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A 4-DAY SEMINAR WAS ORGANIZED AROUND SEVEN FAFERS WHICH
PROVIDED A BASIS FOR CISCUSSION FROM MANY FOINTS OF VIEW. THE
PARTICIFANTS WTRE THOSE INVOLVED IN WORK IN THE ARTS WITH THE
CISADVANTAGED IN VARIOUS AREAS, AS WELL AS A FSYCHOLOGIST, A
SOCIOLOGIST, AN ANTHROFOLOGIST, A RESEARCH SFECIALIST IN ART
ECUCATION, ANC REFRESENTATIVES OF STATE AND CITY EDUCATION
CEPARTMENTS. THE DISCUSSIONS CENTERED AROUNC THE THEORETICAL
EVIDENCE ANC THE CEMONSTRATION FROGRAMS WHITH WERE FRESENTED

. BY THE PEOPLE INVOLVED IN THEM. THE FROGRAMS COVERED A WICE

RANGE, FROM THEATER PRESENTATIONS AND CONCERTS WHICH TRAVEL
INTO A NEIGHBORHOOD ANC PROGRAMS IN INFORMAL CENTERS TO THOSE
IN SPECIAL STHOOLS. EXAMFLES WERE CITEC TO DEMONSTRATE THAT
THE ARTS CAN PROVIDE THE FIRST EXFERIENCE OF FOSITIVE
ACCOMFLISHMENT AMONG THE DISACVANTAGED, AND FROM THIS CAN
CEVELOF A SENSE OF FERSONAL FRICE LEADING TO OTHER
ACCOMPLISHMENTS. EMPHASIS WAS ON THE FUNCYIONAL USE OF THE
ARTS TO ENABLE THE CREATIVITY IN EACH FERSON TO REACH ITS
FULLEST POTENTIAL. ON THE CONCLUDING DAY, A FANEL CISCUSSED
"THE FEDERAL RESOURCES FOR SUFPFORT OF THE ARTS. (TC)
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A shorter, narrative report of this Seminar tenta-
tively titled "The Arts and the Poor: A New Challenge for
Education'' is being written by Judith Murphy and Ronald
Gross of the Academy for Educational Development. This
will be published by the G. P. O. and will be available from
the Superintendent of Documents, Washington, D. C.,
probably in the suirmer of 1967. Inquiries regarding avail-
ability of the report and cost shiould be addressed to the
Director of the Arts and Humanities Program, U.S. Office
of Education, Washington, D.C. 20202. |
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INTRODUCTION

In recent years there has been a tremendous increase
of activity and interest in the entire field of the arts and also a
new awareness of the poor and disadvantaged in the midst of an
affluent society. These two developments are having an enor-
mous impact on our educational process but they have, for the,
most part, been largely separate in their influences. There is,
however, a growing body of evidence which suggests that the
arts may have a vital function to perform in the field of educa-
tion. This function may offer us a most important key for

' reaching, motivating and teaching the disadvantaged child and
- adult. In fact, the function of the arts may well be a pre-

condition of the most fundamental kinds of learning needs for
all children. Although this has been the strong belief of many
artists and of the best art educators, there has been little
literature and little basic research in this area. Discussions
with the specialists in the Arts and Humanities Branch of the
United States Office of Education and the Office of Economic
Opportunity led to the conviction that a developmental meeting
was essential.

The objectives of the meeting were to draw upon the
experiences of people involved in the many areas of the arts
and education and upon the theoretical evidence in order to
isolate the kinds of motivation which the arts can provide; to
examine on-going programs in this area; to suggest other
programs as demonstrations or models; to recommend
needed research; to find ways of disseminating this informa-
tion to reach those who are responsible for education curricula
and planning. it was hoped this conference would focus na-
tional attention on the role arts experiences can play in the
educational phase of the War on Poverty and, ultimately, in
relation to the learning process of all children.
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METHOD

In planning such a developmental seminar, it was con-
sidered important that all of the arts be represented and that
as far as was possible invited participants represent those
working with different groups of the disadvantaged and not only
with the urban Negro. Thus individuals who were involved in
work with the American Indians, the Spanish Americans, the
poor whites and in rural as well as urban areas were invited.
A psychologist-artist, a sociologist and representatives of
art education departments, city and state school systems who
were also involved in work in these areas were included among
the participants. And finally we included specialists in the
field of research in art education.

T oo

A

The Agenda for the four day conference was planned
around seven commissioned papers which are reprinted in full
in the following pages. Following each presentation there was
extensive and lively discussion by all participants. Following

- the two days devoted to these papers and discussions the
thirty-four participants were divided into two work groups who
were charged with the task of considering various areas of con-
cern in depth and informulating recommendations for action.

To help in focusing attention during the work group sessions
five major topic questions were prepared:

£33 T/ 3

1. In what ways can we use the arts to improve
the learning process generally?

2. What do we need to know about the use of the
arts in meeting the needs of the disadvantaged
learner which research can help us determine ?
What kinds of research are needed? What
are the limitations, if any, on what we can
learn from research in this field?

3. How can we identify the best of the on-going
programs (inside or out of the schools) and
make the experience gained from a variety of
models available nationally? What new
programs may need to be developed and
mounted ? ‘

‘.
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4. How can we best disseminate our findings and
stimulate the kinds of research and demon-

stration activities which can produce worth-
while educational change ?

5. What are the resources available to us and

how should they be allocated to the different
tasks involved?

In addition to these discussions, evening sessions were
planned which provided an opportunity for discussion of specific
on-going programs. Three reports were presented each even-
ing oy the person actually involved in the work and these were
followed by questions and discussion. The programs ranged
from those such as theatre presentations or concerts which
travel into a district or neighborhood and programs in informal
centers, to those included in the curriculum of special schools.
Brief reporis of these programs are included in the Appendix.

Of special significance to this investigation was a panel
of three artists who are, at present, working in as many dis-
advantaged areas; one in the field of music with children in
Harlem; New York; one with American Indian youth using the
arts of their heritage; and the third in the field of creative

writing with older boys (school drop-outs) and adults in Watts,
Los Angeles.

An exhibition of art work produced in several Job Corps
camps and centers added a special note to the atmosphese and the
discussions. It was of intense interest to the participants to
read the statements by the teenage boys and girls who produced

the work, most of whom were not planning to make théir living in
the arts.

The commissioned papers, the edited discussions fol-
lowing each paper and the final work group reports which follow
“will point up the areas of concern and the recommendations which
resulted after four days of intensive meetings. '
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KEYNOTE ADDRESS: EQUAL OPPORTUNITY FCR EQUAL.
ENUCATION AND EQUAL EDUCATION
FOR EQUAL OPPORTUNITY

THE HONORABLE WILLIAM S. MOCGRHEAD
Congressman from Pennsylvania

I commend you for undertaking a fresh look at a way to
solve America's most pressing -- and most difficult -- domestit
problem. '

The social, economic, and educational poverty of
America's poor -- and most especially those of minority groups
-- is this nation's most pressing and most difficult domestic ‘
problem. '

For 200 years we have practiced systematic discrimina-
tion against Negroes in virtually every level of life, denying them
equal opportunity with members of the white majority.

In recent years we have adopted as national policy the
belief that in America there should be equal opportunity for all
citizens regardless of race or color or creed.

However, we have found that equality of opportunity is
not enough. U.S. Civil Service examinations, for example, are
given and graded without regard to race, religion, or back-
ground. But if two young men take the test for the same job, the
one who comes from an educated family and has been to a good
suburban. high school is almost certain to outscore the one whose
family is uneducated and whose only schooling has been in slum

. schools.

To correct this situation some have argued for compen-~
satory opportunity -- a kind of reverse discrimination. I doubt
that this is good philosophically and I am sure that it is bad
politically. '

There must, however, be a solution and I believe the
politically acceptable solution is compensatory education so as to
achieve the reality of equality of opportunity. Ultimately our
goal should be equal education for equal opportunity. '
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Certainly, that is the fundamental principle behind the
war on poverty.

We have -discovered that the single most powerful
weapon in the war against poverty is education -- education at all
levels, from Project Head Start for the pre-kindergarten child,
to the Neighborhood Youth Corps for the high school dropout, to
the manpower retraining program for the aging unskilled worker.

Education, we have learned, _éan break the cycle of pov-

erfy. We have made a start.

But it has not been enough. We have watched Head-
starters enter kindergarten, then first grade, and stumble,
falter, and fall back, even to perform at lower levels than those
without.Head Start training. Why? Because the slum schools
they were attending had inadequate teachers, teaching materials,
and space, and courses so boring, so banal, that the eager Head
Start graduates lapsed into boredom and withdrawal.

" What these Head Start children, and their peers without

~such training, really need is not just "equal opportunity for edu-

cation, " but education adequate to give them true equality of
opportunity. In the United States we see just the reverse.

Choose any city, and go first to an elementary school
on its suburban fringes. You'll find bright-eyed, well-scrubbed,
well-fed children in bright, well-lighted modern classrooms,
being taught by a competent middle-class teacher from a wealth

.of books written by middle-class educators for middle-class

children who have been prepared for school in an educated
family. '

Go next to an elementary school in the heart of the
city's hard-core slum where you'll find ill-clad, hungry children
in the custody of a teacher either’ poorly trained for her task or
frustrated in it by lack of proper teaching materials, cramped
classrooms, oversize classes and -- perhaps most importantly
-- any knowledge of how to reach children hopelessly ill-equipped
for the great American middle-class education.

There's nothing wrong with the suburban elementary
school. The children will get as good an -education as they're

capable of absorbing because the curriculum is geared to their

backgrounds. ’
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There is something wrong with the slum school, and
not even Head Start's masswe 1n;|ect10n of middle-class bias

into its students can cure it.

How cam you teach the alphabet from a standard ABC

" book when three -quarters of the children have never seen or

tasted A for Apple or O for Orange, have never heard of Z for
Zebra of E for Elephant? How can you excite children whose
curiosity at home has been rewarded with a vicious slap or a
shouted ''Shut up!"? In our slum areas the basic premise of
our educational system -- that a significant part of each child's
education takes place at home -- just doesn't exist. |

If "equal opportunity for equal education' is to be made
a reality, this central question must be answered: Given the un-
fortunate background most disadvantaged children bring to
school, how can they be excited, stimulated, motivated, and
made to interact socially with other people ?

How do you teach a child who is not verbally oriented ?

It seems to me that this is the basic question you are
asking yourselves at this conference: How do you teach, how do
you stimulate, how do you inspire a child who is not verbally
oriented?

You are here to explore an exéiting possible answer to
this question -- the arts.

Primitive societies are not verbally oriented and yet.
most societies have created their own art of music and dance.
Cro-Magnon men may not have been verbally oriented, but they
created beautiful pictures on the walls of the Lascaux caves.
The earliest manner of written communication took the form of
picture words, or hieroglyphics. The earliest form of litera-
ture was created by the storyteller or ballad singer, whose
stories or ballads were sometimes portrayed by actors so that
those who could not fully comprehend by words alone could be-
gin to understand from a dramatic presentation.

From the dawn of civilization, the creative and per-
forming arts have had a long history of association with the
process of educatlon
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What you are seeking to do here today is to unite in a
modern setting these familiar partners of education.

In most school cilrricula, the arts are assigned a .
secondary, or supplementary position, and are frequently
lumped with other courses designed for "enrichment.'" This
is a reflection of certain generalizations made about the arts
and humanities.

One frequent generalization is that these fields of
knowledge do not usually offer a direct route to a vocation or
profession, although skill and interest in them may énhance
vocational opportunities. This generalization fails to recognrze
the value of the arts for all men regardless of their abilities,

. interests, or means of livelihood.” The arts are valuable pre-
cisely because they are focused upon universal qualities rather
than upon specific and measurable ends.

This conference is an exciting departure from the usual
approach to improving education. Both educators and the general
public are tempted to think that the only way to improve educa-
tion is to offer new courses of study. Too often such efforts
result only in a rearrangement of the same material and not in
any new knowledge or understanding. We are seeking a new
educational approach, a new tool tc stimulate a sense of ex-

citement about learning, a sense of identity with individuals and
the world.

The danger in seeking a new approach to the use of the
arts as a teaching tool is over-simplifying the problem. There
can be no single curriculum in the arts, bpcause needs vary
from school to school and even from child to child. What we-
must attempt to do is find out how the arts can best be used as
an educational tool, then leave the 1nd1v1dua1 selection of mater-
ial and empha81s to each school.

You in this conference have the experience and the
ability to determine how the arts can be used to spur education.
I would like to emphasize the importance of communicating your
discoveries. "If the improvements in usirg arts as teaching tools
are to reach more than a scattering of schools, new materials
must be written, new visual and auditory presentations must be
~ developed, teachers and administrators must be introduced.to

them, and centers must be set up to derionstrate improved
practice. '
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Four other considerations occur to me for a re-study
of the arts as a teaching tool. '

First, the.over-riding concept in using arts as a means
of reachirig the disadvantaged should be selection, as opposed to
coverage. OQur schools have become so obsessed with covering
everything in a given field that they frequently run the danger of
doing nothing well. For a disadvantaged child, broad coverage
of content at the cost of understanding and insight can increase,
not diminish, his sense of alienation from other individuals and

the world. One child may respond to music and ancther to the
visual arts.

If arts are to be an effective teaching tool, the cur-
riculum planners must discriminate between the trivial and the
significant and use the significant, whether it be rhyihm in
music or color in a painting, to magnify the student's commit-
ment to learning, and more basically, to life itself. As a
corollary to this idea. teachers should be prepared to teach
the students to expand and continue their understandmg
independently.

Thus, the function of the school in using arts as a
teaching tool is to use well-chosen materials and ideas, appro-
priate to the student's interest and capability, to involve his
attention so closely that the skills and perceptions he thereby
acquires remain with him through the remainder of his educa-
tion and through his life.

Second, attempts should be made to relate the stimuli
of the arts to the student's other subjects in school and to the
individuals learning with him. 'This approach is now saved for
1nterdlsc1p11nary courses 1n the late high school years or for

""general education courses' required in many colleges. But
students can and should be made aware of the common denomi-
nators in the arts -- color, rhythm, and tone are common to
a broad variety of the visual and performing arts.

Third, an orderly sequence in instruction should be
insisted on, so that every young person, according to his ability,
is continually introduced to new concepts wiiich expand the mean-
ing and significance of all he has learned before. Gaps that
cause an area of study to become a scattering of islands rather
than a continent of meaning and experience must be avoided,
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and the pace of learning must be continually adjusted.to.the
developing maturity of the students so that experiences in art
or music, for example, do not become repetitive and boring.

Fourth, as the education process continues, we can
begin to verbalizz some of the concepts which were initially
communicated through the arts. This is essential because all
men require that a vision be held before them, an ideal toward
which they may strive. Americans need a vision today as never
before in their history. The arts and the humanities offer what-
ever understanding can be attained by fallible humanity of such
enduring values as justice, freedom, virtue, beauty, and truth.

To the frequent charge that the arts and humanities
are impractical and that they must give way in our schools to
narrow concern with those studies which seem more immedi-
ately connected with economic opportunity for the individual,

I would assert that the arts and humanities play a uniquely ef-
fective role in determining a man's behavior and values. In-
cluded in the arts and humanities are those studies that help ,
man to find a purpose, that endow him with the ability to criti-
cize intelligently and therefore to improve his own society, and
that establish for the individual his sense of identity with other
men both in his own country and the world at large.

Without a moré widespread understanding of their
value, the efforts now under way are unlikely to remedy the
problems we see confronting the schools. Lack of properly
educated teachers, lack of space, time, and teaching materi-
als, and lack of understanding of the way the arts and humani-

ties operate in stimulating the individual are the chief
difficulties we face.

The schools require more than just the example of a .
few islands of excellence if they are to achieve needed progress
in the next ten or fifteen years. They require the massive sup-
port which can come in our huge country only through the interest
of national agencies with the resources and the leadership to
work in all the areas of the arts and humanities, in all areas of

the country, and at all levels of eleméntary and secondary
education. '
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We have two such agencies -- the Foundation on the
Arts and Humanities, and the U. S. Office of Education. The
Foundation's Endowments are free from control by any one
group, they have the flexibility to assist both individuals and
organizations, they can ehcourage the development of new
approaches by communicating the arts and humanities to all
our citizens. The Office of Education has enormous financial
and policy leverage, and a driving commitment to give all our
citizens an equal opportunity for an equal educatjon. It seems
logical to me that these two agencies should join forces in
bringing the arts and humanities to bear on the social and edu-

cational needs of the disadvantaged.

These agencies are-uniquely situated to seek not only
an equal opportunity for equal education for all Americans, but

also equal education so that all Americans will have equal
opportunity. '

I%ez,a_,‘rnestly hope that these agencies and this Conference
succeed in de'_"yeloping ways of using the arts as primal tools for
stimulating and motivating our disadvantaged children in their
educational and social lives. If they succeed they will have

done more than their share in fuifilling one of the goals President
Johnson set for the Great Society: .

""The finding of new ways to stimulate

the love of learning and the capacity
for creation.,"
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REACHING THE DISADVANTAGED LEARNER THROUGH
THE ARTS

KATHRYN BLOOM _
Director,” Arts and Humanities Program
U.S. Office of Education

Ladies and Gentlemen:

Tonight we begin four days of intensive ‘and purposeful
discussion dealing with a concept about education which most of
us believe to be of immense significance for the entire spectrum
of teaching and learning. Stated in its broadest terms, this con-
cept assumes that the creative process involved in the visual and
performing arts can be utilized as a basic tool in the entire edu-
cational process.

This certainly is not a new idea. As a matter of fact,
evidence of its educational relevance and worth has been Dro-
vided time and again in recent years; yet curiously enough, it is
a concept which educators have generally failed to respond to or
to examine in any serious, systematic manner.

Our purpose here during the next several days will be to
take this basic assumption several steps further. Our thinking
will be directed toward the practical possibilities for bringing the

full potentials of the creative arts to bear directly on one of the

nation's most crucial and challenging problem areas: the educa-
tion of the disadvantaged. This means that for the most part we
shall be dealing here with the arts in a distinctly functional and
utilitarian sense.

Now -- you have come here to participate in what we re-
fer to as a developmental conference, supported by a research
grant to the Brooklyn Museum from the Arts and Humanities
Program of the U.S. Office of Education. So that you will under-
stand more fully what we are attempting to accomplish by sup-
porting this conference, I would like to take a few minutes to
explain something about the work of the Arts and Humanities
Program, as a research arm of the Office of Education, and how

. developmental activities such as this fit within the broader scope

of our program activities.
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As many of you know, the Office of Education has a
long-standing interest in the field of the arts and humanities.
The conviction that the arts were an increasingly important,
though long-neglected, aspect of our educational system, and
that services in this area should be strengthened, resulted in
the establishment of what was calied the Cultural Affairs Branch
in August of 1962.

I shall not attempt to lead you through the various steps
in'the subsequent development of this program within the struc-
ture of the Office of Education. Suffice it to say that, by the
summer of 1965, when the Office of Education was organized into
its present structure, the major activities relating to the arts in
education became known officially as the Arts and Humanities
Program and were located in the Office of the Associate
Commissioner of the newly-formed Bureau of Research.

This move reflected, among other things, the fact that
two years ago funds were allocated for the first time specifically
for the support of research in the arts and humanities from the
Cooperative Research Act. By that time, specialists in music
and art educaticn, theater and dance, museum education, and the
humanities had been added to the staff and the program had been
provided with increased responsibilities.

These developments coincided with the passage of a
unique series of legislative acts on several related fronts which
had their culmination over the summer of 1965. A number of
education bills were enacted into law with specific provisions
which could provide support for the arts and humanities. And,.
on September 29, 1965, the President signed Public Law 89-209
which established the National Foundation on the Arts and the
Humanities. This, as you know, sets up a Federal Council on
the Arts and Humanities, consisting of twin endowments -- the
National Endowment for the Arts and the National Endowment for
the Humanities -- each of which has its own National Council as
an advisory body. “

In view of the attention which was focused nationally on
the arts and humanities at the Federal level, and in view of the
complementary relationships which had been established with
individuals and groups affected by this legislation, it was con-
sidered advisable to create a position which couid represent the
Commissioner of Education in arts planning and organizational
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matters on an interagency level, as well as within the Office of
Education itself. This concern resulted in my appointment as
Special Advisor on the Arts and Humanities by the Commissioner
during that same summer, 1965.

So much for the developments which have brought the
arts and humanities to their present degree of emphasis in the
Office of Education. Let me now become more specific about
our purposes and methods.

We conceive the purpose of the Arts and Humanities
Program to be essentially this: to develop programs and activi-
ties designed to promote extensicn and improvement of education
in the arts and humanities at all educational levels. Primarily,
of course, attention is given to the arts and humanities within the
formal school system -- but, at the same {ime, we have sought
to promote the fullest utilization possible of informal educational
programs, such as those offered by the community arts, music,
theatre, and dance groups, and education programs conducted by

.museums, cultural centers, arts councils, neighborhood houses,

and local agencies of the poverty program.

A primary means for utilizing Federal rescurces to im-
prove education in the arts and humanities was the planned use of
invited developmental activities. By developmental activities we
mean simply activities which are stimulatory in nature: which
focus attention nationally on some of the most urgent problems

we face, and are a means for generating action to effect educa-
tional change.

During a _three-year: period, twe'nty-four planning con-
ferences and status studies have received support in the amount
of nearly one million dollars. These activities have been car-
ried on in art education, classical studies, crafts, dance, film

study, museu'n education, music education, speech, and theatre
education.

The pattern which has been used in this developmental
program has been, first, to bring together a highly knowledge -
able and articulate group of people to make recommendations
about the "state of the art' in a particular field of education.
Such a group might include curriculum specialists and educa-
tional theoreticians, psychologists and sociologists, administra-
tors, critics and historians, together with arts practitioners

such as musicians, artists, dancers, actors, and theatre directors.

13
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Secondly, activities which involve extensive background
work are combined with dissemination conferences to develop
guidelines for needed research and curriculum improvement.

Third, surveys are made of innovative projects and pro-
grams which can provide models for the field as a whole, or

which contain the seeds for new approaches that can change or
improve education generally.

In addition, several developmental activities have been
directed toward needs peculiar to a specific field. Examples in-
clude a project exploring the question of the relationship of aca-
demic and professional theatre in the training of actors; and a
survey of practices which are particularly successfal in present-
ing musical concerts of professional quality for school age
children. This project, incidentally, will be significant not only
in general educational terms, but in raising standards for
Title III (ESEA) projects involving the arts.

These developmental activities have resulted in state-
ments and recommendations of major significance regarding the
status of the fields involved, and of the steps which need to be
taken to generate effective educational improvement in them.
Broadly disseminated, these statements and recommendations
have received national attention at all educational levels, and
their impact has been felt both within the educational enterprise
itself and in informal educational programs being conducted out-

side of the school environment.

Conducted in this manner, these developmental activi-
ties provide assurance that the program goals which are deline-
-ated and the priorities which are established to meet those goals
represent a consensus of the best thinking available. At the
same time, they have produced an increasingly informed and
energetic constituency which is using all the available resources
in an imaginative and effective manner to meet specific educa-
tional problems. Finally, they have served to stimulate a large
number of new proposals in a variety of fields.

' Perhaps the most striking example of this is the Yale
Seminar on Music Education which, in 1963, brought together in
an extended working session.leading representatives of the many
.areas which comprise the field of music. The report of this
conference, Music in Our Schools: Search for Im’p;ovemeﬁt,
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published by the Office of Education and made widely available,
resulted in some twenty.new proposals of genuine merit related
to the improvement of instruction in music. Of major signifi-
cance among them are The Juilliard Repe ~tory Project and the
project sponsored by the Music Educators National Conference
on the uses of educational media in the teaching of music.

Without reference to specific disciplines in the arts and
humanities fields, I might indicate to you some of the program
areas which seem to us to hold productive possibilities for future
investigation, either through specific research projects or as a
result of developmental activities. They include, and not neces-
sarily in order of priority, the following areas:

*  Basic research into the nature of perceptual
learning;

*  Curricuium development and improvement,
with emphasis on training of the talented in
the arts as well as on ways in which the arts
can be taught most effectively in general
education at all levels. This would encom-
pass sequential curriculums in the arts, as
well as efforts being made to develop inter-
disciplinary approaches, or to enrich other
subject areas such as history and literature;

*  Projects designed to strengthen the effective-
ness of state departments of education in the
arts and humanities fields;

%  Teacher training projects -- including re-
training, and with emphasis on in-service
courses;

6»
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*  Training for administrative occupations in
the arts -- a crucial need, as many &f you
are aware, I am sure;

*  Training effective educational researchers in
the arts and humanities fields -- another cru-
cial area of need, and one which is critical to
any substantial expansion of research afforts
in these areas; in fact, it may well be one of
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the questions which absorbs us seriously in
our own deliberations these next few days;

*  Projects carried on jeintly with other agen-
cies, such as the Educational Laboratory
Theatre project, supported jointly by the
National Endowment for the Arts and the
Office of Education;

%  And finally, the critical program area that
is of immediate concern to all of us here
this evening -- that concerned with ways in
which the resources provided by the arts,
and by arts-related experiences, can be
utilized to meet the urgent needs of the
disadvantaged.

The Arts and Humanities Program has, from time to
time. during the last several years, provided support for perhaps
half a dozen research projects aimed at exploring isolated as-
pects of this broad program area. Some of these are still in
process; others have now been completed; in either case, you
will be hearing more about them, because several of the project

investigators are among the participants invited to this
conference.

It is apparent to us that this is a subject which is begin-
ning to engage the attention of an increasing number of people on
a variety of educational fronts throughout the country. Your pre-
sence here tonight attests to that -- and I might add that, as
planning for this conference has become known, there has been
an extrzordinary number of inquiries about it, and far more re-
quests to participate in it than could possibly be accommodated.

These expressions of interest and concern, however,
merely tend to emphasize the obvious central fact: that we have
only begun to explore the full dimensions of the concept from a
research and development point of view. Tiere is as yet very
little hard knowledge about the subject area generally, and the
prevailing convictions about the role of the arts in meeting the
educational needs of disadvantaged children are still largely

hypothetical: we have little in the way of direct evidence to sup-
port them.
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Certainly, there are striking instances in which break -
throughs have occurred, sometimes stemming from creative
approaches on the part of individual teachers and administrators,
or as a result of special arts programs developed by varinus
organizations, agencies, and institutions outside the schools.

But these instances have seldom been accompanied by
anything more than superficial evaluations, often of a subjective
and observational nature. We know that something has worked
in a certain instance -- that positive changes in attitude and be-
havior have taken place, that motivation for learning in other
academic subject areas has been improved, that concepts of indi-
vidual identity have been strengthened, that (in the vernacular)
disadvantaged children have been "turned on" by their involve-
ment in arts experiences -- all this we know. What we don't
know with any degree of certainty is how it worked in these in-
stances, nor precisely why it worked. And, lacking this knowl-

edge, we have little to guide us in using the process in other
situations.

What'l am saying, I think, is that we have yet to pro-
vide the kind of direct evidence we need to convince the educa-
tional establishment generally (administrators, supervisors, and
teachers) that the process really works -~ that, indeed, you can
reach children when you use the arts as a lubricant in the learn-
ing process.

For example, it is now quite evident that many of the
learning problems of disadvantaged children are associated with
the acquisition of verbal skills. The vast number of school sys-
tems which utilized Title I (ESEA) funds this past year to estab-
lish programs in remedial reading attests to the crucial nature
of this problem. Since communication in virtually all of the arts
can take place on a non-verbal level, these remedial reading
projects could have provided an ideal setting in which to test the
use of non-verbal experiences in the arts to break through the
language barriers which have obviously blocked the development
of reading skills in the disadvantaged child. A tentative assess-
ment reveals, however, that very little was done to explore these
possibilities in a systematic manner.

For all of these reasons, it has seemed to us essential
that the Arts and Humanities Program place increasing emphasis
on this broad problem area, with a view toward stimulating the
development of new research projects that may provide us with
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the answers we so urgently need. To assist in carrying out this
program systematically, Junius Eddy was appninted as a con-
sultant to the Arts and Humanities staff earlier this year.

Mr. Eddy has had broad experience in virtually all of the fields
bearing on this problem, inclading service as a school-board
member, as an administrator of statewide arts programs, as

a director of theatre projects at Karamu House (the interracial
cultural arts center in Cleveland), and as a staff member of a
national citizens organization concerned 'with problems of the
public schools. ' "

As a first step in the development of this new program
area, the proposal which has enabled us to hold this develop-
mental conference was invited from the Brooklyn Museum with
Miss Hanna Rose (known to most of us as Toby) undertaking the
organizational assignment as principal investigator. As
Education Curator of the Brooklyn Museum, Toby Rose has
been instrumental in developing the many outstanding educational
programs which have brought thousands of young people and
adults in the Bedford-Stuyvesant area of Brooklyn into direct,

personal involvement with the museum for many years.

Now that you are here, and the conference has official-
ly begun, what do we hope it will accomplish? Broadly speaking,
we confidently expect that, from this conference, will come the
information, ideas, suggestions, and recommendations that are
essential for the development of a coordinated and comprehensive
program of research and demonstration in this field. Further,
we believe that your participation in these discussions can help
us to identify accurately what the current "state of the art" ac-
tually is in this field of investigation, and to assess the full di-
mensions of the research areas involved, including what appear
to be the major unanswered questions.

Using as guidelines the suggestions and recommenda- _
tions you will be evolving these next few days, we hope it will be
possible to undertake a systematic analysis of existing projects
and programs (including many established under Title I or
Title III of ESEA) which seem to hold the best promise for gigni-
ficant outcomes. One purpose in this analysis would be to deter-
mine whether or not any of the ongoing projects in the arts are
immediately susceptible to productive new research.

18
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Thus it may be advantageous to establish research plans .

of considerable depth and scope in connection with outstanding
projects already under way, prcvided they seem to be attacking
the questions you consider relevant. At the same time, it is
also possible that a number of entirely new research projects
will need to be directed toward fundamental problems which have
not previously been explored, or which are not susceptible to
productive research through existing programs and projects.

Ultimately, of course, it may be desirable to establish
major demonstration projects -- presumably in cooperation with
other governmental agencies or with other Office of Education
programs -- which would test the most significant research find-
ings in model programs. Provided their value to the educational
process can be adequately demonstrated, these high-visibility
demonstration pregrams could become key factors in the develop-
ment of significant educsational change.

In conclusion, I would be remiss if I did not point out
that we have no preconceived approach to this problem. The
possible outcomes I have suggested are not foregone conclusions;
if they were, we would not have sought your advice and counsel
over a four-day period.

It is also possible that we may have attempted too much
by subjecting the program area to such a broad, general exami-
nation. A Perhaps, instead of focusing our attention on all the arts
and on all levels of the educational system, you may conclude
that we need, first, to consider particular areas of the arts, or
that each art form must be assessed in relation to a particular
educational level, or to a particular problem related to the edu-
cation of disadvantaged children. If this seems to hold greater
promise in attaining stated objectives, we would welcome your
suggestions for the development of a more particularized
approach to the problem. -

And, finally, assuming that you do reach some degree
of consensus about the validity of further program developments
in this area, we hope that you will give some attention t~ the

. methods of disseminating information about it which are most

likely to generate a positive response from the field. We are not
interested in discussion simply for discussion's sake; we are
looking for positive outcomes which can lead directly to valid
educational change in the shortest time possible, consistent with
sound planning and sound research practice. .
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B With this’in mind, I conclude with the obvious statement -
' that the conference now belongs to you. All of us in the Arts and .
Humanities Program -- indeed throughout the Office.of Education . a !
- == will follow your deliberations with profound interest, and with
deep appreciation for your efforts and assistance. Thank you. I :
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THE ARTS AS AGENTS OF SOCIAL CHANGE;
A PSYCHOLOGIST'S VIEWPOINT

ME LVIN ROMAN ,
Albert Einstein College of Medicine

There are two familiar jokes, both deeply embedded in

. American folklore, having to do with being lost. In the first, a
motorist asks a Yankee farmer the way to Bangor. The farmer
sucks his pipe, scratches his beard, and finally aftzr abortive
attempts at directions, shakes his head and drawls, '"You can't
get there from here." The second is the souther .. regional vari-
ant of the first, in which the motorist asks a small Negro boy the
route to several cities. The boy knows none of them. Finally
the exasperated motorist bursts out: "You'pe pretty stupid,

aren't you?" The reply is: ""Well, mister -- I ain't lost. "

Both stories obviously arose out of tensjons between
city and country. Iam proposing that they are applicable to the
tensions and bafflements that now exist between the inner city
and the rest of us -- between the static and stylized life of the
ghetto and the highly mobile society that encloses it. We, the
outsiders, may not know where we'pe going, hut we're going. In
the ghetto, on the other hand, one knows where one is,

Beyond that, there is a quality of "lostness" and aliena-
tion in our hustling, status-conscious, affluent middle class (by
which I simply mean the great majority of us), which is some-
times accompanied by a wistful hope, rarely articulated, that the
poor, who possess nothing else, may hold the secret to the mean-
ing of life. This hope, or wish, has led many to try to find their
way in the ghetto with results that have seldom been more satis-
factory, Ifear, than the tag lines of the jokes.

