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Foreword

We need to help our children move toward civilization. As we stand on
the threshold of the 21st century. we are concerned, and rightly so, with
the quality of the education of young Americans and whether it is
preparing them for the challenges of the future. Many of the challenges
will, obviously, be scientific and technological — and our schools must
give our children the tools to deal with them. Less obviously, many of the
challenges will be cultural. They will pose questions concerning what it
is to be an American and what our civilization stands for. ".ducation in
the arts can help with this.

Arts education can help elementary and secondary school
students to reach out “beyond prime time” and understand the
unchanging elements in the human condition. It can teach them to see
and hear as well as read and write. It can help them understand what
civilization is so that as adults they can contribute to it. In a culturally
diverse society, it can generate understanding of both the core and
multiplicity of America’ culture. In an age of television, it can teach our
children how the arts can be, and have been, used. In a world made
sinaller by modern communication and travel, it can teach them how the
cultures and civilizations of other countries affect attitudes, beliefs and
behavior. It can help our children develop the skills for creativity and
problem-solving and acquire the tools of communication. It can help
them develop the capacity for making wise choices among the products
of the arts which so affect our environment and daily lives.

The National Endowment for the Arts is privileged to present its
report on arts education to the President and Congress. We attempt in
this report to identify the arts that should be taught in school, to present
the reasons for studying them, to show why the present state of arts
education is unsatisfactory, and to suggest avenues for its improvement.
We look at conditions in American classrooms and at teachers. We
explore the state of arts curricula, testing and evaluation, and research.
We examine leadership in arts education and the role of the National
Endowment for the Aris.

We have found a gap between commitment and resources for arts
education and the actual practice of arts education in classrooms.
Resources are being provided, but they are not being used to give
opportunities for all, or even most, students to become culturally
literate. The arls are in general not being taught sequentially. Students
of the arts are not being evaluated. Many arts teachers are not prepared
to teach history and critical analysis of the arts.

This condition of arts education is no worse now than it has been.
The vast majority of today’s adults say they had no real education in the
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arts when they were in school. Then as now, resources forarts education
were used primarily to produce performances and exhiitions by
talented and interested students for the enjoyment of parents and the
community. They are not being used to help young people move toward
civilization. This is a tragedy, for the individual and the nation.

To make a start on a remedy, we propose that:

State education agencies and school districts should develop consensus
on what all students should know in the arts before graduating from high
school. They should provide required and optional courses, curricula
and materials to achieve this. The design and media arts should be
included as should history, critical analysis, creation and performance.
We suggest that 15 percent of the school week or year be allotted to the
arts in elementary, middle and junior high and that the equivalent of two
full years be allotted in high school.

State education agencies, with federal assistance, should develop
procedures comparatively to evaluate district and school arts programs
in relation to state arts education goals. Local school districts, with
federal and state assisiance, should do the same based o their
curricula.

State certifying agencies should strengthen and broaden teacher
certification requirements in the arts for all teachers whose respon-
sibilities include the arts. Testing of arts teacher qualifications should be
improved and mandated. Recruitment and professional development
efforts should be strengthiened, the teaching environment improved,
and special procedures designed to permit qualified artists and arts
professionals to teach the arts where there are shortages of specialists.

More sustained support for arts education research is neceded. Research
should be focused on improving classroom instruction.

The U.S. Department of Education and the National Endowment for the
Arts should continue and strengthen research to help educators
improve arts education in schools. The two federal agencies should work
together to include the arts in an expanded National Assessment of
Educational Progress to provide national assessments and state-level
comparisons.
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Those who believe the arts should be a basic part of education should
work together to develop consensus on the purpose and content of arts
education. They must make the case for arts education being a
fundamental educational responsibility. Ensuring comprehensive and
sequential arts education calls for greater political effort than would be
necessary for subjects currently assumed to be basic.

The National Endowment for the Arts should continue and strengthen
its arts education efforts over at least the next 10-year period.
Endowment efforts to date have set the agency on this course. It will take
time, however, to make the case for arts education, facilitate state and
local collaborations, and help develop and distribute curriculax,
instructional, and assessment models. The Endowment should con-
tinue its exforts to develop a television series on the arts for young
people.

This report builds on thousands of hours of research and
consultation and benefits from the advice of many of those dedicated to
the cause of arts education. We are indebted to Congress for requesting
the report and in particular for the leadership of Representatives Pat
Williams, E. Thomas Coleman, Sidney R. Yates and Ralph Regula, and
Senators Claiborne Pell, Robert T. Stafford, Robert C. Byrd, and James
A. McClure. We are also grateful for the wisc counsel of the members of
the National Council on the Arts and the Endowment’s Advisory
Committee on Arts Education. We wish to thank the U.S. Department of
Education, Secretary William J. Bennett and his counselor Chester E.
Finn, Jr., without whose cooperation this report would not have been
possible. We also thank Professor Brent Wilson of Pennsylvania State
University who gave up a summer in Europe to help us with the reporl.

Finally, I would like to thank many of the Endowment staff for their
hard work and assistance. Whatever deficiencies there may be in the
report are mine.,

Frank Hodsoil
Chairman
National Endowment for the Arts
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Preface

THE

CONGRESSIONAL
MANDATE

7

In 1985, the 99th Congress called for a “study of the state of arts
education” as part of the reauthorization of the National Endowment for
the Arts. This was the second such request in history. The first, mnore
than a hundred years ago, was a request by the 46th Congress for the
report, Art and Industry, Instruction in Drawing Applied to Industrial and
Fine Arts, which was conpleted by Isaac Edwards Clarke in 1884. That
report reflected our national aspirations for culture and our sense of
inferiority as we measured ourselves against Europe.

Now, over a century later, Congress has mandated another report
on the state of arts education in the United States. Insecurity about our
ability to compete in world markets has reappeared; but this time
Congress has made it clear that cultural, not economic, welfare is the -
concern:

The Committee believes that arts and humnanities education is
central to the stated purpose of this Act which includes
encouraging national progress and scholarship in the humanities
and the arts, making citizens nasters of their technology,
becoming a nation which is a leader in ideas and spirit, and
bringingto all our citizens a better understanding of the past and a
better view of the future.

Concern about the breadth and quality of educatioz in American
schools was highlighted in the 1983 report of the National Commission
on Excellence in Education, A Nation at Risk. Since then a rash of books
and reports have publicized the erosion of education standards, the
decline in test scores and, especially, the glaring lack of cultural
knowledge and awareness on the part of most high school graduates.
These studies agree that while time must ke set aside for students to
master modern skills, such as computer sciences, achievement of
computer literacy must not substitute for literacy in the culture that a’l
Americans share.

The 31987 best-selier status achieved by Allan Bloom's The Closing
of the American Mind and E.D. Hirsch, Jr.s Cultural Literacy testifies to
the fact that far from being a passing fad, worry about the cultural
aspects of education is growing. Increasingly, this concern is focusing on
what, if anything, our children are learning about the arts and the
humanities which together are at the center of culture and civilization.

Many of the conclusions in the present study echo those reached in
the report of the National Endowment for the Humanities, American
Memory, published in August 1987. We strongly endorse the Humanities
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A WORD ON SOURCES

Endowment’s condemnation of teaching that emphasizes narrow skills
at the expeuse of content and understanding; we agree that the teaching
of literature has deteriorated sharply since its subsumptic.1 under the
so-called “language arts”; and we strongly support the Humanities
Endowment’s plea for increasing the ours devoted to history, the only
discipline through which our children can gain both a sense of kinship
with the great thinkers and doers of the past, and a foundation from
which to transmit their own culture to future generations.

Isaac Clarke’s first report to Congress comprised seven volumes.
They were filled with legislative actions, school-comumittee records and
reporls, interviews with officials, local histories, speeches, and
statistics. This report is only one volume, but it will attempt to capture
the essence of the problem and point to practical ways in which it might
be addressed.

Written to fulfill the congressional mandate, this report is also
intended as an open letter to the American people, to the education
commuiity, to those who love the arts and understand their importance
in .'ucation. For it is in the people’s hands that the future of arts
education rests.

This report relies heavily on two recent surveys conducted with the
support of the U.S. Departinent of Education: one at the stale level and
one at the school district level. The 1985 Arts, Education and the States
report sets out the findings of a 1984 survey of state education agencies
undertaken by the Council of Chief State School Officers. (The survey
was jointly sponsored by the Rockefeller Foundation, the U.S.
Department of Education and the Nationsal Endowment for the Arts.)
The 1988 “Public School District Policies and Practices in Selected
Aspects of Arts and Humanities Instruction” report sets out the findings
of a 1987 survey of a national probability sample of 700 school districts.
This survey was undertaken especially for this report to Congress as a
joint project by the U.S. Department of Education, which funded it, in
collaboration with the National Endowment for the Humanities and the
National Endowment for the Arts.

As directed by Congress, this report contains a synthesis of the
information and insights contained in previous studies. It includes,
among other things, review of 3,000 Educational Resource Information
Center (ERIC) abstracts on arts education; the 1985 report by the Music
Educators National Conference, Arts in Schools: State by State; the 1986
report by Mills and Thomson for the National Art Education
Association, A National Survey of Art(s) Education, 1984-85: A National
Report on the State of the Arts in the States; John Goodlad’s A Place Called
Schoo! (1984); Laura Chapman's Instant Art, Instant Culture: The
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Unspoken Policy for American Schools (1982); Ernest Boyers High
School (1983); Theodore Sizer’s Horaces Compromise (1984); A Nation
Prepared: Teachers for the 21st Century (1986), from the Carnegie Forumn
on Education and the Economy; Time for Results: The Governor’s 1991
Report on Education (1986); the 1984 Rand Corporation report by Day
etal.; Art History, Art Criticism, and Art Production: An Examination of
Art Education in Selected School Districts (prepared for the Getty Center
for Education in the Arts); and the National Assessment of Educational
Progress first and second assessments of art and music (1974 and 1981)
and the writing assessment (1986).

We also reviewed arts curriculum guides from states and local
school districts, books relating to education in the various arts,
textbooks used by children for arts instruction, and textbooks used for
the education of arts teachers. Interviews were conducted with
education authorities, members of state and local arts agencies,
representatives of professional associations, representatives of arts
advocacy groups, teachers, supervisors, school administrators, pub-
lishers, testmakers, and members of the public.

The study was undertaken in cooperation with the U.S. Department of
Education and in consultation with the Committee on Labor and Human
Resources of the Senate and the Committee on Education and Labor of
the House of Representatives. Many people have contributed to this
report. We sought information, advice, and assistance from educators,
artists, academics, professional associations, arts organizations, state
and local agencies, and others. Many invested considerable time in
helping us. We are grateful to all of them.

We are particularly grateful to Representative Pat Williams,
Chairman of the House Subcommittee on Postsecondary Education,
whose deep concern for the quality and availability of arts education has
contributed much to our efforts in this area. We are grateful to
Representative E. Thomas Coleman and Representative Steve Bartlett
for their help and interest in this effort and to Representative James M.
Jeffords for arranging hearings on this sr'bject in 1984. We are also
grateful to Senators Claiborne Pell and Robert T. Stafford for their
leadership in our reauthorization and for the leadership and support in
this area of our appropriations committees who have approved funding
for arts education over the years, in particular Representatives Sidney
R. Yates and Ralph Regula and Senators Robert C. Byrd and James A.
McClure.

Particular thanks are due to Chester E. Finn, Jr., Assistant
Secretary of Education (Office of Educational Research and Improve-
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ment) and Counselor to the Secretary of Education, and his staff, for
their invaluable assistance.

We also wish to extend heartfelt thanks to Professor Brent Wilson
of Pennsylvania State University, who contributed so much to drafting
this :vport; to Kate L. Moore, Jeanne C. Rhinelander, and Ruth
Berenson of the Endowment’s executive staff; and to Warren Bennett
Newman, Director of the Endowment’s Arts in Education Program.
Their contributions have been indispensable to the corpilation of this
document.

Finally, we are especially indebted to the members of the National
Council on the Arts and the Endowment’s Advisory Committee,
organized specifically to guide preparation of this report. Council and
committee members were consulted throughout the study process and
provided invaluable advice. Representing a variety of artistic disciplines
and points of view about arts education, committee members
contributed immeasurably not only to the planning of this report but to
its contents. At the same time, the final contents of the report, including
any deficiencies or errors, are the responsibility of the Endowment.
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Excerpts from The
National Foundation on
the Arts and the
Humanities Act of 1965,
as Amended (20 U.S.C.
951 et seq.)

Sec. 10 (e)(1) The Chairperson of the National Endowment for the Arts
and the Chairperson of the National Endowment for the Humanities,
with the cooperation of the Secretary of Education, shall conduct jointly
a study of —

(A) the state of arts education and humanities educatinn, as

currently taught in the public elernentary and secondary schools

in the United States; and

(B) the current an.. future availability of qualified instructional

personnel, and other factors, affecting the quality of education in

the arts and humanities in such schools.

(2) The Endowments shall consult with the Committee on Labor
and Himan Resources of the Senate and the Committee on Education
and Labor of the House of Representatives in the design and the
implesuentation of the study required by this subsection.

(3) Not later than two years after the date of the enactment of the
Arts, Humanities, and Museumns Amendments of 1985, the Endow-
rnents shall submit to the President, the Congress and the States a
report containing —

(A) the findings of the study under paragraph (1);

(B) the Endowments’ views of the role of the arts and humanities in

elementary and secondary education;

(C) recommendations designcd to encourage making arts and

humanities education available throughout elementary and sec-

ondary schools;

(D) rccommendations for the participation by the National

Endowment for the Arts and the National Endowment for the

Huimanities in arts education and humanities education in such

schools; and

(E) an evaluation of existing policies of the National Endowment

for the Arts and the National Endowmerit for Humanities that

expressly or inherently affect the Endowments’ abilities to expand
such participation.
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House Report 99-274
(99th Cong. 1st Sess.)
Language Regarding

Arts and Humanities

Education

The Committee commends the initiatives undertaken by both Endow-
ments with respect to arts and humanities education and urges both
Chairpersons of the Endowments to expand upon their efforts in these
areas. The National Endowment for the Humanities’ support of
seminars and institutes for high school and college teachers has made
available at modest cost important regenerative training for thousands
of teachers. In addition, its effort to encourage colleges and universities
to undertake curriculum reform, particularly of general education and
degree requirements, and to emphasize the central disciplines of the
humanities has had rapid and direct effects on many colleges and
universities. The Commitiee encourages the Endowment for the
Humanities to continue these efforts. Additionally, the Committee
believes the issue of the condition of arts and humanities education
should receive particular study.

The Committee believes that arts and humanities education is
central to the stated purpose of this Act whick includes encouraging
national progress and scholarship in the humanities and the arts,
making citizens masters of their technology, becoming a nation which is
a leader in ideas and spirit, and bringing to all our citizens a better
understanding of the past and a better view of the future. The
Committee also recognizes that arts and humanities education play an
important role in cognitive learning and in making the arts and
humanities iess elitist and raore available to all citizens.

InSection 102 of the bill the Commiitee inciudes in the Preamble
an elaboration of the role of the Endowments in arts and humanities
education in the schools to enable students to recognize and appreciate
the aesthetic dimensions of our lives, artistic and scholarly expression,
and the diversity of excellence that comprises our cultural heritage.

In Section 105 of the bill, the Committee further clarifies by
adding a provision to section 5(c), that the National Endowment for the
Arts is authorized to fund projects and productions that will encourage
public knowledge, understanding and appreciation of the arts.

The Committee incorporates ihis provision in section 5(c) to
emphasize its belief that federal support for the arts should reflect a
charge to NEA 1o fund activities and individuals for purposes which
educate as well as entertain the public about the arts. The Committee
believes that this addition to section 5(c) complements the other
provisions in the section and strengthens the addition of the same theme
to the Declaration of Purpose in the Act, encouraging arts education for
the public in the broadest sense. The addition to section 5(c) should not
be construed to lessen or alter the importance of the other respon-
sibilities delincated in the section.

Finally, in Section 110 of the bill, the Committee requires that the




Chairpersons of ihe National Endowments jointly, with the cooperation
of the Secretary of Education, conduct a study of the state of arts and
humanities education, as currently taught in the public elementary and
secondary schools in the United States.

The study must examine the current and future availability of
qualitied instructional personnel and other factors affecting the quality
of education in the arts and humanities in public elementary and
secondary schools. The Endowmernt- .ust consuht with the Committee
on Labor and Human Resources of the Senate and the Committee on
Educationand Labor of the House of Representatives on the design and
implementation of the study.

Not later than two years after the enactment of this bill the
Chairpersons of the Endowments must submit to the President, the
Congress, and the States a report of the findings of this study,
recommendations for encouraging arts and humanities education, and
recommendations for expanding the participation of the Endowments
in public elementary and secondary education.

In addition, the study must assess the impact of the Endowments’
policies on their participation in arts and humanities education. It must
also assess whether any polices have positive or unintentional adverse
effects on the Endowments’ abilities to expand their support for and
participation in promoting arts and humanities education in the public
clenientary and secondary schools.

Several excellent reports on arts in education in the schools by the
Getty Foundation, the Chief State School Officers, the National Center
for Education Statistics, the Endowments and others have been issued
recently. It is the intent of the Committee that the Endowments use the
information and findings in these studies as a primary resource for their
own assessment of arts and humanities education.




Overview

WHAT IS BASIC
ARTS EDUCATION?

“Art, no less than philosophy or sci-
ence, issues a challenge to the in-
iellect. The great works of music,
sculpture, painting, engraving,
and all other forms of artistic
expression engage the mind,
teaching lessons about order,
proportion, and genius.”

— WILLIAM J. BENNETT
US. Secretary of Education

WHY IS BASIC
ARTS EDUCATION
IMPORTANT?

In 1985, the Congress called for a “study of the state of arts education and
humanities education.” The ™ ‘onal Endowment for the Humanities
published its report, American Memory, on August 31, 1987. What follows
is the repert of the National Endowment for the Arts on its study of the
state of arts education, the second such report in U.S. history.

Basic arts cducation aiins to provide all students, not only the gifted and
talented, with knowledge of, and skills in, the arts. Basic arts education
must give students the essence of our civilization, the civilizations which
have contributed to ours, and the more distant civilizations which enrich
world civilization as a whole. It must also give students tools for creating,
for communicating and understanding others’ communications, and for
making informed and critical choices.

Basic arts education includes the disciplincs of literature (from the
art of writing); visual art and design (frem the arts of painting, sculpture,
photography, video, crafts, architeciure, landscape and interior design,
product and graphic design); performing art (from the arts of dance,
music, opera, and musical theater and theater); and media art (from the
arts of film, television, and radio).

While each of these art disciplines differs in character, tradition, and
form, basic arts education must also include art forms that are
interdisciplinary: opera and musica! theater, which combine vocal and
instrumental music with drama and stage design; film and television,
which combine music, draina, and the visual arts, synthesized by the
media arts theinselves; and new work that extends the frontiers of current
artistic conventior . just as artists coltaborate to produce interdisciplinary
arts, so school faculties will need to collaborate to teach them.

Like other school subjects, basic arts education must be taught
sequentially by qualified teachers; instruction mwst include the history,
critical theory, and ideas of the arts as well as creation, production, and
performance; and knowledge of, and skills in, the arts must be tested. As
for other school subjects, appropriate resources—classroom time,
administrative support, and textbooks—must be provided to this end.

The problem is: basic arts education does not exist in the
United States today.

Ourlast seven Presidents have all affirmed the idea that the arts are at the
core of what we are and, therefore, of what we should know. President
Reagan, after quoting John Adams to the effect that his grandchildren
should have “a right to study painting, poetry, music, architecture,” urged
us to “resolve that our schools will teach our children the same respect and

13




“drt is humanity's most essential,

most universal language. It is not
a frill, but a necessary part of
communication. The quality of
cwilization can be measured
through its music, dance, drama,
architecture, visual art and liter-
ature. We must give our children
knowledge and understanding of
civilization’s most profound
works.”
— ERNEST L. BGYER
President
Carncgie Fourdation for the
Advancement of Teaching

Civilization

“This moment of mounting concern
about American education is the
time to help our dedicated teach-
ers and our schools transmit the
significance and common heritage
of the arts, so that our young peo-
ple will not be denied the oppor-
tunity to become citizens this
Nation deserves.”

—J. CARTER BROWN
Director
National Gallery of Art

ERIC

Aruitoxt provided by Eic:

appreciation for the arts and humanities that the Founders ha..”

A balanced education is essential to an enlightened citizenry and &
productive work force. and a balanced education must include
comprchensi-  and sequential study in the three great branches of
learning -~ the arts, hwmanitics, and sciences. Itis basic understanding of
the combination of these areas of learning that provides for what E.D.
Hirse Jr. calls “culural literacy?”

There are four reasons why arts cdueation is important: 1o
understand civilization, to develop crcativity, to learn the tools of
communication, and to develop the capacity for making wise choices
among the products of the arts. Lest it be feared that arts education might
detract from: basic skills thought to be essential 10 productivity, the
example of Japan, whose preduztivity is without question, 1s instructive;
the Japanese require extensive and sequential arts instruction {rom
kindergarien through twelfth grade.

Very important, arts education is csgential for all students, not just
the gified and talented. The schools teach reading and writing (including
literature) to all students, not izt those who are good at these subjects.
Just as knowledge of, and skills in, words are essential to funclioning in
socicty, so knowledge of, and skills in, nonverbal communication are
essential. In order to cope witha 21st century permeated by techological
chonge and the elcctronic media, young Americans ii2ed a sense of
theselves and their eivilization anw of the vocabularies of the images on
television. Today's kindergartners will be the first graduating class of the
21st century.

The first purpose of arts cducation is to give our young people a sense of
civili..ation. American civilization includes mauy eultures—from Europe,
Alfrica, the Far East and our own hemisphere. ‘The great works of art of
these parent civilizations, and of our own, provide the guideposts to
cultural literacy. Knowing them, our young pcople will be better able to
understand, and therefore build on, the achieyvements of the past; they will
alsohebetter ableto understand themseh es. Great works ofart illuminate
the constaney of the human condition.

Mcre exposure to the best of the arts is not enough. As Elliot Eisner
of Stanford University has said, the hest ofast nceds to be “unwrapped,” 1o
be studicd in order to be understood. The schools alrcady teach the
vocabularies and idcas of good writing by including great literatu. ¢ in
English studies. But great works of art also communicate in images,
sounds, and movements. The schools need to teach the vocabularies of
these images, sounds, and movements, as well as of words, if’ young
Americans are to graduate from high school with a scnse of civilization.

Allwe know of the carlicst civilizations eomes 1o us through the arts
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“When members of a society wish
to secure that society’s rich
heritage they cherish their arts
and respect their artists. The es-
teem with which we regard the
multiple cultures offered in our
country enhances our possibilities
Jor healthy sur vival and contin-
ned social development.”

— MAYA ANGELOU
Artist

Creativity

—whether the paintings of the caves of Lascaux, the ancient bronzes and
pottery figures of pre-Shang - "hina, or the pyramids of Egypt. Without the
epics of Homer, without the Parthenon, the whole heritage of Greek
civilization would be lost to us; without the bronze sculptures of Benin we
would know nothing of the great African empire that antedated Spain’s by
nearly 100 years; without the great temples overgrown by-the jungles of
Mexico and Central America, the achievements of the Maya would go
unremembered. Without knowledge and understanding of such supreme
achievements, we are “culturally illiterate.”

American civilization has a central core which Henry Geldzahler, the
former Fine Arts Commissioner of New York City, describes as a “sleeping
giant.” The core includes — to name a very few — such diverse artists as
Shakespeare, La'o Tse, Cervantes, Melville, and Henry James; Praxiteles,
Michelangelo, Velasquez, Frank Lloyd Wright, Winslow Homer, and
Jackson Pollock; Bach, Mozart, Beethoven, Aaron Copland, and Duke
Ellington; George Balanchine, Martha Graham, and Katherine Dunham;
Jan Peerce, Marian Ar.derson, and Leontyne Price; and John Huston and
Katharine Hepburn. The American giant is largely European, but
includes strains of Africa, Asia, and the other parts of our own
hemisphere.

In designing the cc.tents of arts education, we must set out to make
this “giant” a part of the knowledge and experience of all Americans. The
“giant” is American civilization.

A second purpose of arts education is to foster creativity. Young people
should have the opportunity to emulate master artists — to take blank
sheets of paper orrolls of film or video tape and fill them, to blow a trumpet
and make melodies and rhythms, to design ahouse or acity, and to movein
dance.

To acquire the skills with which to do this requires hard work and
discipline, but to use them to create a personal vision can be a joyful
experience. Moreover, whether by inference from a collection of
phenomena, +r by creating an initial hypathesis from which deductions
might flow, learningin the arts can not only develop the discipline and craft
necessary lo constructive creation, it can also help students to develop
reasoning and problem-solving skills essential to a productive work force
and to the learning of other subjects.

Trying to create or perform the nonliterary arts without skills and
knowledge is like trying to write without vocabulary and syntax. The
student is reduced to being the “first artist.” No one would dream of
teaching the art of writing that way, just as no one would teach mathematics
or physics without the benefit of Euclid or Newton. Arts education must
include the vocabularies and basic skills which produced the great works
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Communication

of the past so that young people can build on those who came before.

To create and perform works of art is also to engage actively in the
process of worldmaking. As the well-known psychologist Jerome Bruner
reminds us, Aristotle in the Poetics observed that “the poet’s function is to
describe, not the thing that has happened, but a kind of thing that might
happen.” Bruner notes that tyrants hate and fear poets “even more than
they fear and hate scientists, who, though they create possible worlds,
leave no place in them for possible alternative personal perspectives on
those worlds.” Such perspectives are very much the domain of the poet,
the artist. The function of art is “to open us to dilemmas, to the
hypothetical”; it is in this respect “an instrument of freedom, lightness,
imagination, and yes, reason.”

A third purpose of arts education is to teach effective communication. As
great orators and writers through history have shown, speaking and
writing are art forms; the best of writing becomes “literature” and is
studied as such. Butall writing, wheiher itis a political speech, advertising
copy, a novel or a poem, is an attempt to communicate to readers. The
other art forms also have languages through which artists speak to
audiences. The language may be primarily verbal, asin literature, or non-
verbal, as in music, dance, or the visual and design arts, or it may be a
combination of both, as in drama, opera and musical theater, and the
media arts. Young people must be given an education enabling them to
understand these languages and to analyze their meanings.

Their education should include learning elementary artistic skills
which can be used in later life — whether visually to express some non-
verbal concept ina corporate board room, or to play a phrase on a piano to
illustrate tonal differences, or to singa song, or to use acting techniques to
make a point or tell a joke effectively, or to record in words or line an
especially memorable personal experience.

Understanding of nonverbal communication is especially important
in a time when television has become a principal medium of communica-
tion. Television reaches everywhere. It is of prime importance in judging
and electing our leaders; its dramas influence the vocabularies of our
languages and reinforce or detract from our prejudices; its practitioners’
names are household words; young people spend more time watching it
than they spend in school. Television may well be the most important
innovation in communication since the printing press, and it communi-
cates in images that are as much visual and aural as verbal. It employs all
the arts, which in turn are synthesized by the art of television itself. For
students, learning the vocabularies of all the arts, including the media
arls, is an essential tool for understanding, and perhaps one day
communicating in the medium of television.
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Choice

WHAT IS THE
PROBLEM?

Television itself is also changing in ways that will makeit easier touse
on behalf of the arts. Broadcast is becoming less important as cable and
cassette technologies, with their potential for reaching specialized
audiences, penetrate the marketplace. The audience share for network
television has dropped from 91 percentin 1977 to 69 percent in 1987. The
newer technologies have the potential to empower audiences with special
interests and those with special messages. But if this empowerment is to
take place, young people must learn the vocabularies of television.

It is something of an anomaly that the schools make little effort to
teach young people the rudiments of television’s vocabularies. No one
disputes that literature should be a basic part of English studies, if only
because the best writers serve as models for students who are learning the
craft of writing. While television is still a new medium and there are as yet
few models that have withstood the test of time, it is curious that the
schools have so far taken little or no interest in educating their students in
the art and craft of making images on television.

A fourth purpose of arts education is to provide tools for critical
assessment of what one reads, sees and hears. It should provide both
models and standards of excellence. It should also provide a sense of the
emotional pewer of the arts, their ability tostir an audience, both to inspire
it and maninulate it. Arts education can give people the tools to make
better choices and even to influence the marketplace of both products and
ideas.

Every child growingup in the United States is bombarded from birth
with popular art and artful communication over the airways and on the
streets. The purpose of arts education is not to wean young people from
these arts (an impossible task even if it were desirable) but to enable them
to make reasoned choices about them and what is good and bad.

Arts education can help make discriminating consumers. Under-
standing the art of design, for example, can lead to better industrial
products, as the Japanese understood when they swamped our
automobile market. Similarly, knowledge of design enables the citizenry
to make informed choices affecting where and how we live. Understanding
of the media arts could affect the Nielsen and Arbitron ratings which
dictate the broadcast agenda.

Severa; “mpediments stand in the way of arts education. According to a
1986 Gallup poll, Americans generally view job preparation as the
principal reason for schooling, and knowledge not obviously related to job
skills as relatively unimportant. Our preoccupation with the practical has
made education focus on limited basic skills (reading, writing, arithmetic,
and now computer literacy) while neglecting education in what those skills
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THE STATE OF ARTS
EDUCATION TODAY

are to be used for. Americans also generally confuse the arts with
entertainment which can be enjoyed without understanding. Some go so
far as to think of the arts as potentially threatening or even blasphemous.
Further, because there is little agreement on what arts education should
be, there is no agreed course of action to rally those who believe in it.

To sum up, the arts are in triple jeopardy: they are not viewed as
serious; knowledge itself is not viewed as a priine educational objective;
and those who determine school curricula do not agree on what arts
education is.

There is a major gap between the stated commitment and resources
available to arts educalion and the actual practice of arts
education in schools.

Arts education, generally limited to instruction in music, drawing,
painting, and crafts, has always had a place, even if a minor one, in
America’s schools. And the current inove for educational reforin has to a
certain extent embraced the arts as well as the sciences and humanities.
Most national education authorities—Secretary of Education William
Bennett, the Council of Chief State School Officers, the National School
Boards Association, the National Education Association, the American
Federation of Teachers, the College Board—support the general concept
of making arts teaching a part of basic education.

At the state level, 29 states have enacted high school graduation
requirements which in some way include the arts, 27 of them in the past
eight years (see Figure 1); and 42 states require school districts to offer
arts instruction in elementary, middle, or secondary school.

At the school district level, consistent with state level trends, a
growing number of districts now require units in the arts for graduation
from high school. The number of districts reporting increases between
1982 and 1987 in the number of arts courses being offeredis greater than
those reporting decreases. In addition, 50 percent of school districts
report that the percentage of their budgets allocated to arts education
increased during these years. While a majority of districts reperted that
between 1982 and 1987 the percent of classroom time in the school day
for arts education stayed the same, more than a third reported that the
amount of time had increased, and only 6 percent reported decreases.

Nationally, ther. arealiost as many music and visual art teachers in
the schools as science teachers. The amount of time allocated to arts
instruction in grades one through six averages 12 percent of classroom
time for the majority of students. This increases to 17 percent for the
majority of students in grades seven and eight, and in these grades arts
courses in wmusic and the visual arts are usually taught by certified
specialist teachers in these areas.
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Figure 1. States with Graduation Requirements in the Arts

STATE Number Subject
* ARKANSAS 15 Drama, Music, Visual Arts
CALIFORNIA 1  Fine Arts (Creative Writing, Dance, Drama, Music, Visual Arts) or Foreign
Language
CONNECTICUT 1 Arts (Dance, Drama, Music, Visual Arts) or Vocational Education
*FLORIDA 15 Fine Arts (Dance, Drama, Music, Visual Aris)
GEORGIA 1 Fine Arts (Dance, Drama, Music, Visual Arts), Vocational Education or
Computer Technology
HAWAII 1  For academic honors only
Art or Music ‘
IDAHO 4!  Fine Arts (Creative Writing, Dance, Drama, Music, Visual Arts), Foreign
Language or Humanities
ILLINOIS 1 Art, Music, Foreign Language or Vocational Education
INDIANA 2 For students seeking an Honors Diploma
LOUISIANA Y2 For students in the Regents Program (typically, the college-bound) ‘
MAINE 1!  Fine Arts (Visual Arts, Music, Drama) or Forensics 1
*MARYLAND 1!  Fine Arts (Dance, Drama, Music, Visual Arts) i
*MISSOURI 1 Music or Visual Arts

*NEW HAMPSHIRE 2 Arts Education (Art, Music, Visual Arts, Dance, Drama)

NEW JERSEY 1  Fine Arts, Practical Arts or Performing Arts




NEW MEXICO

*NEW YORK

NEVADA

NORTH CAROLINA

OREGON

PENNSYLVANIA

RHODE ISLAND

*SOUTH DAKOTA

TENNESSEE

TEXAS

*UTAH

*VERMONT

VIRGINIA

WEST VIRGINIA

12

13

Fine Arts (Visual Arts, Music, Dance, Drama), Practical Arts or Vocational
Education

Dance, Drama, Music, or Visual Arts

Fine Arts or Humanities

For students enrolled in the Scholars Program

Music, Visual Arts, Foreign Language or Vocational Education

Arts (Dance, Drama, Music, Visual Arts) or Humanities

For college-bound students only. Dance, Drama, Music or Visual Arts
Fine Arts (Dance, Drarua, Music, Visual Arts)

For students seeking an Honors Diploma

For advanced academic program students only. Drama, Music or
Visual Arts

Dance, Drama, Music or Visual Arts
General Arts, Dance, Drama, Music or Visual Arts
Fine Arts (Art, Music, Dance, Theatre) or Practical Arts

Music, Visual Arts or Applied Arts

*States that require some study of the arts by every high school student.

! Effective 1988.
2 Effective 1989.
3 Effective 1992,

This table is a revision of one first published in Arts, Education and the States: A Survey of State Education Policies
(Washington, D.C.: Council of Chief State School Officers, 1985), updated with inf. :mation from the National Art
Education Association; Alliance for Arts Education, The John F, Kennedy Cen.cr for the Performing Arts; and the National
Assembly of State Arts Agencies.
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However, these developments have not resulted in basic arts
education. In few if any school districts in the nation are these stated
commitments and resources translated into the kind of actual teaching
and learning in the arts that would give all students sequential
opportunities to understand and contribute to their civilization, to
participate in and develop a sense of the creative and problemn-solving
process, to communicate and understand communication in visual and
aural images as well as words, and to make wise choices among the
products of the arts.

Arts graduation requirements are often vague and sometimes listed
as alternatives to requirements in other subject areas. Of the 29 states that
require the arts for high school graduation, 13 accept courses in domestic
science, industrial arts, humanities, foreign languages, or computer
sciences as alternative ways of meeting them. Only nine states require arts
courses per se for all students; seven more require them only for college-
bound or honors-program students. Further, college-bound students
have little incentive to elect arts courses in high school because many
colleges will not accept them for credit.

Most elementary school classroom teachers have had little formal
training in the arts. Access of elementary school students to arts specialist
teachers varies widely among regions, and except in music is oftenlacking
(see Figure 2). There are few texts and other instructional materials
actually available in elementary school arts classrooms. In middle ant
junior high schools, specialist teachers and instructional materials in
fields other than music and the visual arts are usually lacking, and even
where they are present, students will learn little of the great works of art.
High school courses are usually performance oriented and focused on
those with special talent or interest. Practically no attention is given at any
grade level to the media and design arts and dance.

Student enrollments in music and visual art courses are substantial
in grades seven and eight on a national basis, on the order of half the
students in those grades (see Figure 3, p. 24). However, enroliment rates
in these subjects drop precipitously in grades nine to 12 (reaching a level
onthe order of 10 to 20 percent), and enrollments in all other arts courses
are low for grades seven to 12 (on the order of 12 to 14 percent).
Interestingly, rural districts have higher enrollment rates in music than
suburban districts, but lower enrollments in visual arts. On a regional
basis, the Northeast has generally the highest enrollments in arts courses
(on the order of 80 percent for general music and visual arts in grades
seven and eight) and the West the lowest enrollments (21 percent for
general music and 35 percent for visual arts in grades seven and eight).
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Figure 2. Percentage of Elementary Schools Served by Visual Art and Music Specialists, 1986-87,

(50 States and D.C.)

NATIONAL

Visual Arts Specialists

T 32%
. Served
_part-time

v,

Music Specialists

39%
Served
part-tizne

Source: Center for Education Statistics,
“Public School District Policies and
Practices in Selected Aspects of Arts
and Humanities Instruction,” U.S.
Department of Education Bulletin,
February 1988, Figure 5, p. 10 and
Table 10, p. 24.

