and 
Consumer Economics 
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HOW DO YOU FEEL ABOUT YOUR BODY? 

Read each of the following body components. For each body part identify your feeiings 
about that part using the scale from numbers 1 to 6. A "1" wiil identify your LEAST 
positive feeiing while a "6" will represent your MOST positive feeiing. Circle the 
appropriate number based on your feeiings toward that body part. 

Use the following vaiue scaie: 

6 = Very Positive 
5 = Positive 
4 = Slightly Positive 

SURVEY: 

1. Hair 
2. i^pearance of Eyes 
3. Sex Organs 
4. Ears 
5. Face 
6. Cliin 
7. Height 
8. Appearance of Teeth 
9. Posture 

10. Chest (or Breasts) 
11. Anns 
12. Hands 
13. Distribution of Hair (over txsdy) 
14. Feet 
15. Nose 
16. Hips 
17. Facial Compiexion 
18. Profile 
19. Body Build 
20. Back 
21. Legs 
22. Fíngemaits 
23. Weight 
24. Toenaits 
25. Knees 
26. Waist 

3 = Slightly Negati 
2 = Negative 
1 = Very Negative 

Veiy 
Poainw 

6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 
6 

ve 

SUghiiy 
Poaove Poaove 

5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 
5 

4 
4 
4 
4 
4 
4 
4 
4 
4 
4 
4 
4 
4 
4 
4 
4 

4 
4 
4 
4 
4 

4 
4 
4 
4 
4 

NegBDve 

3 
3 
3 
3 
3 
3 
3 
3 
3 
3 
3 
3 
3 
3 
3 
3 

3 
3 
3 

3 
3 

3 
3 
3 
3 
3 

Venr 
Neanvc NecBiive 

-) 1 

2 1 
2 1 

2 1 
2 1 
2 1 
2 \ 

2 1 
2 1 
2 1 
2 1 
2 1 
f 1 

1 1 

2 1 
2 1 

2 1 
2 1 
2 1 

2 1 
•) \ 

2 1 
- > 1 

•) 1 

t 1 

-) 1 
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GROUP INVENTORY FOR FINDING INTERESTS 

Read each sentence and maric how much you agree with it. Circle the appropriate 
number. There are no right or wrong answers. We oniy want to know how you think 
and how ygu feel about things. 

EXAMPLE: 

1. I tike to eat ice cream. 

Mora Th>a To • Saull 
DeQaiietv Avcmite Avenge Eseni 

(D 
No 

SURVEY: 

1. 
2. 
3. 
4. 
5. 

6. 
7. 
8. 
9. 

10. 

11. 
12. 

13. 
14. 
15. 

16. 

17. 
18. 
19. 
20. 

21. 
22. 
23. 
24. 
25. 

I have a very good sense of tiumor. 
I have aiways been active in drawing or painting. 
I woutd tike to get a pilot's license. 
I would tike to exptore new cities atone even if I get lost. 
I enjoy ttiinldng of new and better ways of doing tliings. 

I am very curíous. 
I tend to become childishly invotved with simpte ttiings. 
I am qtiite oríginat and imaginative. 
I have tiad many tiobbies. 
Some of my past or present tiobbies would be considered 
"unusual." 

I like tlie nonsense forms and bríght cotors of modem art. 
I enjoy some amount of ambiguity (unpredictabitity, 
uncertainty, vagueness) in my tife. 
I often ttiink tike a ctiild. 
I am very tikety to do ttiings on impulse. 
I would like to iive and work in a foreign country. 

Wtien I was younger, I was atways buílding or making 
tliiiigs. 
I woutd like to learn mountain-ctimbing. 
I have a great many interests. 
I am unconventionat in many ways. 
I have done a tot of creative wríting. 

