
“El problema no es que a las personas 
les esté faltando educación. El problema 
es que las personas solo son educadas 
lo suficiente para que crean que han 
sido educadas, y no son educadas lo 
suficiente para cuestionar la educación 
que reciben.”
—Richard Feynman



Primero muerto que cambiar mi estilo: 
lo que no se enseña y lo que no se aprende 
en una clase de dibujo

Lucas Ospina*

*Bogotá, 1971. A veces dibuja, a veces escribe, Profesor, Universidad de los Andes, Colombia.
https://latoneriaypintura.co/







“Está bonito ¿pero es eso Arte?”



“Cuando el destello de un nuevo sol cayó sobre el edénico césped verde y dorado,

Nuestro padre Adán se sentó bajo el Árbol y arañó el lodo con un palo alado;

Y el primer tosco esbozo revelado al mundo alegró su corazón en gran parte,

Hasta que el Diablo susurró detrás del follaje: “Está bonito ¿pero es eso Arte?”

—El enigma de los talleres literarios / Rudyard Kipling

En: https://www.semana.com/agenda/articulo/poema-de-rudyard-kipling-sobre-el-arte-y-debates-traducido/69197/



 Giotto cuidando las cabras
(1850, óleo sobre lienzo, 105 cm x 140 cm)
Léon Bonnat  (1833–1922) 

“Está bonito ¿pero es eso Arte?





“Un día, Cimabue, que iba de negocios 
de Florencia a Vespignano, encontró a 
Giotto, mientras sus ovejas se alimenta-
ban, dibujando una oveja de la naturaleza 
sobre una roca lisa y sólida con una piedra 
puntiaguda, sin haber aprendido de nadie 
más que de la naturaleza. Cimabue, mara-
villado de él, se detuvo y le preguntó si iría 
y estaría con él. Y el niño respondió que si 
su padre estaba contento, iría con mucho 
gusto. Entonces Cimabue pidió a Bon-
done por él, y él se lo entregó, contento de 
que lo llevara a Florencia.”

— La vida de Giotto en Vida de los artistas 
(1550), Giorgio Vasari





“La pared y la muralla, papel del canalla”



















Harpocras folló aquí estupendamente con Drauca por un denario.

Nada puede durar para siempre.

R O M A-A M O R

Treinta y seis parejas de gladiadores de Constanza lucharán en Nuceria el 31 de octubre y noviembre de 1-4.

Lais chupa por dos ases.

Oppius: ¡payaso, ladrón, sinvergüenza!

Pacato durmió aquí en Pompeya.

¡Cualquiera que lea esto es un hijo de puta!

En: https://elartedelahistoria.wordpress.com/2010/02/06/los-graffitis-romanos/















Annibale, Ludovico y Agostino Carracci (Siglo XVII)























“Si no eres lo suficientemente hábil para dibujar 
a un hombre que se cae por una ventana duran-
te el tiempo que le toma llegar desde el quinto 
piso al suelo, nunca podrás producir un trabajo 
monumental ... Antes de comenzar, estudia sin 
cesar, pero una vez iniciado ... debes ejecutar 
libremente ".

Tigre agazapado (1839. Eugène Delacroix, lápiz, pincel y tinta), Eugene Delacroix

Eugène Delacroix (179-1862)
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Introduction
Towards a Global Perspective  
on the History of Drawing and 
Drawing Education 
Tobias Teutenberg

Recent years have seen a great deal of work on the history of European drawing educa
tion as part of the research project Episteme der Linien (Episteme of Lines) conducted 
by the Institute for Art History at the Ludwig Maximilian University of Munich in 
cooperation with the Zentralinstitut für Kunstgeschichte (Central Institute for Art 
History).1 As analysis of the diverse range of educational and practical material has 
made apparent, drawing has been well established as a cultural technique in everyday 
life within European society from the early modern period through to modern times. 
Along with writing, drawing has played a fundamental role in acquiring, organizing, 
and communicating knowledge. As a basic epistemic medium, it has played a funda
mental role in design and production processes in the fields of art, craft, and industry, 
not to mention a popular pastime. 