Percentage of Elementary Schools Served by Visual Arts Specialists,
by Region,* 1986-87

10
Northeast 15

20 30 40 50 60%

Not

Served Central 449

Southeast 449,

, West 56%
"7 "7 Northeast 35%:

gga’-et?me Central-30%
. Southeast 39%
., . "West 26%

Served
Full-time

Percentage of Elementary Schools Served by Music Specialists, by
Region,* 1986-87

20 30 40 50 60%

Northeast 3%
Central 19%

Southeast 20%
- West 21%

Not
Served

Northeast 37%

Central 35%

Southeast 41%
West 42%

Served
Part-time

Served
Full-time

*The Northeast includes districts in Connecticut, Delaware, the District of Columbia,
Maine, Maryland, Massachusetts, New Hampshirc, New Jerscy, New York, Pennsylvania,
Rhode Island, and Vermont. The Central region includes districts in Hlinois, Indiana, Towa,
Kansas, Michigan, Minnesota, Missouri, Nebraska, North Dakota, Ohio, South Dakota, and
Wisconsin. The Southeast includes districts in Alabama, Arkansas, Florida, Georgia,
Kentucky, Louisiana, Mississippi, North Carolina, South Carolina, Tenncssce, Virginia, and
Wost Virginia. The West includces districts in Alaska, Arizona, California, Celorado, Hawaii,
Idaho, Montana, Nevada, New Mexico, Oklahoma, Oregon, Texas, Utah, Washington, and
Wyoming.
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Figure 3. Student Enrollments in the Arts, Grades 7-12, 1986-87 by National,
Regional & Metropolitan Status (50 States and D.C.)

Average percentage of students enrolled cr participating
Geographic region Metropolitan status
All North- South- Sub-
Subject and grade districts | east  Central  east West | Urban  urban  Rural
Music (general)
Grades 7-8 48 81 51 45 21 54 42 52
Grades 9-10 12 21 13 9 7 13 8 17
Grades 11-12 -9 15 11 7 5 9 7 13
Instrumental music .
Grades 7-8 23 22 27 17 23 21 23 24
Grades 9-10 16 14 21 13 14 13 15 18
Grades 11-12 14 12 19 12 12 N 14 16
Choral music
Grades 7-8 23 27 30 16 16 17 22 26
Grades 9-10 13 13 19 9 9 9 12 15
Grades 11-12 12 11 17 9 7 8 12 13
Visual arts
Grades 7-8 53 79 59 42 35 58 52 51
Grades 9-10 21 28 24 14 16 22 22 17
Grades 11-12 16 18 21 13 14 15 19 13
Other arts
Grades 7-8 14 12 17 9 15 14 14 13
Grades 9-10 12 10 15 10 13 12 12 12
Grades 11-12 13 12 16 10 11 12 13 12

Source: Center for Education Statistics, “Public School District Policies and Practices in Selected Aspcets of Arts and
Humanities Instruction,” U.S. Department of Education Bulletin, February 1988, Tables 8 and 9, pr. 22-23. For aregional
listing of states, see Figure 2,
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Curriculum

Ouronly sense of student achievement in, and knowledge of the arts
comes from the National Assessment of Educational Progress, which
twice in the 1970 assessed student abilities in the visual arts and music.
The results were not encouraging. The Assessment reported that in 1979
high school students knew less about music than their peers knewin 1971.
In the visual arts, test performances alsodeclined. Thereis little reason to
believe that the situation has changed for the better.

The artistic heritage that is ours and the opportunities to contribute
significantly to iis evolution are being lost to our young people. In 1982,
andagainin 1985, we learned that 61 percent of American adults had not
atiended even once in the previous 12 months a single live performance of
jazz, classical music, opera, musical theater, or ballet; nor had they visited
a museum or arl gallery. That 39 percent of adult Americans — over 65
million citizens — did participate in these arts is likely an enormous
improvement over, say, 20 years ago, but the fact remains that the cultural
heritage and most contemporary expression outside the popular culture
of the moment are not part of the lives of most Americans. There is
evidence that arts education can make a difference.

What should teachers teach in the arts? There islittle agreement about the
conient ofarts education: what should be required, what should be taught
separately, what should be integrated into the teaching of other subjects.
Nor is there any consensus in arts education about the relative emphasis
that should be placed on teaching history, skills, and critical judgment.

There is equal confusion about learning goals, how much students
can absorb and at what gradz levels. There is a consensus that the arts
should betaught sequentially, and certain professional associations of arts
educators have agreed on comprehensive curricula for their disciplines.
However, there is little or no agreement among state and local education
agencies about how the variety of the arts should be taught. In short,
educational decision makersare bewildered by the question: what should
every high school graduate, whether college bound or entering the work
force, know about the arts?

In most staltes, curriculum guides are availabie to local districts. But
these guides vary from state to slate, and tend to emphasize narrowly
focused skill outcomes at the expense of the art form as a whole and of the
cultural significance of great works of art. Because many teachers lack a
background in teaching the great works of art, they are unable to
overcome this deficiency. Further, the guides tend to replicate existing
guidesandignore the best theoretical work available; they also often fail at
the elementary school level to provide nonspecialists with the practical
information they need for classroom instruction.

Two-thirds to three-quarters of school districts provide curricutum

25 ',Zw
¥ ‘




Testing and Evaluation

grides for music and the visual arts; but only about one-third have them
for dance, theatcr, and creative writing. There are virtually none for the
arts of design — architecture, urban planning, historic preservation,
product and graphic design— although these arts more intimately affect
our lives than any except the media arts, for which curriculum guides are
also unavailable. Even in music, half the school districts do not have
recommended or required textbooks, a situation much worse in the other
arts.

Secretary of Education William Bennett proposed in December
1987 a model high school curriculum, the graduation requirements of
which included a minimum of one semester each in art history and music
history. It is the conclusion of the present report that the minimum high
school requirement should be two full years involving the arts, to provide
all high school students with a basic sense of the history and vocabularies
of the arts and their significance in society. It should be remembered that
the arts include more thar visual art and music; high school requirements
should, building on the knowledge and skills learned in elementary and
middle school, assure for all students basic familiarity with the
contributions of all the arts as a condition of obtaining a high school
diploma.

This minimum two-year requirement might be met either through
arts courses per se or through making the arts integral parts of other
courses. This conclusion is based on the belief that the basic learning
objeciives of arts education might be achieved indifferent ways in different
schools or districts and that integration of arts components in other
courses (e.g., history) might be an effective way 1o accomplish at least
some of these objectives.

Schools have little or no idea what their students are learning about the
arts. Nowhere in the country is there any systematic, comprehensive, and
formal assessment of student achievement in the arts; nor is the
effectiveness of specific arts programs in local school districts generally
measured. Only about 6 percent of school districis require district-wide
compeltency tests in the arts for promotion to the next grade.

There are three unique problems involved in arts testing. The firstis
the lack of standardized curricula, texts, and resource materials against
which to test; the second is that the arts do not readily lend themselves to
casily scorable testing formats; and the third is the dispute among arts
educators about whether testing in arts education is a good idea.

Nationally, our only sense of student achievement and knowledge of
the visual arts and music comes from the National Assessment of
Educational Progress (NAEP), which twice in the 1970's assessed student
abilities in those subjects. Although the original NAEP plan provided fora
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new asscssment of music and visual art at least every six years, nonc has
been conducted since 1979, and some data from the 1978-79 visual art
assessment remain unreported. The Reagan administration has proposed
expansion of NAEP to provide for state-by-state comparisons. If the
NAEP expansion were exiended to the arts, it would permit national and
state-level assessment and comparisons. Testing in the arts cannot be left
exclusively to the state and district levels; they need help in designing and
implementing the tests. NAEP is in a unique position to do this.

The need to measure individual progress toward curricular goals
and objectives and to evaluate the relative effectiveness of arts education
programs is as essential as for other subjects. Without testing and
evaluation, there is no way to measure individual and program progress,
program objectives will lack specificity, and arts courses will continue to
be considered extra-curricular and unimportant. As the Dutch experi-
ence with testing in the arts demonstrates, what is tested is what is viewed
as important.

Teachers The arts must be taught by teachers knowledgeable in them. At the
elementary level, schools often have to rely on general classroom teachers
to provide arts instruction; fewer than halfthe r.ation’ elementary schools
have access to full-time music specialists and only a quarterhave access to
full-time visual arts specialists (see Figure 2, p. 23). But is the general
classroom teacher required to take specific courses or units in the arts in
order to be certified to teach? As of 1984, in most states the answer was

[

-rts specialists, on the other hand, usually have intensive training in
thei discipline and in how toteachit. Virtually all states certify specialists
invisual art and music, but only 24 states certifv theater teachers and only
16 certify dance teachers. We know of no state which has established
teacher certification programs in the design and media arts.

Substantively, teacher preparation programs for arts specialists
need to provide more emphasis on history, critical analysis, aesthetics,
and the philosophy of the arts if arts education is to provide an
understanding of the artistic heritoge, as stipulated in most state
curriculum guides. State credentialing agencies need to strzngther:
standards for arts teacher preparation programs and develop comprehen-
sive examinations for teacher certification. Also, once established in their
profession, arts teachers need opportunities to grow in knowledge and
expertise; comprehensive, systematic programs for this are few.

Recent proposals for reformin theteaching profession—specifically
those of the “Holimes Group” and the Carnegie Task Force on Teaching as
a Profession —could have important implications for teachers of the arts,
whether generalists, arts specialists, or teachers specializing in subjects
other than .he arts. The emphasis on a broad liberal arts undergraduate
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Research

education (with less emphasis on education courses) combined with a
proposed requirement for graduate study in education methods could
provide greater opportunity at the undergraduate level for substantive
education in the arts for the elementary school classroom teacher. But for
the arts specialist, suck an approach might detract from the best
preparation programs. These combine education in the art form with
education in teaching methods and actual practice in classrooms, and
employ prefessors of arts education to teach pedagogy ir: such a way that
methods are not divorced from content.

Reform proposals also emphasize that the standing and compensa-
tion of teachers must be raised. This is especially critical in light of the
prospective turnover in the teaching profession as many teachers
approach retirement. Shortages of arts teachers exist even now in schools.
The children of the “baby boom” generation will intensify the demand for
more teachers, including arts teachers. To meet these demands, more
attention must be paid to improving the professional environment fcr
teachers so as to encourage new entrants into the teaching force.
Consideration also needs to be given to encouraging and credentialing
qualified practicing artists and arts professionals to supplement arts
teachers, particularly where shortages exist.

Although most arts education research is conducted by college and
university professors who must personally subsidize their own efforts,
American researchets continue to produce a small but vital body of
research that surpasses that of other countries in volume and quality.
Unfortunately, most ofthis researchis confined to the visual arts and music
and fails to reach teachers in schools.

Baseline and trend data are lacking on the goals and objectives of
arts education programs, enrollment in such programs, staffing patterns,
and instructional and assessment practices. There is also a severe lack of
research about how young people learn about the arts and what they can
be expected to learn at what ages. The federally sponsored Educational
Research Information Center (ERIC) regularly publishes abstracts on
education, hut is incomplete in its coverage of arts education.

The Arts Endowment, working with the U.S. Department of
Education, is attempiiiig 2 modest remedy here. The two agencies have
collaborated in developing state and school-district-level data, and in
September 1987 established research centers for arts and literature
education. It is hoped that these centers, together with an Elementary
Subjects Center (which includes the arts), will provide a national resource
for educational decision makers and arts education professionals.




Leadership

The arts are taught in schools because concerned citizens value them. If
they are to be taught well, they must have the support of all four sectors
that affect arts education: the governance, education, arts, and business-
producer sectors. The governance sector, which includes elected and
appointed government officials as well as parents and the voters, sets the
societal goals to be achieved by education. The education sector, which
includes education agencies, administrators, teachers, and professional
associations, implements educational programs. The arts sector creates,
produces, presents, exhibits, and preserves the arts. The business-
producer sector produces materials, supplies, and equipment for use in
schools.

To make arts education an educational priority and a part of general
education reform in the United States requires leadership from individ-
uals and organizations in each of the four sectors. To do this, they must (i)
have a consensus on the nature of arts education and how it can be
accomplished, (i1} understand the factors that will lead to change, and (iii)
work together to effect that change. Individuals and organizations within
each of the four sectors must transcend their special interests and work
together if arts education is to become a basic and sequential part of the
curriculum.

Allmembers ofthe education sector must understand that providing
basic arts education is a fundamental part of their responsibility, and thus
in their professional interest to implement. The arts can only become
integrated into the basic curriculum through the efforts of the education
sector. However, the advocacy of arts education programs cannot just be
left to the arts educators alone, for they lack the clout by themselves to
make the arts a national priority. Initiatives from outside the education
sector need to be coordinated with state and locally mandated school
programs.

Within the education sector, leadership in schools and school
districts is most important. While the efforts of the arts teachers are of the
highest importance, leadership of school and school district admin-
istrators (principals and superintendents) and of school boards is equally
essential. Where this leadership is present, the arts can become a basic
and the schools can make a difference; where it is not, they cannot. In
exercising this leadership, school administrators must have as high
expectations for arts education and provide for as frequent assessment of
student progress as they do for other basic subjects.

Arts education has high standing in principle in the governance
sector. Presidents of the United States, from George Washington on, have
affirmed the importance of the arts. Congress is similarly on record,
changing the purposes of the enabling legislation of the National
Endowment for the Arts and requesting this report. So are state
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legislatures, as evidenced by the enactment of new graduation
requirements in the arts by some states and in the 1983 resolution of the
National Conference of State Legislatures. The National Congress of
Parents and Teachers (the National PTA) has stated that the integration of
the arts in the elementary, secondary, and continuing education
curriculum is a “goal of the highest priority.”

Inthe education sector, the National School Boards Association, the
Council of Chief State School Officers, the Board of the Association for
Supervision and Curriculum Development, tne American Federation of
Teachers, the National Education Association, and the College Board
haveall called for makingthe arts a more basic and sequential part of K-12
education. Of particular interest is the 1988 resolution of the Executive
Council of the American Federation of Teachers:

The basic school curriculum, K-12, as a part of a balanced course of
study in the arts, sciences and humanities, should require all
students to study the arts. Students should be required to study the
literary arts; the visual arts including design and architecture; the
performing arts includirg music, dance, opera and theater; and the
media arts in order to ensure that all students will be able to develop
their creative potential and graduate from high school with a basic
understanding of their society and of civilization.

The U.S. Department of Education and Secretary William Bennett
have shown particular commitment to arts education as a basic. In his
1986 report on elementary education, First Lessons, Secretary Bennet*
declared that the “arts are an essential element of educatioa just like
reading, writing and arithmetic” His 1987 booklet containing sugges-
tions for a core curriculum for American high school students, James
Madison High School: A Curriculum for American Students, recommended
one semester each in art history and music history. Secretary Bennett has
also spoken out on behalf of arts education on several occasions.

The arts sector has always had a major interest in arts education,
although its primary efforts appropriately involve artistic creation,
production, presentation, exhibition, and preservation. Both artists and
arts institutions have, nonetheless, undertaken extensive and important
programs of educational value. The commercial media of television, radio,
the movies, recording, and publishing are most pervasive; young people
spend more time in front of the television set than in school, and the
popular culture is a part of the basic vocabulary of all young people.

Stateand local arts agencies, in addition to the National Endowment
for the Arts, assist arts education in schools in their states and localities,
primarily through funding, with Endowment help, artist residencies. Arts
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The Endowment

sector advocates and trustees of arts institutions can be a major force on
behalf of arts education, in some cases the only force. But, to be more
effective, they need to mesh their efforts more closely wiili those in the
education sector who have the responsibility to implement education
programs.

The business-producer sector needs to be encouraged to do more
for arts education. Of particular importance are the textbooks and audio-
visual materials without which teachers cannot teach. Ways need to be
found toinduce this sectorto produce and market these materials in areas
presently lacking them. Today, only in music does one find complete sets
of such materials.

The National Endowment for the Arts is to arts education what the
National Endowment for the Humanities and the National Science
Foundation are to humanities and science education. The Arts
Endowment has from its inception assisted arts education, primarily
through its Arts in Education Program. Until recendy, the program
concentrated on funding state artsagencies to place artists in residence in
schools and other educational settings.

In addition, many of the Endowment’s discipline programs have
funded arts institutions to undertake educational projects of various
kinds. While the Endowment’s Challenge Program has in the past
occasionally funded educational institutions, it was changed in 1987, in
part so as to target assistance to projects which could develop “deeper
and broader education in and appreciation of the arts.”

In 1986, based on recommendations of the National Council on the
Arts and following extensive field consultations, the Endowment shifted
the thrust of its Arts in Ecucation Program towards encouraging
collaboration between state arts agencies and state education agencies in
order to convince the education sector that it was its responsibility and in
its interest to make the arts a basic and sequential part of K-12 education.

This shift was occasioned by Congress’s making arts education a
principal purpose of the Endowment’s enabling legislation and by the
Endowment’s discovery, in its 1982 Public Participation in the Arts
survey, that 61 percent of adult Americans were not participating in many
of the arts the Endowment supports. It is the view of the Endowment and
of the National Council on the Arts that one vital function of federal
support of the arts is to help all Americans become familiar witk and
understand the great variety of art that lies outside the popular culture of
the moment. The key to this is learning about the arts.

Notwithstanding the Endowments increased emphasis on arts
education, it spends less time and money, as a proportion of its overall
activities, on arts education than do its counterpart agencies, the National
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CONCLUSION

Endowment for the Humnanities and the National Science Foundation, on
humanities and science education. The Arts Endowment spends 3.3
percent of its current budget for its Arts in Education Program, compared
to 12.8 percent of the Humanities Endowment’s budget for humanities
education and just over 5 percent of the Science Foundation’s much larger
budget for science education.

These differences derive from the fact that the Arts Endowment has
traditionally focused its support on professional artists and arts
institutions rather than education while the Humanities Endowment and
the National Science Foundation have, from their beginnings, considered
education to be one of their principal priorities. These differences may
stemin part from the general perception that education in the humanities
and sciences is necessary to understand, appreciate and use them, while
the “serious” arts, like entertainment, can be experienced without
knowing anything about them.

Any effort to make the arts a sequential part of basic education will
necessarily take considerable time. Even if every school district in the
nation were to agree tomorrow that sequential courses in the arts are
essential to a proper education, it would be 13 years before the first
student had completed a K-12 curriculum.

The results of years of neglect in arts education are evident in what adults
say about their experiences in it. According to the Endowment’s 1985
Survey of Public Participation in the Arts, most Americans say they have
never had any form of arts instruction at all: 53 percent said “no” when
asked if they had lessons or classes in music; 75 percent said “no” to
lessons in the visual arts; 84 percent said “no” to lessons in ballet; 82
percent said “no” to lessons in creative writing. Eighty-four percent said
they had never studied visual art appreciation; 80 percent said they had
never studied music appreciation. Any instruction in music or the visual
arts was likely to have occurred between the ages of 12 and 17, and music
or visual arts appreciation courses were likely to have been taken only in
college. This, of course, works to the disadvantage of those lacking higher
education (see Figure 4).

Young people missing out on arts education not only fail to become
culturally literate, they miss the joy and excitement of learning the skills
of creation and problem solving in the arts. They learn neither how to
communicate their thoughts and dreams nor how to in‘erpret the
communication of the thoughts and dreams of others. They miss out on
learning the tools to discriminate and to make reasoned choices among
the products of the arts. As John Adams, our second President, wrote to
his wife, Abigail, young Americans have “a right” to this. They should rot
miss out.
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In our pluralistic society, arts education can—and should
—encompass many techniques, many activities, many disciplines. Itis the
responsibility of state and local education authorities to develop and
establish their own definitions. But they owe it to young Americans to
establish finite goals for student achievement, to describe and provide ina
clearcut way what it takes lo achieve those goals, and to ensure that
progress toward them is monitored and evaluated. The recommendations

which follow are to these ends.

Figure 4. Visual Art and Music
Appreciation Courses
Adults Polled in 1985 on
Their Childhood Experiences

Source: Robinson, J. P., et al., “Survey
of Public Partieipation in the Arts:
1985, Vol. 1, Projeet Report.”
Deceember 1986, p. 371. Preparad
under Cooperative Agreement NEA CA
85-24 with the National Endowment for
the Arts, Washington, D.C.
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RECOMMENDATIONS
Toward an Arts 1.

Curriculum

Arts education should provide all students with a sense of the arts in
civilization, of creativity in the artistic process, of the vocabularies of
arlistic communication, and of the critical elements necessary to making
informed choices about the products of the arts.

State education agencies and local school districts should adopt and
implement explicit policies to make such arts education a sequential part
of the basic curriculum for all students in grades K-12. These policies
should define the curriculum to include each of the arts (dance, design,
literature and creative writing, the media arts, music, opera and musical
theater, theater, and the visual arts) and provide for instruction in history
and critical analysis as well as production and performance. Most
important, the policies should define a core of subject content and skills
in the arts which all students would be required to achieve, and provide
for a selection of required courses in relation lo optional courses in the
basic curriculum. It is particularly important that the policies include
provision for the all-pervasive design and media arts. The policies should
also provide for time, money, and qualified personnel to develop compre-
hensive and sequential curricula, instruction based on the curricula, and
testing of student achievement and evaluation of school programs. To this
end:

A. State education agencies and school districts should identify, and
achieve consensus on, the minimum knowledge and skills (in terms of
student learning outcomes) that would satisfy state or district-mandated
tigh school graduation requirements.

B. Elementary schools should consider providing arts instruction,
exclusive of English studies, for approximately 15 percent of the school
week consistent with the aims of professional arts education associations.
Four-and-a-half hours of arts instruction in a 30-hour elementary school
week is fairly minimal if students are lo gain a sense of the arts as
described above.

C. Junior highand middle schools (grades 6 through &) should require all
students to take arts instruction, exclusive of English studies, for at least
15 percent of the school year (the average for the majority of students in
grades 7 and 8 is estimated at 17 percent). These requirements might be
fulfilled through survey courses, through study of at least two of the arts,
or through instruction integrated with other academic courses. The cur-
riculum should specifically require study of the design and media arts,
and teachers should be trained to teach these subjects.
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The Case for Testing
and Evaluation

in the Arts

L

2.

D. High schools should require all students satisfactorily to complete two
full years (or two Carnegie units) involving the arts (not as an alternative to
courses like foreign languages or computer sciences) in order to receive a
graduation diploma. The purpose is to provide all high school students
with a basic sense of the histery and vocabularies of the arts and their
significance in society. This purpose might be achieved either through
arts courses per se or through making the arts integral parts of other
courses. High schools and school systems will have to certify which of
their courses meet this purpose. They may also wish to consider a seven-
period day in accommodating these and other increased requirements.

E. High schools should also offer optional introductory, intermediate,
and advanced courses in each of the arts so that those interested and/or
talented in an art form might be able to pursue that interest and talent.

E State education agencies and school districts should engage knowl-
edgeable experts to coordinate arts curriculum development and
evaluation. The experts should work closely with teachers and school
adminisirators, and with theoreticians and researchers, in order to
employ the best available thinking in this effort. The experts should also
engage the resources of artists, arts, and cultural institutions, teacher-
training institutions, and commercial producers of classroom materials.

G. State and local education buagets should provide for making
appropriate arts materials (e.g., textbooks, teacher manuals, and audio-
visual aids) available to students and teachers. Where such materials do
not exist, state education agencies and school districts should collaborate
in develcping incentives for their production.

As in other subjects, students should be tested in the arts and their art
work evaluated in order to determine what they have learned, and arts
education programs should be evaluated to determine their effectiveness.

State departments of education, local school districts and schools should
identify, implement, and evaluate procedures to test student achieve-
ment and evaluate arts education programs on a comparative basis. To
this end:

A. Each school district should implement a comprehensive testing
program in the arts based on the district’s arts curriculum. The program
should address creation, performance, history, critical analysis, and the
place of the arts in society, and use both quantitative and qualitative
measures to determine whether the student is achieving the curriculum’s
learning objectives.
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Teachers of the Arts

B. Each school district should implement an evaluation program which
ssesses the merit of the curriculum, adherence to it, the adequacy of
resources allocated to implement it, and the level of student achievement.

C. Each state education agency should develop evaluation procedures to
evaluate district and school arts programs on a comparative basis in
terms of state arts education goals.

D. Each state education agency should provide technical assistance to
school districts to help them develop student testing and program
evaluation procedures.

The U.S. Department of Education and the National Endowment for the
Arts should work together to restore to the National Assessment of
Educational Progress assessments in visual art, music, and literature.
The NAEP writing assessment should include creative writing. Before the
next NAEP reauthorization, methods for assessing theater, dance, the
design arts, and media arts should be developed, including development
of prototype questions. Remaining data from the 1979 visual art
assessment which are still unreleased should be scored, analyzed, and
released as soon as possible.

Teacher Preparation and Certification. State certifying agencies
should strengthen arts certification requirements for all teachers whose
responsibilities include the arts. Training of all teachers — elementary
school classroom teachers, specialist arts teachers, and teachers € other
subjects to which the arts are relevant — should include (i) study of
important works of art (their craft, history, and significance to the
civilizations which they symbolize) and (ji) study of techniques for creating
or performing one of the arts. To this end:

A. For elementary school classroom teachers, each state certifying agency
should establish arts requirements for certification; over half of the states
do not have such requirements. These requirements should include at
least two courses in the arts which stress content.

B. For K-12 arts specialists, each state certifying agency should require
training in the history and critical analysis of the art form, as well as in
production and performance. Halfthe university course work should bein
the art discipline, and methods courses in arts education should be made
an integral part of substantive instruction in the arts, not separated out as
recommended in the Holmes and Carnegie reports. University courses in
the arts disciplines should, where reievant, draw on the standards and
recommendations of the National Association of Schools of Art and
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Design, the National Association of Schools of Music, the National
Association of Schools of Theatre, and the National Association of
Schools of Dance. Faculty responsible for teaching these courses should
test their ideas about arts teaching in actual teaching situations in
elementary and secondary classrooms.

C. Teacher recruitment and certification in the arts of dance, design, the
media, and theater should be strengthened and instituted in those states
which do not now provide for them.

D. In a time when we are likely to face a shortage of qualified arts
teachers, state certifyingagencies should develop and implement flexible
procedures that provide for special testing and certification of experi-
enced practicing artists and arts professionals who can demonstrate a
comprehensive background in the arts and substantial knowledge of the
issues and methodology of K-12 arts education.

E. For teachers of other subjects (such as history, geography, and foreign
lansuages), state certifying agencies and colleges and universities should
require a hasic general education in the arts. The arts are related to all
schoui subjects, and all teachers should understand them well enough to
use them to support and elucidate instruction in other subjects and to

..0w how such subjects can contribute to an understanding of the arts.

F. Testing of teacher qualifications should be mandated as a condition of
teacher certification. State certifying agencies should develop tests to
evaluate teacher preparation and teacher preparation programs. Such
tests should assess the general {liberal arts) preparation of teachers, their
knowledge of art in the context of history and culture, their ability to

analyze art, their performance and skill competencies, their knowledge of
issues in arts education, and their skill in lesson planning and pedagogy.

G. Teacher preparation programs should emphasize the importance of
working with local artists and arts institutions and provide information on
hew to draw on them.

Teacher Recruitment. Arts educ © n professional associations, state
departmznts of education, colleges and universities, and arts schools
should undertake efforts to attract capable students to arts teacher
preparation programs, including minority students. Special efforts
should be made to recruit dance, design, media, and drama teachers.

38




Research 2riorities in
Arts Education

3.

Teacher Professional Development. Arts teachers, no less than
teachers of other subjects, should be provided with opportunities to
advance within their profession. State education agencies and school
districts should develop standards and incentives to this end, and should
promote career mobility within the school, district, region, or state. Such
incentives should include full or partial reimbursement of expenses for
summer studies and for attending professional meetings and conferences.

Teaching Environment. Local school districts should, consistent with
state and local mandates, provide arts teachers with maximum flexibility
to meet the individual needs of specific classes. They should also provide
arts teachers with adequate compensation, facilities, administrative
support, and teaching materials. '

Optimum Staffing. Each school district should aim to provide arts
instruction by trained arts specialists at all levels K-12. To this end:
A. Elementary school administrators should recruit teacher curricutum
coordinators for each of the arts. Where available, arts specialists should
be given this responsibility; where they are not available, classroom
teachers with particular interests and qualifications in the arts should
serve as coordinators in the interim. Coordinators should be given time
and resources and be responsible for developing sequential arts
programming, for assembling necessary resources, and for assisting
teachers. Professional arts education associations, artists, and arts
organizations can help the coordinators in these efforts.

B. Elementary school administrators should, especially in the upper
clementary grades, assign the best arts teachers to teach the arts in
several classrooms in addition to their own. In such a program, students
would benefit from competent instruction and the number of subjects for
which teachers would have to prepare would he reduced.

C. In middle, junior high, and high schcols, all arts classes should
continue to be taught by arts specialists, or if no arts specialist is available,
by qualified people i1. the community, including experienced artists or
arts professionals.

More sustained support is needed to improve research in arts education.
Such support should help attract better graduate students, assist
apprenticeshins, and permit the best researchers to undertake significant
long-term studies on arts education. Research priorities should be
thoughtfully established by funders in consultation with arts educators in




e
e Mw.u..m_naaa.:é-.z ‘

‘A,\FWM»“V“
el -

& . h M & 1
et o S X ol NN
2 : $ RE R

LA e

o Ry i

Fred Astaire in Top Hat, courtesy of the American Film Institute, Washingto

40




ERIC

Aruitoxt provided by Eic:

order (i) t6 improve classroom instruction and (i) to achieve a balance
between the interests of individual researchers and general research
needs. To this end:

A. National, state, and local funders (public and private) should increase
their priority for arts education research.

B. The U. S. Department of Education and the National Endowment for
the Arts should explore ways to assure that educational statistics, surveys,
and reports cover the arts with the same attention and detail as for other
school subjects. One of the Educational Resource Information Centers
(ERIC) should enter into the system the large backlog af documents from
previously published arts education researcli and periodically survey
current sou. ces of information to be entered into the system in the future.

C. Reports should be generated to synthesize and disseminate the results
of completed studies, to make them available to classroom teachers and
serve as bases for further research.

D. Comprehensive baseline data should be collected and periodically
updated to establish trend lines concerning the extent to which education
programs in each of the arts are in fact established in states and school
districts. These should include data on curricula and course offerings,
teachers, student enrolliment, materials, facilities, classroom time,
budgets, administrative support, testing and evaluation techniques, and
learning outcomes.

E. Research is needed to learn what kinds of teacher training, curricizium
uevelopment, instructional methodology, and resources are most
effective in improving arts education.

E Research is needed to tell us what can and should be taught at what
ages and how it can best be taught. Research should be included on the
complete act of learning—students’ interactions with teachers, the use of
resources in specific classrooms, and the influence of the family and
environment on learning in the arts in comparison to learning in other
subjects. Research is needed to provide more information on how
students acquire knowledge of, and learn to interpret, the arts; how
students perceive, value, perform, create, and use the arts; and how
learning in the arts broadens perspective, gives a sense of the human
condition, and festers reasoning ability.
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Leadership in Arts
Education

The Role of the National
Endowment for the Arts

The governance, education, arts and business-producer sectors should
work together to convinee parents and political and education leaders at
the state, district, and local levels that education is complete and
acceptable only when the arts are included as essential components
sequentially taught. Making the case for arts edueation tostate and local
Icadership is a political job requiring greater effort than it does for school
subjcets that large segments of the public already perceive to be hasic. To
this end:

A. National, state, and local arts education advocates need (i) to develop
greater consensus on the objectives of arts education—what students are
expected to learn at what ages, (i) to obtain official recognition of the
importance of arts education from the highest levels of political
leadership — and *ien (jii) to work cooperatively to plan for and
implement effective programs in school districts and scliools (zs a part of
general education reform).

B. The case for arts education should be niade in the same way as for any
other subjcct: i.c., for sequential and testable instruction by qualified
teachers, with high school graduation requirements that specify the arts
(not in the alte mative with other subjects), and with adequate tin.-,,
maney, curriculi, and matarials.

C. State education aad arts agencies should work cooperatively with
regional and local education and arts agencies, professional erganir--
tions, artists and arts institutions to provide leadership and support for
improving arts education.

D. Atthelocal level, community leaders (in partic..i-~the trustees of arts
organizations) should work with local school boards, parent-teacher
associations and schools to ensure that the arts are :n fact sequentialiy
taught in schools by qualified te...aers for all students (not just the gifted
and talented).

E. Programs should be instituted to help local school board members and
education administrators understand why it is their respongibility, and
thus in their interest, to make arts education a priority. These programs
should help local scheol board members and education administrators to
provide leadership for this part, as for other parts, of te curriculum.

The National Endowment for the Arts, which is to arts education what the
National Science Foundation is to science education, should (i) make the
case for arts educatic.1, (ii) facilitate collaboration among the four secte <
concerned with arts education (governance, education, arts, business-
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producer)to make it a basic and sequential part of school instruction, and
(iii) assist development and distribution of curricular, instructional, and
assessment models for the benefit of state and local education authorities.
To this end:

A. The policies and resources (staff 2ud money) of the Endowment for
arts education should be continued and strengthened over a period of at
least 10 years in order to allow implementation of present policies and of
the recommendations in this report to bear fruit. The Fiscal Year 1989
budget request for the Endowment’s Arts in Education Prograra provides
for such strengthening in that year.

B. The Endowment should provide the President and the Congress a
report on progress in arts education in preparation for the Endowment’s
reauthorization in the mid-"90% (the reauthorization which follows
anticipated reauthorization in 1990).

C. The Endowment should advocate the development of higher standards
for state and local arts curriculum guides, courses, and curriculum
materials. It should provide limited funding to assist state/local
curriculum development. It should, in cooperation with the U.S.
Department of Education, convene a meeting of experts to review
curricular materials (including the work on curricula of the new national
research centers on the arts, literature, and elementary subjects) with a
view to making recommendations on arts curricula and on school
programs to implement them.

D. The Endowment should work with the U.S. Department of Education
to develop a plan for the inclusion of each of the arts in the National
Assessment of Educational Progress. The plan should include analysis of
whether arts education might best be assessed by (i) separate
assessments for each of the individual arts, (i) a general arts assessment,
(iii) integrating arts assessments with other subject area assessments, or
(iv) a combination of these.

E. The Endowment should provide limited funding to assist state-level
development of model assessment plans, programs and procedures, both
with respect to programs and student testing.

F. The Endowment should encourage (i) state education agencies and
arts education associations to recruit highly qualified arts teachers; (ii)
state certifying agencies to raise standards for teacher certification and
teacher preparation programs accreditation; and (iii) school boards to

43




rave

. Frank Stella, Quaqua/! Attaccati La! 4x, 1985, Hirshhorn Museum and Sculpture Garden, Smithsonian
Institution, Washington
44 .
o 5 8

ERIC

Aruitoxt provided by Eic:




hire qualified arts teachers. The Endowment should encourage the arts
sector to lend support to these efforts.

G. The Endowment should continue to identify areas in which there is a
need for systematic and regular collection of baseline survey data on arts
education, and it should disseminate the results of its studies and data to
the arts education communities and the public. The Endowment should
also provide limited funding to assist efforts to translate research into
classroom practice.

H. The Endowment should appoint an ongoing Advisory Board {with
representatives of the goveinance, education, arts, and business-pro-
ducer sectors) whose puzpose would be to institute a national dialogue on:

(i) what stzdents, at a minimum, should know of and about the arts
when they graduate fromn high school, (ii) how required course units
might be structured te include teaching of these minimum
requirements, and (ii) what evaluation mechanisms might be
appropriate and cifective to assess whether students have actually
mastered such materials and skills.

The Advisory Board should specifically advise the Endowment on:

(i) activities and efforts which it could undertake to ensure that the
recommendations in this report are addressed by the appropriate
parties, (i) development (with appropriate agencies and associa-
tions) of proposals for a master plan for arts assessment as part of
the National Assessment of Educational Progress, (jii) development
of a plan by which exempiary school and district arts programs
might be identified, recognized, and rewarded (e.g., exemplary
schools, programs and teachers); and ‘iv) the report to the President
and Congress suggested for the Endowments mid-"90% re-
authorization.

¥. The Endowment should provide a national model for the kind of
collaboration necessary to make pregress in arts education. The model
should in particular include the US. Department of Education, the
National Endowment for the Humarities, and the national associations
that can influence arts educatior:. The Endowment should assist states,
iocalities, and the arts educatinr: community generally to develop a clear-
er vision of what arts education in the United States can and should be.
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Arts in the Classroom

BEFORE
KINDERGARTEN

Do American elementary and secondary school students learn as much
about the arts as they should? Do they get the education in the arts they
deserve? What are our students doing in the arts? What do they learn
from what they are doing? How do their lessone in the artsrelate to other
school subjects? What kinds of teachers teach the arts? Are they well
prepared?

There are no ready answers to these questions. There are more
than 15,000 school districts in America, 59,082 public elementary
schools, 23,947 public secondary schools, and over 25,000 private
schools. Each is different.

The strengths and weaknesses of arts education are not very
different from the strengths and weaknesses found in the teaching—and
learning — of other subjects. In the arts, as in other subjects, more
education often does not guarantee better education. More instructional
time and mere Pomework do not necessarily signify more opportunities
to explore ideas, develop theories, apply principles, or appreciate
civilization.

