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professional artist-teachers. These include financial limitations,
adlznzstrative 1nd;fferences, hasty planning, ard cecrflicts amcng

.. various. participants. A succes3ful- prcgram requires an artist who has

. a.critical sense,. can analyze an artisti¢ work, :and can: ‘ccmmunicate S

. skills to children. An intuitive artist majy not always te akle to R
discuss the reasons Lehind a creative actior. (Author/ME)- - -
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cacher Educauon Heis presently director of publications aﬁa.ednor -
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Employmg Amsts as Tmchers Lo

Thc use of profcsswﬁal artists as teachers is not new Idedncx sculp- A\
tors, Elizabethan aciors, and other artists from,anc:ent times onward
have taken on apprentxces apd'ﬁﬁgl'n them parucular crafts. In‘
_modem tlmes,-xhe relauonshlp is usually that of nientor and protégé,

rofcssnonal artists have alsoeg\ruapated in msmunonahzed.edu-

* cation. Teachmg the arts is related to practicing the ans and this

-

larly when co

relationship has allowed artists io supplement thexr mcomes, pamcu-
PEmng fame. - . , Coa :

‘\lthough.the practice of hiving artists teach in schools is not new
until recemly it was far from common./Schools genexally sought to-- )

. __hxre only those: who ;:nﬁed;mnon as a career, thus maintaining ©
- . a distinction betwee eachers and amsts Arts- professxonals in

their turn, did not wish to confine themselves to the place and time ‘
of a school sxluauon and limit their own creativé work. ‘They usually
thought of educauon as either an avocation or as being beneaththem i
For example, Henrv Wadswonh Longfellow while . tmchmg at
vBowdom College wrote to his snster ‘o

[y

1 do not behcve that I was born for suchalot. lhave aimed hlgher than

" .. this; and I cannot believe thatall my aspn'auons are to terminate in the

. drudgrry of a situation which gives me no Opportunny to distinguish
myself and in poml of worldly gain does not even pay me l‘or my labor '

In the early twenueth cemurv. at the umvgrsny level, arts faculty'
- were typncally teachers rather than pracuuoners And 'outsxde of.oc- -

N

.
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casional’ visits, -arts professwnals stayed away from elememarv and
-

éccondarv education altogethe'r

The employment of artists as teachers has increased in recent times.
_~Times of tight money have made the additional and steady incomie of
teachmg especially attractive to artists. Abundant opportunities for

' anrsts to work as teachers have been created lhrough programqsand ac-

tivities based on the. premise that an‘art should be taught by those who ,
_know the art best’ In these programs, individuals are employed b B
schools not because they have been trained to teach painting, s‘cul/

- qure, dance, acting, or playwriting, but because they are by profession
pamters, sculptors dancers, actors, or playwnghts In 1977, the Arts,
Edumuon and Amerlcans Panel in its report, Commg to Our Senses,
recommended the participation of artists in edumuon and that the

- teacher ceruflmtlon requirements for artists be waived.

The pracuce of artists working as teachers has lmphmuons for the
" effectiveness of arts education and fer the preparation of arts edutators.
To !.mdh‘actmg, shauld one hire Sir Laurence Olivier or someone spe-
cifically trained to teach acting? This fastback explores the advantages
and draw backs in the emp'loyment of artists.as teachers at all educa-
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Arusts in Eleinémary and Secqndary Schools' :

¢
Y

‘ It was once a special; (because mfrcquent) eventforan artistto visitan

L4

LW

elémentary school classroom. But now artists are commg more fre-

quently and staying longer asaresult of tfie Artist-in-Schools Program S

“of the National Endowmem for lhe Arts and similar. progmms Be-*

The - Arust-m-Schools Pfogram was mmated in"'1969 under lhe )

joint sponsqrshxp of the Nanonal Endowmem for the Arts and theUS. "

~ Office of Education. Visual artists were placed in school residencies -

in six states. By the 1976-1977 fiscal year, there were Arust in-Schools

Y

Programs in each of the 50 states as wellas in five specxal jurisdictions

- (Guam, Samoa, Puerto Rico, the Virgin Islands, and the District of

. Columbia). In. 19761977 approxunalely 2.300 amsts were employed. i
n 7,800 elememary and secondary schools through this progmm The
.specialty. areas have been expanded and, m additon to visual agts and . *

crafts, they now include architecture and environmenta] arts, poetry.-

dance, film and video, folk-art, lheater and music.