I am not speaking here of middle-class beats, addicts,
so-called white Negroes, or any whose strongest need is to lose,
rather than find, themselves in the ghetto. Rather I am speaking
of professionals in the human services, most of whom are moti-
vated by sincere feelings of identification with those aspects of
the condition of poverty that they can understand, That their
decent motivations so often lead to frustration and indifference,
sometimes even to callous and cruel behavior, is a clue to how

lost even highly trained people can get in this dark and unfamiliar
terrain.
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Who knows the way? Who can lead us into and out of the
labyrinth? Who, for that matter, can even reveal to us what our
own jokes truly mean? 'The organized significance of art'" --
this is Ralph Ellison quoting André Malraux -- ""The organized
significance of art... alone enables man to conquer chaos and
master destiny." As a psychologist, I may want to draw back a
little from the exclusiveness of that claim for art. As an artist,
I believe that it is profoundly true.

The secret, then, is out. I come to you possessed of two pass-
ports, and the viewpoint I can express on the arts as agents of
social change is not that of a psychologist exclusively, but also
that of a man dedicated to the practice of art. And I must qualify
it still further. ‘ '

In the internal dialogue between psychologist and artist,
my two selves have come to agreernent on a few points.

One is that rigorous self-confrontation -- the willing-
ness to face up to one's values and the anxieties associated with
change -- is essential to effective and creative functioning. The
temptation to resolve conflict and uncertainty by falling back on

that which is familiar and safe rather than moving ahead to that
which is indicated is ever present.

As a psychologist working in the ghetto I have become
increasingly aware of the limitations of traditional therapeutic
approaches and increasingly invested in programs of primary
prevention and social action. When I assert that the encourage -
ment of social action is an essential part of any effective com-
munity mental-health program, it feels to me that I am asserting

an obvious fact. The truth, of course, is that I'am asserting
values.

Similarly in my painting I find myself working toward a
political art of engagement and confrontation -- not unrelated to
the new documentary theatre. M:Lpalntlngs and sculpture are
responses to such ''facts of life' as race hate, national chauvin-
ism, and the litany of evils that attend ghetto poverty. I believe
that every work of art is a moral act. I am convinced -- indeed
I know -- that all art, no matter how removed from social rele-
vance it seems, both triggers and expresses social change.
Values again.
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With this, an end to all introductory demurrals and
hedgings. The viewpoint of this paper is that of a psychologist-
artist-social activist who believes that there is a way to get there
from here -- and that the artist can show us'the way. It lies
through an acceptance of the power of art, and a recognition of

its necessity.

* % %

In its origins, art was closely related to power. Its
decisive function, says the Austrian poet and critic Ernst
Fischer, ''was to exert power -- power over nature, an enemy,
a sexual partner, power over reality, power to strengthen the
human collective. Art in the dawn of hurranity had little to do
with 'beauty' and. nothing at all to do with a.y aesthetic desire; it
was a magic tool or weapon of the human collective in its strug-
gle for survival. "

Fischer argues that art always plays a dual role, that
of magic and myth-making on the one hand, and that of enlight-
ening and stimulating action, on the other. The proportions of
the emotional, or magical, and the didactical will vary from one
age to another and indeed from one work of art to angther, but
both must be present or art ceases to be art. In other words,
art is neither for art's sake, nor for propaganda's sake, but for
humanity's sake. .

It is in this spirit that I propose to discuss the arts as
agents for social change, and not only the arts but the artist --
as magician and teacher, myth-maker and sociotherapist, propa-
gandist and catalyst of social change in our 20th Century
American ghettos. They offer a novel setting for the contempor-
ary artist, in which he will confront a different kind of audience
and, perhaps, produce a different kind of art.

v

But first let's see whether he can work there at all.
East Harlem is not Montmartre, nor is Watts Greenwich Village.
And, for reasons that have much to do with the differences be-
tween creative and bureaucratic personalities, the artist has not
worked freely, happily, or effectively within the traditional
cominhunity-service organizations one finds in the ghettos.

The artist's need for maximum freedom may be seen as
a threat to administrative order: the artist may release energies
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that result in social action directed against the organization he
represents. To the extent that he is a power center in himself,
he always poses a potential problem.

The problem is, perhaps, ultimately unsolvable except
in terms of accommodation and adjustment. If groups are small,
if power is dispersed, if the artist i§ drawn into intimate work-
ing relationships with other professionals, the results may be
highly productive.

The nearest thing to a model for the kind of organization
in which the artist might be productive is found -- not in the
neighborhoods at all, but, of all places, hidden away in the hier-
archical structures of certain large mental institutions. I am
referring to the so-called therapeutic community.

* % *

The idea of the therapeutic community has risen in
reaction to the dehumanizing effects of custodial-style, systems-
oriented hospital care for the mentally ill. It is a revolt of
professionals who have advanced some concepts that will sound

familiar to veterans of the new-style anti-poverty battles: demo-

cratize decision-making; search for indigenous leadership; relax
the boundaries of authority; recognize that change involves the
entire environment; make the organization fit the people, not the
other way around.

The therapeutic community fosters the formation of
semi-autonomous groups with a great deal of emphasis on self-
help and community responsibility. An attitude of permissive-
ness toward deviant behavior is encouraged, along with a
recognition that the hospital environment should provide situa-
tions that approximate the problems and expectancies of life
"outside' -- situations that address the patient's health rather
than his pathology.

There is great emphasis on open communication and
self-appraisal. Change.is considered a two-way street; criti-
cism of authority is encouraged and self-appraisal pertains to
staff as well as patients. Often staff and patients are on a first
name basis. The slogan ""We are all patients" emphasizes the
surrender of professional prerogatives. In some respects this
turns out to be living dangerously, for once the traditional
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barriers are down, who defines the.nature of staff- patient rela-
tionships, and through what process? What s*ould be the outer
limits of the democratization of therapy?

Whatever the theoretical and practlcal problems, and
there are many, the therapeutic community does provide a unique
environment for the artist. As groups form within the commun-
ity, and ties are established among the group members, there is
an extraordinary build-up of energy and latent talent which waits

'to be drawn forth. And it is the touch of the artist that can reap

the harvest.

The important thing is not technique, but the artist's
presence as a permanent and fully integrated member of the com-
munity participating in all .3 functions. Even the most seriously
disturbed and withdrawn pe-1le can be drawn out of isolation and
into meaningful social interaction by means cf art.

For some years I was associated with a therapeutic
community in which artists were used as group leaders and socio-
therapists. We encouraged patient groups to conceive, design,
and execute large murals. Patients learned to cooperate, to
make decisions, and to articulate their feelings about themselves
and their community. In creating the murals, the groups direct-
ly influenced their environment -- a paradigm for social action
in the neighborhood.

In Switzerland, schizophrenic patients in a Lausanne
hospital constituted themselves a group and made motion
pictures -- without prior encouragement by hospital authorities

or artists. The patiénts were merely brought together to be

shown how to run some film equipment acquired for occupational
therapy, or, as the hospital director frankly put it, "to help pass
the time." Completely unexpectedly, the patients decided as a _
group that they wanted to make a real {ilm, and they did.

It took a year to complete. A film-maker provided
technical aid. The patients themselves conceived, animated,
acted in, and photographed '"The Poet and the Unicorn.'" Other
patients made a second film, called "Good Morning, My Eye!"
and a third is now in production. Many of these schizophrenics
had been almost completely blocked and could not be interested
in the traditional arts-and-crafts therapies. But the group
artistic experience helped the patients establish meaningful con-
tacts among themselves and with the environment.
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One should, however, note that risks that accompany
these rewards, for each film is a judgment on the environment.
In the first, the poet-patient of the :itle is released from the
hospital only after all the psychiatrists have marched off to war
=~ and, presumably, mass annihilation. The second includes a
tirade against hospital discipline, and the third, reportedly, is
based on jokes about psychiatrists and psychiatry! The estab-
lishment -~ hospital or community -- must be prepared to see
the energy of the group directed against it.

* % %*

" While the therapeutic community cannot be directly
transposed into a model for social change in which the artist can
play a meaningful role, there are, I submit, some promising.
possibilities, many of which are already being realized in anti-
poverty and community mental-health programs now being devel-
oped across the country. There is a trend in these programs
toward decentralization, and in the next few years we will see a
proliferation of smali neighborhood-based service centers.
These centers will be staffed by indigenous non-professionals,
and will offer a wide range of services related to health, educa-
tion, and welfare. It is within such delineated neighborhoods
that artists as members of a change-team can help crystallize
and bring into full realization that which is healthy amid so much
that is pathological.

I have placed considerable emphasis on the structure
within which the artist may work effectively as a social-change
agent, because it is the setting, and the artist's relationship to
it, that is both critical and novel. What is proposed is that we
harness the power of the artist to help the community articulate
its feelings and to catalyze whatever action may be necessary to
improve its social and physical environment. I think the artist
will feel at home in this role: his current interest in social and
political problems represents, I believe, a return to the main-
stream after a quarter-century of alienation. Throughout most
of this nation's history, most of our artists -- and I include all
of the arts -- have felt that their lives and work bore an ‘organic
relationship to society. Even when bitterly critical, like the
later Twain, or ih\self-imposed exile, like the earlier ‘
Hemingway, the feeling of connection has been clear., It is my
impression that this consciousness intensified between the end
of World War I and the beginning of the Depression, reached a

K2 £

e B A

1 e . i
-

S < R W e R = T e R




high point during the period of the WPA writers and artists and
theater projects and spent itself in the vastness of the national
war effort (and, it must be added, in the postponements and
compromises made in the name of victory).

I pass in silence over the long hight of McCarthy and
. the troubled sleep of the Eisenhower era, except to point out that

. among the handful who represented the conscience of a nation
- there were many artists.

The 1950's erided in a series of awakenings, of move-
ments. Of these the mosi dramatic and electrifying was the
Civil Rights movement, because it proved that the establishment
could be shaken -- that there was a way out of the air-conditioned
nightmare -- that moral courage could still arouse the country.
The Civil Rights movement is the undeniable father of the anti-
poverty movement, despite some signs that the child would like
to deny its obstreperous parent. And, if not the father, the
Civil Rights movement is, certainly, the benevolent uncle of the
peace movement, which had been balancing teacups on its bony
knees until it caught fire from the youngsters staging sitdewns in
coffee shops. The documentary proof that non-violence worked,
even in the face of Southern white violence, gave heart to those
who hope to see non-violence work internationally. More recent-

ly, of course, the peace movement also got a big boost it didn't
want, from the escalation of the war in Vietnam.

Anyway, there was a great national stirring as we
entered the sixties. A young President was urging us to "get the
nation moving again, " and it started to happen. In a number of
initiatives, most notably by establishing the Peace Corps, the
government itself fired the enthusiasm of imaginative people,

youths and artists among them -- and it had been a long time
since that had happened. '

It is sobering to look back on, for the promise of the

sixties has not yet been fulfilled. More than a man died on that
Dallas street in November 1963.

There have been setbacks. The road to the Great

Society has revealed some bewildering turns and twists. But the

ferment is still in the land, voices have been raised that will not

be silenced, questions asked that will not go unanswered. The
artist has not been unaffected. He has already demonstrated that
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he can be drawn into some of our nobler battles, but he is elu- _
sive -- somewhat like the bird in the folk story. You can catch ‘
him, if you can put salt on his tail.

E3 * b3

It is time to confess that when we discuss the artist, we
are talking about an entity little known or understood. I don't
mean that society misunderstands the artist -- that is part of the
conventional wisdom -- but that we know very little about the -
creative process. The literature of psychology is replete with
studies of learning, perception, and intelligence, 21l of which
are doubtless associated with creativity, but they are not it.
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The 1act that creativity has been so little studied sug-
gests that it may not stand so high in our hierarchy of human
values as we think. Perhaps we all tend to view the creative per-
‘son stereotypically -- as ""an eccentric. . .a longhair. .. a true
neurotic, withdrawn from society, inept in his relations with

G O R O SO S PSP T {1

others. . emotionally unstable. .. ' and living ""just this side of L a :
madness. " These epithets are culled from a list compiled by - a -
Donald W. McKinnon, after a six-year, nationwide, group study -
of creativity. They typify widely held views of the creative .
personality. . » g
Are thesc -iews mistaken? McKinnon's answer is a T
qualified "No. ' Having studied and tested several hundred cre- ¥

ative writers, architects, and scientific-research workers, he

and his colleagues found, and I quote, '"...that creative persons

seldom represent fully any of the common stereotypes, and yet a
in some respects and to some degree there are likenesses. It _

is not the’ such images of the creative person are. fantastic but ;
that they are caricatures rather than characterizations, height- E
ening and sharpening traits and dispositions so as to yield a pic~

ture recognizable, yet still out of accord with reality. " 5

Granted, then, that the conventional view is not
altogether invalid, what does it leave out? A great deal, again y = -
according to Dr. McKinnon, and I quote: ... His high level of
effective intelligence, his openness to experience, his freedom 3
from crippling restraints and impoverishing inhibitions, his
esthetic sensitivity, .his cognitive flexibility, his independeace ‘N 1
in thought and action, his high level of creative energy, his un- )
questioning commitment to creative endeavor, and his unceasing ‘
striving for solutions to the ever more difficult problems that
he constantly sets for himself. "
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Perhaps one thing more must be added -- his impera-
tive need for communication in depth, from his innermost self.
In this the creative person resembles the analysand supine upon
the couch. Psychoanalysts have pointed to a communications
parallel between psychoanalysis and the creative process that
would seem to bear directly on the artist's role in society. It is
the similarity of content among the productions of the analytic
patient, the themes of the artist, and the primal themes of myth:
among them birth, death, love, hate, incest, sex -- themes of
the forbidden, the unattainable, and the repressed. That these
materials emerge explosively in psychoanalysis, any practition-
er will testify. They continue to carry tremendous emotional
power when presented in the guises and disguises of art. May
this not account for some of the awe and suspicion with which
society often regards the artist?

Even if one rejects a psychoanal;tic interpretation, the

. fact remains that art speaks the language .of authentic human ex-

perience couched in terms of emotion and aesthetics. Except
for our direct, and often $o inadequate, intercourse one with
another, art is our sole means of expressing or receiving a
vision of life. It enables us to ''live with ambiguity, move from
abstrwction to 1mag1nat10n, from enmity to reconciliation, from
despondency to hope. '

For all his qualities, the artist is frequently at odds
with society. He is a self-expressing iconoclast, highly tolerant
of deviations in behavior and thought (including his own), innately
anti-authoritarian, unorthodox in his approach to problems, un-

compromisingly devoted to truth and beauty as he conceives them.

He is, if you like, the proto-typically inner- d1rected anti-
organization man. :

In work, the artist expresses what the rest of us feel but
can not, or dare not, say. His self-generating, action-oriented
style can be a model of discipline, dedication, disinterested pur-
suit of excellence, and, even, of optimism and hope. For even
if the product is critical or pessimistic, the creative process is
always an affirmation for humanity.

It has often been remarked that societsr appreciates no
artist quite like a dead one. It is not only that deaih defines the

"market by putting an end to production; it is much more, I sus-

pect, that then, at last, society has got the artist pinned down --
no more tricks, sudden reversals of field, scary revelations, no
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more ambiguity. Society's anxiety is greatest in periods of
crisis, and with artists who are inclined to become involved.
One never knows where one stands with a Picasso, a Frank
Lloyd Wright, or a Charlie Chaplin -- or rather, the Philistine
always knows where he stands, and wants an end to it,

I believe the Philistine will take scant pleasure from a
survey of the current scene, for he will find younger artists
becoming more ar 4 more involved. Boundaries are broken every

. day. Poetry moves off the printed page and into the bars and

coffee houses. Painting leaps from easels to hospital walls to
sidewalks. Theater moves from Broadway to Off- Broadway to
Off-Off- Broadway onto the streets and into the parks and play-
grounds. The "happening' -- a new form that is poetry and
painting and theater and music and more -~ happens. We move
toward an art that ‘uvolves the total environment including the
audience -- we mov. toward art as social action.

Let me briefly cite a few examples.

In Delano, California, a strikers' theater has come into
existence, performing on the tailgate of a ton-and-a-half truck,
going out to where the farm workers are with the message of the
Huelga, the grape strike. That the workers get the message is
due in no small part to the fact that the actors’'in.El Teatro
Campesino are themselves strikers. Luis Valdez, the director
and a former member of the San Francisco Mime Troupe, is the
only professional -- and he is a native of Delano who used to
work in the fields too.

The dramatic unit of the Teatro is the acto, a ten or
fifteen minute skit improvised within the framework of characters
identified with the long and bitter struggle of the National Farm
Workers Association -~ scabs, contractors, growers, and
strikers. The cutting edge is satire, and the action often reach-
es out into the audience, as when a make-believé Governor
Brown (the real one had been invited but did not appear) arrived

in a car and was dragged, protesting, onto the truck-stage.

El Teatro Campesino is an indigenous leadership group,
using the materials of the theater to help an impoverished and
exploited community see and define itself. It expresses the
values of the community by making propaganda for the strike,
and does more: because each troupe member is free to express
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his individual values within the improvisational framework, what
emerges.transcends propaganda and takes on the rich textures
and unpredictable nuances of art.

In Amsterdam, a group of young, fun-filled revolution-
ary artists appear to be using their art as a weapon in the strug-
gle to make Amsterdam the City of -~ if not God, then certainly,
Go-Go. The group are called provos, which is short for provo-
cateurs. They believe that authority is always ultimately coer-
cive, and their provocations are designed to make authority show
it.” Forbidden to hold a demonstration, the provos suddenly
appear handing out blank sheets of paper to passersby, saying:
'"Go home and write your own leaflet!" The provos have proposed
a solution to Amsterdam's traffic problem: ban all four-wheeled

“vehicles and provide thousands of communally owned bicycles --

which one may ride where he wants to go and leave for the next
person. The bikes are to be completely white, and to dramatize
their program the provos have been leaving white bikes unlocked
on the streets for anyone to use. The police impound the bikes

on the grounds that they encourage stealing! I can imagine that
the provos laugh a lot, and they seem to know that the authorities
can never afford to get the joke. They are engaged in political
action as some of our young people 'do" happenings, and success-
fully -- a provo has been elected to the Amsterdam city council --
but, except for traffic, the Netherlands is singularly free of the
problems and potentialities, for good and ill, that wrack many

- societies, including our own.

For all their creativity, the provos may prove ephem-
eral. Yet one is reminded that the snake in Genesis was the
first provocateur -- and only squares believe that the Garden
before the Fall was worth living in. I have already mentioned
happenings. Robert Brustein a.few.weeks ago called in the pages
of The New York Times Magazine for a superb, gay, and wild
theater, as a balance for the mechanical frivolity of the musical
comedy and the heavy humorlessne&s of serious drama.

Mr. Brustein suggests that there is something -- he does not,
unfortunately, say what that something might be -- in our culture
that encourages serious artists to become pretentious, and light
artists to dissipate themselves in pure froth. What he calls

"the third theater, " however, is beginning to flourish under-
ground, with intensity, exuberance, and engagement. It is
becoming, says Mr. Brustein, '...a rallying point for all those
frustrated by the moral cant of government leaders and the
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artistic cant of cultural leaders, for its drama. .. seeks relief
from political impotence in untrammeled free expresion, "

I have seen none of the three anti-war, anti-.
Establishment plays Mr. Brusteigl cites as examples of the third
theater -- "Viet Rock," '"Dynaimite Tonite, " and "MacBird." But
it is clear from his descriptions thai they all go far beyond the
illusionist theater, toward a direct engagement of the artist's
emotions with those of the audience.

"America, Hurrah," which opened in New York only
last week, sounds like another in the same genre, and they are °
multiplying. Peter Weiss's new play ""The Investigation" turns
spotlights on the audience to implicate them in the moral action
-- except that on Broadvz'/ay, symbolically perhaps, the spotlights
are dimmed. Productions like these take us nearer to the hap- -
pening, in which the theater itself dissolves and the audience
becomes the cast. ' ’

, I do not wish to add to the flood of words written about
""the theater of total environment. " Anyone who ever encountered
a distorted mirror in a carnival fun house has experienced it.
Nor will I attempt to deal with what a happening is. (Maybe
Louis Armstrong's comment on Jazz applies here: If you have to

- ask what it is, you'll never know.) It is, and can no more evade

its is-ness than a poem can. But happenings have one character-
istic that makes them important to this discussion; they can
make people see their environment.

Happenings may ke, and have been, put on practically
everywhere -- in parking lots, caves, abandoned-tenements,
and on one especially famous occasion, an occupied confererce
hall under circumstances not unlike these. The result, when
the happening comes off, is that the audience-~-spectators are
thrust intc a new relationship with the environment, and if the
environment is a familiar one, they may feel that they are
really seeing it for the first time.

It is the responsibility of the artist who is producing a
happening to define the limits of the environment and so order
the sequence of improvisations that the participant is led to
revelation, If, let us say, the defined space was-a district in a
city and the audience-participants were the residents -- could a
happening change the image of that district? The answer is
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"'yes;" it was done just this year in a section of New York City
that had become a symbol of decadence and nig..t time terror --
Central Park. In addition to happenings, artists under the direc-
tion of Phyllis Yampolsky created and staged a series of Events
in Open Air -- E. I O. A. -- too diffuse and mulii-faceted to
properly be called happenings, perhaps, but with the same joyous
and impudent originality., The administration, by which I mean
Parks Commissioner Hoving, made a couple of other modifica-
tions of the environment: closed it to cars and opened it to bikes
on Sundays, put up some attractive snack bars with striped cano-
pies, but most of all, had the courage to give the artists freedom.
The park became a place for fun and joy, the crime rate dropped,
and even The New York Times, although a mite taken aback at

some of the Bohemian goings-on, gave a nod of approval. At the il
last E. L. O. A.~in October, someone made an effigy and labeled - i
it "Hoving for King. " And if you suspect that there is a moral LR

concealed in this, you are right. We will reach it soon. ' 2
* % *

. There are several w.ys in which artists can be involved -
in community programs aimed at social change.

The most familier, traditional, and safe is that of
teacher. None of us wants rare talent to waste its fragrance .
on the desert air, and the more gifted artists teach in the |
ghettos, the more talented youngsters will be recognized and en- ‘ B
couraged. The discovery and encouragement of individual talent - 1
is a worthy enterprise, but a limited strategy if the goal is insti- ‘
tutional change.

If the artist-teacher is cast in the role of socio~therapist '1
the scope of his responsibilities and the breadth and depth of his
influence are greatly augmented. Because of his magical and
myth-making qualities, as well as his craft discipline and dedi-
cation, he is almost inevitably a charismatic figure to adoles-
cents. The artist can easily become a group leader, serving as
a catalyst of and technical advisor for various kinds of creative
projects that emanate from the neighborhood itself. He can 3
channel individual and group energies into endeavors that use the :
environment creatively -~ for example, street happenings aimed - |
at increasing neighborhood self-awareness. The artist because
of his style and charisma can often reach segments of the popu-
lation inaccessible to traditional social-service professionals.
Thus he is likely to serve as a unique communications bridge
between the neighborhood and program administrators.
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The artist may have another role which relates directly
to his product. I think, based on my own experience, that no
artist can involve himself in the ghetto for long without reflecting
it in his own work. From this may flow two consequences. First,
he begins to seek his audience within the ghetto, and thus be-
comes a force of self-realization and affirmative myth-making
for the community. And second, to the extent that he continues
to have an audience outside, his work articulates the meaning of
ghetto life for the rest of us. ~

Lest m& portrait of the artist as a social-change agent
appear utopian, let me now touch on a few of the problems. Com-
patibility between the artistic and the administrative personality
is simply not in the nature of things. Yet the artist's "'method"
of going about his work is inseparable from the results he is
after. Administrators must forebear; artists must make a genu-
ine effort to, for example, keep the kinds of records that will
facilitate research and evaluation of their-programs. Artists
and administrators must understand that effective change can
only come about through long-term, functional, and intimate in-
volvement in the community: sensational one-shot programs
generate excitement and publicity but when they are over, the
community is unchanged or perhaps worse off than before.
Programmatic flexibility must co-exist with continuity, for with
the introduction of the artist a new, unknown quantity.enters the
field of community and mental-health programs. The artists,
the organizations, and the programs will all change in ways that
cannot be predicted. ‘

Finally, there is the problem of defining boundaries.
Throughout this paper I have used the term ''ghetto" in conven-
tional contrast with the wor® " nutside. In reality, where there is
one ghetto, all are ghettos .enator Kennedy was recently booed
by an audience of college men when he questioned their privileged
draft status. When he asked whether they would like to see an
escalation of the war in Vietnam, the same men cheered lustily.
They favored escalation without personal risk and involvement.
They too are products of a ghetto, which has its own deprivations,
limitations, and sicknesses. There is, in Erich Fromm's strik-

_ ing phrase, 'a pathology of normalcy. "'

You cannot change the man in the slum without changing
the slum. You cannot change the slum without changing the world
outside. The artist, who knows that the world is one, knows this
instinctively, and this knowledge is dangerous. Dangerous, that

-
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is, to the status quo. We come again to the question of power. i
If the artist is introduced as an agent for social change, he will :
tend to exceed his warrant. Somewhere within the herarchy of
power structures, there will be response to this effrontery.
Perhaps there has been, already -- some artists believe that an
informal Establishment blacklist exists, and that active partici-
‘Pants in the peace movement are on it. Be that as it may, the
Establishment must decide whether it will finance artists and
leave them free to turn against it. And if anti-poverty programs
are to include the arts, administrators must decide whether
they believe art is an essential, or a frill to be dispensed with at
the first budget cut or hint of controversy.

I have strong reasons for hoping that these decisions _

are favorable. Too much of what I have said today is based on - :« 4
theory and personal impression, and not nearly enough on docu- ’
mented research and the history of projects. There is urgent .
need for research into the potentialities of the various media -- : !
theater and film, painting and music -- as agents for social '
change. There is urgent need for pilot projects that can be re-
searched. Artists workshops can be attached to neighborhood . e
service-centers. Artists can be given subsidies and encouraged :
. " to move into the ghettos, live and work there, open their studios )
and workshops to the youth of the neighborhood. We have artists- |
in-residence in universities, why not in slums? I should like to ' :
- - see artists -- not art-teachers, but professional artists -- put .
into the elementary schools and encouraged to stage happenings 1
and events in the classrooms,. hallways, and play areas to see
whether we cannot change, first the image of the ghetto school, g
and then the institution itself. At least there would be creative 1
|

|

A |

ferment and excitement that are lacking today.

If we are willing to define our goals clearly, much can - ;
be accomplished. In New York, Parks Commissioner Hoving set
out to meet an obvious need of the people for safe and liveable
parks. He found artists who accepted the goal and were.given
freedom as to means. It seems to me that this procedural model
can be followed wherever and whenever we can agree on what the
needs really are.

I know that is not a small proviso. As things stand, | ]
only the poor themselves are capable of believing that their
poverty is not inevitable. Outsiders can at best facilitate their
belief, and the artist is better equipped to do it than most, for,
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just as the clinician inevitably directs himself to pathology, the
artist directs himself to health.

For the war against poverty to succeed we must budget
a war and not a holding action. We must awaken the conscience
of our nation and implement what A. Philip Randoph has called
a "'"Freedom Budget' for all Americans. Let us avail ourselves
of the power of art for this -task.

)

EXCERPTS FROM THE DISCUSSION WITH MR. ROMAN

Audience: My name is Noah Purifoy and I am from Los Angeles.
I don't think the artist is a mystery. I don't think he should be
lauded as such, and put apart. We have done this consistently
and the ‘artist has enjoyed this position of being put on a pedes-
tal. In our Watts project, the people merely took our junk that
we had collected after the riots, and put it togéther with some
freedom. On the other hand, we feel that to whatever degree
creativity becomes social protest, or aspects of morality or

aspects of, say,/"éoc_ial change as such, then it fails short of
creativity.

Audience: I'd like to ask you to amplify one statement you snuck
in there about using artists and not art educators in the schools.

Mr. Roman: Well, I think I can say what I meant simply and
maybe we can talk about it. I have had very little experience
with art educators and much more experience with professional
artists. The experience I have had with art educators has been
disastrous. The experience I have had with artists working in
these various projects has been very exciting. The main thing

I feel about it is that the professional artist has an excitement
and a commitment to creativity, to his work, that the art educa-
tors I have been involed with have not had. I am not over-
idealizing the artist in the sense that I fcel ne is separate from
everyone else in the community, I think there has been too
much of that and I feel very much that we want to bring the artist
into the community. But at the same time, I don't think it
serves the purpose to deny that we are different in some ways,
ali of us, and there are certain areas of expertise or certain
predispositions that can be useful in one way or another,
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Audience: Mel, would you amplify a little bit about this idea of
‘the artist as a facilitator of affirmative myth-making for the
ghetto community ?

Mr. Roman: I meant that two ways. After all, we all work from
our experience, We paint or sculpt or write from what we know
best. Iam sure many of you who have worked in ghetto areas
know about the kinds of things I mean -- the street-cleanup pro-
grams, and putting all the junk together, They just nailed it
together and painted it and it was called instant sculpture and at
the same time, it cleaned up the streets and produced a symbol
for the cleanup process, so they had a product and so on. But
the point is that many of these artists have told me that their
work had changed after this experience. And they don't as yet
know whether it has changed for the better or for the worse, but
it's changing and they are not working in the same way. What I
mean by "myth" is a system of beliefs and values, organized into
some symbolic reference. I think there would be a commonality
in that. I think there are things that are the same in the ghetto
as they are outside of the ghetto, I mean, the basic myths in.
society and the basic beliefs of society are the same everywhere,

. But there are certain themes that are inherent in certain areas

of the environment that I think can be articulated by the artist,.

Audience: Lots of the statements you made, namely, that if we
only get arts into this, everything will start cooking, have to be
qualified by saying what kind of artists with what kinds of values.

Mr. Roman: I would say, as a generalization, that if we get
professional artists involved in these communities, things will
start cooking. Then we have the responsibility to do exactly
what you're saying. I think that I would say yes, we have to do
the same thing there that we would do with any kind of systematic
research about change -- that is, who is doing what to whom,
under what conditions, for what reasons, and so on,

Audience: My question about values is not rhetorical. I saw the
statement distributed in a dozen places through the paper, that

if you get a person called artist, undefined, one who is calling
himself an artist, what you call a professional artist, which also
is a very ambiguous category, or mixed-up category, into a situ-
ation, then the right things will begin to happen. If he practices
his art. - :
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Audience: My name if Julian Euell, and I'd like to pick up again
on the use of the live artist, as I term it, the guy who is still
practicing his art. I think in the program that I was involved in
one of the criteria that I used, and one of the ideas that I had,
was to go with the artist who was practicing, the live artist, for
I felt that there were many advantages that an art educator
doesn't have. The A-1 advantage is the fact that he is still in
contact with the art world, whether it be a studio or, “if he's in
theater, he still has his theater connections and this gave us a
great deal of range and was very stimulating as far as our young
people were concerned, to move around with the artist, in his
studio, in other artists' studios. Now, as administrators of
these programs, we had the responsibility to evaluate the quali-
fications of even the so-called professional artist or the live
artist. In interviewing him, we have in our minds, (a) what his
skills are and (b) the kind of person he is and how he fits into
where we want to go in relation to the kind of program we want

to be involved in. I worked in Harlem and I had a lot of fellows
come into my office and say, "I paint, and I want a job.'" This
was also part of the whole anti-poverty program atmosphere
where people were looking for jobs. So I had to really go through
a lot of changes, as you might say, trying.to tell this guy that we
were not just hiring people because they paint or because they
think they are artists or whatever, but that they had to have a
certain degree of experience and training, so that they could
impart this to students. So I think it's a determination of the
person who is administering the program to set some standards
in that way. -

2

Audience: My name is Elliot Eisner. I would like to say first
that I think there is another way of interpreting what might be
an appropriate condition for working with culturally disadvan-
taged youngsters in the arts, regarding the kind of personnel
that are needed and appropriate. I have no objections to using
artists, providing that these people have the kind of character-
istics that I think are going to be useful and desirable when they
work with other people. It seems to me that what is important,
working with kids of that kind, is not so much that the man be a
painter, but that the man have the kinds of human characteris-
tics that will allow a rapport to come into existence, that will
develop the kinds of attitudes and relationships and values, if
you will, that we value and that we think are desirable for

. human development, I don't think those characteristics are

necessarily located in artists or omitted from art educators.
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“Audience: Jerrold Ross, New York. I think I am glad that

Dr. Roman, at the end of his paper, said something about not
dismissing art educators completely -~ that one of the functions
of programs that he envisions would be the revitalization of the
art-education program. This is, perhaps, needed, as it is
needed in music, and as it is needed in all of the other arts in
the school system today. There is an unfortunate dichotomy,
however, in this country that needs to be broken down, between
the professional and the educator, It's too simple to say, ''Let's
bring in the professionals and they will provide the answers. "
It's equally fallacious to say: '"The professionals have no under-
standing of the educative process; therefore, let's keep them
out. " I think each of these groups has something to contribute to
the other, a great deal to contribute. As an educator myself, I
have found that no matter how successful an artistic experience,
unless there are definitive goals connected with it, unless there
is some way in which a great artistic experience can be trans-

mitted over a long period of time, such a program is very often
lost.

