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| FOREWORD

T he purpose of the Getty Center for Education
in the Arts’ third semninar on the develop-
ment of discipline-based art education (DBAE)
theory was to enable art teachers, academic art
educators, general classrooin teachers, museum
educators, artists, art historians, critics, and aes-
theticians—and the Center’s staff—to discuss
points of view pertaining to cultural diversity and
DBAE. The objective of these discussions was to
contribute to the evolving theory and practice
of DBAE.

DBAL and Cultural Diversity took place in a
context larger than DBAE. however—it took
place in the context of cultural diversity and its
unpact on society. The classic ilage of America
as a melting pot, where differences of race,
wealth, religion, and nationality are submerged.
is being challenged. The idea of assimilation into
the mainstreain is giving ground to the recogni-
tion of ethnicity and diversity.

This upsurge in ethnic awareness and
diversity is having some healthy consequences,
including long overdue recognition of the
achievements ¢f women, African Americans,
Indians, Latinos, Asians, lesbians, and gays.
Unquestionably, America’s population is becom-
ing more heterogencous and will continue to do
so. [t has been predicted that by the year 2000,
34 percentof children nuder the age of eighteen

will be African American, Latino, Asian, or mem-

bers of another minority. By the year 2010 this
proportion will rise, and today’s minority chil-
dren will become the majority in California, New
York, Texas, and Florida.

A fundainental issue accompanying these
realities is how such a highly differentiated society
will hold itself together. Can the arts play a role by
providing a common ground that transforms cul-
tural differences? Can arts education deinonstrate
that diversity need not divide? Can it demonstrate
that plurality can be a benefit and not a burden?
Can education in and through the arts make a
contribution to building mutual respect, under-
standing, and tolerance? And. can the conceptual
approach to teaching art. known as discipline-
based art education, mauke a contribution?

We believe that it can. We believe that DBAE
has the capacity to embrace works of art from dif-
ferent cultures and to embrace diverse forms of
aesthetic perception and valuing. Through semi-
nars such as DBAIE and Cultural Diversity, we had
the opportunity to discuss how DBAE can
cmbrace cultural diversity move effectively.

One of the Center's expectations for this
seminar was that it would contribute to the
evolution of DBAE theory and practice. The
participants also had expectations. Uriversity
and college faculty, for example, came looking
for a broader and clearer understanding of

multiculturalism as it applies to the theoretical




underpinnings of DBAE. Some participants were
anxious to explore what criteria to use when decid-
ing what to leave out of the curricula and what to
leave in. Many in higher education also hoped to
find ideas that could be applied to teacher educa-
tion prograins and to ongoing research.

Some art teachers wanted to learn how
issues of cultural diversity are expected to impact
the art disciplines, while others looked for practi-
cal strategies for fielding questions from students
in ways that refiect cultural awareness and sensi-
tivity. Still others sought v ..,» of introducing
students to new production techniques without
trivializing them through decontextualization.

General classroom teachers looked for
more information on instructional resources on
works of art from non-Western cultures so that
they could expand their teaching in art, as well
as in reading, history, and social studics. Other
teachers wanted to know how to balance the com-
peting interests of various cultures with the
attraction of asingle American culture with
shared values and traditions.

Museun educators were interested in learn-

ing how university and school educators were

vi FOREWORD

thinking about diversity issues. They wanted to
know if these educators have found effective ped-
agogical approaches to introducing new ways of
thinking about culture that might be relevant to
their own work in museimnns,

Clearly, the expectations that participants
bronght to this three-day convocation were var-
ied. Realistically, not all of them could be
addressed to everyone's satisfaction. We antici-
pated that over the seminar’s three days there
would be more questions asked than answered.
We hoped, however, that those who attended the
conference and those who read the proceedings
will have been more intellectnally provoked than
satistied. If this has happened, the seminar will
have been a success and will have achieved its
purpose; namely, to have served as a catalyst for
stimulating thinking and discussion of how DBAE
can more effectively embrace cultural diversity
and the many cultural traditions that comprise

the worlds of art.

Leilani Lattin Duke
Director

Getty Center for Education in the Arts
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| INTRODUCTION

I nAugust 1992, the Getty Center for Educati -1
in the Arts convened s third issnes seminar for
the theoretical development of discipline-based
art edncation (DBAE) in Austin, Texas, Devoted
to the topic of DBAE and coltural diversity, the
semtinar was designed to provide an opportunity
for an invited andience of edncators and
reseinchers knowledgeable abont and engaged
with DBAL to critically examine and retleet upon
the issnes of cultural diversity as they pertain to
cvolving DBAE theory and practice. To achieve
this purpose, DBALE and Cultural Diversity was

structured around five basic themes:

L. perspectives on cultural diversity in

cdication;

2. perspectives on DBAE and cultural

diversity:

3. the effect of cultial diversity upon
practices in art history, acsthetics, criticism,

and art making;

4. experiences inother disciplines that aftect

DBAE; and
A, imphications for evolving DBAE practice.

As away of stimulating further discussion,
several atfinity gronp breakout sessions facilitaued
by participants representing muscum education,

teacher education, art eduacation, administration,

and supervision were held at various points
throughout the seminar .\ resonree center fea-
turing multicultural art education videos, filins,
slides, posters. and books was open thronghout
the seminar (a listing of these resources appears
at the end of the book). Finally, the Center’s staft
sclected videos on various aspects of cultural
diversity were aired on the conference center’s
closed-civeuit television for participants to view at

their leisure.

THE ISSUES SEMINARS SERIES
The Center supports five prograim arcas in its
comunitment to development of DBAE theory
and the implementation of DBAE: advocacy, pro-
fessional development, theory development,
curricnlum developmient, and demonstration
programs. The philosophical basis of the theory
development program area is that the theoretical
underpinnings of DBAE need to evolve continu-
ouslv to provide a strong foundation for profes-
sional development, classroom practice,
assessment, and rescarch. One of the ways the
Center has supported theoretical developiment
has been through the sponsorship of Issues semi-
nars or forums for presenting information, ideas,
and new perspectives as thev apply to DBAE
rescarch and teaching.

In May 1987, the Center sponsored its first

seminar, Issues in Discipline-Based Art Edweation:




Strengthening the Stance, Extending the Horizons.
Thirty-seven art educators met in Cincinnati for
three days to present and respond to papers

structured around several basic issues:

1. child development and the cognitive stvles

children use when learning,
2. artand its societal role, and

3. art education curriculum reform.

Proceedings summarizing the reactions and rec-
ommendations of Issucs I participants were pub-
lished in 1988,

The Center’s second issues seminar, Inherit-
ing the Theory: New Veices and Multiple Perspectives
on DBAE, was held in May 1989. More than 130
art educators spent three days in Austin present-
ing and responding to papers structured around
five basic issues or, as the Issues 11 Planning Com-
mittee termed them, "triangulation” sessions.
This approach allowed for three different per-

spectives on each of the following topics:
1. the integration of art history;

2. the role of acsthetics and criticism in the

creation of new works of art:

3. DBAE teaching effectiveness, evaluation,

and cognition;

viii INTRODUCTION

4. philosophy and aesthetics; and

5. DBAE and the concerns of multicultural

education.

The proceedings from Inheriting the Theory were

made available in 1990.

DBAE AND CULTURAL DIVERSITY

As has been the case with previous seminars, at
least two years before DBAE and Cultural Diversity,
tire Center’s staff began an extensive preparation
process. Because the Issues seminars fall under
our program area of theory development, we felt
it essential for our preparation to include an
examination of the theoretical basis of cultural
diversity and multicultural art education. This

examination included the following activities:

1. Developing a bibliography of scholarly articles,
news articles, books, and resources on multicui-
tural art education for the Center’s program
staff. This bibliography includes philosophical,
sociological, and legal writings as well as those
pertaining to practical applications in K-12 and

higher education.

2. Convening six day-long orientation meetings
tor staff on multiculwural art education issues
with art educators, scholars, policy makers, and

teachers, who were commissioned to write
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briefing papers. Manv of these authors became
Issues i speakers. Others—such as James Sears,
Department of Educational Leadership and
Policies, University of South Carolina; Tomis
Miranda, Bilingual Education and Equity, Con-
necticut State Department of Education: Howard
Simmons, Middle States Commission on Higher
Education; and Brenda Welburn, National Asso-
ciation of State Boards of Education—are
recognized for their expertise in multicuttiral

education issues.

3. Visiting a4 group of mid-Atlantic schools
identified by their mission statements as either
being multicultural or having art programs
designed to meet the needs of culturally diverse
student bodies through a DBAE approach. This
tour reveated a wide range of multicultural
istructional strategies, ¢.g., human relations,
social reconstruction, bicultural /cross-cultural
analysis, value-free education, collaborative

learning, and monocultural approaches.

4. Sponsoring a round table devoted to the topic
of DBAE and cultural diversity with educators and
representatives of community arts organizations
from the greater Miami area. The purpose of this
round table was to hear how diversity has
changed the nature of their jobs and their inter-

action with one another.

The other activities we undertook to pre-
pare for Issues il included a survev of inulticul-
tural instructional strategies nsed in our own
regional statf developmentinstitutes. The
authors of “DBAE: Becoming Students of Art”
(Clark, Day, and Greer. 1987), one of the influen-
tial and defining imonographs for DBAE, were
surveved to identify issues and /or themes they
felt essential to be covered at Issues 1L A similar
survev was taken of our own program staff. The
results of these surveys and activities, vetted over
a period of two vears with the Center’s Advisory
Committee and the Issues 11 Advisory Conunit-
tee, enabled us to identify the seminar's audience
and to structure a program we felt would elicit
ideas essential to understanding the complexity
of topics related to cultural diversity and DBAE.

Many concepts and ideas emerged from
Issues 1. In the discussions of how cultural diver-
sitv has affected the practice of DBAF, the follow-
ing themes consistently emerged: the need for
individuals to examine their own biases, atti-
tudes, and/or sensitivities and the need to make
theory, language, and terminology both relevant
and acccssible to the realities of everyday prac-
tice. This process of selt-examination was seen as
being particularly significant to art museums,
where the effects of cultural diversity npon art

history, aesthetics, art criticism, and art making

r)
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have been, in some instances, more readily seen
than in the classroom.

In general, participants felvall instwtions
need to establish conerete goals for change and
that such changes should represent a diversity
of vilues and aesthetic persnasions as well as
address issues of cultural ethos in underlying
vahie systems and power bases. As disseminators
of art education, schools, universities, and nise-
ums have the ability 10 expand the “canon™ and
sponsor new modes of art education. With regard
1o an expanded role for teachers of art in theory
development. most participants felt greater col-
laboration was essential to develop theories that
adequately embraced issnes of enltiral diversity

at the local level and 1o wddress the needs of vari-

X INTRODUCTIION

ous learning stvles. In shor, the need o create
solidarity as well as solidify relationships, both
inside and ontside the disciplines, was a consis-
tent Issues i theme.