In the Artist- m-Schools Program state art councils apply to,the

Nauonal Endowment for the Ans for Iunds ( to.be matched at the state

level) for one or more program subject areas. Once the statearts counc:l

receives a grant, it selects interested'schools and selects anartist (chosen
by a panel, of state and local people) for approval by each individual
". school. The artist residencies can mnge from several. weeks to a full-

scho?lyear _ . oA M
TR SRR « I

cause lhcse programs am well dpcumemed thxs secuon<wxll focus on b

“

.
A
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"* The lijerature _for the Artist-in-Schools Program states that the.
program’s purposes are to 13 enhance children’s powers of perception
and their abilities to 'express- themselves and communicate creatively
by using tools and skills they. would not otherwise develop, and 2) pro-
vide an opportunity ‘for frtists to function in schools and commum-
ties in a manner and under cxrcumstances condycrve to theix own ar-
tistic de\elopment ¢ . -
Actually, the artists. thqugh they may teach, are fot really asked te
. function as teachers. They are to serve as artists withirian educational
environment. This allows the students to see artists as working artists
and as friends rather.than-as taskmasters. L.
Other programs have been developed that are related to orsimilarto
the National £ndowment’s Artist-in-Schools Program. The Teachers.
and Wnters Collaborated (TWC) was designed to send writers and
teachers into New York City elementary schools: From his expenence
with' this project in teach.mg children, poet Kenneth Koch wrote a,
book called Wishes, Lies, and Dreams. Treasure Hunts Assogrates in.
Wiscasset, Maine, originally funded byza Title II] ESEA grant but noy
- funded directly from school budgets, sends 11 artists toschools, among
_thema folksmger, aweaver,a spmner ahistorian, a photographer and
printmaker, 3 painter, actors, and puppeteers. These artists have spent
between 10 and 15% of their time working in sch&&ls;flihe Artist-in-
Residence Program in Philadelphia provides studio space in a public
school for a local artist to work. while maintaining an: open-door
porcy for students. In the Artist-at-Work Program in Philadelphia, -
o chlldren see an artist pamt the'portrait ofa student duringan assembly
program. -
Pro;ect IMPACT, funded under the.Educauon Professions Devel- N
- opment Act, U.S. Office of Education (1971- 1972), brought artists into . *
classrooms and placed a heavy emphasrs on getting the schools ready
for the amsts Workshop_ bmefmgs were held for teachers who were '
encouraged 0 observe classes and’even participate themselves. The
* Young Composer s Pro;ect later known.as the Composers'in Public .
Schools Program, was funded by a grant from the Ford Foundation -
‘(1959-1968) and admlmstered by the National Music Coundil. The
. threefold goal of the project was'l) to have composers wrne for speahc

~ y . '
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performing groups: 2) tg have stulents share in the creation of new
compositions and 3) o expand the repertoire of secondary music pro- .
- grams. An extension of the pro;ect was the.Contemporary Music Pro-
ject for Creauvnty in Music Education, funded by-the Ford Foundation
and administered by the Music’ Educators National Conference from
1963 to 1973. In one program under this project,.13 professtonal musi- .
cians. were in residence i in communities where their responsibilities-
7 were to serve cultural interests and encourage cooperation and innova-
tion among artistic, cmc. and. education institutions in: the’ com-
munities. .
The uultzatton of professional artists as teachers variés from pro-
‘gram to program and from state to state. Thev may work in two .or
three schools ina single district or in justone school. They may teach
* . entire classes visit or perform for a portion of a class, or work at their
- _ profession while the students either observe or utilize the artists’ work.
-« In.most schools the approach has been for the artist to work within
‘the traditional curriculum. But there are. also special schools for the
. arts in which the. faculty are mostly professiofial artists: New York
(City) School of Music and Art; New York (City) ngh School of Per-
formtng Arts; Newark (New Jersey) Arts High School; the Education
.. Centerfor the Arts (New Haven, Connecttctit)‘ New. Orleans Center for
- the Creative Arts; (Rn’erslde Center for the Arts (Harnsburg Pennsyl-
vania); Alabama ngh School for the Fine Arts (Birmingham); and
' \orth,Caroltna School of the Arts (Winston- Salem) Western High
School in' W ashmgton ‘Gway converted from an academic high
school to a school for the arts inN|974, under the supenntendencv of
* Barbara Sizemore. The goals of thtss_ ool areto provide studerts who
have special gifts with a chance to eﬁpress themselves and also an op-
. portunity, under expert supervision, to perfect their talents for future
emplovment in parttcular arts fields. This school, then, is destgned to
. serve only talented students. Enrollment is select with audmons or
portfqhos requtred of all applicants. :

‘ Profile-—An Artist Teaching in a High Schoel -
. Ms. Xis emploved by a public senior high school ina metropolitan .
areaasa drama i Instructor. Until two years ago, she was aprofesslonal
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: actress She is 34, a nauve of the city, hasa bachelor s degre€ i in lxberal

arts, and has taken coiirses taward her Master of Fine Aris degrec ata

local university. She received her 1eachxng posluon.pnmanly because -

she was known to the school through her inv: ol\emem in admmapro-
ject that toured thé public schools in'that district: .
Her acting career before she became a teacher was szeady if not ex-

ceptional. She was active in local and regional 1hea1qr had a two-vear -

contract with a theater group in El Paso. Texas, and had appeared n
fdur short-lived Broadway plays. She had also playediaTeatured part
in a movie filmed in New York Cm‘and had done some television act-
ing. st .