- Audience: I am Shelley Umans and I am from the New York City

public school system. I am interested in Mr. Ross's comment.
One of the many things that I am looking for in this conference
is the process of getting art educators to talk to professional

- artists. It's fine for us to sit here and say, '"Let's do it." My

problem is, how do you do it?

Audience: You are hearing from all the educators. I am Terry
Hughes from the Detroit public schools. I'd like to say, in sup-
port of Dr. Roman: If the task cannot be done by the art educa-
tors, throw them out. If the artists can do it, let them do it.

Let's be more concerned with service for the community and not

with who performs it. And I think that this is what he is trying
to say.

Mr. Roman: I agree with that completely. I had no intention of
saying that we should throw out the art educators and just bring

‘he professional artist, because I don't think they would go in
to begin with. But I think that interaction between the two is
essential and if we are talking about the schools, for the moment,
rather than about the total community -- and I hesitate to do that,
because I don't feel we should separate the schools from the total
community -- I think the first phase is changing the image of the
school in the community. I don't think art educators can do that.
I do think artists can. Not every artist -- we have to find the
right artist -- but I think the artist is the guy who can do it.

39

e g T

jad ot
1



e .
-—rr —cw

A\ -~ TR mery danvimes e T — P Yy =Y

- Z ) ;

- < @ ; Rl = -

.-
,

- R - h

G REAA Y S K __d

e/"‘

- ‘ Audience: What we want is good artists, rather than bad art .
N educators. :

: Audience: We want good teachers --

Audience: Yes. We want the best.
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THE ARTS IN NEIGHBORHQOD LIFE

Francis Bosworth

The subject I was first given was "Arts and the Community
Agencies, " which is just about as bad a title as you could ask
for. And I suggested it be changed to "The Arts and
Neighborhood Life. " Inow have changed it again to "Anti-
Poverty Is Anti-Art. " [LAUGHTER] Or I could take the title
from an article which appeared in American Education: "Art
Gets the Tag End of Friday. "' If we wish to revert to hursery
rhymes, we can move forward one day and call it "Saturday's
Child" -- "Saturday's Child must know much woe. " [LAUGHTER]

We, here assembled, believe that art is the ultimate ex-
pression of the creative forces in the human personality -- the
well-spring of our being from childhood and throughout life.
And Proust said, "Art is truly the last judgment. "

But we are an infinitesimal but undaunted minority -- we
see hope &s artists have always seen hope. We believe that Art
is a form of truth and that truth will set men free. We have
come together to share some evidences of that truth which we |
trust will conquer, and which we believe can revitalize the
well-spring of children and youth who have. had little of the ap-
purtenances of secure and gracious living. But we must see our
hopes in the context of reality. . And this is my first point.

In the introduction to the last book James Thurber wrote,
he mentioned that he gave a lecture to a women's club and after-
ward a woman came up to him and said: "Mr. Thurber, don't
you think:things are getting better ?"

He replied: '"Madam, things can take care of themselves ;

I'm interested in People. " [LAUGHTER] And People are the .
concern of the Arts. -

In our National Youth Corps at the Friends! Neighborhood-
Guild we used different devices in getting the youth to write re-
norts. One of these was to write advice to new members of
the Corps regarding working with the Guild supervisory staff.
One boy reduced his advice to a disturbing. message of three
words: "Know your enemy!" [LAUGHTER]
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© So let us first "Know our enemy. "

We live and are educated in a culture in which the arts
are largely suspect. The Anglo-Saxon Puritan tradition was
felt early and still prevails within much of the most influential
elements of our power structure as well as the great-mass of
our citizenry including school boards and teachers.

For instance, Drew Pearson had a column on October 20
which quoted from a campaign policy paper distributed to
Republican candidates for Congress. Three of the twelve
charges were these: 1) Omaha's Anti-Poverty Program in-
cluded funds to teach ballet to slum children; 2) in Florida
poverty funds had been used to rent tuxedos for Negro boys of
the slums to attend a senior prom; and 3) Federal funds had
been used to take slum children to see The Sound of Music.

The answer Pearson gives is almost worse than the
charges: 1) the request for funds for ballet was disallowed;
2) the tuxedos were not rented for the boys in Florida (we don't
know if they went to the prom); and 3) the tickets for The Sound
of Music were purchased with non-governmental funds. A
plague on both your houses. [LAUGHTER]

In Chester, Pennsylvania, application was made for an
anti-poverty. grant of $320, 000. How was this reported in the
Philadelphia Inquirér -- and just before election?

""Chester requests tax funds to take slum children to the
opera.' Actually, only $780 out of $320, 000 was to be spent to
transport and take children to Don Giovanni.

The people who elect our representatives -~ the elected
representatives themselves -- are all part of cur American

education system, the end products of our heritage and our
culture.

Who, then, are the disadvantaged? Who, then, are the
culturally deprived? All of us who were not rescued by some
strange fate! "-- our public officials -~ our school boards --.
our policy makers, and all of the people who either elected
them or sanction their policies and pronouncements.
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Art has never been a necessary ingredient in the educa-
tion formula in America. It has never enjoyed state subsidies
in Anglo-America. England opened its first national theatre _
last year but Charles XIV established and subsidized a state -
theatre in France and it is still in existence. Queen Elizabeth I ’
loved the theatre but she never paid to see it. Subsequent kings =
as well as affluent Americans often subsidized actresses but |
never theatres [LAUGHTER] k

The closest the United States has ever come was the WPA .
Federal Th.atre which was the most exciting era of American
art and gave a start to such people as Orson Welles, John
Hausman and Abe Feder, and produced Murder in the
Cathedrsz: -- The Haitian Macbeth -- almost all of the classics,
in fact -~ and also produced a dramatization of Sinclair Lewis's
It Can't Happen Here in 28 states and in 7 languages.

testify at the Dies Committee on Un-American Activities and
heard Congressman J. Parnell Thomas reéad into the record a
speech from Dr. Faustus -- then say, "Mrs. Flanagan, don't

' Yet I sat beside Hallie Flanagan when she was called to
:?.

you know this Christopher Marlowe is a Communist?"

[LAUGHTER] Wasn't the Congreésman once a disadvantaged
child? '

5 Our task then is to establish the arts in their rightful
place in American culture. We may begin with the poor from b

a our slums but unless we create a different climate for the artist -
and the art-conscious citizen we may only handicap our poor |

children further as they advance into a more secure and privi-
g leged society.

: However, as we move forward to build the arts into
l American education, let us not be limited by thinking of educa-
tion solely in terms of schools. It was Charles Eliot who said
' "I suppose schools and teachers have something to do with edu-
cation, just as churches and ministers have something to do
with religion -- buf not much. " It was the same Dr. Eliot who
said, "As a Harvard undergraduate, graduate student and
E professor, I questioned the much repeated boast that Harvard
' was the greatest storehouse of knowledge in America. But as
“ ‘a President of Harvard, I realized it was true, because for
generations -- the freshmen have brought so much and the
seniors have taken so little away. " [LAUGHTER]
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Only a few have dared to challenge the anti-art of educa-
tion. The best living example is Andrew Wyeth. His father, -
N. C. Wyeth, recognized Andy's talent and refused to send him
to school. He carried the case up to the Supreme Court of
Pennsylvania and he won the right to educate his son at home.”
Andy also recognized the artist in one of his two sons, Jamie,
and Andy and Betsy taught Jamie at home and he took periodic
examinations from the State Office of Education until he was J
seventeen. Andy was unwilling to trust the potential talent of
his son to the bleak exposure of public education.

“—'-I"vw

Last Sunday, at a symposium for parents at Haverford
- College -- one of the students spoke on "Arts at Haverford: A
Voice from the Underground. " This title is descriptive of the
role of the arts in most of our liberal arts colleges. My second
point, then, is that art education has flourished in spite of
colleges and schools and the artist is the one who has survived
the attempt to press him into the mold of conformity.

.
=5

It is expected that education is a homogenizing process
which will render one relatively safe and predictable. Like our
packaged cake mixes, one can add a simple ingredient -- an
egg or a tablespoon of butter or a dash of salt -- and With a lit-
tle beating into shape, the packaged educational product can be-
reconstituted into a department head, a salesman, a school
principal or a candidate for office. But if the student discovers
self-expression through the creative and participating arts, he
is predictable no longer.

€12

But art has flourished. Roger Stevens spoke Monday in
Philadelphia and predicted a renaissance of art in America --
a great surge which will revitalize our national life and give it
depth and new meaning. If this is so, then it is forces outside
of formal education which have nurtured art and the artist
with little exception. The settiement houses have had some
part of this, more accurately in their early days than now. Art
exhibitions, and concerts were the first programs in Toynbee
’ Hall, London, University Settlement in New York, Hull House
in Chicago, South End Settlement in Boston, and College
Settlement in Philadelphia. And all of them ran into their first
trouble because they had exhibits and concerts on Sunday.

R €32 £33
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I'm 2fraid art gets the tag end of Friday in most of our
400 Settlements_today but there are notable exceptions. Today
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it is urban renewal and social action for a traffic light. Lucy
Carner remarked that the settlement movement is like the _
Christian church. The farther back you go, the more radical it
gets. And art is radical if you hold to the true meaning of the

word, for radical means the root, and art goes to the roots of
living. '

Some of the Settlements have exciting programs in the
arts, for example, Henry Street in New York with their theatre
and dance and music. Helen Hall got a board member to donate

- '$20, 000 for Henry Street artists to put a tile mural in a public

housing project. The Lighthouse in Philadelphia has an arts
camp which draws from the entire Philadelphia area. Hull
House has an avant-garde theatre and they have been on na-
tional prime T. V. time. South End House, Boston, has one of
the most delightful children's art centers to be found anywhere.
At St. Martha's House in Philadelphia a fighting gang was in-
duced to dramatize their gang life and their individual problems
and produced a play, "The In-Crowd, " which was given through-
out the Philadelphia area, although it never had a written script.
Of course, Karamu House in Cleveland is the only Settlement
which bhas its entire history and reason for being in the arts.

At Friends Neighborhood Guild -- which I know better
than any other Settlement -- the arts still have to fight for their
place. I came to the Guild in November, 1943, and the first
two people I hired were a resident painter and a resident
sculptor. Then we added a musician - I.ukas Foss, who now
has a secure place in the music world. For the past 10 years
our auditorium is an art gallery every sunday afternoon. Of
course, the pictures remain on exhibit during every other use
of the auditorium. We have specialized in giving gifted area
painters and sculptors their first one-man shows and we have
sold close to $150, 000 in art works.

Then there is ""Sundays at Eight. "' Every Sunday evening -
there is some event. A stiring quartet, a jazz workshop, a
cellist or piani,:, a folk singer, a Garbo picture or an evening
of Charlie Chaplin. . )

S,

We have art groups and classes fﬁ“\the Settlement - two -
artists, a potter and a variety of other artists according to
availability, The profits from the gallery are converted into
scholarships to allow our young people to attend one of
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Philadelphia's five art schools. Two of our boys who live in
public housing have won Cresson Traveling Fellowships from the
Pennsylvania Academy of Fine Arts, $2, 000 for a summer in
Europe between their third and fourth years. Another Guild boy,
a composer at Curtis Institute, also had a year abroad.

Our artists have gone into the public schools to work with
special groups on school time. We also book and help to finance
Prints in Progress, Young Audiences, Young Musicians and we
book concerts of classical and folk artists. The deficit in the
school program is paid by Andrew Wyeth who heads the spon-
sors' committee and who gave us a watercolor wh1ch we sold to
set up the arts-in-school programs

One of the exciting pro;ects is our Play Parade. We rent
six U-Haul trailers in the summer and the kids paint the sides
of them to look like circus wagons. These are all children's
paintings. Then they go through the streets and set up a port-
able playground. We have permits to block off seventy-two
streets and arrive on schedule. In order to get a Play Parade
in a block, the parents have to join together. They have to ar-
range for the street permit, get a permit to turn on the fire
hydrant and arrange for someone who will take cars of the
equipment. The block group must raise the money for all of
the basic equipment.used. We bring games, a record player
and small play equipment when Play Parade moves in.

Next Monday a group of older teens who hang out on the
street corner of 12th and Poplar are beginning a creative writ-
ing class with Richard DelL.one, the education feature writer of
The Evening Bulletin. We got the boys down to the Guild on

8th Street and into our building with karate -- but that's on
Wednesday night. We really want to have a film unit with these
boys, but we have not been able to finance the program. If we
do, some of the boys want to do a film on problems of the un-
wed teenage father.

I must tell you of a program we had for two years called,
The Theater for Children, directed by & brilliant young man, .
Christopher Spaeth. And the fact that it is called "theater" is

~almost secondary. We took ninety-three youngsters tested by

the schoolsystem from seven elementary schools, from the
fifth and sixth grades. The requirements were that they be
able to read at their reading level. The principal of one school
said, "I've accepted your fres lunch under false pretenses
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because I don't have any one in the fifth or sixth grade who can
read at the proper reading level. We're using low third-grade
readers in the sixth grade. "

Actually, he had the largest number of the ninety- three
once the youngsters were tested. This program went on for
two summers and after school during our school year. They

- were mostly Negroes, some Puerto Ricans, some foreign-born,

some American-born whites, but of the ninety-three, about
eighty were Negro.

The youngsters had to memorize a poem a day. They
would take it home. They called them "Penny Poems.' They
were in big type and decorated to look attractive. - They went to
several street fairs to sell their '"Penny Poems, * once with a
painted cart and a donkey. One cent for a poem or five cents
if you wanted them to recite it to you! I reached the point
where I'd give them five cents for a poem, to prevent them
from reciting it to me. [LAUGHTER]

Every day a child took a poem home and every afternoon
when he came back he recitéd a poem. And these are not the
things we normally think of as childish poems. They were
sonnets of Shakespeare, Yeats -- and some Very jaw-breaking
ones, suchas T. S. Eliot's "How to Mame a Cat. "

One summer. the money was put up by Lessing and Edith
Rosenwald, and the second summer by the New World
Foundation. The children studied Chaucer, the Arthurian
legends -- in a room which looked like a jousting tent. We
built a twenty-foot Trojan horse on the parking lot across the
street, which’didn't please everybody, zand Greek was studied
in and under the Trojan horse.

The first summer, at the end of six weeks, they gave ""The
Tempest, ' and the second year they gave ""A Midsummer
Night's Dream. " They studied six Shakespearean plays in gix
weeks. '

None of us were smart enough to see the true value of our
classes in Middle English, Latin and Greek. It was Frank
Jennings of the New World Foundation who said: 'Do youa realize

* the true value of what you've done? Do you know wny these

children are so successful in being able to give plays with Greek

Fa
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choruses in Greek and khow Latin and Middle English and so on
in just a short time? It isn't because you've really taught them
at all. But these youngsters for such a long time have been
conditioned to believe that they didn't know. Through their first
years, they heard, 'You don't know, you don't know what a pen-
cil is, you didn't know that was orange?' And so they kept their
mouths shut and they were afraid to ask. But when you're read-
ing '"Morte d'Arthur' or a Greek chorus, you have'to say: 'What
does it mean?' And pretty soon the youngsters opened out.and
they were no longer afraid to ask. They knew it was quite all

right not to know, and there was somebody very pleased to tell
you. 1"t

We have just completed Guild House, a six story apart-
ment house with 91 apartments for independent living for people
62 and over, or for the permanently handicapped. All tenants
must be able to function independently. This'is part of the
direct loan program of the Housing and Home Finance Agency
by which we borrowed a million and a quarter dollars from the

Federal government, 100% of the cost amortized for 50 years
at 3-1/2%, -

Our first families moved in on August 14th. All of us are
delighted that buildings built with government money must
spend 1% for art works. But the Guild art department took this
$12, 000 contract and all of the art work was done by people of
the neighborhood.

The children made 600 tiles which we fired and these
tiles make a frieze in the center hall of the first five floors. In
addition, there are murals at each end of the halls by Guild
artists, and a large tile mural in the entrance hall. The sixth
floor is treated differently as 'this includes the solarium, but
all the art work is by Guild artists.

Children often ask if they can see "'my tile on the fourth
floor ?" All of the tiles are signed and together they represent
quite a petition for neighborhood art.

And now to the third and last point. If we must continue
to face the forces of anti-art -- and we do -- if we believe that
the arts offer the greatest chance for building a child's ego and
giving him-a self-image which will carry him out of the slums
by destroying the slum mind, then we must find a way to
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preserve this prograim from political vagaries and the cold
winds of criticism and misunderstanding.

We know broad programs can only be possible with broad
spending of tax dollars. Rut they are our dollars too. But I
believe, regardless of the proportion, no program should de-
pend entirely upon the support of tax dollars -- national, state,
or local. Each project should be a carefully devised package
made up of public funds, national foundation support and always
partly supported by local foundations, family trusts, and in-
dividuals. The breadth and extent of this support should be part

. of the public interpretation. And each program should have a

sponsoring group, even if you have ten or twenty different pro-
grams in your agency or school. And these should be made up
of the neighborhood and a number of important citizens.

It is vital that the néighborhood people take respensibility
in planning and supporting and interpreting this program. It is
equally important that the well-known and affluent join with the

people of the nieghborhood. Each has much to learn from one
another.

I agree with Will Rogers: ''Rich people would be just as
nice as anyone else if they only had an equal chance.'" These
Sponsors can open doors and meet criticism. If someone blasts
out that Federal money is being used to take children to '""Don
Giovanni' he should be told of all the different supporters of the
program and no one knows whose dollar pays for what. But
never make the mistake of defending the arts program by saying
this is not tax money but is paid for by a private gift.

I believe there is a new role for the large foundations here.
It is to make money available to pay specialists to assemble
these assorted partnerships. I don't believe, by and large, that
the settlement executive or the school principal or the artist can
do this and also run a program. This calls for a special skill,
but it can be done. This could build a strong program in the
arts and at the same time move the arts into the schools and col-
leges and universities where they are needed. Also, foundations
are looking for new programs and this-offers a new field. And
it must be done soon, and on a massive scale.

Art is truth and truth can prevail and overcome opposition
among fair-minded people. And there are enough fair-minded
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pedple even if they are handicapped or prejudiced by not knowing.
I can close as I began -- ""Art is truly the last judgment. "
[APPLAUSE]

EXCERPTS FROM THE DISCUSSION WITH MR. BOSWORTH

Audience: I'm Esther Swanker from the New York State Educa-
tion Department. I was very interested in both Mr. Bosworth's
paper and Dr. Roman's paper, that something seems to emerge
that I didn't discern before -- that the successful programs in
the arts for the disadvantaged all have one characteristic in com-
mon and that is involvement. Something that's bothered me in
working with art groups and in planding programs is a lack of
appreciation, on the part of both the educator and the performing
groups themselves, of this necessity for involvement or partici-
pation. Perhaps we might devise some approach to educators
and to these groups to get this message across: that to be truly
effective, we need more than just a spectator's type of program
-- we need a program that actively involves children and others
in the process of producing art. And a perfect example comes to
mind. We have a program going in the New York City public
schocls, which, on the surface, is extremely successful. It's the
Lincoln Center program involving nine high schools in the city.
On the surface, this program seems to be extremely successful,
and yet the man who directs the program, Mark Schubart, is cdis-
satisfied with it, because he feels that there is little involvement
of the children in the actual performance and the production of the
prcgram and very little relationship to the curriculum of the
schools.

Mr. Bosworth: I think the child has to be involved in whatever it

is. If the youngsters go to the art museum, they go knowing that
they're going to come away with something -- they are going to
talk about what painters they liked best or whatever the sculpture
is and sc on. With Prints in Progress, for instance, the young-
ster helps make the print. The same with the Philadelphia
School of the Ballet. It is important that the youngsters touch
the instruments that the musicians play. I think there must be a
sense of direct personal involvement and participation, and this
is the best way to build audiences, too.

Audience: It should be emphasized that the community does wish

to participate. Take our experience in an organization I am con-
nected with called "Joined for the Arts in Watts. " We want to
build a building, and the American Cement Corporation, we
learned after exhibiting there, wants to help us. By thinking that
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the company will get as much 6us,of doing for us as we get from
them, we have gone this far along toward a building in Watts
which will house exhibits and create a workshop. Now, because
of an architect in Pasadena whose naime is Wayne Williams, of
Williams and Smith, we have fifteen desinns made by some ar-
chitectural students, during the summer, from California State
Polytechnic College at San Luis Obispo.. American Cement has
already agreed to give us all the cement we need to build the
building, and now we are interested in giass, sieel, .and lumber.
SO, another event that has happened quite recently was that
American Cement has agreed to give us a man, part-time, to
coordinate private industry on a level where we can secure
glass, steel, and lumber.” Already, Wayne Williams has found

. about 150 piles that oil derricks somehow use and abandon. Here
*is another aspect, too, that if our medium is junk art, what

should the building look like in Watts? [LAUGHTER] If we are
to be consistent with ourselves, then we can utilize " used mate-
rials, so the young students at San Luis Obispo came up with
some rather unusual designs. And what I am trying to say new
is that I think many elements of the community do wish to par-
ticipate in the community at large. So I think your point is well

taken.

Mr. Bosworth: Based on what 'you say, your point and also

mine, I can quote {o you the charge of the yearly meeting of the
Society of Friends of Philadelphia, to the Social Order Com-
mittee: ''To comfort the afflicted and afflict the comfortable. "
lLAUGHTER] . -

Audience: I'm Ann Flagg. First of all, I am on the defensive.

I am a teacher and I have been getting impressions that there is
a feeling around here that teachers are somehow opposed to the
arts and the whole idea of creativity and do a great deal towards
stifling it. But I'd like for us to consider some time during the
conference what are the positive ¢ontributions which educators
are making and can make in the area of the creative arts. I
happen to know one person here very well who is not only an ar-
tist but a great teacher, and I don't see that that is necessarily
any contradiction -- that a teacher or a person in art education
necessarily be a person dedicated to stifling the creative in
children. Also, schools are with us and they are going to be
here and I am conicerned about what a body such as this can do to
aid educators in giving meaning to the arts in the lives of chil-
dren and I would like to see a greater consideration, if possible,

- of creativity as a process and not a product.

-
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Mr. Bosworth: Miss Flagg, Iwould like to endorse what you
say and I wish to say that the strongest allies we've got are art
teachers within the schodl system, who, in many cases, feel

_ rather isolated in trying to put over their ideas in the system
They have used us to bring programs into the schools

.Audience: When we first developed our program in the South
Bronx, we were quickly aware that there is a great under-
utilization of very good existing services. And when one began
to investigate why certain services -- clinical services, for ex-
ample, pediatric services for children -- were under-utilized,
it became clear to us, _and I guess it is known to many of you,
that the peolle in the areas we are talking about-are ne1ghborhood~
"bound. So we put siore- front segments of our hospital service
in the neighborhocds.” We decentralized, not only by putting up
clinics in the neighborhoods, but by making it possible for people
to relate to the existing services and also getting feedback for
' ourselves as to what the priorities were, as seen by the people
in the ne1ghborhood This, I think, was a very effective procedure.
I think it relates to the question of art education in the following
way. I don't think that education in art should be with a capital
A. Nor do I think it should occur simply in one room in the
school. A good deal of the concern about art education or about
art is that it somehow is removed from life. And we have to
find ways, either within the school or within the community, to
put art into a much more meaningful relationship with everyday
li¥e. Perhaps more art. educatlon could occur in the playground
than in' the classroom

Audience:’ Ted Kat'z, from North Carolina Advancement School.
You know, I kind of wonder about bringing some of these words
out of the abstract, and down into the concrete. In other words,
what is effective teaching and how does a teacher get up in front
of a classroom, what materials does he present and in what ways
does he present them? One of the things that I found very com-
forting about Mr. Bosworth's paper was his inclusion of so many
concrete examples of just what they were doing and how they
were doing them, and, for example, just what it is that the artist
does, not the fact that he's an artist, but what does he do as an
artist -- is it elect icity, is it dynamics? What is going on,

that he is bringing before the students? Well, this is one of the
things which I want to bring out.

Audience: I really think the discussion as to the professional
versus the educator ought to be a dead one. .Iam particularly
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interested in the question that was raised about part1c1pat10n of
the community, of children, of aduits, because I think those pro-
grams, largely funded and expensively funded by Federal agen- .
cies and many foundatlons, that exclude the audience from-active ;
= ) participation waste 80 to 90 percent of the time, effort, and e
- 3 . " money involved. Merely bririging an audience into Lincoln n
| ' Center to witness a program and then sending them home, or o
sending Young Audiences into the schools and then leaving, often - i
results in more serious deprivation as the end result than what ' 3
o " they had tried to overcome. It leaves the child with the feeling
N , " that he is not part of this -- this is something special, that he
' is contributing nothing, and when he goes back to his home and
his community, he finds that nothing exists there -- you have to.
go some place else for it.- The establishment we see before us
6n the wall [a plan for a community development in Philadelphia]
is a marvelous answer to this -~ bringing these things directly
into the community, Mass instruction, perhaps, is not sufficient;
" it should be broken down into smaller components in which many
‘ more children can participate, but really get into it because the
" . components are small, and make each community a viable area.
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Chairman: To me, something thdt was.very real in Dr. Roman's g
paper was that he did postulate a distinction between what he o
called the administrative or bureaucratic personality, and what
he called the artistic personality. The truth of the matter is all
of us are victims of something here which makes distinctions
between professional artists and art educators very, very arti-

" ficial. In terms of day-to-day function, I would challénge any-
body to show me that the director of the Museum of Modern Art
in New York, or the director of the Brooklyn-Cumberland Medi-
cal Center, or the president of any university you want to name
-~ that these men do anything which is distinguishable from what
any other one does. And none of them do very much that has any- 1
thing to do with the main subject matter of their institutions. .

' Now, these are realities. I mean, it's one thing, Dr. Roman, to A
talk-about the artist as a social protester, or social activist, and |
about a power structure that should be tolerant of results which i
may be subversive to the continuation of the power structure in
the form with which it began.
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Audience: Well, I think there is always that kind of concern. I 1
think that's exactly what relates to the institutional context, be- . =
cause there are things that can go on in a settlement house that
could never go on in a school system as it exists right now, be- ’
~cause it would not be tolerated by the administrative structure in
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the school system. So'that various institutions have various de- :
grees of flexibility, of tolerance for certain kinds of activities. o -
I think one of the issues that concerns, let's say; the artist is ;
that the artist is always interested in the edge of the canvas, .or
I think should be. The artist encloses; he is interested in boun-
daries. Life is infinite but art encloses, and I think that it's
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extremely difficult to define a neighborhood. I think the artist g
can help to define boundarles nelghborhoods perhaps, in a :
different way. -
Audience: Mr. Bosworth, forgive me for asklng this kind of : ;-
question, but I have_to play the role of asklng unpleasant ques- £
tions. 'v'v’nat are the end-products that you think you've achieved g

there -~ that you con81der to be the criterion of success? And
could you conceive of ways of demonstrating what you'd done if

someone seriously doubted you and the worth of everything you
were doing?.

-
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- Mr., Bosworth Well, as to the latter, I don't thmk I'd try. As
to the former; I think we have any number of children who, once
having a very low and limiting opinion of themselves, now have
infinite faith in themselves, have a new image of themselves.
Now I think if we can do that, that they will follow that out into
any kind of thing that they want. It's not necessarily or pri-
marily to become artists. I would like to carry that just a little
further. We have a program called "Threshold, " in which

T

. e T ' . . . .
[PV RTRRRISLY O S 0 T ST STV SONIUSILIY ¢ TR I 3 SRR Y T VTY S U
R
[

A

B e
. K
i
.
h .

of these kids, going to college, to develop some one thing they

did well, 'quite apart from the intellectual pursuit. In other

words -- jazz combos, painting (they could do the signs for the

freshman prom) -- each one of them had something within the

arts that they could bring with them and it usually was within the

arts, although in some cases they weore athletes and that works,

too, by which they had something to bring in their relationship

to their peers when they entered college. And this in itself -- "
"I can do something' -- is important bec' use when these bor-

derline or risk students get in, if they are told, "Well, now,

o ’d’

fifty-eight youngsters were admitted to college this year in a ;‘39
e neighborhood where, only a year ago, only five had gone, aid 5
_ 5, " many of these were risk students for the college. We admitted »
i his. For the risk students, we had a summer program called 8 ‘ ‘
% ' "Earn-and Learn" in which, by the way, they were paid to study; 1% ;
the Department of Labor gave us » grant. But part of this also -
1 had an arts component. We had an artist there all the time, and 3 |
. they could stay on evenings and so on. We tried to get each one I
i i
i
|
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yéu are géing to have to spend every minute studying, " chances
are they are going to flunk out. But you give .them some one -
thing -~ and they may not be top in math -- but give them some |
one thing that they can do, such as commercial art, or a jazz 3
‘combo -* then they have another relationship and another 1
adjustment to' Middlebury or Dax tmouth or wherever they are’ ' ‘

~ going.
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. Audience: Why wouldn't you try to prove this to this Doubting
.. Pete? . ' - : ' '

.
B

Mr. Bosworth Well, because I don't know how it would stand'
'up after you did. . You could make the assumption -- we can
prove that f1fty-e1ght kids went to college in a neighborhood "

. where only five went before, for instance. This is a fact, let's
put it that way. Now, there are many forces at.work, trying _ 3
to get these kids to go to college that didn't exist the yéar be- , -
fore, too, and they would have an equal right -- the local min- ;
isters, the courselor in the school, and so on, would have an B
equal right -- to say, '"Well, look, we did an awful lot of this,
too. ' In fact, 7'll put it another way. We are going to have the
first public announcement on that program this coming winter,
now that we heve results. We didn't make a big splash that we
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schools to get credit. We have worked through the counselors,
although the Board of Education made an absolutely unprece-
dented exception for a private agency, and that'is that our re- :
search worker.and director at Threshold may exasaine the -
records ‘of any child within the school system. But we cer- Lo
tainly do everything to give this back to-the schoc!s, because
fundamentally our job is to build this program into the warp
and woof of public education, or of parochial school education,
rather than build up a bigger and bigger adjunct or outside
organization to help kids go to college.
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| EDUCATIONAL RESEARCH AND THE ARTS:

ELLIOT W. EISNER

Stanford University

This conference focuses upon the question: "What rele-
vance do the arts have for fa'cilita,ting the bognitive, emotional,
and social growth of the culturally disadvantaged?" To answer
this question meaningfully requires the examination of at least
two types of data and theory. We need to understand something
about the nature and function of the arts and we need to under-

- stand some of the problems and characteristics of the culturally

disadvantaged. . It will be my purpose in this paper to briefly
examine these two-'areas and to suggest some of the researchable
problems and instructional practices that appea?r\\tp e to be

. Promising and needed.

First, I would like to examisie the arts; second, Iwill -
describe some of the characteristics of disadvantaged children -
that are relevant to instruction in the arts; third, I.will report
some of the research on art and the disadvaniaged; and finally T .
will deal with what appears to me to be promising areas of in-

quiry and practice.