We are deeply indebted o the 1H0 Issies
participants and speakers, each of whom so will-
ingly shared their ideas and opinions with us dur-
ing the seminar. I am particularly grateful to the
Geuy Center for Education in the Arts staff, as
wellas the Issues 11 Seminar Advisory Comnmittee.
Without their supportand guidance, DBAE and

Cultwral Diversity wonld not have been possible.
Thandiwee Michael Kendall

Program Officer

Getty Center for Education in the Arts
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. INTRODUCTION

LEILANI LATTIN DI'KE
Director

Getty Center for Education in the Arts

F ollowing remarks that appear in this volume
as the "Foreword.” Leilani Lattin Dnke noted
that itwas a pleasure to see so many old faces
from the Center's Issnes 1and #t seminars and so
nuny new faces. She explained that itwas a spe-
cial pleasure to welcome all of the participants
and introdnced the speakersfor the first plenary
session.

Bernice Johnson Reagon is a specialist in
African American oral performance traditions.
She fonnded. and cnrvently serves as the artistic
director of Sweet Houey in the Rock, an interna-
tionally acclaimed African American women's
a capella quintet. whose repertory focnses on
African American song and singing traditions.
Dr. Reagon is curator in the Division of Conmmn-
nity Life in the Smithsonian’s National Museum
of American History. Her latest book is 12/
['nderstand it Better By and By: Pioneering Africa -
American Gospel Composers.

Carl Grant is a prolific contributor to multi-
cultiral education and teacher edncation. having
authored some thirteen books and monographs
on these subjects, In 1982:and 1983 he studied
multiculmral education in England as a Fnlbright

Fellow, and in 1990 he was named one of the top

leaders in teacher edncation by the Association
of Teacher Educators. As a fucelty member at the
University of Wisconsin, Madison, Dr. Grant
continntes his scholarship and weaching in the
Department of Curricnluni and Instroction and
also in the Departinent of African American
Studies. He has coanthored several books with
Cliristine Sleeter. including Making Choices for
Muldticultural liducation, After the School Bell Rings.
and Turning On Learning.

Christine Sleeter is the Director of the Eth-
nic Stuclies Center and Professor of Teacher Edu-
cation at the University of Wisconsin’s Parkside
Campus in Kenosha. Her most recent books
inclnde Empowerment through Multicultural Educa-
tion and Keepers of the American Dream. In addition
to the books she has coanthored with Dr. Grant,
she contributes regular articles to the Harvard
Lducational Review, Teachers College Record, and Phi
Delta Kappan. She is currently editing a series of
boaoks for the State University of New York enti-
tled "Social Context of Education.”

Rachel Mason is cirrently head of the Cen-
tre for Postgraduate Teacher Edncation at Leices-
ter Polvtechnic in England, where she snpervises
postgraduate research. Her major researeh inter-
ests are in the areas of multienltnral edncation
and ethnographic approaches to the sy of the
arts in cnlone. Dis Mason is the anthor of At Edu

cation and Multicultwralism, and a recent article,

[EILAN! LATTIN DUKE 3




"Artand Mutticultural Education: The New
Ethnicityin the UK has been translated into
four languages. Dr. Mason is currently vice presi-
dent of the International Society for Education
through Art.

Ellen Dissanayake is the author of two

books, What Is Art For? and Homo aestheticus: Where

4 LEILANI [ATHIN DUKE

(%)
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Art Comes IFrom and Why. Ms. Dissanavake's multi-
cultural perspective and interest in the develop-
ment of the arts in human societies grew out of
her experiences living in Sri Lanka, Papua New
Guinea, and Nigeria for fifteen vears. She will
continue research in Sri Lanka on a Fulbright

lecturing/research award.

16

ERIC

Aruitoxt provided by Eric:




(%)

ERIC

Aruitoxt provided by Eric:

l OPENING REMARKS

BERNICE JOHNSON REAGON

Cuarator

Division of Community Life

National Museumn of American History
Smithsonian Institution

Washington. D.C.

fter singing her own interpretation of

Cliarles Weslev's hvian, "Father, [ Stretch
My Hand to Thee.” Bernice Johnson Reagon
began her opening address by recalling her early
experience inan African-American Southern
Baptist congregation that was fascinated with the
hyimns of the Wesley Brothers, Charles and John.
From the United Methodist Hymnal, Reagon
read John Wesley's 1761 instructions to those who
would sing his hvmns: "sing them exactly as they
are printed here without altering then: or mend-
ing them at all. And if vou have learned them
otherwise, unlearn ther as soon as vou can.”
Another of Wesley's injunctions that she
departed from included his iv sistence on singing
modestly. noi above or ahead of the other voices.
But the third and seventh instrictions revealed
to Reagon that she and Wesley shared a similar
viewpoint: “sing tustilv and with courage.” and
“ahove all, sing spiritmally.”

Reagon nestee that by virtue of her identity,
she has been fo "o he multicultural. African

Americans, in fact, save used both the African

and European repertory to develop unique
expressions that would be unrecognizable to
their predecessors: “It is no longer the same
language, no longer the same song.” The
knowledge thatone’s own versions of things,
including her version of Weslev's hvinn, are right
and valid must be “held within your person,
within vour classroom. within vour life, and
within vour culture.”

Because ofits diversity, the United States of
America demands that we all face this challenge.

Reagon cited Herman Melville, who wrote:

There is something in the contemplation of
thie mode in which America has been set-
tted. that in a neble breast should forever
extinguish the prejudices of national dis-
likes. Settled by the peoples of all nations.
all nations may claim her for their own. You
cannot svill adrop of American blood with-
out spitting the blood of the whole world . . .
our currentts of blood is as the tlood of the
Amazon, nade up of a thousand noble cur-
rents, all pouring into one, We are not so

mitch anation as a world.

These words express the potentiad of Aiierican
society, which conld be regarded as an experi-
ment in whether or not people of all back-
grounds and circamstand es can live together

s sl s vive,

RIRMICL TOHNSON REAGON S5
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I 1903, W.E.B. Du Bo s wrote “Your coun-
try, how came i yowrs? Before the pilgrims
landed, we were ficre.” Reagon recalled thatas a
curator at the Smithsonian Institution, she
directed a projectwiths. the bicentennial exhibi-
ton entitled "Old Ways in the New World.™ It
detailed the wide range of cultural baclgrounds,
including African, South American, and
Caribbean, that were encompasses: within the
African-Ainerican experience, One of the
exhiluts deaii with the material and sacred cul-
ture of Haiti. Despite the misgivings of the Siiith-
sonian, practitioners of Voodoo were included. as
were other practitioners of charisinatic religions,
such as Baptists from southwest Georgia.

Reagon believed that this festival was
significant because itimplied that the national
museum had acknowledged the fact that certain
human beings are living artifacts because they
are survivors. African Americans "really do
believe that human beings have souls. We have a
culture structured to nurture that side of
ourbeing.”

Because of their circinustances, Reagon
continied, African Americans have been forced
to take their forms of expression and “clean them
up. tighten them, batten them down, so that thev

can be sterile, inactive, representations of what

6 BEANICE JOHNSON REAGON

thev were, in fact, created to be.” This is simply an
acknowledgment that the system thev live under
has cast them as the "other.” However, as Du Bois
onve noted, "We have actively woven ourselves
with the very wiarp and woof of this nation. We
fonghs their battles, shared their sorrow. mingled
our blood with theirs, and generation after gen-
cration we have pleaded with a headstrong, care-
less people to despise not justice, mercy, and
truth, . .. Would America have been America
without her Negro people?”

At forums devoted to the issue of cultural
diversity, Reagon noted, people discuss the ques-
tion of how people grounded in *Western cul-
ture.” or "American culture,” cann become more
culturally diverse, She suggested that thev have
missed the point; "America is a Western nation
that is brimming with cultures from all over the
world.” Americans. when thev celebrate them-
selves artistically, should not simply draw from
the elite culture of Europe; such an acknowledg-
ment would inevitably alter the debate over cul-
tural diversity.

“Either all of us are the other, or none of us
are the other,” insisted Reagon. One does not
have to search outside the culral fabric of the
United States to find Givarsity, one onlv needs “to

be honest about what is American.”
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MULTICULTURAL EDUCATION:

WHAT DOES IT MEAN TO INFUSE IT INTO A DISCIPLINE?

CARL A. GRANT

Professor

Department of Curriculum and Instruction
University of Wisconsin

Madison, Wi

CHRISTINE E. SLEETER

Associate Professor

Department of Education
University of Wisconsin at Parkside

Kenosha, Wl

Dcspitv the resistance of certain sectors of the
cducational community, the speakers noted.
interest in infusing multicultnral education
throughout the curriculinm continues to grow.
Unfortumately. nany of the educators who are
miost receptive to the idea of multicultural educa-
tion do not have a clear understanding of'its
history, premises, and conceptual base
Consequently, they incorporate “diversity into
their work simplistically. often within a Eurocen-
tric frimework.”

Grant and Slecter provided an overview of
the history of multicultural education in the
United States, including some of the different
conceptions and approaches that have predomi-
wated in the Last twentyv-five vears. Thev divided

this history into three periods:

1. the Tate 1960s and carly 1970s, when multicul-
tural education began as an offshoot of the civil

rights movement;

2, the conservative backlash of the late 1970s and
carly 1980s, when “diversity” was marginalized
within the framework of educational *deficieney”

and “at risk” students;

3. the Late 1980s and carlv 1990s, when demo-
graphic shifts placed multicultural education at
the center of pedagogical debates and when the
intellectal advances of ethnic and women's
studies provided the field with a broader concep-

tual basis.

The civil rights movement of the 1960s and
carly 1970s spawned several related movements
to make education equal across racial boundaries
and accessible to all students. Desegregation,
bilingual education. special needs education,
gender equity, and mainstreaming removed bar-
riers for a wide range of students within the
school system. Grantand Sleeter located the gen-
esis of mutticultural edncation solidly within this
broader movement. They noted that its initial
goal was to reflect the history, culture, and contri-
butions of traditionally disenfranchised people in
the general carriculum. Originally seen as a strat-

cgv for combating racism, multiculturalism later

C AR/ ¢ JANT AND CHRISTINE E. SLEETER 7
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expanded to encorpass sexisi, classisnt,
and disability.

In those early days of multicultural educa-
tion, eliminating bias in textbooks and instruc-
tional materials was the primary activity that was
undertaken. School districts in large urban areas
organized curriculum committees and formed
human relations departments to help sensitize
teachers to racial stereotypes and to deal with the
social and political fallont from busing and
desegregation. At the same time, ethnic and
women's studies programs were instituted at the
undergraduate and graduate levels, promoting
research that further enhanced the theoretical
and scholarly sophistication of the field.