© Ms. X has no intention of abandonmg hel' acung career l'or 1e%ch-
lng She has kept up with her theater contacts 'and appears in plays pro-
duced in the area. Occasronall\ auditionsand rehearsals will cause her

" to miss classes. but when she-accepted the job she was told¢hat this was

acceptaBle as long as she did not miss classes frequently. sechred'a sub- -

" stituté, and provided him with a lesson plan.

Ms, X does not take attendance or give tests in her classes She tells

her students 31 the start of the vear that if 1hev do not attend her classes

they are the losers. The classes are- mformal and often Thartty. She i i
concerned about her students and their- future careers as performers

She begms her coyrse-bv 1all\1ng about different theories of acting.
The only assigned texts are three booksby Konstantin Slamslavsl\l that

the students are asked to read for theig-own benefit as the class pro-

gresses. Her method of i mszrucuon includes her denfonstrations of how
a.scene should. be played. followed by 1ndn1dua‘l sludenls tiving the
same scene or other scenes in the play. She does less and less demon-
strating herself as the \ear goes on. After her initial lectures'on acung.

shé has no lesson plans as such, but assrgns a scene for each sludent o .

have ready by a set date, then devotes eacH class session 1o work on a’
student scene. Sometimes, when she 1s performmg ina plav she will
discuss her role during classtime and arrange for her studentsto sec the
* play. Ms. X grades her students-on the basis of their performance and

their i improvement in performmg cfurxng the school vear

..

.

»
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Arustsm Collegw and Umversmes .

I t has tisually been easy (o arrange for an arust tovisita collcgc or uni-

o » versity to lecture before a general assembly or meet with a smgle class.
-, But generally the nsmng artist fatls to provide the cotitinuity needed.

for program developmem and for. fulﬁlhng student needs. It is often
preferable for an artist to serve in residence for a semester, full’ year, or

-. longgr. The formal position of artist-in- -residence has been i m effect
e smce the early 1920s and has been used more frequently since World - . )
“. War 1L In some cases the artist may serve as.a regularmember of the o

" faculty, tachmg a specxflc number of courses. In other casestheartist -

may: visit classes and function pnmanly as an expert in the particular -
field while being available for both student and facuhy conferences‘

' . and for auendance at campus cultural’ funcuons

‘For the collcgc the presenceof the artist on campus cames a certain

g 'presuge and can be helpfu} with srubscquent fund raising,-For the .~ .
artist,” the benefits of a position of t-in-residence include addi.. -,

nonal income, a set place to work, § lhe opportunity o dcmﬁnstrate X
or discuss his skills wuh eager listeners. In 2 letier to dmmanst Percy .
Macl(av the first hterary artist-in-residenceé at Miami Umvd‘sxty,
- Robert Frost reduced such resxdency to the level of patronage and im-
phed that colleges may not be up to playmg monarchs

ln the old days it was the favor o[ kings and courts. In our day§ far bcucr _
your solution that it should be on the collegca if the colleges could be :
broughz to see xhclr responsibility in the matter. o

C s 13 .
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R _.m:uz;c - and-demonstrate- zheu—shlls and-ncwscasters-demonstrate-on-
“‘the-3pot television reporting. Accordmg to the president of the institu- -
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Among the other uses of aruszs as teachers at 1hé'um_\ erskty level is

the a(zor-(eacher-—an actor uho uorl\mz under Actors’ Equity actor-

teacher contract. is engaged as a teacher but also appearsin the univer-
sity’s plavs. Then there is the guest drtist who functions p;xm.mh asan
\

" actor rather 1han a teacher. but an actor who is to be part of an-educa-

~

her, In 1970. 60 Amen('m colleges emploved 187 prpfcssxonaJ actors
as guest artists, ~ 1. '

- On'the graduate le\el m a college desxgned pnmanh for adull edu-
cation, the New School for Social Research in Ne\s York City offers
many courses; augh by part- time, nontenured facnlty membets who

.are \se]l l\no“.n p(rsonahucs- \\orl\mg journalists teagh courses in

tignal mxheu in which students can learn from “orl\mg ‘with himor

: Jour_pahsm comedlans offer courses in humor: magicians lecture on .

tion, “"Other schools have professors who have never been'in politics”

?teachmg polmcal science.-We want 1he-person who has been a poli-

ucxan ,

Two Prof'les—Amsts ina l’lmversnv Y
,In 1958, William Faulkner. Noble Prize-winmiing author, scncd as

writer-in- resxdence at the University of L’lrzmla_ He did not teach reg- .

ular dasses but visited the classes oE other instructors and met with
varjous university organifations. ‘I’he classes took the form of ques-

- . tion-and-answer sessions, pomom ‘of which were reécorded and pub-
lished in the book Faulkneér in the University. (duvd by Fredcr.lcl\
. Gwynn and Joseph L. Blotner. His remarks were. as rule im-

- promptu. Faulkner met with undergmdu'ue and graduate Classes and *

: ozher groups on 24 separ.m- oceasions. speakirg to-more than | :500

pcoph He-also s(heduled office hours Tor students to come and _see

- him, but for some reason students did not gome.