I am very artistic. 
I am often inventive or ingenious. 
I enjoy trying new approaches to probtems. 
I am a risk-taker. 
I wouid like to be bypnotized. 

niielv 

5 
5 
5 
5 
5 

5 
5 
5 
5 

Mon Thao 
Avenfs 

4 
4 
4 
4 
4 

4 
4 
4 
4 

Average 

3 
3 
3 
3 
3 

3 
3 
3 
3 

Toa SmaU 
Eseni 

2 
2 
-» 

2 
2 

2 
2 
2 
2 

No 

5 
5 
5 
5 

5 
5 
5 
5 
5 

5 
5 
5 
5 
5 

4 
4 
4 
4 

4 
4 
4 
4 
4 

4 
4 
4 
4 
4 

3 
3 
3 
3 

3 
3 
3 
3 
3 

3 
3 
3 
3 
3 

2 
1 

2 
-» 

2 
-) 

2 
1 

2 

-> 

-) 
•) 
•) 
-) 
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26. Many peopie can mentally communicate wiili otliers 
ihrougli extra-sensory perceplion (ESP). 

27. Many stories of mysterious, piiysical iiappenings are irue. 
28. I am confident in my inleilectual abiiity. 
29. My ideas are often considered "impractical" or even "wild." 
30. I like to piay tag, hopscotch, etc, wiiii tlie kids. 

31. I wouid rate niyseif iiigii in "intuilion" or "insiglilfulness." 
32. I am abie to work intensely on a project for many iiours. 
33. I iike trying new idcas and new approaciies to probienis. 
34. I am wilty. 
35. I often bcconie totaliy engrossed in a new idca. 

36. I am very aware of artistic considerations. 
37. I try to use metapiiors and analogies in my writing. 
38. I couid be considered a "spontaneous" person. 
39. I iiave engaged in a iot of creative activities. 
40. I am aiways open to new ideas and new activities. 

41. I have participated in tiieatrical productions. 
42. I am usuaily outspoken in my opinions. 
43. I often tliink about my personai values. 
44. I wouid enjoy a job witl unforeseeable difficulties. 
45. Sonictimes I get so intercsted in a new idea tiiat I 

ncgicct wlial I shouid bc doing. 

46. I have takcn Ihings apart just to find oul how thcy work. 
47. I read ovcr 20 lx)oks a ycar. 
48. Wiien I was a chiid, I remcmbcr crcating gamcs, storics, 

poems, or art work more ilian olher children did. 
49. I have iiivented new gadgets for my own personal use. 
50. My parents have encouraged my creative efforts by 

iianging my pictures, iieiping witii my projccts, or 
offering me out-of-scliooi instruction. 

51. I have taken art, dancing, or niusic iessons outside of 
schooi because of my own interest. 

52. I have had collections of unusual objects. 
53. I take an interest in creative activities and consider 

myself a creative person. 
54. I write, paint, or pursue similar iiobbies (e.g., handicrafts) 

in my spare time. 
55. I own art suppiies. 

56. I have both classical and folk niusic in my rccord collcction. 
57. I often write down poems or original thoughts or fceiings 

for my own cnjoynient. 
58. I have considcrcd a carccr as an artist or writcr. 
59. I have piaycd a parl in thc cast or crcw of a school or 

communily play. 
60. I have performed music with school or community groups. 

litely 

5 
5 
5 
5 
5 

5 
5 
5 
5 
5 

5 
5 
5 
5 
5 

5 
5 
5 
5 

More Than 
Average 

4 
4 
4 
4 
4 

4 
4 
4 
4 
4 

4 
4 
4 
4 
4 

4 
4 
4 
4 

Averagc 
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3 
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3 
3 
3 
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3 
3 
3 
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3 

3 
3 
3 
3 

To • Small 
Eaeni 
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2 
2 
2 
2 
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2 
2 
2 
2 

2 
2 
2 
2 
2 

2 
2 
2 
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No 
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5 
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5 
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5 

5 
5 
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5 
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4 

4 
4 

4 
4 

4 
4 

4 
4 

4 
4 

3 
3 

3 
3 

3 
3 

3 
3 

3 
3 

3 
3 

2 
2 

2 
2 

2 
2 

2 
2 

2 
2 

2 
2 
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PROPORTIONAL FASHION FIGURE 

The foUowing scale is an incomplete representation of a proportíonal femaie figure used 
in fashion illustration. The dashes represent key junctures in the figure. L smg these 
dashes as guidelines, do your best to compiete the silhouette lines or outhne of the 
figure in the space allotted between the head and the feet. 