But perhaps the most important finding of this phase of the project was the  global 
dimension of the European discourse on drawing and learning to draw. This obser
vation has made it more and more important to raise questions about the significance 
beyond Europe of this cultural technique that anthropologists of media consider to 
be among humanity’s oldest.2 Also, interest in the instruments and methods used for 

 1 This led to two exhibitions on methodology, teaching materials, and instruments in European 
drawing education between 1525 and 1925:  Punkt, Punkt, Komma, Strich. Zeichenbücher 
in Europa | ca. 1525–1925, Zentralinstitut für Kunstgeschichte München, April 24, 2014 – 
July 4, 2014. Punkt, Punkt, Komma, Strich. Zeichnen zwischen Kunst und Wissenschaft | 
1525–1925, Universitätsbibliothek Heidelberg, April 28, 2015 – February 14, 2016, online:  
https://bit.ly/2uxUjhW [29.11.2018]. See also the corresponding exhibition catalogs: Heilmann/ 
Nanobashvili/Pfisterer/Teutenberg 2014/2015. In addition to this, over 200 drawing manuals 
have been digitized in cooperation with the University of Heidelberg, and are available to be 
downloaded at: https://bit.ly/2zOSRh0 [29.11.2018].

 2 Cf. e.g.: Richtmeyer 2015.

https://bit.ly/2uxUjhW
https://bit.ly/2zOSRh0
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Fig. 1 Exotic headgear (Vogtherr, Kunstbüchlin (1572), Zwickau 1913, [T. 2]).



Figural Line
Persian Drawing, c. 1390–1450
Lamia Balafrej

A page from the Timurid workshop album features Persian drawings made between 
1400 and 1450 (» Fig. 1).1 Most of these drawings have been approached as either 
training exercises or preparatory drawings providing the basis for later, more definitive 
works of art.2 At the lower left, we see a rectangular sheet with a geometric compo-
sition of vegetal designs – scrolls of leaves and palmettes are organized symmetrically 
into interlacing cartouches. A similar decoration was used on contemporary metal 
jugs.3 Figurative drawings, on the other hand, present generic figures that could be 
replicated, with slight variations, across a large number of manuscript paintings. The 
figures in the square sheet at the lower edge – the man reading from an open safina (an 
oblong manuscript) and the mounted rider who has just shot a deer with an arrow – 
are common in Persian painting, appearing, respectively, in representations of scholarly 
and festive gatherings4 and in illustrations of epic and lyric poetry.5

Yet, even if resemblances exist, we can only rarely identify the final product. Con-
temporary written documents such as historiographical texts and lyrical poetry sug-
gest, moreover, that the line’s expressive qualities were just as important as the concept 
the drawing helps to visualize. According to historical audiences, the line reads less as 
a contour designed to create motifs than as an object in its own right, endowed with 

 1 Assembled in Herat shortly after the death of the Timurid prince Baysunghur (1397–1433), 
son of Shah Rukh, the album contains texts, drawings, calligraphies, and paintings mostly made 
between the 1400s and the 1450s.

 2 This view is very common. According to David Roxburgh, for example, “most of the sheets of 
paper, cut to various dimensions and shapes on which they were drawn, functioned as interme-
diaries in a design process that led from sketches and exploratory designs to meticulously inked 
line drawings” (Roxburgh 2002, Persian Drawing).

 3 One example, made in late Timurid Herat, is now kept in Berlin (Museum für Islamische 
Kunst, I.6052 (Komaroff 1988, pp. 89–90)). For more examples, see Carboni/Komaroff 2002, 
pp. 189–193.

 4 Houston, Art and History Trust Collection, no. 77b (Soudavar 1992).
 5 New York, The Metropolitan Museum of Art, 13.228.13.1: https://www.metmuseum.org/art/

collection/search/455054 [29.11.2018]; Lentz/Lowry 1989, p. 379, fig. 6.

https://www.metmuseum.org/art/collection/search/455054
https://www.metmuseum.org/art/collection/search/455054
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Fig. 1 Album page with various drawings. Iran and Central Asia, c. 1400–1450. Ink and paper, 
68 x 50 cm. Topkapi Palace Museum, Istanbul, Hazine 2152, folio 87a  
(© Topkapi Palace Museum).