In the ate 1960s and early 1970s, multicul-
tural education received support when the major
edncational associations organized task forces
and delineated their positions on the issue,
Other developments that 1einforeed multicut-
iral education included the growth of the
women's movement and the passage ol Fitle 1x
legistation that barred sex diserimination in acad-
emic and athletic prograns, not to mention the
passagze of the Bilingual Education Actin 16968,

As imulticultural edueation flonrished at the
margins of the educational conununity, a "White,
male, backlash™ was brewing in the mainstream,
fucled by an expandding conservative agenda., By

the carly 1980s, the focus of educational debate

8 CARL A. GRANT ANDO CHRISTINE E. SLEETER

wits the faltering international status of the
United States in terms of trade, educational
achievement, and economic productivity. With
the publication of A Nation at Risk (National
Conunission on Excellence in Education) in
1983, the focus of reform efforts shifted from
“equity” to "excellence,” with a particular empha-
sis on a return to “basics.” including increased
testing and higher staudards for both students
and teachers. Consequently, students of color,
poor students, and those whose first language was
not English were characterized as being “atrisk”
of failure. Furthermore, funding for programs
supporting multicultural education was elimi-
nated, and bilingual education came under
attack at the federal level.

In the mid-eighties, changing demographics
and international economic competition pushed
corporations into mutticultural education, which
thev often called "hunsmn relations training.” By
1985, it became apparent that the racial composi-
tion of the United States was undergoing a major
shift and that people of color would ontnumber
White Americans sometinie in the twenty-first cen-
unry. The "browning of America”™ is now pushing
nudticutural edueation to the fore onee again,

Another factor that has stimnkated the
spread of multicultural approaches o education
has been the effect of economic and social

changes on the school-age population. Inereas-
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ing numbers of students live in poverty and are
born into single-parent houscholds headed by
teenaged mothers.

Despite renewed interest in multicuttural
cducation. nmuch work remains to be done on the
general curriculum and on textbooks in partieu-
lar. The Study Committee for Asian and Pacific
Isknder Concerns of the National Education
Association (NEA) has submitted a report outlin-
ing specific concerns typical of those expressed
by other members: the lack of asafe, positive,
learning environment: materials and methods
thatare inappropriate for students from preliter-
ate societies: the lack of understanding of Asian
and Pacific Island culwire and waditions on the
part of teachers and administrators: the threat to
minority culture from "English only™ legislation;
the lack of Asian and Pacific Islanders in leader-
ship positions within the NEA.

Despite the perceived need for multi-
cubtural education, many edncators have
approached itwith ambivalence. Additionally,
many of those who embrace the coneept tend to
oversimplifv or underestimate the degree of
change called for and are content with merely
injecting i few folk customs and ethnic heroes
into the curriculum.

Nor has imulticuttwral education had mch
impact on college campuses, where, despite the

appearance of integration, gronps are often frag-

0

(2

4

mented along racial, ethnic, or o.her lintes. Some
state universities, such as Florida State, Min-
nesota, and Wisconsin, however, have instituted
course requirements in ethnic or women'’s stud-
ies as away of fostering cultural sensitivity.
Women's Studies, African-American Studies, and
Hispanic Studies departments have added
immeasurably to the theoretical discourse on
race, gender, and the canon, while students
themselves have become “participant observers™
in the increasingly rancorous debate over the
canon and curriculum reform. Grant and Sleeter
observed that the training of elementary and sec-
ondary teachers requires three to four vears of
course work in the liberal arts. Consequently. a
teacher’s future disposition toward multicultural
education is often shaped by the degree to which
itis integrated into the academic disciplines at
his or her particular institution.

Grantand Sleeter identified the five most

prevalentapproaches to education across cultures:
1. teaching the exceptional and cultrally
difterent;
2, human relations;
3. single group studics;
4. multicultaral education; and

3. multicnltural and social reconstructionist.

CARL A. GRANT AND CHRISTINE E. SLEETER 9
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The first approach helps students to achieve
within and assimilate into an existing social struc-
ture. Strategies to bridge the gap between stu-
dents’ backgrounds and the dominant cultuire
include matching instruction to different learn-
ing styles, using culturally relevant materials, and
bilingual education. Advocates of this approach
are likely to focus on a particutar group, such as
inner-city students, non-English speakers, or spe-
cial education students. Thev generally support
the existing norms, emphases, and structures
offered by the dominant culture, However, while
nuny teachers new to multicultural education
are attracted to this approach, the emphasis on
adaptation 1o dominant cultural norms leaves
those norms unchallenged.

The human relations approach aims at fos-
tering effective relations among individuals from
diverse racial and cultural groups while increas-
ing self-esteem and social harmony. Much of
what schools do in the name of multicultural
cducation falls into this category. with its empha-
sis on heritage weeks, festivals. and cultural
awarcness events, This approach deconstructs
stereotvpes and boosts ethnic awareness and enl-
tural sensitivity in a way that tits particularly well
with a Furopean-American conception of cthnie-
itv. which is primarily a vohmtary embrace of
tamily history expressed through celebrations

and food. Because itis manifested throngh ancil-

10 CARL A, GRANT AND CHRISTINE E. SLEETER

lary activities, the Inunan relations approach las
little eftect on curriculum development. Addi-
tionally, in its striving for harmony, this approach
has a tendency to gloss over deep and serious
contlicts between groups.

[u contrast to these two approaches, the
single-group studies and multicuttural and social
reconstruction approaches raise imajor questions
about the prevailing social order and how knowl-
cdge isdefined. In single-group studies, oppressed
groups address issues from their own vantage
point, reconceptualizing entire fields of studv
based on the experience and perspective of i pre-
vionsly marginalized gronp. Atrocentric, tenminist,
and Hispanic litevary theorists have challenged
the traditional Earopean detinitions of literanire,
providing new questions. theories. and frame-
works for organizing knowledge and conduceting
rescarch. Untortunately. few teachers have the
kind of specialized knowledge of nondominant
cultures required to teach from these perspectives,

The multicultral approach promotes social
equity and pluralism by reconstructing the edu-
cational process—in other words, by organizing
disciplinary content around the perspectives and
knowledge of various racial, ethnic, and gender
groups. For example, an art class on the concept
of line might feature art produced by Asian-
American, African-American, and Euwropean-

American artists, As a corollary to this approach,

22
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teachers are encouraged to examine how gender
or racial bias may be embedded in eaching prac-
tices and materials, The multicultral aproach
builds on students’ learning stvles and fosters the
hiring of diverse sttt o ensure that traditional
stereotvpicl roles are not reproduced. The mul-
ticultiral and social reconstruction approach
builds on the previous approaches by encourag-
ing students to analvze inequality and oppression
within society and by helping them develop the
skills needed 1o address these problems. The
chicf goal here is to realize in evervday practice
the American ideals of democracy, justice, and
equaliv. Examples of siich an approach inan art
class would be analvzing the lack of representa-
tions of Native-\mericant women in art galleries
or examining the wndenevof one’s own culre
to depict religious avt from other eultures as
“superstitions paraphernatia.”

Despite the theoretical advances in multi-
onlumal edoncation, most schools are still opevat-
ing along waditional lines, complving minimally
with federal and state equity regnbations and

explaining awav inequalitas the product of

2

b

*deficiencies” within oppressed groups. Native
Americans ave addressed cursorily around
Thanksgiving: African Americans during Black
History Month, Meanwhile, in the larger society,
competition mmong diverse groups will continne
to nttensity due to economic stagnation and
decline in the availability of vesources, such as
decent-paving jobs.,

Although demographic changes in the su-
dent population mean that teachers will be
wider more pressure 1o addvess multicultural
issnes in the efassroom, the teaching foree
inclndesfewer people of color every vear, This
wend could exacerbate the current tendeney
toward offering "tonrist curricula™ in which mul-
ticultural education is redueed to merely adding
cthnic food and folk customs to the standard -
riculom, i anthentic multicultural education
(which is concerned with forging a truly equal
and justsociety) isto be a goal. then teachers
wunst be given the wraining. advice, and materials
thevwill need to meet that goal. In this regard.
the work of orgamizations such as the Getty Cen-

ter can be enormonsty helpful,

3
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ART EDUCATION FOR CULTURAL DIVERSITY:
DEVELOPMENTS IN THE UNITED KINGDOM

RACHEL MASON

Head

Centre of PostGraduate Teacher Education
De Montfort University

Leicester, England

Befm'c beginning an overview of multicul-
tural education in Great Britain, Rachel
Mason called attention to four factors that dis-
tinguish the movement there from efforts tak-
ing place in other Western nations. First,
culturally .iverse eduration was instituted in
government policv and practice in the late
1960s and early 1970s, aimed at assimilating
children of Black immigrant families into main-
stream British society. Second, multicultural
cducation in Britain emphasizes race relations
and recognizes racism "not just as a contribu-
tion to he underachievement of Black students,
but as a debilitating factor in indigenous White
students.” Third. the rise of a new “ethmie
nationalism” is challenging the traditional con-
cept of the British community. Fourth, the
Echucation Reform Act of 1988 has mandated a
national curriculum that contains a multicul-
tural cross-curricular dimension. Given the pre-
ceding factors, Mason explained, she chose to
apply the typology developed by James Banks
because of its underlving emphasis on race rela-

tions (Banks. 1991, ch. 5).

12 RACHEL MASON

Regurding content approaches, Banks has
theorized four levels of integration for multicul-
tural material. The firstis the “contributions”
approach where “masterpieces” of non-Western
artare singled outand judged by the same crite-
ria used to evaluate Viestern art. The problem
with this approach is that it easily leads to the triv-
ialization of non-Western people and their cul-
tural products, which are viewed onlv in isolation
and in the context of the Western canon.

The second level of content integration is
cultural. Here, concepts. techniques, and themes
from other cultures are added without altering
the basic curricutum. This typically occursin the
form of single courses on minority arts and crafts
or minority artist residencies, This approach can
serve as a useful first step in restructuring an art
curriculum to reflect multicultural content, per-
spectives, and paradigms. Typically, however. stu-
dents exposed to this approach continue to view
and evaluate non-Western art according to West-
ern art historical criteria.

The third {evel of content integration
involves transformation or a change in the
assumptions underlyving the mainstream art cur-
riculumn. This approach enables students to view
concepts, ideas, issues, themes, and problems
from culturally diverse perspectives, to fornnlate
new paradigms and definitions of art. To imple-

ment this approach. securing access to materials

24




and resources (hat provide multiple perspectives
onart must become a major preoccupation of ‘
teachers.

The fourth level of content inegration,
“decision-making and social action,” includes all
of the clements of the other three approachesin
combination with a requirement that students
address directly a controversial social concept,
issue, or problem. The goal of this approach is to
teach students decision-making skills and to
help them acquire a sense of personal, social,
and political effectiveness. To implement this
approach, teachers must employ cross-curricular
and interdisciplinary models. particularly those
drawn from social studies and history. An exam-
ple of this approach is a unit entitled “Antiracism
and Artin Britain and South Africa” that asked
students to analvze "the Black struggle for justice
aid equality™ in a comparative framework.
Mason agreed with Banks that in actual teaching
practice these four content approaches are
mixed or blended as teachers move gradunally
from a coutributions approach to a transforma-
tive and socially active approach.