Elementary classroom teachers, responsible for teaching the full
array of school subjects, are generally no better trained in science than
in arl. In high school, it is the college-bound student who is likely to be
exposed to the thought of the molders of civilization, rather than the
average st1dent or one in need of remedial work. This is as true for the
arts as for the sciences and the humanities.

Perhaps the best way to convey a sense of what students actually
experience in their education in the arts is through a series of vignettes.

The arts surround children from birth. The air is filled with music.
Pictures are everywhere — in books and magazines, on walls. Stories
abound. Action and fantasy are the steady fare of television. Children
imitate the arts of others, including other children, and then add their
own twist

Before a little girl crosses the street alone, she will have traveled to
imaginary worlds and told others of her adventures. She will have
invented stories, sung snatches of songs, copied and invented dances.
She will have spent over three hours a day watching television. She will
have discovered buildings and signs in the street. She will have drawn
houses in crayon and built castles with blocks. She may not know what
“art” is, but she will nevertheless have spent much of her first five years
absorbing and being involved with art.

Some children are encouraged in their artistic activities and given
malerials to reinvent their worlds. They may have been taken to
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museums, concerls or a performance of The Nutcracker. Others have
been propped up in front of a television set to become passive receivers
of art, and probably not the best art.

Except for television, what happens to todays children is
apparently not very different from what happened to their parents as
children. Most of today’s adults grew up in households where there was
essentially no classical music or opera; they were also for the most part
never taken to a museum or gallery or a live performance of dance,
classical music or theater.

Figure 5. What Were the Childhood Arts Experiences of Today’s Adults? (as polled in 1985)

Parents or Other Adults in the Children Taken to Art Museums or  Children Taken tc Plays, Dance or
Household Listened to Classical Galleries While Growing Up. Classical Music Performances
Music or Opera. When Growing Up.

Never Never Never

68% 66% 68%

2;2‘3" Often

Often 5%

9%

Occasionally

Occasionally
23%

Occasionally
30%

27%

Source: Robinson, J. P., et al., “Survey of Public Participation in the Arts: for 1985, Vol. 1, Project Report.” December 1986,
p. 371. Prepared under Cooperative Agreement NEA CA 85-24 with the National Endowment for the Arts, Washington, D.C.

The fact is that children arrive at the schoolhouse door at different
stages. For some, dancing and singing, drawing and painting, actingand
telling stories, designing and building are second nature. Some have a
sense of the vocabularies of the arts, just asthey do of language. Others,
left to the continuous ministry of television and radio, will not. Social
stratifications and different kinds of families shape Americas pre-
schoolers in very different ways.
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KINDERGARTEN

In the traditional kindergarten, based on Friedrich Froebel’s “children’s
gardens” of a century-and-a-half ago, young children are educated
through a structured succession of “gifts” — blocks, games, woolen
balls, drawing exercises, embroidery, weaving. The purpose of the
“gifts,” most of which relate to the arts, is to encourage playful
exploration and discovery.

Here is how it works in a traditional kindergarten in Rogerville,
Tennessee. The morning begins with “free choice.” There are easels for
brush or finger painting, tables with scraps of paper for “cut and paste,”
Lego blocks to build houses and cities. There are puzzes and
storybooks.

“Reading readiness” follows, with reading, telling, and makingup
stories. Fairy tales, The Three Bears and The Little Red Hen, teach
children to be good listeners and give them a taste for children’s
literature. Singing the alphabet and identifying letters is a new game.

Next comes 20 minutes of music. The children sing favorite songs
like “Where is Thumbkin?” or “Twinkle, Twinkle Little Star.”
Sometimes they listen to a classic like Prokofiev’s Peter and the Wolf.
Hearing it three or four times a year enables them to distinguish
different instruments (“Tell me when you hear the drum”).

Mathematics follows for about 30 minutes and includes counting,
and finding and drawing shajes — three squares, four balloons, five
eggs. The conecpts of art pervade mathematics too. The social studies
curriculum begins with “me,” moves to “my family” and “my
neighborhood.” Children look at mirrors and draw self portraits; they
draw their family, their street, the firehouse and fire engine, distilling
their experience through line. The holidays — Halloween, Thanksgiv-
ing, Hanukkah and Christmas— are celebrated with both art and music.

The traditional kindergarten is, however, disappearing in the wake
of parents’ longing for “superbabies” — for high test scores and
“achieving” children. In these new kindergartens the arts are being
displaced by the word and number drills formerly taught in first grade,
despite lack of evidence that this approach in kindergarten actually
results in higher test scores.

Today’s more “academic” kindergarten emphasizes learning the
letters of the alphabet and the soniids the letters make. The children
learn reading through phonics, cu. out pi-tures of objects and animals
whose names begin with the same letter, l:arn to print their names, and
even write short sentences. They cou.it numbers aloud, learn sequence
and the concept of quantity. While the traditional kindergarten provided
a bridge to symbols based on the arts, the academic kinderga=ten is
based on learning symbols.

Some children find the academic kindergarten exciting and
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ELEMENTARY
SCHOOL

satisfying; others, not yet ready to learn symbols, may be bewildered
and frustrated.

The problems facing today’s elementary school are far more complex
than evena decade ago, especially for the regular classroom teachers. In
addition to the traditional courses in reading, writing, and arithmetic,
they are expected to cover such diverse new areas of study as drug
abuse, safety, computer skills, hygiene, and English as a second
language. The U.S. Department of Education 1987 survey of a national
sample of school districts (1987 district survey) estimmates that 12
per. 2nt of elementary school instructional time is devoted to the arts
(primarily visual art and music).

Finding time to teach the arts and other subjects sequentially and
knowledgeably in the face of all these other demands is not easy.
Resources are scarce. The 1987 district survey shows that many school
districts are operating without the benefit of district-recommended or
required texts in the arts. Further, while only 16 percent of elementary
schools lack music specialists, 42 percent lack visual arts specialists.

Figure 6. Percent of Instructional Time 1986-87 Allotted to the Arts and Other Subjects, Grades 1-8

Grades
1-3

Grades
4-6

Grades
7-8

0 10 20 30 40 50%
Arts total 12%

Language arts/reading Social " 2 Other
25% studies arts* 2%
9%

Arts tota! 12%
Language arts/reading Social 3l Other
23% studies ] arts* 2%

12% °

Language arts/reading JR[J3EL
18% studies
14%

*Inch.des danee, drama and creative writing,.

Source: Center for Education Statistics, “Public School District Policies and Practices in Selected Aspects of Arts and
Humanities Instruction,” U.S. Department of Education Bulletin, February 1988, Figure 3, p. 7.
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Visual Art in
Second Grade With a
Special Teacher

An Elementary School
Filled With Music

There are also regional differences: in the West over one-fifth of the
schools lack music specialisis, and over one-half lack visual arts
specialists. (See Figure 2, p. 23.) And, even when schools have
specialist teachers, one specialict may have as many as 600 students a
week in three separate schools, and be required to relate arts projectsto
the specific curriculums of each of 28 classroom teachers.

And yet, if a child is to develop a lifelong appreciation of the arts,
the early years are critical.

While many smaller towns have no art specialists, the children of Pine
Grove Mills, in rural central Pennsylvania, know that one of the most
special times of the week is when the teacher says: “Let me know when
its 10:30 and time to go to art.”

These second graders see the art teacher once a week for 40
minutes. The class is one of 28 this hard-pressed and conscientious
teacher has; she attempts to relate her art projects to the curriculum of
each of these classco. This teacher teaches 600 students in three
separate schools in a singie week.

Today, the second graders are going to make “dinosaurs.” The
teacher shows them how a ball of clay can be shaped into a dinosaur, and
then the children make their own, just like the ones they studied in
science. The room is nearly silent, activity intense, and clean-up at the
end of the class elicits a chorus of groans. But another class is waiting at
the door. During the 30 additional times the children come to art class
during the year, they will design a gamne; make toys; make compositions
of colors, lines, and shapes; and paint a mural of Holland. They will do
projects to accompany the holidays, make collages, learn the difference
between warm and cool colors, make prints with stencils, do appliqué
work and make puppets and stuffed “furry things.”

The art teacher shows them pictures she brings with her of ships,
trains, planes, cowboys, and castles. There are posters and childrens
art, but few, if any, original works of art. Since the instruction is mainly
aimed at crafts, popular art and illustration, the students learn little or
nothing about the great masterworks, except when the teacher presents
on sailcloth color reproductions that she takes from schout to school.

At Eisenhower Elementary School in Norman, Oklahoma, school
begins with “Good Morning Eisenhower,” an assembly which opens to
the strains of Aaron Coplands “Fanfare for the Common Man.” In
“Good Morning Eisenhower,” after reciting the Pledge of Allegiance,
the children sing folk songs and patriotic songs, hear announcements,
and perhaps watch their fellow students perform a short play they have
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Art € nes to School
in New Jersey

written and rehearsed. The “Good Morning Eisenhower” assembly is a
14-year tradition which takes place every day except Wednesdays, and
teachers and parents are always invited to atiend.

On Wednesdays, the children stay in their classrooms to listen to
“The Eisenhower School Radio Show.” They may listen to an excerpt
from Dvorak’s New World Symphony and be asked for their responses to
it. Or, they may hear a recorded version of a Hans Christian Andersen
story, or listen to poetry, a story, or a schoolmate’s play.

At Eisenhower School, the roll is often sung so that each child can
get to know his or her own voice. The teacher sings, “Mat-thew Rogers,”
and Matt sings back, “Mat-thew Rogers.” Children who come into the
classroom are often frightened by the prospect of singing, but soon they
too are comfortably echoing the voice of the teacher.

In the fourth grade, all students learn to play the recorder, taught
by a music specialist. This continues in the fifth grade, and interested
students may enroll in a stringed instrument class, which includes 22
children. One student brings his bass to class to show the others how big
itis, how it is held and the ways it can be played. Each child is given an
opportunity to draw the bow or pluck the strings. They will also listen to
Benjamin Britten’s “The Young Person’s Guide to the Orchestra,” and
discuss the families of instruments and the sounds they make.

At Eisenhower, musicis not simply relegated to the music room. A
committee of teachers assists the music teacher with the morning
assembly and the Wednesday radio programs. The principal notes that
Eisenhower students score, on the average, at or above grade-level inall
tested subjects. “What makes us different from other schools is how we
use all the subjects — especially the arts — to help our children learn
self-discipline, connect one part of their learning with another, and use
divergent and creative thinking as part of their decision-making
process. In the arts, there is problem solving going on that can’t be done
when kids just fill out workbook pages.”

A fourth-grade classroom in Delaware Valley, New Jersey, displays color
reproductions of Brueghel’s frenzied Wedding Dance, Mondrians
modern grids and primary colors, a Rembrandt and a Chagall. The
children are asked: “What kinds of lines are in the picture?” “What
colors has the artist used?” “How do they make you feel?”

The class is guided by a parent, one of a volunteer group of
approximately 700 who conduct art appreciation programs for 125,000
children in 10 counties once a year. These children attend schools which
findit difficult to teach art appreciation because many art and classroom
teachers are not prepared to do this. In this case, as in many others, the
gapis partially filled by concerned parents and volunteers, to whom arts
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Elementary Schools
Without Arts Specialists

education in the United States owes an enormous debt. But they cannot
solve the overall problem; nor should they. :

Asone of the volunteers in this program says, “At this point we are
offering what the arts teachers are not doing. We do things that art
teachers are not prepared to do. We give our volunteers intensive
workshops about artists, history, technique, and style.”

In a high mountain valley in Preston, Idahe, the half-dozen small
community grade schools that flourished 50 years ago have been
consolidated into one enormous year-round school for 1,200 students.
None ofits teachers is specially trained in the visual, literary, performing
or media arts.

The writing portion of the state-designated fourth-grade language
arts program (600 minutes a week) is determined by texthook. The
teacher follows a 36-lesson plan that emphasizes “pre-writing,” editing,
and the final draft. Based on models, the students read a folktale before
writing one. However, the teacher goes beyond the lesson plan to have
her students write poetry four or five times a year. They learn about
couplets, meter and stanzas, and they write haiku. The reading textbook
includes excerpts from writers such as Laura Ingalls Wilder and E. B,
White, with the suggestion that the originals be read in their entirety. But
the complete books are not available in the school library, although they
are on the acquisition list.

This fourth-grade teacher has strengths in writing and music, but
notir: the visual arts. “I teach mainly crafts,” she says. “We do things for
Christmas and the other holidays, make Indian villages, totem heads,
vegetable prints, blow ink across the paper with straws, and make
Indian sand painting on sandpaper. The children don’t seem to mind if
we skip art for a week.” There is no focus on works of art in the Idaho
curriculum,

Music is taught once a week for 35 to 40 minutes and consists
mainly of singing. Seven fourth-grade classes are brought together for
music. Although each of the seven classroom teachers helps, only three
have sufficient background in music to play the piano or lead the
singing. As one of them says, “We are trying to make it more than 3¢
songs, and we have recently started to learn about meter, rhythm, and
composers, but the [teachers] who dont know music just have the
children listen to some cute song.”

There is no dance program in the fourth grade, and drama is a
once-a-year affair when The Reluctant Dragon, Bill Cosby’s Tonsils or
Paddington Turns Detective is done with narrators instead of actors
speaking the lines.

This Idaho approach is not uncommon. When the language arts
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Learning About
Architecture and Design

Opposite: Amiens Cathedral,
courtesy of the French
Government Tourist Office,
New York

textbook presents a comprehensive sequential program, or when the
teacher has special strengths, creative writing will be taught seriously.
Otherwise, it will not. Dance or drama is seldom taught and children are
not encouraged to use their visual imagination. Ti:c media and design
arts are generally ignored, and there is little or no attempt to introduce
children to great works of art, past or present.

More than any other art ferms, architecture and design determine the
quality of our hves. The products of these artistic disciplines are
ultimately purchased by every citizen in America. Among these
products are the houses in which we live, the automobiles we drive, and
the landscape, neighborhoods, towns and cities which are so much a
part of the lives of all Americans. Yet, almost nothing related to these
artistic disciplines is taught in schools. There are few curricula on
design, and teachers are generally not educated to teack: it. Currently, in
most cases, the or.ly way in which these disciplines aze taught, if at all, is
where practicing arclutects and designers themselves go into the
schools.

In Philadelphia, Pennsylvania, in an older neighborhood of small
row houses and narrow streets, a third-year professional architect,
whose firm encouraged him to do so, visited a fifth-grade class once a
week for eight weeks. The school was of pre-World War I vintage. More
than 80 percent of the students were Black; others were children of
recent immigrants from places like Korea and Vietnam.

The architect showed them slides — tents and tent forms, round
thatched-roof African mud houses, European churches and palaces,
the Colosseum in Rome, and Le Corbusiers modern chapel at
Ronchamp. Although few students had traveied beyond their own
neighborhoods, they were engaged by the slides and did not hesitate to
make guesses about the location and function of these unfamiliar
buildings. They also looked at their own neighberhood, analyzed the
materials and drew the floor plans and facades of their homes. They
related the architectural styles of their streets to those in other parts of
the world. As a final project, they designed and built a model of a new
theater for their neighborhood, a cylinder 36 inches in diameter and 30
inches high. They exhibited the model to the rest of the school to the
accompaniment of a “pretend” concert by the rock group “The New
Edition.”

By the end of these eight weeks, the students could look at their
neighborhood with new eyes. They had also begun to develop ideas
about their dream house ar.d dream community. While this short-term
experience was meaningful to these students, the imperative for public
education is to develop an educational process whereby this fleeting
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Drama in a Texas

Fifth-Grade Classroom

MIDDLE AND JUNIOR
HIGH SCHOOL

General Music

residency experience might be built on with ongoing and sequential
instruction.

If drama is taught in elementary grades, itis generally a part of English
studies. Few teachers are required to take special courses in drama, and
only 13 of the 50 states enable an elementary teacher to be specially
cerlified in drama (see Figure 14, pp. 106-107).

An exceptlion can be found in a fifth-grade classroom in Austin,
Texas, a state with a tradition of teaching drama in the schools. Here
dramais taught by a teacher who studied it at university. The siudents do
sensory pantomime, acting out the flevors of their favorite foods. They
dramatize folktales such as “Stone Soup,” myths like “Pandora,” and
stories like “The Three Billy Goats Gruff,” “Litile Red Riding Hood,”
“Rapunzel,” and “Cinderella.”

Television-age children are ofter not familiar with these stories,
but in this classroomn the classics of children’s literature become,
through the act of re-creation, the special possessions of fifth-graders.
By acting them out, the children come to understand what motivates the
characters, understand the plot structure, and learn how settings,
props, lights, and costumes combine to create dramatic spectacle. They
learn: to appreciate the literary sources of drama and to make aesthetic
judgments about it. They also learn how to work together.

The 1987 district survey estimates that 17 percerst of instructional time
in grades seven and eight is devoted to the arts, primarily visual arts and
music (see Figure 6, p. 50). For many students, the last time they will be
required to study the arts is in middle school, or junior high school.
Middle schools usually include grades ¢ix, seven, an <ight; sometimes
five, six, seven, and eight. Junior high schools include grades seven
througi: nine. These are the years when adolescents develop an
overwhelming interest in the popular culture. Middle and jui..or high
schools thus have the challenge of engaging students in the universe of
art that lies outside the popular culture of the noment, in the face of
heavy marketing by the entertainment industry 2nd peer pressure from
the high school idols whom mirdle and junior high schoolers emulate.

The 1987 district survey reports that less than half the nation’s seventh
and eighth grade studentg are enrolled in “general music,” although in
the Northeast the proportion is 81 percent and in the West only 21
percent. (See Figure 3, p. 24.) The “general music” course might be
offered for one nine-week period, once a week for a year. or every day for
a semester. In some states, even students who take band or chorus are
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Visual Art

required to take general music, while in other states they are exempt.

Some teachers complain that students don't like general music,
and that these classes “are full of discipline problems.” True, in some
general music classes, students are required to sit and listen to what
strikes them as an interminable series of recorded selections and to
learn by rote the names of notes or elements of music or music theory.
But this need not be so.

In a seventh-grade general music course in Bucyrus, Ohio, the
students sing or do rhythm activities in every class so as to grasp a
musical concept and deepen their appreciation. Each class involves
performance, study, analysis, and examination of the relationship
between the popular music the students know and the music the teacher
wants them to understand.

For example, they will listen to, sing, and study the traditional
Shaker song, “Simple Gifts,” and compare it to Aaron Copland’s
“Appalachian Spring,” in which the composer incorporates variations
on the “Simple Gifts” theme. They will discuss why and how he
borrowed the tune, whether this is “cheating,” and how it helps to
express the feeling of an Appalachian spring.

They will study Copland’s career, noting that although he studied
in France, it was America and American music that he celebrated in his
own music. The students also listen to ways television commercials
sometimes incorporate themes from well-known compositions, and
discuss how Carly Simon used “Eensy-Weensy Spider” in the movie
Heartburn. Finally, the students will make and perform their own
variations on the simple themes they have heard.

In a typical junor high school, seventh graders for the first time have to
deal with different teachers for different subjects. They also meet a
visual arts teacher who majored in art at collese and now has a
certificate to teach it. In a typical ciass, the students work in a special art
room with high ceilings and bright light. The walls are covered from
floor to ceiling with tack board for the display of the students’ art. Three
times a week for the next half year, students can carve reliefs, model in
clay, paiut in watercolor, make ceramic pots, design enameled jewelry,
and make prints from linoleum blocks.

Because both the state curriculum guide and the curriculum
prepared by the art teachers call for study of design, the teacher will
integrate design concepts and techniques into nearly every lesson. The
district curriculum also has a section on “knowing about and
understanding art, artists and cultures.” Four of *1e 54 art periods will
be devoted to studying suck Impressionist and Post-Impressionist
painters as Mcnet, Renoir, Seurat, Gauguin, and Van Gogh. However,
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HIGH SCHOOL

Music

the curriculum guide, which carefully outlines a grade-by-grade
developmental sequence for each major area of art-making, does not list
works of art which students should recognize; ner does it prescribz a
grade-by-grade sequence for the study of the history of art.

In short, art is taught almost solely as “making art,” as it has been
since these students entered kindergarten. In the teacher’s view, the
purpose of teaching art is “to enhaace students’ awareness of the world
around them.” She is more concerned witl: this than with exposing her
class ‘o the themes of greai art, past and present.

Fducational reform has had its most dramatic effect on high schools.
State-mandated graduation requirements now include more
coursework generally and more designated specific courses. In some
states, the length of ihe high school year, as well as the high school day,
has been extended. An increasing number of states now list a unit of the
arts as a part of graduation requirements, and many high schools offer a
variety of arts courses as electives, mostl; oriented toward creation and
perfc smance. However, as Figure 7 indicates, except for English, which
is required for high school graduation everywhere, enrollment in arts
courses is low.

Therefore, while high school reforms which place greater
emphasis on the arts are clearly steps in the right direction, they do not
automatically ensure that students graduate with more knowledge,
understanding or appreciation of the arts.

About one in three students enrolls in some kind of music course during
high school—band, orchestra, choir, or music appreciation. The typical
high school music program revolves around performances: a fall
parents’ open house concert, Christmas and Hanukkah concerts, spring
concerts, and possibly a musical production. A graduation concer
rounds out the year.

Preparation for the first performance can start on the first day of
school. The teachers want their groups to sound good, so they select the
music in terms of what is realistic to expect them to play well. While the
complexity and subtlety of the music increases during the year and the
quality of musicianship may improve, little attention is given to
designing a program that is stylistically or thematically connected.

Most high school music teachers were performers themselves, and
this sets the tone for most high school music programs. Even if the
football team isn’t winning, the band will at least sound and look good;
this matters to those parents and students who have inves.2d time and
money since elementacy school "n learning how to play an instrumc - .
The performance bias is also evident in the amounts of money schools
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School Bands

invest in band uniforms and choral robes compared to what they spend
on recordings or books.

Theory, composition, and music history may seem of little
importance to students intent on mastering the trumpet part of four
Sousa marches. But without it, these students will know nothing of the
great variety of music and the place of Sousa marches in music history;
the great heritage of music will be denied t! »m.

There are always exceptions, and some high schools do offer
courses in music appreciation. But the performance bias, central to
most high scitool music programs, contributes to the perception that
arts education is, or should be, entertainment rather than serious
learning. It also contributes to the assumption that the arts may require
certain skills, but there is nothing about them that requires real
learning.

Band recruiting typically begins in the fifth or sixth grade. While some
districts go to great lengths to identify and test talented children, in
others the music teacher simply asks for volunteers. In a typical junior
high school, band may be taken as a course by anywhere from 30 to 150
students. Seventh, eighth, and ninth g:.:ders rehearse together, the
experienced students carrying the inexperienced. While there is little
individual instruction in school, many students take private lessons,
often from the band director.

The results of all this are clearly seen in high school. On crisp
Friday evenings in October in communities across the country, the high-
stepping bands that play rollicking tunes at hal{-time bring feelings of
local pride. Some bands compete in area, state, regional, or national
competitions where technical skills and long rehearsals pay off.
Ironically, the band that ranks educationally at the lower end of the
educational spectrum, concentrating on three or four well-rehearsed
pieces, is the one that may appear to the public, at least, to be the most
successful. It will win competitions, and once the trophy has been won,
will immediately begin rehearsal on the three .r four pieces for next
year. The technical skill of the young performers may be exceptional,
but their understanding of the music they perform may be seriously
lacking.

Even so, if the school maintains a balance among the educational,
entertainment and ¢ 3mpetitive aspects of marching bands, the band can
bea vital factor in music education. It is fair to say that high school bands
have probably done more than any other single institution to make live
music a part of Ameriean life.
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Visual Art

English Classes and
the Arts: Literature

Creative Writing

Most students enroll in high school art classes voluntarily, if they enroll
atall. They may be intermsted in a particular mediumn— paint, ceramnics,
stained glass, or printmaking; or they 1 « want to learn how art and
design can lead to a commercial career. Whatever their motivation, they
generally find the art studio a friendly and efficient place where they are
free to advance their own individual interests and where materials and
equipment are easily available.

Education in the visual arts, however, attracts far less public notice
than performing arts education. The band is likely to be supported by a
parents’ booster club, and music students as a matter of course gain
recognition through their performances. On the other hand, high school
visual arts students have few opportunities to exhibit their work and to
achieve recognition for it.

The one art form to which nearly all high school students are introduced
is literature. Novels, short stories, poems, and drama are universally
taught as types of writing. But comprehensive study of the best of
literature in the English language is usually reserved only for the
college-bound.

Students in honors or advanced placement classes might study
three or more Shakespearean plays such as Hamlet, Macbeth, and Julius
Caesar. Those not on a college track will probably read only one,
generally Romeo and Juliet. College-bound students are also more likely
to read entire books rather than excerpts. Thus the great works of
language are denied to thathalf of the student population who will not go
on to college. They deserve better.

Even the best literature programs do little to help students
understand how major themes kzve been ¢ alt with through the ages
within different cultural perspectives and among various art forms. Rare
is the high school where its students study and probe the star-crossed
tragedy of Romeo and Juliet in its many artistic forms: Shake-peare’s
play, Prokofievs ballet, Gounod’s opera, Franco Zeffirellik ..., and
Leonard Bernsteins West Side Story. Such a multifaceted approach
would show students some of the many ways in which great artists
portray the human condition.

Although about 30 percent of public high schools offer cot :ses in
creative writing, fewer than 7 percent of students enroll in them. The
quality of instructien offered may have something to do with this. For
while teachers of music, theater, d+nce, and the visual arts usually
practice their art while they teach, this is not the case with teachers of
creative writing. Usually trained as English teachers, they have acquired
skills in grammar analysis and in literary history and criticisin rather
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The School

Literary Magazine

SPECIAL PROBLEMS

Dance: New Recognition
for an Old Art Form

than in creative writing. Many excellent in-service training courses in
the teaching of writing are now being offered around the country to
improve instruction in the craft of writing, both within the regular
English curriculum and in specialized courses.

Young poets and story writers need to be published, and the school
literary magazine is likely to be the first step. The magazine may be
directed by ateacher or an editorial board. It might be photocopied —or
carefully designed, extensively illustrated, typeset, and printed on fine
quality paper. The Columbia Scholastic Press Association estimaltes
that about one-third of the nations high schools publish some type of
literary magazine. '

In somne high schools, litcrary mmagazines become the fiefdom of a
small group of students and a faculty advisor who use it to further their
own aspirations. But at Flagstaff High School in northern Arizona, with
a school population of “Anglos,” Navajo and Hopi native Americans,
Black and Chicano students, the advisor attempts to publish writing by a
cross-seclion of students. Some of these students thought they couldn’t
gettheir work published. But the teacher encouraged them, pointing out
that Jack London hadn’tbeen interested in school. One student dropped
out of school before his poein was published, but aiter he came back and
when his poem was mentioned by the Columbia Scholastic Press
Association, he ordered five copies of the magazine. In 1986, the
magazine was awarded a medal by the association and was rated
exce.ient by the National Council of Teachers of English.

As the President of the National Dance Association remarked when
asked to characterize it, dance in American schools is “virtually non-
existent, just little pockets here and there.” In 1985, no state required
elementary school classroom teachers to take a course in dance, and
only 15 made provision for secondary school teachers to be certified to
teach dance.

While elementary school students might practice and performn fo.c
and square dances for a yea'ly performance, and middle, junior, and
senior high schools might have two, four, or six-week units of dance as a
part of physical education, dance is rarely treated seriously as an art.
Few physical education instructors are prepared to teach dance, and
dance, exercise, and sports do not always coexist congenially in ‘he
curriculum.

At the request of the National Dance Association, Margaret
Pappalardo and her associates surveyed dance education in Massachu-
setts in 1987, and learned that a Massachuseltts student had less than a
one-in-five chance of atlending a school with a dance program.
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Suburban schools were twice as likely to have such programs as urban or
rural schools, but only a third of the schools offering dance had a trained
teacher, and only about 40 percent of them offered a year-leng -ourse.
In three-quarters of the schools, dance was a branch of physical
education; and one-thizd of the schools considered aerobic exercise to
be dance, although most specialists did not.

Dance education is probably much the same outside of Massachu-
setts. Only about 10 states have generated thoughtful curriculum guides
in dance, and these have been developed only since 1982, according to
the executive director of the National Dance Association.

Media Arts: Film, Because it takes a very long time for a new art form to become
Television, and Radio established as a basic part of the chool curriculum, courses in film,
television, and radio are relatively rare in American schools. A notable
exception is the high school in Apple Valley, Minnesota, which has a
comprehensive arts program in which the media arts play an important
part. During the winter trimester, four different instructors teack 10
different sections of a film course offered by the Communications
Department along with English, literature, and speech. Apple Valley
High considers film an essential component of communications.
The film course includes the history of film and of different film
genres — historical filme, Westerns, mysteries, science fiction, etc.
Students learn how to evaluate film themes, plots, scripts, acting,
setting, costumes and makeup, sound, photography, direction, and
editing. Assisted by atext (Johnson and Bone, 1986) and by a video tape
on film criticism prepared by the course instructors, they read examples
of film criticism, watch television film critics, and try their hand at
writing criticism. Most important, they analyze the influence of filin on
Aucerican society: for example, the impact of the movie, Bonnie and
Clyde, in which vicious outlaws become cult heroes to a generation.
But even in Apple Valley, the new medium of television is not yet
studied. And so, encouragingly, the Apple Valley Communications
Department is planning a new course, “Mass Media,” in which students
’ will analyze the relationships between hard news and entertainment,
visual and oral presentations, TV programs and commercials, and
consider such issues as how minority groups are presented on
television. Students completing these courses will have reached a level
of critical insight into the most pervasive media of our time that is
available to pitifully few American high school students.
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SPECIAI. RESOURCES 1» many schools, student experience with the arts is more profound than
FOR THE ARTS the foregoing examples might indicate. There are schools with artist

residency programs that bring students and teachers together with
professional artists. There are school districts that foster the arts in
magnet high schools specializing in the arts. A few high schools offer
special classes to students taking the Advanced Placement Examination
in music or visual arts.

Artists and Students The Great Valley Schoo’ District in Devault, Pennsylvania, has recently
Together revised its high school arts program to include dance, theater, music,
and the visual arts. As a resuli, one Great Valley high school student had
the opportunity to work with a gifted drama teacher/director while
playing the challenging role of the deaf girl in Children of a Lesser God.
As part of the program, she and the rest of the cast spent four days in
workshops with Mark Medoff, guest director and author of the play.
Great Valley students interested in dance have seen performances
by the Joffrey 11 dancers, the Washington Ballet, and the North Carolina
Dance Theatre. Others have atiended performances by the Annapolis
Brass Quintet, the Minikin Opera, and The Acting Company. Those
interested in the visual arts can take a sequential course on great
masters of painting and sculpture.
Playwright Mark Medoff writes: “At Great Valley High School, an
assistant superintendent, lixe a Pied Piper, woos a superintendent, a
principal and an entire school poard — not just to follow but walk side by
side with him — and thus to make the arts acceptable again for students
who may still end up as engineers and computer scientists and MBAs.”

A Magnet High School Special magnet schools have proliferated during the last decade.

for the Arts According to a 1984-85 survey by the National Art Education
Association, at least 37 states have them. The oldest is the High School
of Music and Artin New York City which opened its doors in 1938 (and
in 1961 joined the High School for the Performing Arts, founded in the
1940%). But more recently, magnet schools have been established to
help large, city school systems achieve greater racial balance arnong
schools.

Nonetheless, high schools of the arts are now becoming recognized
for their own sake, as well as for their role in the commnunity. Magne. high
schools open their doors both to general students interested in the arts
and to those — often less than half of the student body — who seek
careers in the arts.

One higk school for the arts in Milwaukee, Wisconsin, in a run-
down neighborhood close to museums and performing arts centers, was
turned into a magnet school so as to bring a sense of mission to an

65

I
~ ¢




Art History in High
School: The Advanced

Placement Program

institution that had fallen on hard times. With alittle paint, some murals,
and the conversion of a gym to a dance studio and an industrial arts
room and cafeteria to an art studio and gallery, the school, originally
built for 1,800 students, now enrolls 680, all of them interested or
talented in the arts.

Although this Milwaukee high school employs teachers in all
areas, arts teachers are preponderant. Additionally, eachinstructor of a
non-art subject, as well as administrators and counselors, has taken at
least 12 semester hours of college credit in the arts. While the state-
mandated general curriculum is followed, the arts are made central,
and science and social studies teachers organize their courses around
the arts. Works of art are made focal points for the study of history, and
relationships are drawn between works of art and literature, creative
writing, and dance. Although each of the city’ high schools offers visual
arts, music, creative writing and theater, dance is found only in this
magnet school.

T!.« ptoblem with such high schools for the arts is that they may
reinforce the belief that the arts are only for the specially talented.
Alternatively, by attracting interested and talented students and
teachers, they encourage the impression that the arts are alive and well
in all the schools, when in reality this is true for only a few. It is also
possible that arts high schools are siphoning off gifted students and
teachers who could enrich other schools, a particular preblem if the
base student population is small. In addition, the presence of magnet
schools can serve as an alibi for other schools not to commit themselves
and their resources to basic sequential arts instruction for everyone.

Almost every high school in the country offers courses in visual arts
production and in music performance. But less than 40 percent of them
offer courses in “cultural appreciation” (e.g., iv history of music, dance,
film or drama; in criticism, or in the arts of many cultures). And fewer
than 7 percent of high school students actually take these courses.
These findings parallel those of the Arts Endowment’s Survey of Public
Participation in the Arts of adult Americans. (See Figure 4, p. 34.)

Yet, in those few places where art history is taught seriously, many
benefits occur. In a lower-mriddle-class area of Virginia Beach, Virginia,
only seven students register for the year-long senior-year Advanced
Placement Art History course, but the principal allows the class to
continue, believing that art history is critical to understanding
civilization and in sharpening the students’ ability to analyze and master
other subjects. The principal also notes that the small number of high
school students taking the course is not disproportionate to the small
number of students taking the examination nationally.
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CONCLUSIONS

In Elementary School

The text for the course is the book that is widely used in
introductory college courses, Janson’s History of Art. But the students
use the book in ways seldom required of college students. Before the
year is out, they will have wrilt2n a 75-word analysis of each of the nearly
1,000 works of art illustrated in the text. Two or three times a week, they
will write timed essays of five or 10 minutes. One day they are shown two
slides: one of Venus de Milo and the other of an abstract female form by
the modern sculptor, Arp. They are asked to analyze the characteristics
of each and then make inferences about the conditions in the two
societies that might have influer.ced the forms of these two sculptors.
Mos! essays follow the form of the questions on the Advanced Placement
Examination they will take at the end of the year.

The students are so well prepared when they complete this course
that they score well above average for advanced placement status at
college.

This series of vignettes is intended to illustrate something of what
actually goes on in our nation’s classrooms and to put flesh on the bones
of the national data sources.

In general arts education in America is characterized by
imbalance, inconsistency, and inaccessibility. There is a curricular
imbalance in the relationship between the study of art and the
performance and creation of art. There is inconsistency in the arts
education students receive in various parts of the country, in different
school districts within states, in different schools within school systems,
and even in classrooms within schools. Because of the pressures on the
school day, a comprehensive and sequential arts education is inaccessi-
ble except to a very few and often only to those with talent or z special
interest.

The arts receive only a modest allocation of time in elementary
classrooms. The average in grades one through six is 5 percent of
instructional time (74-79 minutes per week) for visual arts and 5
percent (76-84 minutes per week) for music, with only 2 percent
allo:ted to all the other arts. These allocations fall short of the minimum
standards of the National Art Education Association (which calls for a
minimum of 100 minutes per week for visual arts) and of the Music
Educators National Conference (which calls for 100 minutes per week
or 7 percent of instruction time, whichever is greater, for music).
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® The lack of arts specialists in many schools raises questions about the

quality and effectiveness of what little time is given to the arts. The 1987
district survey indicates that over 40 percent of elementary schools lack
access to visual arts specialists (almost 60 percent in the western
region). Music specialists are more generally available (only 12 percent
of the nation’s schools are without them), but they are distributed
unevenly among regions. Elementary school specialists in the other arts
are essenlially nonexistent.

Elementary school classroom teachers receive little support to assist
their work in arts education. Frequently, they work without the benefit of
a district arts coordinator or supervisor, and have little access to books
and other resource materials to enable them to present well-
coordinated comprehensive arts instruction, Only 37 percent of the
districts in our survey had available a list of recommended or required
textbooks in the visual arts; in music, only slightly more than half the
districts had such a list.

Elementary school arts instruction focuses on popular crafts, dance,
and music rather than on fostering understanding of the major works of
lasting importance to civilization. Although the instruction provides
opportunities for students to create and perform insome of the arts, our
elementary schools do not generally provide students with even
rudimentary information about important works of art.
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In Junior High and
Middle School

In High School

In grades seven and eighi, the average time spent on the arts increasc.
as compared to the elementary years, with an estimated 17 percent of
instructional time dedicated to the arts, versus 12 percent in the
elementary years.