The Epistemology of the ABC Method
Learning to Draw in Early Modern Italy
Nino Nanobashvili

Even if some northern European drawing books in the tradition of Albrecht Durer 
started with a dot, a line and geometrical figures (» Fig. 1), the so-called ABC meth-
od was the most popular approach in the European manuals between the sixteenth 
and nineteenth centuries. Thus, these drawing books began by initially presenting 
the parts of the body in the same order:  eyes, noses, mouth, ears, heads, hands, feet 
and so on, and continued by constructing the whole body. This method was named 
“ABC“ because of its basic character and because of parallelizing the drawing process 
of face members with letters.1 Most manuals for beginners from other fields were 
similarly named in general ABCs.2 Artists had been using the ABC method in their 
workshops at least since the mid-fifteenth century in Italy, much before the first 
drawing books were printed. Around 1600 it became so self-evident that a pupil 
should begin their drawing education with this method that one can recognize the 
youngest apprentices in programmatic images just by studying eyes and noses.3 Even 
on the ceiling of Sala del Disegno in the Roman Palazzo Zuccari the youngest student 
at the left of Pittura presents a piece of paper with a drafted eye, ear and mouth 
(» Fig. 2).4

What is the reason that the ABC method became so common at least in these 
three centuries? How could drawing body parts be useful at the beginning of artistic 

 1 In 1683, Giuseppe Mitelli arranged body parts together with letters in his drawing book Il 
 Alfabeto del Sogno to emphasize this parallel. Karel van Mander was one of the first authors who 
called this method ABC:  “Everybody should be very grateful to a great Master, who, for your 
benefit, O Youth, would publish in engraving an ABC book on the principles of our Arts.” / 
“Nu grootlijxe waer een groot Meester te dancken / Die in sned’ uytgaef u / o Ieucht / ter jon-
sten / Een A. b. boeck / van’t begin onser Consten.” Van Mander (1604) 1916, p. 56. English 
translation by Thiel 1965, p. 124.

 2 Barr 2006, p. 72. Nanobashvili 2018, p. 35–36.
 3 For example Pier Francesco Alberti:  Academia d’Pitori, Engraving, Los Angeles Getty Research 

Institute; Giovanni Stradano: Invention of the Oil Painting, Engraving, The British Museum, 
London. Literature and further images: Nanobashvili 2018, pp. 35–42. 

 4 For Palazzo Zuccari and the educational program in the frescos, see: Kliemann 2013. 
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measures, then it renders the whole limb very different. Indeed, we see how 
the same member chubby in us as children and so to say rounded and smooth 
are, instead, with the arising of old age, harsher and rather bony.9

 9 Sinisgalli 2011, S. 77. “Voglio che i giovani, quali ora nuovi si danno a dipingere, così facciano 
quanto veggo di chi impara a scrivere. Questi in prima separato insegnano tutte forme del-
le lettere, quali gli antichi chiamano elementi; poi insegnano le silabe; poi apresso insegnano 
componere tutte le dizioni. Con questa ragione ancora seguitino i nostri a dipingere. In prima 
imparino ben disegnare gli orli delle superficie, e qui se essercitino quasi come ne’ primi ele-
menti della pittura; poi imparino giungere insieme le superficie; poi imparino ciascuno forma 
distinta di ciascuno membro, e mandino a mente qualunque possa essere differenza in ciascun 
membro. E sono le differenza de’ membri non poche e molto chiare. Vedrai a chi sarà il naso ri-
levato e gobbo; altro arrano le narici scimmie o arovesciate aperte; altri porgerà i labri pendenti; 
alcuni altri arrano ornamento di labrolini magruzzi. E così essamini il pittore qualunque cosa a 
ciascuno membro essendo più o meno, il facci differente. E noti ancora quanto veggiamo, che 
i nostri membri fanciulleschi sono ritondi, quasi fatti a tornio, e dilicati; nella età più provetta 
sono aspri e canteruti.” Alberti 2002, p. 155 (Nr. 55).

Fig. 5 Odoardo Fialetti: Il vero modo et ordine per dissegnar tutte le parti 
et membra del corpo humano, Venedig 1608, Fol. 7 (Heidelberg University, 
https://doi.org/10.11588/diglit.25922 [29.11.2018]).

https://doi.org/10.11588/diglit.25922
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Fig. 8 Giovanni Stradano: Drawing for the print, 1573, The British Museum, London,  
Inv. SL,5214.2 (Nanobashvili 2018, p. 43).