One of the goals of multicultural education
is to help minority studeuts improve their acade-
mic achievement. This caun be approached from
two opposing philosophical positions. One, the
cultural deprivation immodel, assumes that minor-

ity st'ent failure is the result of the student’s

home environment and that the school must
compensate for the deficiencies of that environ-
ment. The other, the cultural difference position,
holds that the school is responsible for a stu-
dent’s academic failure becanse it refuses o
modify traditional, mainstream school culuure

in light of the ethnic and racial diversity of the
student body. Teachers who embrace the latter
approach seek to help minority students by draw-
ing on their cultural strengths and using teach-
ing strategics consistent with their students’
learning sivles.

Helping minority students develop a more
positive self-image and increasing the level of
positive racial contact among students should
be a key goal of educational and curricular
reform. Unfortunately, Mason knew of few
White art teachers who employed either of these
techniques. Black educators, however, continue
to develop strategices for racial awareness and
prejudice reduction that mevit nich greater
attention from muainstream art educators.
Mason cited a unit entitled "Black People in
Art” that asked students to analvze mass media
iages of Third World peoples in order to
establish that images are never neatral, but
always comnnumnicate a point of view. This analy-
sis is augmented with a section on racism in
historical context and a survey of artworks in

British galleries and museums. Students are

<
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encouraged to inquire into the "underlving
class interests” that condition representations
of minorities and the “overall comections
between race, gender. and class.”™

Mason was convinced that authentic muhii-
cultural art education necessitated a “transfor-
mative " approach to curricula for all pupils,
including an “antiracist” component for main-
stream White students. She added that the social
action approach may be more suitable as a com-
pouent of an interdisciplinary program in citi-
senship. Regardless of the approach, however,

Moason insisted that students must be directed to

14 RACHEL MASON

artworks of outstanding quality, whatever their
cultural conmext, so that they can develop an
appreciation of "excellence.”

Mason noted that her own “unrepentant”
preference was for an internationalist or global,
as opposed to a cultural nationalist, approach 1o
multiculturalint education, Inan international-
ist sense, there is aneed for art education to
come to terms with our postincdern age as it is
manifest not just in the subjectareaitself’ but in
all aspects of lite (both positive and negative fac-
tors) and to directly confront Western aspirations

to global dominance.
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“SPECIES-CENTRISM” AND CULTURAL DIVERSITY IN THE ARTS

FLLEN DISSANAYAKE

Independent Scholinand Visiting
Research Fellow

Institute for Advanced Stindies
University of Edinburgh

Edinburgh, Scotland

In order to understand art properhy. according
to Ellen Dissanavake. itis important to view its
manifestations historically and cross-culturally.
Using this broad-bused approach, which she
termed “species-centric,” we can appreciate that
the arts are common to humans of all times and
places. In Dissanavake's opinion, as an approach
to understanding art’s place in society, lulticul-
turalismt is not enongh, and is doomed to divisive-
ness and fragmentations without the unifving pull
of species-centrism.”

The speaker’s development of the idea of
spreies-centrism derived from her own experi-
ence. Married 1o a Sri Lankan. Dissimavake speint
fifteen vears in her hushand’s counitry, as well as
timme in Nigeriaand Papia New Guinea, and real-
ized that an underlving himuanity joins all peo-
ple. despite their ethnic, religious, gender, and
racial differences. Signiticantly. she spent mnch
of her tiume abroad amongst people who still fol-
lowed simpler and morve natural life-stvles, ess
devoted to the competition, consmmption, and

intellectualizing that characterize life in the West.

As aresult, Dissanavake became aware that, as
Americans “there are so many fundamental
things that we ignore . . . and so many trivial
things that we consider essential.”

In describing speciescentrism, Dissanayake
noted that humans are an animal species with
biologically endowed tendencies to behave cul-
turally—te learn a langnage, make and use tools,
and impose coneeptual order, She suggested that
siich cultural practices, including the arts, are
means of “satistving fundamental hinman biologi-
cal propensities or needs characteristic of our
species.” Furthermore, much “domesticated™ cul-
tural behavior, including the evohition of racial,
national. and religions groups. is relatively recent
in the history of hominids, who are themselves a
late development in biological evolution.

Inregind 1o the arts, Dissanavake noted that
few biologists have asserted that humans are
innatelvartistic. Yer children readily engage in
the arts atan carly age, and all societies, from
premodern to modern, make and enjov the arts
in some tonmn. “lowever, schokus rarely ask why
lunnans miake are or where the art-making
impulse originates. She suggested that this uni-
versal impetus to make art is related to other uni-
versal lmman appetites or propensities, such as
the attraction to the extraordinary and nnusual.
In itsmost fundinuental seuse, Dissanavake

asserted. it is the activity of making things special:

ELLEN DISSANAYAKE 15
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decorating the bodv or objects, performing exag-
gerated or expressive movements, or magnifving
the natural voice into song. This tendency to
"make special” the things one cares about helps
explain why the arts have so often been tied to
religions, magical, and spiritual practices, and to
important occasions like birth, marriage, the har-
vest, and death.

In order to examine the ckinm of multcul-
tnralists that conventional notions of artare
inadequate, Dissanayake proposed using the
perspective of species-centrism to compare the
manifestations of the arts in premodernand
modern societies, Her comparisons addressed

four aspects of

1. art,
2, the artist,

3. the response of the andience or

participants:

4. the function of art in society,

In premodern societies the ants tend to be
immediate and perfornative and arve often not
separable into media, For example, religions cer-
cimonies involve visual displiy, gestires and
dance. poetic kmgnage, and musicat accompani-
mentall nsed together, The artwork is thus the

activity itself, rather thar an object. fnsuch cases

16 ELLEN DISSANAYAKE

making art is rarely a specialized vocation but is
undertaken by all participants.

Tradition dictates certain responses to the
arts—awe, wonder, pleasure, transcendence—all
of which reatfirm the values of the society and
unify the community. In fact, in such societies, an
functions to reinforce gronp solidarity and 1o for-
tifv communal beliefs about the order of the
world and the purpose of life,

As the result of a number of complex and
interrelated historical and social forees, includ-
ing capitalisn, individualism, secularisim, ancl
technology, art in modern society has become
less i form of social practice and more a form of
idcology. The idea of art has been narrowed and
clevated to mean specific tvpes of "fineart,” as
opposed to crafts or popular forms, "Art” is gen-
cratly assumed to refer to specific objects or
works—individual paintings, sonats, pocins,
dances—produced by specialists knowin as
"artists.” Although this definition of artis
unprecedented in hunian history, and virtiath
unknown in hunter-gatherer, pastoralist, or agri-
cultural societies. it has been the preeminent
meaning of art in the West since the early nine-
teenth century, ’

As a consequence of these changes, the
modern response to works of art is generally pri-
vate. For certain individuals, it may be a sonrce

of selt-transeendence, or of a sense of union with
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a larger whole. Yet, for Dissanayake, modern art
is intrinsically elite and exclusive, incapable off
unifving the social group because it requires
cducation and a cultivated sensibility to be
understood.

Dissanavake quoted Archibald Mack.eish’s

famous line “a poem should not mean but be™ as
an illustration of the modern tendency forart to
eschew both purpose and meaning and to be
“removed fron life.” At most it has become a
commodity to be bought and sold or an object to
be displayed and perceived “aesthetically.”

Itis intriguing, noted Dissanavake, that art-
works and forms emphasized by multiculturalists
today have characteristics that could be described
as premodern—they are immediate, performa-
tive, accessible, and concerned with shared val-
ues. However, implementing multicultural art
cducation in a Western context will hardly be a
simple matter. In contrast to premodern soci-
cties, modern society must address many differ-
enteulturesand belief systems. In this context,
the Western "humanities” can be viewed as one
system among nany that himans have devised to
explain their world.

"lishitos are not better than Mbati pyg-

mices, or Lalians better than Greeks,” explained

Dissanavake, although we can ask whether one
cultural systemn serves "universal human species
needs” better than another. But emphasizing one
society's arts as intrinsically superior to another's
on some dogniatic scate of values will onlv gener-
ate strife. It is more important for representatives
of cach culture “to realize . .. that species-cen-
trism embraces and precedes culture-centrism,”
for only within a larger awareness of our com-
mon needs and heritage can we constructively
appreciate the differences in individual cultures,
However, Dissanayake is convinced that the arts,
if properly introduced, can serve as an ideal
avenue for “harmonizing” the competing claims
of diverse and warring cultures.

Dissanayake concluded with a call for an arts
education, in schools, homes, and communities,
that teaches the arts without romanticism or con-
descension “not only as expressions of . . . unique
individual cultures but as ways that cultures
answer to more common underlying human
needs"—that is, as testimonies of a common
humanity, Additionally, the arts can help people
in modern cuttres, whose lives tend to be frag-
mented, competitive, and inaterialistic, to recog-
nize and articulate what is special and valuable in

their day-to-day existence.

29 ELLEN DISSANAYAKE 17
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l INTRODUCTION

CLAUDINE K. BROWN

Deputy Assistant Secretary for the Arts
and Humanities

Smithsonian Institute

Washington, D.C.

c laudine Brown welcomned the audience to
the second dav of the Third Issues Seminar
and noted that this was a special gathering. While
there have been many conferences on the topic
of cultural diversity, few have encouraged the
kinds of dialogue and exchange that have been
stimulated here.

The various participants in this confer-
ence have beenvdrawn by the opportunity to
discuss discipline-based art education (DBAF)
and cultural diversity because they want to
strengthen their work and clarify their com-
mon purposes. Their backgrounds ¢ broad
and varied, and they inchide curriculum special-
ists, theorists, historians, and classroom teach-
ers. Thev have come together to reexanmine
2 sumptions, toretlect an the history of both
DBAE and cultural diversity, and to consider the
implication of their convergence. Thev are
examining how DBAE’s theoretical framework
supports its practice and whether that practice

dennands additional theory. Finally, they are

here to support growth and change and to
impart a powerful and cogent voice to a new
geieration.

Most of those present were teachers i some
capacity. observed Brown. But they were aiso
learners, willing to suppot . and encourage col-
lective creativity. She hoped that the discourse
generated at the conference would be honest
and bold and that every person would depart
with a new understanding.

Brown then introduced the :norning’s
spcakers. Michael D. Dav is chair and professor of
artat Brigham Young University. He has served us
faculty member and adviser for the Getty Insti-
tute for Educators on the Visual Arts and as
cedirector of the Getty Curniculum Development
Institute. Dr. Day is the coeditor of Liscipline-
based Art Education: A Curriculay: Sampdr Lad the
coauthor of Children and Their Art, a popular
college text.