The nature of art, as you know, has been the subject of
argument for at least two thousand years: Philosophic inquiry
has attempted to illuminate art by describing the processes
through which it comes into being, 1 by examining the character-
istics of the art product, © and by appraising what it does to and
with experience. 3 I will not attempt here to examine these philo-
sophic ’positions, but rather to examine some of the theories that
have been advanced by behavioral scientists in their effort to
understand the conditions that affect learning in art. In short, I
would like to examine a few of the major theoretical positions
from which art and learning in it have been viewed,

It should be pointed out that the scientific study of artis-
tic behavior is not new relative to the scientific study of behavior
in general. Even so, little is known ahout artistic learning. Yet
the general theoretical views that have been advanced are at

. present the best we have; thus I believe that they should not be

overlooked in our attempt to understand the uses and conse-
quences of artistic learning for the disadvantaged.

56

i} ™ .—-y—atl"y

.-

R
" [

s e e o

T T NS A S Sl
v « . ~ . B




AT AT TR N TR T LI RS S AT TN W e g, T e, SN gy W3 W ST S T, AN . W+ - B et P, T . - Ko vy P TS T TR YT T, TN M LT W AN ey e T Eaiaiiess Lo o |
. P X . N MRSkt e faa o LA P b - . L% _,3
- A

¥

i

- - - * N = - - - - - - ~ - T N - A -
T - : - T ——— - F - we 1D - > o Y ~ . . N N - . Y - o FORARES SR i A
NG A e w8 sl =t A s S CLTIR LS DI SYE IR S s . o e, AL O x = o k.

L]
= L mmakeae o ewema A

v s liath
A= 3&1!;-55#‘-5‘ I
REAS I N S

b LA

B /i

Ore of the most influential views of chiidren's art has
. been developed by Rose Alschuler and La Berta Hattwick in their
two-volume work Painting and Personality. 4 In the nineteen-
forties, "Alschuler and Hattwick studied the easel paintings of
nursery-school children i an effort to identify relationships.be-
tween the qualities that children paint and their social behavior.
Their study indicated that the qualities painted, even by:a pre-
school child, are not random but are associated with his feelings
about himself and his relationship to others. The child, accord-
ing to Alschuler and Hattwitk, uses painting as a means through
which his personality is projected; his choice of color, his use
of line, his tendency to overpaint or to keep forms separate re-
i ‘ flect his social and psychological needs. Thus, the child's art
: ' products’can be used as significant data sources for understanding
his personal and social growth. '
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. Alschuler and Hattwick point out also that paints lend
themselves, because of their fluid quality, to the éxpression of.
feeling. The child, ‘as it were, can "reach down' to give feeling
form. Crayons, however, and pencils because they provide for
greater delineation are more appropriate for the expression of ]
ideas. With crayons and pencils the child can create "picto- v
graphs'' of what he knows; with paint and brush he can project : |
what he feels. - - ' ‘
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A sececnd position that has been advanced to account for
behavior in art has been developed by Rudolph Arnheim. °
According to Arnheim, who holds a view developed out of Gestalt
theory, the child draws not what he knows -- something which so
many in art education apparently believe according to Arnheim --
but what he sees. And as he matures the child begins to see
; more and more, his perception becomes more complex and highly
differentiated. The growing child who, for example, draws a
large circle with appendages for legs and arms does not "'leave
out" the shoulders and neck. The large head contains them. He
draws a circle before a square because the circle is a less dif-
ferentiated form. -
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But as he matures the child not only sees more but
learns to invent the structural two-dimensional equivalent of that
‘ which he sees as three-dimensional; thus for Arnheim both per-
] ception and drawing are forms of cognitive invention that proceed
; for the child through the period of maturation.

5
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A third position to account for drawing. development has
been advanced by Florerice Goodenough and Dale Harris, 6
" Gocdénough' and Harris believe that the child's drawings reflect -
in their degree of detail and differentiation the concepts that the
child has attained. Concept formation requires.that a child not.
only be able to ider}tify a particular, it also requires thata child .
_ be able to assign it to a class and be able to recognize it as an
4 instance of the class when the varticular is encountered. Since
= _ . the child draws the classes made up of the particulars he has
_ seern and conceptualized, the degree of detail in a drawing --
especially in a drawing of a man -- is an index of the child's
intelligence. And it has been demonstrated empirically that cor-
relations between draw-a-man scores and Stanford-Binets for

primary-grade children are on the order -of . 40.
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There are, to be sure, other positions dealing with artis-
tic develcpment and behavior that have been advanced over the . :
' past sixty years. Viktor Lowenfeld, 8 for example, argues not o
only the natural flow of developmental stages bi:t the existence of :
two modes of perception: the haptic and the visual. Herbert
Read? argues the existence of six personality types, each pro-
ducing different types of painting. Norman Meierl0 argues the ;.
case that art ability is the result of constitutional stock inheri-
tance. For Meier cne's ancestry makes a difference genetically. L
 June McF_ee11 argues that a variety of factors such as the readi- F
ness of the child, the psychological environment in which he is to
werk, his ability to handle and process visual information and
delineation skills affect the child's artistic development.
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Each of the investigators brings a somewhat different
view to the interpretation and explanation of children's develop-
ment in art. Yet, if one looks hard enough, some significant
areas of agreement emerge. Arnheim and Goodenough and
Harris all agree that perceptual differentiation increases as the
child matures. They agree, too, that complexity in drawing is
related to the ability to see more of the world in which we live.
Learning to see and learning to draw, while not identical, are
related for Goodenough and Harris and Arnheim. And a com-
plex perceptual view of the world is related significantly to the
child's measured intelligence. His measured intelligence, in
turn, is related significantly to school achievement, especially
at the primary grades when correlations between I. Q. and school
achievement tend to be higher than in later years.
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Alschuler's and Hattwick's work is related significantly
to Read's and Lowenfeld's work. - All agree. that the characteris-

tics of the art product are important for the teachér to understand
and use. S ' '

_ Indeed, - the field of art, therapy rests in part upon the
assumption that the content and form of art reflect the psycho-
logical state of the producer. If this assumption is true, then a
longitudinal analysis of the art work of a culturally disadvantaged
child might provide important clues for uriderstanding his social
and psychological development. To obtain such data would re-

' quire a type of clinical-actuarial approach to research in child

art, one which as far as I know has not ‘been used.

What we begin to recognize as we analyze the various

. positions that have been advanced to account for behavior in art

is that expressiveness and competency in the arts is not simply
the result of pouring out feeling, nor is it simply the result of
maturation. Drawing, .acting, and making music, like seeing and
hearing, are in part learned behaviors and significantly affect
one another in their mutual development. This point needs to be
underscored because for so many years people in the field of art
education have bel’‘eved that their proper instructional role was
one of providing materials and instruction to the child, but little

- more. Instruction, indeed, even the concept of learning in art,

was not a part of the voczoulary of the field. . Artistic ability, it
has been believed, develops not so much from the outside in as

. from the inside out. Art was not taught, it was caught.

These theories and concepts, as we shall see, are rele-
vant to the problem of using art to enhance the lives of culturally
disadvantaged children and youth. We are concerned, I assume,
with attempting not to produce professional artists -- although
that would be no small achievement if it occurred -- but to use
art to develop men capable of living personally satisfying and
socially useful lives. To use art effectively with the disadvan-
taged child requires that one understand some of his problems
and characteristics. It is to this area to which I will now turn.

One of the major studies of human development that has
been published in recent years is Benjamin Bloom's study of
stability and change in human characteristics, 12 Although this
work does not deal specifically with the disadvantaged, it does
provide ideas useful for understanding the significance of early
life. After a year of studying the major longitudinal studies of
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* growth, Bloom found that as long as one can anticipate the chiid's
future environment, it is possible to predict with great accuracy
, a very large.number of human characteristics at a very early |
.. ~ age. Indeed, Bloom's data indicate that when the environment jis .
' held constant the relationship betwveen measurements at any two
ages approaches unity. Using an ove:lap hypothesis developed
years earlier by Anderson, 15 Bloom looked at the percentage of
variance accounted for at later stages of development by those
: attained earlier. He found correlations among characteristics .
- - very high, hence predictable. His work demonstraies the criti-
cal importance of the early years and indicates that change dur-
ing adolescence is much harder to achieve.. Thus his work -
demonstrates empirically what has long been suspected: atten-
tion to the culturally dlsadvantaged should begin as early as -
-possible.
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Some of his students have carried his work further to
demonstrate as Payne14 did, for example, that school perform-
3 ance can be predicted with alarming success by the end of the
’ third grade and that this information can and should be used to
make better curriculum decisions in the school. Dave and Wolf1?
have developed a measure of the educational environment of the
home which predicts school-achievement test scores on the order
of +.75, a prediction that is far superior to that obtained by using
social-class ratings. Social class is gross by comparison since
the educational environment of the home is not perfectly corre- r
lated with' the social class of the family. Some lower-class
homes provide a more powerful educational environment than do
some middle-class homes. By measuring these environments,
school test scores and I. Q. are far more predictable. Interest-
ingly enough, Dave's study indicates that the educational environ-
ment of4the home is not the same for all siblings: it is specific L
to individual children. Thus, there are, properly speaking, i
educational environments in the home and not simply an
environment.

.
B R il el
o '

=2

g

£y

One of the more 1ntr1gu1ng studies of cultural depriva-
tion was done in England by the British sociologist Basil
Bernstein. 16 Bernstein studied the linguistic patterns of various
groups of children and youth in England and has differentiated
between what he calls restrictive and elaborated cod1ng systems.
According to Bernstein, the child learns to encode and decode
verbal messages by acquiring the syntax used in the culture in
which he lives. In lower-class and culturally disadvantaged
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groups, the linguistic code is restrictive: the sentences used are
simple and short, stereotyped and condensed. These linguistic
codes, according to Bernstein, have a 81gn1f1cant role to play in
shaping the child's communication patterns and discourse. But
the restrictive code not only restricts discourse, it also restricts
thought. This notion has been advanced not only by Bernstein
‘but by George Herbert Mead, by John Dewey, by Benjamin Lee
Whorf, by Jerome Bruner, and by Jean Piaget. If there is one
idea that has .emerged with power in.recent years regarding the : _
cognitive develonment of the child, it is-that language in its elab- -
orated, not in its restrictive sense, is one of the most important |
" tools through which we think. The culturally disadvahtaged child
tends t» be deprived of an elaborated verbal coding system which
makes it possible to represent internally the actions and strate-
gies useful for coping with abstraction. ' :
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Robert Hess's work on maternal teachlng styles also
‘underscores this point. 17 In his effort to understand how mothers
from culturally disadvantaged homes teach their children, Hess

set up teaching situations between mothers and their children
through which their teaching strategies couid be recorded and :
analyzed. Hess found that mothers from disadvantaged homes -
are more dogmatic, assertive, and less able to help the child
R see a problem from the child's point of view. That is, the cul-
o turally disadvantaged mother is less able to understand what the
N child needs to learn in order to cope successfully with a problem.
‘ " Explanations or reasons for doing something are provided more
infrequently. Thus the child's problem-solving skills, in these
areas at least, are not developed effectively.
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The inability to provide reasoned and relevant explana-
tions, the restriciive use of language both in syntax and in
vocabulary, combined with a home environment that provides
"3 neither the resources nor the models of learning valued by the
g school makes, as we painfully know, for a predictable failure
in school experiences. The culturally disadvantaged child
comes to school relatively unprepared, and his lack of adequate
preparation -- which is from one to three years behind his cul-
turally advantaged counterpart -~ increases as he grows older.
The gap in performance in academic areas between the cultur ally
advantaged and the culturally disadvantaged increases at a level
that is approximately equal to his grade in school. School often
begins with difficulty and almost always ends in failure.
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. Let me now turn to an examination of the few studies °
dealing with art and the culturally disadvantaged. What I have -
tried to do so far is to identify some of the positions attempting
> to account for artistic behavior and some of the studies describ-
ing the more salient characteristics of the culturally diadvantaged.

Now I would like to examine a few studies that have attempted to ;
put the two together. )

Let me stdrt with the confession that after having put

- two research assistants, one librarian, and myself on the job of
finding empirical research studies on the uses of art and the
results of using art with culturally disadvantaged children, we
were able to identify only a handtul of studies.18 There are, to
be sure, dozens of essays on art and the disadvantaged, and
scores of projects are currently under way; but very little has
been done in the way of research. One canrot, after searching
the literature. fail to be impressed with the amount of work to
be done. Indeed, the many programs that are now functioning
might be made even more useful if skillful evaluation techniques
could be employed to assess their consequences.

June McFee, 19 in an effort to help teachers understand
the backgrounds, the values, and the way in * hich culturally dis-
advantaged children use their time, had art tcachers conduct a |
survey os 287 children in eight classes of the poorest school dis- |
tricis in Phoenix, Arizona. In the population 63 percent of the
subjects were of Mexican origin, 25 percent were Negro, and the
remainder white or Philippine. McFee and the teachers found
that most of the students' leisure time was spent in passive enter-
tainment ~- watching television or movies. The group most fre-
quently watched cartoons and crime and western stories. When
they were asked, students indicated that they did not understand
why they went to school; apparently parents had not provided
explanations regarding the function and importance of education.
When students were asked to check a list of values they con-
sidered most important, 60 percent indicated '"Be happy, "

"Work hard, " ""Use your head, " and "Help others. " Forty-five
to 50 percent of the students checked '"Do what the family wants, "
"Work in groups, "' ""Work when it's quiet," and ""Use your feel-
ings ‘and enjoy life.". The attributes checked last were ''Getting
ahead of others" and "Working when it's noisy. "

1
|
|
|
|

What is significant to fne about McFee's study are not
the findings, but the method. Asking teachers to talk with

62 -

WO ANT




e v —r s otrooy ot raperisr: g e g o oo

‘students in order to learn about their values and aspirations is a
practice that would be useful to teachers not only for understand-
ing the values and interests of the disadvantaged but the advan-

taged students as well.

In an effort to understand the effect of child rearing
practices on children's attitudes and behavior in art, Alper,
Blaine, and Adams?0 studied the finger painting behavior of
lower- and middle-class children. Speculating that there are
differences among mothers of various social classes regarding
their child-training practices -- especially toilet training --
Alper, Blaine, and Adams attempted to determine whether such
differences in child-re:. ng would manifest themselves in the.
child's willingness to use finger paint, in the amount of time he
is willing to use it, whether he uses his finger or his whole hand,
whether he uses browns or blacks as well as other colors when
given a choice. The study revealed that lower-class children are
more willing to use finger painte than middle-class chiidren, that
they use the whole hand and smear more frequently, and that they
use warm colors more often. Alper, Blaine, and Adams conclude
from their study, which is far more detailed than I can present
here, that early child-rearing practices -- especially toilet-
training -- affect the child's willingness to use certain art media
and that attitudes toward cleanliness affect the child's willingness
to engage in tasks such as this.

&

Eisner?! conducted a study that had as its goal the form-
ulation of a visual and verbal scale that would be useful for classi-
fying children's drawings in relation to their developmental level
regarding the use of space. The scale, once developed, wags-then
used to assess the developmental drawing characteristics of
approximately 1100 culturally advantagéd and ciilturilly disadvan-
taged élementary-school children.

One group of children came from plush upper-middle-
class suburbs, the other group came from slum or near-slum
communities in Chicago -- about 60 percent of this group re-
ceived ADC. Approximately 125 children from each socio-
economic group were selected at grades one, three, five, and

_seven. Each child was given a new box of crayons and a piece

of Manila paper 9!'x 12" in dimension, and was asked to draw a
picture of what he does in the schoolyard before school, after
school, or during recess. After the drawings were made and
collected, they were sorted independently by two judges using
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the fourteen-category visual and verbal scale that had been con-
structed. Inter-judge agreement using the fourteen categories
was 72 percent. After the drawings on which there was disagree-
ment were identified, they were discussed jointly by the judges
and assigned to a category if agreemient could be reached., Agree-
ment on the joint judging when combined with independent judgings
rose to over 90 percent.

Before describing the results of the study allow me to
describe what I expected to find. I expected that children from
culturally disadvantaged homes would not differ significantly in
drawing development from those who were advantaged, because
I thought that their visual, aromatic, and tactile environment
was richer and more complex than the environment of children
who came from a home where there is a place for everything and
where everything is in its place, and where mama gets rid of .
aromas and odors. The qualitative life of the culturally disadvan-
taged child, I believed, was richer than his advantaged contem-
porary. Thus I expected, if anything, that the drawing he made
would be more advanced and complex in character.

The use of the scale that wag developed allowed me to
plot the average developmental levels displayed ia the ireatrnent
of space for children at each of the four grade levelg ~-- first,
third, fifth, and seventh. The data were analyzed by sex as well
as by socio-economic status, and becsuge I wag interest>d in the
relationship between discursive language and percsiion as evi-
denced through drawings, the Gaies Reading Vocabulary Test
was administered to fifth and seventh grade subjects and cor-
relations between reading and drawing scores were computed.
Some of the findings were surprising. For one, the culturally
disadvantaged group was not above or even equal in level of
drawing development to the culturally advantaged children --
even at the first grade. Not only were the culturall; advantaged
anead, they were 8o far ahead that the disadvantaged group did
not achieve the firs¢-grade performance level of the culturally
advarntaged group until they were in the fifth grade,

Another survrise was that unlike the gap which in-
Creases between the advantaged and disadvantaged over time in
academic areas, the gap between the two groups reduces in size
over time and the aisedvantaged eventually catches up to the ad-
vantaged group by the seventh grade. Whether this is a function
of maturation or lack of instruction in art is difficult to determine.
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When performance was analyzed by sex, nc differences
were found for either group of students at any grade level.

, When the reading-vocabulary scores were correlated
with drawing scores at the fifth and seventh grades coefficients
of . 47 (N=256) at the fifth, and . 18 (N=165) at the seventh grades
emerged. The difference in the size of the coefficienits can be
accounted for by the reduced variability at the seventh grade

P

This-study provides additional evidence regarding the
cognitive consequences of deprivation. It underscores what
psychologists such as Goodenough and Harris have already ad-
vanced: skills of perception and detail in drawing are very much
related to the intelligence the child brings to bear upon the prob-
lem. And this intelligence, as Dave, Wolf, and Blcom have dem-~
onstrated, is clearly related to the environment in which the child
lives.

In another study of the relationship between drawing and
cultural deprivation, Tourenso, Greenberg, and Davidson22
analyzed drawings of their families made by 111 children from
five fourth-grade classes in a severely depressed urban area.

By asking the child to circle himself in his drawings of his
family, and by analyzing the presence of hands, the proportion
of the head to the body, the clothing drawn, and facial expression,
the authors were able to compare differences between students
grouped by sex in relation to good, average, and poor scores on
the Metropolitan Primary Reading Test. The striking finding of
the study was that virtually all poorly achieving boys, unlike
poorly achieving girls, draw a.'self'' in which some major part
of the body such as the head, trunk, limbs, hands with fingers,
or feet were omitted. Ninety-three percent of the boys omitted
one or more of these parts as compared to 70 percert of the
girls. The authors explain this difference on the basis of re-
search evidence which indicates that Negro girls have better op-
portunities to develop a positive self-concept than do Negro boys.
And, in general, girls in each of the three groups had higher
scores indicating a healthier personality development.

A number of researchable areas and problems emerge
as one reflects on the type of inquiries that might yield useful
products. We need, for example, to determine the extent to
which growth in perception through work in the arts affects the
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culturally disadvantaged child's ability to read. We need to
understand the effects of success in art activities upon the child's
self-concept 25 it relates to school in general. Studies dealing
with creativity have suggested that those trained in the arts have
high toleration for ambiguous material. It may be useful to know
whether the same relationship holds for young children and .
whether tolerance for ambiguity, if developed through work in

the arts, facilitates cognitive growth in general. '

Studies dealing with analytic as contrasted io systematic
approaches to the arts curriculum need to be undertaken. Do
students learn more rapidly in art when they use, for example,

a limited palette before using one that presents a full range of
color? What would happen to school performances of the cultur-
ally disadvantaged child if a major portion of the first three
school years -~ say 60 percent -- were devoted to the study of
and participation in the arts? Perhaps it would be useful to post-
pone work in several academic areas until the latter part of the
third or fourth grades.

These questions as they now stand are not adequately
vosed to guide researchers, but they do represent some of the
areas in which researchable problems might be posed.

As one looks back at the research available on art and
the disadvantaged one is impressed with the need for both specu-
laticn and research. Speculation is needed because practitioners
cannot wait for researchers to come up with the right answers.
Answers through research come slowly; in addition, researchers
tend to ask different questions. Yet research is needed if we are
to have confidence in our beliefs.

Combining both speculation and research, it appears
that work in the arts has at least three contributions to make to
the culturally disadva#taged child. The first deals with the cog-
nitive contributions of art activity, the second with the cathartic
or therapeutic aspects of art, and the third with the use of art
as an agent of value-change. '

" As an instrument for the development of cognitive skills,
it appears that instruction in the arts which aims at the develop-'
ment of perceptual skills might contribute to the development of
the complex and subtle view of reality that culturally disadvan-
taged children fail to acquire. Insofar as an education in the
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arts develops the power of the eye to see, the ear to hear, and
the hand to feel, such education is likely to provide the child
with the raw material for concept-formation. A program in the
arts aimed at the development of such skills, which for young
children is rare, should be implemented and evaluated to de-
monstrate the relationship between growth in art and growth in
other cognitive skills.

The therapeutic contributions of the arts rest upon
their relationship-to cathectic and affective behavior. That the
arts provide for non-verbal expreSsion is almost tautological.
The arts also apparently provide for pre-verbal expression
since they reflect and give form to those ineffable images and
feelings through which a child with limited verbal skills can find
release. The arts apparently provide not only an important

source for understanding the child's behavior but a source through

which satisfactions not achieved in academic areas may be won.

Finally, the arts provide a vehicle for value-change for
those culturaliy disadvantaged youth who are also socially alien-
ated and who need desperately to reconstruct the image they hold
of themselves and of others. This potential contribution of the
arts is not unique to art; it develops from the pride one takes in
work well done. And it develops in the ties of affection that are
formed when a sensitive teacher of art begins to establish a
rapprochement between the alienated child and the society. We
need programs which will use the arts in the way described, and
we need research that will demonstrate their effectiveness.

There is, as I have indicated éarlier, much work to be
done. This conference I hope will provide a fruitful beginning.

-~
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EXCERPTS FROM THE DISCUSSION WITH MR. EISNER

Audience: I remember a conference at Berkeley, some years

ago. Somehow or other, we concluded that at three years old,
it's possible a child can affirm himself and maintain it through

a lifetime, .if he's given the freedom to express himself, through
art. At three years old, and we learned in addition that children
have a universal language. Well, now, if this be true, then in
our e..ploration here, are we leaving out this aspect -- that
children three years old, given the freedom to express them-
selves, can affirm themselves? Then, in adulthood, I think we
can reasonably assume that he is a gensitive person and a person
who is more likely to be a creative person.

Mr. FEisner: I think there have been many myths that have been

generated about children and about art. One is -- and this is an
opinion -- that somehow, if you set up the conditions where the
kid can somehow unlock himself, things will come to a happy end,
that the cream will come to the top, that the kid will be realized
-- his self-realization will be manifested, will come to fruition.
He will be actualized. Now, if there is one thing that I think we
have learned through a'whole variety of studies, it is that what
people are and what they are able to do is, in large measure, a
function of the kind of experiences that they've had, the kind of
opportunities to learn that they are provided with -- we can make
learning difficult and we can make learning easy. What a person
is able to do cognitively is, in a large measure, a function cof how
he has been instructed. Perception is not given; it's achieved.
To see something is an achievement. We look without seeing.

We listen without hearing. Learning to listen to a string quartet
by Beethoven and to hear it is a very complex behavior and the
teacher, it seems to me, has an exceedingly important role to
play. He is providing the kinds of tools and devices, instructional
procedures, that will make the qualities that constitute art appar-
ent to children. I attended, if you will forgive me, a conference
in Washington on the uses of the newer media that was held in
December and one of the things that was apparent to me as I left
the conference was that there were no newer media in art educa-

tion, that the single-concept film is not new, the pencil-pen is

not new, that slides are not new, you know -- this is what I saw.
We need things, including all kinds of simple and often inexpensive
things. We need paintings, for example, with transparent over-
lays, so that youngsters can identify lights and darks and mark
them and provide feedback to the teacher. There are so many
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very obvious devices which can be very potent instructional tools
for the teacher, that teachers desperately need, which would not
gather dust, as the curriculum syllabi tend to do, at the bottom
of the closet. The point I am trying to make is that the develop-
ment of perception can be facilitated through the environment.
The teacher has a very important role to play.

Audience: I'd like to ask a question. We were talking about very

young children, seemingly, an awful lot. Are we going to stay at
that age group or shall we talk about some of the teen-agers,
where we are really having difficulty ?

Audience: But the happening is at three years, old, man. Where

you're going to change something, you are going to.change it --
otherwise it's going to be just like it is. You're going to always
have slums. You're going to always have poverty. If you don't
start right there, where you've got to start at.

Audience: I've got a problem in my mind, which has nothing to

do with what Noah was talking about. This is an august body of
people here to deal with problems, and the thing I've been thinking
about is the whole idea of research. First of all, just for the sake
of argumenti, I would disagree with your whole approach. But my
question is: what kind of research can be useful for our purposes ?
And of course, Ihave a terrible thing to say. I feel like throwing
out research and I want people to tell me why we Shouldn't and
what kind of research is helpful and how we can develop-means of
looking at programs and evaluating them. You know, this is
really simple-minded, but I almost feel this whole thing is like a
justification of something that we all know, something very essen-
tial to the process of growth in the child, and I feel as if we're
sort of justifying the existence of the creative process.

Audience: No.

Audience: How do you know that art does anything for the child in
the way of ‘the development of creativity ?

Audience: Well, I see it every day.

| Audience: I don't see it every day. Now what do we do? What

kind of evidence do we appeal to, when your intuition tells you
one thing and my intuition tells me something else?

Audience: I'd have to trust mine.

Audience: That is the problem. [LAUGHTER]
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Mr. Eisner: Without the ability to delineate or to be able to
make discriminatory perceptions, certain people are lacking in
certain skills that are showing up in their reading habits or oth=r
places. They are disadvantaged anyhow -- the one-fifth of our
population that lives in poverty. But what about the other four-
fifths of our society? Who taught me to appreciate a painting or
an art, or who taught you or who taught most of us here? I
doubt that we learned it in the public schools -- if we have it,

' that is. Only 15 -- only 15 percent of all high school students

take as much as a year of art. Iam talking about the visual
arts. I don't know exactly what it is for music. The people who
are best prepared to teach art reach the smallest number of
students, and the people who are least prepared reach the largest
number of students. The teaching of art, by and large, in this
country is in the hands of an elementary-school teacher who may
have taken a course in art history or art appreciation or art edu-
cation in college. In addition, we have developed this cult about
talent,. you see -- this issue, for example, about unfolding and
development. This argument runs like this: That is you leave
the child alone and provide a stimulating environment and
materials, he will somehow come to use these materials artis-
tically and aesthetically and his growth in art will be facilitated.
But by the time they go into the fifth grade, their dissatisfaction
has increased to the point that they recognize that they cannot
draw well, that they do not know how to paint. And because the
teacher has been unprepared to provide instruction, she is not
in a position to help this child. In order to explain away what
has happened, we introduce the idea of talent. The idea of
talent runs like this: There are dichotomously distributed traits
that people possess. Either they are talented or they are not
talented. We don't say this about intelligence. We don't say
this about personality traits. But with talent we set up a self-
fulfilling hypothesis: If the kid can't draw it's because he doesgn't
have talent, and the kid who does draw, it's because he does
have talent. So that we reinforce the youngster's inability to
draw by explaining it away with a concept. In other words, what
I am suggesting is that if we had deliberately set about making it
hard for children to grow in art, we couldn't do a better job.

Not only that, but the school has conditioned this child to dis-
regard the importance of art.

Audience: You made the distinction between doing and under-

going. The Progressive movement brought the doing, but not the
undergoing.  And the undergoing requires that one recognize the
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relationship between act and consequence. This is one of the
things that bothered me, by the way, about the question of parti-
cipation. Participation is no. simply a matter of having kids

push around art media. Participation is béing able to recognize
the relationship between what one does and the consequences that
ensue and so much in the teaching of art has lacked the undergoing
aspect of it. There can be a great deal of participation in listen-
ing to a symphony, for instance, or there can be none. Ii's more
than simply being emotionally involved; it's more than, I believe,
a matter of catharsis, a vomiting out of one's feelings.

Chairman: I am interested in the agents of change. How do you
get people to change? How do you get curricula changed? How
do you get school systems to change? School values reflect
social values. School values don't stand up themselves. So the
disadvantaged as well as the advantaged must learn how to read,
write, and do arithmetic. Now, introduce art. And you have a
problem. Therefore, I was extremely interested in your re-
search and your questions because I feel that only through com- '
. petent research can we start convincing ourselves first and then
 the community second that art can be important, if it is. And
we could only find this out through research. Now if, by having
a curriculum in art in the early grades, say one, two, and three
-- the grades which Piaget and Bruner and Blcom say are the
important ones ~- will this affect the so-called self-image, and
as a result, achievement in other subject areas? And until we
get to this point, I don't think we have a darned leg or argument
" to stand on. '

' Audience: That in principle is a researchable problem.
r . _
.Audience: To carry that one step further: art becomes -- not
an adjunct to the curriculum or something that soothes the little
savages and then you send them back to their work -- but it
becomes a tool in the learning process. So much emphasis is
now being placed upon reading. Wouldn't it be nice if they
licensed reading specialists who were artists, and artists to
help the reading specialists? Music and art exist not only in
and of themselves but as basic tools for learning to read, to
express oneself dramatically and creatively. And I don't think
that research is necessary to justify the existence of art in the
schools, but I do think research is vital in establishing better
methods for its teaching. The teaching of music is fifty to

one hundred years behind the times when you compare it with
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the revolution that has taken place in mathematics and science.
The identification of creative individuals earlier in the process,
the development of more talented people than we now produce --

,  Wwe can certainly find better ways to establish some standards in
artistic-education and in criticism of the arts. And also, what
are the combinations of institutions that we can put together that
will give us more powerful means for carrying out all of these
answers we find through research?

Mr. Eisner: For years, we've used a model of the art teacher
as an artist. That is, we've seen the teacher of art as being an
artist-teacher. I would suggest that it might be useful to enter-
tain the idea of the critic as the teacher of art, as well as the
artist as a teacher of art.

Audience: This is a very interesting point, Elliot, because you
seem to shift an emphasis from +oing, it seems to me, to the
critical nature of experiential input. :

Mr. Eisner: S}eah, I say this as an adjunct, not as'a replace-
ment. Let me put it this way. Many of the people whom I have

"had contact with, who are teachers of art, indeed who are artists,

don't do very well when it comes to the problem of talking about
art. And do you know, grunting is not enough.

Audience: Some of the discussion bothers me. First of all,
visual perception and the ability to see are not necessarily the
visual arts. Another thing: just as some scientists are not
articulate, some artists are not. On the other hand, in the last
few years, I have watched any number of artists -- poets, other
writers, painters -- reach children in'a way that is impossible
through other avenues, because they understand the c¢reative
process and the child understands it when the artist can convey
it. So I think that you can't speak in generalities.

Mr. Eiéner: My own personal view regardiﬁg art is, I think,very

much in line with John Dewey's conception: that art is a quality
of human experience that people have, and this quality o human

experience pervades experience in many walks of life, in making

a table, in fixing'a car, in looking at a painting. The difference
1s that in a great work of art we have the subject matter through
which this kind of experience can be provided in its most vital.
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and intense form. Now, in this view, since a work of art is a
quality of experience undergone, if we want to provide people
with that kind of experience which - /e call art, we had better
attend to the development of those perceptual and cognitive skills
which make that experience possible. Now, the other thing *hat
you said about the inarticulate artist: artists insofar as they are
artists don't have to utter a word; but artists insofar as theyare
teachers are ‘engaged in art education. There are two orders of
business involved here. One is making a work of art and the
other one is talking about it. If you want to know what art is,

I would argue, you don't ask an artist.