CPLEASE TURN THE PAGE) 
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APPENDIX D 

REPEATED MEASURE PROPORTIONAL 

FIGURE SCALE 
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FADS 1-̂ 9̂  
Name 

Please complete the proportional figure below. 

n 
' ^ 
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APPENDIX E 

TABLES OF SELECTED DEMOGRAPHIC 

VARL\BLE RESPONSES BY 

FEMALE AND MALE 

PARTICIPANTS 
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Table E.l. Demographic Body-image Variable Response by Female and 
Male Participants. 

Variable 

Height 

Weight 

Frame 

Silhouette 

Body Cathexis* 

Female 

X 

64.2" 

128.3 Ibs. 

2.0 

4.0 

4.34 

SD 

5.5" 

34.0 Ibs. 

1.0 

1.0 

.68 

Male 

X 

70.4" 

171.5 Ibs. 

3.0 

3.0 

4.46 

SD 

3.2" 

28.6 Ibs. 

1.0 

1.5 

.86 

^Body Cathexis Scale Response: 
6 = very positive 
5 = positive 
4 = slightly positive 
3 = slightly negative 
2 = negative 
1 = very negative 
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Table E.2. Age, GPA, and Parental Artistic SkiU by Female and Male 
Participants. 

Variable 

Age 

GPA 

Parental Artistic SkiU* 

Female 

X 

21.28 

2.88 

2.60 

SD 

3.52 

.55 

1.00 

X 

21.50 

2.61 

2.50 

Male 

SD 

2.85 

.52 

1.00 

'Estimation of Parental Artistic Skill Response: 
1 = extremely artistic 
2 = artistic 
3 = slightly artistic 
4 = no artistic abihty 

218 



Table E.3. Demographic Personal Response by Female and Male 
Participants. 

Female Male 
Variable n % n % 

Ethnicity 
White 
Mexican-American 
Native American 
Asian American 
African-American 

Classification 
Freshman 
Sophomore 
Junior 
Senior 
Graduate 

Female n = 129 
Male n = 50 

113 
12 
1 
1 
2 

34 
28 
31 
30 
6 

87.5 
9.4 
.8 
.8 
1.6 

26.4 
21.7 
24.0 
23.3 
4.7 

44 
5 
0 
0 
1 

8 
18 
18 
7 
1 

88.0 
10.0 
.0 
.0 
2.0 

15.4 
34.6 
34.6 
13.5 
1.9 
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APPENDIX F 

JUDGE'S RATING FORM 
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APPENDIX G 

SUMMARY OF INDIVIDUAL STUDENT 

PROGRESSION BY TEACHING 

METHOD 

222 



Table G.l. Summary of Individual Student Progression by Teaching Method. 

Subject and Group 
Identification 

Experiential Teaching Method 
1 
2 
3 
4 
5 
6 
7 
8 
9 

10 
11 
12 
13 
14 

Expository Teaching Method 
1 
2 
3 
4 
5 
6 
7 
8 
9 

10 
11 

* 22 Total Points 

19-22 
15-18 
11-14 
7-10 
3-6 

Highly Successful 
Successful 
Moderately Successful 
Needs Some Improvement 
Needs Much Improvement 

Proportional Figure Scale 

1* 

15.66 
14.33 
10.33 
9.00 

14.66 
17.33 
17.00 
3.66 

14.66 
11.33 
13.66 
8.66 

13.33 
16.66 

6.66 
10.33 
9.66 

14.33 
7.66 

15.00 
17.33 
9.33 
7.66 

16.33 
9.00 

5* 

15.66 
17.66 
12.00 
15.00 
14.33 
18.33 
16.33 
6.33 

19.66 
9.33 

13.33 
14.00 
14.66 
10.66 

17.66 
14.66 
14.00 
16.00 
7.00 

13.33 
14.66 
19.66 
8.00 

17.33 
15.33 

Percent Change 

0 
+ 15 
+8 

+ 27 
-2 

+ 5 
-3 

+ 12 
+23 

-9 
-2 

+24 
+6 
-27 

+ 50 
+20 
+ 20 

+8 
-3 
-8 

-12 
+47 

+ 2 
+5 

+ 29 
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