F. Gracine Chalmers is professor of art
edncation at the University of British Colum-
bia in Vimcouver and the author of nearly
minety publications in the field of art education.
He is currently the chief examiner inavt/
design for the Internatioinal Baccalaureate
Organization and has served s vice presi-
dent of the International Society for Educat.on

through Art.
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Frances E. Thurber is assistant professor of

ar: education at the University of Nebraska at
Cruaha, where she also serves onthe woten's
studies faculty and on university conmtittees
addressing issues of cultural diversity. She is

president-clect of the Nebraska Art Teacher's

33
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Association and is at work on an elementary
curriculum guide for the Nebraska Department
of Educotion. Dr. Thawber is curtemly the
coordivator of a Getty-funded Usniiversity of
Nebraska project devoted to researching DBAE

methodology.
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CULTURAL DIVERSITY AND DISCIPLINE-BASED ART EDUCATION

MICHALRL D, DAY

Chair and Professor ob Art
Harris Fine Arts Center
Brigham Young Universinv
Provo, UT

Aﬁich;wl Dav began his presentation by not-
ing his amazement regarding published
assertiots that DBAF is an “elitist. Eurocentric,
teralist . . . approach to art education.” On the
contrary, he insisted, DBAE is an excellent plat-
form for teaching “a broad vange of the visnal
arts, including folk, applied, and fine arts from
Western and non-Western cultures, from ancient
to contemporary times.” Dav cited the article he
authored with Gitbert Clark and Dwaine Greer,
“Discipline-based Art Education: Becoming Stu-
dents of Art”™ (Clark, Day. Greer. 1987) which is
the most complete explication of DBAE. as
explicit evidence of this fact.

Fxamples of avt givew in the article, Day
recatled, inchuded japanese rock gardeus,
Bamanacantelope headdresses, Egvptianant,
Native American art, Japanese block prints, a
sclection of Western Furopean works, and a mn-
ber of American works, inchuding magezine itlns-
trations. The nine illustrations, which focused on
Mevican artists, included works by Winslow
Homer, Mary Cassatt, Alice Neel, and Ronare

Bearden, and represented male and female
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artists, and avtists of Chinese, AMfrican, and Japan-
ese backgrounds.

Responding to the oft-repeated criticisim
that DBAFE favors formalist analvsis, Day reported
that the article refers repeatedly to social and
cultural aspects of artand covers Marxist, psy-
choanalvtic, and teminist analyses. It strongly
emphasizes DBAE's mandate to study art in its his-
torical context. including factors such as patron-
age. economic, scientific, political, and religious
intluences. “Such is not the portrait of a narrow,
elite, formalist approach to art education,”
asserted Day.

The flexible and dynamic character of DBAFK
stems from its grounding in disciplines, such as
aesthetics and art eriticism, that, necessarily,
respond to intellectnal trends and contemporary
movements. Consequently, the enormous vitality
and theovetical upheaval within the artworld
hecomesa sonrce of “up-to~date” content for avt
arrienta,

In regavd to multicaltiralisin, 1ay noted
that The DBAE Handbook by Stephen Dobbs
(1992) specificatly reconumends that art aieevies
uka draw on examples from ontside the Furopean
canon and trom outside the tradidonat fine arts
media. Asian, African, and Latin Amevican e,
folk art. ceramies, jewelry, photography, indus-
trial arts, and fashion are only some of the exam-

ples cited. DBAE's receptivity to diverse art, Day
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asserted, is not extermal to, but implicit in s
overall goal, whiclis to prowmote an under-
standing of the visual avts in all their variety and
ultiplicity.

After providing some eximuples of recom-
mended DBAE art activities that used Narive
American, [apanese, and African objects, Day
considered some of the primary reasons for
cnconraging a culturally diverse study of the
visual arts. First, there is the probability that
students will gain a broader and deeper uuder-
standing of the world in whicl they live and
become better, more tolerant leaders and
citizens. Additionally, by studving the arts of
their own particular cultural lreritage, thev will
gain a feeling of cultural belonging and
self-esteem,

But whatever rationales are espoused, Day
maintained. the central goal of DBAE remains
the development of students” abilities to under-
stand and appreciate the visnal avts. Other out-
comes, important as they may be, must be
subordinated to this overarching goal. While it
is hoped that innovative and multicultaral art
curricula will develop setf-esteen, improve
attendance. bolster achievement in other
subjects, and foster tolerance, noue of these is
the primary objective.

Dav reminded his audience that, in the

final analvsis, corriculun content and implemen-
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tationwre determined by local school districts,
often in response to state guidelines. The specific
role of avt in multicultural edncation will be
determined at the local level in response to local
neceds. Therefore, itis essential that teachers,
priuncipals, parents, students, administrators, and
community members be convineed of the intrin-
sic importance of art to the educational process.

Day believed that the critics who have
called DBAE narvow, formalist, or elitist have
"lodged theiv complaint at the wrong window.”
In his view, a far greater problem is its breadth
and depth. which places a high demand on
teachers by expecting them to understand all
four disciplines and provide integrated. contex-
tual iustruction on a wide range of art objects.
Given the complexity of presenting diverse
objects ina cultural context, teachers will
inevitably be asked to address culwral values,
practices, ind aesthetic forms that are relatively
unfailiar to thew.

New evaluation methods are also placing a
burden ou teachers, noted Dav. Rather than
stimply making assessiments based on the quality
of student work, teachers imust now grade
papers. lead philosophical discussions, judge
portfolios. and take alternative learning stvles
into account. Because of these and other
difficulties posed by DBAE. teachers will need

assistanice. including insservice education and
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new teaching materials with appropriate back-
ground information.

Although DBAE will undoubtedly requiire
extra effort on the part of teachers. Day was con-
vinced that it was worthwhile. Provided with high-
quality materials and methods, “teachers and

students alike begin to realize that they are teach-

ing and learning “the real staff.” " Students
exposed to DBAE are “transformed . . . thev exhibit
quilities associated with educated people.” Day
conchnded that the ultimate “pavoff™ of DBAE is
“the opening of a world for students to which most
of their parents have little access and which can

curich their life experience inmeaningful wavs.”

Fisn ]
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HOW DOES DBAE RESPOND TO CULTURAL DIVERSITY?

F. GRAEME CHALMERS

Protessor

Department of Visual and Pertorming Arts
in Education

LU niversity of British Columbia

Vancouver, British Columbia

W\\ilc Graeme Chalmers does not think that
DBAE has been successful in the pastin
responding to multiculturalism, he is convinced
that the potential is there. His conchisions about
DBAE’s past were drawn from a nuniber of docu-
mented studies in the art edncation literature of
the 198308, However. since the Late 1980s there has
been an encouraging response o the part of
DBAE theorists as evidenced in the Geuty Center's
DBAL Flandbook (Dobbs, 1992) and the Curricu-
Lum Sampler (Alexander and Dav, 1991). both of
which support culturally diverse eurricula built
around a wide variety ofart iraditions. These
books, and a numiber of statements by kev figures,
such as Harold Williams and Faith Clover. have
cemented DBAE's commitment to the principles
and practices of inulticultral art education.

This does not mean, noted Chahliners, that
DBAE educators need do nothing more than pro-
mote art education as a unifving element in a
fragmented world. Itis not enough to cover
Ukrainian Easter eggs one week and fold Japan-

ose paper the next: "We must take DBAE bevond
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formalism and to the realization that artisa
powertul force shaping our vision of the world.”
DBAE's emphasis on inquiry and meaning can
carrv it bevond the traditional Western para-
digms of "masterpieces™ and “geniuses,” insisted
Chalmers. It can communicate the idea that
cultural pluralism is a reality: that no racial, cul-
tural, or national group makes art superior to
another's; and that everv student. regardless of
background. is entitled to respect.

We need an approach to art education that
does not assume that art is fundamentally a means

"o

of self-expression or that “pure.” “universal” aes-
thetic principles are of primary importance. We
must communicate, also. that it has always been

the prerogative of the powerful to limit the cul-

tural, aesthetic. and economic opportunities of

other groups.

While DBAE has always been more informed
by the humanities than the social sciences, Chal-
mers suggested that anthropology may ofter an
important grounding for a cultarally diverse
approach. In fact. art edncation might benetit
from being modeled after sociat science educa-
tion. if so, the study of artists and their socializa-
tion, of culturally specitic values. and ot changing
conditions that influence : tistic expression
could then be carried on more thoroughly.

Chalmers acknowledged that this view dif-

fered trom the view articutated by Gilbert Clark.
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who suggests that DBAE must remain focused on
art and its disciplines rather than on society.
However, he countered. this may no longer be an
issue becanse art history, criticisim, and aesthetics
have themiselves been adopting social and eco-
nomic frameworks, as shown by the work of’
Arthur Danto (1990) and john Berger (1972).
The collapse of connoisseurship and Kant-
iun aesthetics signaled by the "new art historv”
has opened the way for DBAE to examine the arts
as systems of signification that encode the values
and ideologies of their time and place. As the

Frankfinrt School theorists and others have out-

lined. the meaning of a work depends on the cnl-
tural expectations against which it is received.
Such a notion has rich implications for teaching
artin aculturally diverse world.

The timeless purpose of all art, concluded
Chalimers, "is to enhance our sense of being. not
onlyv here and now, but in the continuum of time
and tradition.” Art educators who view art as a
process of human action and interaction will give
the subject itself greater cultural impactand
meaning. which is, after all. the ultimate goal of
DBAE: “Therefore, ves. the door is open for DBAE

to respond to cultural diversity.”
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CULTURAL DIVERSITY AND DBAE:
THE CHALLENGE OF ONE WORLD AND MULTIPLE *'ISIONS

FRANCES E. THURBER

Assistan t Professor

Department of Art and Art Historv
University of Nebraska,

Omaha, NE

Franccs Thurber proposed to examine, from
her experience as an art educator, how DBAE
might best respond to the reality of cultural
diversity. highlighting theoretical issues and prac-
tical models along the way.

At a time when unprecedented political
and economic change and rapid technological
advancement characterize the aftfluent main-
stream of national life, thousands of marginal-
ized urban and rural children struggle to meet
the basic needs of daily existence, unfairly bur-
dened by poverty, racism, and hopelessness.
Traditional social organizations, such as the
fanily, iire being redefined as one in four
households consists of a single person. and 9.5
million houscholds are headed by single temales,
a third of whom exist below the poverty level.
Demographics are also changing as fewer Ameri-
cans trace their ancestry to Western Europe and
more speak a language other than English in
their homes.

These. and other statistics on class, income,
gender, age, race, ethnicity, or religion reveal

that cultural diversity is an American reality that
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educators must face. For art educators who use a
discipline-based approach, the implications of
these statistics are tremendous, particularly to
researchers who have questioned whether DBAE
is capable of recognizing and addressing issues of
cultural diversity. "Are multiculturalism and phi-
ralism compatibie with the degree of artistic liter-
acy and excelience demanded by DBAE?" asked
Thurber.

In answer to this question, Thurber otfered
a definition of multicultural education suggested
by Swartz (1992):

Multicultural education is an education that
uses methodologies and instructional mate-
rials that promote equity of information and
high standards of academic scholarship in
an environment that respects the potential
of each student. . . . Inshort, multicultural
education is a restitement of sound educa-
tional pedagogy and practice that requires
the collective representation of all cultures
and groups as significant to the production

of knowledge.