4

Audience: I must say, Elliot, that I detect a note of hostility

toward artists. [LAUGHTER.] I think that there are more
artists who can talk well than those who merely grunt. Perhaps
the issue is that the artists don't talk the way you want them to
talk, but rather talk about their work in quite another way.
Because the average artist, in talking about his work, is not
going to talk about it in the language that you are used to. He
can talk about it in the language of an experience and a view of
life that he has.

Audience: I work in settlement houses, .camps, etc., and I think

the substance of your remarks related to formal educstion insti-
tutions. One of the things that I would like to know is what dif-
ferences do, indeed, exist between informal institutions and
formal institutions? In our settlement, where we work with the
poorest of the poor, we are always amazed that when-they come
into our setting all kinds of fantastic things occur -- these kids
produce ali kinds of things in the entire area of arts and I include
music,. theatre, drama, expression, play acting and so on, and
the teachers always comment: "How can they do good heré at

“four o'clock, and not do it there at two o'clock?" Just by acci-

dent, we involved a movie producer -- a man by the name of .
Paul Heller, who produced the film "David and Lisa" -- and a
couple of artists who decided they were going to come down and
just do some work. They don't have the faintest notion of curri-
culum building; -they know nothing about continuity, sequence,
synthesis. All they have done is experience the kids and they've
given truly of themselves as they are, as artists, integrated
people, When Paul Heller talks, I don't understand what he is
talking about. The kids don't care. They are communicating
with him and they've done all kinds of fantastic things. ~The kids
are producing a film. I've seen it. They are actually writing
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and producing a film. The kids who are doing this thing are.all
school dropouts, but they are producing like crazy, this film
about what a rotten, lousy neighborhood they live in -- the rats,
the roaches, the drunks lying on the street and so forth. And
some of the artists have got the kKids doing stuff that is fantastic.
And isn't there a terrible class bias that Dr. Eisner brings and
we bring into this whole situation and discussion? In.a conversa-

™. tion I had with Kenneth Clark, he said, "For crying out loud, if

we keep on looking down on these kids, you know, calling them
disadvantaged kids and making them believe that they are crip-
pled, more crippled than they really are, more defective than
they really are, what we are going to do is create a definition
of them that will impede what we do with them. "

Mr. Eisner: Well, I suppose different institutions, such as
social agencies, have different kinds of objectives than do
schools, in part. But to the notion that somehow. there is a class
bias-operating on my part, I'd say: Indeed there is a bias, if a
bias means a value. The educational enterprise is a normatively
oriented enterprise. One cannot educate a child in no direction.
If there are no standards, if there is no conception of what is
better as against what is worse, if there is no conception of what
is more adequate cognitive ability and less adequate cognitive
ability, if there is no conception, indeed, of psychological and
mental health, there can be no education.,

Audience: What really is quite disconcerting is this: If our
values don't mesh with the value systems or with the life experi-
ences or the needs of these families and kids that we're working
with, then no matter what you do in the formal educational insti-
tution, you are going to lose these kids. There isn't enough data
to indicate that we have a right to invoke a value and to say that
the middle-class value system is the best in the world. I happen
o agree with it for myself and my kids and I'd like to see all
culturally disadvantaged kids move into middle-class life. It's
not a bad life. You know, you're in debt and it's fine.

[ LAUGHTER] That's fine. Iam for that. But every child

needs some opportunity to express life as he lives it and views
it and experiences it.

Mr. Eisner: Don't they do that all the time ? .
Audience: No, .they don't. Elliot, listen. Let me give you an

example. Our kids step over drunks, our Head Start kids, as
they come into our agency -- we are two blocks away from the
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Bowery, and the drunks happen to like our block. Suddenly, it
struck me. Iwent up to the room and told the teacher and said,
"Do the kids ever talk about this? Do their paintings ever re- ,
flect this? Their acting?'' The teacher said, ""No, they don't." x
Then I went to make some home visits, ‘and there were more 1
roaches in those kitchens than you have hairs on your head.
Almost half of our Head Start kids have had experiences in
their lives of being bitten by rats. I asked the teacher at a
meeting, and learned that the kids don't talk about drunks or

|
|
cockroaches or rats. I wondered why. Is it because these kids i
are blocking out, repressing, and so forth and so on? When -
the teacher, appropriately and not to create alarm, began to T :

understand this thing and moved into the situation and had some
of these youngsters discuss this thing, this quality of their
human experience began to be expressed, in very interesting
ways. Very hidden. With much pain. Much passion. Much
hostility. Incidentally, the one who was able to release this .
was one of our artist friends who is twenty-six years old, has | {
no educational training, just related in experience to these
kids. They experienced him, and together they worked on a -
big mural. . K '
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USING THE ARTS IN LOW-INCOME AREAS

JULIAN T. EUELL _
Consultant to The National Endowment on the Arts

Introducing and prorrioting art programs in poverty

" areas throughout the United States is not merely for art's sake

but primarily to provide art as a basic instrument for better
living. The poor, and particularly the Negro poor, have been
denied entrance into the mainstream of our society. They have
been exposed to formulate their goals and purposes. Thus, the
"bopster, " ""hood, "' "hustler, " ""dope pusher, " because of seem-
ing affluence, assume an exalted place in the community and
especially in the eyes of youth.

: We now firmly believe that a more positive set of
values can be provided through the arts. Art, if properly
utilized and focused, can resuli in a positive and productive
expression of human behavior.

Fortunately, in some quarters, although not enough
by far, the arts are beginning to be increasingly recognized as
a vital component in the over-all effort to build ""The Great
Society. "' However, most of the poor population in these
United States is rarely touched by established art institutions.
We must begin to understand that non-existent or limited
means of cultural expression is one reason for ghetto aliena-
tion and isolation.

J. P. Clark in an article in American Socmloglcal

Review offers a definition of alienation as:

""'feelings of meaninglessness, power-

lessness, belonglessness, being ma-
nipulated, social and self isolation.
The alienation is the degree to which
man feels powerless to achieve the
role he has determined to be right-
fully his in specific situations. "
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M. Seaman aoes deeper into the meamng of a11enat1on
when he states in Amemcan Sociological Rev1ew

"At the present time in all social
sciences the very synonyms of
‘alienation have a foremost place in
the studies of humen relations.
Investigations of the unattached,
the marginal, the obsessive, the
normless and the isolated indi-
vidual, all testify to the central
place occupied by the hypothesis of
alienation in contemporary social
sciences. " #

One way or‘ another, the theme of alienation dominates much
of "minority'" literature today, especially the works of authors
like Ralph Ellison and James Baldwin.

These insulated ethnic and fac_ial islands must be
broken down. The arts could prove to be one of the connecting
tissues needed to make this a truly homogenous society.

The power of the arts can motivate personal growth and
development -- it can serve to generate understanding among
divergent groups and individuals. No matter where a person is
on the socio-economic scale, he is ''culturally out of it'" if his,,
experiences are confined to narrow ethnic or professional rec- .
reational circles. :

Almost every community in America today is faced with
the conundrum of finding ways to bring divergent groups together
for common goals. The arts allow for a common meeting ground
fostering better understanding and respect for other people and
their cultures. The arts take us one step beyond by awakening
new insights, releasing imagination and energy, and thus building
new avenues of acceptance between people of different ethnic
backgrounds. The arts have been seen to provide new motivation
for learning, changes in role models, and an uplifting of the spirit
just to mention a few of its functions. Most now agree that the
arts are no longer the preserve of any group -- any minority or
elite.

80




:'{g
i
¥
B

.E

g e

TR S NS

o
R PURRG)

» ’ 0
<y
USRS SIS DR/ N 1 SO ORI E I VY

Cz €3 €3 .5

PRSP Y

Ni
AR LS Wik,

’ ! o -

When developing any community arts program, we con-
stantly rediscover that no one method applies to every local
situation. Program content should always have priority over
slick sophisticated facilities and equipment. Of course, good
facilities are most desirable. However, well-designed pro--
grams, sensible goals, and meaningful objectives are indeed the
essential ingredients.

While performing-art cénters do offer exposure to the
arts, active participaticun is usually accorded only the very tal-
ented few. Active participation should become an integral part
of any program in orsder to include more of the resident popula-
tion in a more meaningful way. This can be achieved by devel-
oping community art centers. In such centers, active
participation helps make it possible to discover, or uncover,
new modes of expression which lie dormant in many poor com-
munities througheout the nation. However, we must be ever
aware that the test of a culture is not only in its ability to re-
create and perform past and accepted works of art, but also in
its ability to produce those new, original works of art whlch har-
bor environmental reflections.

While art programs for the poor must aim to provide a
measure of cultural enrichment to othierwise deprived or de-
pressed segments of our population, inherent cultural expres-
sion must be taken into consideration by the program designers.
Anyone familiar with the living styles of minority groups knows
of the vital cultural patterns which already exist. One has only
to move through East Harlem or Central Harlem on a weekend
night and hear and see the unrestrained music and dance of the
Puerto Rican and Negro to know what I mean.

A real achievement, in my opinion, is to maintain and
foster respect in each minority group for its own cultural milieu,
while finding adequate and appropriate outlets for expressmn
within the totality of the larger culture.

The answer to poverty cannot be to make the poor more
secure in their poverty, isolation, and alienation, but rather to
help them lift themselves over and out of the ruts poverty has
dug for them. :
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Who Are The Popr

Allison Davis states in his book Social Class
Influence Upon Learnmg, that

"there are certain common behaviors
that all Americans possess but these
are very few in comparison to the great
variety of cultural beliefs, - acts and
values which have been differentiated
by the various degrees of social strata
in the U.S. A. "

He states further that social class constitutes only one of the
systems of social position or rank which exists in the American
society. He cites three main systems of status as basic cate-
gories that tend to restrict the cultural (and therefore the
learning) emvironment of individuals. They are: 1) social
classes; 2) ethnic foreign-born groups; and 3) color castes.
When thinking of color caste there is an immediate tendency to
think about the Negro group alone, but there is alsco the
Oriental, the American Indian, the Mexican, and most re-
cently, . the Puerto Rican.

Davis goes on to say that color castes are the most
severely sanctioned form of social stratification in America.
He made this point in relationship to the learning processes of
a child, pointing out that a child locked into a caste, so to

.speak, ‘is more.or less pre-destined to certain adversities. If

a child is confined to a slum culture, then, more than likely,
that is the only culture he will learn. This is not to state that
everything learned in a slum culture is bad or not useful -- a
fact that many "professionals' working in such areas need to
discover. : :

Behavior which the wider culture designates as being
improper may be "making it'" in slum culture. In terms of
style, language, mcde of dress, a whole set of circumstances
and relationships exist which call for special kinds of behavior
-- behavior which is very often not seen or used in the
wider culture.
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To a great extent the ghetto-dweller's habits and values

'must differ from the larger society if they are to be realistic

for him and his equally deprived peers.

The poor are usually cut off and excluded from most of
the planning and dialogue affecting their community, and hence
have little confidence in "do-gooders. " Thaf is a very impor-
tant point. More and more the poor are asking what is the real

intent of the ""Establishment. "' Does it really want to help change .

conditions in the ghetto -- or is it all a farce?

In Northern slum areas all too many appear to have
reached the conclusion that the '""War on Poverty' is rather hope-
less. Such is evidenced by the many recent expressions of open
hostility against the larger society generated by the feeling that
programs do not reflect community needs. In Southern poverty
areas, at least until recently, there was an almost fervent hope
that the Federal government and other groups from the white

world would step in to see justice done. Such faith is beginning
to dwindle, |

We witness increasing unrest in Southern cities each
day. Mississippi two years ago would not have seen Negroes
openly resorting to violence. The fear or intimidation that
long held the Negro in "his place" is slowly losing its effective-
ness. When one realizes that he, or she, has nothing more to
lose, many fears seem to fade. This is what is happening in

the hearts and minds of Negroes and impoverished minorities
throughout the nation today.

The chronic poor have no connections. They:are nei-
ther members of, nor have any influence on, the policy-making
boards of the schools, on welfare, police, urban'renewal, or
any community planning. They are not owners, belong to no
significant organization, have no union, and have no power.

In short, they are politically disconnected and psychologically'
emasculated. ‘

Poverty, which could be described as a condition of
isolation from the mainstream of society, must be attacked

from within even more than from without.
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Today, very often one sees elaborate programs de-
signed for the poor by an outside agency and which the poor
avoid like the plague. Yet the agency seldom pulls back to.
re-examine the reasons why. As long as a program from
outside the neighborhood is projected and administered by
those basmally outside the ne1ghborhood there will be
rejection.

Trust is another big factor in working with the
poor. The poor do not trust most agencies, public or pri-
vate. It is not just a matter of increasing communications,
it is a matter of eliminating mistrust, alienation, suspicion,
hostility, and even hate. In regard to the Negro, whites
can no longer simply come along and find people grateful
and happy to have them.

The Ghetto

Dr. Kenneth B. Clark states in Dark Ghetto:

"The most concrete fact of the"
ghetto is its physical ugliness,

the dirt, the filth, the neglect.
The parks are seedy with lack

of care. The streets 'are crowded
with people and refuse. In all of
Harlem there is no museum, no
art gallery, no art school, no sus-
‘tained little theatre group; despite
the steredtype of the Negro as an
artist there are only five libraries
- but hundreds of bars, hundreds
of churches, and scores of fortune
tellers. Everywhere there are
signs of fantasy, decay, abandon-
ment and defeat. The only con-
stant characteristic is a sense of
inadequacy. People seem to have
given up in the little things that
are so often the symbol of the
larger things." '

Although Clark points tuv Harlem, this statement describes con-
ditions in almost every penr area in the United States.
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Is there any wonder in this TV age, where the good

.. things of life are constantly shown, that tens’on and anger

eXist inh most Negro communities? The old ways that have
been imposed are no longer accepted. Alienation, existent
but dormant, now mushrooms to the surface in forms that
shock the white world. |

In the South, where the influence of Christianity re-
mains relatively strong, the Negro's revolt has, for the most
part, taken the form of non-violent action in the struggle for
human rights and full American citizenship. In Northern ur-
ban areas, particularly among younger groups, Christianity
has lost its tranquilizing effect and the revolt has become
violent and destructive.

We must, thereifore, strive to stimulate activities in
the Negro 'ghettos that are directed toward affirmation of a
cultural and historic lineage. We must re-involve Negro
intellectuals and artists to accept this task as their responsi-

‘bility as part of the black community.

The Poverty Programs

.To date, the Government's anti-poverty program has
not reached the masses of poor. Nor has it met their collec-
tive needs. Of course, the War on Poverty is helping a number
of individuals, and that cannot be minimized.

However, in too many cities the length of time a pro;-
ect has been in operation has much to do with measuring its
success. A significant impact cannot ke made on a problem
centuries old in ten months or even two years. Permanénce
and realism are two prime ingredients of any program.

In every poverty area I visited during a recent nation-
wide tour there was obvious bitterness and discontent among
the poor who felt they were being given a "hustle" --'a "snow
job. " This attitude was particularly evident among youths
between the ages of fifteen and twenty-five. Many felt the pov-
erty program was over-sold initially, and false hopes have
now given way to hopelessness and cynicism.
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Teaching Art In The Ghetto

Life in a ghetto, a low-income deprived area, can be °
quite dreary, unhappy, and certainly visually unaesthetic. The
ancient, dirty, uncared for dwellings, the streets which are
not adequately cleaned, the over-flowing waste-paper baskets,
the lack of cheerful new stores and public facilities -- all con-
stitute a bleak future for those who reside in the ghetto. From
just a visual point, the slum child's life is not very appealing.

More and more, I've come to believe that schools can

have a very large part to play in rehabilitating the multitude of
humans living in these areas.

Specifically, I think the job of the art teacher in a low-
income area is one which must primarily involve-the emotions,
and then the intellect. The art teacher can offer hope, a chance
to dream, an opportunity to create things which no one else has
done and above all give meaningful direction to the expression
of feelings. A devoted teacher can use any subject as a means
of teaching a child about the larger world which surrounds him.
The teacher can help add the "'soft touch" to a child's life and
awaken curiosity in a myriad of positive ways.

However, before a child can be taught he must be
reached. Through use of art media such as music, dancing,
and painting (non-verbal communication), a young person can
be tapped at whatever level of development he may have
achieved physically, mentally, or emotionally.

It has been frequently stated that a child from a low-
income area enters school with certain disadvantages. The
result of this "knowledge'" has been to focus on such children
as being "culturally deprived" or 'disadvantaged" and to sug-
gest major programs, mostly on the pre-school level.

Other researchers, like Frank Riessran in "The
Culturally Deprived Child, " have viewed the low-income child
as being not so much "culturally deficient" as "culturally
different. "' He explains much of the excessive rate of school o
failure as inability to cope with a dominant middle-class o
orientation in the school system. The dominance of this ori-
entation has an adverse effect on these children, making it
extremely difficult for them to compete and to achieve any
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_real success, while at the s'éme time it devalues any possible
attributes which may result from the differences ‘n backgrounds.

We must begin to focus more cn the posiiive attributes
and potential strength found in these children and try to make
contact from that point. The orientation of the learning situ-
ation should be one which respects these attributes, styles,
and skills. Therefore the selection of educational materials
should stem from the children's own culture, thereby giving
that culture the importance it deserves.

Schools could be among the most ideal iristitutions to
begin bringing the impoverished population up to par culturally,
providing those responsible recognize that all elements 1nvolved
must interest a wide variety of groups.

The need now is great for one or several interested
agencies, public or private, to undertake long-term studies to
determine what a coherent, sustained involvement in the arts
could do for both young and old in this country. '

In view of the racial turmoil gripping our nation, it
should be realized that something else is needed besides just
a job and good housing. A job and good housing can not make
the human being whole. The arts and the humanities should
not merely be a pleasant ornament during leisure time. On
the contrary, they should serve as a passport for entry into
a fuller and richer life.

In my trips across the nation I became more con-
vinced than ever that we must focus on our youth. Studies
show that poverty in America is virtually an inherited con-
dition and that it soon becomes a perpetuated system. Sta-
tistics show that in the United States of America, the
wealthiest nation in the world, one out of four children lives
in poverty.

While there is much talk denigrating today's teen-
agers, there is little recognition of their resourcefulness,
courage, and positive aggressiveness. Channelling this
energy and allowing expression through the arts could well
become the basis for significant change in helping break the
cycle of emotional poverty and provide a sound base for con-
structive initiative,
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The HARYOIj Arts Program In Central Harlem

The HARYOU arts program maintained workshop
classes in churches and public and private community centers
throughout the Central Harlem area. During the first year this
program serviced over 1,000 youths in 120 classes per week in
sessions running from two to four hours each. The workshop
" classes were divided into two main categories::1) workshops
which provided intensive training for stipend youth; these were
usually conducted on an intermediate level and 2) introductory
classes which were offered to the community at large through
the various centers utilizing the more advanced of the aides as
teacher assistants.

Elementary, intermediate, and advanced classes were
given to the youth according to their interest, needs, and abil-
ities. Courses were designed to give each student quality
training and wholesome experiences in the art areas of his
choice. Periodically, each workshop gave public and private
presentations in the community, which served to encourage

other young people to participaie in the arts, both actively and
as an audience.

However, when setting up the program, the teaching
staff was all-important. We knew that in engaging art instruc-
tors it was necessary to be sure that they could win the essen-
tial student confidence to develop the transference needed in a
teaching situation. Another important factor was that our
whole approach was based on reaching youth throughout the
community and in a sense, selling the idea of art involvement.
It was quite different from the situation to which most of the
instructors had been accustomed.

In the usual art school setting, one finds: 1) the stu-
dent is coming to the instructor or to the art school which in-
dicates a certain amount of motivation; 2) students are usually
chosen on the basis of having past experience and training in a
particular media. At HARYOU we had little of this working
for us. - Hence we sought instructors actively practicing their
craft. Almost 95 percent of the artists on the staff were still
painting in their studios, all our dance instructors were still
performing, and tiiose in theat¥e crafts were still in touch and
involved in the professional theatre.
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- Few of the staff had degrees from fine arts schools. I
found this to be an advantage since most of the teachers ap-
.proached their groups with a kind of freshness. They had to
search out new ways to reach students with a particular kind of
background and were not bound by preconceived formality.

I saw, firsthand, people in low-income zreas, subject
to all the pathologies and problems of slum living, go through
tremendous changes as a result of serious involvement in arts
programs. Before the success of the HARYOU program, most
thinking~about art for poor people was on a very low level --
basket-weaving and handicraft training. If there was anything
like dance, or drama, it was presented in a makeshift fashion.
We were careful not to make this kind of mistake. We believed
that people, particularly young people, despite their slum resi-
dence, could measure up and give quality renditions.

What were some results of this program: after one year
in demonstration? Particularly among those young.people who
were aides and whom we were able to watch closely and with
whom we could establish better relations, we noticed almost im-
mediate changes taking place in terms of role model, motivation,
and general attitudes towards themselves and their community.
The majority of the youth who came into these workshops di-
rectly from the streets reflecting many of the ills of the com-
munity were not able to verbalize their feelings. Many
reflected the "hip style, " hostility toward adults, and a blustery
cavalier manner of acting out feelings. In one year we saw
dramatic and positive changes in these youth and repeatedly tried
to get additicnal funding to hook in a research component to
measure the change.

The HARYOU program firmly established in my mind
that we can take the disenchanted youngster and through the arts

show him a way to ready himself to join the mainstream of
society.

Of 150 students, six youngsters in the dance workshop
received scholarships to further their study on the university
level; five members of the band workshop are now attending
Juilliard; ten of the students of the graphics and plastics unit are
now attending various fine arts schools in and around the metro-
politan area; and seven of the youngsters of the drama workshop
have been in several professional plays Off-Broadway.
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Most of the youngsters who, at the outset, were doing
poorly in school, or who had already dropped out, were stimu-
lated remarkably as a result of their workshop involvement.
Many youngsters were spurred to pick up and finish high school
and aspire to further study. In other cases youngsters in work-
shops such as journalism, still photography, filn and sound,
found the confidence to continue school although it was not neces-
sarily in the area in which they had been involved.

HARYOU represented the first time that many of these
youngsters were respected enough to be given an opportunity to
ascertain their capabilities. So the confidence and achievement
they gained in one area served as an incentive for achievement
in others. This, I think, is one of the most important gains
that comes from a serious involvement in art workshops.

I would like now to mention the problem of administra-
tion. To do so, I relate-my experiences as an art administrator
within a poverty-program structure. That we were tied in with
an anti-poverty program depending on city and Federal funding
was definitely not an asset. The HARYOU arts program was
initially funded through the President's Commaittee on Juvenile
Delinquency and Crime Prevention. At that time, two years
prior to the official War on Poverty, we were attempting to de-
sign a multi-faceted program that would not only treat the symp-
toms but also get at some of the root causes. It was felt by the
research staff that the arts certainly had a clear and important
role within the over-all design.

The program unwound fairly successfully and we were
beginning to make an impact. We then moved to official anti-
poverty funding through OEO. This is when our trouble began.
First of all, the total atmosphere and pressures that ultimately
form around poverty programs just aren't conducive to the suc-
cessful growth of an effective arts program. A basic reason is
the position taken by the Office of Economic Opportunity con-
cerning the arts. In their eyes, art just isn't vital enough -- it
is lowest on the priority list. The question from officialdom
constantly asked was: ''What kind of. jobs can you guarantee ?"
It reached the point where almost every program we developed
had to have some kind of job component tacked on.

This concept of jobs as being the thing may have
worked twenty years ago with the youth of my day. But it is not
working today. The simple fact is that the degree of deteriora-
tion and alienation inlow-income areasis at a point where much
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more is needed. Programs that reach deeper must be introduced.
Many young men and women from poverty areas do not carry
.enough confidence with them into a job-training situation. We can-
not build up that confidence and a positive self-image overnight

or just because we want it that way. There is J10 magic which
will enable us to set things straight as far as the poor are con-

: cerned on a crash-program basis.

S U,

We must also recognize that administration of art pro-
grams in slum areas can present a host of new problems. In
terms of group dynamics, an arts program, if it is to be effec-
tive, must be run in a democratic way. One cannot use the
standard social-work techniques and hope they will wourk. They
will not, in my opinion. When you hire an artist you are en-
gaging an individuai who, by the very nature of his profession,
has pulled away from many of the formal and accepted ways of
doing things.

Of course, structure is vital but it should be more im-
plied than rigidly explicit. Meetings must be geared and run
Gifferently. Greater attempts must be made by the social
worker and the layman to understand the needs and ways of the
artist. The artist also must be oriented to understand the
needs of the agency he is working with. Complaints of mis-
understanding are frequently heard from both sides and must
be dealt with judiciously. If we are to succeed there must be
resiliency as well as stamina.

Administering arts programs in low- income areas
must involve a varied approach. We must be w1111ng to recog-
nize and respect the culture of those we are trying to reach.
'Too ofien arts programs are introduced with not enough thought
of who they will serve. The demand for performance too often
overrides the demand for quality, which comes only as a re-
sult of thorough and total experience.

£

Between June and August 1966, I had the most fortu-
nate experience to interview approximately seventy-five
people representing a wide cross-section of persons affiliated
with various governmental, private, and public agencies. The
purpose of these interviews was to ascertain their views on
the role of the arts in the War on Poverty. I visited fifteen
cities, both urban and rural, North and South. In most in-
stances reactions to the arts in the "war' were positive.
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However, I saw very few programs in operation to support this
positive attitude. Many people said that, yes, we do need art
programs and we do see them as being extremely valuable but

what can we do about it? We can't get funding for such programs.

This response came most frequently from persons affiliated with
local anti-poverty programs. They constantly stated that the
arts was not a priority program and that the focus was on "bread
and butter' programs, meaning jobs and job training.

Many of the programs I saw lacked a certain dynamic
quality in that they were making a stab at the arts but not a real
concentrated effort to develop programs of high quality. They
were more in the area of recreation.

Another problem is the funding procedure. It seems
that there is a tendency on the part of a great many people to
view arts as "filler'" rather than a major component in an.over-
all program. Consequently, when the time comes to allocate
funds for the coming year, the arts programs are the last on
the list. In my interview with Margaret Berry, Director of the
National Federation of Settlements, this factor was discussed
at length.

Many ideas and attitudes were expressed while I was on
tour and at this point I would like to present a brief synopsis of
some.

Mr. James Banks, Director, United Planning Organization:

From his vantage point as director of the Washington
metropolitan-area poverty program, Mr. Banks saw great value
in arts programs. He felt that the arts, and particularly the
theatre, play an important role in social reorganization.

A major point that Mr. Banks made is that there is a
great need for people to act out their problems in more positive
ways. The arts, in his opinion, provide such modes of expres-
sion. Mr. Paul Allen, UPO arts coordinator, has been working
extensively in this area, dealing mainly with theatre. Although
Mr. Banks is anxious to include other art forms, he is con-
vinced the theatre is of prime importance.
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As yet, UPO has not gone beyond the ''role playing"
stage. We discussed extending it on the basis of the HARYOU
experience which he felt would be helpful. He had little knowl-
edge of how this could be done since funding from OEO is a
stickler. '

UPO has set up, through the Neighborhood Advisory
Committee, an art subcommittee. Constantly mentioned are
the many requests from local communities for some sort of arts
program. Feopie who live in poverty are not just interested in
jobs, housing, social welfare, etc. They are hungry for pro-

grams that allow for more individual achievement and expression.

Most important is that the flow comes from within themselves
and their community.

Mr. Patrick Healy, Director, Community Relations, Job Corps

Mrs. Joscelind Halstead, Assistant

Mr. Healy has been interested in adding a cultural com-
ponent to the Job Corps for quite some time. He has seen great
results with youth who have had this exposure; however, this has
not been measured. One can only suggest and go along with what
some of the camp directors and teachers say. Most art work has
been carried out with volunteers. Because of the general anti-
arts attitude found in Washington, D. C., Mr. Healy finds it hard
to convince most Job Corps center directors that arts programs

~ are valuable. He felt that a visiting-artist program would be

helpful. Where such programs have been held, the enthusiasm
of the boys was heartening.

Mrs. Halstead will be starting to organize a compre-
hensive arts program for centers in the near future. Where the
additional funding will come from is yet to be discovered.

A camp situation is ideal since there is a céptive audi-
ence which is perfect for controlled pilot projects.

Mr. Ralph Widner, Executive Director, Appalachia Regional
Commission

Mr. Widner was extremely happy to discuss the subject
of "the poor in the arts." He felt that American art forms were
being neglected for the established European forms. He doesn't
believe you can introduce an outside concept of art that is
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completely foreign without first making an attempt at developing
and identifying what exists locally. He mentioned many areas he
knew that were full of natural artistic.expression. He referred
to these locations as "hollows.' Mr. Widner stated that many of
the people in these isolated areas are much more creative and
inventive than those in the cities, including the middle-class.

One reason is their isolation and lack of urban entertain-
ment forces them to depend on themselves, not only for enter-
tainment but other things as well. Hence, these individuals
search within themselves for answers. He also said that most
people's idea of culture regarding the poor in these holicws was
to "bring in the Pittsburgh Symphony' -- just like that. He was

.absolutely opposed to this. He agreed with my theory of nur-

turing the arts from within -- tapping the natural resources that
exist there. Then perhaps one could introduce (with thought)
that level which is termed "excellence' in the larger society..

Mr. Widner had strong feelings about the lack of respect
for American art expression and referred to jazz as an example.

-
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In conclusion, I stress that art has always been a fore-
runner, a conditioner of the human spirit. There is a great
need today for people to have a place to dance, expand, portray,
make visible the invisible messages, and to change them from
the despalrmg, despondent people of yesterday and today to
forward-Ilooking people of tomorrow. i

Through all of today's trials and tribulations, there is
still a struggle on the part of many Americans for decency. As
part of this same struggle we have seen emerge the War on
Poverty. But from its inception it has been difficult to achieve
important advances.

The struggle for power is edging out the struggle against
poverty. Meanwhile, the pocr still exist, most of them standing
on sidelines watching in amazement and increasing bitterness.

Experiences in poverty areas across the nation are .
making it clear that we can no longer get by with providing simple

leisure-time recreational or ""holding" activities. On the contrary,
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we must e .tablish those programs which foster.an incentive to

-

achieve competence and excellence. ’

It is important.that art facilities be located in the heart
of the depressed éommunities, and the individual must be stimu-
lated to mobilize his own resources if programs are to have any
kind of lasting effects on his life or neighborhood.

In terms of the arts, the value should not be placed on
mere performance in a given art media, but rather in the meaning
it comes to have to the individual in the building of confidence and
the strengthening of capacities.

We must learn from past experiences so that we can
break the destructive cycle in poverty areas. We who are inter-
ested in the arts have much to contribute in the way of philosophy,
techniqueg and most important of all, we must believe in the
rights, aspirations, and potential of the poor. We must help see
to it that the poor are the real beneficiary of the anti-poverty war
and not the politicians, the social agencies, and the various
groups who claim to represent the poor. We must focus on the
millions of men, women, and children who are suffering from the
inhuman consequences cf poverty and deprivation.

The multi-dimensions of poverty demand coordinated
multi-faceted efforts and the tie between art and the fuil life is of
primary importance.

Jane Addams, a most famous settlement house worker,
stated:

""The arts give an opportunity to revitalize
the very art of living itself. It is the
function of art to preserve in permanent

- and lovely forms those emotions and

' sclaces which cheer life and make it kind-

lier, more heroic, and easier to compre-
hend. Art lifts the minds of men from °
the harshness and loneliness of their tasks,
frees them from a sense of isolation,
loneliness and hardship. "

It is only through the arts that we can help people to
search for the real meaning of their lives. Through art,




horizons are bfoadened, a new motivation to learn is set in mo-
tion, outlet for energy is provided, and new outlooks on life it-
self are established. _

The arts can become the bridge for communication
between all segments of society. Through the arts the under-
exposed poor can acquire the cultural background essential to
successful schooling in his early years and to enriched living
in his adult life. -

However, if we are really serious about going into
poverty areas with art programs -- and it certainly is time for
seriousness -- then we must use those standards which would
be used in any middle- or upper-class neighborhood. Any arts
program, to be successful, must be free to develop and to ex-
periment as that particular pro,ram sees fit, and with a mini-
mum of interierence.

EXCERPTS FROM THE DISCUSSION WITH MR. EUELL

Audience: In the light of your recent experience in the HARYOU
program and more recently your experience in interviewing
people all over the couniry who are interested in the poverty pro-
gram, where would you place priorities now, in light of the re-
alities which we have to face? I am sure we are all realists
enough to know that the funds aren't going to be immediately
forthcoming.