Rob«n Frost mughl bozh before and after he became m~ll known,

}lc was at Pml\( rton Academy (1906-1911). Plymouth Normal S;hool -
(lQi?).‘:\mher:sl_ College (191:7-1920: 1923-1925: 1926-1938; 1919-1963)"
and the University of Michigan (1921-22). He primaril®taught litera-.

ture ;md w nunz. buz he also muzht (duc.mori and psxcholog\ at Ply--

o E e "

£
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mouth. -His teaching was charactenzed bv an emphasas on the oral '
interpretation of literature, informal instruction (no tests, no papers).
He considered his teachmg to be an act of performing, Helacked schol- .
arly background (he had no college degree); .he mlssed classes ffe-

: quemh but he was well liked by his coileagues and studems Frost
also wrote extensively about his educational theories i m )ournals and:
. magazines. ‘ :

Many other noted artists have taught dasses in hlgher eduamon
Here is a brief and admitfedly incomplete list: composers—Aaron

’ Copland Paul Dukas, Howard Hanson, Roy Harris, Zoltan Kodaly. :

Arnold Schoenberg, Ralph Vaughan Williams, Léonard Bemstem

: Géorge Crumb, Roberi Palmer and Elliott Schwartz;. actors and -

dmctors-—jerrv Lewis, Mercedes MacCambridge, Neal Kenyon,
Arnold Moss, Desi Arnaz, Jean Arthur, and Stella Adler; painters—

-Harold Altman Walter Kamys, and Kenneth Eveu and'musicians and

wocahslsa-—Rlsé Stevens, Eleanor Steber, John McCollum. Janos
Starker. Ran Blake.“and Jorge Bolet. - ~

Imen 1ews with artists teaching at the ur‘uversny level (J be found
in the book Artists as Professors: Conversations iith Muszczans
Pamters, Sculptors, by Morris Risenheoover and Robert T Blackbum

.*_- . ,

.
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L otenual Problems of Arusts as T&chers e
. "',Tbc_: ¢ of artists'in educauon has generally occurred within tradx
© . tionally schools. Behmd the Artist-in- Schools Program, for éx-
ample, is the stated i intention that amsts assist arts teachers who have
o never worked- profcssinally Anuapaung adjusunent problems, Pro- -
ject IMPACT initiated orientation workshops for teachers and admin-"
s, istrators. Spokcspcrsons for the Natidnal Endowment for the Artsalso, -
" advocate such an orientation for clz&:&acbém and-artists in 1h'e
" Artist-in-Schools’ Program. There ha reports of successful ad-
. ~1usunems One elementary school pnncxpal s initial rcactmn toavisit- ~
ing artist who dressed casually and had a beard and mustache was, “Is
this guy just going to come and do his art thing and not work with the
kids?”" A week later, the 'nnapal had 1 changed h|s mind:.“We’ vehad -
kids who were real problems get turned on by what Ken is, domg. _
" .~ Working with Ken is a reward for doing work in- the classroom.” 5
' One reason for problems is that the use of artists in schools on a
»syS!.ematxc basis 1s somewhat mnovauve, andin some programs school =«
adgfimistrators, andartxsls are unprcparcd In Connecticut’s first ven+
wré’in the Aniist:in-Schools Program (1971-72), one consultant: re-
" ported, “Arusts were dropped into the school like paxattoopexs onoa
"s(rangetcmun Few instructions were given. They haduo scout out
- teachers, seek allies, and che best they could without a great deal of - , '
. experience.” In Connecucut a principal confxscated unedited video-
‘tapesofa documentaxy somestudems were makmg about studenl atti-
.- tudes toward school; anart pl’OjCCl cratcd by an arust and studcms was
! L

Py -~




ordered dismantled by the fire marshal and studems were unable to get '

*"  to a visiting artist because of modular schedulmg N
~ Iradditionto administrative problems, fhere have been some open

confhcts between. teachers, admlntsuators dartlsts Some adminis-

. trators are naturally skcpttml of dlsrupt)ons in the rouUne and arts _
educators are likely to feel threatened, by artists coming into. thetr .
classes. The education dtrector of the National- Endowment for the =,
Arts said that one. of his own .children asked his teacher®ehe Class
were going. to have a visiting artist. The teacher replled “Oh, nok

" We're riot going to get into that iv samess, andIknowit. . .. Nooneis
“going to come in and take over my authority!”” On the other' hand,
teachers have also been thrilled with the prospect of v»orktng wtth pro-
fessional artists, especially famous anes. One'of William Faulkner’s

. assistants at the University-of Virginia becarne a dévoted Faulkner fol-

* lower and confidante, co-edite the transcripts of Faulkner’s sunlverslty '
~classes and later wrote a two-vqlume blography of the artist.