The same characteristics, however — imbalance, inconsistency, and
inaccessibility—mark arts 2ducatien at the junior high level, Fewer than
half of seventh and eighth grade students take general music (48
percent), and slightly more than half (53 percent) are enrolled in visual
arts courses. Enrollments are lower in other art forms such as drama
and dance (14 percent). There are enormous regional variations: in the
Northeast, general music enrollinents average 81 percent as opposed to
21 percent in the West. Junior high students are more likely 10 be
enrolled in music in rural areus than they are in the suburbs.

The concept of general education in the arts for all students at the high
school level is virtually nonexistent. Most high school arts courses are
oriented toward performance and crcation. The high school schedule is
organized in such a way that students who wish to attend a college or
university must frequently register for a number of year-long courses
that leave no time for the arts.

Data collected in the 1982-83 school year indicate that most high
schools offer several courses in the arts. But the 1987 district survey
indicates that only about one-third of school districts specifically
require a course in the arts in order to graduate.

Colleges and universities often do not count high school arts courses as
fulfilting academic requirements, nor do they compute high school
grades in the arts when determining grade-point averages. When both
college entrance and kLigh school graduation requirements do no.
include the arte, there is litle encouragement for students to take arts
courses.

The availabiiity of arts courses varies with the type and location of
schools. Few high schools in rural areas are able to offer a broad course
selection, and the rate of rural student enrollments in such courses is
lower than the national average.
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Pablo Picasso, Guernica, Museo del Pradc, Madrid
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Toward an Arts Curriculum

Until we know what we want teachers to teach and students to learn, we
cannot articulate the skills our teachers should have, call for the
resources to support instruction, and set standards for its evajuation.
Without a clear understanding of what arts education should be, we
cannot hold beards of education accountable for policy and support,
administrators accountable for program implementation, teachers
accountable for instruction, and students accountable for learning.

What belongs in the currriculum? Should it comprise all of the
arts? What aspects of each discipline should be covered — production,
performance, history, critical analysis? What minimal achievement
should be expected — in knowledge, understanding, skills, concepts,
behaviors_and attitudes? What should every-future-citizen know of the
arts in order to be culturally literate? What graduation and college
entrance requirements should be mandated? What courses should be
required; which shoul” be optional? What areas of arts study might be
inteerated with othe ,ubjects —in the humanities or sciences? At what
ages should different aspects of the arts be taught?

There is little agreement on these issues or on what consiitutes a
comprehensive, basic, sequentially structured arts education program
for K-12 students. While practically every state and many school
districts have curriculum guides in the arts, they are often not followed.
In any case, the guides seldom outline an appropriate sequence of
instruction or draw on the most respected theoretical thinking in the
field.

Developing an adequate arts curriculuntis a challenging task. The
scope and breadth of the subject matter is enormous. There is a growing
consensus that arts curricula should include study of the great works of
art from all times and cultures, those that pr obe th> nature of man and
reveal us to ourselves. Such works are timeless. Oedipus Rex is as
powerful as it was when Sophocles wrote it. Beethoven’s “Ode to Joy”
continues to inspire us. Picasso’s Guernica, through a series of images,
reminds us of mans brutality and the horrors of war.

Arts education need not be confined to arts courses per se. History
and foreign languages, for example, can have a deeper meaning for
students when the arts are part of them. Such integration can begineven
in elementary years. It would not necessarily require more class time —
it might require less class time — bt it would requi.c changes in
textbooks and selected readings and additional teamwork among
teachers.

Arts curricula and lesson plans — whether for arts courses per se
or for courses where the arts are integrated — must not only be taught
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Figure 8. Percentage of Districts Having Arts Raquirements for High School Graduation in 1981-82
and 1986-87 (50 States and D.C.)

In certain instances. local school Arts (visual arts, music or other arts)

districts may set moye slringent or 0 10 20 30 40%
specific graduation requirements than
slate government. Some slates do not
generalr igh school graduation
requirem.nts in any subject. This chart
complements Figure 1.

.rts as an option within a speécified group of subjects*
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Arts (visual arts, music or other arts) 1986 37 Arts as an option within a specinied group of subjects* 1986-87
West West ’
37% Central Northeast 40% Centra Northeast
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*Arts as an option refers to a requirement in which arts courses are one of scvcral possible credit options used to fulfill a type of eredit
requirement fe.g., arts or forcign language or eomputer Scicnee).

Source: Center for Education Statistics, “Public School District Policies and Practices in Selected Aspect of Arts and
Humanities Instruction,” U.S. Department of Education Bulletin, February 1988. Figure 1, p. 5 and Table 5, p. 19.
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THE STATE OF THE
CURRICULUM IN
ARTS EDUCATION

but be designed. Time must be provided for teachers to prepare and for
students to learn. Schedules must be arranged so that teachers can
teach focused, sequential lessons that include study of masterworks.
Learning must build on foundations built in prior grades.

Secretary of Education William J. Bennett proposed in December
1987 a model high school curriculum which contained as requisites for
hizh school graduation a minimum of one semester each in art history
and music history. Such a curriculum would fill a gap which currently
exists in most schools, where the focus of arts courses inlower grades is
primarily on pr< ductien and performance. But attention also needs to
b given to theawer, dance, design, and the media arts. It is the
combination of arts instruction which is essential to cultural literacy.

Secretary Bennett’s recommendation for a requirement of one
year of study in the arts for high school graduation parallels trends at
state and districtlevels and goes further. Twenty-nine states now include
the arts in their list of requirements for high school graduation, up from
22 states in 1984. But only nine of these make arts mandatory per se for
all students (seven more do so for college-bound students), and 13 of
these states require the arts only in the al'~rnative with other subjects,
such as foreign languages and computer sciences. (See Figure 1,.pp.
20-21.) The number of school districts which require the arts for high
school graduation =equirements has, nonetheless, doubled in the past
five years, from 18 percent in 1981-82 to 36 percent in 1986-87. (See
Figure 8.)

The degree of guidance in establishing learning goals in the arts varies
from state to state and district to district.

Atthe statelevel, Arts, Education and the States, the 1985 report by
the Council of Chief State School Officers, indicates that while 93
percent of state education agencies had esiablished education goals,
only one-fourth of these had included specific reference to the arts.
Most states provide curriculum guides to local districts, and many of
these stipulate specific competencies for specific grade levels in visual
arts and music. But most of the guides are nondirective, leaving
responsibility for what is zctually taught to school districts, and do not
deal with the arts other than the visual arts and music.

At the district level, the 1987 U.S. Department of Education
survcy o school districts (1987 district survev) indicates that most
districts have curriculum guides that specify instructional goals in
terms of student outcomes. But the availability of thes¢ guides varies by
discipline and grade level. Seventy-five percent of school districts have
music guides for all grade levels, but only 35 percent have them at the
elementary grade level for dance, drama, and creative writing. And,
while about half of the school districts have arts curricualum coordi-
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nators, only 30 percent of the districts have coordinators for dance,
drama, aud creative writing at the elementary level. Even in music and
the visual arts, only 7 percent of the districts required competency tests
for promotion to the next school grade.

Guides in Visual Arts

Arizona students are supposed to “use different kinds and qualities of line~ “hick, thin, straight, curved,
wavy, jagged, b. oken) in nonobjective compcsition.” Illinois students are to “use specific lines to create a
specified effect such as hard, soft, bold, geutle;” South Dakota grade five and six “students will use a wide
variety of lines in making line drawings” North Carolina students are supposed to “demonstrate an
understanding of the basic elements of art . . . discriminate among various kinds of line qualities . . .

. explore variovs qualities of line in her/his work . . . continue to develop an expr 2ssive use of line.” In

; Minnesota “the student will identify simple line, directions of line and movement in line” and “describe
expressive characteristics of lines, e.g., smooth, jagged, thick, thin, dark, light” Kentucky students
should “discover line in art forrr s of the natural environment . . . of the nan-made environment . . .
create with the use of line.”

In Kansas, “the student will demonstrate an understanding of the elements of design. 1. Linc: . . .
define and use contour line to create a shape . . . use line to interpret directional movement (vertical,
horizontal, and diagonal) . . . use line to show depth or volume . . . use line to create texture.” Arkansas
students should “recognize thick, thin, long, short, straight, curved and zigzaglines. Draw a picture using
a variety of lines. Create a work of art using a variety of lines with a variety of media.”

Guide’ in Music

.laska students are to “know how to increcse skill in rhythmic movement. Perform rhythmic drills suchas
clapping hands, snapping fingers, or tapping feet to feel pulsation.” In Illinois, “by the end of grade 6,
students should be able to: . . . sing or play at sight music that contains stepwise motion and simple
rhythm patterns.” in Texas, “the student shall be provided oppertunities to: . . . see, play, and singsimple
melodic and rhythmic patterns, steady beat, beat groupings.” North Carolina students are to “understand
that rhythm vatterns may be combined and perfurmed simultaneously. Perform polyrnythms ...
Differentiate betweenthe rhythm of the melody and that of the underlying beat . . . Perform readily either
the melodic or beat rhythm.” Kansas students should, in playing instruments, “perform increasingly
complex rhythniic patterns in a variety of meters.”

Source: Compiled by Dr. Brent G. Wi. on, Professor of Art, Pennsylvania State University, in su...mer of 1987.
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Problems With Current
Curriculum Guides

The single greatest drawback of existing arts curricula and the guiues
which teachers use is their emphasis on skill development at the
expense of the art form as a whole. Our review of state curriculum
guides indicates that the broad learning goals stated in ik:e guides are
gouerally well balanced. They include (i) broadening the student’s
understanding of the cultural heritage of art and music; (ii) developing
the student’s ability to make judgments on the quality of works ef art and
music; (iii) developing the student’s ability skillfully to perform art or
music; and (iv) generating an understanding of the basic elements of
visual art or music. The problem is that the specific learning objectives
du not reflect the balance contained in the goals. Rather, they tend to
emphasize the last goal, learning the elements of the arts forms, over
study of works of art. The resnlt is that the goals tend to be obscured in a
sea of narrowly focused “skill” outcomes.

For example, many of the state visual arts guides have sections
relating to line, but the sec’ions tend to isolate line from other elements
of visual art. Similarly, music guides will focus on developing isolated
skills, such as rhythm, and ignore others. (See excerpted examples, p.
74.) Students may be able to use or identify line or rhythm, but will have
little understanding of what music and art really are. Of even greater
concern is the guides’ failure to specify which works of musi: or art
should be analyzed through the study of their elements.

Examples of different approaches are seen in excerpts from state
guidelines in Iliinoi. and Oklahoma (Figures 9 and 10, pp. 76-77). An
example of a state guide which is better at relatiig goals to learning
objiectives is seen in an excerpt from the Georgia visual arts guide
(Figure 11, p. 78).

A second problem is that media education is alinost never factored
into the formal X-12 curriculum. Study of the media, how they deliver
information and influence attitudes, is something very few children are
exposed to in school. Thus most students have no tools t. levelop the
critical attitudes that would enable them to become discriminating
viewers and listeners. While print literacy is recognized as of prime
importance and English studies are basic in every school in every grade,
media literacy remains untaught and unrecognized.

A third problem is that the curriculum guides are written by
specialists for specialists and frequently fail to provide nonspecialist
teachers with the practical information and minimnum resources they
need. Although the guides generally contain goal statements and long
lists of obiectives or competencies that students should achieve at
different grade levels, they seldom outline tke sequence of instruction or
list works of art that might provide content and subject matter in the
classroom.
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Figure 9. General Goals for High School Graduates in the Visual Arts and Music

FINE ARTS
GRADE 12

STATE GOAL FOR LEARNING 1

A a vesult of their schooling, students will be able to understand the
principal sensory, formal, technical and expressive quaiities of each of the
arts.

‘ SAMPLE LEARNING OBJECTIVES FOR GOAL 1
Visual Art

By the end of GRADE 12, students, given a selected visual image, should be
able to:

Al. Analyze how color, line. snape, texture and space interact in that
image.

Bl. Analyze how balance, rhythm, contrast, unity and variety are used
in that image.

Cl. Understand how ski® ., materials and techniques were used to
produce that image.

D1. Understand how the mood, emotion, idea or value is expressed in
that image.

E1. Relate personal preferences for a work of art in terms of the
sensory, formal and technical aualities.

£2. Understand the ways the sensory, formal and technical qua’ities
perceived in an art work interact to express ideas.

By the end of GRADE 12, students should ba able to:

F1. Analyze how tone color, pitch dynamics, texture, rhythm and tempo
fnteract in a specified musical composition.

Gl. Analyze how repetition and contrast are used to create form in a
specified musical composition.

Hl. Understand how skiil, technique and sound production affect a
musical performance.

I1. Understand how a mood, emotion. idea or value is expressed in a
specified musical composition.

|

Source: Illinois State Board of Educaiion, State Goals for Learning and Sample Learning Objectives, Sentember 1986. p. 25.
Reprinted with pcrmission.
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Figare 10. General Music Guide: Grades 7-9

General Music The general music course should be designed to

Crades 7-9 accommodate a variety of music activities. Ideally, students
should pursue musical experiences they have not had the
opportunity to pursue before, or choose to concentrate in an
aspect of msic that has specizal appeal. Students should be

; encouraged to continue musical studies throughout the

secondarv schnol years and beyond. One year of music during

junior or serior high school should be required

Performi1g Skills

1 Develop the ability to produce music alone and with others
using the voice, environmental sounds, electronic sounds,
body sounds, kevhoard instruments, and folk instruments.

2. Use the instrument as 4 means of personal expression, and
perform on a variety of musical instruments

3. Develop performance skills through the study of idiomatic
literature.

4 Perform Wasic chord patterns upon pizno and keyboard-
type instruments

Organizing Skills

1 Experiment with the organi~ation and manir.ulation of
musical materiais

2 Demonstrate ability to develop and communicate original
mugical ideas

3 Create, arrange and improvise melodies and
accompanim.ents in a variety of styles

4. Compose and improvise idiomatic literature

5 Create music using electronic media

6 Irprovise and play by ear

Describing Skills;

i Describe how instrumental sounds are produced.

2 Listen to, analyze and discuss the literature studied and
similar literature

. Develop the perceptual skill and vocabulary to discuss
music.

4 Study the common elements of music

5. Develop further the ability to read and interpret music

notation.

[}

Source: Oklalyma State Department of Education, Curriculum Retien Hun b k. The Arts, June, 1985, . 19 (as adaped
from the Visual and Performing Arts Framework for the California Public Schools, 1982). Reprinted with permission.
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PERCEPTUAL
AWARENESS l D VALUING OF ART

WORKS OF ART

PRODUCTION OF . WETOR - OF ART

AESTHETIC JUDGMENT

D. Knowledge of History
of Art and its Relationship
to Other Disciplines

Study of major works, artsts and movements in the
student’s own culture as well as other cultures, both
contemporary and histoncal, is a fundamental part of
education in the arts. !n the opinion of rnst Fistosicns,
contact with great works of art is a means of under-
standing human ideals and aspirations and appreciat-
ing the heroic. comic and tragic in human affairs. The
historyof v. ;id art fumishes us with n.. ..y examples of
human courage. endurance and achievement.

In achieving this goal of art instruction the student
should recognize major historical periods, works, art-
ists and styles, especially those which have had an
enduring effect It requires that students have some
contact with clear, interesting wnting or discourse
explaining technical discoveries and histoncally impor-

tantinnovations. The student should be able to explain
the reasons for critical acclaim of selected figures,
monuments or works as supericr examples summing
up the spint of the ag2 in which they occur. Such
activities can be supplemented and made niore memo-
rable by visits to actua! collections or museums, to
famous architectural sites and monuments — the visits
to be followed up by discussion and research. Similar-
ly, visits by museum curators Or gallery owners, art
historians or private collectors who discuss the special
nature of their collections, is another important avenue
for increasing student understanding of the historical
dimensions of the visual aris.

Finally, articles, lectures or Ciscussions that explore
and explain relationships between particular art move-
ments and other histoncal or sociological events should
be offered whenever possible. Understanding tt e con-
nections between art styles and life styles from differ-
ent cultures and hrsioncal epochs is the aim of instruc.
tion and student inquiry,

Eugene Defacroix (Franch, 1798-1863)
Delteil, 116 from "Hamliet” series, 1843
(lithograph, seccid state)

The High Museum of Art, Atlanta

IA 8131009 “[[.94n31y

>

9pIn< s}y [ens

Source: Division of Curriculum Services, Office of Instructional Services, Gecrgia Depa tment of Education, Visual Arts

Education Guidelines, K-12, 1982, p. 21. Repriated with permission.
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DEVELOPING
RESOURCE
MATERIALS FOR
TEACHING THE ARTS

A fourth problem is that the curriculum guides tend to replicate
existing guides and ignore the highly regarded work of American arts
curriculum theorists and researchers. The 1Sth-century systera of
teaching visual art through segnientation of the elements and principles
of design (line, color, shape, texture, balance, opposition) still prevails
in most visual arts instruction today, even though it ignores such vital
elements as th.eme, subject matter, symbol, style, and expressiveness.
Similar examples can be found in music curriculum guides and, to a
I~sser degree, in a few curriculum guides that have been prepared for
dance, drama, and the other art forms.

There is little interaction between the arts education theoreticians
and researchers and the arts curriculum coordinators and teachers. The
curriculum coordinators are the ones who more oftun than not are called
on to develop state and local arts curriculum guides, but they lack
theoretical expertise, time and financing, often having no alternative but
to borrow from guides used by other states or school districts.
Ceaversely, the theoreticians attain academic promotion and prestige
for their lectures and publication of academic papers rather than for
accual classroom implementation of their work. The theories of arts
education should b¢ more than subiects of academic debate.

There are only a few visual arts textbooks that strike a balance between
making art and studying art, and even these are not widely used (by lcss
than S percent of teachers according to one editor). An example of a
teacher’s edition of a visual arts textbook by Laura Chapman is seen in
Figure 12, pp. 82-83.

Visual arts teachers ofi..1 assign students to do a painting of a
collection of bottles, pots, and dried weeds without any reference to the
tradition of still-life painting. Further, unlike music texthocks which are
well funded. visual arts textbooks are generally produced by individual
writers working on iheir own time.

Curriculum resources for creative writing are sometimes found in
language arts textbooks, but creative writing as an art form does not
receive much special attention. In theater, there are resource materials
for teachers, but no textbook series for students. In dance, new resource
materials have become availzble in the last 20 years in “creative
movement” and “creative dance.” No standard ins.ructional materials
exist in the design and media arts.

On the other hand, comprehensive and detailed instructional
resource materials have been available in music for over a hundred
years. Music teachers in elementary and middle schools can choose
from three major sets of music textbooks. These include teachers’
editions with well over a hundred lessons as parts of major units of
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instruction on contemporary, traditional, American and folk, classical,
and holiday music. The lessons involve concepts (such as rhythm and
melody) and skills (such as listening, analyzing, reading, creacing, and
performing music). Unfortunately, many school districts do not spend

the money to acquire these excellent texts.

Music textbook publishers invest substantial resources and
employ large numbers of researchers and experts in developing music
text series. {See following box for a good example of a music textbook
publisher’s editoria! process.) Excellent examples of teachers’ editions
of two music textbook series are seen in Figures 13 and 14, pp. 84-87.

Developing a Music Textbook Series

Silver, Burdett & Ginn Co. employs eleven music editors full time. For a series called World of Music, the
Company spent millions of dollars; employed a dozen music educators from select colleges and public
schools as writers; conducted a teachers’ summer workshop; asked 19 writers to develop teachers’
handbooks; involved over 100 artists in executing the illustrations; used advisors responsive to mincrity
student needs; and, when the series was completed, used 21 “critic readers” and more than 50 teachers
to test the book in the field. In order to be responsive to the market, the publisher sent detailed
questionnaires to 1300 individuals randomly selected from among the users of the current series.

The new series reflects the latest trends in music 2ducation yet reta.. 's lin} . with past editions. Each
of the nine hooks of this series includes approximately 110 songs (folk, traditional, seasonal and holiday)
and deals with the social, cultural and historical aspects of music; it also deals with refinement of
performance and music reading skills and the structural elements of music. Instructional materials
accompanying the textbooks include suggested activities involving other school subjects. The series
includes student activity sheets and tests; 93 records with some 900 songs, including standard selections
leased by record companies and some commissioned in the past from composers st ch as Humperdinck,
Rachmaninoff, Copland, and Hindemith; and interviews with composers including Barber, Copland,
Rodgers, Schuman and Stravinsky.

Source: Interview notes by Dr. Brent G. Wilson, Professor of Art, Pennsylvania State University, in summer of 1987.




CRITICAL ISSUES
IN THE ARTS
CURRICULUM

Before the invention and widespread use of recordings, printed
music was a necessary cemponent of instrumental and vocal instruc-
tion, establishing a tradition that continues to this day. In the other arts,
however, until recently it has been assumed that the only necessary
instructional materials were imagination, bodies and voices, and ample
supplies of paint, pencils, and clay. Perhaps the current movement
toward teaching important works of art will stimulate publication and
use of texts and resources that integrate ideas and concepts with
creation and performance.

Itis time to go beyond assumptions about the arts curriculum and pose
and answer the key questions.

What should Le the balance between studying specific works of art
which tell us abcut civilization and America’s artistic heritage and
studying the basic skills of creation and performance?

Which works of art and what artists should be known and understood by
every elementary, middle, and high school student?

What should the balance be between study of Western art and the arts of
other cultures and civilizations, among the various art disciplines, and
between “classical” art, folk art, and popular art?

What should be the balance between studying works of art for their
aesthetic qualities, as pure form, and the study of works of art as
narratives about people, history, society, and of ideas, values, beliefs?

What should be the balance between curricula and resources designed
toteach the arts as separate subjects and curricula and resources aimed

at integrating arts study into other academic subjects?

What kind of curriculum should be designed for students with artistic
talent?
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Figure 12. Excerpt from a Teacher’s Edition of a Visual Art Textbook.

Preparation

e pencils
e drawing paper, 1 sheet per stu-
dent

Note: Preview the activity. You
might wish fo iry drawing steps
yourself first so that ihe lesson will
go more smocthly. This lesson is
intended to strengthen students’
intuitive understanding of perspec-
tive and visual rhythms.

Objectives

Vocabulary: rhythms, overlap
Students will:

a) perceive in two works of art
(paintings) how visual rhythms
are created by overlapping and
repeating shapes. lines and
colors,

appreciate that overlapping
shapes can be arranged to
suggest near and distant
space in artwork.

create a drawing of a crowd of
people and attempt to create a
visual rhythm by overlapping
the figures.

b

~—

C

~—

Exploration

about 6 minutes

1. Work through the text on the
left-hand page. Focus on pic-
ture A, a painting by José
Orozco, and help students per-
ceive and kinesthetically feel
the visuai rhythms. Have stu-
dents make short rhythmic ges-
tures which match the long
scarfs (inverted U-shapes),
curved hats, swords and the
long sloping lines of the march-
ing hgures. Nc'2 how the four
hats of horseback riders alter-
tiate in position. Explain that
the painting shows a group of
Mexican leaders on horseback
leading people who want free-
dom.

2, Focus on diagram B. Help st
dents see how the simple over-
lapped shapes represent near
and distant figures as seen in
picture A. Note how the dia-
grammed shapes also create
curved visual rhythms that
seem to move toward the left
of the picture.

Drawing
Crowds of People

José Orozco's painting tells about a
leader of the Mexican people. Artists
say that Orozco's painting has visual
rhythms. The rhythms are created by
repeated lines and shapes.

Picture B shows how the artist ov-
erlapped the’ main shapes. Overlap
means some shapes are in front of oth-
ers. The overlapped shapes help cre-
ate a visual rhythm in the painting.

92

. Work through the text on the

right-hand page. Use the same
basic procedures. Have stu-
dents identify repeated ele-
ments and gesture some of the
angular and vertical rhythms in
picture C, a painting by Jacob
Lawrence. Using picture D,
help the students see how the
figures near the bottom of Law-
rence’s painting overlap the
street, Note how marching fig-
ures overlap and form rows.

4. Read about the activity. Explain

that you will help students un-
derstand how to begin their
drawing.

Activity

about 25 minutes

1. Distribute the materials. Otfer
step-by-step guidance. Ask
everyone to lightly draw three
or four lines across the width of
their paper. The lines might be
wavy, wide zigzags or long,
lazy “S” shapes turned side-
ways. Explain these rhythm
lines will help to create a visual
rhythm in the drawing.

2. Second, have students draw
oval shapes which will repre-
sent heads of people standing
side-by-side. Have students
draw three or four large ovals

82
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Source: Laura H. Chapman, Discover Art (Teacher Edition, Grade 1), Davis Publications, Worcester, MA., 19835, pp. 92-93.
Reprinted with permission.
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Jacob Lawrence's painting of a pa-
rade also has visual rhythms. What
lines and shapes help Create rhythms?

Seeif you can draw & crowd of peop-
ple. Draw several people first. Draw
them quite large. Then draw more peo-
ple behind the first ones.

I you can, ptan your picture so it has
visual rhythms.

.

~

o

9

Extensions

Effort and Concentration: If
drawings from this lesson are
quite good, provide time and ma-
terials so students can color or
paint the drawings, creating addi-
tional visual rhythms by repeating
colors and acding pattarns.

Cleanup

so the chin of the head (oval)
touches the rhythm line near

rest of the figure and details
will be added later.

3. Third, have students draw
smaller oval shapes for heads
so the chin line touches the
next rhythm line. Some of the
ovals can be partially drawn so
they look like they are behind
the first ones. (For now, leave
other thythm lines as they are.)

4. Nov. have students add the fa-
cial details, neck and body to
their first ovals near the bottom
of the paper. When these addi-
tions are complete, have them
draw faces, necks and so on to

the boiiom of the drawing. The 5.

complete second row of fig-
ures.

Hold up some of the drawings
that are in grogres:.. Suggest
that students continue to draw
other people along the remain-
ing rhythm lines. Note that
rhythm lines might be used in
other ways — to draw trees,
Ir.nountains. clouds, or city sky-
ine.

about 1 minute

1. Coilect the artwork after the

evaluation.

2. Have student~ ~“ack floor for

supplies. Collect and put away
art materials.

Evaluation

-
.

about 4 minutas

Ask volunteers to hold up their
work. Discuss use of overlap-
ping and sme" sto
suggest near and distant fig-
ures. Nate how different visual
rhythms have been established
Py use of wavy, zigzag or other
ines.

2. Refer to objectives a—¢ to re-

view the major points in the
lesson and to evaluate results.

Q
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Figure 13. Excerpt from a Teacher’s Edition of a Music Textbook

Lesson Plan

Focus Listening to music for solo in-

A Concerto by Haydn

strument and orchestra
Concept Objectives, p. xxiv
Materials Record 1B, Band 2
Vocabulary concorto

1. Tell students they will hear some music
that was written by a composer who was
born in the same year as a famous Amer-
ican president. Then play a little of the
Haydn picce (about 20 seconds or so).

2. Put Haydn and his mu5ic in a historical
perspective.

¢ Franz Joseph Haydn and George Wash-
ington were both born in 1732.

¢ It is entircly possible that during his §.
lifetime, Washingtor heard some of | °*
Haydn’s music at informal musical gath-
eringsin 3 home at Mount Vernon or at
conlc‘ert halls in Philadelphia and New
York.

3. Play the entire picce and ask studemus
to listen for the general feeling, or mood,
of the music.

¢ What adjectives can you use to describe
the mood of the music? (Most students will
agree that the music is lively, bright. vig.
orous, energatic, and cheerful.)

¢ What qualities in the music help to cre-
ate this lively mood? (Fast tempo, fairly
loud dynamic level, many fast notes played
briskly, rapid scale patterns that sweep
upward and downward)

4. Have students read the definition of a
concerto (ku! n-CHERH-toh) in the text on
p- 28 in their book.

¢ Identify a movement as one of sevaral

_. concerto is a composition written for solo instrument with

xches*ra. You will hear the last movement of a concerto by
frax. . Joseph Haydn. Whut solo instrument do you hear in
this piece? Listen for the parts where the solo instrument
plays alone and where the orchestra plays glone.

@ Concerto in D Major, Movement 3.......... Haydn

This ‘tle folk-dance tune is heard many times throughout the
piece. Sometimes it is played by the piano, and at other times,
by the orchestra.

E

separate sections of a longer composition.

L28

ae_rfle, o

Speciai Resources

(Listening Lessons Haydn's Concerto in D Major is the
first of six major listening lessons presented in this book.
Through these lessons, students are introduced to music that
represents various styles and periods of composition. It is
hoped that students will develop a familiarity with the se-
lections that are presented in ‘hese lessons—a familiarity
that will lead to a deeper understanding and a heightened
appreciation of the music. But for this to happen, students
must be given an opportunity to hear each selection many
times. From time to time, a review of the music will be sug-
gested to enhance other lessens. In addition, it is hoped that
you will take every opportunity to have students hear these
selections again.

\

Related Literature Stu-lents may enjoy v following
book:

o The Boy Who Loved Music by David Lasker (Vik..g)—Karl
is a young horn glayer in the prince's orchestra, which is
directed by Haydn. When Haydn’s new symphony surprises
the prince, the musicians achieve their desire of leaving the
summer castle and returning to Vienna.

Source: J. Beethoven, et al., World of Music (Teacher’s Edition, Grade 5), Silver, Burdett & Ginn, Morristown, N.J., 1988,

pp. 28-29. Reprinted with permission.
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Listen for the short notes that decorate the music. These short
notes are called grace notes.

a : P ni‘,ﬂ -5‘

o

\

Haydn was born in a small village in Aus-
tria. His father made wheels for car-
riages, and his mother was a cook in the
household of a count. When Heydn was a
little boy, he would pretend to play the
violin with two pieces of wcod as he lis-
tened to his mother singing the folk
songs of the arca. It is possible that one of
the songs she sang was the little dance
tune Haydn used in his Concerto in D
Major.

In 1761 a wealthy Austrian nobleman
4 naraed Esterbazy hired Haydn to write
fr music for his private orchestra. In those
s days. every castle had its own %and of
profe :sional musicians. For 30 years,
Haydn lived at the Esterhazy castle. Al-
though a musician living in a neoleman's
house was nothing more than a servant,
Haydn never minded. He was a simple
man who was grateful for the opportu-

Franz Joseph
Haydn
(1732-1809)

nity to compose and perform music.

29J

Extension

1. When the recording is played another
time, have students listen especiz'ly for
the interplay between the solo instrument
and the orchestra. Can the students hear
when the piano plays alone? When the or-
chestra plays alone?

2. On another day, focus attention on the
themes that are notated on pp. 28 and 29
in the Student Text.

« If possible, play each theme on the piano.
¢ Have students clap the melodic rhythm
of theme 1. Call attention to the charac-
teristic rhythm pattern that students will
hear all through the Haydn piece.

3 501503 101

* Have students clap the melodic rhythm
of theme 3. Compare the melodic rhythm
of themes 1 and 3.

34 T3 100
1JJ U I

¢ Compare the way in which the tones
move in theme 3 (generally downward)
with the way in which tones move in
theme 4 (generally upward).

Note: Being aware of what is happening
in smaller segments of a piece of music will
help students hear more of what is going
on when they listen to the entire piece.

The Father of the Symphony Haydn’s contribution
to music was more than his 104 symphonies, more than his
82 string quartets, more than his 52 piano sonatas and
hundreds of other compositions. Haydn’s contribution to
music was his ability to sum up all the styles of music that
came before him and to set certain standards for various
forms. Haydn is often called the Father of the Symphony.

Haydn’s active musical life spanned many years. During
those years his music changed as he experimznted with in-
strumental combinations, form, and major and minor modes.
The music iiself is considered classical in that it is absocte
music—music that does not depend upon art, litevature, or

any extramusical idea for its meaning. The meaning is in
the music itself.

1

Haydn died in 1809. He had been a friend to Mozart, a teach-
er to Beethoven, and an inspiration to everyone who came
in contact with him.

Q
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L THE IMPORTANCE OF REPETITION IV

Purpose: To develop the concept that repetition is
necessary to achieve balance in form.

Materials: Textbook.

Motivation: Look around the room to find examples
of balance through repetition. (Perhaps the arrange-
ment of lighting fixtures, windows, or floor tiles.)
Look at the human figure to discover the balance
created by two arms, legs, ars, and eyes.

Exploration: Have the children:

1. Study the illustrations on the page to find ex-
amples of balance thrcugh repetition.

2. Read the art text.

3. Look at the notation of “Sourwood Mountain”
on p.121. Identify repeated parts. [Line 2 of the music
is an exact repetition of line 1; lire 4 is the same as
line 3. There is repetition of chord patterns in lines
1 and 2, 3 and 4. There is word repetition ir. the last
half of each line.]
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Extension: The students might find other pictures that e N
illustrate balance through repetition. Balance in musical form

Repetition helps give balance to music. There are
many kinds of musical repetition.

Desired Responses: The students should be able to
verbally identify balance as created through repeti-
tion in art and in music notation.
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The pictures above show two types be dalanced Visual balance helps unly
of structures. Each strecture 150ks Ike & work. How do you thak bal“ice is
one umt  Each structure wppears (o actueved in wach ol these st.uctures?

{OOqIXa], ISR © Jo uolIpY sJoyoeay, v woaj 1daaoxsy *H aand

120

Related Aits  The principle of balance is one of the struc-  Curriculum Correlation  Explain to the students that “Sour-
tural concepts artists use in making art. There are two types  wood Mountain” is sung during folk dances in the Appalachian
of balance. Formal balance is found when two sides of an  Mountain region of the United States. Ask the students to
object or design are the same on each side of a center line.  locate this area on 2 map [Mountain chain extending from Can-
Informal balance occurs when the parts on each side of a  ada to Alabama]

center line differ, but where they look balanced. The cathe- Have the students do research and find the reasons why
dral of Notre-Dame in Paris and the modern office building  people do folk dancing. Here is some of the interesting data
are both examples of forma! balance. that the students might find:

In America and in Europe, folk dances usually were danced
in the country, They developed as the chief form of amuse-
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Where do you find repettion in "Sourwood Mountain™?

Sourwood Mountain

1. Chek en crow 0 on  Sour-wood Moun tain, .
Hey ce ing dang dud dle al-ly day.
2. My true loves. 2 Nw-eveddai-svl" i Y

A Fn 8 c7 £ e

L S o |
So man.y pretty guls | cant count them | .
—_— Hi ving dang dd-dle al-ly Cay.
1Y dont get— her I g0 eu-tv.l""'mg 9 |Y

A F Oom F CTomtvmam

—_ T e
My tue love she brves in Lerch ar, -

H de-i dang d.d-dle al-ly da
My tue tove Ives in xhohel-low_}" eing dang at-by day

p oF Om F (o —
Shewon't comeand 1 won't fetch her,|
Shewont come and | won't fol - low)

Hey dewng dang dxg dis al-ly day.

Look at the four phrases of this song. Each lineisa
phrase. Now look at the groups of letters below. Each
letter stands for a phrase. Which of ;he following groups
of letters shows the phrase form of this song?

Y. ~cae asac

E d’'ls mrd /s, Renforce: ﬁﬂ il H patferns. 121

it tn . ftimen

ment for pecple who had little else in the way of entertainment.
On holidays and feast days the people gathered together in
their best clothes to ¢ance.

Other people do folk dancing for other reasons. Dancing has
been part of the religious life of some people. The dances of
the East Indies are temple dances. The dances of some peoples
are designed to please their gods or to petition them, such as
rain dancing in dry seasons.

B EXPLORING REPETITION ‘

Purpose: To explore repetition of phrases. To identify
the phrase form of the song.

Materials: Textbook, recording. autoharp or ukulele.
resonator bells or piano, MusicCenter 33, 34.

Motivation: Locate the Appalachian Mountain region
on a map. Discuss the purpose of the song. [For fun
and dancing] Say the repeated nonsense words at the
end of each phrase.

Exploration: Have the students:

1. Read the words of the song to find the humor.

2. Look at the last measure of each line. Play an A
on the resonator bells or piano and sing the measure:
A A GG, F.

3. Learn to sing the entire song.

4. Accompany the song on the autoharp or ukulele.
Observe again that the sequences of chords are alike
inlines 1 and 2, 3 and 4.

5. Read the text and answer the question. [The
phrase form is A A B B.]

6. Create a circle gance for the song using repeaied
patterns to show ihe phrase form.

Extension: The students might also create a simple
percussion composition in A A B B form.

Desired Responses: The students should be able to
identify the phrase form of this and other A ABB
songs and create a dance in this form.

Music Background A phrase in music is compara-
ble to a sentence in speech. It is a natural divicion of
the melodic line. A phrase usually includes 2, 4, or 8
measures and is sometimes indicated by a phrase mark
(orcurved line). A phrase mark should not be confused
with a tie or a slur mark. A tie only connects two
notes of the same pitch. A slur mark is used when
two notes are sung on one syllable.

ERIC

Aruitoxt provided by Eic:

o)
£3




Aruitoxt provided by Eic:

E\.