Mr. Fuell: Well, first of all, we sort of have a tendency to run
past what aiready exists and there are operations or agencies
operating in the community who could do a quality job if they had
Some support, like the settlements and all the Friends groups
(by the way, these two agencies were the ones that I recommend-
ed to the endowment). And I don't think the approaches that we
used five years ago can be effective now. And I'm not talking so
much of the formal school setting. I am more and more con-
vinced that what is happening in a settlement house should be
connected to the schools in the neighborhood. I think no one
group and no one style is going to make it. It has to be a whole
host of styles if we're going to do anything at all. We no longer
can go and say, ''Well, we have the word. Here is the word. "

] Because we don't have the word.
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Audience: What are some of the factors that influence HARYOU's
failure, say, to get into the schools in any significant way?

Mr. FEuell: Well, we just couldn't get clearance. I don't want to
blame the Federal anti- poverty people or even the city anti-pov-
erty people completely, because we are up against a problem in
selling the idea of the arts and I had that fight also with my own
co-workers. And also, we don't talk too much about the political
realities that we are faced with out there and how that affects what
you're domg For instance, what are some of the stresses that
you have? The showcase idea -- you know, numbers. So, in
designing the HARYOU art program, I felt that we should start
out with a very small number of people, two or three hundred
youths, or evei less, so that we could develop a base, a strong
base, with quality work being done and then spread it to the com-
munity. But there is that pressure, always, to produce, to justify
yourself, and no artist and no arts program can operate success-
fully with that kind of pressure.

Audience: My experiences are the same as yours, but I think we
ought to talk about politics on a number of different levels. One
level relates obviously to the view of the.funding agency, which
is very crucial. O.E.OQ., as an example, made a decision down
in Washington that they transferred to the region and then down to
the local cor.munity, -- they made a decision that jobs and com-
munity action are high priorities. Then the entire system begins
to operate against encouraging, supporting, allocating funds, or
even expanding or approving the kind of programs that you des-
crived, and that's a very serious thing and we know that it is.
There are a number of interesting and subtle problems. When
you get two or more institutions in a given community who are
competing for money, you've got a real problem. They've all
got good arguments for keeping Head Start, say, in their baili-
wick -- the board of education, the settlements, the people
themselves. There is not enough money for all three to do it.
Incidentally, in my community, the way they did work it out is

.they tried to distribute the limited funds to all three groups,

but all three groups were unhappy because they don't get enough.
[LAUGHTER] Finally, the last point, and it's one that confounds
me and confuses me. I think that professionals, both social
workers and educators, and maybe the community at large, have
taken this War Against Poverty seriously and have not faced the
fact that the poor haven't taken it seriously. Julian is right.
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They think this is a large laugh. The Government obviously hasn't
taken it seriously. So that this War on Poverty turns out to be not
even a minor skirmish. Take this whole business of what's happen-
ing down in Washington now. If they spin Head Start off into the
Office of Education and they spin off the work program to the
Department of Labor, and the newspaper reports and the rumors
tell us that Sargent Shriver is going to be losing a job very soon,
and we know that 49 Congressmen have been elected who vote
against the program, then the automatic implication of that is,
"Let's not get involved, because it's going to lead nowhere. "

Audience: I would like fo comment on this problem of selling a
program to the school systems. We are working in the New
Mexico area, wlere we have the Spanish- American minority prob-
lem. And in our school systems, especially in the rural areas,
there has been r ractically no exposure to any kind of art training
or music training cr drama training in the primary grades. And
only recently has this been possible, through Title I, Title III,
and Title IV funds, and through the Arts Commission of the state
that has recognized the need for this kind of education. All of
us who have been working in this field have discovered a tremen-
dous resistance on the part of schools, because the superinten-
dents of sckodls feel that these forces may be an encroachment
on their prerogatives. They feel arts are suspect.. They don't
want outside agencies to come in. One of the things that would
help very much would be to get some prestige from Washington - -
backing from Washir-‘on -- for the kinds of things we want to do.
We need also to do a tremendous press job in selling our pro-
gram. We have to show that what we are doing is not to break
down existing facilities and not make them look bad, but to give
something that will give the schools prestige by participating.
It's a very tricky business to sell arts to the schools.

Chairman: If I may interject here, because the question of
politics is one with which I have had some experience, as the
head of an urban university. A great many of the institutions
within cities, in which expertise has traditionally been gathered,
are now simply anachronistic in light of the changing character
of the neighborhoods of the city. The problem is that the exper-
tise I possess is completely unresponsive to the nature of the
problem. When somebody came to us with a piece of the Federal
roney, for research, and the problem is the pattern of unem-
ployment in the Borough of Brooklyn, we have to persuade a half
dozen departments within our institutional framework that a
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collaborative effort is worthwhile. The institution is presided
over by a board of trustees that in no manner reflects the reali-
iies of power changes in the community. In no manner whatso-
ever. You people“ in the arts, it seems to me, are just completely
unrealistic about the nature of the problem to which we, together,
have to address ourselves. The truth is that youth recreation,
art, public education, narcotics, employment f.r teenagers, day-
school care, clinics for the correction of speech and reading
problems, are all one bundle of wax. And until insitituions, it
seems to me, . possessing the power that mine does -- multi-
million dollar corporations with a vested interest in the city,
multi-million dollar art institutions or music academies or
museums or libraries with a vested interest in the city -- until
these institutions face forthrightly the novelty, the novel chal-
lenge presented to their organizational structures, then it's a
very sad situation, and all you're going tc de is go around and
moan and groan about how complicated it is to get the Washington
money. And how difficult it is to get anything done. And let me
make one final point to you -- and this is being very unchairman-
like -- but I've been pretty good about this so far and I'm enti-
tled to my own five minutes. My inclination is to say that the
virtues of competition are not being realized and we ought to be

a bit more self-conscious about that and not worry so much
about the absence of consensus and cooperation. A little more
competition would be good.

Audience: I like that. What's the action -- I like that, let's

find out --

Chairman: Well, I can tell you one approach to the action, par-

ticularly those of you who are institutionally based, and I don't
care whether it's a museum or a school or a settlement house
or what. I can tell you the problem to which I am now address-
ing myself, with my 2, 000 employees of various kinds and my
12, 000 students and my millions of dollars budget. My insti-
tution has no commitment qua commitment whatsoever. Now,
that's a terrible thing to say. I think it is true of Columbia
University. I think it is true of N. Y.U., etc. AllI can tell

you is that I am attempting to address that problem of the ab-
sence of institutional commitment. Now, I have a way that I am
tooling up to test. I am not sure it's a good way, but it's a way.
The way is to take a neighborhood, which has the remnants left
of community integrity, and refocus the totality of things that we

now do all over the city upon that area -- the practice-teaching,
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the research, all the youth and recreational things we are doing.
Instead of having them dispersed all over, relate them to a
particular, going, living cofnmunity. Now, my hope is -- and
- I don't have the vaguest idea whether it will work out -- that all
the people now involved in these dispersed activities will simply
learn, through the process of what they do, that they share a
commorn subject matter which is in the city itself, and which has
limits which you can see, boundary lines, definitive buildings,
definitive leadersh’s, definitive problems. And perhaps, some-
how, through this, we could crack the artificial barriers within
my own institution. Philanthropy is simply corrupt. It is
corrupt in its pretensions. It absolutely is frightened of the

L implicit controversy in this subject matter. Like those great
new patrons of the arts, the American universities. They are
absolutely fearful of risk-taking in the arts. ILook at univer-
sity programs, artists in residence and all the rest. All they
are doing is taking ir. the tried-and-true, and then patting
themselves on the back about how much they're doing to support
the arts -- the great new patron. - : n
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‘ Audience: We're here talking about politics. We're talking about
3 power. Now, in order to have powei, and to exercise it, you've
* got to have a constituency. Now, if the artist or the playwright
can't identify his constituency, he can't manipulate power, either
in Washington, or in a university or in Podunk. =The limits of
support in Washington are very real; they come from Congress,
| and just the minute the constituency in Podunk doesn't write its
congressman, the agencies are crippled and no one knows that
as clearly as the War on Poverty. But this whole business of
how you develop your immediate constituency and how you organ-
ize it to appeal to the levels of government or the other insti-
tutions of the society, that is the critical problem in the arts.

Audience: There's a terrible thing happening here, particularly
with regard to the arts, particularly to the artist. One of the
things that's happening in the contemporary city for the artist

is that to survive, he has tc institutionalize himself, and this

! sets off a whole lot of unique new tensions. By the time a
painter gets through with his art gallery and with the museums
L who can make or break him, by the time he gets through with all
: _of that stuff, or plugging into a university as a painter in resi-
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_ dence, he's had it. He's really had it. And the plight of a
= musician is worse and the plight of the theatrical folk is even
worse, and it's -~
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Audience: Take it one step further, though. Remember that all of
these nasty souls that we're condemning are people. Alj of the
people on your board are individuals. All of the people in your
program are individuals, and it seems to me that there is an ave-
nue to their power structure, by one way or another. How do you
get a handle, again, on a responsible leader or a person to bring
about change in this setting, because it's very easy to condemn an
institution or an organization -- but this is a person, every one of
those people. You are the head of your institutions. I blame you.

Chairman: That's tyranny. The answer is, you know, extraordi-
narily simple at one level. This is a dirty business. I mean,
Bedford-Stuyvesant literally is filthy. That's right. And nothing
is surer than once you get into a modern, urban, institutional
bureaucracy of any kind, all of the pressures are for you to de-
fend the possession and use of the bureaucratic power you have,
and every fool who is in one of these positions knows that it's as
easy as falling off a log to do that, if you avoid getting dirty, so .

"the simple answer is, you don't take risks. And the guys who do

take risks are the ones who ought to be backed. T hey ought to be
backed by the Federal agencies --

Audience: By everybody.

Chairman: They ought to be backed and --

Audience: They are not even backed by each of us.

Chairman: That is a profoundly simple axiom. But it's a very
fundamental one to get through.

Audience: I would like to go back to that point there for a second.
Which was: Yeah, any good politician knows you build your own
constituency. Now, if the arts are naive and they want to get
plugged into the world, how do we go about building a constituency
that becomes a power base and supplies the dollars and the back-
ing to get the job done? I think there's nothing being said down
here to indicate the job can be done. Now, how do we organize

to build a constituency? Let's get real political about our
behavior. - ' ' '
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THE ARTS AS AGENTS FOR SOCIAL CHANGE:
AN ANTHROPOLIGIST'S VIEWPOINT

FRANCIS A. J. JANNI
Columbia University

Man as a species is a relatively recent addition to life
on earth but in that short span of two million years he has man-
aged to transform the earth into his private domain. Much of
this transformation and his apparent refusal to follow other ani-
mals in accepting his world as he found it proceed from his.
mood and mode of questioning and from his enduring belief in
his own perfectability. During most of these two million years
he has asked why things happened and wondered how he could
turn these happrieings to his own benefit. His quest for answers
and solutions eventually reached beyond the land to the sea and
the skies as he sought to reduce the riddles of his environment
to certainty and control. He developed an art, a technology,
and eventually a ‘science which systematized this reduction and
built up a body of knowledge so imposing that today we truly be-
lieve that we can do anything we want to, . given the time and the
notion.

This same self-assurance and continuance have led us
to one of the great mythologies of our time: the belief system
which says that the good things in life -- beauty, truth, security
and love -- are now almost within our grasp. We have only to
apply-ourselves, our knowledge and our skills and the Great
Society is ours. And not content to enjoy these alone, we actu-
ally presume to believe that we can somehow distill all of these
joys and pleasures into some opiate yet palatable form and dis-
pense them like wonder drugs to those less fortunate than we.
We give proud names to programs designed to prescribe and
distribute this American middle-class psychodelica -- Upward
Bound, Head Start, Higher Horizons, and Allianza Para El
Progresso. We plan the campaign to eradicate misery and ig-

norance -- which we équate -- and to destroy the automobile
graveyard and the slum with all of the precision and parapher-
nalia of a military operation. In fact, if some sensitive soul

had not stopped to consider the ethnic slur inherent in the result-
ing acronym, the anti-poverty program would have been official-
ly called the War on Poverty. We are, in effect, declaring

Parts of this paper have been adapted from my forthcoming book
Culture, System and Human Behavior; the Behavioral Sciences
and Education.
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open, total war on poverty, on ignorance, on deprivation, and

on want, and we intend to win, no matter what the cost. .ne
strategy is clear, it remains now only to decide on the tactics,
and on the character and composition of the occupation once the
battle is won. That is to say, we know that education is to be the
major weapon and we need only decide how we are going to use
it; we know that the culture of poverty must be annihilated and
all that remains is the bothersome question of what we have to
offer in its place to induce its members to unconditional sur-
render. And yet, we might well ponder the terrible consequen-
ces of victory, for what, in fact, do we have to offer as a
replacement for the culture of poverty? In the cognitive domain
we have some evidence that better schooling can lead to better
jobs but what are the affective consequences of the cultural revo-
lution we propose? Will we make use of existing cultural motifs
in the lives of these people or will we, confident in our own
excellence, find new ways to assert our cultural advantage ?

There is abundant evidence from similar attacks on a
"cultureless'' or "deprived' people to indicate that if we persist
and insist on replacing thé culture of poverty with something
precious to us but alien to them, we can expect the same dis-
quieting and even disastrous consequences as elsewhere. In
Airica and Asia, for example, the effects of efforts by colonial
administrators to give to indigenous peoples a share in English
or Dutch, Spanish or French culture is now evident in the prob-
lems of developing nations in these areas. The more fully the
African or the Asian became immersed in the foreign culture
the more he felt and continues to feel the helpless loneliness and
rage of the man without a past. For, whatever the motivation of
the European educator in imparting his culture to the native
peoples, he was assuming that his past would become theirs.
and, except for a few interesting archaeological ruins, that their
history began on the day of contact. The consequences of coer-
cive cultural change can, in fact, be horrendcus if the destruc-
tion of the old culture reaches deeply into the ethos of that
society. W. H. R. Rivers, in his ''Essays on the Depopulation
of Melanesia, ' pointed to the destructive results on the unifying
ethos of Melanesian culture and society when the British im-

posed their own cultural norms and prohibited head-hunting.

Now, head-hunting had never been very popular in England and
if someone had suggested to the British that head-hunting was
the organizing principle, the passion and the fountain ¢f social
and individual ambition in Melanesian society, they would sure-
ly have responded with incredulity. But it was so; each
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head-hunting expedition took vears to plan and accomplish and
the preparations and aftermath was the glue that held Melanesian
social organization together. Without the stimulation of these
ritual functions, the Melanesians literally died of a sense of
futility and boredom. They had nothing to live for. Someone
else, perhaps the poet or the philosopher will have to ponder
over the question of the justification of the British in abolishing
what was to them an abhorrent, nasty habit but which actually
took fewer lives in the long run than resulted from its abolish-
ment. My own interest in recounting it here is to indicate that
social betterment, even planned social change and reform, can
be disasirous unless we comprehend and appreciate how it is
perceived by those undergoing change and how the change relates

to'what went before, Now, what of the role of the arts in social
change ?

There would appear to be rather consistent agreéement
among anthopologists ard artists on'the role of the arts as agents
of social change: many see the arts, either in their develop-
mental force, the "inner logic of art forms themselves, " in the
art tradition, or in a "world soul," as the spirit.and image of a parti-
cular culture or society. Thus, the critic Sir Herbert Read sees
in "Romanticism. .. the social and intellectual forces. ..[that have]

- been transforming the civilization of the Western World., . . and all

the arts. .. both as cause and symptom, in the general process of
history." Similarly in his articie, "Style," in Anthropology
Today, Meyer Schapiro suggests that any given culture or epoch
of culture has only one style, _or a limited range of styles to it,
and this permeates the whole of society. Others, the historical
materialists in particular, see in art and art styles the vehicles
of social and even social-class ideology. Still others view the
artist as the principal it of change in a culture: Melville
Herskovits, for examp. , held that "in every society, the artist
is the experimenter, the innovator, the rebel. " In eéach case,
however, a careful reading and a few momenis reflection indi-
cate that he experiments, he innovates, and he rebels within the
bounds of the culture that has conditioned him. The art histor-
ian, for example, who describes the Italian Futurists as reject-~
ing the Italian culture which they found around them in museums
and decaying palazzi must look to social and. political develop-
ments in Italy and realize that this was a culture seeking a new,
twentieth century identity and the Futurists were but a part of
this movement. And today‘s rash of rebellious, innovative art
forms -- pop art, junk sculpture, and the "happening" -- are

a brazen reply to a blasé public that demands both individualism

-
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and conformity from the artist. In these new art forms, tdday's
5 artist replies to John Dewey's stern dictum that "Art is exper-
] ience" with a thumb-to-the-nose reply that all of culture is up
- for grabs and "all experience is art.' But note again that this

: rebellious attitude is peculiarly associated with other forms of
protest from civil rights to sexual freedom and from anti-war
protests to justice for Timothy Leary. What I am attempting to
say here is really two different but related things at once:

(1) the question of whether art and artists "lead" social change
is, for me at least, an unanswerable and unimportant question
and (2) that regardless of whether art leads or follows, stimu-
lates or responds, I would suggest that when we speak of the
"culturally disadvantaged" we admit by the term itself that this
age of American culture has nothing better to offer them as a
cultural milieu than what they already have. '

Having said these things let me look to three orders of
evidence to support what I have said: (1) the popular culture as
a source of cultural enrichment for the disadvantaged; (2) art,
folk culture, passion, and individualization in modern society;
and (3) a farce and some fables as examples of popular and folk
culture. First, I contend that in my experience with the
"disadvantaged, "' I have seen very few programs in the arts
which do not attempt to take the best of what '"'we' have to offer
in order to help "them' fit better into our world. " The motiva-
tion here is commendable but it is the same old story of the
colonial administrator we saw earlier, At its best this means
an attempt to reproduce the art forms of middle-class, white -
America in a form that is both acceptable and comprehensible
'to individuals who are not a part of this cultural heritage. At
its worst it means a patronizing attempt to uplift the art-
consciousness of a people who are, again, "culturally disad-
vantaged. " In either case, we are usually dealing not with the
folk culture of the group under contact but rather we are acting
as purveyors of popular culture. I do not make the term popu-
lar culture synonymous with mass media; rather, I would dis-
tinguish folk from popular culture by indicating that in folk
culture there is a creative sharing of an art{ form based upon
common tradition among those who feel some involvement in
what is produced.
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5 Popular culture on the other hand I would describe as
: the logical companion of mass production that has its vital force
in entertainment rather than in creativity and is assembled for
somebody. Examples of folk culture abound in primitive society
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where art is expressive of group relationships and in the per-
sonal contact of the producer and the consumer of art. Shelley
could still sey that poets are "the acknowledged legislators'" of
the world. In popular culture, however, we seem to have lost
the artist, any creative elite or, indeed, despite the fact that
they call the tune in terms of what gets produced, even a creative
audience. By and large the audience is present to be entertained,
amused or in some way "enriched." Their involvement in any
sense of understanding, feeling or re-creation of the culture
which produced the art form is, at best, minimal. I sensed

this estrangement of art forms from the culture most intensely
recently when I visited a museum specializing in primitive art.
Even accounting for my obvious bias as an anthropologist, it

still seemed to me that the Guro carving from the Ivory Coast

or the Bambara mask from the Sudan were out of context and
meaningless as they were viewed side by side: Why are objects
from different tribal groups placed together in the same way as
great paintings in the Uffizi or Metropolitan? How can anyone
hope to understand the intense meaning the mask has for its
creators without seeing how it fits into the culture of the people ?
Certainly plaéing it, as I would, in an ethnographic collection
would show only minimal cultural relationships, but this does
indicate a different approach, a focus on meaning rather than
viewing form and beauty out of context.

Ortega y Gasset says that art is like a window with a
garden behind it. The viewer may focus his gaze either on the
window or the garden behind it. Most people, he contends, focus
on the garden itself and not many of us "are capable of adjusting
their perceptive apparatus to the windowpane and the transpar-
ency that is the work of art.'" But when we are dealing with our
own culture, with a social environment which is comprehensible,
the function of the art form becomes almost iconic and, in
Ortega y Gasset's words, people '"understand a means through
which they are brought into contact with interesting human
affairs." Robert Redfield, the anthropologist who loved both the
study of culture and art,stated this same proposition as follows:

Art is a way of access to people and passions,
differing from common experience in only accidental
qualities, being perhaps less utilitarian, more in-
tense and free from painful consequences. In short,
for most people who look on painting or sculpture
that presents familiar life, it is a way, intengified
and liberated, 'of having the usual content of human
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experience. In so far as the immanent,

aesthetic values are appreciated also, they sup-
port this experiencing of the human and add their
special pleasurable quality. This element of
pleasure, together with whatever unusual treat-
ment of the subject has been given to it by the
artist, may further increase the experience, in
totality, by moving the viewer's imagination to
conceive aspects of reality or of possibility which
otherwise he would not encounter. Art pushes our
experience just a little farther,

I R &3 6

Art, then, is to me both a re-creation of what it is like
to be alive and an intensely personal experience. Art, like love,
can be sensed and experienced only as an intense personal rela-
tionship. Art, like love, can not be contrived or manufactured
to suit someone else's taste. When this becomes necessary, art
becomes entertainment and this is what present popular culture
has become. Created on schedule as a response to the demands
of the popular market place, it neither amplifies nor negates our
cultural world -- it just makes it absurd. It doesn't even offer _
an escape anymore. Let me confess that when things get dull or i
bothersome, when I am anxious or disturbed, I dream of escap-
ing the lonely life in the crowd by escaping popular culture as
well as material wants and drives. I see myself living in the
richness of the moment, on a sun-drenched beach and running
my toes through the water. But such experiences are rare and
I cannot tell you what the feeling is like or re-create it for you.
In fact, I can only share it by experiencing it with someone I
love. Here is the ultimate in the absurdity of trying to act as an.
agent for introducing one cultural mode for another. It is what
Camus saw as absurd in modern man's attempt to exist among
the confusion of values which is our popular culture and what
Heraclitus meant many years ago when he observed that man is
estranged from that which he is most familiar with and he must
continuously seek to rediscover it.

If I were a Negro in Bedford-Stuyvesant or a Puerto
Rican in East Harlem, I would not for one moment consider
giving up my rich -- if disadvantaged -- culture for the lonely
general culture any more than I have personally been willing to
give up the marginality of being Italian-American, despite the
fact that most of my colleagues tell me it is tension-producing
and anxiety-ridden to be in such cultural conflict. Oscar Lewis .
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has done a brilliant job of showing how rich and comforting

the culture of poverty can be and repeatedly illustrates that what
causes the disjunctures and the disharmonies is our attempt to
tell them that they don't know what they are missing. One need
only spend some time in the culture of poverty to realize that |
there is a cultural stimulation, in fact, a source of pleasure.
But in this puritanical age we distrust pleasure because it sug-
gests triviality. Just as learning which is fun is suspect, so
living dolce far niente is condemned unless you can afford it.
Our world forces us to think clearly and logically, and to live as
if we enjoy it or it does not permit us to survive. We revel in
the envy of the flamboyant gesture or the Buddhist's immersion
in non-being. But at best we must restrict these pleasures to
our spare time as Sunday afternoon painters or cocktail-hour
philosophers. If these are the rewards' we have to offer as
experience and art, then forget it. '

Let me sum up here by saying that once again it doesn't
really matter if the popular culture is as valueless and absurd as
I think it is, because what really matters is that if the artist
wants to act as an agent of social and cultural change he must
work with and within the society and the culture he hopes to
change. He, like the anthropologist, must become as much a
part of it as he can and build from within rather than attempting
to impose from without. And to do this we must understand --
not appreciate, but understand -- the culture of poverty. '

How well, for example, do we understand the culture of
the American Negro? We have been looking at Negroes in this
country for three hundred years and yet we continue to see only
what we want to see. And often, he shows us only what we want
to see. We see him, we hear him, we may even appreciate him
as an artist but we are still looking at the garden instead of
looking through the window at black culture in this country.
Consider, for example, the simple fact that Negro entertainers,
no matter how well established, have developed the maddening
knack of giving us only what we think we like to see and hear.
Their virtuosity is incredible and yet they entertain us with a
parody of what our popular culture really is. Listen carefully
to Ella Fitzgerald or Pearl Bailey burlesquing a romantic bal-
lad, or watch the Harlem Globetrotters fake, feint, and shuffle,
break every rule, and make a mockery of a game of basketball.
They burlesque the Negro as an athlete but they also always
manage to defeat their foil, an all-white ieam.
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Negroes purvey our popular culture for the commodity
it is. * They know its cheapness, its unreality. Their persons
having heen sold, literally, in our society, they have some ac-
quaintance with commercialism; they know how to sell and are
in a better position to learn what is not for sale. This is what
Mahalia Jackson seems to mean in singing only spirituals, al-
though she sings them with a jazz beat. As a veteran performer,
the Negro is, in his very existence, the most sophisticated critic
of our romanticism, our social etiquette, our ethics, our .
fashions and our cnthusiasms. He cannot even deceive himself
completely when he becomes a bourgeois; it is all too new.
Negroes as performers add an extraordinary dimension to ordi-
nary activities. The criticism is more devastating because it
is in the doing -- not cerebral, but spontaneous, mimetic, issu-
ing out of the ambivalent experience that every actor has of the
act and of reality. Were they to speak to us directly of what they
know, not in exhortation, not in threat, but about our shared cul-
- tural fraudulence, I think that we would laugh urtil our throats
rattled. Stanley Diamond has illustrated the farcical "theatre-
of~the-absurd'' quality of Negro involvement in the popular cul-
ture. He describes as follows that great cultural double-
entendre, the heavyweight championship affair ~ciween Liston
and Clay. * First of all, both men are in our cultural world
self-acknowledged professional outsiders, members of what one
might call the 'establishment of the outside.' Liston is an ex-
con and scofflaw. Clay (Muhammad Ali), -the star performer,
is u Black Muslim who has made the pilgrimage to Mecca and a
celebrated trip to Africa. Like Liston, he is unschooled, al-
though obviously clever, and manifestly rejects the white world.
He even managed to fail the draft board intelligence test, twice.
Appropriately enough, Clay had been a United States Olympic
champion boxer, and understood what it meant for him to fight
in the name of our country.

Born in the South, Clay had successfully turned himself
into an Aesopian, a fabulous character. His farnous rhymes and
manufactured rages against opponents have a bowdlerized folk
quality. ...c senses a kind of reverse '"Uncle Remus' in Clay's
act, The characters fight among themselves but they always
outwit the man. Clay embraces them all and draws them into
" his fabled world, precisely because he alone, in his exuberance,

% This material is taken from an early draft of an article even-
tually published as Black Farce, White Lies; ''Dissent;"
Fall, 1966
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exposes the absurdity of their professional lives in white society.
He can do this because he is young, rich, and has by means of
his new religion apparently withdrawn from the phantom circle
of statuses conferred by whites.

Liston simply plays it cool, speaking astr’ gently and
tersely when questioned, disinterested even in appearing interest-
ed in the conventional opinion of mankind -- both of them cham-
pions, arrived, glorified p.’ pets of the white crowd, but puppets
who have learned to pull the. own strings, each in his peculiar
way.

The event began under a flood of extremely powerful
and hot television lights and was over about two minutes later
with Clay knocking Liston out. So far as their behavior on
stage was concerned, intuition, improvisation, and mutual inter-
est provide the clue; no precise battle plan was necessary.

When Clay was asked, immediately afterwards, what -
punch knocked out Liston, he allowed that it was either a left-
hook or a right-cross, but refused to commit himself before he
saw the video-tape. After viewing the video-tape, which was
shown him immediai:ly, he explained that the curious little
punch which did the ostensible damage had been taught him by
Step'n Fetchit, who had learned it, as a boy, from the great
Negro heavyweight boxer, Jack Johnson. Fetchit, the movie
actor, who had made a fortune out of, and immortalized, the
stereotype of the shuffling, "Yes, boss," slow-thinking, but sly,
Negro, an adept at evasion, had been Clay's constant compan-
ion in training. One might not have expected Fetchit to have
been in the camp of the Black Muslims, unless we are aware that
the real Fetchit could not possibly have been the personality pro-
jected, and then it seems inevitable. He became a central figure
in the little myth into which Clay was turning the Lewiston affair.

The question remains why the whole affair was executed
so unimpressively, so transparently. But that was part of the
farce. In retrospect, it appears as a near-perfect burlesque of
a heavyweight championship fight. There was no visible punch,
no bruises, no count. The actors know their audience. They
have known it for generations. The.audience will fill in what it’

" pleases. As usual, we will ascribe to it the Negro behavior
which fits our assumptions. We will insist that the affair was

either a fix, or a mysteriocusly authentic fight (one veteran white
sportswriter described the perfect punch in detail; a well known
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sporting journal tried to photograph it as such), What we will

" resist seeing is that two physically tremendous men put on an
entertainment for a society in which they do not believe. With
due consideration for themselves, they refused to batter each
other into the ground for the pleasure of a predominantly white
audience, according to white rules of the game, for prizes which
they had already achieved by other means.

If this'is an accurate description of Negro-white rela-
tions in popular culture, there are, however, happier encounters
in which artists can work with the ""disadvantaged' to create and
recreate a new cultural world which has all of the comfort of the
old along with the security-producing elements of the new. My
colleague, Herbert Kohl, in an article which will appear in a
forthcoming issue of the New York Review of Books, has been
tremendously successful in working with children from a '"dis-
advantaged culture, " developing a pride in the old as well as an
understanding of the general culture. Kohl, who is now with us
at the Horace Mann-<Lincoln Institute, began his career as a
teacher in East Harlem. One of his early experiences was with
the reaction of The Establishment to two poems written by two
different eleven-year-old girl$ in his class., One poem received
high praise and was published in the school paper:

Shop With Mom

I love to shop with mom
And talk to the friendly grocer
And help her make the list

. Seems to make us closer.

The other was bitterly condemned when Kohl tried to
have it published in the same paper. It was full of misspellings
and grammatical errors, didn't rhyme, and besides it was on a
subject, said the teacher-editor, that an eleven-year-old "just
could not knew anything about!":

111

eI 3 e e

o " Claaki b A
e o % s Lo o - e -t o




E2F BN Ea 28 Y =S N W

The Junkies

When they are
in the street
they pass it
along to each
other but when
they see the
police they would
. run some would
just stand still
and be beat
so pity ful
that they wént
to cry.

Eventually, Kohl was able to work with ihe children by casting
aside the establishment view (and leaving the school system in the
process), and the story of his learning of their culture and their
acceptance of the new patterns he developed with them makes
fascinating and intensely valuable reading for anyone interested in
working with youngsters from ''disadvantaged' areas. What is
important here for us is that eventually he and they wer= able to
create a new set of patterns which did not negate the old culture
but still gave them a window intc our world. For example, after
a long series of experiences with 1 eading classical mythologies
and creating their own myths (the kids made up some wonderful
mythical characters with names like "Skyview, " "Missile, " and
""Morass') here are two fables created by two eleven-year-old
children which illustrate their mixing of culti:ral worlds:

Once upon a time there was a pig and a
cat. The cat kept saying old dirty pig who want
to eat you. And the pig replied when I die I'll be
made use of, but when you die you'll just rot.

The cat always thought he was better than the pig.
When the pig died he was used as food for the
people to eat. When the cat died he was bured

in old dirt, Moral: Live dirty die clean.

Once a boy was standing on a huge metal
flattening machine. The flattener was coming
down slowly. Now this boy was a boy who love
insects and bugs. The boy could have stopped
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the machine from coming down but there were
two ladie bugs cn the button and in order to
push the button he would kill the two ladie bugs.
The flattener was about half inch over: his head
now he made a decision he would have to kill
the ladie bugs he quickly pressed the button.
The machine stoped he was saved and the ladie
bugs were dead. Moral: smash or be smashed.

As Kohl points: out, these fables exude the exhilaration
felt by children when they are allowed freedom to create after
being stifled in the clussroom. But they also illustrate what is
most challenging in the involvement of the artist in the world of
the ''disadvantaged" -- the ability to help create a new reality.
Artists have alwayrs created their own reality, and I suppose that
when you do this i. social and political rather thau zesthetic
terms, you are really crexting utopias. Perhaps that is why
utopias are usually full of artists. If utopias have failed in the
past I don't think this should cause us too much concern. The
real value of a utopia, after &ll, has always been what happens
once it is disassembled and everyone goes back into society car-
rying with him elements of what he learned in this new world.
This is what happened to the comiunistic utopias in the past and
it is precisely what is appearing in our experience with the Peace
Corps today. As valuable as they may be in Zambia or Peru,
their real contribution is not in what they give to foreign nations
but in what they bring back to us in a new world view. This is
also what can come from a realistic entente among artists,
scientists, and the culture of poverty. What skills you have and
we have can help to create a new folk culture which faces the
changing world of the slum and the ghetto and develops programs
for life as it will be rather than as we would like to describe it.