Forming a Common Language
The Teaching of Drawing in  
the Habsburg Empire from 1850
Alexander Klee

Translation: Rebecca Law

In the second half of the nineteenth century, society in the Habsburg Empire under-
went a complete transformation.1 During this period, the impact of industrialization 
could be felt and a systematic, empirical approach emerged in the natural sciences. At 
the same time, the concept of the nation state was evolving and the importance of the 
middle classes had increased in society.

The development of the states that would go on to form the German Empire in 
1871 was completely different from the development of the Habsburg Empire. The 
latter was a vast multilingual territorial state that had arisen from feudal systems of 
rule. Consequently, forming an identity, which in Germany occurred through the lan-
guage, was a far more complex process in the Habsburg Empire. One of the pillars in 
this process was education with a special emphasis on mathematics, a cosmopolitan 
language in which visual geometry was capable of explaining complex relationships 
based, for example, on the simple shape of the triangle. Transferred to art lessons, this 
entailed teaching drawing through a focus on mathematics and geometry, which was a 
key aspect in the pedagogy of the philosopher Johann Friedrich Herbart. Art curricula 
based on Herbart’s teachings were mandatory at the various school types throughout 
the Habsburg Empire. As a result, approaches to art, and by extension ways of looking 
at art in the Habsburg Empire, differed significantly from the idealist theories that pre-
dominated in German countries.2 This difference, scarcely acknowledged today, was 
widely known in around 1900. Speaking about art history in his inaugural speech at 
the k. k. technische Hochschule in Vienna in 1902, Friedrich Jodl outlined the essential 
characteristics:

 1 This article expands on the educational aspects first explored in: Klee 2016.
 2 Cf. Klee 2017.
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Fig. 1 Plate XIV from Die geometrische Formenlehre (Fialkowski 1864).
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Fig. 2 Plate XXV from Das geometrische Ornament (Anděl 1876).



“You Have to Draw with More 
Attention, More Dedication” 
The Relevance of Drawing for Artistic 
Education at the Academy of Fine 
Arts Munich and its Significance in 
International Contexts
Johannes Kirschenmann and Caroline Sternberg

Throughout the Age of Enlightenment in Europe in the late eighteenth century, radical 
changes occurred in the understanding of art.1 From then on, the general and esthetic 
education of the human being have been emphasized and one was convinced of the 
teachability of art. The reason was twofold: drawing was supposed to shape the taste 
of future producers, and the arts were ascribed ethical, moral and political functions. 
In numerous art schools, drawing lessons were now being taken up that not only fine 
arts benefited from but also craft: over 100 academies were founded in Europe during 
this period.2 In 1770 in Munich, for instance, Elector Max III. Joseph decided to turn 
a private artistic circle gathered for life drawing and modeling sessions into an official 
“drawing school” (» Fig. 1).3 

The Munich art academy as a public institution was formed relatively late in the Eu-
ropean context. Following the example of the Parisian academy, the first art schools were 
founded in German countries in the seventeenth century – in  Augsburg, Nuremberg, 
Vienna and Berlin.4 In the eighteenth century a huge number of art schools followed. 
Several European capitals installed art schools in the first half of the eighteenth century, 

 1 For the quotation in the title, see footnote 29.
 2 Pevsner 1986, p. 144; Heilmann/Nanobashvili/Teutenberg 2015, pp. 5–8; Kemp 1979,  

pp. 175–188; Mai 2010, p. 60.
 3 The term Zeichenschul (drawing school) is used in the early sources on the school. See Stieler 

1909, pp. 4–6; Meine-Schawe 2008, pp. 20–21.
 4 Mai 2010, pp. 30–59.
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Fig. 7 German Grobe, Study from the Nude, 1878, pencil on paper, heightened with white, 
37.6 x 31.3 cm, labeled “M. 1878“, private collection. 