RECOMMENDATIONS
1.

Arts education should provide all students with a sense of the arts in
civilization, of creativity in the artistic process, of the vocabularies of
artistic communication, and of the critical elements necessary to making
informed choices about the products of the arts.

State education agencies and local school districts should adopt and
implement explicit policies to make such arts education a sequential part
of the basic curriculum for all siudents in grades K-12. These policies
should define the curriculum to include each of the arts (dance, design,
literature and creative writing, the media arts, music, opera and musical
theater, theater, and the visual arts) and provide for instruction in history
and critical analysis as well as production and performance. Most
inportant, the policies should define a core of subject content and skills
in the arts which all students would be required to achieve, and provide
for a selection of required courses in relation to optional courses in the
basic curriculum. It is particularly important that the policies include
provision for the all-pervasive design and inedia arts. The policies should
also provide for time, money, and qualified personnel to develop comnpre-
hensive and sequential curricula, instruction based on the curricula, and
testing of student achievement and evaluation of school programs. To this
end:

A. State education agencies and school districts should identify, and
achieve consensus on, the minimum knowledge and skills (in terms of
student learning outcomes) that would satisfy state or district-mandated
high school graduatior. requirements.

B. Elementary schools should consider providing arts instruction,
exclusive of English studies, for approximately 15 percent of the school
week consistent with the aims of professional arts education associations.
Four-and-a-half hours of arts instruction in 2 30-hour elementary school
week is fairly minimal if students are to gain a sense of the arls as
described above.

C. Junior high and middle schools (grades 6 through 8) should require cll
students to take arts instruction, exclusive of English studies, for at least
15 percent of the schoo! year (the average for the majority of students in
grades 7 and 8 is estimated at 17 percent). These requirements might be
fulfilled through survey courses, through swdy of at least two of the arts,
or through instruction integrated with other academic courses. The cur-
riculum should specifically require study of the design and media arts,
and teachers should be trained to teach these subjects.




D. High schools should require all students satisfactorily to complete two
full years (or two Carnegie units) involving the arts (not as an alternative to
courses like foreign languages or computer sciences) in order to receive a
graduation diploma. The purpose is to provide all high school students
with a basic senc. of the h'story and vocabularies of the arts and their
significance in society. This purpose might be achieved either through
arts courses per se or through making the arts integral parts of other
courses. High schools and school systems will have to certify which of
their courses meet this purpose. They may also wish to consider a seven-
period day in accommodating these and other increased requirements.

E. High schools should also offer optional introductory, intermediate,
and advanced courses in each of the arts so that those interested and /or
talented in an art form might be able to pursue that interest and talent.

F. State education agencies and school districts should engage knowl-
edgeable experts to coordinate arts curriculum development and
evaluation. The experts should work closely with teachers and school
administrators, and with theoreticians and researchers, in order to
employ the best available thinking in this effort. The experts should also
engage the resources of artists, arts, and cultural institutions, teacher-
training institutions, and commercial producers of classroom materials.

G. State and local education budgets should provide for making
apprepriate arts materials (e.g., textbooks, teacher manuals, and audio-
visual aids) available to students and teachers. Where such materials do
not exist, state education agencies and school districts should collahorate
in developing incentives for their production.




The Case for Testing and Evaluation in the Arts

UNIQUE PROBLEMS
IN TESTING
STUDENT
ACHIEVEMENT IN
THE ARTS

What do American students learn in their arts classes? Unfortunately,
there is little data at either the national or state level, and even less at
locallevels, on which to base an answer. Nowherein the country is there
any systematic, comprehensive, and formal assessment of student
achievement in the arts. Nor is there any such assessment of the
effectiveness of arts programs, either at the school or district level.

Testing is a fact of life in reading, language, matk, history, and
science. Why not in the arts?

The first problem confronting testing in the arts is the lack of
standardized curricula, texts, and resource matesials which could
provide a standard base of knowledge against which to test across the
many different local school districts. While other areas of the
curriculum achieve standardization through use of such materials, they
either do not exist or are seldom used in the arts, except in music.
Instruction in the visual arts is so idiosyncratic that even in small school
districts teachers often cannot agree on standard drawing and design
tasks or on history of art questions to test student achievement district-
wide.

A second problem for testing and assessment in arts education
stems from the nature of the arts and the character of arts instruction.
Reading and spelling can be assessed by standardized multiple-choice
achievement tests. But creative wriling can only be tested by
determining whether the student has written a good poem or short story.
This requires agreement on plot structure, setting, character develop-
menl, style, and expressiveness of language as critical elements of
short-story writing and on standards for judging achievement in these
elements. It also requires expert scorers who might take a half-hour or
more lo analyze the short story of a single student, whereas an entire
battery of multiple-choice questions on reading and speiling can be
posed to thousands of students and machine scored in minutes. Analysis
and assessment of student achievement in other art forms can be
equally complex.

Third, arts educators are themselves divided as to whether testing
in the artsis a good idea. Some believe that testing should be conducted
in the artsin the same way as for any other school subject; others say that
meaningful testing in the arts is impossible. And some suggest that
testing may actually have a negative effect on the way the arts are taught.
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PRECEDENTS
FOR TESTING IN
THE ARTS

National Evaluation

While standardized tests are rarely used in the arts, the National
Assessment of Educational Progress (NAEP) has created a national
precedent for arts testing. Initiated by the U.S. Office of Education in
1969, NAEP seeks to determine how well students across the country, of
different ages and different social and economic backgrounds, achieve
the major goals and objectives of American education. Students ages
nine, 13, and 17 (or grades four, eight, and 12) are asked to respond to a
variety of questions, tasks, and exercises on subjects generally taught in
schools. NAEP reports publicly on the student responses and interprets
the results.

NAEP initial plans, developed during the 196V, included art
and music among the first 10 school subjects selected for study. Creative
writing was also assessed as a part of general writing, but plans to assess
dance and theater were never developed.

In 1971-72, and again in 1978-79, a nationally representative
sample of students was asked to play, perform, and improvise pieces of
music; read standard musical notation; analyze musical selections;
respond to questions about the history of music; express attitudes
toward music; and make judgments about the merit of musical
selections.

In 1974-75 and 1978-79, a similar sample was assessed regarding
the visual arts. (The visual arts testing was delayed because there had
been little previous testing in this area and most of the tests had to he
invented specially for NAEP.) Students were asked to recognize and
analyze the features of art works; indicate the degree to which they
valued experiences with art; demonstrate their ability to produce works
of art with specific features; tell what they kiiew about the history of art;
and justify judguients about the merit and quality of works of art.

Theitem. writers of both the art and music assessments were told to
be innovative in developing test procedures and to ignore constraints of
cost, time, administration, and scoring. Most important, they were not
asked to restrict tasks to those that could be tested in multiple-choice
formats scorable by machine. Although many innovative tesling
procedures were developed, most were sei aside before the art and
rusic assessments were undertaken because thiey were considered too
difficult to administer and too expensive and time-consuming to analyze.
Nonetheless, the National Assessment did result in an examination that
included questions that went beyond a machine-scored format.

While all testing that goes beyerd machine-scored formats poses
similar problems, the irony is that dependency on machine-scored
testing may in the long run prove more expensive, since it is seldom able
to elicit a sense of what the student knows and, most important, can do.
Nonetheless, the NAEP assessments in art and music represent
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the most systematic evaluation efforts undertaken in these two subjects
to date. Unfortunately, although the original NAEP plan provided for a
new assessment of art and music at least once every six years, none has
been conducted since 1979. While the results of a large portion of the
arts asscssinents were published, some data from the 1978-79 art
assessment still remain unscored, unanalyzed, and unreported.

A 1987 study initiated by the U.S. Department of Education
(known as the Alexander-James report) called for regular assessments
of what it called the “core curriculum” — defined as reading, writing,
and literacy; mathematics, science, and technology; and history,
geography, and civics. The report noted, however, that music, art, and
literature, while once a regular part of the assessment, should be the
subject of “special assessments from time to time in response to the
expressed needs of the public and the educational community.”

The U.S. Departinent of Education asked the National Academy of.
Education to comment on the recommendations in the Alexander-
Jamesreport. Inasummary of the Academy response (also presented in
The Nations Report Card, the publication featuring the Alexander-
James report and the Academy response), Robert Glaser wrote the
following:

The NAEP necds to expand its areas of testing to remind the naticn that
schooling involves much more than jus. mpetencies in reading, writing, and
mathematics. The Alexander-James report recommends that science, history,
civics, and geography be added to the core assessment. The report also
suggests possible future assessments in social studies and the arts. We would
like to endorse the humanities. Their importance has been neglected for oo
long. Here, more than anywhere else in the curriculum, is where those
funcamental human qualities mentioned above are the subject matter of
instruction. We repeat th “t what is assessed tends to become what the conmunity
values.* Thus it seems critical that the assessment direct attention toward the
fullness of the human experience. (p.54)

*italics added

Itis important to note that NAEP has a limited function. At its inception,
there was concern in some quarters that it could lead to development of
a national curriculum, a violation of our tradition of local school control.
Some feared that it might reflect negatively on individual states or school
districts. Consequently, the Assessment’s findings are reported only for
the four major regions of the country and their usefulness is limited.

The Reagan Administration has proposed expansion of NAEP to
provide for state-by-state comparisons. If the NAEP expansion were
extended to the arts, it would permit national and state-level assessment
and comparisons.




State Evaluation

School District
Evaluation

As it now stands, if states and school districts are to use
assessinent dala as a basis for school improvement, they will need to
develop their own assessment programs. A good assessment program
would force school districts and states to determine which aspects of the
arts should be required knowledge so that high school graduates will be
+ .turally literate American citizens. The National Assessment cannot
now do this since it does not apply 1o every school district and every
student.

Three states— Connecticut, Minnesota, and Wisconsin—have n. deled
their arts assessment programs after NAEP, taking a selection of music
and art items from the latter and comparing their state scores with
national results. While this is a highly commendable undertaking, the
three states have used only NAEP’s multiple-choice questions, avoiding
assessment of student achievement in the areas of art-making and
performance. Furthermore, the three states did not develop test items
based specifically on their own curricula, thus missing an opportunity to
obtain the kind of specific information that woukf have allowed them to
use the results of the assessments to make improvements in their
schools.

The 1985 report by the Council of Chief State School Officers,
Arts, Education and the States, reported that 10 states used statewide or
standardized testing in the aris and that a number of others were
developing plans to do so. But most such testing is limited to one or two
subject areas, usually art or music, and in certain cases is done
randomly.

As things stand now, testing in the arts is extremely difficult for
mosl states, mainly because there is little agreement on what skills and
information should be required of students, and at what levels. There
are few models. If every state and local school district had to assume full
responsibility for developing testing and evaluation procedures for each
regular school subject, as is now the case for the arts, there would
probably be little testing even in subjects like math and science which
are casier 1o test than the arts.

Although most states have mandated arts curriculum guidelines to be
follcwed by all their local school districts, none has yet systematically
tested 1o determine whether or not the guideline goals are being
achieved. The U.S. Department of Education’s 1987 survey of school
districts reveals that fewer than 7 percent of school districts use district-
wide compelency tests in the arts to promote students from grade to
grade,




THE ARGUMENTS
FOR AND AGAINST
TESTING

For P
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State curriculum goals and objectives in the arts are often
modified at the school district level, and the instructional practices and
content of local arts programs are often so varied that standardized state
testing is not feasible. In ad-ition, local school districts ave generally
unable to devclop their own tests because they lack stafl with the
necessary expertise. These are problems that the arts consultants, v.210
are employed by most state depariments of education. need to address.

There needs 10 be a national effort 1o develop testine and
evaluation plans, procedures, and test items in the arts that couid be
adapted for state and local use. Needless to say, such an effort would
have 10 be carefully guided 1o assure that it does not result in a
narrowing of the arts curriculum to content that is easily tested.

Project Zero (founded in 1967 as a part of the Harvard University
Gradrate School of Education) is collaborating with the Educational
Testing Service and the Piusburgh school system 1o develop ways te
assess student achievement in the arts. The Educational Testing Service
provides the College Board with technical expertise in developing the
various tests known as the College Boards. The Project Zero approacl:
lo arts education emphasizes symbolic literacies, stressing that arts
education must be cognitive as well as affective and include problem-
finding and solving and decision-making. Project Zero also believes that
arts education can be documented and evaluated objectively, though in
differem ways than other basic subjects.

For the arts 1o be considered legitimate and basic school subjects,
student achievement in arts courses must be assessed as in other
courses. Without test and assessment data, we lack information from
which 10 evaluate the quality cf arts instruction programs. If we tested
higher-order skills in the arts, we would work harder 10 help students
achieve them.

What is 1o be tested will be tanght; what is not tested is less likely to be
taught.

Testing can provide the information necessary to curriculum develop-
ment and instructional reform in the arts.
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Against

Why the Endowment
Supports Testing

Much about the arts can be tested without great expense. For example,
knowledge of art history, which is as vital to cultural literacy as political
and economic history, can be tested in the same way as knowledge of
political or economic history. Although testing of art history cannot test
creation and performance skills, it can assess basic familiarity with
artistic achievements and thus meastre a student’s knowledge of those
building blocks of cultural literacy which are basic to his or her
understanding of civilization.

Artistic creation and performance cannot be assessed through the
multiple-choice, “right or wrong” testing methods usually employed in
schools. (Nor, it should be noted, can multiple-choice questions in
science or mathematics testa student’s sophisticated understanding and
capacity for invention in those areas.)

If the tests are narrow and superficial, then the teaching may become
narrow and superficial.

Nonstandardized arts curricula make it nearly impossible to develop
standardized tests useful to an entire school system, let alone a state or
the nation.

Few arts education professionals have the expertise needed to develop
meaningful arts tests.

The need to measure individual progress toward curricular goals and
objectives and to evaluate the relative effectiveness of different
programs in achieving these goals and objectives is as valid for the arts
as for any other subject. Without the information provided by testing, it
is impossible to judge whether or not arts education programs are as
effective as they should be, or to identify those teaching practices that
should be continued and those that should be eliminated. Further,
without testing, objectives for student achievement will lack specificity.

The Advanced Placement Program of the College Board has
established an effective program for testing and evaluating the work of
the most advanced high school art and music students.

Farther, and more important, the Dutch experience with stan-
dardized testing in the arts of all high school students shows that the
development of such testing in the Netherlands had the effect of
incresing the visibility and seriousness of the arts curriculum as basic
schooling. What was tested became what was important.




At the same time, we agree that in the arts as in other fields, too
much testing today measures quantifiable low-level skills ratlier than
significant knowledge and understanding of the essential subject
maller. Arts education must be tested and evaluated, but this must be
done qualitatively as well as quantitatively. Those who evaluate the
quality of student work through portfolios, performances, and analyses
of historical works, must themselves be sufficiently expert to make good
judgments. Testing must involve the content of the arts as well as
neasurable, specific skills. It must also assess the students’ understand-
ing of the historical context and cultural significance of works of art.

The Advanced Placement Arts Tests: A Possible Model

The Advanced Placement Program of the College Board has established a program for testing and
evaluating the work of the most advanced art and music students in the nation’s high schools.

In the visual arts studio portion of this program, students work for a year to prepare general or
drawing portfolios for a team of evaluators selected from a national group of high school and college art
teachers. Requirements are determined by a development committee of artists and visual arts teachers
from colleges and universities. Evaluation of the portfolios lasts six days — with three readers making
independent judgments of the overall quality of the portfolio, at least two readers rating the breadth of the
student’s accomplishment, and two more independently ranking the student’s thematic area of
concentration. In 1987, over 2,300 pariicipaied in this evaluation program.

In order to give future students an idea of what is expected of them, the Advanced Placement
Program provides Advanced Placement visual art students and teachers with reports containing color
reproductions of studio portfolios submitted in previous years as well as examples of themes and ideas
selected by previous examinees for their portfolios. The program also provides students and teachers with
art history and music examinations used in previous years. The examinations in effect provide the basis
for teacher development of Advanced Placement courses to prepare the students for the tests.

In art history, students take a three-hour examination based on a college-level full year
introduction to Western art. Sixty minutes are allotted to multiple-choice questions; sixty minutesto short
essays based on questions about slides of works of art; and sixty minutes to two thirty-minute essays.

In music, students may take examinations in either Music Theory or Listening and Literature. Each
examination is 120 minutes long, with a balance between multiple choice and essay questions. Both
include taped musical selections. In the music theory examination, students are, for example, given a
printed example of a melodic phrase and asked “to compose a second melodic phrase, four to six
measures long, that is a logical continuation of the first four measures but avoids exact repetition.”

Although the Advanced Placement examination is now used only for the most able art and music
students, the model it provides could be adopted by almost any school, school system, or state.




Testing and Curriculum Reform: Art and Music in the Netherlands

The usual practice is for a curriculum to be developed first, then implemented, and finally tested in terms
of student achievement. The Dutch did it the other way around; they started with the tests. Revised
curricula, new teaching resource materials, and changes in instructional practices followed. In the
Netherlands, curriculum reform in the arts was in effect brought about through design of the tests.

Before 1968, when art and music became mandatory subjects in Dutch secondary schools, there
was little information as to what students learned in courses in drawing and painting, crafts, music, and
textile arts. Following the inclusion of art and music as required subjects, a number of arts teachers and
school headmasters sought to have these subjects become part of the national system of secondary
examinations that determine student qualification for university. In 1976, the arts were granted
examination status, despite arguments that they should not be given such importance and that
standardized syllabuses and examinations were inappropriate in the arts. Testing was not forced on the
teachers but achieved through representative committees of teachers formed to work with examination
specialists at the National Institute for Education Measurement (CITO).

The advent of examination items in the arts encouraged Dutch teachers to develop a highly specific
and comprehensive curriculum. While Dutch art teachers had previously given lip service to teaching art
history and critical analysis, the new examinations, coupled with media coverage of the exam results,
forced the lip service to become reality.

The visual arts examinations assess student achievement in the creation and analysis of works of art
and the history of art. In the studio portion of the examination, students are given a predetermined topic
and 28 schoo: days to produce a portfolio of working drawings, notes, and a major project that is graded
by the students’ teachers and by-outside-examiners.

The goal ofthe Dutch examinations is to have the students analyze art and music from the standpoint
of style, meaning, and expressive character, not to acquire rote knowledge. The results of the
examinations, which are released to the public through the media, are of interest to the average Dutch
citizen and impcrtant to the ongoing dialogue on curriculum development.
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RECOMMENDATIONS
1.

As in other subjects, students should be tested in the arts and their art
work evaluated in order to determine what they have learned, and arts
education programs should be evaluated to determine their effectiveness.

State departments of education, local school districts and schools should
identify, implement, and evaluate procedures to test student achieve-
ment and evaluate arts education programs on a comparative basis. To
this end:

A. Each school district should implement a comprehensive testing
program in the arts based on the district’ arts curriculum. The program
sirould address creation, performance, history, critical analysis, and the
place of the arts in society, and use both quantitative and qualitative
measues to determine whether the student is achieving the curriculum’s
learning objectives.

B. Each s_hool district should implement an evaluation program which
assesses the merit of the curriculum, adherence to ii, the adequacy of
resources allocated to implement it, and the level of student achievement.

C. Each state education agency should develop evaluation procedures to
evaluate district and school arts programs on a comparative basis in
terms of state arts education goals.

D. Each state education agency should provide technical assistance to
school districts to help them develop student testing and program
evaluation procedures.

The U.S. Department of Education and the National Endowment for the
Arts should work together to restore to the National Assessment of
Educational Progress assessinents in visual art, music, and literature.
The NAEP writing c.ssessment should include creative writing. Before the
next NAEP reauthorization, methods for assessing theater, dance, the
design arts, and media arts should be developed, including development
of prototype questions. Remaining data from the 1979 visual art
assessment which are still unreleased should be scored, analyzed, and
released as soon as possible.

100

g
[
~wh
o




Teachers of the Arts

ELEMENTARY
SCHOOL CLASSROOM
TEACHERS

ARTS SPECIALISTS

The quality and success of arts education in the United States ultimately
rests with those who teach the arts. It is the teachers who are responsible
for fostering students’ creativity and for conveying to them a sense of
civilization.

The issues of teacher preparation are many and difficult.
Certification requirements and staffing practices are different for
general classroom teachers and specialists, and vary from state to state,
between elementary and secondary schools, and among art disciplines.
And, once trained, teachers, like other professionals, need oppor-
tunities to develop their abilities, to keep up with new findings in the
teaching profession and in the subjects they teach. They also need
administrative support and the resources to succeed.

Elementary school classroom teachers are generally expected to be able
to teach all subjects (including the arts), but the pattern of their
eduration in arts teaching varies markedly among states. Some require
them to take a college course on how to teach the arts in general; some
require methods courses in teaching both art and music; some require
only a single course in either art or music; and some require a course
from such options as drama, health or speech.

As recently as 1984, only 26 states or special jurisdictions
reported having requirements for specific hours or units in the arts for
certification of classroom teachers (see Figure 15). Even in jurisdictions
requiring education methods courses in arts pedagogy, these often
amount to little more than disconnected “singing” and “art-making”
projects and rarely provide real substance or show how the arts can help
illuminate the learning of other subjects.

Because of their lack of experience and training, many classroom
teachers feel insecure in teaching the arts, especially when they are
asked to include them in their basic curriculum. Providing oppor-
tunities, incentives, and funding to enable such teachers to improve and
deepen their knowledge of the arts and how they should be taught is
essential.

Arts specialists are usually committed to a single arts discipline. They
frequently enter teacher preparation programs as much because they
want to practice their own art as because they want to educate young
people in art. And, since arts teachers cannot generally guide students
to levels of creation and performance beyond their own capabilities, arts
teacher preparation has traditionally included a strong grounding in the
practice of the arts.
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Figure 15, Arts
Requirements for
Elementary Classroom
Teacher Certification

1. Credit hours vary depending upon
which of the three state universities
attended.

2. For Early Childhood majors,
includes visua!l arts, music, dance
and drama.

Note: States that do not employ
art and music specialists often do
not require their prospective
elementary classroom teachers to
take courses in methods of
teaching art and musie,

Source: Couneil of Chief State

School Officers, Arts Education

and the States: A Survey of State
Education Policies, Washington,
D.C., September 1985, Table 4,
p- 28.

STATE Required Course(s) Units Required
ALASKA Art Mcthods 1 eredit

Musie Methods 1 credit
ARIZONA Arts 0-4 hours!
ARKANSAS Public School Art 3 hours

Public School Musie 3 hours
DISTRICT OF Art 3 hours
COLUMBIA Music 3 hours
GEORGIA Creative Arts? 5 quarter hours
HAWAII Musie 4-7 hours

Drama (Optional)

Creative Arts (Optional)
IDAHO Art or Music 3 hours
INDIANA Art or Musie 3 hours
KENTUCKY Visual Art 3 hours

Musie 3 liours
LOUISIANA Elementary Arts or Music 3 hours
MARYLAND Arts 2 credits
MASSACHUSETTS Arts 3 hours

Music 3 hours
MISSISSIPPI Arts for Children 3 hours

Music Edueation 3 hours
MISSOURI Arts Education 3 hours
_ Music Education 3 hours
NEBRASKA Arts Methods 3 hours

Music Methods 3 hours
NEW JERSEY Creative Arts 3 hours
OHIO Visual Arts 4 hours

} Music 4 hours

OREGON Arts 2-6 quarter hours
PENNSYLVANIA Arts 3 hours

Music 3 hours
PUERTO RICO Visual Arts 2 eredits

Drama 2 eredits

Music Appreeiation 2 credits
SOUTH CAROLINA Arts 4-6 units
SOUTH DAKOTA Arts Methods 2 hours
TENNESSEE Art 3 quarter hours

usie 3 quarter hours
VIRGINIA Art 3 hours

Music 3 hours
WEST VIRGINIA Art 2 units

Musie 2 units
WYOMING Art, Music or Drama 3 hours

(Mcthods)
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Imbalance in the
Training of Arts
Specialists

The teacher accreditation standards set by the National Associa-
tion of Schools of Art and Design, the National Association of Schools of
Dance, the National Association of Schools of Music, and the National
Association of Schools of Theatre generally recommend that prospec-
tive arts teachers take at least half of their college course work in their
disciplines.

For example, degree programs accredited by the National
Association of Schools of Music typically require 120-132 semester
hours of college credit in music: 50 percent in basic musicianship and
performance; 30-35 percent in general studies; and 15-20 percent in
professional education. Prospective music teachers must acquire some
competency in conducting, performing, composing, and arranging, and
some mastery of keyboard, wind, string, percussion, and fretted
instruments. They must also be able to transpose, improvise, and have
enough vocal skill for demonstration purposes. The prospective teacher
is expected lo understand a range of musical styles and works, including
the music of many cultures.

Undergraduate visual arts and theater teacher education pro-
grams generally offer two options: a “professional degree,” which, like
music, requires that 50-60 percent of the course work be in the
discipline, and a “liberal arts” degree in which 35-40 percent of the
course work is in the discipline and 35-40 percent in general studies.

The preparation of dance teachers presents special problems.
Since most states do not have specific certification programs in dance,
those who wish to teach dance must usually seek certification in another
subject area, often physical education. But college physical education
courses are generally irrelevant to would-be teachers of dance.

We know of no state which certifics elementary or secondary
school teachers specifically in design arts, although visual arts
specialists may take course work in this area. Similarly, in media arts, we
know of no specific certification requirements, although film history or
criticism may be included in the education of some English teachers.
Some visual arts teacher training programs include courses in
photography, video, and film.

Preparation programs for arts teachers have always emphasized skill
acquisition, creation, and practice over history, critical analysis,
aesthetics, and the philosophy of the arts. If arts education is to provide
an understanding of the artistic heritage, as stipulated in most state
curriculum guides, teacher preparation programs must provide more
training in the historical/critical aspects of the arts. Future arts teachers
must also be able to relate the teaching of their art to other arts, other
subject areas, and the history of ideas, for the arts are an integral part of
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history, philosophy, anthropology, and the other humanities disciplines.

Education of arts specialists must also place more emphasis on
how the content of an art relates to how it is taught. Arts teacher
preparation programs are now taught either by professors of arts
education trained in the art form and in teaching methods, or by
professors in departments of education (with subject matter taught by
members of a university department in one of the art forms). Professors
in education departments are likely to emphasize the philosophy,
history, and psychology of education, rather than the philosophy, history
and subject matter of the arts. Methods courses should be taught by
professors who are expert in both education and at least one of the arts
disciplines.

Finally, it is imperative that faculty members in schools of
education continually test their ideas about arts teaching not only in
their classrooms, but in elementary and secondary school classrooms.
That is where their ideas will be put into practice.
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State Standards and
Testing for Arts Teacher
Certification

Teachers are certified by state agencies to teach specific subjects and
grade levels. Certification is achieved either by graduating from a state
accredited university or college program or by passing either a general
or subject-specific state test. State standards for these programs directly
affect teacher preparation.

State credentialing agencies need to strengthen standards for arts
teacher preparation programs. These are usually set at lower levels than
those of either national accrediting associations or of larger colleges and
universities. As a result, prospective arts teachers, especially those with
bachelors’ degrees, can shop around to find the least demanding
program with the fewest requirements so they can move quickly into a
teaching position.

States should alse establish credentialing requirements in disci-
plines other than visual art and music. While virtually all 50 states
certify art and music teachers, only 24 certify theater teachers, and only
16 certify dance teachers. (See Figure 16, pp. 106-107.) Indeed,
preparation for theater and dance teacher certification is generally the
province of English and physical education departments. In 1987, the
Working group on the Arts in Higher Education (a cooperative project of
the arts accrediting associations and the International Council of Fine
Arts Deans) recommended that “changing this situation must become
one of the highest priorities of the arts commnunity in the United States.”
(Teacher Education in the Arts Disciplines, p. 13). Of equally high priority
is developing credentialing requirements in the media and design arts.

Comprehensive examinations should be designed to test a
prospective teacher’s competency in the art of teaching the arts, in
planning acceptable units of instruction, and in teaching creation,
performance, history, and analysis. Current testing procedures are
generally limited to muhtiple-choice questions relating to the history of
the art form, technical information, and teaching procedures. Gener-
ally, they do little more than screen out the least competent. During
1985-86, only 14 states required prospective music teachers to pass
even these tests, although 12 more have indicated that before 1989 they
plan to administer tests like the National Teachers Examination in
Music.
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Figure 16. State Teacher Certification: for Arts Specialists

STATE

Elementarv

Secondary

Arts
General

Creative
Writing

Danee | Drama

Music

Visual
Art

Arts in
General

Creative
Writing

Dance | Drama

Music

Visual
Art

Alabama

Alaska

American
Samoa

Arizona

Arkansas

California

Colorado

Conneeticut

Delaware

District of
Coluinbia

Florida

Georgia

Hawaii

Idaho

Illinois

Indiana

lowa

Kansas

. Kentucky

Louisiana

Maine

Maryland

Massachusetts

Michigan

Minnesota

Mississippi

Missouri

Montana
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Elementary Sceondary

Arts in | Creative Visual | Arts in |Creative Visual
STATE General | Writing | Dance | Drama | Music Art  JGeneral | Writing | Dance | Drama | Music Art

Nebraska ° . ° . . ° . .

Nevada ° . . . . . .

New
Hampshire

New Jersey ® ®
New Mexico
New York

North Carolina ° °
North Dakota ®
Ohio . .
Oklahonta o
Oregon
Pennsylvania o ° ° o

Pucrto Rico
Rhode Island o
South Carolina
South Dakota ®
Tennessee

Texas o
Utah

Vermont
Virginia
Virgin Islands °
Washington

West Virginia

Wisconsin . °
Wyoming °
TOTAL 16 3 11 13

o ¢clolo|o|le|0o|j0o|j0o|jo]|e|e|e ¢

g........................

L ]
42 18 5 16 24

[24]
N
K
n

Many states provide K-12 certification per subject area. without distinguishing between clementary and secondary levels. For those
states, a symbol appears in both clementary and secondary columns above.

Source: Council of Chief State School Officers, Arts, Education and the States: A Survey of State Education Policies,
Washington, DC, September 1985, Table 3, pp. 26-27, Updated by the National Endowment for the Arts.
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Professional
Development of
Arts Specialists

REFORM IN THE
TEACHING
PROFESSION:
IMPLICATIONS FOR
ARTS TEACHERS

Teachers, like other professionals, need opportunities to grow in
knowledge and cxpertise after certification, either during the school
year or in summer. There are a number of voluntary opportunities for
professional development of arts teachers, and some state education
agencies and local school districts impose mandatory requirements,
generally based on the acquisition of in-service credits (both through
university courses and workshops and short courses offered within
schools and school districts). ™ uetheless, comprehensive systematic
plans for helping arts teachers to develop professionally are rare.

Voluntary opportunities for professionai growth include member-
ship in professional organizations; study of professional literature;
contacts with other professionals, informally and through conferences;
attendance at exhibitions and performances; and travel. Teachers thus
learn from other teachers and keep up with important issues in their
fields. For example, visual arts teachers can learn in this way about the
loxic nature of some art malerials.

Unfortunately, opportunities to engage in such activities vary
greatly among the different arts and among different school districts.
About half the music specialists helong to the major national music
educators association; only a fifth of visual arts specialists belong to
theirs. Time off and funding to attend meetings and other functions are
often not available, and there are few incentive programs to encourage
the systematic professional development of arts teachers.

Many district art and music supervisors and curriculum coordi-
nators, who formerly provided on-the-job help and facilitated profes-
sional contacts among arts teachers through district meetings and
workshops, have been replaced by general supervisors with little or no
expertise in the arts.

Arts teacher preparation and professionalism will no doubt be
influenced by the national debate on these subjects generally. Two major
reports have rece 1tly brought national attention to the issues involved.
In 1984, a consortium of education deans and chief academic officers
from major universities — known as the Holmes Group — undertook a
critical analysis of teacher education. Their April 1986 report,
Tomorrow’s Teachers: A Report of the Holmes Group, called for several
reforms. In May 1986, the Task Force on Teaching as a Profession, a 14-
member group assembled by tlie Carnegie Forum on Education and the
Economy, also presented a report, A Nation Prepared: Teachers for the
2Ist Century, which generated suggestions for changes in the education
of teachers.
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The recommendations of these two reports were similar in many
respects. Both concluded that:

@ ‘Teachers should be better prepared in one or more of the basic
disciplines of the liberal arts or sciences, and teacher education should
occur at the graduate level after candidates receive a broad education.

® Graduate programs in education should be hased on a new professional
curriculum leading to a master’s degree in teaching that would include
supervised practice teaching and strong relationships between schools
and institutions of higher education, 1o advance hoth teaching practice
and research on it.

® Increasing numbers ol minority students imake more urgent the need to
recruil more minorities into the teaching profession.

® Carcer ladders and competitive salaries should be developed to allow
teachers to advance in their profession and assume greater respon-
sibilities.

® School struetures and working conditions should be reformed to give
teachers more authority to decide how best 1o meet state and local
education goals, while remaining accountable for achievement of those
goals.

In addition, the Carnegie report calls for a “National Board for
Professional Teaching Standards.” The Board would establish compe-
tency standards, assess the qualifications of those secking certification,
and grant entry-lcvel certificates and advanced certificates to qualified
applicants. Such eertification would parallel the processes used by other
professions, such as law or architecture.

On the positive side, if a significant number of elementary sehool
classroom teachers were to acquire buchelors’ degrees in one of the arts
disciplines before entering a teacher education program, adoption of
the basic principles of the Hohmes Group and Carnegie report proposals
would permit differentiated staffing of arts instruetion in clementary
schools. Such preparation would enable general classroom teachers 1o
coordinale arts programs in elementary schools where arts specialists
are not employed. It would also allow more time at the undergraduate
level for specialists to study their arts diseiplines in greater detail and
depth.

On the negative side, sequential training in the arts disciplines
before exposure to arts education methods could weaken or eliminate
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the parallel development of expertise in content and meth:odoiogy that
now characterizes some of the best undergraduate arts education
programs. In these exemplary prograins, future arts teachers observe
arts teact  ¢in schools during their f=eshiman and sophomore years in
coliege and serve asteacher apprentices in their junior and senior years.
Arts education methodology courses are interrelated with arts courses
at  taught by professors of arts education rather than by general
education specialists. PR

The debate as to whether clementary school classroom teachers are
adequately prepared to teach thie arts, which began at the turn of the
century, continues today without resolution. The addition to the
curriculum of dance, desig, media, theater, and creative writing makes
the question even more complicated.

Those who argue for arts specialists in elementary schools emphasize
the specialist’s knowledge of thie arts and ¢ perience in teaching the
arts, particularly creation a:« performance. Many arts specialists insist
that a teacher who does not know how to play a musical instrument, read
music, write a poem, draw the human figure in action, dance, or act—
cannot possibly teach children anything substantive about these arts.

‘Those who argue for classroom teachers teaching the arts in
clementary schools note that, as peinted out below, there isa scarcity of
arts specialists. Moreover, they say, elementary school classroom
teachers are no more unprepared to teach the arts than they are toteach
science or history. They argue that staffing elementary schools with aris
specialists makes the arts specialized as spposed to a basic part of the
curriculum, working against the kind of individual nurturing that comes
from prolonged experience with one teacher and preventing the teacher
from interweaving the arts with other subjects. Further, the classroom
teacher may be better able to use time flexibly and in fact spend more
time on the arts, while specialists must adhere to strict schedules, such
as one 40-50 minute period per week, or 30 hours a year.

The Endowment takes the view that excellent elementary sehool
arts instruction depends less on specialists than it does on integration of
speeialist and classroom teacher instruction. The specialist provides a
depth of instruction beyond the capability of most classroom tcachers,
while the classroom teacher relates the arts to other subjeet areas and
uses classroom time flexibly to accommodate both long and short
periods of arts instruetion according to the requirenients of the projects
and of the school day. Nonetheless, as we have said, it remains esseniial
to upgrade the arts education of general elassroom teachers. The pilot
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project of ithe Getty Center for Education in the Arts, which helps
classroom teachers to teach the visual arts, is an important contribution
in this area.

THE SCARCITY JF According to the 1987 U.S. Departinent of Education survey of school
ARTS SPEC” ALISTS districts (1987 district survey), nearly half of elementary schools have
no visual arts specialists, and 16 percent of them have no music
specialists. Althoug. the survey did not collect data on specialists in
other arts fields, it seems likely that if dance, drama, design, literature,
the media, and creative writing are taught at all in elementary schools,
they are taught by classroom teachers. The 1987 district survey also
showed that shortages of arts specialists are several times greater than
shortages of English and social studies teachers, exceeded only by
shortages of foreign language specialists.
Or: the other hand, according to a 1983 study of the National

Figure 17. Percentage of School Districts Indicating They Had a Shortage, Balance, or Surplus of
Teachers in Selected Fields, 1986-87 (50 States and D.C.)