Robert Redfield used to tell a fable, which for some rea-
son or other Aesop overlooked, about a hen who was giving a
survival lecture to her chicks while they were being swept down
stream by a flash flood, precariously balanced on the roof of a
chicken coop. One of the lesson units in her hurried curriculum
concerned the future sources of food supply, but as she looked at
the trees of the forest along the banks of the river, she realized
that she remembered very little about forests because she had
been away from them so long and that she wasn't doing too well
in telling the chicks about food sources in the forest. So she
called out to a wise old owl in the trees whom she saw interview-
ing other wild birds about their reaction to this stress-provoking
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flood. '"Professor Owl," she said, "won't you be my consultant

_and help me teach my chicks about life in the woods, for you stay

there and study it and are indeed a wise old owl. "' But the owl

"had overheard what the hen had been telling the chicks, and he

was astonished and appalled at how scientifically inaccurate and
superficial her information was. Besides, he was anxious to
proceed with his interviewing and hurry back to his study to
speculate on how individuals react when placed suddenly in a new
and frightening situation. You see, he was working on a paper
on this subject. So he pretended not to hear the hen and went on
with his interviewing. Left to her own devices, struggling to
maintain order among her chicks, and occasionally having to
grasp at one as it fell off the.coop into the water, she went on as
best she could and described what she thought food sources in the
forest would be like. The chicks, as resilient and eager as chicks
everywhere, took rather well to it, and later, when the coop fi-
nally came to rest far, far down stream, the chicks bid farewell

to their mother hen and set off bravely to begin their adult lives
-- in"a treeless meadow. *

Three problems for chickens, owls, and humans emerge
from the adventures of mother hen and her chicks: (1) How do we
go about making sure that the owl and the chickens talk to each
other before the flood, (2) How do we take into account in educa-
tional planning the fact that the chicks we are preparing for life
in the forest may have to face life in a desert, (3) How do we get
owls, who know a great deal about forests but not too much about

chicks, working with those who know all about chicks but can not
see the forest for the trees? :

* This fable is adapted from Robert Redfield's classical one which
first appeared in an article, "Research in the Social Sciences,
Its Significancé for General Education, " Social Education, V.
{December, 1941)} pages 568-579, and which was reprinted in
Vol. #2 of Social Uses. of Social Science: The Papers of Robert
Redfield, Editor: Margarette Park Redfield, ""Chicago;
University of Chicago Press, 1963,'" pages 85-92.
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EXCERPTS FROM THE DISCUSSION WITH MR. IANNI

% Audience: Erich Fromm talks about the new man emerging in
our culture, 2nd I wonder to what extent the disadvantaged,
through the mass media, may emerge also --

1 ,
g Mr. lanni: I don't know. This is a difficult area for me, but I
’ g have a few ideas if you don't mind. I know in our experience
]

at Horace Mani, in working with children, it's very simple to
get them to accept any reward system that you want, really, if
it's done in a situation which allows them to feel part of the
growth process. Let me give you a quick example. One of the
problems that we faced was that, in working in this particular

E« area in Earlem, there simply wasn't any space where we could

: have kids come in, feel free from the school sys.:m, and talk
about anything they wanted. So we managed to come up with an
old, dilapidated building, and -- deing things the way I would
normally do it -- I contracted with a painting company to come

in and paint it and redesign the inside. Luckily, the day before

4 they were to arrive, somebody who had better sense than I called
> me aside and said, "Why don't you let the kids do it themselves ?" L
’ So we did, and it had two very important effects. One, they do
feel it's something that's theirs; and secondly, we did not have
one bit of trouble with them -- not one bit, largely because it's
something which they had built, which they had created, and
which they could feel part of. In specific answer to your ques-
tion, I think that becoming part of this -- what I would call
consumptive -- culture is again a very personal thing with indi-
viduals. You know, I'm part of this myself. And soc are you.
There are things that every consumer wants. There are things
that I want very badly. But it's the way I want them and what I
want to do with them after I get them, that I think is important.

R X a3 an N a2 R -Em

Audience: The point that Fromm was making, though, is that

man-the-consumer is never satiated. And as a consequence, he

is always in fear of not hrving enough, and because of this fear

he never will turn his atteation to the things that really count in
_life, and art is one of those things.

Mr. Ianni: Possibly so. I don't know. Yes, ma'am? .

‘Audiencg: I-work with children -- and my first job is to erase
the word "'underprivileged:'" I wish somehow, we could find
another expression for it. I think somehow we defeat ourselves

.
'

115



-- we push the child a little further down into the hole where we
brand him this way, because I don't think it fits him particularly.
It could be a child on Park Avenue or the child who lives on

St. Nicholas Avenue. But there is another danger in all of this
and I wonder if we can't come around to it. We start with the
children in the public schools, but we don't start with the parents,
and until we bridge that terrific gap, I don't think we have a pos-
sible chance to do for the child what we want done, no matter how
elaborate the educational set-up is.

Mr. Ianni: I'm sorry, but it's wrong to assume that the parents
are not with them because they don't want to be with them. We've
been working with one high school in East Harlem, Benjamin
Franklin High School, which is a fantastic school where 10 percent
of the students literally disappear every day. We've been going
very slowly. What we've done there is to set up a Neighborhood
Educational Development Council which has representations from
parents. There is a g”reat'misunderstandirig that people, at least
in this area of East Harlem that we've been working with, actively
want to run the schools. Actually, what they want is the oppor-
tunity to help set educational objectives, and this is what we've
managed to do. You are quite right: it does no good to work with
children alone. But I think it is self -defeating to assume from the
beginning that parents are uninterested. They are vitally inter-
ested, but they have been rehuffed so many times and they are be-
ginning to learn. Yes, ma'am? '

Audience: I want to welcome you to New York City. I hope in
your new role in Horace Mann-Lincoln that you will encourage our
people -- because I. too, come from the New York City public
school system -- to stay in the system, work with the establish-
ment and, perhaps, change the establishment, because it would
bother me if i felt that another network or parallel system was be-
ing set up. I'd like to see you in I. S. 201. I would hope that you
and some of your colleagues would come into 201 and work with us
up there because this is the kind of thing we need to work together
on, not in a parallel situation.

Mr. lanni: First of all, we'd be very much interested in working
with 201, but at present, we're just a small guerrilla band. And
our whole attitude is not that we are going to adopt Benjamin
Franklin, which is the way it appeared in the newspapers, unfor-
tunately. Our whole attitude is that we're a legitimate and neces-
sary part of that community, and, therefore, we have a community
role to play. There are some things that I think are necessary in
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the program that we envision anyway, which just can't be done in
schools, and shouldn't be done in schools. For example, we have
Paul Rosenbloom, one of the best mathematicians in the country,
who wants to teach children about mathematics by using gaming
theory -- that simply means using dice. Now, you can see as well
as I the headlines, if the school starts getting kids to shoot dice in
the school. Now, we can do this in our community center and take
all of the brunt of the poor publicity that will come out of it at

first. Once it's developed, it can then be moved into the schools.
Now, the important thing is that the teachers are as much a part of
that community-resource center that we've set up as we are or as
the children are. And they come over and help to develop new
programs, giving thein a chance to grow. '

Audience: Excuse me. On one point that you made, I'd like some
help from both you and Miss Maynor. When you say that the school
is not the setting for all things, will you please help in creating the
other setting before you tell everybody that the school isn't the
setting? Because the entire world is still expecting the school to
be that setting.

Mr. Ianni: Let me put it in a different way. then. I don't think that
education and schools are synonymous. If you view the school as
the only place education can happen, then some things just aren't
going to happen. And the community has to be as much a part of
the school as the school is part of the community.

Audience: I'd like to make a comment. You quoted Redfield on
something which I think is of tremendous importance: "Artisa
way of access to people and passions. " I think that there's been a
lot of cloudy mlsunderstandmg or feeling that the artist should sup-
plan the teacher in teaching art -- I trust much more that he will
inspire the person in the school. But it is also true that the most
successful teacher is the person who loves what he is doing, and
can talk about it. I am not saying all artists, but it is much easier
to find artists who love what they are doing and can talk about it
and can communicate this to a group of kids, and get them excited
about learning about art, than it is to get a public-school teacher to
do the same thing with the arts. But, hopefully, the child will
develop in this not only a love of art and a love of learning the tech-
niques of art but a love of learning itself. This is certainly one of
the reasons why we wish to bring artists into the schools, but not
in competition with the teachers. We're helping these youngsters
in a quest for their own significance, and it is the artist that can
frequently unlock this in the child.
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Audience: I think Dr. Ianni made an enormous contribution by

calling to our attention some of these positive, very significant
qualities of Negro culture in America. I do believe it's im-
portant to point out some of the aspects of popular culture in
America. I wonder if you could identify any of the contributions
that you think middle-class culture or popular culture has to make
to Negro culture?

Mr. Janni: That's a good question. Yeah, I do think there are
some important contributions that can be made. I think that there
are two words that are important. One is cpenness, and the other
is access. I think that one thing that .middle-class culture does
provide is access to a whole variety of new experiences which most
children in so-called disadvantaged areas simply cannot have. And
I think that by using so-called middle-class culture, as a way of
opening up other experiences, it makes children more open at the
same time.

Audience: If we were going to take on the task of educating chil-
dren in that culture you spoke of in your talk, it seems to me that
we would construct a head-hunting curriculum, and they would

think they were studying head-hunting all day. We would teach them
how to read, and some math, and so on. Now, we've been on the
fringes of this today, but how about using art functionally that way ?

. Use art as the organizing idea,for a curriculum, because otlierwise

we are not making it with the conventional curriculum -- art in the
general sense. I thought that at this conference we were going to
talk about this, instead of adding art as another component to a
curriculum, I don't think that we've really engaged the question of
using art functionally in education.

Audience: Let me make a play for art methods in education. I
think that this is where art educators generally are farther ahead
than any other group. This is in their understanding and respect
for the individual production. When I say art, I mean any of them:
music, drama, the whole thing. It's not the discipline itself. It's
not the use of water colors or singing.

Audience: I'm distressed at the description of Negro culture that
we heard a few minutes ago. I think what Dr. lanni was describing
was not Negro culture, but the commercial field of music -- which
whether you are Negro, Jewish, Italian is all the same. If these
people stand up and burlesque or parody -- and by the way I ¢> not
agree that some of the people he named fit into this category -- I

.don't think it's fallacious of them to attempt to do this. They make
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their living by it, and if it entertains, fine. But, to say that
Negro culture is a parody implies that there is a Stepin Fetchit
personality that is now dominant in Negro culture. This is
exactly the point that I thought Dr. Ianni was trying to disprove
in the rest of his talk. Maybe we don't know what Negro, or dis-
advantaged culture, or disadvantaged art is. (By the'way, I
think the conference should not only deal with Negro disadvan-
taged populations.) The point is that there are at least five or
six variants in the cultural pattern, certainly in the musical
pattern of the American Negro, and we've heard only one.

Audience: I was sitting there listening to Dr. Ianni very closely,
and the whole analysis that he gave about Stepin Fetchit, and
Cassius Clay, and the like. I didn't interpret it that way, and I
wasn't offended by it. I have been a performer as a jazz rnusi-
cian. I think that what Dr. lanni's saying is that we should begin
to take a second look at the Negro who is presenting a certain
kind of front very often, because he has or had to learn how to
manipulate the system. So there is an area of put-on, you T:e,
and any of you who have worked with Negro kids should be aware
that very often you are being put on, and I think -- if you k
anything about behind the scenes -- you know there are two faces
to a lot of performers. The real Stepin Fetchit, I think Dr.’ Ianni
is saying, you'll. never know. I think he was trying to convey a
certain kind of message to us as teachers, and social workers,
and whatever, who are going into this kind of area, to realize

that there is an area, a gray area, that you might not be hooked
into. ‘ :
Audience: I warned you before that I am a teacher. I work with
what we believe is an art specifically designed for ch11dren, and
this is creative dramatics. And creative dramatics is very .
briefly a group activity in which children are guided to use real .
or imaginary experiences as an area of self-expression. First of
all, not only must we be concerned with the self-concept of the
disadvantaged child -- and now I'm talking about the Negro child --
but we must also open out and look through the window from the
other side, and also have the larger society recognize that the
Negro culture is a part of the American whole, and until we can
look at it in that way, and deal with it in that way, I don't know

that anything very much is going to happen with the children. Let
us use the arts for truth. When I have worked with Negro children,
using Negro history, I have not worked with it entirely from the
point of view of the black-power motif that is being talked about.
I've been talking about this kind of understanding: "When you say,
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'Land where my fathers died, ' you are talking about your very

own fathers, honey. Your fathers had as much to do with this

way. of life, this culture we are talking about, as anybody else. "
And if the middle-class things represent the good way of life, then
no American -- no American -- should be denied access to that.
What is wrong with wanting the good life? Let's not have our chil-
dren start out with the same misconceptions and misunderstanding
of each other, as we have started out. Let's strip away the masks.
Let's give the children a chance to understand what we, ourselves,
don't even begin to understand. [APPLAUSE]

Chairman: These are very intelligent and serious comments,
which cut really to the heart of many of the problems which both

of us, in education and the arts, now confront. It's only recently
that the idea of melting pot through schooling has gotten a little
less popular, and even in this day and age in a place like New York
City you confront the incongruity, in my shop, of two-thirds of my
students speaking daily a foreign language at home, and coming to
the university ashamed of it.

Audience: Isn't there a paradox? We're living in a social system
which is not only increasingly complex, but terribly interdependent.
On the one hand we need and want, I suppose, to.maintain the unique
qualities that various cultural groups have as part of this complex
social system. On the other hand, we need to be able to establish
the bonds of communication, the modes of interaction that wiil allow
for some kind of social cohesiveness and understanding. How do we
develop a community in this country that will allow cultural diversity
to be maintained, while at the same time being able to establish the
kind of communication that an interdependent society needs to have?

Audience: I was thinking of something that Dr. Ianni didn't say, and
I'd like to ask him a question. He's indicated that there's a great,
rich culture out there somewhere, and that we're going to use a lot
of Federal funds to stamp it out, but we've got nothing to replace it
with. So where the hell do the arts plug into the role of finding the
values to replace this, or to transform this thing? You know the
arts can bring about social change, but you didn't get to it.

Mr. lanni: I think the artist has a great, a very great role. But,
again, it's in re -creating a new cultural sequence, because despite
all that's beautiful and wonderful in the culture of poverty, life.is
going to change, and a new development has to take place. I think
that artists have a peculiar ability to create a new reality. This is
what I think an artist-does. I think this is his principal role.
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’ Whether he does this with or without federal funds is really rela-

3 tively unimportant, because I think he can work as an individual,
in a situation where he can relate to individuals, in a way that only
anthropologisis and perhaps psycholog1sts can do weil, among the
social scientists.

Audience: Okay, but what's the role? Have you any idea? What
form does the agency for social change take? This is one of the
issues that we have to confront hers that really hasn't been

1 ' expounded.
Audience: I, too, feel very strongly that the artist can help to

i create a new reality, but I think there's something more impor-

| tant. - I think the artist articulates the reality, now, I think that
is the artist's very significant role, because I think that too many
non-artists will not articulate the reality, and it's only through the
artist, who will dare say what others will not say, that we can
8 really see the reality.
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- THE APPLICATION OF EDUCATIONAL TECHNOLOGY TO g
: | EDUCATION OF- THE DISADVANTAGED . , 3
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R. LOUIS BRIGHT _
Associate Commissioner for Research
U.'S. Office of Education,

Today I want to talk with you about the, bright potentiali-
ties that educational technology offers to educators, particularly
i : . to those who work with the disadvantaged. But a discussion of
‘ educational technology must be prefaced, I think, by a defini-

tion of terun. It is not synonymous with hardware, as ‘many
people think; rather, it'is an instructional theory. or approach
' which may or may not involve the use of hardware. The way
in which motion-picture projectors, .single-concept films, in-
structional TV, language laborateries, overhead projectors,
and other hardware are used in most cases does not fit in with
the current instructional theory of educational technology at all.
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Modern educational technology -- in theory and in
practice -- is based on two fundamental principles. One is that
the'objectives of any educational system should be designed to
create behavioral changes in the students, to make them better
able to cope with or enjoy life than ever before. Whenever you
develop a course, one of the first steps is to determine what
changes in the student's behavior you hope that course will

. generate and to find an accurate means to measure its success.
". You set the overall objectives of the course, and then dissect
“them into a sequence of intermediate behavior objectives, per-
haps even into a hundred steps that you feel the student must
pass to reach the final one. The only guide to whether these
intermediate objectives are reached is an overt student
reaction -- something you can see, something that can be a
measure of accomplishment. This takes a tremendous amount
of work; it may be the most difficult part of the entire course
development process. But this is the only way by which educa-
:] ' tors know whether their methods have succeeded.
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For exam /e, let's say that we're planning a course
in music appreciation intended to raise the student's under- -
standing and approval of classical music. How do you set { ”
measurable objectives? This is a particularly difficult exara-
ple, because about the only measure is to find how many
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symphonies the student attends on his own during the year
after the course.

. The second major principle for utilizing educational
technology is that the course, not the student, is at fault if the
desirable change in student behavior does not occur.  To illus-
trate how this works in practice, let me describe how pro-
grammed instruction might be applied to-feaching English
grammar.. : '

After the major and intermediate objectives are set,
a team of experienced writers drafts them into text form.
Then, to measure its effectiveness, the text is tested on a small
group of students, perhaps a dozen. Their responses are ana-
lyzed and if any sizeable segment -- let's say- 10 percent of the
students -~ miss the questions, then you conclude not that those
students didn't work, but that there's something wrong with the
text. You ask those dozen students how they understood the
material, and why they answered the way they did. Then you
rewrite that section of the text. ‘ '

Actually, the standard criterion for programmed in-
struction, when it is well done, is that people continually revise
the material until 90 percent of the students in the course score
90 percent on the final examination. This is quite contrary to
many ordinary concepts about textbooks written by an experi-
enced single author or a team. The important thing is not the
rewriting itself; the trick is to write, try out, revise, test out
again, and keep on with this process until the materials really
can accomplish their objectives. The revision usually costs
half again as much as the preparation of the original text, but
this technique yields a result that is far more fruitful than the
classical approach.

The emphasis of educational technology is on student
achievement; hence, educational technology usually. is con-
cerned with individualizing instruction. It permits each student
to assimilate the material at his own pace so that learning be-
comes a completely individualized experience. In some cases,
the concepts of educational technology and individualized instruc-
tion are almost synonymous, but there are some situations --
particularly in the learning of the disadvantaged -- where edu-
cational technology is a major factor in determining whether a
student continues to move forward with understanding or gets
hopelessly lost and gives up.
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In other words, ‘it is possible to use either individua-
lized ins't_ructio_n or hardware or a combination of the two with-
out really accomplishing what educational technology is trying
to do. Let's look at language laboratories, where the capa-
bilities of sophisticated hardware may be put to good use or
virtually wasted, depending upon how well the principles of
educational technology are followed. Ir some cases, the stu-
dent simply hears the'tape-recorded voice, records his own
interpretation, and then listens to the original and compares

it with his own. When he's satisfied, he goes on to the next - F
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T - ' To-illustrate what really happens sometimes, I recall B
orie particular experiment with a group of Negro children'in |

S Alabama. The typical child listened to the two, and was quite

satisfied. But if you were to'tune in and hear the student's : )
response, most of you would be extremely startled, not only v

by the student's pronunciation of English, but probably more
'S0 by the fact that he felt that he was perfectly correct. |
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The voice doming from the instrument sounded just :
like the announcer on the national radio or TV network the child -
" was accustomed to hearing, His own voice sounded just like A
that of any of his playmates. All through his life, he had been
conditioned to regard these as completely synonymous. In
hearing the ''radio announcer's" voice, and then hearing his own,
he was quite prepared to swear that they were exactly the same;

but you and I would probably claim that there was very little
similarity. '
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I think this example poin s up something which is a
basis of many educational problems," particularly but not exclu-
sively with the disadvantaged. What -are we really asking the
student to do? We're asking him to make a discrimination

 which he has never been taught to make, one which he doesn't 1y
even know exists. These basic discriminations are the first ;
essential steps toward the final objectives of education, and

we must make sure that the student can and will make them be-
fore he proceeds.
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One way to do this in the languag e laboratory would be
to present a word or a phrase, or even 2 simple sound, fol*
lowed by four different pronunciations of the same sounds,
some of which reflect the students' ethnic or cultural background.
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Then ask him on a multiple-choice basis to select which of

" om,

these was most nearly similar to the original, starting out

with gross discriminations, and working down to finer and'fmer

points. For this kind of learning,. I think you would find the

language laboratory extremely effective. :
Sometimes I hear the question: Why don't they build

machines that can detect whether the child's pronunciation is

correct? Well, this is perhaps possible, and some people in the _

country are doing work on this type of speech recognition. But
it takes an extremely powerful machine to do this, and up to
now. all the machine can indicate is‘yes or no, correct or incor-
rect. This is an area where the human being is far better than
any machine. -Let's teach the student to make his own discrim-,
inations. Let's make him an expert in the discriminations that
he needs to use before we advance him.

Nearly two yea}s ago I was involved in another experi- -

nt, teaching numbers to five-year-old Negro slum children

d to children of the same 'age from a backward Indian reserva-
tlon None of these children came from homes where they
played with .crayons or pencils or anything like this. We taught
them the concept of numbc 's and to count. Then we began trying
to teach them fo write the figures. We started out with the tra-
ditional kindergarten and first-grade books with numbers to be
traced three or four times, followed by partial numbers to be
completed, and so on. In the last part of the sequence, students
were to draw the number and trace over it three or four times,
thus learning how to make the figure.

One day, when they came in, we asked them to make a
3. They picked up their crayons, and a couple of them at the
blackboard made the 3 backwards. They sat down, perfectly
content that they had drawn a fine 3.

From this, we decided that the copy-book sequence was
teaching kids the mechanics of copying -- of following a line
wherever it goes -- but it was not teaching them what a "3" is
In this case, tracing or even copying didn't teach them to dis-
criminate the wiggle that society considers an acceptable 3
from a similar wiggle that society doesn't consider an accept-
able 3.

Then we devised a program that taught them to iden- .

tify 1's, 2's, 3's, and 4's, and to discriminate acceptable ones
from similar but not acceptable shapes. From a picture, they
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.learned to i)oint to the 3, for example. Then we gave them a
picture with all kinds of wiggles in it -- backwards, sidewards,
upside down, and S50 on -- and asked them to point to the cor- o -
rect 3. If they pointed to something else, they were taught that . ;i

" it wasn't right. . Eventually, the students were able to pick the -
3 buried among many wiggles in different pictures or slides. _

~ In this way, they learned to disfinguish the real 3 -- and other \
figures -- from imposters. :
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« g When we gave these kids pens or pencils -- remember,
D they came from homes, where they never had pencils or crayons
% ‘ to play with --.it was really most fascinating to watch them
A Q make numbers. Some of them would draw & line, erase it,

_draw another line, erase it, and draw still another line, and - * b
erase half of it. Then slowly, pa1nstak1ng1y, they wouid draw ‘ )
and it was a 3. Many of them took three to five minutes to make
their first 3, but when they finished, it was a legible 3

£33

: ﬁ It was an extremely interesting demonstration. We had ; ]
LI % learned the importance of separating the educational problem of - g
: teaching discrimination from the mechanical problem of teaching o
skill in drawing the figure quickly. This whole area of teachlng

o E discrimination is really the major problem in working with dis-

advantaged children. We have to teach them to discriminate ..

3 i"; ' shapes, objects, words, and associations of objects and sounds.

P The discriminations of this type generally are well learned by

middle-class children before they ever reach the schools, but
the disadvantaged child who has not learned to discriminate may.
be completely frustrated because he's continually unsuccessful
in the things that are required of him.
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There is another interesting side to this study of dis-.
crimins‘ion. Aptitude for discrimination is highly individualized.
One student finds a particular discrimination easy while another
student must wrestle with it. It's a very difficult thing to teach
in the classroom, because it requires a different mode of drill for
each individual. Here, to make a big jump in our discussion, is
where the most sophisticated hardware available today is extremely
useful. The computerized classroom gives each student the chance
1 F to work as an individual, independent of the rest of his class.

)

Both language and number discriminations can be taught
on computerized consoles. These machines are extremely useful
before a child knows how to read because they have audio output.
They can present a picture, detect whether the child picks the
correct object in the picture, and respond with audio messages,
They can develop discrimirations on an individualized basis, so
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that the child escapes continual, .boring, and repetitious drill
on a discrimination that he has mastered but some other child
has not. As soon as the child has demonstrated that he can
make a particular discrimination, this is dropped out of his -
drill repertoire., and ancther one is added. On the other
hand, he never advances to things requiring discriminations

he has not yet learned to make. -

To me, one of the most fascinating things has been
not simply the tremendous speed at which the students using
computers have acquired vocabulary and learned to read; even
more impressive is the simultaneous personality change within
each student as hz learned.. Almost invariably the disadvan- .
taged children who came to us were withdrawn, shy, downcast,
introverted, and unsure of themselves. Their work with this
equipment was really the first time in their lives when they
had been consistently rewarded or consistently correct on
anything. After four to five weeks, you could detect a signifi-
cant change, and at the end of a couple' of months, most of the
children had become extroverts. They would come in briskly
-- smiling, happy, and sure of themselves. I want to empha-

" size that the result of working with a cold computer, an im-

personal computer, is just the opposite of what most people
think. 1 don't mean to say that I advocate that a child sit in
front of a computer six or eight hours a day; but for an hour
and a half or so, I think there can be tremendous advantages
in having the disadvantaged learn from computers.

Now, I'd like to project some cof what we've said as it
applies to ‘the arts. In the arts, probably more than in any
other subject, one of the major educational problems is that
we often require students to make discriminations they never
have been taught to make. This also applies to the teaching
of music appreciation. I often have wanted to try the same ap-
proach I was talking about in language and numbers in teaching
the recognition of musical tones. In our experience, once you
taught the student to recognize a 3, he was able to draw a 3.
There was no question about it; he might do it-awkwardly,
but he could make a 3. In Michigan, some work in teaching
discrimination has indicated that if a child can discriminate
between different sounds, he can reproduce those sounds. How
far this very interesting concept extends, I don't know.
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I'd like to see how far it reaches into music educa-

tion. If you can teach a-child to discriminate between different Lo

tones, can he produce those tones with some practice? 1In
.other words, can you teach perfect pitch? I don't know, but I
think it would be an interesting experiment. Certainly, one
could, by this technique, teach the recognition of many dif-
ferent fundamental structures in music -- for example, dif-
ferent types of chords. Perhaps one could teach music
harmony,. the science of music if you want, extremely well by
the use of these techniques. =~ - : CL

In art, don't you really want to teach-discrimination,

' to teach the student to discriminate things which have good com-

position from those which don't, so that he understands why ?
Once you have taught the child to discriminate between various
art forms and to select the better ones, how far can you go in
teaching composition on the basis of his ability to discriminate ?

I'm sure that ability to discriminate leads only so far
in affecting what a person can do. But how far? You can teach
a child to discriminate between a painting done by an expert and
one which is not, but I doubt that, purely as a result of his
discrimination powers, he could make a picture that closely
resembled the one painted by the expert. At the outset, then,

we have to realize that discrimination is not the same thing as
creativity. -

Although educational technology cannot make an artist
or a musician of every child, it can develop a sense of taste --
a recognition of excellence. An art course using the educational
-technology approach, with its carefully structured pyramid of
behavioral objectives, can sharpen the student's discrimina-
tion and this can lead to appreciation -- the hoped-for behavioral
change. At the same time, carefully evaluated feedback helps
weed out the elements of the course which are not effective.

Now, let us sum up briefly. Whatever the subject,
learning can be enhanced by purposeful objectives that mcve
toward positive behavioral changes through logical sequences
that build on each other without wasting time on irreievent de-
tails that obscure the things that are really interesting and excit-
ing. For the disadvantaged, particular attention may need to be
given to the teaching of discriminations that society finds ac-
ceptable. Machines offer great advantages by teaching on an

individual basis many of the discriminations ordained not only by .
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the curriculum but by the wdrld at large. This leaves the
teacher free to give attention to the things machines cannot
teach -- such as creative communication. :

Educational technology does not crowd-out the artist;
instead, it calls for his services in one of the most challenging
ways yet -- to present the materials from which the child
learns. Having learned to discriminate and to appreciate, the
5 ! student is opening the door for future creative learning --

- 8 where he takes what he understands and builds upon it to extend
’ . what he can do. : '
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3 ‘ Now, the fear in some quarters that people W111 imi-
- tate machines probably stems from the greatest apostle of
automation, Norbert Wiener, who stated that the most degrad- , ,
ing situation’in which a human being can possibly be placed is _ L
to be asked to do something that a machine can do better. We | +
are putting the classroom teacher in this position much of the '
time. The question that we must ask ourselves is: What can't
the machine do? This is what the human being should do. This
relates to another point that concerns this meeting too: What
are the curriculum objéctives of the school? What are we try-
ing to do?
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"4 Much of the present curriculum structure in some of

3 our schools -- the subjects, the aids, the number of hours, and
so on, aside from the detailed content -- was established around
1910: The students who are now entering these schools will be
graduating and coming out into adult society about 1990. We
must ask ourselves: How will the society of 1990 differ from
the society of 1910°?

Ty

It will differ in several ways. Most of the population
will be in urban centers. Obviously, communication and trans-
portation modes will have changed even more than they have
already. By far, the largest percentage of jobs will be in.
service industries, rather than in the production of goods. What
do these things tell us about the differences the schools should
prepare students to face?

Ui I v B s O

It seems to me that we are going to have far more in-
terpersonal relations in 1990 than we had in 1910, far more
contact between people. Consequently, one of the major curri-
culum objectives of the schools should be to develop interper-
sonal skills, 'to improve the communicative -- in fact, the
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creative communicative -~ ability of the child, the ability to’

formulate ideas, to express his ideas, to defend his ideas
against the criticism of his peers, to learn to communicate
with different groups in different. ways, and so on. In other
words, this creat'ive/comm‘unicative ability is going to become
increasingly important. Actually the teacher's role should be
more and more to let the students talk rataer than to lecture to
them, and'to encourage creative expression in other ways..

* I know of ,ilo better. way of defining ‘art than as creative

communication, and this is an area in which the machine can do

very little. The machine can teach thé basic diseriminations,
of course, and’do it on an individualized basis. In fact, the

machine can. present most of the traditional academic subjects, .
' not because the machine itself teaches anything but because the

teacher behind the machine does it. If the best teachers in the

country make the films or whatever you're using, the pt’esentar.

tion can be extremely effective. . Properly programmed, the
machine -- remember it's really the teachers behind the
machine -- ‘can excel, but machines can not, at least in the
foreseeable future, develop communicative ability.

sk sk sk

EXCERPTS FROM THE DISCUSSION WITH MR. BRIGHT

Audience: I think the discrimination might be on our part, in
making certain assumptions. My own observation is that kids
have fantastic discriminative powers. Maybe you're talking
about teaching them our language of ‘éxpressing discrimina-
tion, and I think this semantic clarity'ought to exist in presen-

tations of this kind, because it might pervert thought itself if
it doesn't.

Mr. Bright: Certainly, the child has the capability of making
all types of discriminations, if he is aware that differences
exist. We have to help him apply these discriminative powers
in understanding differences that society conventionally
accepts. '

Audience: I would like to deal with something that is perhaps a

little more mundane; but is of vital concern to me. You spoke,
at the outset, of the problem of formulating objectives in such

130

boaiant.

oy -, - Ve abdml B s
i o Do s 1 YRy ol T T T T A e e 3 = SNl Ty Ty @ y



o - o : ‘-.":. RIS i Yol W e ke e TN LT e s ST e -~ <f'...._ g M'—.‘“ "’"”“"""""'w' mw—m’-mm
- . . . . . T S
" - N H LI -

.“;:‘:

!