Fig. 8 Leo Götz, Study of the Male Nude, sketchbook, c. 1913, charcoal on paper,  
55 x 36 cm, private collection.
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Picture and Drawing Education  
in Nineteenth-Century Java
Werner Kraus

 1  Holt 1967, p. 119.

Introduction
Before the nineteenth century there was no indigenous tradition of drawing in Java. 
The climate did not support the invention or import of paper, parchment, and pencils. 
The only materials that withstood the impact of tropical weather were stone, bark- 
paper and prepared leaves of certain palm trees. No materials to invite the development 
of drawing. The introduction of paper, ink, pencils, as well as drawing techniques, is 
closely connected to the colonial impact.

However, in rudimentary form, drawing was not completely unknown on the 
island. A small number of Javanese manuscripts produced since the seventeenth cen-
tury was (rather crudely) illustrated, and in a number of old texts drawing and drawn 
images are mentioned. None of these old samples have survived or are remembered.

Early impact of European art
At the very start of European expansion towards the East, engravings and paintings 
were transported in the hulls of the ships en route to Asia. In the case of Java, these 
were Dutch ships. For the first journey east-bound, the Dutch flotilla’s cargo included 
prints and oil paintings, meant as gifts for local rulers. In 1620 Jan Pieterzon Coen, the 
founder of Batavia, presented the Sultan of Palembang/Sumatra with an oil painting 
of Amsterdam harbor. In 1637 the Dutch East India Company (VOC) in Amsterdam 
was asked for a supply of paintings, in order to offer them to the Prince of Martapura/ 
Borneo. In 1651 the independent Ruler of Mataram in Central Java received five paint-
ings as a gift.1
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Sloet van de Beele, Governor General of the colony asked Raden Saleh to design draw-
ing templates for native schools as he found it inappropriate that Javanese children 
should practice their skills by drawing Dutch apple and pear trees.31 

Most of his critics doubted Saleh’s ability to do the job as a native artist was not 
expected to be able to understand the nature of an European textbook. At a meeting of 
the board of the Batavian Society for the Arts and Science in 1864, schools inspector  
J. A. van der Chijs presented four of the templates designed by Raden Saleh, which 
were met with astonished applause from all board members. His material was accept-
ed, lithographed by W. D. Wiemans, printed at the Landsdrukkerij (state printers) in 
Batavia and sold to schools (and the public) throughout the colony.

A report of 1867 mentions that drawing lessons were offered at 12 regency schools 
in the colony and that these 12 schools each possessed one copy of Raden Saleh’s draw-
ing templates or teekenvoorbeelden, as they were called in Dutch. The teekenvoorbeelden 
were produced in the form of a collection of loose sheets. 26 of these sheets survived 
and are part of the collection of the National Library in Jakarta (» Figs. 6, 7).

 31 Verslag der Handelingen van de Tweede Kamer der Staten-Generaal, gedurende het zittingjaar 
1869–1870 van September 20, 1869 – 17 September 1870. 19th Meeting of November 11, 
1869, p. 164.

Fig. 6 Raden Saleh, Drawing Template of 
Tree Trunks, Perpustakaan Nasional Jakarta.

Fig. 7 Raden Saleh, Drawing Template of a 
Landscape, Perpustakaan Nasional Jakarta.



Drawing Books and Academic 
Demands in the Viceroyalty of Peru 
Veronika Winkler

An impressive series of thirty-eight paintings depicting the life of St. Augustine are 
encountered upon entering the cloister of the Augustinian monastery in Lima. Basilio 
Pacheco and his workshop from Cusco produced these paintings between the years 1742 
and 1746, based primarily on the prints of the Life of St. Augustine made by Schelte a 
Bolswert in 1640.1 The third picture of the cycle, which does not depend on Bolswert’s 
prints, generates particular interest (» Fig. 1). 

In this scene, we witness young Augustine joining the university. The professor 
speaks from his lectern, addressing an audience of young men or boys sitting around 
him in a highly decorated classroom full of study objects. In fact it is not necessary 
for the future saint, on the right, to study as his inkpot is the only one that has fallen 
down. The sign of his genius is his hat with a feather. Meanwhile, his fellow students, 
who are not enlightened with God’s wisdom, work diligently with their study objects. 