* ‘But'there is a more srgmftmnt reason for confliets between drtists
~and school personnel than teachers feellns threatened The evaluation-
team _for Project IMPACT, ;for example, decided that the. tneﬂ'ectne-

- ness 6f some of the professlonal artists in the program was dy€ t6'a

*lack of commumcatton between them and schqg 1 personnel. Much

N of this communication problem can be attributed to differences m .

‘ -temperament and educational perspective. “The most difficult prob- * -
Tem initially, “sau‘an assistant syperintendent about the "Artist-in-
‘Schools Program, “was the reaction of the other teachers The teachers.

. dtdnt understand how an artist works. Most tried to make the artist

“intoa teacher like them—thev felt he sh0uld be teachmg five perrodsa
dav." = '

There have been reports of teachers who complain of artists vtoTat— .
mg school. rules, of their missing classes, dismissing classes early, or
taking clas.g_es‘ on Gnscheduleds field trips. And vet most Artist-in- .
Schools Progrims were designed to give artists such freedom.

Perhaps the most extended example of such conflicts between art-
~ists amksc 1 personnel is the history of the Western School for the-
Arts in Washipgton, D.C. Aschool specifically created for professional -

. artrst teachers mrght have avoided these conflicts, But'in the conver-

‘»
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sion of the school from a tradmonal amdermc hxgh schooi toa schdol

T(or the arts, conflicts were inevitable. (Al of the follo ing quotattons

arqfrom the newspaper accounts ‘referenced in the Bxbhogtaphv )
Western High School bec#me Western School for the Ansin 1974.
('I'he school’s name was later changed to the Duke Ellington School of
the Arts.) The arts faculty were mostly professtonal artists. \'!any_
people had high hopes for the néw school. ‘The assistarit superinten-
dertaid, “I'm ecstatic aboutit. We haven’t really done very much i in .
this city for our talented kids.™ 'I'he deputv'supermtendem said,that
the program would be - ‘very strong academically” and would not be

.bound by “conventional thinking.™ The school s artistic dlrector.

professional dancer, said, **We would LiKe for it to be héavily career-

“oriented. We-want {the students] 1o be prepared Tor the realities of therr

craft, to know how to get a job and how t6 keep themselves in shape.”

- There were plans for another. Washmgton D.C., high school that spe-
.cialized in math. The. D.C. supenntendent was even led to remark,
L \lawbe the general academlc high school has had its day.”,

. There wete, howewer. less opttmtsuc voices once the school for the

"- arts opened, especlallv those of non:-arts teachers The new principal’s
statethent that students would be admitted more on the Basis of their

artistic talent than on their academic abxhty ‘caused concern that qual-

{31 education would not. be provided-in nonarusuc fields. One teacher

claimed that plans for the new school wefe “hurried and lll-concelved

. They started planning in Februarv for September "

Western’s academis classes were to be phased out by June; 1976, but

' evgn -before then there was reportedly continual friction between the

academic personnel and the arts faculty. Teachers and administrators
claimed that the arts faculty were ignoring adminjgtrative procedures
and were not-giving students a sound academic background. Some -

. artists were acgused of missing classes and not obtaining substitutes. In
C _]anuan 1976 the artistic director was suspended when he refused. to

remove -three mne-foot modermstlc statues of Egypttan ‘gods from
promment display in the school. 'I'he statues. whith were nude and
featured oversized genitals, were made of automobile bumpers by a

‘teacher of sculpture. The Western principal said shewanted the statues -
" removed in order to make room fora studentartdisplay, but there were

\
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mdications that there 3 were other factors mﬂuencmg her statenient,

-~ The asslstant pringipal of Westem told a local news reporter that at
J staké “is the question of who is gomg tg run the school, the principal
or the artistic dlrector " The drts department chairman told a reporter
from the same newspaper that educasiomal freedom and freedom o{ ar-
tistic expression were the issues. "Any move [that] thieatens these free-
. doms is a threat t8 the very existence of the school.” Parents and stu-
"dents. protested the suspension of the artistic director.and the arts 7~
faculty threalened toresign. Faced with this confllct the a€ ng supet-
intendent, who had replaced the’ superintendent who/started the
school, reinstated the artistic directorand promlsed thatthearts school
- alone would occup\ the’ bulldmg in the fall of 1976. .
.- In July, 1976, thesupermtendent nowmtheposmonpermanendy -
announced that the appom}\mént of the artistic director would not be .
" renewed, that the arts program at Westerri would merge with another .
mnow.amc program, School Without Walls, and that Jboth programs
~wbuld occupy the sanie building: The- supermtendent said the reason