Given this perspective, why has DBAE nol
responded to diversity more fully in the past?
Dobbs (1989) suggests that the emphasis on
European artin presenting DBAE stems from
the training, experiences, and valnes ot protes-

sionals in the art disciplines, which in turn have




been shaped by the overwhelming emphasis on
Enropean art prevalent in their own schooling,
trom the kindergarten o the grachuate tevel. Con-
sequently, Thurber proposed, preservice and
inservice teacher programs have served as “cnl-
tural mediators.” perpetizating a Enrocentric per-
spective. Postsecondarvy edncators, then, have a
responsibility to improve the scope and depth of
their programs in regard to culturally diverse art.

Thurber noted that the charge that DBAE is
inherently Furocentric at a progrannnatic level
may spring from a misunderstanding of its highly
tlexible fornnat. Because DBAE does not mandate
the objects under consideration, achieving a mul-
ticultural approach will depend on how the for-
mat is translated into local practice. However.,
Thurber noted. this still leaves the question of
whether DBAE is open to multienlturalisim at the
conceptual level.

The theoretical foundation of DBAE around
the four arts disaplines of studio production,
aesthetics, art history, and criticism is not, in
Thurber’s opinion, inherently incompatible with
aculurally inclusive approach. In fact, scholars
such as Donald Preziosi have proposed that anew
version of the most “conservative” of these disci-
plines, art history, could be constructed from “the
history, theory, and criticisim of the multiplicity of
cultural processes that might be construed as

enframing: an accounting for objects and their

subjects with all that might entail™ (Preziosi,

1989). In tact, Thurber was convineed that if DBAE.
educators did not question the canon, they were
essentiallv ignoring the kager mandate of DBAF.

I a pluratistic approach to DBAL, proposed
‘Thurber. the issue of object selection can be
made partof the inquiry process, raising issues of
“high” versus “low™ art and questions of inter-
pretation, quality, and standards that can onlv be
answered through an examination of cultural
asstniptions and values,

Artis created as a human response to a par-
ticular time and pface in history, noted Thurber.
and stndents need to understand the particular
values generated by and through artworks, which
can be universal or culturally specific. When mak-
ing a commitment to cultural diversity, teachers
must be certain it is not “just an embellishiment of
our old and comtortable paradigms.” Multicul-
turalism and pluratism “must be consciously
embedded in the wav we convey the content and
inquiry processes of the disciplines.”

Regarding the work being done by the
DBAL institutes supported by the Getty Center
for Education in the Arts. Thurber reported tha
each regional site was translating its stated com-
mitment to nutticulturalisim into practice—
through the choice of objects, through culturally
diverse exhibitions, by incorporating anthro-

pology and sociotogy into their inquiry of art

i 0
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objects, and by engaging with enliivally diverse
artists and commumin organizations. Thurher
ottered a brief randown on some of the achivities
sponsored by the varions veg mal institntes that
fostered and developed musienlmral and phurad-
istic DBAL practice. Kev to these activities is
paning close attention to the sociocultiral com-
position of the regions themselves,

Asan example of these activities, Thurber
citedamong others, the Florida Institute for Art
Fdncation’s development of i program aronnd
Faith Ringgold’s book and artwork Zir Bearh.
After a committed teacher made contact with the
artist. students initiated a diadogue with Ringgold
and began exploring their own conmunity
throngh art. poems, and mmsic. As Jessie Lovano-
Kerr noted, given the tremendons nmlticnitinal
resorrees available in Florvida, ensltoral diversity is
“anatad™ fon thein DBAE programs,

The vegional instities” collaborations
with locab mnsemm programs have served as
excellent starting points tor fosteving o phualis-
e and calunathy diverse view of mtamong
DRALY practitioners. For example, the "Fyenings
for Fdueators™ divected by Anne F1-Omami al
the Cincinnati Musenm of Art, make excellemt
nse of the mseimn’s Asian collection in taail
tating a contextual understanding of the ol

diverse enfttires. Another program, at the

Joshvn Muscum in Omaha, offers “Explo. . tion
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‘honks," based on culuraliy diverse ot to
teachers across the state of Nebraska for ise in
chassrooms.

Thurber suggested that educators alsa foc s
their energies on eltoris to eradicate bias and the
uwrivializzuion of non-Western enltnires from cun-
riculmm materials. “Does this resonree reflect
multiple “visions,” vadnes, and ideas ina nontrivial
wav: Does it contront stereotvpes, racisnt, and
bis? Is it sensitive to diverse learning stvles and
can it be adapted to avariety of instructional
strategies:” These wre some of the questions that
teachers must ask before choosing instrnctional
materials.

Thurber is convinced that discipline-based
art edncation possesses the potential to make
cultial diversity in the teaching of art a “trans-
tormative realine™ in the nation’s schools, How-
cver, the realization of this goal will depend on
the personal and professional commitiment of
cachiteacher administrator, musemn edncator,
and art specialist to the ereation of a “caring
connntniy o which cach stdent can inseribe
Ius ot her personal signatare. fewill also reguire
collective work and the forging of partnerships
among schoal ssstenis, nniversittes, musenms,
and cultinal wistitations at the local and
national level, hivolvement in professional
networ ks, snchas the National Art Education

Associntion women's canenses, and committees
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tor titelong learning and for multicihuic
concerns, will help teachers expand their
contact with other educators with similar
comminnents.

Thurber closed with the observation that
“respect for diversity begins within,” The curvent

cultural climate in the United States and awound

the world continues to present many new oppor-
tunities, but implementation of muhicnliural
curricnbais tong overdue. The challenge 1o theo-
rists and practitioners of DBAF is toact on their
collective belief that muliiple vosces and nnlti-
ple visions™ most beaetlected in DBAE content,

PrOCCESses, and structre,

d 0
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\ QUESTIONS AND ANSWERS

MODERATOR: Claudine K. Brown
PANELISTS: Micnact D, Dav, F Graeme Chalmers,

and Frances F. Thurber

Brown: Our punelists will discuss and clarify sonme
of the issues on which thev agree and some on
which thev disagree:; thev will also address ques-
tions submitted by the audience, which T have
already reviewed. Some of questions submitted
raise the issue of trivialization, not only in how
the curricnlum is implemented. butin how cul-
tures are addressed. Many of the questions had to
do with moving from theory to practice and what
models should be used to accomplish this. In the
past two dayvs concerns about sacred and religious
objects have been raised and how to deal with
sacred objects in teaching culturally diverse muate-
rial. Other questions dealt with how to use art to
implement social change.

So far, we have made little or no reference
to gender issues, especially to issues ot sexual oni-
entation. Several questions asked that these issues
be addressed. A number of questions were sub-
mitted regarding the diversity of student bodies
and how one deals with that diversity in the class
roont, Other questions addressed the issues of
schools: how they fit within districts, and within
their states. and how implementation can take
place given those specific circumstances. Some

questions dealt with DBAE goals and emphases
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and whether the notion of DBAF allows for the
eltective treatment of culturat diversity, There
were also questions abont bias, as it pertains to
each of us, as andiences and constituents. Let us

start with comments on anv one of those issues.

Day: [ would like to start by making a comment
about trivialization. Trivialization is a ditticult
problem because of the time constraints on
teaching: itis parthv aresult of the lack of time.
No oneis in favor of trivializing culaures, but the
factis, given the pressures of implementation, we

are probably going to see more of it.

Thurber: I would like to link the idea of trivializa-
tion to the related issue of art education as social
action. It is easy to skirt issues of meaning in art,
and instead to concentrate on formal qualities.
But if vou make a leap into the deeper social
meanings of an artwork, it is ditticult to ignore

issties of social action—itis a circular process.

Chalmers: As we look at the hierarchy of imple-
mentation in the literature, we have to remember
that most attempts start on actrivial level, But we
should acknowledge this as a useful beginning
and seek to develop this approach until we reach
the point of social action, The best way to learn
how to <o thisis by exemplary case study.
Regarding the issue of sexual orientation, |

was reading a studv by Terry Barrett about a high-
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school English teacher who ook her chiss to see
the Robert Mapplethorpe show (Barrett and
Rab, 199 . She and the stndents atl deseribed
their experience insensitive terms. This seems a
usetul model torapproaching culturally difticnlt
orsensitive material, One snggestion made in the
article is that art teachers can learn something
about dealing with controversial issnes from
literature teachers who may be more experi-
cnced with these issues than those of us in the

visual arts.

Brown: If vou think back to the slides that Rachel
[ Mason]| showed Lust evening, a lot of the sur-
dents had happy expressions on their faces and
were pleased with the work that thev did.,
although we consider it a forin of trivializing cul-
nmwes, That kind of approach to teaching cultin-
ally diverse canrricubimy s tamitiar, widespread,
and for many people, successtul. We now are ask-
ing teachers to do the Kind of thoughtiul wor k
for which there are few resources. How doveu
help teachers move toanew level of practice and

still get the smue positive resnlts?

Chalmers: I think vou begin with the kind of
material that Frances [ Thurber] has shown s,
We need more opportunitics to examine that
kind of material because there is agreat deal
there that can move us to that second-to-last

stage,

Thurber: The matrix presented began asan
accident, It evolved out ot asocial process at the
very tivst summer institute, where teachers were
complaiming, *l can’tgeta grip on this material,”
and "it's so elusive.” People wanted to see a
graphic depiction of what theyv were attempting
to explore, and out of that process cimerged the
charts [ showed today. Tadso want to sav that the
matrix is notintended to constrain, Itisonly a
wav of organizing ideas to expand on them and
to deepen the experience of art through multiple

worlds and multiple voices.

Day: Let me just reinforee that, We had a simitar
experience with the marixidea when we were
working on the crriculum developiment project.
The matrix, which was published in DBAE: A Cur-
ricudun Sanpler (Alexander and Day, 1991, p. xx),
is not intended to direet the teachers” work, bug
1o serve as a check on the ideas that come ont of
their own experience and practicesas teachers,
keeping them on track. It is not too difticnlt for
art educators, when dealing with complex and
interesting topics incartand philosophy, to move
awav from teaching art. 1 have seen teachers
move from teaching art to teaching ecologp—
moving to another subject arca entirely. One of
the goals is to keep art teachers on track, teach-
ing art, while bringing new and enviching con-

tent to the practice.