To define this scene iconographically causes no difficulties because the observer can 
read an explanation of the scene inscribed on the bottom of the painting:  

 * I want to warmly thank Rachel Boyd, Elizabeth Petcu and Nicole Pulichene for helping me with 
the English version of this article. If not otherwise indicated, the translations of Spanish sources 
are my own. At this point I also want to thank Cloe Cavero de Carondelet for the revision of the 
translated texts. Further, I express my sincere thanks to Luisa Elena Alcalá, Chiara Franceschini, 
Nino Nanobashvili, Tobias Teutenberg and Ulrich Pfisterer for precious comments on my article.

 1 Although it was formerly argued that this painting cycle was meant for the monastery in Cusco, 
this assumption has been rebutted because of the existence of another life cycle of St. Augustine 
that today hangs in the convent of the Order of Mercy. Benavente Velarde argues first for an 
installment in Lima due to the donor citations within the first painting in the cycle. MacCormack 
affirmed the argument and cites other archival documents from this time. See: Benavente Valerde 
1995, pp. 156–157; MacCormack 2010, p. 89 and footnote 2 on p. 112; For the life cycle of 
Cusco, see Estabridis Cárdenas 2009. For the prints, see Courcelle/Courcelle 1972, planches 
XXXII-LVII; or the “Project for the Engraved Sources of Spanish Colonial Art” (PESSCA) the 
gallery 3 Bolswert in Lima: The Series on the Life of St. Augustine by Basilio Pacheco on the 
website: http://colonialart.org [02.01.2017]. 
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Fig. 4 Basilio Pacheco, The genealogical tree of the Order of Saint Augustine, 1742–1746, oil 
on canvas, cloister of St. Augustine, Lima (MacCormack 2010, p.89, Fig. 1).

Fig. 5 Basilio Pacheco, Augustine’s funeral, 1742–1746, oil on canvas, cloister of St. Augustine, 
Lima (MacCormack 2010, p. 89–118; p. 90, Fig. 2).
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Drawing Education  
in Canadian Schools
Late Nineteenth to Mid-Twentieth 
Century as Seen Through  
Drawing Textbooks
Harold Pearse

Although Canada is presently known for its multicultural mix, in 1867 at confederation, 
its inhabitants were largely of indigenous, French and British (with a minority of other 
European) origins with the indigenous population being virtually ignored. Traditional 
indigenous or aboriginal cultures were oral and visual. Drawing, be it as petroglyphs carved 
on rocks or painting on animal hides used as shelter and clothing, was a way to mark his-
torical events or visionary experiences. “Drawing education” was based on an observational 
and modeling approach and immersion in the cultures’ stories, mythologies and symbols.1

In the context of formal drawing education in nineteenth century schools, drawing 
was based on European models with the British influence being the greatest.2 Canada, 
the amalgamation of the British colonies of Canada East (Quebec), Canada West (On-
tario), New Brunswick and Nova Scotia, officially became an independent country in 
1867 with Prince Edward Island joining later (1873). The western provinces and terri-
tories had joined by 1906 and Newfoundland in 1949. In many respects, particularly 
cultural and educational, Canada still functioned as a colony in the late nineteenth to 
mid twentieth centuries, with models and influences coming from Britain, France (in 
Quebec) and increasingly from the United States. A major vehicle for drawing education 

 1 This paper is adapted from the “Introduction” and Chapter 5, “The Dawn of the Twentieth 
Century: Art Education in Nova Scotia, Ontario and British Columbia” written by this author 
in From Drawing to Visual Culture: A History of Art Education in Canada (2006). The textbooks 
referenced and illustrated are from the Donald Soucy Early Art Education Collection of the Nova 
Scotia College of Art and Design University, Halifax NS, the H.T. Coutts Education Library, 
The University of Alberta, Edmonton AB and the author’s personal collection.

 2 Chalmers 1998. 
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Fig. 4 Pages from  Augsburg’s 
Drawing Canadian Series 
Graded Practice books 
Year 6 (1906).

Fig. 5 Cover of Blair’s  
Canadian Drawing Series 
(1902).