/ for the merger wasa lack of money. There were, predictably, more pro-

" fests, and the actual mierger never occurred. But the dreamps Eor Westem
“School for the Arts had failed to materialize because of/ fmancnal hmna-
tions, administrator mdlfference hasty plannmg, and confli‘tts among
various partxcxpams ) ’ . s :

. Evenat the university level, there are slgns that some artist-teachers

“have difficulty with the academic environment. The book Artists as-

Professors Teposts the replies arust -professors gave to the quesuon
Do you hke teachmg‘ ° -

‘Sometlmes "Sometiimes I don't. . Well I'ma human bemg,
. and some days I just don’t feel like facmg a group ’

I

¢

~ . “Yes fmd no. Sometlmes I do it can be exciting. Other times
don’t. I think it has something ) downh my wxllmgnessor un'wnll- .
inigness to verballze about music.” - . £

*I love teaching. . . . I suppose because Imvery gbod atit. It ,
satisfies my ‘€go. . .. But I think you have to be good at it to like it.”

‘I m ndt sure that Ido. I thmk lt s ]US( about 50/50 I do and L
dpn [ R ’ . . v ¥

LR

ERIC

Aruitoxt provided by Eic:



O

ERIC

Aruitoxt provided by Eic:

*“Yes, xf all I had to do was teach .. Thereare many timeswhen
mavbe I'm very engrossed in my own work.” -

There are admmedlv artist- teachers who havea healthy and happy
relauonshlp with their schools, but the conflicts that do occur point to; ‘

.a dlffercnce between a professional artist and an educator. An educator -

A

devotes hxs life to the educauve ‘process; he learns to- ‘cope with educa-
tional red tape in order to achieve success in educating students. An -
artist devotes his life to expressions of his art, or rather expressions of
himself. The two role conceptions-are not identical and perhaps not’ L

totally reconcilable.- " . : .
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The Effecuvenas of Amsts as T&chers .

‘To determine the effecuveness ot’ artists as teachers one must first
examine the various-measures of éffectiveness-Artists are often very
. popular with students. The presence of artists in a class represems a

” .change in the normal classroom routine. If the artist is a performmg

- .artist, studernits will be entertained. An artist in a class can make real

‘what prewouslv might have ‘been aﬁ absuact notion about the pro-

B cesses of art.. o %

. 'Also (and dus is of ten cned in publ mty for various amst-m-schools

outside lhgeducauonal bureaucrv artists are hkely to be looked
upon as friends by-the students. Adolescents often have a: romantic
view of artists as free, liberated. mdmduals who have managed ta be-
come ‘successful in. the competitive world; consequently, thiey-will be

R impressed with artists and seek out. lhelr friendship. The amiable rela- -

tionship between studcms~and artists can be an asset in student coun- _

- seling. Artists have had cxpcnence in getting staned in an arts career,

; B programs) since they-are free of a planned curriculum and funcuon B

and as unofficial career counselors they ‘can glVC valuable advnce to )

students.

- But a miore 1e]hng masure of effecuveness is 1he abxhty of artists to

" change student behavior. There gve been .many.reports of individual

_successes, even of a “minor mxrad when achild from’ coastal Maine
- who had never uttered a word in school suddcnly began to sing along'
with a folk-singer: A girl in Mamel leamning how to make a pot out of
. the. clay she.and an artist had” g from the local river bank, also’
. lnmed about ancient culturs and%‘lhe geology of the land. The inter-,
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dlsaplmary nature of l.he art.s has been emphastzed in many artlst m- )

* schools programs. .

Individual success stortes, however, have httle to say abou;,the .
ovemll effectiveness of arusts as teachers. As of this wrttmg, the Artlst-
ip-SchoolsProgram begt;n in 1969 has not been properly.evaluated A

Nattor&ﬁl Emdowment_for the Arts- sponsored study”by. the Western )
States Arts Foundation‘was conducted pnmarlly bX means of a quesw g

. tionnaire. The study indicated that the program \ was well liked bv Can

" teachers and administrators who worked with it but did not show )
whether it had achleweggta(edtigauonal objem\'es, whether student

‘behavior was changea* ‘or; if so, how and for- h‘ow long. -‘:A .