QUESTIONS AND ANSWERS kK]
L™
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Chalmers: I think the question tor curricuhunm
developuient is subtly shifting, from "What is
artz” to Ellen’s [ Dissanavake | questions of "What
isart forz” or "Why isartz™ As long as we keep
those two questions at the center of currictilia, we

can keep the focus onart. Aud people do not

have much trouble developing these questions.
As T said in my presentation, 1 have lots of experi-
ence working with student teachers and in
teacher education. When student teachevs are
asked to develop curriculu around those ques-
tions, “Whatis art forz"and "Why is artz” thev do

not have any difficulty,

Brown: The question, "What is art for?” could
lead toa discussion of sacred or veligious materi-
als. Alot of Native Amevican and Afvican objects
are sacred, and some teachers feel that they
would have ditticulty showing this work in their

school districts, Can voumake some conunents

ot how we should deal with sacrved matervial? This

also raises the issue of teivialization as well: How Nkisi nkondi oath taker (nail figure), The Detroit Institute
o ) of Arts, Founder Societs Purchase,
should we putitin context, how should we inter-

pretit, or should we notinterpretitat all:

Day: Becanse showed the Nhisi n'kondi onth Christian evas in Eawope much of the avt made
taker liguve, which is asacred object, let me throughout history has sowme religions valae for
vespord, Ninety pereent of all art that has ever the people that cveated it. So how cainwe have a
been ereated has sacred meaning to those who currictthun if we ignore all of that? I do not think
wade it Fake Egyptiancavt, wmost of Afvican ov we could have a vich curvicnln if we eliminated
Native Amertcan art, and all of the art from the all artwith religions significance, and 1 do not
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think we should. With the NEisi n’kondi figure,
the relationship ol the function of the object to
the lives of the people is revealing and enlighten-
ing. and 1t enables ns to compare the legal fune-
tions that tigure fulfills indts societs with similar
functions in our own cultire. Divoree was the
exanmple Tused, but this figure was used forall
kinds of civil and criminal cases. When vou com-
pare this to the complicated and confrontational
wav that legad problems are handled in this soci-
EIV AL INISCS SOIE VeTy interesting issues.
Anumber of issues have been raised con-
cerning the use ot religions objects and their
placement in a muse . We all know about the
Zuni people. who have won the right to return
some of their objects to the wppropriate placesin
their society. There are other examples of items
that are being returned from museums. Regard-
ing DBAE. the approach that Lwould use is to
raise the issue openly with the students. The
Nkisi n’kondi oath taker figare that Ishowed is in
the Detroit Institute of’ Arts, where it is on display.
The question of whether itought to be there,
along with other questions, such as whethera
person fronta Western enlture can appreciate an
object that was ercated for a specific cultural pur-
pose as a work of art, should be raised. Can we
apply Western aesthetie eriteria to those objects?
These are ineresting questions and make art

lessons enriching and enlightening for students.

Chalmers: Of course. whoen we move discipline-
based art education bevond tormalism, be,ond
the visual, we will be getting into these soris off
problems. How does a Jewish scholar stndy
Medieval or Renaissance Christian art? There
ave many such scholars, and they begin by
studving sources. Thev read the documents
from the Conneil of Trent. they look -+t the
work in context to get a sense of how it was
interpreted inits time. We have to change our
definition of who the experts are. DBAE has
been predicated, somewhat, on the notion that
there are four tvpes of experts: in aesthetics,
criticisin, studio art, and art historv. We are
going to have to redefine those experts as being
people who come trom the culture under con-
sideration.

My accent betravs the fact that I am origi-
nally from New Zealand. I any of vou saw the T¢
Maori show vou might be aware thatit was "sung”
in, in avervsigniticant wav. Itwas seen by the
Maori community as an opportunity to share
their culture with a wider andience. Certainly,
that was a political decision, and there were other
tactors embedded in thatact. But I think we need
to move in the direction of redetining the notion
of "expert™and the idea of "ownership™ so that
thev refer to people from other caltures, and not

sintpiv to academics who publish i scholarls

journals,

"y
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Thurber: [ was recenth ata seminar that included
muscum personnel who were dealing with the
problem ob acsikred pole™ that had recently been
returned to the Omaha people. Thev were dis-
cussing how they should display this sacred pole—
not onlv how the pole could be best shown ina
new setting, but how it could be retirned to some
context. Although this pole now belongs o a cul-
ture residing in Nebraska the entire adult popu-
Lation of the Onaha people has never had the
pole as part of their cultural experience. The
problem was not simply one ot showing the pole
to the public so thev could understand i, but one
of reintrodneing the object to its own indigenous
culuwe, which it had long been separated from
for political and social reasons. I thought that this
wonld be an interesting classroom discussion

tor the children of Nebraska. We must allow these
ideas to become as much a part of ws as the ideas
that we were raised with. Hwe do not, the discns-

sion over multicnlturalisin will becorme rhetoric.

Brown: We have tatked about sharing traditions
witl people outside of, as well as within, onr own
cubimre. Abouta month ago, I did a welevision
progran that inchided museum professionals
hrom ditferent parts of Atrici One of the ques-
tions raised was "Culieal diversiiv for whom?™ |
began to give an answer regarding how we look
atcultural diversitv i the United States, and

someone said, 1 hat lins nothing to do with what
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I'd like to know. Your museims contain objects
that pertain tomy heritage and my caliare, items
that | have never seen, and mv children have
never seen, and v grandparents nan have
never seen. At what point do we getaceess to
themz" This was not a question abouniepan ia-
tion, just the wish of people to see theiv own onl-
tural legacy in their own counnices so they can
understand their own culunal continunm. Can
vou speak of our respousibility to Abvican Ameri-
cans, as opposed to our responsibilit to
Africans, Asian Americans, \sians, Hispanic
Americans, Mexicans, and Puerto Ricansy There
have been assnmptions that alt Atrican Ameri-
canswant to know about Atrica or that all His
panic Americans are interested in Mexico, but
our experience has shown that this is not the
~ase. Some of the wavs that we formulate the
questions mav not be the wavs that onr andi-

ences wish to receive information.

Thurber: A general look at the available litera-
ture on curricila for cuttural diversity shows that
there is no clear nnderstanding of the differ-
ences between specific cultures and their related
snbeultures in the United States. African-Ameri-
can cultire is not the same as African cnlture, bt
this distinction is not clearly recognized in the lit-
crature on curricula, nor is the contemporarity
of varions cnltres. For example, the Omaha cul-

ture still exists today and many people live in
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their culture. However, theirartwork todas does
not look like their artwork fifts vears ago. We
have to educate teachers to be more sensitive to

this critical subtlety.

Chalmers: [ think we will not be able to deal with
the art of African Americans, or Chinese Canadi-
ans, until we broaden our definition of what art is
and are willing to embrace the popular and tolk
arts. [ find. even in Vancouver. that I have togo to
aspecial gallery to see the art of Native Canadi-
ans and another gallery to see the art of Chinese
Canadians. Only now are we beginning to bring

thewr art into the mainstream.

Day: | think all of contemporarvart is “under-
understood.” We do not understand the artof
our own time, which includes the art of all ditfer-
ent groups, not just ethnic groups. Even less
understood by our students and by the general
population is the eftect ot the applied arts on
their lives. The graphic arts. for example,
intluence many of our decisions, inchiding the
election of presidents. Given their tremendons
importance, the graphic arts are certainly worthy
of inclusion itr a broad program of art education.
Having an initial idea about the broad tunction
of artin society can give students a handle, on
not onlv how people of other times and places
have used art. but on how art is used in their own

culture, i their own lives.

Brown: We have reached a point where we can
cntertain some of the questions the andience has
posed. We have put together certain questions in
categories. Thev mav encompass some of vour
thinking. although not in the exact wording

von tsed. We will trv to cover the issues vou

have raised.

Q: Each speaker referred to the trivial art pro-

jects, relating to other cultures. that were devel-

oped and implemented by classroom and art
teachers, These were referred to as “first-level
projects.” What are examples of productions that
would be more meaningful?

A: (Chalmers) I will use the example of the
totem pole made out of toilet paper rolls. [
think the way to turn that sort of project into a
meaningful activity would be to study the totem
poles of the Northwest people and broaden that
study by asking "Why were these poles made?
What is the reason for their being? What is that
art fors Whyis it arez™ Next. look at work from
other cultires that fulfilled the same need. The
University of British Columbia’s Museum of
Anthropology did a wonderful show a few

vears ago called “Homo ektachromo,” in which stu-
dents took slides of contemporary Canadian
cultural pieces and compared and contrasted
the objects with objects from the musewm’s
collection. One might have also juxtaposed a

series of slides of tombstones tfrom local
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cemeteries and related them to tunerary
objects. Another possibility would be to have
slides ot ten-tier birthday or wedding cakes and
compare them with other celebratory objects.
From that stdy of totemn poles might come an
assignment in which stidents produced some-
thing that had cultural meaning tor them, but

also a tunctional purpose.

Q: Michael Dav inade reterence to children cre-
ating svinbols in their own artwork after learning
abontan American Indiau war shield. He hoped
that the svinbols they created would be better
than the body svmbols Rachel [ Mason] showed
vesterday, which he deseribed as the "wrong™ tvpe
of exanple. Why would children who had experi-
enced this curriculum doanvthing ditferentz At
what age are children able to understand the
concept of svinbols?

A: (Day) In studving children’s artistic develop-
ment, we find thev beginverv early o create a
svinbol system of their own; by age eight thev
have completed that process. They also appropri-
ate svinbols they find aronnd them and use them
in their drawings. The lesson involving the
Chevenne shield is only one example of the use
of symibols in art. Other exinnples could be
drawn from Rewaissance painting or from the
works of virtally any other enlture, In this partic-
olar mnit sindesits examine the idea of svinbols

cross-culturally. Thev look at the sonrces of svin-
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bols, stich as the fact that the use of color can be
svinbolic when used by ditterent peoples. Stu-
dents also nnderstand that ssmbols refer to
things that are ot great value to those who create
the art. The next step in the vnit is tor the child
to assess the vilues in their own life, including
those things that thev would like to svmbolize in
their work, :nd to encourage the child to use

svinbols to embody those values.

Q: Whattever consensus we come to about DBAE
and diversity, in the end itis irrelevant. What mat-
ters is what happens in the classroom. We may
agree that DBAE is not Western and formalist, bnt
classroont teachers continue to merely scan van
Gogh. How cant we achieve real change in the
trenches? Whatever we have done so far does not
seein to be working,

A: (Day) What we have done so far ssworking. 1
find lots of examples of change in mv ravels
around the coumtry and | have found many posi-
tive things happening. But Lagree with the thruste
of the question. Itis ditticult to move froma
highly theoretical discussion to actual, evervday,
classroom practice with thire-tive Kids coming in
every fortv-tive minutes, hour atter bour, That is
the reality. The trivial examples are, too often,
the nornt. There is a tremendous market for sim-
plistic materials, especilly in the elementary
schools, where classroom teachers are still pre-

dominantly in charge of art instraction,
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Q: There are a number of questions that deal
with choices and who makes them. This is a long
one, but one that covers most of the bases: If we
can teach all cultires and do itwell in the fimired
time of the school vear, which cultres, and
which artworks, will we emphasizer Will these
decisions depend on the individial populations
presentin the classroom in any given vearr Who
will make the decisions—administrators, teach-
ers, parents? Will these limitations be seen as
racial prejudice or elitisim? Why don’t we start
with the time factor: What can vou do ina given
veur:

A: (Thurber) These issues require some local
solutions. The answers are not going to be the
same, state to state or district to district. We really
have to ask that evervone who is involved in that
educational context participates: this includes
tamilies, commmnities. teachers, children,
administrators, local art institutions, and artists.
You have to look at what is available and make
choices on that basis. It is not necessarily valu-
able. or even possible, to touch on every possible
culture. Perhaps approaching curriculawith the

idea of becoming deeply immersed in o few top-

ics that are important in a local context is a better

approach.