Fig. 6 Page from Blair’s 
Canadian Drawing Series 
(1902).
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The Evolution of Drawing  
Education in Modern Japan
The Impact of Traditional and 
Introduced Methods on the  
Artworks of Elementary Students  
in the Meiji Era
Akagi Rikako and Yamaguchi Kenji

 1 Akagi/Yamaguchi 2015.

The Meiji era: days of westernization
Contemporary Japan is said to have started in 1868 when Meiji Emperor declared the 
founding of a new government following the termination of Tokugawa Shoguns‘ sover-
eignty since the beginning of the seventeenth century. Subsequently, extensive policies 
in order to replace social organizations of the ‘ancien regime’ with those in the Western 
style were announced and carried out in very rapid succession. Academic researchers 
review the series of historic events around this change under the title of the Meiji, or 
Imperial, Restoration, though people of those days just simply called it go-isshin, or 
renewals.

While, in our previous paper, Drawing Education in the late 19th Century: The Case 
of Japan,1 discussions were centered on the introduction of such renewals to the art 
world by giving prominence to leading art educators or teaching-system organizers, the 
primary focus of this article is set in the opposite orientation: the ways and reasons they 
were accepted by the population, with particular attention being given to artworks of 
ordinary elementary students. 

Before starting further discussion, brief and general explanations should be given 
about the Meiji era, around which our historical examinations are to be made. The 
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Fig. 13 Ikeda Yoson’s drawing of a drum  
(Kurashiki City Art Museum, c. 1908).

Fig. 14 Human figures (in: Ministry of  
Education: 新定画帖 (Shin-tei Ga Cho or 
New Standard Book in Drawing), subset for 
the 8th graders, Tokyo 1911, Fig. 14).
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The École des Arts  
du Sénégal in the 1960s 
Debating Visual Arts Education 
Between “Imported Technical 
Knowledge” and “Traditional  
Culture Felt from Within”
Judith Rottenburg

This paper explores the contested approaches to visual arts education in Senegal during 
a moment of profound transition. In the 1960s, when most African countries gained 
independence from European colonial powers, the artistic expression of renewal be-
came a matter of urgent concern – and controversial discussion. Debates centered 
around the need to accommodate African art histories and visual traditions while re-
considering the role of European methods in arts education on the African continent. 
Through its special structure and constellation of people, the art school in the Senega-
lese capital Dakar came to be the site where these issues manifested themselves most 
clearly.

When Senegal gained independence from France in 1960, its newly elected first 
president, the poet and philosopher Léopold Sédar Senghor, put art and culture at 
the center of nation building and devoted important funding to their development.1 
Between 1960 and 1980, his government established a cultural policy that revolved 
around concepts of national and Pan-African identity and Senghor’s vision of a “civ-
ilization of the universal,” in effect founding a cosmopolitan field of contemporary 
arts. During the first years of independence, a new infrastructure of cultural insti-
tutions was built in the Senegalese capital, including an art school, the École des Arts 
du Sénégal, opened in 1960 as successor of the former Maison des Arts du Mali.2 The 
school served as a platform for the discussion of postcolonial esthetics and as a center 

 1 Harney 1996, p. 43.
 2 Harney 2004, p. 56.
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We are not born more talented than others, most of us do not come from 
traditional artist families where the profession was transmitted from one gen-
eration to the next, but we are sons of African cities which were created, for 
the most part, in the colonial era, and were crucibles of an original culture, in 
which, according to the country, foreign or indigenous cultural contributions 
dominate.16

By emphasizing the transcultural entanglements that shaped the urban contexts both 
in colonial and postcolonial conditions, N’Diaye expressed a standpoint opposed to 
Lods who continuously tried to maintain an essential difference between African and 
European contexts, people, and their supposedly authentic art forms. While Lods tried 
to shield the students from any art historical references other than African masks and 
sculptures, N’Diaye encouraged them to expose themselves to all kinds of external 
influences, acquainting them with both Western and African art history:

[…] while I was teaching, I introduced an art history course using slides so 
that the students could become familiar with artists from all over the world –  
including those who were profoundly influenced by African art – and their 

 16 N’Diaye, Iba: À propos des arts plastiques, quoted in: Huchard 1994, p. 49: “Nous ne sommes 
pas nés plus doués que les autres, la plupart entre nous ne sont pas issus de familles d’artistes 
traditionnels, au seins desquelles le métier se transmettait de génération en génération, mais 
sont fils des villes africaines, créées pour la plupart à l’époque coloniale, creuset d’une culture 
originale, dans laquelle, suivant les pays, dominent les apports étrangers ou autochtones.” En-
glish translation: Harney 2004, p. 63.