0 50 100%

Foreign shortage
language balance
surplus
Gther arts* shortage
balance
surplus
Visual arts shortage
balance
surplus
shortage
balance
surplus
English shortage
balance
surplus
Social shortage
studies balance
surplus
*Includes danee, drama, and ereative writing.
| This information is based on the opinions
or perceptions of hnowledgeable dustrict Source: Center for Education Statistics, “Public School District Policies and
personnel, rather than precise data Practices in Seclected Aspects of Arts and Humanities Instruction,” U.S, Depart-

obtained from ecords of applications. ment of Education Bulletin, February 1988, Figure 6, p. 11.
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Figure 18. Teachers and Teacher Candidate Shortages®, November 1983, in Public and Private
Elementary and Secondary Schools (50 states and D.C., data in full-time equivalents)

No. Teachers No. Candidate SUBJECT and Number of FTE Shw...ges*/1000 Teachers
Shortages
10
29,900 263
264,100 1,027
9,200 34
50,700 184
79,100 243
43,700 82 3~ Industrial Arts 1.9
147,100 263 w%%“ Mathematics 1.8
?}v
=
131,100 225 3 | Biological & Physncal Sciences 17
50,400 77
64,300 68
182.700 171
873,300 742 §sf General Elementary Education .8
142,400 67 ? ? Social Studies/Social Sciences .5
485,300 519 3 Other Teachers 1.1
2,553,300 3,965 §TOTAL TEACHERS 1.6

*Shortages defined as “positions vacant, abolished, or transferred to another field because a
candidate was unable to be found.”

Source: Center for Education Staustics, “Teachers in Elementary and Secondary Education,” U.S. Department of Education,
March 1987, Table 7, pp. 4 and 13.
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RECOMMENDATIONS

L.

Center for Educational Statistics, there are almost as many art and
music teachers in the schovls asthere are science teachers. (See Figure
18, p. 112.) Teacher candidate shortages in art and music are small
(notwithstanding that they are higher than in any other subject except
bilingual education, special education, and computer education).

Today’s shortage of arts teacher candidates can be expected to
become more acute in the next five years, consistent with projections in
the teaching profession generally. In A Nation Prepared (1986), the
Carnegie Task Force on Teaching as a Profession reported that with the
end of the “baby boom” inthe 1970’s, few new teachers were hired and
some teachers, usually those with the least seniority, were dismissed.
The average age of teachers rose as a consequence, and many are now
near retirement, so that many school districts face a situation in which
half their teachers may have to be replaced within the next three or four
years.

The Task Force went on to report that as the children of the “baby
boom” enter school we can an “cipate a steep increase in the annual
demand for teachers — from 115,000 in 1981 to 215,000 in 1992. But
arts teacher preparation programs have diminished in size since the
1970’s and may not be able adequately to serve large numbers of new
candidates.

Teacher Preparation and Certification. State certifying agencies
should strengthen arts certification requirements for all teachers whose
responsibilities include the arts. Training of all teachers — elementary
school classroom teachers, specialist arts teachers, and teachers of other
subjects to which the arts are relevant — should include (i) study of
important works of art (their craft, history, and significance to the
civilizations which they symbolize) and (ii) study of techniques for creating
or performing one of the arts. To this end:

A. For elementary school classroom teachers, each state certifying agency
should establish arts requirements for certification; over half of the states
do not have such requirements. These requirements should include at
least two courses in the arts which stress content.

B. For K-12 arts specialists, each state certifying agency should require
training in the history and critical analysis of the art form, as well as in
production and performance. Halfthe university course work should bein
the art discipline, and methods courses in arts education should be made
anintegral part of substantive instruction in the arts, not separated out as
recommended in the Holmes and Carnegie reports. University courses in
the arts disciplines should, where relevant, draw on tae standards and
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2.

recommendations of the National Association of Schools of Art and
Design, the National Association of Schools of Music, the National
Association of Schools of Theatre, and the National Association of
Schools of Dance. Faculty responsible for teaching these courses should
test their ideas about arts teaching in actual teaching situations in
elementary and secondary classrooms.

C. Teacher recruitment and certification in the arts of dance, design, the
media, and theater should be strengthened and instituted in those states
which do not now provide for them.

D. In a time when we are likely to face a shortage of qualified arts
teachers, state certifying agencies should develop and implement flexible
procedures that provide for special testing and certification of experi-
enced practicing artists and arts professionals who can demonstrate a
comprehensive background in the arts and substantial knowledge of the
issues and methodology of K-12 arts education.

E. For teachers of other subjects (such as history, geography, and foreign
languages), state certifying agencies and colleges and universities should
require a basic general education in the arts. The arts are related to all
school subjects, and all teachers should understand them well enough to
use them to support and elucidate instruction in other subjects and to
show how such subjects can contribute to an understanding of the arts.

F. Testing of teacher qualifications should be mandated as a condition of
teacher certification. State certifying agencies should develop tests to
evaluate teacher preparation and teacher preparation programs. Such’
tests should assess the general (liberal arts) preparation of teachers, their
knowledge of art in the context of history and culture, their ability to

analyze art, their performance and skill competencies, their knowledge of
issues in arts education, and their skill in lesson planning and pedagogy.

G. Teacher preparation programs should emphasize the importance of
working with local artists and arts institutions and provide information on
how to draw on them.

Teacher Recruitment. Arts education professional associations, state
departments of education, colleges and universities, and arts schools
should undertake efforts to attract capable students to arts teacher
preparation programs, including minority students. Special efforts
should be made to recruit dance, design, media, and drama teachers.




3.

Teacher Professional Development. Arts teachers, no less than
teachers of other subjects, should be provided with opportunities to
advance within their profession. State education agencies and school
districts should develop standards and incentives to this end, and should
promote career mobility within the school, district, region, or state. Such
incentives should include full or partial reimbursement of expenses for
summer studies and for attending professional meetings and coi:ferences.

Teaching Environment. Local school districts should, consistent with
state and local mandates, provide arts teachers with maximum flexibility
to meet the individual needs of specific classes. They should also provide
arts teachers with adequate compensation, facilities, administrative
support, and teaching materials.

Optimum Staffing. Each school district should aim to provide arts
instruction by trained arts specialists at all levels K-12. To this end:
A. Elementary school administrators should recruit teacher curriculum
coordinators for each of the arts. Where available, arts specialists should
be given this responsibility; where they are not available, classroom
teachers with particular interests and qualifications in the arts should
serve as coordinators in the interim. Coordinators should be given time
and resources and be responsible for developing sequential arts
programming, for assembling necessary resources, and for assisting
teachers. Professional arts education associations, artists, and arts
organizations can help the coordinators in these efforts.

B. Elementary school administrators should, especially in the upper
elementary grades, assign the best arts teachers to teach the arts in
several classrooms in addition to their own. In such a program, students
would benefit from competent instruction and the number of subjects for
which teachers would have to prepare would be reduced.

C. In middle, junior high, and high schools, all arts classes should
continue to be taught by arts specialists, or if no arts specialist is available,
by. qualified people in the community, including experienced artists or
arts professionals.
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Research Priorities in Arts Education

THE LONELY
TASK OF THE
RESEARCHER IN
ARTS EDUCATION

As we seek to improve the way in which the arts are taught, it is
imperative that a solid foundation of research information be available
to guide our actions. Research in arts education should focus on matters
that can actually improve what is done in the classroom and include:

1. surveys and critical analyses of the goals, purposes, and curricular
content of arts education;

2. analyses of arts education program requirements including time,
personnel, resource materials, and organizational and administrative
support systems;

3. historical inquiries;

4. studies of learner development, behavior, perception, attitude, and
knowledge;

5. studies of teaching methodologies;

6. studies of the effects of experimental and ongoing arts education
programs; and

7. analyses of how research findings can affect study of the arts in the
classroom.

Most arts education research is conducted by college and university
professors, and only a very small percentage of these work consistently
and full-time as researchers. Since many arts education professors’ first
commitment is to the art form as artists, they tend to allocate most of
their time and energy to that and to teaching. Research takes last place
in the professional lives of most arts educators.

The small number of professors who make a priority of arts
education research find that it requires an enormous personal
commitment of time and money since there are no steady and
dependable sources of funding. In other disciplines, academic
researchers have greater access to outside support, and department
heads can arrange lighter teaching assignments for them by hiring
instructors to take overtheir courses. Arts education researchers, on the
other hand, must usually conduct thei. research without such help,
while meeting the obligations of a full academic schedule and of their
own artistic careers. It is a wonder that we have the small but growing
body of arts education research that we do.
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There are several kinds of arts education research. The first, which
regularly appears in the journals, is quantitative, usually involving the
isolation and manipulation of discrete variables and the methodologies
of behavioral and cognitive psychology. This kind of research deals with
such mattersas the effect of speed alternations on tempo note selection,
the effects of exposure to classical music on the musical preferences of
preschool children, the effects of listening instructions and cognitive
style on music appreciation, and the effect of verbal contextual
information in processing visual art. These quantitative studies need to
be interpreted if they are to provide information that can be actually
used by teachers and administrators to improve the curriculum and
instruction.

A second type of research, which appears less often in the
journals, involves looking at the arts classroom as a whole. This research
relates to qualitative sociological and anthropological inquiry, and even
to arts criticism. It is voluminous and difficult to condense for
publication in research journals or to summarize for practitioners.

A third, hybrid form of research is beginning to emerge which
combines both quantitative and qualitative methods. The J. Paul Getty
Trust’s Center for Arts Education recently commissioned a set of studies
of this kind of the visual arts programs of seven school districts,
describing them in qualitative terms and reporting their outcomes in
terms of test scores and other measures.

The question of how best to conduct research in arts education is
still very much a matter of debate. Those who favor quantitative
experimental research fault the qualitative researchers for being too
impressionistic, while those favoring qualitative inquiry fault the
quantitative researchers for seeing only the trees and missing the forest.
What seems less a matter for debate, however, is the fact that arts
education researchers, whatever methods they follow, are severely
limited by factors of both time and financial support.

It is also clear that the existing research in music and art needs to
be supplemented, and that a variety of research needs to be undertaken
in dance, theater, design, media, and creative writing education.

Arts education researchers are distributed unevenly across the
disciplines. There has been very little research in dance, creative
writing, and theater education — and practically none in design and
media education. It is worth noting, however, that research in theater
education is increasing and the Youth Theatre Journal, which used to
devote one issue a year to research, now includes theater education
research in each issue. Music is probably the only area in which there is
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a sufficient body of empirical research o permit researchers to build
their work on the findings of earlier studies.

The federally sponsored Educational Research Informatioii
Center (ERIC) regularly publishes abstracts of research on education,
including arts education. Over 3,000 documents in ERIC relating 1o
arts education were reviewed for this report. This collection of abstracts
of articles and other writings includes 1,073 articles on arts education in
general, 1,371 on literature and creative writing, 1,647 on the visual
arts, 982 on music, 443 on theater, 246 on dance, and 223 on film.

Many of the articles cover two or more fields.

Figure 19. The Contents of Arts Literature in the Educational Resources Information Center

(ERIC) (1966-86)
& . 2 = wg_te 8 » § éa g g ®
z S S o S |[EO=E[ £ & 2 |A8|&e| £3
PERCENT*
Arts General [ 1073 | 29 | 11 11 5 16 9 2 1 4 8 5
Music 982 11 7 11 4 | 31 12 4 3 4 16 13
Visual Arts | 1647 [ 6 4 13 9 | 38 4 2 1 6 8 9
Theater 443 6 18 8 13 32 16 3 2 5 14 1
Dance 246 7 | 22 9 120 | 33 2 1 2 5 2 2
Lit/Creative
Writing 1371 7 8 4 6 | 36 | 17 4 5 5 8 2
Film 223 | — 13 8 | 21 | 35 18 4 3 6 1 6
TOTAL 5985** .

*Percentages may total more than 100, because some documents were classified in more than one category.
**Duplicated entries.

Source: “Analysis of ERIC System Abstracts on Arts Education,” prepared for the National Endowment for the Arts

by Child Trends, Inc  Juns 1987.
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Two observations are necessary. First, the ERIC arts education
system is incomplete in that numerous articles from major arts
education journals (e.g., Journal of Aesthetic Educatior, Research in
Visual Arts Education, and Design for Arts in Education) are not
included. Second, the majority of the articles discuss goals, justifica-
tions, and descriptions of arts education programs, rather than their
actual results.

Nevertheless, the ERIC collection provides a profile of the
concerns of arts educato:s and demonstrates the omissions, strengths,
and weaknesses of arts education research. Eighty-one percent of the
general arts education articles were written primarily to advocate
specific views, while only 7 percent contained substantive research and
evaluation. This balance was evident in the discipline specific articles as
well:

Description & Research &
Advocacy Evalustion
Dance 93% 8%
Literature 78% 14%
Music 76% 11%
Theater 93% 10%
Visual Arts 74% 9%

Note: Percentages may add up to more than 100 due to double-counting.

The Journal of Research in Music Education, now in its 35th year of
publication by the Music Educators National Conference, and Studies in
Art Education, now in its 25th year of publication by the National Art
Education Association, represent the highest standards of research in
arts education. The music education research articles are mostly
concerned with learner and program outcomes. The visual arts research
articles, on the other hand, are mostly concerned with the nature of arts
education and critical analyses of the contents of art curricula. About a
fifth of the music education articles and about a tenth of the visual arts
articles relate to the history of their respective arts.

These research differences reflect the fact that the content and
goals of music education are stable, while those of visual arts education
are still subjects of extensive debate. A major shift in the perceived goals
for teaching the visual arts in school has occurred since the 1950% and
1960 when it we thought that visual arts teaching should aim
primarily at stimulating personal expression and creativity. The 1980%
perception is that visual arts teaching should not only instruct students
in studio methods, but also provide a sense of civilization through the
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FEDERAL HELP FOR
ARTS EDUCATION
RESEARCH

study of art history, criticism, and aesthetics. Although this shift has
been reflected in the articles in Studies in Art Education, there is little
substantial research on this approach in terms of student achievement.

An important exception to the general lack of arts education
researchis Project Zero at Harvard University, Founded in 1967, Project
Zero has since the early 1970 conducted wide-ranging research on
artistic development, thinking, and tearning. In recent years, Project
Zero researchers have begun to direct some of their efforts to the
problems of arts education. In collaboration with researchers at the
Educational Testing Service, Project Zero is now working with school
systems to develop instructional tools and research and assessment
methodologies. (See Chapter 4, “The Case for Testing and Evaluation in
the Arts”)

From 1965 to 1970, the U.S. Office of Education underwrote a large
number of research prejects in the arts and supported a number of
conferenccs, seminars, and symposia with arts education research on
theagenda. However, since that time and until recently, no agency of the
federal government has provided continuing support of comprehensive
research in arts education.

In 1986, however, the U.S. Department of Education approached
the National Endowment for the Arts with a view to establishing centers
for arts and literature education research, as a part of an overall
research effort in elementary and secondary education. Centers for the
fields of science, mathematics, and elementary subjects (including the
arts) have now heen established to explore what students learn, how
they are taught and how student learning is assessed. The Department
of Education is planning a five-year funding of the Elementary Subjects
Center, which, among other things, will provide useful information
about arts education at the elementary school level.

In September 1987, the U.S. Department of Education and the
National Endowment for the Arts established an arts education research
center with two divisions; three-year funding for this effort is planned.
One division is based at New York University, and the other at the
University of Illinois at Champaign-Urbana. Initial findings of the center
will be forthcoming in the fall of 1988. In addition, the U.S. Department
of Education, also in cooperation with the Endowment, established in
November 1987 a research center in the learning and teaching of
literature at the State University of New York at Albany.

The University of Illinois will conduct a number of specific
research studies including: status surveys of arts education in the visual
arls, music, dance, and theater; cultural literacy in the visual arts;
achievement testing in visual art; motivation in music; music in general
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Basket, Shoshonean, Fernandinos Mission, California, before 1920, Smithsonian Institution, Department of
Anthropology, Cat. #64687, Washington
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education; cultural factors affecting visual arts learning; development of
a K-12 dance curriculum with a pilot program at the elememtary level;
construction of a theater curriculum for K-12 district-wide programs;
and observational case studies on evaluating arts learning in the
classreom. The goal is to learn from these studies ways and means to
further arts instruction in the nation’s schools.

At New York University’s School of Education, Health, Nursing,
and Arts Professions (SEHNAP) in New York City, the center will take a
less traditional research approach focused directly on the teaching of art
and music i junior and senior ligh schools. Initially, 10 oustanding
teachers in five New York City schiools will analyze the curriculum and
studentlearning in their classrooms. Through this process, teachers will
inaster research skills which they will use in their own classrooms to

e improve arts instruction. They, along with the University rescarchers,
will work with a second group of 20 teachers nationally to validate the
exemplary teaching teclhiques identified in the first year.

This collaboration in research centers involves plamning for
Department of Education funding of just over $4.6 million (including
funding of un Elementary Subjcets Center which includes the arts) and
National Endowment for the Arts funding of appreximately $1.5 million
over three to five years.

This collaboration followed two other joint research projects
hetween thie Department of Education and the Arts Endowment. In
1984, the two agencies joined with the Rockefeller Foundation in
cupporting a survey of state policies aud resources in the area of arts
education, undertaken by the Council of Chief State School Officers.
And, in carly 1987, the two agencies collaborated with the Humanities
Endowment in funding a survey of district-level policies and resources

in the area of arts and humanities education (see “Leadership in Arts
Education,” pp. 142-144),

RECOMMENDATIONS  More sustained support is needed to improve research in 21ts education.
Such support should help attract better graduate students, assist
apprenticeships, and permit the best rescarchiers to undertake significant
lorig-term studies on arts education. Research priorities should be
thoughtfully established by funders in consultation with arts educators in
order (i) to improve classroom iustruction and (i) to achieve a balance
between the interests of individual researchers and general research
needs. To this end:

A. National, state, and local funders (public and private) should increase
their priority for arts education researcli.
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B. The U. S. Department of Education and the National Endowment for
the Arts should explore ways to assure that educational statistics, surveys,
and reports cover the arts with the same attention and detail as for other
school subjeets. One of the Educational Resource information Centers
(ERIC) should enter into the system the large backlog of documents from
previously published arts education research and periodically survey
current sources of information to be entered into the system in the future.

C. Reports should be generated to synthesize and dissemirate the results
of completed studies. to make them available to classroom teachers and
serve as bases for further research.

D. Comprehensive baseline data should be collected and periodically
updated to establish trend lines concerning the exieri to which education
programs in each of the arts ar< in fact established in states and school
districts. These should include data on curricula and course offerings,
teachers, student enrollment, materials, facilities, classroom timne,
budgets, administrative support, testing and evaluation techniques, and
learning outcomes.

E. Researchis needed 1o learn what kinds of teacher training, curriculum
development, instructiorial methodology, and resources are most
effective in improving arts education.

F. Research is needed to tell us what can and should be taught at what
ages and how it can best be taught. Research should be inzluded on the
complete act of learning—students’ interactions with teachers, the use of
resources in specific classrooms, and the influence of the family and
envirorment on learning in the arts in comparison to learning in other
subjects. Research is needed to provide more information on how
students acquire knowledge of, and learn to interpret, the arts; how
students perceive, value, perform, create, and use the arts; and how
learning in the arts broadens perspective, gives a sense of the human
condition, and fosters reasoning ability.
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Leadership in Arts Education

What is taught in Americas schools reflects the values of American
society, the ideals of the nation, the educational goals of the states, and
the demands of local communities.

Shortcomings in American education are a recognized matter of
national concern. When the 1984 National Assessment of Educational
Progress reports that 12 percent of eighth-grade students say they do no
writing in school and 40 percent of 13-year-olds do not have even
intermediate-level reading skills, state legislatures, state departments
of education, and school administr: 'ors take action.

Statistics on arts education may cause less alarm: most Americans
will not likely consider the nation at risk because less than half of 17-
year-old high school students could identify Rembrandt’s Night Waich as
the significant work in comparison to three ordinary works. But concern
for “cultural literacy” appears to be on the rise. E. D. Hirsch’s Cultural
Literacy and Alan Bloom’s The Closing of the American Mind remained
on the New York Times nonfiction best seller list for many months, and
the report of the National Endowment for the Humanities, American
Memory: A Report on the Humanities in the Nations Public Schools,
received extensive media coverage.

Americans’ concern for “cultural literacy” is understandable.
Without it young Americans will lack an understanding of their society
and civilization, of themselves, their nation, and the multiplicity of
cultures that define what it is to be an American. This is especially
..aportant now when our young people spend something like six hours a
day in front of the television screen, soaking up popular culture with
little or no guidance as to how to discriminate between the good and the
bad, the benevolent and malevolent.

Arts education also has practical importance. Understanding the
cultures of otker countries helps American business succeed in world
markets, and acts as a stimulus to the creativity and problem solving
which are essential to competitiveness.

Literacy in the arts is a compulsory prerequisite of “cultural
literacy” But it cannot be acquired without study and hard work. If we
are to have culturally literate young people, arts education, like other
education, must be sequertial and part of the curriculum. This can only
be accomplished by popular demand which, in turn, requires strong
leadership.
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THE GOVERNANCE
SECTOR

There are four major sectors that can help advance the cause of
arts education:

1) The governance sector includes the President and the Congress of
the United States; state governors and legislatures; mayors,.county
executives, and city and county councils; parents and the voters. This
sector determines the societal goals to be achieved by education and
allocates public monies to these ends.

2) The education sector includes teachers, school administrators, local
boards of education, state education agencies, the U.S. Department-of
Education, teacher training institutions, teacher credentialing agencies,
and professional associations which support education and education
professionals. This sector operates and directly influences the schools;
it implements education programs designed to achieve the societal goals
set by the governance sector.

3) The arts sector includes artists and arts professionals, arts
institutions, arts patrons, alliances of arts supporters, and government
arts agencies at local, state, and federal levels (including the National
Endowment for the Arts). This sector includes both commercial and
nonprofit ventures that create, produce, present, exhibit, perform,
publish, and preserve art. It also includes the film, television, recording,
and publishing media.

4) The business-producer sector includes publishers, manufacturers,
and suppliers (including audio-visual producers) of materials for use in
schools. Thissector produces and distributes curriculum resources and
materials.

Individuals and organizations in each of the four sectors need to
reach beyond their special, although sometimes overlapping interests
and work together if arts education is to advance. Understanding of the
four sectors and of recent examples of successful commitment to arts
education can help point the way.

The arts will become part of the school curriculum only when
concerned citizens work to make it happen. They are the parents and
voters who elect the officials and legislators who set educational goals
and establish education budgets. Citizens concerned with making arts
education a basic and sequential part of the curriculum can join groups
such as parent-teacher associations and student organizations, attend
school board meetings, and lobby school administrators and teachers.
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They must insist on basic and sequential arts education for their
children.

Aris educatior: has high standing in the governance sector. In
1985, President Reagan observed that “we must teach our children
more than just hard facts and floppy disks. We must teach them the rich
artistic inheritance of our culture” More recently, in June 1987, he
commented: “The arts and the humanities teach us who we are and what
we can be. They lie at the very core of the culture of which we're a part,
and they provide the foundation from wk..it we may reach out to other
cultures so that the great heritage that is ours may be enriched by —as
well as itself enrich — other enduring traditions” After quoting John
Adams to the effect that his grandchildren should have “a right to study
painting, poetry, music, architecture,” the President stated we should
“resolve that our schools will teach our children the same respect and
appreciation for the arts and humanities that the Founders had.”

President Reagan’s views of the importance of the arts and of arts
education in American life have been shared by Presidents from George
Washington on.

The Congress is also on record in supporting the importance of
arts education. In 1985, it called for this report, and also amended the
Endowment’s enabling legislation to include in the Congressional
Declaration of Purpose for the two National Endowments the following
finding: “Americans snould receive in school background and prepara-
tion in the arts and humanities to enable them to recognize and
appreciate the aesthetic dimensions of our lives, the diversity of
excellence that comprises our cultural heritage, and artistic and
scholarly expression.”

Legislatures at the state level are similarly on record. In 1983, the
National Conference of State Legislatures adopted the following policy
resolution: “The performing, visual, and literary arts are an essential
element of the quality of life in every state, a means of creative
expression, and a source of enjoyment for all. The opportunity to
experience the arts should be available to every individual. The National
Conference of State Legislatures encourages state legislatures to
pursue policies which: Encourage the improvement of arts education
programs for students and teachers, and the integration of the arts into
the education curriculum.”

Support of arts education comes from other parts of the
governance sector. The National Congress of Parents and Teachers (the
National PTA) has published articles and brochizres to help local
parent-teacher associations advance learning in the arts. “The National
PTA believes that the arts are central to learning, and that the
integration of the arts in general education is a goal of the highest
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PRESIDENTIAL QUOTATIONS

George Washington
Letter to Reverend
Joseph Willard,
March 22, 1781

John Adams
Letter to Abigail Adams
May 12, 1780

Thomas Jefferson
Letter to James Madison,
September 20, 1785

Franklin D. Roosevelt
Address at Temple University,
Philadelphia, PA

February 22, 1936

Dwight D. Eisenhower
Remarks at opening of new
American galleries at the
Metropolitan Museum of Art,
October 24, 1957

John F. Kennedy
Remarks on behalf of the
National Cultural Center

National Guard Armory
November 29, 1962

“The arts and sciences essential to the prosperity of the state and to the
ornament and happiness of human life have a primary claim to the
encouragement of every lover of his country and mankind.”

“I must study politics and war that my sons may have liberty to study
mathematics and philosophy. My sons ought to study mathematics and
philosophy, geography, natural history and naval architecture, naviga-
tion, commerce, and agriculture, in order to give their children a right
to study painting, poetry, music, architecture. . . .”

“You see I am an enthusiast on the subject of the arts. But it is an
enthusiasm of which I am not ashamed, as its object is to improve the
taste of my countrymen, to increase their reputation, to reconcile to
them the respect of the world, and procure them its praise.”

“Inequality may linger in the world of material things, but great music,
great literature, great art and the wonders of science are, and should
be, open to all.”

“Art is a universal language and through it each nation makes its own
unique contribution to the culture of mankind.”

“Art and the encouragement of art is political in the most profound
sense, not as a weapon in the struggle, but as an instcument of
understanding of the futility of struggle between those who share man’s
faith. Aeschylus and Plato are remembered today long after the
triumphs of imperial Athens are gone. Dante outlived the ambitions of
13th-century Florence. Goethe stands serenely above the politics of
Germany, and I am certain that after the dust of centuries has passed
overour cities, we too will be remembered not for victories or defeats in
battle or politics, but for our contribution to the human spirit. . . .”
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Lyndon B. Johnson
Remarks at signing of the
Arts and Humanities Bill,
September 29, 1965

Richard M. Nixon
Address at the Annual
Conference of the Associated
Councils of the Arts,

May 26, 1971

Gerald R. Ford

Message to the Congress,
transmitting Anrual Report
of the National Endowment
Jor the Arts and the National
Council on the Arts

June 23, 1976

Jimmy Carter

Remarks ot a White

House Reception

National Conference of Artists
April 2, 1980

Ronald Reagan
Remarks at the
National Medal of Arts
White House Luncheon,

June 18, 1987
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“Artis a nation’s most precious heritage. For it is in our works of art that
we reveal to ourselves, and to others, the inner vision which guides us
as a Nation. And where there is no vision, the people perish.”

“We, this Nation of ours, could be the richest nation in the world. We
could be the most powerful nation in the world. We could be the freest
nation in the world —but only if the arts are alive and flourishing can we
experience the true meaning of our freedom, and know the full glory of
the human spirit.”

“Our Nation has a diverse and extremely rich cuitural heritage. It is a
source of pride and strength to millions of Americans who look to the
arts for inspiration, communication and the opportunity for creative
self-expression.”

“The relationship between government and art must necessarily be a
delicate one. It would not be appropriate for the government to try to
define what is good or what is true or what is beautiful. But government
can provide nourishment to the ground within which these ideas spring
forth from the seeds of inspiration within the human mind. . . ”

“Why do we, as a free people, honor the arts? Well, the answer is both
simple and profound. The arts and the humanities teach us who we are
and what we can be. They lie at the very core of the culture of which
we're a part, and they provide the foundation from which we may reach
out to other cultures so that the great heritage that is ours may be
enriched by — as well as itself enrich — other enduring traditions.”
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Tennessee: Working the
Arts inio Education
Reform

priority. The teaching and study of the arts in the elementary,
secondary, and continuing education curriculum is a key to the
complete intellectual and philosophical development of students.”

Private foundations are also actively working for improved arts
education. The Rockefeller Foundation played a leading role in
supporting The Arts, Education and Americans Panel which in 1977
published Coming to Our Senses. The Carnegie Foundation for the
Advancement of Teaching provided leadership in its 1983 reporti, High
School: A Report on Secondary Education in America which affirmed the
place of the arts as a basic subject in the high school curriculum. The
J. Paul Getty Trust has made arts education one of its four major areas of
funding and concern.

This rhetoric and activity is being translated into action. Since
1979, 27 states have added arts requirements for high school
graduation; only two had such requirements before. Similarly, the U.S.
Department of Education 1987 survey of school districts (1987 district
survey) reports that a growing number of districts now require units in
the arts for graduation from high school. The number reporting
increases between 1982 and 1987 in the number of arts courses being
offered is greater than those reporting decreases. Fifty percent of school
districts report that the percentage of their budgets allocated to arts
education increased during these years. While a majority of districts
reported that between 1982 and 1987 the percent of classroom time in
the school day for arts education stayed the same, more than a third
reported that the amount of time had increased; only 6 percent reported
decreases. And, state appropriations for artist residency programs have
increased 71 percent in the three-year period 1983-86.

It is noteworthy that in the states most highly involved in education
reform — New Jersey, North Carolina, Tennessee, Texas, and Utah, to
name just five — the process has been pushed by governors and state
legislators. Arts education reform in these states is treated as seriously
as reform in other educational subjects. Achieving parity for arts
education reform took vigilance on the part of teachers andnitiative by
state education leaders.

In early drafts of what became the 1984 Tennessee Education Reform
Act, the arts were not included. An English teacher in Eastern
Tennessee, who was then Chairperson of the Tennessee Arts Commis-
sion, reported the omission to her state senator, who pointed it out to
both the drafters of the educational plan and the Governor. The
Governor, in cooperation with a coalition of legislators from Lcth
political parties, used the power of his office to make the arts part of
what came to be called the “Better Schools Program.” The political
negotiations to develop the Better Schools Program included an
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New Jersey: A New
Emphasis on Arts
Education

agreement between the scnator from Eastern Tennessee and the
Governor that at least $1 million in new educational funds would be
specifically earmarked for arts education.

As the Better Schools Program moved forward, higher amounts
were allotted to the arts, a new state director of arts education was hired
to develop a comprehensive plan for arts education, and three music
and three visual arts consultants were brought to Tennessee to help
implement 1t. By the 1989-90 school year, each school district in the
state is required to show how its arts programs correspond to the state
curriculum framework.

Tennessee also established a week-long “Tennessee Arts Acad-
emy,” in which art and music teachers and classroom teachers work with
six nationally recognized clinicians, lecturers, and arts specialists from
across the courtry. In 1987 alone, approximately 15 percent of the
visual arts teachers in the state had the opportunity to study at the
Academy. The teachers give their time and receive in-service and
college credit; other costs are borne by the state.

The Tennessee Better Schools Program also plans to place art,
music, and physical education teachers in each elementary school in the
state, at an estimated total cost of $44 million a year, to be phased in
over a four-year period. The first phase was put into effect during the

1986-87 school year.

Another outstanding initiative is represented by New Jersey’ Literacy in
the Arts Act, signed into law in June 1987. This comprehensive bill
resulted from the strong leadership provided by Governor Thomas H.
Kean. With funding from the New Jersey State Department of
Education, the bill created a task force made up of two members of the
New Jersey Council on the Arts, the Chancellor of Higher Education,
the President of the New Jersey State Scliool Board Association, and the
President of the State Education Association, plus 16 public members
appoined by the governor.

The task force is charged with the following tasks: (1) to develop a
plan to provide sequential K-12 instruction in the performing and visual
arts for all young people in the state; (2) to survey all ongoing arts
programs in the state and make the findings available to all school
districts; (3) to evaluate the effects of arts exposure on the total
educational and psychological development of students; (4) to explore
the feasibility of establishing competency requirements for high school
students in any of, but not limited to, the disciplines of writing,
architecture, dance, and drama; and (5) to examine procedures through
which teachers of visual and performing arts can obtain certification in
their fields and recommend possible reforms where appropriate.
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THE EDUCATION
SECTOR

The most powerful force in education is the individual school, along with
its principal, its teachers, and the parents who support it. The school
district, with its power to shape policy and make budget allocations, is a
close second. As the distance between students and teachers and
decision-making authorities increases, however, real influence gener-
ally decreases. Federal or national entities, such as the U.S. Department
of Education and national education membership organizations, have
less influence on schools than state-level authorities and membership
organizations, and these in turn are less influential than local schools
and school boards.

Those outside the education sector need to mesh their efforts with
state and locally mandated school programs. The arts can only become
part of the basic curriculum if the education sector perceives such
change to be its responsibility and interest. Giving priority to arts
education requires making time in the school day, hiring qualified
teachers, and producing curriculum materials. Only the education
sector can do this.

For too long, however, the arts educators have shouldered niost of
the task of justifying and implementing arts education. While they have
the expertise, they lack the clout to make the arts an educational
priority. Arts education programs are seldom expected to be as good as
they might be. Those in the education sector must reach out and join
forces with members of the governance and arts sectors to advance arls
education in the schools.




Leadership at the
School Level
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According to research known as effective schools research (summarized
and analyzed by Educational Research Service, Inc.), leadership by
principals is the key to higher quality school programs. Comparisons of
achievements of students with similarsocial and economic backgrounds
also show that higher quality school programs contribute to student
learning. While this finding might appear to be self-evident, the
research in fact rebuts James Coleman’s 1966 Equality of Educational
Opportunity Study which suggested that schools had little effect on
student achievement and that socially and economically advantaged
students were bound to succeed in school while socially and
economically disadvantaged students were bound not to. It is important
for the future of arts education programs that arts education be among
the criteria for judging school “effectiveness.” Today it is not.

Effective schools research identifies five major characteristics in
schools wlhiere student achievement is high: strong instructional
leadership, an orderly school climate, high expectations, frequent
assessment of student progress, and an emphasis on basic skills. Three
of these factors have particular application to arts education: strong
administrative leadership, high expectations, and frequent assessment
of student progress.

Administrative Leadership: According to the Phi Delta Kappa study of
exceptional urban schools (1980), the leadership authority of school
administrators is crucial to an “effective school.” Without it, efforts by
parents and others outside the schools ofien fail, because they lack
“permanence, power, and legitimacy” (Educational Research Se. vice,
Inc., 1983, p. 26). This finding is particularly impo:tant to arts
education. Most reform efforts in this area have been initiated from
outside the school structure, by parents and individuals and organiza-
tions in the arts sector. Relatively few o1 these have been effective. An
excellent example of working within the school structure is the checklist
for elementary school principals developed by the National Art
Education Association. (See following box.)

High Expectations: It is critical that school principals insist on
programs in the arts that are as rigorous and systematic as those in
reading and mathematics. As in these subjects, principals should know
the arts curriculum, make frequent inquiries about the arts programs,
and visit arts classrooms to observe instruction and discuss it with their
teachers. If school principals expect iittle of arts programs cther than
student performances and exhibitions that reflect favorably upon the
school, the programs will never be as good as they should and can be.
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Frequent Assessment of Student Progress: School-wide systems for
careful and frequent evaluation of student progress are also characteris-
tic of effective schools. Such systems must be applied to arts education
so that the teachers will understand that student progess in the arts is of
concert to the whole school. Teachers and principals need to know what
the students are actually learning so they can evaluate the effectiveness
of arts irstruction and offer special attention to those who need it.
Progress m the arts should be of as much concern as in any other
subject.

A Checklist Developed for ELEMENTARY PRINCIPALS by the Nationai Art Education

A sociation

SCHOOL LEADERSHIP: As the instructional leader, do you understand the value of art education to the
development of a child? Does your faculty realize that your commitment to quality educationincludes art
education? Do you work directly with the district-wide art supervisor, director, coordinator, or
chairperson to ensure a quality art program? Do you encourage student art exhibits, field trips and guest
speakers as a part of your art program?

FINANCIAL SUPPORT: Does the school provide a separate budget for the art program other than
student fees and donations from . PTA, PTO or some other source? Is there a budget for repair or
replacement of materials, equipment and furniture for each classroom in which art is taught? Are there
monies desigi.ated for professional development?

ART CURRICULUM: Do the written goals and objectives of your state, district and school include the
study of art? Does the elementary art curriculum iiiclude the opportunity to produce creative artworks, to
study art appreciaticen and history, art criticism -nd aesthetics? Is the curriculum sequential taking into
account the developmenta} lev2ls of childrens a:t? Is the curriculum reviewed and revised every five
years?

ART INSTRUCTION: Do te.. Yers plan lessons and units in art which reflect the goals and objectives of
th. state and district ¢t iculuin  Are paru ts and students aware of the goals and objectives? Do teachers
record pupil progress in &.1? Are teachers invclved in the establishment of an appropriate evaluation of
their teaching? Are students involved in 1. roles of ariist, critic, historian and observer?