‘Ralph Smxth obsérved in “A- Policy Analysis and Criticism of the

Artist-in-Schools Program of the National Endowment for the .»‘\rts

T (Are Educatxon September, 1977) that, the literature about the Amst- :

Ce m-Schools Program_ is often contradtctory concerning whether :the
program iseducation- or artist- oriented. In a reply toaquestion about
Smith’s comment. the director of the education p;ogram fpr the en- )

. dowment said in an intervrgw for Music Educators ]oumal (March,. -
1978) that ~his main concern’ was' with whether or not the program '
worked, not. with whther it was fish or fowl, education: or artist- "
" oriented. Of course.pvhether it “worked" really depends on' what type

" of program it'was. The' questlon aboutthe orlentatton the intent, or
" the goal of using professlonal arttsts inthe classroom isnotan idle one
- for:educators. . . - N -
For example there is a dlfference betv»een teaching someone how .
to sculpt or how to write a poem and teaching him to appreciate a
sculpture or poem. It would seem that the artist, who has the skills, is a
good source person for teaching hov» to perform the sktlls, if only‘by .
his demohstrauon of those skrlls But the ability to communicate
about his skills is another matter entirely. And the ablhty to communi-
cate information.to stud&m is ome of the most important qua‘hhca-
. tions of a teacher. An assistant to the president of the Amertcan Feder-
ation.of Teachers, in reaction to the recommenaatlons in Coming to .
. Our Senses, said, “Just as we do not assume that all teachers can be
_ artists, the art world shouldnot assume that teachmg does not involve
‘ some hxghly specritc trammg and talent.” . o

26 26 ’
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- An artist' may not be the best communicator of information aboqt '
‘his particular art. One can grow mdlfferent to something that one can
do quite easily. For example, noted actor Laurence Olivier shocked
many fellow actors and draria students around the world by stating in
-a 1968 Assocxated Press i interview, *'I've never much enjoved acting. It

L has its attractions, but there are many times when acting seems hardly

' the occupatién for an adult.” Film director Johr Ford, ina 19661nter-
view with film historian Peter Bogdanovich, answered quesuons
about how he shot a, partlcular scene’ with the following. remarks: -
. “With a camera!” “What>"" “Hmmm." Some artists ‘might not know

- why they do a particuldr thing orhow they do it. Justas it might be dif-

. ficult for one to explain how to drive a car (“Gently pushdown the ac- - .
celerator while occasionally glancing over vour left shoulder . ).

~ an artist mlgl’ft have trouble explaininga part of hisjobthat he does in-
suncuveh At the University of Virginia, Wllham Faulkner wasasked -
questions about his symbolism and mslsted that he never conscxously
used symbols. As his. class appearances conunuedﬁaulkner found ,

*himself forced- to develop stock responses and 1o adppt literary ter-
mmolog-\ that he did not customanl\ use, Actors in the Guest Artist
program at colleges and universities, as well as other arusts have
been recorded as bemgoccaslonallv 1mpauent while worl\mg with stu-
derits because the artist must stop and start and break his concentra-" « _
tion to explam’what he is doing and why. & ..

An lmponant factor in judging how effecuvely an anlst can com-’ ’

_ municate his l\nowledge and skills to his students is whether or not he - 73
approaches his artintuitively. If he does. th he may not know why hé" :
does something a particular way 4nd so w d] not be able to discuss it
“with his students,.and h¢ wxll probably not be a good teacher Hl§
tendency to act mtumvelv may become evident in other areas—lgnor-

* ingschedulesand regulanons, mlssmg classes, andsoon. Onthe other,

. hand, if the artist has a critical sense and can step back and analyf;e,hls N
awork and the v»ork of others, then he will probably be able to discuss é\

-his art effecuvely in the, classroom; he will give the students oppon'& ¥,
tumty both to learn a skill and 10 appreciate the results. i B

- The difference between intuitive, -artists and those with a critical ién
sense is analogous to a suuauon m ;porls “Great” basqball players &

P 2~ .
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have seldom madc ‘great” managers or coaches. It wasn "t the likes of
Babe Ruth, Ty Cobb or Joe Dlmaggxo who became managers of cham®
" .pionship teams, but Casey Stengel Joe Cronin, and Billy Martin,
who, while their playmg careers. were not as illustrious as Lhr'e others’,
had organizational and communicative skills that the others did not »
have. The *star”” players’ ‘abilities are, to some extent, natural and in-
tuitive. The same ig true in golf; there.are the pros on the tournarmient
. circuit and the pros who may or may not compete profaslonally but -
.who have the critical sense to advise others, including the touring pros.
Another factor that may influence an artst’s teaching is attitude.
An artist may decide he has to teach because ‘the income he receives
from teaching is steady while the income from the practice of his art is
‘not. Although an artist may also want to be involved in education and
want to help others become artists, he needs to spend time in the prac- '
tice of his art, too. The earlier q'uoiation% from Artists as _Projessors "
point out.that teaching does take time away from an artist’s primary -
vocation. A playwright who teaches classes spends a great deal of time
helping to shepgstie plays of olhers instead of concenu‘atmg on hls
own work. . -

q‘?
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Conclusxons

. More than ever bciore, profssxonal artists are serving as !mchers

" .atalleducational lcvels. Thecmploymem of artists in resxdcnocatcol- : .
e -legrs and universities wis initiated not necessarily bcmixsc the artists

were good teachers but for the personal support of the amsts and ior
publicity for the institutions involved. :

-/ On the secondary school level, the Amst-m-Schools Program that

existed since 1969 has.prospered with’ the acceptance of the idea

that_artists can be. effective teachers., And the Arts, Education, and
- Amencans Panel recommended the mamsed‘mvolvemcm of artists in
" education, even though uacknowlédgedsomecnuasnof the practice.’