.: '.".Z- *
a B \
|

B

l

[y,

el ozl 7, et
A s FONNERS

9] ¥, * maalEiv e e
g s A BTN i
e d
ey

b ' terms that one can measure results, and’if the objective is to

] develop an appreciation of music, the only way that you can
really know if you have accomplished this is to find out how
many concerts the kids went to. What about inferential devices?
Do ycu have any suggestions about those ? Because we can't fol-
‘low the kids, this is a very difficult thing to do, but are there
some devices that we can use whereby we would have some
pretty good idea. of whether we have been effective or not, that
have some predictable validity, in other words ?
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Mr. Bright: I think maybe I'll bounce this question to Fritz,
. He's thought about these things too. :

o

T A Mr.._la.nni; Well, first of all; -1 think you can get at the behav-
¢ ioral aspects in terms of long-range gains. I think you can do -
‘ it in short-term gains also, through simulation techniques, for
example, which have been used qulte successfully. IBM and
_ _ SRA and other- companies now have simulation devices where
o you can take a’slice of the egg, and measure what change has
) ‘ come about. There are other inferential devices which ¢an be

; used also. One of the things that we very seldom do is ask
kids what difference something has made. Just simple inter-
viewing techniques, for example, after a child has been through .
2 series of these experiences, can usually be extremely help- ”
ful. Where you have individuals who drop out of a pa: ticular
program, it's always a good idea to ask them why. What led to
this experience? I would agree that the techniques are not -
nearly as successful as they might be. ‘I keep touting anthro- g 0
pologists, but I think it's important that somebody does this. | -
i One of the devices that we've tried, for example, is to use a ;
' classical anthropological technique called the participant-
: observer, who's an integral part of the program as it develops
and grows, and who can describe, just on the basis of his ex-
perience in this program, what he thinks takes place. Now
this doesn't have: the kind of validity and reliability that ETS or
some place of that sert would be happy about, but it does give
you some good clues in terms of what's going on.

T3

i B e

C

' '
o sk b ” g e et bt st e

=3

Mr. Bright: Also, the other thing that relates directly to a

4 really careful analysis of curriculum objectives is a test of
whether the objectives are sensible. If the objective of a course
in Shakespeare is to teach the student to count the words he
doesn't understand or if it is to concentrate on details of gram-
mar that teachers often over-emphasize, then kids hate
Shakespeare. If you define the behavioral change you're after
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-~ determine why you are doing this and then devise a test to
see if you're succeeding -- you rapidly drop out.irrelevant de-
tails. The same is true with music. I think in most cases

: g your behavioral psychology will tell you that if you teach the

. important discriminations and reward the student for making
these correctly, he'll probably learn to like music automatically. |
A great deal of the value comes from a careful analysis of what
you're doing.

_Audience: I think that this is, frankly, a naive conception of
curriculum. This is a conception of curriculum that was, I
think, first developed most explicitly by Franklin Bobbitt in
1918. He was very much concerned with the articulation of edu-
cational objectives, because he was very mch influenced by the

; scientific movement in education which developed around the turn

i of the century, and in his work for the Los Angeles city schools
:

in 1922, he tried to develop educational objectives. He came up
with something like 880 educational objectives, a very systematic
and rational approach to education in the sense that life consisted
of ten domains of activity. Each of these domains had particular
tasks that needed to be performed, so you identified who could
perform these tasks, and then che tasks that they were to per-
form, and you ordered these in terms of levels of .d" ficulty, and
then you plugged them into the school and allowed the teacher to
understand these objectives, and then teach for them. The rea-
son that I think it's naive is because life doesn't flow that way,
life in the classroom doesn't look that way. I think it is much

4 too simple a conception of how children develop, how teaching
takes place, and what happens when human beings interact.

R There is so much that is valuable, in teaching, which can only

! be recognized afterwards. Now I say this with some reticence

" because I think in the arts we have not attended to the issues

that you've talked about, and I think we ought to. I think the
hard-headed and very difficult problem of thinking clearly about
what we're trying to achieve is important. On the other hand, I
wouldn't want to leave the impression that this approach is going
to solve instructional problems, because I don't think it will. I
think the teachers ask a fundamentally different question from:
"What am I trying to accomplish?" and that question is: "What
am I trying to do?" And, in a sense it's out of the doing that
comes the accomplishment.
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Audience: Whitchead talked about being in love with a subject as
a whole before a student is really interested enough to break it
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down and to master its particular disciplines. I see a grave
danger of teaching Shakespeare in a classroom by showing the
number of active verbs there are in six lines of Shakespeare.
His great impact upon an audience comes only when there's an
appreciation of the playwright as a whole and all the intangibles

‘that are involved.

¢ ) .
Audience: This whole discussion was very fascinating, espe-

cially to us who are presently attemptmg to approach the
problem of music education. Now one thing that is very im-
portant, the general objective, is to increase the child's listen-
ing power, and his power of discrimination, so we have made
that our very first objective. We had various tools. We had
the tool of the arts, the peri~ 'ming artist; tc make the impact;
we also had the music teache. who could re-enforce the im-
pact. We started on the premise that it required the personality,
the excitement engendered by the performmg artist, the skilled
performing artist, to break through to the child in the first
place. If you use merely mechanical devices, you rule out the
wanting to learn, and the curiosity to learn, and the excite-
ment in identification which you get through using the live
artist. And this has been just the beginning of this experi-
mental work with the University of New Mexico and a per-
forming-arts project in a small area.

-~
, oo ~
" ~ e s

Chairman: Mr. Bright will not be able to be with us this |, 3

afternoon, und he's asked if he could have just five minutes
more. We're delighted, Mr. Bright.

Mr. Bright: I did want to take a moment to answer the
questions that vere presented here. Let me pick up first
the active verbs and Shakespeare. This is a very good
example of what I was talking about in discrimination.
Suppose you present a good movie of a scene from Shakes-
speare (and incidentally, a bhakespeare course isn't unique
in this use) and then present a scene from another play with
the same general structure but different verb forms, and then
ask the students: Which one did you feel more involved in?
Which held your attention? Why?

Audience: It would depend on how they were acted also.
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Mr. Bright: Yes, but presumably Shakespeare well-staged is

better than a lousy play well-staged. It seems to me that what
you want to teach first is the discrimination of this fact, and
then ask why. This is a logical introduction to the verbs. As
to the point about music education, if we give strict interpre-
tation to the need for students to be exposed to top-rate artists,
then we rule out all hope for giving a reasonable music course
to students in a small rural school in Mississippi, or in a
small mountain school in Idaho, where they have no possibility
of hiring a top-rate artist.as teacher. Much of the modern
curriculum-development effort is devoted to the question:
How can we take the top 5 percent of the teachers in the coun-
try and help them iv give better courses? I think a more
realistic problem is: How can we use equipment like video

and movies to give a reasonably good course to that 50 percent
of the students who have below-average teachers? There were
two points to the question about curriculum objectives. 1
would disagree violently with the current definition of
curriculum objectives as old hat. If you look at the curriculum
objectives of 1918, or 1930, or 1950, or even 1960, almost

all of them were stated in terms. of what was to be taught.

Very few, if any, were concerned with how the student should
act and react as a result of exposure to the curriculum. On
the other point, I agree wholeheartedly that you can't tell

what you have until you've finished. This was really my

point about the costliness of revising the material. I don't
think there is any way on earth that we can tell how something
is going to work with a group of students until we try it and
find out what happened. The point here is that you do find out
what happened; if it's what you wanted to happen, fine, but if

that isn’t what you wanted, you try something else the next
time. ‘
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LEARNING STIMULATION

HAROLD L. COHEN
Institute for Behavioral Research

(NOTE: My work is grounded in the design philosophy of the old
Institute of Design in Chicago and the writings of Laslo
Moholy-Nagy, and in the field of operant psychology, the
writings and leadership which are exemplified by Professor

B. F. Skinner at Harvard University. My growth and under-
standing of both these fields, design and operant psychology,
are further enriched by the work and continued personal
friendship of men like R. Buckininster Fuller, comprehensive

design scientist, and Israel Goldiamond, experimental
psychologist.

Although at first glance it would appear that I have shifted pro-
fessions from design to psychology, a deeper look into my work
will demonstrate that I have retained as my main concern the
education of our youth, and have merged the two young fields

of design and operant psychology into an exploratory expedition
in environmental systems that support learning. If one needs

a title in this age of titles, I would have to call myself an

educational ecologist. )

On Learning

All situations are potentially educational.- The means of
distinguishing between an environment that increases or main-
tains educational behaviors and that which does not is by function-
ally analyzing the behavior of the individual organism which is
interacting with his environment. If there is one word that is
essential to the description of the learning-process, it is the
word ‘'behavior. '

In the process of evolution, the organism that continues
to behave and survives cue to his ability to differentiate his be-
haviors by environmental feedback (survival cues) is the organ-
ism that learns and therefore grows. A child starts learning
from the moment it is born. Its early learning environments
are extremely well-controlled, protected, and ordered by the
parent. Without such an ordered and controlled environment,
the child would die. Heazalth experiences, in terms of the fulfill-
ment of man's biological necessities, physical growth, and
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inteilectual growth are programmed by the adult world through
the adults' accumulation of their own successful experiences.
The child's contact with his world expands with the extensicn

x of his own developing senses. His first tactile picture of the

; world is further expanded by his sense of sound and smell which
carry him beyond his own physical limitations -- namely, the
- exténsion of his hand and the position of his mouth. His sense
&t of hearing introduces additional stimuli which further cue him
into hig survival program; for example, the approaching steps.
of the mother and the voice of the mother act as a distant intro-
duction to his eating and cuddling schedule. With the later de-
velopinent of his sense of sight, which extends his former
world-view to the expansiveness of fhe infinite use of his inter-
polating brain, he increases not only the range of his cues, but
his differentiating experiences. In order to 'learn' he must put
out some response effort to this expanding series of visual cues.
Because there are consequences both gratifying and aversive to
his behavior (his response to cues), he starts to be selective to
cues. He varies the strengths of his own responses, the sched-
ule of his responses (the time and place). He ’earns to discrim-
inate; he does not respord to all cues alike. In short, he starts
to difYer=ntiate out his responses and develops an expanding be-
havioral repertoire.
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The people participating in this conference are involved
in the business of positively expanding children's repertoires,
the task of educating human beings, the design of educational
environments.

The general purpose of this paper is to further your
awareness of the effect of an environmental design upon behavior
and the effect of behavioral control on the environment. The
particular purpose of this paper is to demonstrate, by examples
and research experience, the part the visual language can play
in the education of youth.

The action of environmental stimuli upon individual be-
havior and the reaction to this stimuli (the student's response)
produce a change in the individual. This change is called

learning. .
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On Stimulation

The title "Learning Stimulation, " which was given to
me as a temporary title until I could find one more appropriate,
is the one that I have decided to keep. I have decided to accept
-it because the .second word in the title stimulated me. For me
this second word -- stimulation -- conjures up a whole series
of historical events. ‘

Man, since the beginning, has always searched for and
created things and systems to stimulate himself and his friends.
In my mind's picture frame, I see the history of alcohol-makirg,
the changing exotic forms of the dance, not ighoring the forms
of the dancers, succulent foods, religious rituals and icons, the
Greek gymnasia and the Roman baths. I see a parade of medie-
val saints and California surfriders, the wild and wonderful
world of the adolescent, the theatre, the sound of jazz and the
sound of the human voice, the mushroom and sugar-cube eaters,
a contemporary college scene, and the world museums: _people.

Unfortunately, the -arts are neither as easily package-
able as liquor and LSD, nqr as easily defined, ritualized, and
widespread as religious dogma and physical gymnastics. But
the arts are not without some structural system, which is de-
finable and therefore distributable and programable to other
men. The difference does not lie in the packaging but in the
temporal requirements, the length of the educational program
for the arts. The effect of alcohol may vary between twenty
minutes and one hour upon intake. Hallucinatory drugs may
produce a psychedelic experience and visions in a varying space
of time. However, we do not have available on the market in-
stant art assimilation and stimulation, although some of my
students claim glorious art experiences are available merely
on the intake of a sugar cube. If, indeed, they are right, we
may have lost half our business. On the assumption that the
psychedelic drugs have not resolved the whole problem of the
education of the visual arts, I continue to present this paper.

This paper is presented .n two parts. PartIis a
general description of the last five years of educational research
that I have done together with my associates, ending with a de-
scription of my present project at the National Training School
for Boys in Washington, D.C. Part II includes recent explora-
tions in the development of a visual program designed to involve
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young delinquent adults in a re-examination of themselves and
their surrounding environment and provides a program which
can help produce an individual who can more meaningfully
affect his environment.

Part I - Developing Educational Environments

Experimeptal Freshman Year, Southern Illinois University

In an age where the university has expanded to such an
extent that students feel that they have lost their individual iden-
tity and consider themselves breathing manipulative IBM cards,
the creation of educational environments which permit the stu-
dent the retention of his identity and a participating role which
he can meaningfully play within his own education becomes a
national critical design effort. Educational institutions in gen-
eral and universities in particular do not hold a monopoly on
learning environments. Although historically they represent
the repository for books and men of good will, this position
started to crumble with the invention of the Gutenberg press
and the distribution of the first Bible.

The technology of education has been increasing at an
explosive rate and in some aspects has followed the acceleration
of the physical scienceés;: from printed pzper to transworldcolor
TV, from pen and ink and early record-keeping to IBM computer
systems. Today man is as close to the world as his television
screen, and information is available to him through books,
films, tapes, records, teaching machines, and man himself.

The new world man no longer sits in a fixed spot, but has edu-
cated himself through world travel and reading. He is a grow-
ing source of knowledge.

On examining some of the successful students who have
come out of the Department of Design at Southern Illinois
University, I recognized that among the top echelon of creative
students were those who were previously considered by the uni-
versity as poor risks. In some cases, they were throw-aways
from other universities.

When President Morris- of SIU confronted the university
faculty with the question, '"What are we going to do with the
lower one-third of the high school graduating class?', I looked
to the Department of Design to see how we were successfully
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affecting these young men and women who, in some cases, were
also lower one-thirdnicks. The dropouts and failing rate of the
Design Departmen. for this lower third group was about 10 to

15 percent. The university percentage was closer to 85 percent.
The following is a brief descriptior of some of the differences
both in the Design Department environment and the design
curriculum in 1961 that I felt might be responsible for the
difference: '

1. Each design student had his own home base, a place
where he could operate, keep his books, file his material, cloth-
ing, and work. It was in that space that he was able to express
his own personality, surround himself with those images and
things that he cherished: his girl friend's picture, a piece of
sculpture, a weed, books, and so forth. He was a person within
the multitude.

2. We kept the design building space open all day and
all night so that students could operate on their own time sched-
ule. Some students would work until two in the morning. .

3. We created what we called "the space between," a
meeting ground where we kept a coffee pot, coke machine, lots
of chairs, an intimate lounge where the students could discuss
anything they wished to.

4. We used critiques and individual exhibitions as a
means of exposing the individual's newly gained knowledge and
viewpoints not only to his peers, but to the design staff. By
this means, by lecture, presenting himself, and exhibiting his
work, he learned to stand up against criticism and prepare a
logical argument in defense of his work and viewpoint. This also
gave him an increased sense of pride in successful work.

5. The design curriculum was constructed in such a
way that the problems that were given required that the student
integrate the rest of his university experiences. Rather than
give meaningless and easy ""Mickey Mouse" problems, we pre- |
sented problems which were relevant to his own contemporaries

(his peer group) and those problems that the adult world is con-
fronted with. '

6. We found that we were presenting and receiving the
predominant amount of our information through visual means --
slides, films, and models -~ in order to communicate our basic
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philosophical points of view. The reading assignments were
used to help synthesize the visual experience and to reinforce
the student's own personal experience that he had received in
the various workshor 3 and in his own work space.

There were many, many more differences that I ex-

.amined, such as the giving of responsibility to the student and Y

the use of the space for weekend activities.- It was these differ- 4
ences that gave me the courage to ask for an opportunity to de-

velop an experimental program for the sixty-six lowexr one-

thirdnicks from the high school graduating classes in the state

of Illinois. I developed the program with the help of my wife,

Mrs. Mary Cohen, who handled the Verbal Study section; with

Don Glickman, who was a graduate student in the Design De-

partment, who handled the Visual Studies section; and with

three other graduate design students who played various roles

in the project. We used the holistic approach to develop the

curriculum. We started by asking one of the largest questions

that we could ask: for example, '"What is the universe?" We

ended up nine months later with a specific look at our local

culture through the Sunday newspaper. We went from the

whole to the particular.
General Studies Course, "Man's Contemporary Environment, "'
Southern Jllinois University

After the Experimental Freshman Year program and
after spending two months at the Institute for Behavioral
Research. in Silver Spring, Maryland, with Dr. Israel
Goldiamond and Dr. Charles B. Ferster, and after a four-
month sabbatical, I returned to Southern Illinois University to
produce a programmed design course for the general studies
curriculum presented to the wholé student body. One-half of
the course was presented automatically on three screens, us1ng
color slides and tapes. Each basic statement was pre-sequenced
by a visual image. The program was so developed that there
were requirements for the student to fulfill before being able to
participate in the live lecture session.each week. If the student
did not fulfill these requirements, not only could he. not attend
class, but it was possible for the student to recéive a failing
grade for the term at that specific time. This meant that the
student did not have the option of wasting his time as well as
the teacher's time. He could not sit and rot until the end of the
semester. I stated my terminal objectives at the beginning of
the” course and attempted to fulfill them by the pre-sequenced
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automated lectures, live (in person) lectures, home reading
texts, and lab assignments. I was assisted in this program by
Mr. James Filipczak who is now my research associate at the
Institute for Behavioral Research.

The Fcology of Education

-~

All growing organisms must be supported. There are
ecological requirements for growth whether they are the bio-
logical or physical phenomena. In order to grow, a plant is
sustained by solar energy, rain, and earth's chemistry as well.
as the other flora and fauna which may not add only to its growth,
but, in certain cases, also provide for its death. The American
automobile is a complex phenomenon. It could not exist without
a reciprocal complex phenomenon called American industry.
Automobiles cannot function adequately uniess we build roads

for them to move upon. Nor can they function very long without -

a supply of oil, gasoline, and tires, some of which are produced
from as far away as 5, 000 miles. Any building (any man-made
or natural environment) is chained with umbilical cords to a
sub-organism, street, then on to a next order, city, to a next
order which is the surrounding state. I do not know how many
people know where the electrical energy comes from which is
supporting the air-conditioning and the light in the building they
are now in, nor how many people know where the water supply
originates, which comes out of the faucet in their home. Yet,
without this network of pipelines, these umbilical cords which
are under the surface of the earth, industrial man could not con-
tinue to operate. In the same manner, learning behaviors are
not isolated in a vacuum, but are part of a growth which require
an environment to sustain them.

Learning can be described simply as an additive phe-
nomenon. For example, a child of three confronted for the first
time with written numerations such as 2 + 2 with an = sign will
ignore it. Simply, he would not respond appropriately by writing
or indicating 4. Through an educational procedure, a child may
come to respond with another bit of marking when confronted
with the same question at a later time. "If he then puts the num-
ber 4 which previously (before we had educated him) he could
not respond to, we call this "learning to add. " There is, how-
ever, another thing about learning, and that is that it requires
not only an environment that produces learning behaviors, but
one that maintains the newly acquired material. Each one of
us has taken a course in college in which we were required,
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for example, to ''learn calculus.'" If we have not used calculus,
as I have not for at least eighteen years, we find that we are
unable to pass a simple calculus exam without much review and
much study. The question may be asked, "If learning is additive
and we have put something into the so-called hopper, why is it
not possible to conjuie it up?"

The young men that we are dealing with at the National
Training School for Boys (the ‘project is explained under CASE I
and II) have all gone to school at some time. Although most of
them are dropouts, some of them still can perform some simple
skills. Some of them, I am sure, even learned to multiply
while in a school classroom. They even might have read
Shakespeare. Then they went into their home environment --
for example, the Cardozo district in the District of Columbia
or the East St. Louis slums -- to find that the use of Shakespeare
had no meaning at home or in the pool hall. Generally, if a young
man started to quote Shakespeare in a local pool hall, he would
not find a very friendly or supporting group. In fact, his own
friends, his peer group, would probably shun him. The differ-
ence between studying ''Julius Caesar'' in East St. Louis and
studying "Julius Caesar' in the Lab School at the University of
Chicago is that the community in Chicago tends to reinforce the
children when they discuss such classics and consider it a sign
of intelligence (a productive use of verbal behavior -- a source

of coffee and coke chitchat). In fact, the parents of the University

of Chicago high school population consider it essential for the
growth of the young adult; whereas, in East St. Louis the ques-
tion might be asked, "What's 'Julius Caesar' worth? Will this
help me get a job? What use does it have with the gang?" The
book itself might be economically worth 50¢ on the open market
~-- but unless there is a group of human béings who would con-
sistently reinforce the above-mentioned slum environmental
youngster, "Julius Caesar" dies indeed by many hands other
than Brutus'.

Books (regular or programmed) are paper and ink.
Films (black-and-white or color) are celiulose and sound waves,
and lectures are "hot minds pusl.ing sound waves.'" Books,
films, and lectures become meaningful only when "there is.
something in it for the receiver." That "something-in-it'" is
the required condition for the first input, which is then sus-
tained by a schedule of reinforcement and later maintained by
an external surrounding environment.
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CASE 1

In February, 1965, as educationa} director for the
Institute for Behavioral Research, I initiated a program at the
National Training School for Boys. This program was called
CASE -- Contingencies Applicable for Special Education. The
purpose of this program was to see whether or not we could in-
crease the educational behaviots of delinquent youths who have
been institutionalized for crimes against the state. The objec-
tives of CASE I were as follows:

1. To seek contingencies* that would maintain educa-
tional behaviors of young men who were past dropouts from.
school, as well as dropouts from life.

2. To develop a system for programming the educa-
tional material so that it can be taught to other staff members
for use in the institution.

3. To submit (if the program were successful) a pro-
posal for an expanded project. The expansion would include
additional curricula, techniques, and students. Furthermore,
the CASE I half-day educational program would be enlarged in-
to CASE II's twenty-four-hour educatioral laboratory.

The Second Class Adolescent

. The success of any democratic society is depencent
upon the quantity and variety of choice for its citizens. With
less opportunity for choice -- because of restricted intellectual,
political, or financial avenues -- there is less opportunity for
a high operational level of democracy. Historically, such a
culture deprived of choice ceases to grow, is confronted wiih
civil disorders, ‘starts to decline, or changes to another form
of government. The inmate population of the National Training
School for Boys is, in essence, not different from the general
educationally and culturally deprived adolescent group which
constitutes our basic high-school dropouts and our unemploy -
ables. One of the major differences between these groups is

* A contingency is anything that will maintain, increase, or
decrease behavior. Thus, one contingency is whatever people
will work for -- money, love, recognition, etc.
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that the population at the National Training School for Boys has
been caught and sentenced for the end result of its deficiencies.

If we are interested in changing the behavior of an

adolescent who is sentenced for a crime against society (i. e., .

d repeated car thief), there are many areas of behavioral edu-
cation open to us. Crudial to the individual's ability to change
(namely to solve his needs within the behavioral constraints
established by a democratic society) is his ability to choose
other alternatives, rather than the antisocial oné now known to
him. If an adolescent is reading at the third-grade level and is
a dropout from school at the age of fourteen years, he has no
real understanding of the larger society around him and has no
basic repertoire which will enable him to acquire this under-
standing. The public school dropout is being maintained by a
small group of peers who are at the same level of educational
and cultural deprivation. His choice of employment, and
therefore a high level of generalized reinforcement (money)
either on a temporary or continuing level, is very small, lying
. generally in a disappearing section of unskilled physical labor.
Primarily, he has one of three choices: to go on relief, to
join a Federal institution such as the Armed Forces (providing
he can pass the entrance examination), or to continue to re-

ceive his subsistence through the variety of antisocial behaviors

open to him.

If we examine the behavioral repertoire requirements

of the American adolescent we find that America demands, both

by law and by businesgs and professional prerequisites, a high
. school education as a bare minimum for industrial survival and
a college education as a necessity for administrative success.
The young school-dropout delinquent is aware of these require-
- ments, and statements made to him such as, "Well, you can't
read very well, so you won't make high school but why don't
you get a job as a plumber's assistant or a laundry presser ?"
only reinforce his initial viewpoint -- that he is not very bright
and is considered by you to be a second-class citizen. If it is
"good" an necessary for the free. non-delinquent adolescent
'to complete school, read and write, and be prepared for a new
technological revolution, then it is necessary and ""good" for
the delinquent to have the same goals.
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The importance of producing a contingency-oriented .
environment which increases academic skills and maintains
these newly acquired behaviors is not just to demonstrate and
prove a learning theory and develop an edicational technology.
These newly acquired educational skills act as a program which
reinstates in the young deviant the promise that he can be
"normal. " "Normal" in this case means that he can be success-
ful in an area where he formerly was unsuccessful and, further-
more, that this success will provide him with the ticket to
re-enter the mainstream of the American adolescent world --
the public school system and the choice of opportunities that
follow. Values are not changed without a new academic grid.
The proof is the university, and self-worth is not available to
those individuals who are told at the beginning of their rehabili-
tation program that they cannot be like the rest, that they cannot
learn to make the school system that they should accept their

lot (their stupidity).

It might be argued that it is unfair to tell a youngster

) with‘an IQ below 100, 90 or 80, that he can learn to read and

write and do slgebra like the rest of the middle-class socially
adjusted adolescent group. After all, the school system has

not been able to get these youngsters to succeed, and his past
academic performance should be ample evidence of his inability
to pass. The questions also may be asked, "Why establish faise
hope? Isn't this a false contract?" )

The completed work in CASE I and the new data avail-
able to us in CASE II clearly demonstrate that it is not the
youngster who has failed, but it is the public school system and
the ecology that maintains that school system that has failed;
that it is not the youngster who is mentally bankrupt, but that
it is the public school system that is bankrupt. '

The design and use of new schedules of reinforcement
in a contingency-oriented environment, the use of programmed
instruction, and the design of a new curriculum produce aca-
demically competent youngsters who now recognize that they
are becoming successful in an area which was for them pre-
viously failure. This is no longer a laboratory theory but a
proven fact. '
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Part II - A Visual Arts Program

What's in a Name ?

To a sentenced delinqilent, an individual who has been
removed from society for his antisocial behaviors, the word
"art" is synonymous with the word "queer." His further defini-

tion of queer is a "punk, " a "homo, " a "limp-wrist, " and many

other appellations which I shall not repeat. The product of the
visual artist, if it is "good, " is hung in museams and middle-
class homes and has value. To such a youth, and to a large
number of adults, the painting has values defined in terms of

_dollar signs. Everyday art for these youngsters is mainly

distributed in F. W. Woolworth's and at the corner five-and-
dime. Still another form is distributed in "art magazines'
which openly display various parts of female anatomy. Another
prolific art form is exhibited on bathroom walls. To each de-
linquent imprisoned at the National Training School for Boys,
Art, with a capital A, is a varied proportion of all the pre-
viously mentioned classifications.

in my experience as a design educator, I have found
that one of the most effective ways of getting a student to re-
examine his environment -- and by the re-examination of the
environment to examine himself -- was to involve him in a
visual experience. A programmed exploration with various
media and subjects permitted each student to experience the
Joys of discovery of newly formed visual relationships. This
excitement furthered exploration not only with art media, but
it opened an exploration into new human relatior.ships -- an
opportunity for the student to relate himself with the new ,
world consequently available to him. But students who come
to a university to study art and design are not frightened by
brushes and paint, nor are they unwilling to look at the history
of art and to explore and expose themselves to all forms of
space (from architecture and theatre to dance and music) with-
out the fears of the street and pool-hall "smear labels. "

With the exception of one group of four students, most
of the students I worked with at the National Training School for
Boys would not or could not involve themselves in "art or
drawing. "' These four made lots of drawings. Their drawings
demonstrated their sexual immaturity through their inability
to understand and draw a female body. I have néver seen so
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many misplaced breasts and strange concepts of what and

where the female reproduction center was. Because of these
drawings, I gave two courses: one was on the male and the

female body. In this one I delivered lectures on sex and showed
films. -1 also brought in some books on the subject. 1 called the
second course the Visual Language. I described the class-lab

as "the science of seeing" -- I never talked about it as an art _
class. I described to the potential registrants that this class. -
would show them how some old "'truisms' are lies. For ex-

ample, 'seeing is believing, ".or "once something is, it is; it
" never changes, ' or "black is black and white is white. " The -

proof is that they registered for the class. My first pre-

requisite for the class was accomplished: I had individuals
to teach. ‘

The Challenge of a Picture Plane

Confronted with a blank sheet of white paper, a person
who is asked to make a mark on it -- a line, a dot, whatever --
is forced to make a decision. This is no easy task. No matter
what the tool or the media, the making of the first mark is a
dramatic exposition of an individual's ability to make a decision
and to look at the results of his decision. Recognizing that this
process is no small matter to a youth who has already experi-
enced failure and social condemnation for his prior decisions
and is self-classified as a dropout from life, I designed the
early class problems with a step-by-step procedure guaranteed
to involve the students in a successful decision-making process.

I ran this program twice a week, with three-hour ses-
sions, for a four?weel_{ experimental period. I wished to find
out how rapidly such a procedure, in a class situation, could
involve the students in not merely a successful visual per-
formance, but also could increase the student's ability to dis-
cuss the basic implications of the visual principles as it fit
directly in looking at himself in the everyday world.

In order to introduce the student to the problems that
a blank picture plane presents, I mimeographed four black
lines on hundreds of sheets of white paper and I passed them
out. Each student had ten to twenty pieces of paper with the
same four lines on them. Everyone agreed that by measure-
ment the four lines were equidistant from each other, meaning
that they were parallel. I selected a few examples out of a’
book on visual perception, and demonstrated how it was possible
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to make these four lines appear nonparallel, to fool the eye.

I took one of the sheets of paper, taped it to the blackboard,
and within a few minutes, by adding new lines, I destroyed the
_ illusion of parallelism. We spent quite some time talking about
the phenomenon and what was taking place. Here was a case
where we knew that the lines were parallel (we had measured
them), but that by adding new lines, by visual manipulation, we
made the truth appear false. They were rather excited by this
system of "faking it'" and I asked them to try other means of
destroying the parallelism of these four lines. I gave them a
ball-point pen as the tool because it had none of the arty con-
notations of a brush and it was safe. What you see in Figure 1
are the results of this first exploration, the first problem in
the course.

At the end of the first session I taped each student's
work on the wall, and we talked about whether each one worked
or not. Did the lines still appear parallel? Some did; some
didn't. This led into a discussion of what it takes to change
niot only four lines but anything that exists in space by adding
or removing something to or from it. I made lots of ''for
instances, " using all kinds of subject matter, but ending with
people. I puton a beret which I had removed from my pocket.
This broke them up; they roared with laughter. We then talked
about how just a hat could change a person's appearance. They
birought up all kinds of examples from ''out on the street' as to
how people could, by various means, effect a change in appear-
ance. The discussion eventually got to how women vary art-
fully manipulate themselves -- their facial features (by adding
or subtracting lines and making marks in the right places), as
well as what kinds of things and how much they wear. There
" was quite a bit of active participation as well as lots of-
"hee-haw'' over statements about "babes' putting stuff on
their breasts to make them look larger, etc. The point was
made. I was able to go from a specific visual experience --

a piece of paper with lines -- to a discussion which led into
a fruitful area of human exploration and experience. Because
I had made the break, I was in and the class was on its way.

The second session was devoted to circles and squares
and their distortion or destruction.. These were also mimeo-
graphed on white and yellow paper in advance. Again, I gave
out a large quantity. I also explained that this was a bit more
difficult. Since we were dealing with areas, rather than lines,
we. needed the use of other tools to assist us at the task.
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I therefore introduced color. Rather than using brushes and
paint, I passed out twelve color pens for each group of four
students. This gave us ''instant color" with the least amount
of effort (see Figure 2), and also brought four students around
a table working and talking together. - They were able to re-

ceive additional visual stimulation and praise from their peers

as ihey worked. The colors were bold and available in front

of them. They dried as they were used and the excitement
mounted with time use. The noise level was increased until

it filled the room. For the next phase, I handed out mimeo-
graphed sheets of paper where there were one, two, three,

and nine squares on a page. The problem was to take identical
squares and by adding color on the inside and outside to see
whether or not we could make them larger