ART PERSONNEL: Is there vne certified 2t teacher for every 350-450 children? If you do not have a
certified art teacher, are the regular classroom teachers adequately trained to teach a variety of art
activides and techniques, art appreciation and history, art criticism and aesthetics?
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Leadership at the “Effective schools™ leadership is also needed at the district level. An

District Level outstanding example of hov' this works is the Virginia Beach school
district in Virginia, which maintains clearly defined district-wide
policies, decision-making procedures, and expectations for each of its
62 schools. All instruction, including arts instruction, is based on
curriculum guides prepared by district supervisors and teachers and
backed by extensive resource materials.

Each major subject has a standing curriculum committee
composed of leachers, supervisors, a school counselor, parents, and
students. The committees meet for at least five days each year, during
school time, to make recommendations on curriculum development
and revision. Minutes from these committee meetings are circulated
throughout the district and are available for public inspection.

PROFESSIONAL DEVELOPMENT: Is there an ongoing staff development program for your teachers?
Are classroom teachers provided training in a variety of art activities and techniques, art appreciation and
history, art criticism and aesthetics? Are the teachers pursuing advanced course work/degrees? Are the
art teachers active members of their local, state and national art education associations?

TIME AND SCHEDULING: Do students receive art instruction from a certified art teacher or regular
classroom teacher at least 100 minutes per week per year? If you have a certified art teacher, do the
classroom teachers provide supplementary art experiences? Are class sizes consistent with the siaffing
ratio of other teachers in the building? 4

CLASSROOM MATERIALS AND RESOURCES: Are resource textbooks provided for each teacher? Are
arttextbooks provided for the students? Is there evidence that the teacher resource textbooks and student
textbooks are being used? Are art films, filmstrips, slides, prints, posters, and original artwork available
for teacher use? Daes the library have a collection of resources for students on art activities and
techniques, art appreciation, history and artists, careers in art, etc.? Are art magazines and journals
available?

SUPPLIES AND EQUIPMENT: Are there consumable supplies for drawing, painting, sculpture,
printmaking, ceramics, fibers, etc. readily available for teacher use? Do the students supply some of the
art materials which can be brought from home at little or no expense to the students? Is your school
equipped with specialized art equipment such as art furniture, sinks, kiln, paper cutter, tables, hand
tools, etc.?

Source: National Art Education Association, Quality Art Education: A Checklist Developed for Elementary Principals,
National Art Education Association, Reston, VA, undated.
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The new Virginia Beach visual arts curriculum guide, which
added art history and appreciation to art creation, was resisted by some
of the visual arts teachers who had previously taught only craft skills. A
few of these teachers were even placed on probation because their
teaching did not reflect the district curriculumn, but they were also given
in-service training to help them develop teaching that would. A recent
survey reveals that over 90 percent of the district’s art teachers are now
in favor of the district requirements. Most important, the survey also
shows that district-wide adherence to a broad curriculum hasresultedin
higher student achievement, as most of a sample of the district’s
students scored several times higher than the national average on test
questions taken from the National Assessment of Educational Progress
visual art exam.

Beyond Creating: The Place for Art in America’s Schools, a study
released by the Getty Center for Education in the Arts in 1985, affirms
that written, sequential curricula are crucial to effective teaching and
learning in the visual arts. This finding contradicts the longstanding
beliefthat visual arts teachers should seek to stimulate creativity without
being bound by curricular constraints. The Virginia Beach teachers
have reported on questionnaires, and demonstrated in their teaching,
that the new curriculum allows ample room for instructionzl innovation.

The cornitment and initiative of the district superintendent and
his staff were key to implementing the Virginia Beach program. The
superintendent made sure that everyone understood that the arts were
to have the same status as any other school subject, and central office
administrative and supervisory staff and school principals were giver:
the challenge and the responsibility to make this happen, thereby
creating an inspiring model. In Art History, Art Criticism, and Art
Production (vol. 2), the investigator attributed the success of the
Virginia Beach district to the superintendent’s leadership:

If all school districts were so well organized, so efficiently and effectively
administered, and so enlightened concerning both their general
educational program and the value they place on the role of art in that
program, then art education in this country would rest on solid footing.
As it now stands, basic changes in American art education would
probably have to be preceded by changes in both the values and the
administrative practices of school superintendents, their staffs, and
school principals (p. 7-42).
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Leadership at the State
Level

State leadership in arts education manifests itself in many ways: in
selting standards for the accreditation of college and university teacher
training programs, slandards for teacher certification, requirements for
high school graduation and for subjects which must be taught in each
grade, and requirements for entrance to state-administered colleges
and universities. State leadership is also involved in adopting courses of
study, curriculum frameworks and guides, and textbooks. State
building-code requirements, health and safety requirements, and
limitations on class size for educational as well as safety reasons also
affect the classroom, as does legislation governing the negotiations
between boards of education and unions. Finally, state legislation
affects the budgets available 1o schools while state referenda can limit
the authority of local taxing bodies o provide funding.

In a 1985 survey of state education policies and practices that
support the arts, the Council of Chief State School Officers (CCSSO)
found that:

e Forty-1wo states mandate arts instruction in clementary, middle or
secondary schools.

o Thirty-six state education agencies had a state-level orgenizational
unit for one or more of the arts, with musie or visual arts included in
every case.

e Nearly all of the states and special jurisdictions (50) employed aris
specialists.

e There appeared 1o be more support for ais education from a
functional than from a policy perspeetive: in that culy 13 states
reporied that their hoards of education spzeified the arts within forial
statements of educational goals, althou.gh 44 indicated they were in
the process of revising polieies in ways that would affeet arts education
positively.

e Forty-three states distribute guidelines for arts instruction to local
districts, although these suggestions are usually general rather than
specific.

e A majorily of states (36) publish guidelines for visual arts and music;
20 states have guidelines in dance, drama, and creative writing, but
only 12 states require that dance and/or drama be offered at the
secondary level.

While states have increased their high school graduation requirements
inthe arts, most do not collect data on how effective their arts programs
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are or ¢ how they are supported financially, whether froni federal block
grails, state categorical funds or discretionary income. Apparently, the
trend is toward increased state support for arts education, although
actual amounts vary considerably. State guides for cusriculum adoption
and state provision for textbook adoption can be a prescription for
failure unless they are accompanied by corresponding technical
support and adequate funding.

Nonetheless, the CCSSO report emphasizes the importance of
state leadership in improving arts education, particularly when it is
supported by state and local commitment:

The majority of the SEA [state cducation agency] respondents believed
that the formulation of new policies at the state level will lead to
improved a«ls instruction in the state They emphasized that legislative
funding was a critical factor to the effective innlementation of policies,
and that such policies should define the arts as basic 1o the K-12
curriculum. They also recommended a commitment, both at the state
and local level, 1o fund and otherwise enable schools to provide qualificd
instructors to tcach the arts (in all subject arcas), 1o offer sufficient
numbers of courses o reach all students, and to cnsure that the arts are
includ 'd as part of solid academic preparation for a well-raunde..,, pre-
collegi.ite educaticn. In summary, respondents believed that if state and
local adwinistrators, teachers, and parents generally came to believe
that the aris were basic, many of the problems encountered iz providing
quality comprehensive arts education for all students would in fas > be
resolved (pp. 6-7).

Although the states are generally responsible for all education,
they exercise this function very differently. In the case of arts education,
some legistate mandatory minimum requirements while others pass the
responsibility to local school districts.

North Carolinais a gr 4 example of centralized state control. In
1984, North Carolina audited its entire educational curriculum under
its Elementary and Secondary School Reform Act of 1984, and then in
1985 promulgated a 526-page North Carolina Standard Course of Study;
a North Carolina Competency-Based Curriculum, and an 870-page
teacher handbook on arts education. These reforms are to be
implemented by the 1992-93 school year, with schoel accreditation
eventually depending on compliance with them. Theve arealso plans for
a statewide program of testing to determine the success of the reform
cffort.

Colorado represents a good decentralized example. Colorado has
no statewide cur~iculum requirements, no statewide curriculum rides
or course of study, no state-adopted o: mandated textbooks, o
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State Leadership by
Higher Education

State Certification of
Arts Teachers and
Accreditation of School
Programs

statewide standards for testing, no statewide test, and no statewide
requirements for high school graduation (Arts in the Schools: State by
State, 1985, p. 18).

Most states fall somewhere in between and responsibility for
determining the character of arts programs may legitimately reside at
any level. In some, the local school districts must either develop their
own curriculum, or, as frequently happens, pass the responsibility on to
the local school administrator who may in turn delegate it to individual
arts teachers.

In other states, regional, county or intermediate educational
agencies assist local school districts by providing programs and services
which small districts would be unable to provide alone. In addition to
coordinated purchasing and other administrative tasks, these agencies
often provide leadership in curriculum development, staff develop-
ment, and assistance with special populations.

Colleges and universities help arts education at the state level in many
ways. Best known is their role in educating teachers. But they also
encourage arts education research, and provide residencies for visiting
artists and scholars. In addition, university museums exhibit works of
art from their own collections and from touring exhibitions and
sometimes prepare exhibits for use in schools. Campus performing arts
facilities produce or present both home-grown and touring perform-
ances. Campus radio and television stations provide a variety of artistic
fare tc the community and state as well as hands-on instruction to
students. Higher education staff often serve as consultants to state
departments of education, local school districts, and the business-
producer sector which provides materials for use in classrooms.

Finally, colleges and universities have direct impact on high
schools through their entrance requiremeni. and the courses for which
they give credit. In too many cases, colleges and universities do not give
credit for high school arts courses, concluding that the content of these
courses does not meet their standards. An exception is the California
State University system which, beginning in the fall of 1988, will require
all incoming high school graduates to have successfully completed one
year of visual or performing arts.

States are also responsible for setting standards for teacher training
programs, the certification of teachers, and the effectiveness of certain
categorical programs and services.

Teacher training institutions — public, private, and parochial —
must meet state criteriaif they offer students course work which leads to
teacher certification. A recent trend shows a growing number of states

139

s
1

| EN
!




. requiring teachar candidates to pass qualifying examinations as well as

. successfully complete required course work. While standards vary from
state to state, most slates have certification standarc for secondary art
and music teachers. On the other hand, only 24 states ave certification
programs for theater and only 15 for dance teachers. And only 19 states
require prospective arts teachers to pass qualifying examinations before
receiving a certificate.

Standards for the preparation of arts teacl.ers are also affected
when colleges and universities voluntarily agree to have these programs
reviewed and accredited by one of the four national accrediting
associations — the National Association of Schools of Art and Design,
the National Association of Schools of Dance, the National Association
of Schools of Music, and the National Association of Schools of Theatre.

Thomas Jefferson, Monticello, the West Front and Gardens, Thomas Jefferson Memorial Foundation, Inc.,
James Tkatch
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Leadership at the
National Level

U.S. DEPARTMENT OF
EDUCATION

Many state departments of education also review K-12 school
programs and accredit or approve them when they meet specified
standards and comply with state regulations. In addition, schools can
voluntarily agree to have their programs accredited by one of six
regional accrediting associations which cover school programs in all
subjects including the arts. Most regional associations develop
standards to be used during a self-study process; this is followed by a
site visit from an evaluation team. Unfortunately, regional association
standards in the arts are usually too general te be very effective.

Leadership at the national level affects the climate for arts education.
The U.S. Department of Education, the national professional associa-
tions of educators and education administrators, and several prominent
not-for-profit entities are all key players.

Although the federal government has no specific constitutional
responsibility for education and provides only 9 percent of the money
spent on education, the U.S. Department of Education can exert
substantial influence through its support of state departments of
education and of research. Unfortunately, the Department has not
consistently provided broadly based support for research and curricu-
lum development in arts education, and since 1979 art and music have
not been part of the National Assessment of Educational Progress which
it sponsors, although assessments of both had been planned at six-year
intervals. Because other school subjects have been placed in the
national spotlight and the arts have not, federal funding policies may
have contributed to the perception that the arts are not as important as
other school subjects.

Several recent developments are, however, encouraging. The
1983 report to the U.S. Department of Education by the Commission on
Excellence in Education, A Nation at Risk, included the arts as one of
the key components of the curriculum fthe eight years leading to high
school, and contended that the high school curriculum “should also
provide students “*h programs requiring rigorous effort in subjects that
advance students’ personal, educational, and occupational goals, such
as the fine and performing arts.”

U.S. Secretary of Education William J. Bennett has been a strong
voice in strengthening both arts and humanities education. In his 1986
report on elementary education, First Lessons, he declared that the “arts
are an essential element of education, just like reading, writing, and
arithmetic.” This was helpful, as was his address to the annual meeting
of the National Association of Schools of Music that same year when he
said: “Not only do the arts contain an important part of what it neans to
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be human, the arts also give coherence, depth, and resonance to other
acadernic subjects. One of the primary tasks of our schools should be to
train our young people to know, love, and respond to the products of the
human spirit in music, dance, drama, and the visual arts. Surely it
should be possible for them to emerge from their years of schooling with
their eyes, ears, heads, and hearts attuned to what is lastingly beautiful
in their cultural heritage.”

In December 1987, Secretary Bennett issued a booklet presenting
his idea of a core curriculum for American high school students. He
described that report, James Madison High School: A Curriculum for
American Students, as “an effor. to spell out the essential elements of
what all students should learn. It gives flesh to the minimum graduation
requirements called for by A Nation at Risk.” Most significant, Secretary
Bennett’s recommended high school curriculum requires oue year in
the fine arts — one semester in art history and one semester in music
history. In addition, the report affirms that: “Studio arts, drama, and
vocal and instrumental music are valuable and appropriate student
pursuits; many secondary schools will want to offer them for credit as
elective classes.”

This recommendation, while not as broad as our recommendation
for two years of study in the arts, would be an advance for the many
states which have yet to generate arts requirements, per se. Consistent
with these statements, the U.S. Department of Educatior has joined with
the National Endowment for the Arts in funding research in arts
education. On October 14, 1987, the Department and the Endowment
jointly announced the establishment of research centers in arts
education and in literature education.

This project, which is part of an overall US. Department of
Education effort involving the content of the basic subjects in the K-12
curriculum, is particularly important in the arts, both symbolically and
substantively. It is important symbolically because it represents an
ongoing national collaboration between the Department of Education
and the Arts Endowmen; it also highlights the Department of
Education’s recognition that the arts should be as basic a part of
education as English, math, and science. It is important substantively
because there is perhaps less consensus on the nature of the arts
curriculum than on that for other subjects.

In another collaborative =ffort with both the Arts Endowment and
the Humanities Endowment, the U.S. Department of Education funded
and fielded in 1987 a survey of a sample of school districts about their
policies and programs concerning arts and humanities education. This
survey was initiated as part of the “cooperation” Congress requested
from the Department in developingthe present report, which includes a
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PROFESSIONAL
ASSOCIATIONS AND
MEMBERSHIP
ORGANIZATIONS

substantial amount of that information.

The Education Department also continues to fund the education
programs of the Kennedy Center for the Performing Arts (3.3 million
in Fiscal Year 1987), as well as Very Special Arts (a program affiliated
with the Kennedy Center), which develops programs to integrate the arts
into the general education of disabled childr-n and the lives of disabled
adults.

In a country where formal responsibility for education rests at state and
local levels, the national perspectives of the professional education
associations are important to improving arts education. Four major
groups of professional organizations influence arts education —
associations of arts teachers in schools, associations of arts educators in
higher education, associations of education administrators, and general
associations of educators.

The objectives of the professional associations of arts teachers are
to promote and improve arts education and provide a means for
communication of ideasin the field. The most significant of these are the
Music Educators Netional Conference, the National Art Education
Association, the National Dance Association, the Music Teachers
National Association, the American Association of Theatre for Youth,
and the National Council of Teachers of English.

These associations work with publicand private schooi teachers of
the arts, arts supervisors and administrators, museum and arts
institution educators, college professors of the arts, researchers and
evaluators, arts advocacy organizations, and representatives of the
private sector. They pursue their objectives through research, con-
ferences, and publications.

Associations representing professional educators in higher educa-
tion are also important. These include the National Association of
Schools of Music, the National Association of Schools of Theatre, the
National Association of Schools of Dance, the National Association of
Schools of Art and Design, and the International Council of Fine Arts
Deans.

These associations help develop a sense of common endeavor
among their members, provide for accreditation, and set standards for
granting academic credit, degrees, and other professional credentials.
In January 1986, a consortium of arts educators (aris teachers and
educators in higher education) concludedin a briefing paper for the arts
education community, entitled K-12 Arts Education in the United States:
Present Context, Future Needs, that arts educators needed “an action
agenda” to develop “individual knowledge and skills in the arts in an
increasing number of students” as well as “public understanding that
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art has important intellectual content as well as emotional appeal” (p.
32). In November 1986, in response to the revision of the Arts in
Education guidelines of the National Endowment for the Arts, the same
consortium published another briefing paper to encourage arts
educators to work in partnership with state arts agencies to advance
serious study of the arts in schools.

The Council of Chief State School Officers (CCSSO) has been
particularly active in its support for arts education. Representing the
commissioners dnd superintendents of education of the 50 states and
seven special jurisdictions, the CCSS0’s survey of state arts education
policies was published in 1985 as Arts, Education, and the States. That
same year the CCSSO convened a meeting on arts education attended by
97 commissioners and superintendents which reviewed the preliminary
results of the survey and discussed the various issues in arts education.
The survey and conference were sponsored by the U.S. Department of
Education, the National Endowment for the Arts, and the Rockefeller
Foundation.

In August 1985, the CCSSO published & catalogue of relevant state
projects, Optioas and Opportunities in Arts Education, and expressed the
hope that the catalogue would serve as a “catalyst for the development,
expansion, or refinement of state initiatives in arts education across the
country” In addition, the CCSSO Instruction Committee adopted 10
recommendations on arts education in 1985. These included establish-
ing the arts as “part of the core of learning” and setting formal state
education goals to allocate adequate funds to support arts education,
provide quality arts instruction through qualified teachers, and
incorporate the arts into state assessment and evaluation programs.

The National School Boards Association (NSBA). representing
state associations in 50 states and two special jurisdictions, also actively
supports arts education. The NSBA% strong support for integrating the
arts “into the curriculum as essential elements” has been reiterated as
recently as September 1987 in its publication, Updating School Board
Policies. The lead article by Robert R. Spillane, Superintendent of
Fairfax County (Virginia) Public Schools, declared: “Arts Education is
not a frill! The arts are basic and essential” The NSBA has launched a
joint annual awards program to honor local school boards for
outstanding support of the arts in education. The first presentation
occurred in March 1988.

The Board of the Association for Supervision and Curriculum
Development (ASCD) represents approximately 90,000 teachers,
administrators and other officials at every level of education. It adopted
the following resolution at its 1985 2-nual meeting: “As a result of
mounting graduation requirements in such fields as mathematics,
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science, and English, the arts have been frequently excluded from the
general requirements. The arts are essential to student cognitive and
affective growth and, therefore, should be a vital part of the required
curriculum.” And, in 1987, ASCD dedicated an entire issue of its
journal, Educational Leadership, 1o the topic of arts education.

Still another example of the help arts education receives from
professional associations is the collaboration between the American
Association of School Administrators and the Alliance for Arts
Education at the Kennedy Center for the Performing Arts. In 1985,
these organizations coproduced a “how-to pamphlel,” Performing
Together: The Arts and Education, which presented a rationale for the
central place of the arts in the schools and offered guidance for
improving arts education.

The American Federation of Teachers (AFT) and the National
Education Association (NEA), and their affiliated state and local unions,
have also been supportive of arts education. In 1987, e National
Education Association resolved that “artistic expression is basic to an
individual’s intellectual, aesthetic and emotional development” and that
“every elementary and secondary school curriculum must include a
balanced, comprehensive and sequential program of fine arts instruc-
tion taught by teachers certified in those tields.” It has also urged its state
affiliates “to become irvolved in the promotion, expansion and
implementation of a fine arts program in the cur+iculum.”

In 1988, the Executive Council of the American Federation of
Teachers passed a resolution stating that:

- . - the basic school curriculum, K-12, as a part of a balanced course of
study in the arts, sciences and humanities, should require all students to
study the arts. Students should be required to study the literary arts; the
visual arts including design and architecture; the performing arts
including music, dance, opera and theater; and the media arts in order to
ensure that all students will be able to develop their creative potential and
graduate from highschool with a basic understanding of their society and
of civilization.

Another organization which supports the arts as part of basic
education is the College Entrance Examination Board (College Board).
In 1983, the College Board included the arts as one of the six “basic
academic subjects” for college: preparation as a part of its Educational
Equality Project, Academic Preparation for College: What Students Need
to Know and Be Able to Do. In 1935, it followed up with a series of
booklets on each of tie six basics, including Academic Preparation in the
Arts. Over 400,000 copies of Academic Preparation for College were sold
or distributed, and over 25,000 copies of Academic Preparation in the
Aris were sold (chiefly to schocls and teachers).
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THE ARTS SECTOR

Artists and Arts
Professionals

Tt : College Board reports that 23 states have taken some form of
action in response to the-fecommendations in the booklets and that the
National Urban League is translating the recommendations into
workshop programs for parents and community organizations. By late
1988, the College Board will publish the results of a national survey
measuring the degree to which its recommendations have becn
adepted, at which point a third generation of booklets will be published.
The College Beard has also included the arts among the basic academic
subjects in its workshops for teachers. During the 1986-87 school year,
some 3,000 teachers participated in 50 arts education workshops
«cross the country.

While the arts have a very insecure place in the curriculum of most
school districts, no other school subject has elicited such a broad
network of support and advocacy from its practitioners. The arts sector
may have no authority over the schools, but its members work tirelessly
to strengthen arts education in the schools and to press its importance.
Support comes in the form of influence, people, programs, and finance.

Today, approximately 8,200 practicing artists work in over 10,000
schools in residencies lasting from one day to a full school year. Often
they are advocates for arts education and help teachers with the
development of arts classes, particularly where no specialist teachers
are available. In addition to working with small groups of students in
class settings, artists-in-residence may give concerts or help with the
creation of a mural or the printing and binding of a collection of poems.
They also help young people learn how to be members of an audience
and to see how an artist practices his or ker craft. They also reach out to
the community and help make it realize the importance of both the arts
and arts education.

Some of Americas best and most successful artists strongly
believe in arts education and have devoted considerable time and
energy, not to mention money, to working with young people. Arthur
Mitchell, the first Black to become a premier danseur with the New York
City Ballet, resigned from the company after the assassination of Martir:
Luther King to found a dance school which would attract young Blacks
to the dance profession. The resulting Dance Theater of Harlem and its
school vontinue to draw many of their students from Harlem and other
economically deprived neighborhoods.

While still a principal with the New York City Ballet, Jacques
4’Amboise founded the National Dance Iastitute to bring dance to
schoolchildren in the New York City area. Each year Mr. d’Amboise and
his trained assistants teach elementary school children in four or five
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Cultural Institutions,
Organizations, and
Associations

selected schools for an entire school year. Their aim is not to recruit
future professiorals but to convey the joy and discipline of dance to
children who would not otherwise experience it. The project is being
copied in Boston and San Francisco with Mr. d’Amboise, who attracts
children like = latter-day Pied Piper, closely supervising both efforts.

Bruce Marks, a former principal dancer with the American Ballet
Theatre and the Royal Danish Ballet, currently artistic director of the
Boston Ballet, is committed to reaching out to the community and
providing arts education to the young. Having noticed that few minority
dancers were interested in training in dance, he began in 1984 to work
with two neighborhood elementary schools on the fourth and fifth-grade
level for the purpose of exposing them to all kinds of dance — ballet,
jazz, Spanish dance, African Black dance, and Chinese dance. In the
1987-88 school year, his program will reach 235 students.

Among the many musicians who have been aclive in arts
education, Leonard Bernstein is perhaps best known for the televised
young people’s concert series he produced while he was director of the
New York Philharmonic in the 1950’ and *60s. His explanations of the
workings of a symphony orchestra and brilliant interpretations of
important symphonic works attracted huge audiences of young people.

Folk artists, whose work is based on traditions that stretch far into
the past, are understandably concerned with the importance of keeping
these traditions alive for new generations. Theo Bikel and Pete Seeger,
for instance, have both worked with young people. Until her recent
death, the great Bessie Jones devoted most of her time to working in
Georgia's public schools to teach children the Black work songs and
spirituals which she had done so much to preserve.

Many art museums, art centers, theaters, and other cultural institutions
have arts education programs. Their number is growing, and their
influence can be national, regional, or local in scope. The arts seclor
also has countless membership and advocacy organizations, such as the
American Council on the Arts, that can and do play important parts in
advancing arts education. Since film, television, radio, and recordings
are the cultural forms which most affect our young people, the
organizations which produce and distribute them must be taken into
account in designing arts education programs. They have enormous
potential to contribute much more than they now do.
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Visual Arts and Design

Most art museums, whether large or small, sell or rent reproductions of
works of art, films, books, and catalogues. Most provide education
programs used by schools, including docent services for visiting school
classes and assistance to classroom teachers in tailoring these visits to
the curriculum. Many museums also offer teacher training, sometimes
with local college or university credit.

Museums with national constituencies, like the National Gallery of
Art in Washington and the Metropolitan Museum of Art in New York,
have low-cost arts education programs with national constituencies.
They distribute kits containing slides, workbooks, teaching guides, and
other materials about individual artists, artistic periods or movements,
or about more general historical subjects, such as “China: 1000 Years of
Art and Culture” or “Arms and Armor.” The Secondary Education
Departiment of the Smithsonian Institution also distributes teachingkits
about science, history, and the visual arts to thousands of schools across
the courtry.

The J. Paul Getty Trust’s Center fc: Education in the Arts beganin
1981 a major effort to study and improve education in the visual arts. It
has initiated several research efforts and a variety of pilot and
demonstration projects in Discipline Based Art Education (production,
history, criticism, aesthetics). Its Institute for Educators in the Visual
Arts, a five-ycar pilot program involving 21 school districts, is designed
to help elementary school classroom teachers teach the visual arts. The
Getty Center has also provided $20,000 planning grants to eight
regional institutes involving consortia of universities, school districts,
and art musewns in Florida, Minuesota, Nebraska, Ohio, Pennsylvania,
Rhode Island, Tennessee, and Texas. It has funded school district
planning grants in Provo, Utah; Robinsdale, Minnesota; and Portland,
Oregon and is assisting three curricalum development institutes to
provide model lesson plans in the hope of stimulating the interest of
commercial publishers in creating materials for discipline-based arts
education.

The architecture and design communities have undertaken a
number of projects to provide students in elementary, middle, and
secondary schools with a better sense of these disciplines. The
American Institute of Architects Foundation has sponsored a “Sixth
Grade Student Design Program” to introduce students to the design
process. In a particularly interesting program in Broward County,
Florida, the local AIA chapter has since 1983 sponsored K-12 student
design competitions.
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The Performing Arts

Creative Writing

The Media

Performing arts institution »—symphony orchestras, choruses, theaters
and dance companies — also have educational programs, Many give
special performances and workshops in scheols. In rural areas, thesc
may offer schoolchildren their first chance to attend a live performance.

Young Audiences, with 37 chapters across the country, trains and
sends professional artists into schools, and currently reaches almost five
million children, or one of every eight. The Alliance for Arts Education
of the John F. Kennedy Center for the Performing Arts promotes arts
education through a network of cominitiees now active. ~ 41 states. The
Lincoln Center Institute holds trainitsg workshops for teachers whose
classes are invited to dress rehearsals or performances at Lincoln
Center, a program that has been replicated in a number of cities outside
New York. The Los Angeles Ferforming Arts Center trains teachers in
summer institutes, offers quality arts residency programs, and provides
performnances in schools through its “Music Center on Tour” program.

Performing arts membership organizations like the American
Symphony Orchestra League, OPERA America (an association of opera
companies), Chamber Music Ameriea, Dance/USA, and the American
Association of Theatre for Youth all have programs to introduce children
to the art form with which they are concerned.

The Teachers & Writers Collaborative sends professional writers into
schools to work with teachers and students, and publishes materials
relating to the teaching of writing. A number of school systems have
organized “poets-in-the-schools” residencies with the Collaborative.

The most pervasive influence of the arls sector on young people’s
perception of art and culture comes through the communication media
— television, publishing, recording, radio, and film. The most potent of
these is television. Young people spend more time in front of the
television set than in class — over six hours a day.

The television and other entertainment industries provide young
people with a substantial portion of their regularly used vocabularies,
includingtheir vocabularies in the arts. Young people with only a vague
idea of who Mozart was (unless they happened to sec the movie version
of Amadeus) will know all about Michasl Jackson and Kenny Rogers.
They will have a better sense of the language and rhythms of “Miami
Vice” than those of Dickens, whose vocabulary is now often considered
“too difficult” for average students.

These observations are not meant toimply that Michael Jackson is
in the same league as Mozart or that Crockett and Tubbs are today’s
equivalent of Oliver Twist. It is to say that pop music and popular TV
series (which often contain a grcat deal of music) cannot be ignored by
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those who would provide education in the arts. To do so would be to
forfeit credibility among those young people whose confidence must be
gained if they are to “get inte” the wealth of art praduced over time,

The wares of the popular media, however, are viewed by many
educators (and artists and arts professionals) as of no educational
account, and so no atiempt is made to teach young people about the
good and bad of popular culture. Yet, how caa a young person
understand what makes great art great without reference to the good
and the bad of the popular arts that pervade the atmosphere?

Were young peceple better able to distinguish goed from bad in
popular cultuze, they might influcace what the media give them, since
the media respond to what audiences demand. But audience demand
for a wider variety of fare depends on acquiring, through learning, a
taste for different experiences, and that in turn depends upon acquiring
the ability te understand the more complex vocabularies (even when
extremely simple in exposition) of great art.

Those involved with the media are rarely viewed as leaders ana-:

educators, but they do in fact lead and educate outside the schools.
Targeting audiences and developing products for them is a form of
leadership, like it or not. Leadership may not be altruistic, and artists
and educators may not like what it is selling, but young reople and
adults buy it and buy it fieely. Hence, the offeriz.gs of television and the
other media are major parts of actual education. The very fact that they
are extracurricular and are consumed outside school adds to theis
attraction for many young people.

At the same time, the media have enornous power to improve
education in the arts. Occasionally they do. The Leonard Bernstein
yourg people’s concerts on CBS begun in the *53% brought classical
music¢ to millions of young people. One reason Maestro Bernstein wasso
successful was that he mnade music from an earlier era relevant to young
people, with periodic allusions to such popular music wdols as the
Beatles.

Given the influence of television, and its success via public
television in teaching young people basic scientific principles in “3-2-1
Contact,” the National Endowment for the Arts joined the John Paul
Getty Trust in funding the developmen: of a televisior: series aimed at
encouraging young people (ages eight-10) at home to become interested
in the arts and gain some basic understanding of their prirciples. The
hope is to educate in the arts without losing the child’s attention; at
home, it is easy simply to switch channels. The results of three pilot
programs (in visual art, music, and dance) are expected in mid-1988.
Written materials, which can be used in schools, will be prepared for
each program.
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The Role of
Government in

the Arts Sector

THE NATIONAL ENDOWMENT
FOR THE ARTS

STATE ARTS AGENCIES

Public television has taken i.s mission to present the arts very
seriously, and it remains the main vehicle through which the television
audience, children and adults, are given access to the arts. This fills a
large gap, especially for those who lack geographical or financial access
to live performances.

In helping to provide this access, the Arts Endowment and its
sister agency, the Humanities Endowment, have played significant
roles. NEH has supported the “American Short Story” and both
agencies have contributed to an unprecedented poetry series, “Visions
and Voices,” of particular interest to high school students. “Live 'rom
Lincoln Center,” “American Playhouse,” “Dance in America,” and
“America By Design,” all supported by the Arts Endowment, have
censistently drawu audiences around the three million mark — low by
c.mmercial standards, but a vast extension of the arts audience for a
particular event.

The influence of television is such that a single program,
commercial or noncommercial, such as “The Nutcracker” or “Amahland
the Night Visitors,” can help stimulate increased interest in live
performances of dance or opera. The challenge is to sustain this
interest. The relatively new cassette technologies have opened major
possibilities, including distributing cassettes about the arts to schools
and libraries, though legal rights and distribution issues in this field
must still be resolved.

Another important segment of the arts sector is the federal, state, and
local government agencies which subsidize the arts.

The National Endowment is the federal agency providing grants to
artists and arts organizations across a diverse range of arts disciplines.
The Endowment’s Arts in Education Program is a $5 million program of
grants to state arts agencies and other not-for-profit organizations
specifically designed to help advance arts education in the schools.
Further, granis to museums, orchestras, dance companies, theaters,
and many other arts organizations help support artistic programs
including those that reach young people. The next chapter, “The Role of
the National Endowment for the Arts,” discusses in detail Endowment
policies, as well as its potential for helping to make comprehensive
education in the arts available to ali students.

All 50 states and the six special jurisdictions have arts agencies. Up to
now their major education activity has been to administer artist
residency programs for which the Endowment has provided financial
support.
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In Fiscal Year 1987, state and special-jurisdiction arts agencies
spent an average of 9 percent of their state legislative appropriations on
artists-in-residence programs. Individual state appropriations, how-
ever, ranged from as little as .85 percent to 35.3 percent. Twenty-two
states spent 5 percent or less of their state legislative appropriations on
artists-in-residence activities while 19 spent more than 10 percent, with
four of the latter group spending 20 percent.

While residency programsremainthe core of state arts agency arts
education programs, over half the agencies are now engaged in planning
activities, which include collaboration with state and local education
agencies, to make the arts a more basic and sequential part of K-12
education. New initiatives in curriculum development, teacher and
artist in-service training, evaluation procedures, and advocacy hold
promise for the future. The National Assembly of State Arts Agencies
(NASAA) published in 1988 an Arts and Education Handbook: A Guide
to Productive Collaborations, which argues for an inclusive effort on the
part of all elements in the arts and edrcation sectors.

BUILDING STRONG COALITIONS: Minnesota State Arts Board

The Minnesota Comprehensive Arts Planning Program (CAPP) is an excellent example of the leadership
coalition that exists between the Minnesota State Arts Board (MSAB), the Minnesota State Department of
Education (MDE), and the Minnesota Alliance for Arts in Education (MAAE). CAPP was originally
established in 1983 with $125,000 from state and private sources.

CAPP, in its third Biennium, aims to assist the development of a strong network of programming,
planning, advocacy, and leadership in ar s education throughout the siate. In 1983, CAPP 1, as it was then
known, provided $125,000 to train local school arts leacers jn 30 districts in the state and furnished the
impetus for those educators to begin developing and implementing a well planned discipline-based arts
curriculum for their students.

CAPP Il began in 1985 with public/private partnership funding of $200,000 and was packaged
together with a $4.9 million arts appropriation bill which included support for a Minnesota High School
and Resource Center for the Arts and K-6 categorical arts education aid. The CAPPII program served 29
school districts throughout the state.

CAPP i1 is currently underway with a legislative appropriation of $150,000 and is serving 23 sites.
Although the current biennial resources are less than in previous years, CAPP continues to exert a major
influence in the development of arts education in Minnesota.
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LOCAL ARTS AGENCIES

Advocates for
Arts Education

The first local arts agency was organized in 1949. By 1956, 55 were in
existence, and bv 1985 there were over 3,000. Nearly 750 of these
agencies have professional staffs, and one-third rew.ive some govern-
ment funding, while the rest are private nonprofit organizations. Locel
arts agency budgets range from zero to $125 million (New York City).
These community-based organizations serve as catalysts and planning
entities to assist the community, arts institutions, artists, arid schools in
.lanning for and supporting the arts.

While much of this effort is focused on the adult population, there
is a growing awareness that school-based arts education programs
should be an important dimension of their efforts. For example, the
¢ 90-plus member National Assembly of Local Arts Agencies (NALAA)
is developing a policy paper on arts education, and its 1987 survey of
305 NALAA members indicated that while the bulk of activity is in
support of artist residencies and art classes or workshops outside of
schools, a fifth to a quarter of the respondents are now engaged in
advocacy and development of mandatory arts curricula in schools.

The potential of the arts sector to advance arts education in schools is
not yet being realized. Accustomed as the arts sector is to raising money,
encouraging government support for the arts, and generally making the
arts a part of community life, it has yet to rally behind the campaign to
make the arts a basic and sequential part of the K-12 curriculum.

The National Endowment for the Arts, for example, has always
expressed concern for arts education and funded state arts agencies to
support artist residencies, but until the 1980% it did not try to
encourage schools to make arts education a higher educational priority.
The same is true of state art agencies which until recently did not
venture beyond residency programs. By the same token, many artists
and arts organizations have evolved their own arts education methods
and even developed specific school programs, but generally they have
not tried to change the way the education sector thinks about arts
education.

In short, the arts sector has tended to let the education sector off
the hook, thus contributing to the view that arts education can remain an
extracurricular effort.