Fig. 2 Pierre Lods and  
his students in Dakar,  
ca. 1975 (in: Fall/Pivin  
2001, pp. 236–237).
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perspective and the principles of proportion. They learned to draw from live and plas-
ter models. In the beginning, N’Diaye sometimes held his course in a café in down-
town Dakar and asked his students to sketch the passersby.22 By teaching them to 
draw in the streets of Dakar, he invited his students to find their subjects in the urban 
context and the society surrounding them, whereas Pierre Lods in the other depart-
ment promoted an artistic practice that focused on introspection and the imagination 
or visualization of legends and myths. This important contrast between N’Diaye’s and 
Lods’ teaching methods can be further evidenced by the role they respectively attribut-
ed to African masks and statues for contemporary artistic practices in Africa.

Iba N’Diaye dealt with the subject of African masks and statues throughout his 
artistic career. While he remembered his journeys to the Dogon country in Mali as for-
mative experiences, he highlighted above all the importance of studying African art in 
ethnographic museums. N’Diaye, who worked for many years at the Musée de l’Hom-
me in Paris in the Africa department headed at the time by his wife Francine N’Diaye, 
produced numerous drawings of African masks and statues (» Fig. 3–5). These draw-
ings show isolated objects almost in the manner of documentation. Through draw-
ing techniques that are typical of the European academic context, such as the use of 
cross-hatching as a method for modeling volume through shading, N’Diaye evokes the 
three-dimensionality of the objects on the surface of the paper. He never  considered 
the African art objects a model to follow in his own artistic practice but rather a motif 
whose volumes, lines and shapes he studied.

 22 Harney 2004, p. 63.

Fig. 3 Xu Beihong, Woman, 
coal on paper, 32 x 50 cm, 
1924, Xu Beihong Museum, 
Beijing.

Fig. 4 Iba N’Diaye, Étude 
d’après un masque de course 
dan, 1982, ink on paper (in: 
Huchard 1994, p. 48).

Fig. 5 Iba N’Diaye, Croquis 
d’après une statue ibo, 1980, 
ink on paper (in: Huchard 
1994, p. 48).





































































































































































































































































































“La página...”



















“The ‘words & pictures’ that make up the comics language are often described 
as prose and illustration combined. A bad metaphor: poetry and graphic de-
sign seems more apt. Poetry for the rhythm and condensing; graphic design 
because cartooning is more about moving shapes around — designing — then 
it is about drawing.”

“Las ‘palabras e imágenes’ que componen 
el lenguaje de los cómics se describen a 
menudo como prosa e ilustración com-
binadas. Una mala metáfora: poesía y 
diseño gráfico parecen más aptos. Poesía 
para el ritmo y la condensación; diseño 
gráfico porque la caricatura se trata más de 
mover formas, diseñar, que dibujar.”























































Un secreto profesional (fragmento) 
 
“La creación de una imagen comienza por interrogar 
a las apariencias y por hacer ciertas marcas. Todos 
los artistas descubren que dibujar, cuando se trata 
de una actividad compulsiva, es un proceso recípro-
co. Dibujar no es solo medir y disponer en el papel, 
sino que también es recibir. Cuando la intensidad de 
mirar alcanza cierto grado, uno se da cuenta de que 
una energía igualmente intensa avanza hacia él en la 
apariencia de lo que sea que esté escudriñan do. […] 
El encuentro de estas dos energías, su diálogo, no 
tiene la forma de preguntas y respuestas. Se trata más 
bien de un diálogo feroz e inarticulado. Hace falta fe 
para mantenerlo. Es semejante a excavar un túnel en 
la oscuridad, excavar bajo lo aparente. Las grandes 
imágenes se producen cuan do los dos túneles se en-
cuentran y se unen perfectamente. A veces, cuando 
el diálogo es rápido, casi instantáneo, se parece al 
proceso de tirar y coger una pelota. No tengo una 
explicación para esta experiencia. Senci llamente creo 
que muy pocos artistas negarán su existencia. Es un 
secreto profesional.”
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