Such conu'adxcuon ultimately led to skepticismand dxsxllusxonmem.

Thc New York Times rcported on Christmas Day, 1976, that many _
- schools for the arts that employed artists as teachers had been hard hit -
by ‘budget cuts; this might | not have been s6 had the eiiecnvcnss of - -

artists as teachers been firmly established. at the time'

What reports that do exist about artists as teachers mdume that lhe T

R4

practice is popular. However, there have also been reports of some con- '_ .

flicts between professional artists and school: persogpel Of great im-

portance in determining the relauonslup betwe?ﬁ-ﬁn artistand school

people seems to be whether the artist approaches Ris art intuitively or

witha cnual sense. These different approaches will affectthe artist’s .
ability to commumcme with studcms about his art. Other factors af-

fecting the artist’ s ability to teach effecnvely are his attitude toward
mdung and his reasons. ior taehmg ’
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" munication skills. e

‘Artists are asked to participate in education because they areartists.

‘They have devoted their lives to their art, not to education. The com-
vplamts of teachers that artists miss classes, dont give exams,” and
iignore school rules point to the different career orientation of artists

and teachers: If to be a ““teacher’” implies a certain training, outlook,

attitude, and orientation, then some artists cannot be teachers. To ask
. thcm to act llkc teachers is to invite dlsharmony

Some artists have the critical sense necessary to communicate their

B . knowledge‘and skills and the attitude and ability to be:poth artist and

teacher. They have a valuable role to play-in education. Even artists
who may have difficulty communicating their knowledge and skills to”.

. students can be of use in edugation by serving as models of the creative
- process at work. In assessmg hls teacher Robert Frost, Merrill Root

said that mathe “techmcal sense’ * Frost was nota *good teacher.\ He,

. added, however, that “[t}he best of Frost the teacher was the impact of -
_Frost the man. He was not merely anothér regurgitator; he had ex-
. perienced, lived, created; he was an origin:”

The employment of artists-in the classroom demands screening

~procedures that emphasize communicative ability. Determining
"~ whether the artist is to function as a teacher or as a resource person and

part of a teaching team should be based on an evaluation of hls com-

DY ~

The practice of artists v»orkmg in education should also be seen as |
an.attempt to “reform” arts education, todo away once and forall with
the separation between artists and arts educators that formgrly kept
artists out of education. This unnecessary distinction is what the edu-

cation director of the National Endowment for the Arts is getting at
* when he claims that a program does not have to be either education- or
- artist-oriented, fish or fowl. Integrating professional artists into the

educative process will broaden the perspectives of students and teach-

" ers and give.them a down- to-earth practical view of the realities of the

artistic hfe



A Gmdchng, for Admmlstrators
. L Ask yourself what- you think the bcncfus of bnngmg an.artist to
' your school should be. If you are planning to work through the Artist-

in-Schools Program, call the program coordinator of the state arts - .-
agency for information on how toapply. Ask about his Jconcepuon of .

© seem workable? Does it fit in.with your educational philosophy?
. 2. Talk to your faculty about-it. Dlscova any problems they have -
' wuh the concept. Develop a workmg plan of things that you or they~
should askor tcll the artist when he comes and what you should all‘be .
. trying to leamn from the artist..

3.In thc Artist-in-Schools Progmm ora program run through your

 school system . o. state def)anmem of education, ask the appropriate

t individual about the screening procedares for artists. In your own pro-

- lhcpurposcsoflheprogmm Doesthcprogram makemiDoau

© gram, dxscuss appropriate procedures with your faculty; bring up the o _'

. difference bctwecn the intuitive artist and the artist with a critical A
‘'sense. In your mxua] interview with each.artist, keep in mind the Gues-
" tions and concerns your f:{culty raised and wadk about them with the

artist. Your interviews with the artist will determine hisroleinthepro- =

gram,’ whethcr Jjt'is to be that of a resourcé person or a teacher. ~ "
4. Have an orientation session for the artist and tachers Defmc
roles, authority, goals. o
"~ '5:Decideon the best mcthod t’or evaluaung the program (teacher/
" artist-diaries, weekly reports, weekly observauons bya thu-d party, be-
hav:oral objectives, etc.). * o
- 6. Make arrangements to meet with ach tachcr and artist once. .
mch weck quarter, or semster wh:chcver secms best.
- :ﬁ’ o

~
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