If the arts are to become a basic part of edacation, the education
sector must become convinced of their educational, as well as their
artistic worth. The arts sector can help with arts education, but it must
first convince the education sector that not only is arts education in the
education sector’s interest, it is as essential to a satisfactory American
education as English, math, and science. To do this, the arts sector will
need to join forces with arts teachers to convince the rest of the
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Excerpts from Brochure for Ad Hoc National Arts Education Working Group in 1987

AD HOC NATIONAL ARTS EDUCATION WORKING GROUP

OnMarch 24, 1986 at tl:e offices of the Pew Memorial Trust, the American Council for the Arts (ACA) and
Music Educators National Conference (MENC) brought together leaders from twenty-five national
organizations involved with arts education to discuss their common areas of interest. These leaders
repre-.ented arts service organizations, arts advocacy groups and arts education associations. During the
course of the day-long meeting the group drafted the “Philadelphia Resolution™ reprinted here.

At subsequent meetings the resolution wa: _efined and taken to the boards of each of the
organizations for their approval. This group, the Ad Hoc National Arts Education Working Group, . . .
continues to meet . . . to discuss major policy issues of the arts education field.

In the course of the meetings the group drafted and revised a second document, “Concepts for
Strengthening Arts Education in School.” The boards of directors of the groups have at this point adopted
this second document.

The Ad Hoc Arts National Arts Education Working Group will continue to meet to further define the
policy needs of the-arts education field and to examine ways that this policy work can affect the
improvement of arts education in local communities and the development of state arts education plans.

The group has been chaired by Fred Lazarus IV, President of the Maryland Institute College of Fine
Arts, and co-convened by Milton Rhodes, President of ACA, and John Mahlmann, Executive Director of

MENC.

PHILADELPHIA RESOLUTION, March 24, 1986

WHEREAS, American Society is deeply concerned with the condition of elementary and secondary
education; and

WHEREAS, the arts are basic to education and have great value in and of themselves and for the
knowledge, skills and values they impart; and

WHEREAS, the arts are a widely neglected curriculum and educational resource in Arerican
schools; and

WHEREAS, numerous national reports have cited the arts as one of the most basic disciplines of the
curriculum; and

WHEREAS, every American child should have equal educational opportunity to study the arts as
representations of the highest intellectual achievements of humankind;

THEREFORE, ti.¢ undersigned individuals, representing a broad cross-sect’ n of national arts
organizations, agree:

THAT EVERY elementary and secondary school should offer a balanced, sequential, and high
quality program of instruction in arts disciplines taught by qualified teachers and strengthened by artists
and arts organizalions as an essential component of the curriculum;

THAT WE PROMOTE public understanding of the connections between the study of the arts
disciplines, the creation of art, and development of a v.orant, productive American civilization;

T*YAT WE URGE inclusion of support for rigorous, comprehensive arts education in the arts
development efforts of each community;

THAT WE PURSUE development of local, state and national policies that 1esult in more effective
support for arts education and the professional teachers and artists who provide it.
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THE BUSINESS-
PRODUCER SECTOR

education sector that arts education, like other educatior:, must include
specificlearning outcomes, be taught sequentially, and use testingto see
if the teaching results in the stipulated outcomes.

Toa degree, this ishappening. For example, the American Council
for the Arts has joined the Music Educat>rs National Conference in
building alliances among arts educators and the arts sector. The
education sector must be convinced that arts education does not just
consist in performances and exhibitions applauded by parents, but is
valuable in and of itself.

The arts sector can do this. The trustees of orchestras, museums,
and other arts organizations, and the many volunteers who help them,
are usually civicleaders in their communities. They wield influence with
their school boards, school superintendents, and members of state
legislatures. They have already made substantial commitments to the
cultural life of their cities and towns. If they were to devote a small
portion of this energy to convincing the schools that education in the arts
should be basic and sequential and that school time and money should
be ailocated to this end, school boards and schools would follow.

Advocacy by the arts sector for arts education is also in its own best
interest. Future audiences for the arts outside the popular culture
depend on their appreciation and understanding of those arts. So does
future patronage of those arts. The Arts Endowment and state and local
arts agencies can assist with these efforts, and they will, but ultimately
the curriculum, and the resources and time allocated to it, will be
determined by citizens in school distrirts. Those who know and love the
arts and what they mean to the community must now take their case to
the schools and to those who determine school policy, so that all
Americans, notjust the better >ducated &' those goingon to college, can
have a sense of their civilization as represented in the best of art.

The business-producer sector which affects arts education includes
publishers of elementary and secondary school textbook  n the arts
(both teacher and student editions); the writers, developers, and
publishers of tests for students and teachers; and the suppliers of
recorded music, reproductions of works of art, musical instruments,
and band uniforms.

This sector helps to determine the arts curriculum in subtle ways
that are sometimes not even recognized by arts educators. For example,
i inexpensive high-quality reproductions of works of art from majos-
periods and styles of art are unavailable, they are less likely to be
studied.

Private-sector manufacturers of instructional materials are
guided by the marketplace. But state departments of education can
affect the marketplace by providing powerful incentives, particularly for
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textbook publishers. In a few key states, state boards of education
approvelists of textbooks and materials from which school districts may
select what they use. This procedure gives these states greater
assurance that their curriculum guidelines will be supported by the
instructional materials actually bought and used by local districts. The
state lists are based on the recommendations of review committees in
accordance with published criteria. In some cases, publishers are
actually asked to review their materials so they will conform to the
specific conditions of the state curriculum commissions.

Since textbooks are second only to teachers in determining the
content of courses, editors of classroom texts, who successfully deal
with state textbook adoption policies, have a powerful influence over
what children learn. This is magnified by the current trend among
educational publishers to develop not simply single texts on a particular
subject area but complete “systems” of texts that stretch over several
grade levels.

The power of the editors is further magnified when we consider
that the largest states, where the biggest markets are located, may in
effect set policies for smaller states since publishers tend to publish only
ihose textbooks whose wide circulation is assured. A state which finds
such a textbook unsatisfactory, for whatever reason, may be forced to
order it because nothing better is available.

While central ordering of materials is characteristic of textbook
sales, the converse is true of audio-visual resources, supplies, and
computer software. These are usually purchased directly by the school
from commercial producers. And, equipment and art supplies are
bought in quantity to assure cost savings whenever possible. State
policiesare less specific with respect to these materials, and the schools
have more control, primarily because of limited budgets for these kinds
of resources.

It is ironic that in an age of television, control, funding, and
attention are still overwhe mingly focused on the printed word. Audio-
visual materials, which may have equal or stronger influence on
students, are not made to conform to state and local education policies
and objectives.
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RECOMMENDATIONS

The governance, education, arts and business-producer sectors should
work together to convince parents and political and education leaders at
the state, district, and local levels that education is cc nplete and
acceptable only when the arts are included as essential components
sequentially tavghi. Making the case for arts education to state and local
leadership is a political job requiring greater effort than it does for school
subjectsthat large segments of the public already perceive to be hasic. To
this end:

A. National, state, and local arts education advocates need (i) to develop
greater cor:sensus on the objectives of arts education—wkat students are
expected to learn at what ages, (ii) to obtain official recognition of the
importance of arts education from the highest levels of political
leadership — and then (i) t» work cooperatively to plan for and
implement effective programs ' school districts and schools (as a part of
general education reform).

B. The case for arts education should be made in the same way as for any
other subject: i.e., for sequential and testable instruction by qualified
teachers, with high school graduation requirements that specify the arts
(not in the alternative with other subjects), and with adequate time,
money, curricula, and materials.

C. State education and arts agencies should work cooperatively with
rezional and local education and arts agencies, professional organiza-
tions, arists and arts institutions to provide leadership and support for
improving arts education.

D. At thelocal level, community leaders (in particular the trustees of arts
organizations) should work with local school boards, parent-teacher
associations and schools to ensure that the arts are in fact sequentially
taught in schools by qualified teachers for all students (not just the gifted
and walented).

E. Programs should be instituted to help local school board members and
education administrators understand why it is their responsibility, and
thus in their interest, to make arts education 2 priority. These programs
should help local school board members and education administrators to
provide leadership for this part, as for other parts, of the curriculum.
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The Role of the National Endowment for the Arts

THE ARTS IN
EDUCATICN
PROGRAM

The goal of the National Endowment for the Arts inthe area of education s
to advance comprehensive and sequential education in the arts as a part of
basic education in the schools. The Endowment pursues this goal
primarily through its Arts in Education Program. Many of its arts
discipline programs also fund educational projects both in and outside the
schools. The Endorvment’s current work is described and evaluated in this
chapter.

We also consider the educational role of the National Endowment for
the Humanities and the National Science Foundation, our federal
equivalents for the other two branches of education, as well as the work of
the US. Department of Education (see Appendices A, B, and C,
respectively).

The Endowment’s arts education effort began in 1966 as The Arts and
Education three-vear Laboratory Theater Project. The project was
established in cooperation with the United States Office of Education
(USQE)and state andlocal school boards to “develop new audiences of all
ages and to improve the quality of secondary school instruction in
dramatic literature by making live professional theater productions an
integral part of high school curricula.”

The Endowment tien funded an Academy o. American Poets
program in which established poets gave readings for teachers tostimulate
theirinterestin poetry, and in which younger, lesser-known poets read and
discussed their poetry in high school classrooms. By the 1967-68 school
year, these programs had reached cities in Arizona, California, Illinois,
Minnesota, and New Mexico.

The Artists-in-Schools Program (AIS) was established in 1969
through a transfer of $100,000 froin USOE to the Arts Endowment. It
placed visual artists in residence in six school districts throughout the
country. The project was administered by the Central Midwestern
Regional Educational Laboratories (CEMREL).

»r additional $900,000 was later transferred by USOE to the
Endowment to expand the program to other states and to include the
disciplines of dance, music, and theater. In 1971, USOE funds were
replaced by $750,000 in Endowment funding, and by 1979 this amount
was increased to $4.86 million. By the 1973-74 school year, AIS
programs had been initiated in all 50 states and wo of the six special
jurisdictions.

In 19890, the program, renamed the Artists in Education Program,
was expanded to provide for artist residencics in educational settings

161 173




beyond schools and school systems. A Special Projects category was
established to support projects to “demonstrate and further the
knowledge of the value of the arts and artists in the education process.”

In 1986, after extensive field consultation, research, and considera-
tion by the National Council on the Arts, and with the encouragement of
Congress during the Endowment’s 1985 reauthorization, the program
was refocused to encourage states and localities to make the arts a basic
and sequential component of the school curriculum, from kindergarten
through high school, while continuing support for artist residencies. The
program was renamed the Arts in Education Program (AIE).

The Fiscal Year 1988 AIE program budget is $5.5 million for three
funding categories:

State Arts in Education Grants (SAEG) ($3.4 million) are awarded to
state arls agencies to support the placement of practicing artists of
professional excellence in a wide variety of educationai settings. Funds
ma; also be used to support projects which make the arts a more basic
and sequential part of education, including teacher in-service work-
shops, advocacy efforts, institutional collaborations, and development of
sequential arts curricula.

In the 1986-87 school year, the Arts in Education Program funded
7,851 artists in residence in 11,187 sites in all 50 states and five special
jurisdictions, reaching 3.5 million students and more than 116,000
teachers. Despite these efforts, it is 2stimated that artist residencies reach
onl: approximately 10 percent of schools and are not for the most part
integrated with curriculum instruction. But they have given many young
people a chance to meet “real live” professional artists who can convey to
them a sense of the creative process and give them a rare contact with
original arl. As several state arts agency representatives have pointed out,
residencies have been a “foot in the door” for development of school
support for regular instruction in the arts.

An artist residency program can have multiple effects. For example,
in Fiscal Year 1986, the Endowment provided $163,900 to the Ohio Arts
Council to support its artist residency program for the 1986-87 school
year; the state matched this sum with $850,900. The program involved
127 artists, 51,355 stuaents and other participants, and 1,688 teachers
and administrators at 107 siics. Residencies were both long-term (five to
12 months) and shori-term (two to three weeks). These residencies
involved teachers and school administrators in in-service workshops. The
Ohio program also has a Special Projects component to assist
collaborations among schools and universities, museums, and commu-
nity arts organizations. It funds 12 fellowships for arts teachers to pursue
summer projects that enhance their artistic development.

162
174




2.

Arts in Schools Basic Education Grants (AISBEG) ($1 million) are
awarded to state arts agencies on a competitive basis. These grants
encourage their collaboration with state and local education agencies in
planning and developing a practical commitment to make the arts a basic
and sequential part of education K-12. The AISBEG grants include.a first
phase of planning grants (up to $20,000j and a second phase of
implementation grants (up to $50,000 a year for two to three years) to
assist in making the arts education planning (developed with the help of
the planning grants) operational.

Sixteen of the 42 states which applied in Fiscal Year 1987 received
planning grants, and eight more are being funded in Fiscal Year 1988.
Many of the Fiscal Year 1987 applicants which did not receive
Endowment grants nevertheless proceeded with statewide planning in
arts education. We expect more states to participate in this category in
coming years.

The Maine State Commission on the Arts used its Fiscal Year 1987
grant to assist planning for the development in Maine of high-quality,
comprehensive, and sequential arts education programs using the state’s
arts resources. Working with the state education agency and the Maine
Alliance for Arts Education, the Commission is identifying model arts
education programs and disserrinating information about them to school
administrators and teachers. It is also seeking funding and other
resources to help schools and cultural organizations meet recently
enacted state curriculum requirerients making the arts both a high
school graduation requirement and part of the basic course of study at the
elementary level.

The Endowment’s AISBEG planning support of $20,000 was
matched with $63,000 in cash. To put its long-range plan into practice,
the Maine Arts Commission is eligible in Fiscal Year 1988 for an
implementation grant of up to $150,000 for thiee years.

Special Projects Grants ($1.1 million) are available te a wide variety of
not-for-profit organizations such as educational institutions, arts institu-
tions, and local arts agencies. They support projeets which advance arts
teaching as a basic part of education, K-12, and provide for Endowment
leadership initiatives. Twenty-eight Special Projects grants in Fiscal Year
1987 were awarded for activities such as curriculum and teaching guide
development and for teacher education.

In Fiscal Year 1987, this category also funded a joint initiative with
the U.S. Department of Education to establish an Arts Education
Research Center and a Center for the Learning and Teaching of
Literature. First-year funding in a three-year plan is $807,000 for the
Arts Education Center, and $500,000 for the Literature Center. The
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DISCIPLINE
PROGRAMS

centers will undertake research and disseminate infc*mation and analysis
concerning specific elements which should be part of the learning,
teaching, and assessment of arts and literature education. They will work
closely with the newly established Ele:nentary Subjects Center, also
funded by the U.S. Department of Education. The information developed
by the centers will be made available to school districts and schools,
universities, arls organizations, and parent and professional organiza-
tions.

Although the Aris Endowment has funded arts education initiatives
largely through the Arts in Education Program, the educational activities
of arts organizations are also cligible for support from the Endowment’s
discipline programs. The extent of funding has been determined by
individual program priorities and by the quality of applications received.
The following examples repzesent the kind of work funded.

Throughits Media Arts Program, the Endowment has entered into
an agreement with the J. Paul Getty Trust’s Center for Education in the
Arts to produce a television series on the arts for young pcople aged eight
to 10 for home viewing, with instructional materials for use in schools.
Pilot programsare now being produced and tested. A decision is expected
in 1988 about proceeding with a full series. The Endowment has invested
approximately $1.9 million to date on this effort, with funding coming
primari'v from the Media Arts Program.

The Folk Arts Program has funded projects to educate students
about Americas multi-ethnic traditions. The Expansion Arts Program has
funded organizations such as Urban Gateways, which trains professional
artists inall disciplines to work in schools in the eight-county metropolitan
area of Chicago, and Concerned Musicians of Houston, which sponsors a
“Jazz ar 1 Poeltry” series in the public schools.

The Museum Program, under the Utilization of Museum Resources
category, has funded a variety of educational projects. Examples are the
Fiscal Year 1986 grant, in cooperation with the J. Paul Getty Trust Grant
Program, to the Denver Art Museum to develop new labels, printed
material, and audiovisual instructions for students, and a Fiscal Year 1987
grant to the International Center for Photography to compile a primer on
photography for students aged eight to 15. In addition, many visual artists’
organizations supported by the Endowment have outreach programs in
neighborhood schools.

The Design Arts Program hassupporteda number of arts educatici
projects including a kit compiled by the Boston Childrens Museum to
teach graphicdesign to young people, a Pittsburgh Arclitects Workshop
toproduce a work book on design for high school students, and a projectin
Oakland, California to teach elementary pupils about urban planning,
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The Inter-Arts Program supports a number of presenting o, "aniza-
tions irwvolved in education such as the Los Angeles Music Center and the
Clearwater, Florida, Performing Arts Center and Theater, as well as two
festivals specifically aimed at children in Philadelphia and Pittsburgh.
The Dance Program supports dance companies, many of which have
outreach programs in schools or mount specia children’s performances.

The Opera-Musical Theater Program supports companies like
Opera/Omaha and the Midwest Opera Theatre and School in St. Paul,
Minnesota, which take touring productions to the schools. It also helpsthe
Michigan Opera Theatre-in-Residence program, which offers commu-
nities a full week of in-school performances, lecture demonstrations,
master classes, and workshops.

According to the American Symphony Orchestra League, 79
percent of America’s orchestras, many of which sresupported throughthe
Music Program, spendan estimated 11 percent of their budgets foryoung
people’ concerts, reaching an estimated 10 million students annually. An
unusual example is the work of Strings for Schools, an arts organization
which reaches some 62,000 children in rural southeastern Pennsylvania
with chamber music concerts accompanied by commentary and slides.
Affiliate Artists, Inc., based in New York, aiso receives Endowment
funding to support its artist-residency progra .. Affiliate Artists brings
singers and instrumentalists who are in the early stages of their careers
into schools.

Regional theaters supported by the Theater Program often stage
special performances for school groups, and many also provide special
instructional materials to enhance the experience. Perhaps the most
acclaimed student performance series are the “Discovery” program of
the Trinity Repertory Theater in Providence, Rhode Istand, and the Mew
York Shakespeare Festival’s “Shakespeare on Broadway,” which stages
Shakespeare presentations for schools in a rented Broadway theater.

Media Art Centers supported by the Media Arts Program have also
broughtoutreach programs toschools n their vicinities. Multimedia, Inc.,
brings Chicago schoolchildren to its center for film viewings and
discussion, and Film in the Cities, which has a similar program in
Minneanolis-St. Paul, is currently developing a K-12 media arts
curriculum.

The Literature Program has made awards to such notable writers’
organizations as the Teachers and Writers Collaborative, which sends
poets to nublic school classrooms all over New York City. It has also
helped fund the Collaborative’s Whole World Catalogue, a handbook for
teachers of creative writing, which has been used since 1977 as a major
national resource for writing teachers.
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Deborak Buttericid, Horse, 1985, Hirshhorn Museum and Sculpture Garden, Smithsonian Institution,
Washington
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THE CHALLENGE
PROGRAM

EVALUATION OF
ENDOWMENT
EFFORTS

Since 1977 the Arts Endowment’s Challenge Program has awarded more
than $193 million in three-to-one “matching” grants to outstanding
American institutions. Some of these have an educational focus. For
example, a 1987 award of $150,000 will be used to establish an
endowment fund for New York’s Studio in a School, a unique visual arts
program which enlists students, parents, and teachers to work in public
clementary schools that have no formal arts programs. Earlier grants have
included $100,000 to Bostons Cultural Education Collaborative,
$200,000 to Young Audiences, Inz., and a major award of $650,000 to
the Exploratorium in San Francisco.

In 1987, the Endowment created a new Challenge Program,
Challenge III. One of its four components is to foster arts appreciation.
The first awards under the new guidelines will be announced in October
1988. The specific targeting of appreciation projects — those seeking to
develop “deeper and broader education inand appreciation of the arts” —
creates a significant new opportunity for Endowmen support of arts
education. The preeram is open to a wide range of educational
institutions, systen  Jr consortia, as well as arts organizations. Grants
will range from $50,000 to $1 million and must be matched three to one.
To serve the needs of organizations which are not yet compelitive at
Challenge Program levels, the Endowment’s Advancement Program will
also be opened to arts aducation for the first time in Fiscal Year 1990.

Concern for arts educaution has always existed at the Arts Endowment, and
the Endowment’s effos is have been helpful in placing artists in schools and
stimulating outreach on the part of arts institrtions. But Endowment-
supported projects relating to arts education were primarily conceived as
helping artists and arts institutions rather than educating K-12 students.
Until recently, they had not addressed the central issues involved in
making the arts a basic and sequential part of the K-12 curriculum.

In 1978, the National Council on the Arts published a report on
Endowment efforts in arts education. The general conclusion was that
outside of AIE-funded artist residencies, the Endowment’s efforts in
education should be confined to assisting professional training in those
fields where this was considered a priority.

Bui the Endowment’s 1982 survey of its public participation in the
arts caused this conclusion to be reappraised. According to this study, 61
percentof American adults had not in the preceding 12 months attended a
singlelive performance ofjazz or classical music, opera o1 ..asical theater,
or ballet, nor visited a museum or gallery. The infzrence from this 1982
study was that the artistic efforts supported by the Endowment were not
benefiting the majority of Americans. This led the Endowment to
reevaluate its position on arts education and begin to consider activities
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which could over time make the artistic activities which it supported more
a part of the lives of all Americans.

The initial efforts in this direction included consultation with
representatives - { the arts und education sectors across the country. On
the basis of that consu'tation, a new AIE program was developed. While
many of the slate arls agencies which had been beneficiaries of
Endowment funding of artist re.sdencies were initially skeptical, the new
program quickly became popular with the vast majority of states. For the
first time, the Arts Endowment was able to enlist support from many
elements in the education sector, particularly the associations which
represent arts teachers.

The thrust of the new program is, first, to encourage ¢ollaboration
among state and local arts and education organizations and agencies in
making arts education integral to the school curriculum, and, second. to
make the case to the governance and education sectors that basic and
sequential arts educa:’on K-12 is not only in their interest, but most
important, in the interest of the students and the nation.

This evolution of Endowment thinking, which began in 1983, was
joined in 1984-85 by congressional concern for arts education. A hearing
on the subject was held by the full Committee or: Education and Labor in
February 1984, and arts education was an important parc of the
Endowment’s reauthorization hearings in 1985. The result of this
congressional concern was twofold: the inclusion by Congress in the
Endowment’s basic purpose of a special provision regarding arts
education in schools, and the congressional reyuest for this report.

Although arts education is now receiving increased attention from
the Endowment, it remains true that the Arts Endowment spendsless time
and money, as a proportion of its overall activities, on arts education than
do its counterpart agencies, the National Endowment for the Humanities
and the National Science Foundation, on K-12 humanities and science
education. Only 3.3 percent of Arts Endowment funding is currently
budgeted for support of education programs, cotnpared with 12.8 percent
of Humanities Endowment funding jor humanities education andjust over
5 percent of National Science Foundation ft  Jing for science education.

These differences derive from the ‘act that the Arts Endowment has
traditionally focused on professional arts creation, production, prese~ta-
tion, exhibition, arid preservation, rather than education. The Humanities
Endowment and the National Science Foundation have, on the other
hand, from their beginnings considered education as one of their
principal priorities. These differences may stem in part from the
perception that education in the humanities and sciences is necessary to
understand, appreciate, and use them, while the “serious” arts, like
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entertainment, can be experienced without knowing anything about
them.

Similarly, in the schools themselves, arts education has been
primarily production and performance oriented. The emphasis has been
on providingit to talented students ratherthan all students, on the implicit
assumption that the general student can appreciate the arts simply by
experiencing them. Education in the humanities and sciences, on the
other hand, has always been considered necessary.

The very limited U.S. Department of Education funds for assisting
development of the content of arts education have been devoted primarily
to performanc. ar production through support of such activities as the
Kennedy Center’s education programs. It should be noted, however, that
when William Bennett became Secretary of Education, the Department’s
focus on the arts as a part of education changed. The Department now
considersthearts tobea basic part of education, and it has joined the Arts
Endowment in funding through the Office of Educational Research and
Improvement a variety of efforts to assist the process of making them so.

Insum, the Arts Endowment from its beginnings in the 1960% I »s
througii both its Arts in Education and discipline programs funded a
numberof projects to provide arts resou. .es forschools. Butnot until very
recently has it attempted to change the attitudes of the schools and the
general public toward the arts as educational essentials.

The Endowment’s new efforts build on its earlier programs, but now
seek, first, to change basic attitudes about the arts in education an 3,
second, to provide information and models for the schools to use inmoving
forward with arts education as a basic and sequential part of the K-12
curriculum. While the Arts Endowment’s traditional efforts on behalf of
arts education were useful, they were also limited and did not address the
basic difficulties confronting arts education in schools. The new
Endowment efforts do address these difficulties, but their potential for
effectively addressing them remains to be seen.

Itis the conclusion of this report that Endowment resources for arts
education, both staffand money, need 1o be enhanced and continued over
aperioofatleast 10yearsinorderto gaina true sense of the effectiveness
of this basic endeavor. The results of the Arts in Education Program’s
encouragement of collaboration, planning, and implementation of model
programs in schools can be assessed only after a generation of students
hewe 1 enefited frori them. Even if a particular school district were to
implement Endowment-funded state and local pianning with a series of
curricular programs in 1989, it would be 13 years be fore the first student
passed through all the grades containing those programs.
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CONCLUSION

RECOMMENDATIONS

Itis therefore this report’s general recommendation that the ¢ =z vent
direction of the Arts in Education P:ograin be continued and strength-
ened vver the next decade, and that in preparation for reauthorization in
the mid-"90%s a second arts education report to the Congress be prepared.
On this basis, the President and the Congress could evaluate progress.

The National Endowment for the Arts has an important and timely
opportunity to influence the course of arts education. While it is not an
education agt 1cy, the Endowinent should pursue current initiatives and,
to some degree, operate in the arts education area as do the National
Endowment for the Humanities and the National Science Foundation in
humanities and science educatien. Such a role would not necessarily
require substantial additional funds for the Arts in Education Program,
but it would require changing the way in which the Endowment functions
vis-a-vis the other sectors of arts education.

It should be remembered that the National Endowment for the Arts
isnot an education agency and that decisions on learning goals, curricula,
resources, and tesling and evaluation are, and should be, ultimately made
at the state and school-district levcis. Nonetheless, the Endowment
believes that it can and should exercise a leadership role in encouraging,
in collaboration with state and local arts agencies and state and local
education authorities, a more basic and sequential approach to arts
education.

It cannot b stressed too much that reform in arts education must be
undertaken on a long-term basis and ineasured in decacies, not years. We
know at this stage of no school district in the country that has included the
arts in the curriculum systematically, comprehensively, and sequentially
frona kindergarten through twelfth grade. The task of restructuring and
ref>*ming arts education is therefore more difficult than for subjects
traditionally mcluded in the core curriculum.

The National Endownent for the Arts, which s to arts education what the
National Science Foundation is to science education, should (i) make the
case for arts education, (ii) facilitate collaboration among the four sectors
concerned with arts education (governance, education, arts. business-
froducer) to make it a basic «nid sequeniiai part of sehoclinstruction, and
(iii) assist development and distribution of curricular, instructional, and
assessment modeis for the benefit of state and local ecucation authorities.
To this end:

A. The policies and resources (staff and money) of the Endowinent for
arts education should be continued and strengthened over a period of at
least 10 years in order to allow implementation of present policies and of

the recommendations in this report to bear Zruit. The Fiscal Year 1989
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budget request for the Endowment’s Arts in Education Progiam provides
for such strengthening in that year.

B. The Endowment should provide the Presideat and the Congress a
report on progress in arts education in preparation for the Endowment’s
reauthorization in the mid-"90% (the reauthorization which follows
anticipated reauthorization in 1990).

C. The Endowment shou:d advocate the development of higher standards
for state and local arts curriculum guides, courses, and curriculum
materials. It should provide limited funding to assist state/local
curriculum development. It should, in cooperation with the U.S.
Departiment of Education, convene a meeting of experis to review
curricular materials (including the wor! on curricuia of the new national
research centers on the arts, literature, and elementary subjects) with a
view lo making recommendations on arts curricula and on school
programs to implement them.

D. The Endowment should work with the U.S. Department of Education
to develop a plan for the inclusion of each of the arts in the Natic::al
Assessment of Educational Progress. The plan should include analysie of
whether arts educe' on might best be assessed by (i) separate
assessments for each of the individual arts, (ii) a general arts assessment,
(iii) integrating arts assessments with other subject area assessments, or
(iv) a combination of these.

E. The Endowment should provide limited funding to assist state-level
developmnent of model assessment plans, programs and procedures. both
with respect to programs and student testing.

E The Encowment should encourage (i) state education agencies and
arts education associations to recruit higl.ly qualified aris teachers: (i)
state certifying agencies lo raise standards for teacher certification and
teacher preparation programs acc. editation; and (iii) school boards to
hire qualified arts teachers. The E:idowment should encourage the arts |
sector to lend support 0 chese efforts.

G. The Endowment should rontinue to identify areas in which there is a
need for systemalic and regular collection of baseline survey data on arts
education, and it should disseminate the results of its studies and data to
the arts education communities and the public. The k.. towment should
atso provide limited funding to assist efforts to translate research into
classroom practice.
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H. The Endowment shon!d appoint an ongoing Advisory Board (with
representatives of the gove.nance, <ducation, arts, and business-pro-
ducer sectors) whose purpose would be to institute a national dialogue on:

(i) what students, at 2 minimumn, should know of and about the arts
when they graduate irom high school, (ii) how required course units
might be structured to include teaching of these minimum
requirements, and (jii) what evaluation mechanisms might be
appropriate and effective to assess whether students have actually
mastered such materials and skills.

The Advisory Board should specifically advise the Endowment on:

(i) activities and efforts which it could undertake to ensure that the
recommendations in this repcrt are addressed by the appropriate
parties, (i) development (with appropriate agencies and associa-
tions) of proposals for a master plan for arts assessment as part of
the National Assessment of Educational Progress, (iii) developn:ent
of a plan by which exemplary school and district arts programs
might be identified, recognized, and rewarded (e.g., exemplary
schools, programs and teache.s); and (iv) the report to the President
and Congress suggested for the Endowments mid-'90% re-
authorization.

I. The Endowment shonld provide a rational model for the kind of
collaboration necessary to make progress in arts education. The model
should in particular include the US. Department of Education, the
National Endowment for the Humanities, and the national associations
that can wfluence arts education. The Endowment should assist states,
localities, and the arts education ~ommunity generally to develop a clear-
er vision of what arts education in the United States can and should be.
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APPENDIX £

National Endo.vwent for
the Humanities

APPENDIX B

Nationa! Science
Foundation

The National Endowment for the Humanities (NEH) spends a consider-
ably larger portion of its budget on programs to improve elementary and
secondary humanities education than the Arts Endowment does with
respect to arts education. In Fiscal Yea: 1988 NEH expects to spend a
total of about $17.9 million (or 12.8 percent of its tc.al budget) in support
of humanities education in the schools. This support comes from three of
NEH s funding divisions: the Division of Education Programs, the Division
of Fellowships and Seminars, and the Division of State Programs.

In Fiscal Year 1988, the Division of Educatien Programs ustimatcs
obligations of $8.5 million to elementary and secondary education—$8
million for grants to support summer institutes, academic-year master-
works study, conferences, workshops, and related activities, and an
additional $500,000 for a national history center to conduct research on
effective approaches to the teaching of history in the sclicols. In the
Civision of Fellowships and Seminars, a total of $3.9 million has been
allocated — $3.7 million for summer seminars ior school teachers, and
approximately $200,000 in grant support for high school students to
conduct research and wriling projects in the humanities. In the Division of
State Programs, which provides support to state humanities councils in
the 50 states and Puerto Rico ard the Virgin Islands, NEH estimates that
about 85.1 .nillion will be devoted to seminars and ipstitutes for teachers
and school administrators and to other educativnal programs at the
elcmentary and secondary levels.

Many of NEH’s other programs also have an impact on humanities
education at the precollegiate level. The Division of Research Programs,
for example, funds basic research in the humanities disciplines, much of
which will ultimately benefit teachers and students in elementary and
secondary schools. And, the Division of General Prograins provides
supporl to museums, libraries, and television and radio stations for
interpretive humanities programming for audiences of all ages.

The National Science Foundation (NSF) also spends more ofits budget on
science education than the Arts Endowment does on arts education. This
conforins with NSF’s enabling legislaticz of 1950 which authorizes and
directs the Foundation “to initiate and support . . . science education
programs at all levels in the mathematical, physical, medical, biological,
social, and other sciences . . . and engineering education programs at all
levels in the various fields of engineering.”

NSF began research and education programming in Fiscal Year
1952 with $1.54 million of a total budget of $3.47 million. None of these
funds, however, were dedicated to el zmentary or high school education. In
Fiscal Year 1957, nonetheless, the appropriation for pre-college
education jumped to $10.2 million fr:.  $850,009, accounting for overa
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APPENDIX C

U.S. Department of
Education

quarter of the agency’s budget. NSFs Fiscal Year 1988 budget provides
889.6 million (or 5.2 percent) for pre-college science educatiou,
including $45.2 million for pre-college teacher preparation and
enhancement; $37.5 million for material development, research, and
informal science education; $3.7 million for the “young scholars”
program; and $3.2 million for studies and program assessment.

Tre Foundation’s programs cover every educational level from
kindergarten through postdoctoral studies. NSFs support of programs for
students is usually indirect. Fellowship and research grants, however, g0
directly to graduate students. Programs for teachers and faculty members
are both direct and indirect. The Foundation has not supported education
facilities, but has supported and does support research facilities.

Direct teacher programs supported t, NSF include summer or
academic year institutes (designed-to upgrade disciplinary knowledge
and improve instructional effectiveness); fellowships or scholarships to
supportindividual advanced study, projects tocreate new curricula forthe
preparation of school s.ience and mathematics teachers; and support for
the establishment and initial operation of teacher networks.

Indirect support to improve science and math instruction has
included: picjzets to improve elementary school, middle school, high
school, and college science and mathematics curricula; projezts to create
new high school and college science and mathematics courses; programs
to develop new instructional methods, materials, and apparatus; support
of science museums, radio and television programming, and other
methods tor accomplishing informal science and mathematics education;
support for research on the processes of teaching and learning; and
projects to gather long. adinal information on a variety of education-
related topics including demographics and student achievement.

NSF targets specific student populations in undertaking these
progrms: those who are likely to enter one of the fields of mathematics,
engineering or science; those who are likely to enter other technica! areas
{such as the health sciences) where they will make significant but limited
use of math, engineering, or science; and those who will associate with
science as citizens, not vocationally or professionally. The Foundation
tries to give appropriate atte=ition to all these students, but historically its
support for future scientizts, mathematicians, and engineers has been the
most consistent.

Because the entire budget of the Department of Education: is devoted to
education activities, it is difficult to draw nrecise conclusions by
contrasting Department of Education funds spent on education-related
activities with Endowment funds spent for arts education.
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It is useful to note, however, that the Department has directed a
considerable portion of its resources to the support of education at the
elementary and seconuary levels, the same K-12 yearsthat are the focus of
the Arts Endowment’s activities in arts education, and that the
Department has provided high levels of support to improve teaching,
increase literacy, and improve education in specific areas such as science
and education. It also has provided significant support for the collection of
data ou the condition of education in the United States. These areas—the
improvement of kindergarten through twelfth grade education, the
strengthening of teaching, the enhancement of curricula in special
subjects, and the support of research— a  asimportant in arts education
as they are in education as a whole.

In Fiscal Year 1987, the Department devoted 43 percent of its $19.3
billion budget to programs that support elementary and secondary
education. The largest portion of this is the approximately $6.8 billion
provided through programs which serve students with special needs.
These children include the economically disadvantaged, children of
limited English proficiency, Indian children, children who live in fan.ilies
that migrate, handicapped children, and neglected and delinquent
children.

The Department allocates approximately 741 million of its budget
to support several programs geared towards improving excellence in
education. These include the Chapter 2 Block Grants to states, teacher
training, improvement, and fellowship programs, literacy training, and
funding to improve science and mathematics education.

The Department of Education recognizes the importance of arts
education through a discretionary program within the Chapter 2 Block
Grant for arts in education. In Fisca. rear 1987, $3.3 million was devoted
to support two activities for Arts in Education Programs: (1) the Kennedy
Center’s education programs, which suppor¢ a national network of state
arls organizations and provide support for Kennedy Center Programs for
Children and Youth and the American College Theatre Festival, both of
which promote the expansion of opportunities for children and youth to
participate in the arts; and (2) Very Special Arts, which develops
programs that integrate the arts irio the general education of disabled
children and the lives of disabled adults.

In Fiscal Year 1987, 863.6 million was allocated to the Office of
Educational Research and Improvement to collect data, conduct
research, and disseminate information on the condition of education in
the United States. While these funds are not exclusively used for
elementary and sezondary education, they play an important role
because support for research and information is one of the principal ways
the Department assists in improving educationa! performance.
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