A: (Chalmers) I have a small problem with
Frances’s answer because it raises the issue of
what one does in a culturally homogeneouns soci-

ctv. [tseems to me that those people need imulti-

u0

cultural education even more than those in
diverse socicties, We need to ask those big ques-
tions of the carviculum: *What is art for?” and
"Wh is artz” Thenwe can choose the specitic cnl-
tures to explore ona local basis, Yes, evervone
shionld be involved, and ves, itwill be a political
decision. But those big questions are important
evervwhere. I think itis wrong to start with the
question "What cultures shall we teachz” That
should be the second question.

Az (Day) The above question also raises the issues
involved in curriculum development in a com-
munity, whether the curriculum is adopted from
the outside or developed internally. These are
the kinds of questions asked in a good curricu-
lum development process and the reason why, in
the discipline-based approach, we advocate hav-
ing sotne kind of regulir curriculum. You know
vou cannot do evervthing in one vear. You need
to use a curriculum from preschool to high
school to provide all the things we believe chil-

dren should be learning.

Q: If the desired outcome of a multicultural art
education unit is students who use their art
knowledge to be social change agents in society,
who selects the change /action that students
should undertake? Is an aesthetic focus on politi-
cal and social retorm just as limiting as an aes-
thetic focus on formalism? How would the

outconie of such a program be evaluated: It stu-
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dens took socmlaction that pat thennin jail,
wonld they ger "V's2™ Would students fail if they
did oot wanster their kinowledge and skills to
soctal acnonr

A: (Chalmersy Phisisavery real gquestion and
vaises some significantissnes, I think students are
going to linve 1o choose their own focus them-
selves. Art education began dealing with these
issues a munber of vears ago, when Vineent
Lanier wrote "The Teaching of Art as Social Rey-
olution™ (1969), but it did nov go anvwhere. 1 sus-
pectitdid notgo anvwhere because itis sucha
controversial issue. I do notknow the answer. 1
think those of us concerned with arteducation
will hawe to sit down and thrash out these issues.
But Lalso think we will have 1o look to arcas of
the school in which these Kinds of change are
already beginning, in writing classes, for exam-
ple. How do writing and literanwre teachers han-
dle itz How do thevaddress writing as a means of
social change?

Some of ns have seen something like the
AIDS Quilt project, which was a project intended
to change social attitudes, as well as o commem-
orate and memorialize. Many of us imight think
that the work was, in aesthetic terms, awful. In
fact, Lwas repnlsed by the appearance of some of
the quilts, but Lhave never been so moved. We
need o deal with the dichotomy between aes-

thetie power ad social or emotional power. We
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need to develop criteria that can evaluate success

in a broader context.

Q: As schools and districts lose funding for pro-
fessional development and training time, what
can be done to further DBAE and multicultural
edncation efforts through distance learning,
teleconferences, and other uses of technology?
Opportunities for in-service education are
shrinking.

A: (Thurber) Last vear, Nebraska Educational
Television, with a consortinm of nineteen states,
produced two interactive video conferences deal-
ing with issues of DBAE. These were after-school,
in-service programs for any school district that
had the equipment to receive it. Having c:ﬁ)eri—
enced that, eel it has great potential, although
itis verv ditfferent from dealing with a live audi-
ence and is thus slightly disconcerting. However.
as with any new technology. it becomes easier as
we become more familiar with it Isee thisasa
great opportunity to work with teachers on a

global scale.

Q: Our students from non-Western backgrounds
are often as ignorant of their tamilyv’s heritage as
are Cancasian voungsters. They mav not be eager
to learn more about their backgrounds, choosing
instead to assimilate into the current U.S. popu-

lar enlture. How does nmlticntmiral education




relate to the rejection of their heritage in favor of
pop culture

Az (Day) would ask, "What is heritage?” T ofien
show slides to miy elementary art education class,
which includes college students from across the
country, I can show them images drawn from
popular culture, anvthing from Mickey Mouse to
Orville Redenbacher. and they will know all of
the slides. There is no problem in getting stu-
dents to recognize popular culture. The problem
is in getting them to recognize something more
serious; the task of a good art curriculum is to
engage students personallyv. Showing objects such
as the Nkisi n’kondi oath taker is one way to show
them something serious that also engages them
in questions and discussions about the functions

and purposes of art in their own popular culture.

Q: Along with cultural diversity, what about the
learning stvles of individual students that might
be culturally based? How can teachers learn
about, and prepare tor, the learning needs of
these individuals?

A: (Chalmers) This is certainly something that
needs to be dealt with, There are many articles on
learning stvles and cultures, We need to come to
grips with this material and understand what it
means for artlearning. Nearlv all of the general
texts on multicultural education contain chapters

on learning stvles, We must remember to avoid

making broad generalizations and applying them
to members of particular cultures. We have to
remember that we all live in many cultures. You
cannot define culture strictly on the basis of eth-
nicity. You must consider economics, location,
religion, and many other factors. Thisis a com-
plex task. and while June McFee has made a start,
it needs to be picked up by the whole field.

A: (Day) One issue that arises is what a teacher
should do when he or she knows the learning
stvle ot each of thirty or more students. How does
the teacher deal with all of these learning stvles?
One benetit of the discipline-based approach is
that it engages a wide range of learning activities
and addresses multiple learning styles. We can
accommodate different learning swvles, even if we
have not identified them exactly.

A: (Thurber) Something I would like us to think
about is that good DBAFE instruction should
inclnde a dose of collaborative and active learning
along with retlective thinking. We can reach most

students it there is @ balance betwe en these two.

Q: In a day and time when art education pro-
grams have been sadly left out of the national
education goals, when budget cuts and site-based
management reforms have hurt manv art educa-
tion programs, and when only 58 percent, or
fewer, of our nation’s schools have elementary art

teachers, how much more emphasis do vou feel

) |
[\
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that DBAE, the NEA, and other programs tighting
for the existence of art education, should place
on cultural diversity issuesz

A: (Chalmers) A lot, because enlture develops
through the arts. People in general multiculuural
education are increasinghv realizing how central

the arts are to their work. National agendas are
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not dropping multicultural education. This issue
gives those of us involved in art edncation a
tremendous opportunity to rebuild our field by
making art education a central part of cultural
survival. We should notsoft-pedal on this issue—

it could be, in tact, our savior.
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INTRCDUCTION

PFTER PENNERAMP
Vice President tor Cultural Programs
National Public Radie

Washington, 1.C..

Pcu‘r Pennehamp began the session by
remarking that itwas an honor for him o be
present at this conterence. He reminded the
audience members that the issues they are
addressing are also being faced by all other cul-
wiral ields, In manv wavs, he commented, this
group is further along than other fields in deal-
ing with what mav be the most important cultural
isstie of our era,

Four distinguished speakers have been
asseimbled to address the gquestion: How have
issnes of cultnral diversity affected practices inart
history, aesthetics, criticisun, and art making?
Alan Wallach is an active public lecturer and
writer onart history and American studies, and is
the Ralph H. Wark Professor of Fine Artat the
College of William and Mary. His avticles have
appeared in Art History. Marxist Perspectives, Art
Forum, Art in America. The Amervican Quarterly, The
Chronicle of Higher Education, and others. He has
twice been i senior postdoctoral fetlow at the
National Musern of American Art.

Marcia Eaton is Professor of Philosophy at

the University of Minnesota where she weaches

aesthetics, philosophy of criticisn, ethics, and
introductory philosophy. She is the anthor of Ar
and Non-Art: Reflections on an Orvange Crate and a
Moosecall (1983), aunong other works. Dr. Eaton
has lectured widelv and has been a resident
scholar at the Rockefeller Foundation's study
center in luly.

Robert Store is curator in the Deparunent of
Painting and Sculpture at the Musenum of Mod-
ern Artas well as an artistand ceritic, His exhibi-
tions include "Dislocations,” which included
instaltations by Chris Burden. Adrian Piper. and
others: “The Devil on the Stairs; Looking Back on
the Eighties™ and “Susan Rothenberg: Fifteen
Years, A Survey.” M Storr is an anthor, catalog
essavist, and comribing editor to Art in America,
where his articles on individual artists, public art,
and the global art commumiy have appeared
since 1982,

After receiving an MLALin Ants Fdueation
from the Rhode Island School of Design, Alfred
Quiroz carned an MLFAL at the University of Ari-
sona. An award-winning artist, he has exhibited
widely throughout the United States. Mr, Quiros
has founded two art galleries, tanght at two high
schools, and worked for two state arts councils,
His awards inchide a National Endownment for
the Arts grantand an American Council for the

Arts Visuat Arts fetlowship.
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REVISIONIST ART HISTORY AND

THE CHALLENGE OF CULTURAL DIVERSITY

ALAN WALLACIHE
Professor of Fine Art
College of William and Mary

Williaunsburg, VA

In order to demonstrate the confluence of revi-
sionist art historv and the goals of cultral
diversity, Alan Watlach cited a “miniblockbuster™
exhibition mounted in 1992 by the National
Galtery, “John Singer Sargent's K Juleo.” The
painting. a theatrical portraval of a thunenco

dancer performing with a group of Gypsy musi-

clians, was supported by its numerons preparatory

drawings and sketches, extensive wall texts, a
color brochure, @ brief commentary on “the
atlure of Spain.” and an exhibition history of the
painting since its hrstappearance at the Paris
Salon of 1882,

This show was widely praised incthe local
press. et when considered from a revisionist
and culwirally diverse perspective, the exhibition
Fises Serions questions about ninseum practice,
audiences.identit. and “otherness.” What type
ofaudience, for example, was assumed by, or
inscribed in, the exhibition? Clearl. the materi-
als presumed that the andience was ininimally
schooled in Western art and would be able to
position Sargentas a “quasi-hupressionist.” work-

ing in the painterly tradition of Gainsborough,
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Velizques,and Hals, Additionally, the exhibition
asstmed that its andienve was comfortable with
anart historical presentation structured aroond
the “masterpiece.” or a work creatcd by asolitary
genius, so that the sketches, drawings, and other
evidence of the creative process are worthy of
close study.

The Enrocentrisim of the exhibit was evident
inmore than the use of constructions such as
“genius.” and “masterpiece.” however. A clear
bias was also inmanentin the celebration of a
MWestern artist's depiction of a mystical and
romantic Spain—a site of the "alluring,” “evoca-
tive.” and “exotic.” to use words trom the wall
texts and brochure. While Spain is itself part of
Europe, Wallach noted that the exhibition mater-
ial imcritically cited Alexandre Dunas's com-
ment that "Africa begins on the other side of the
Pyvrences,” reinforeing its non-Western and
“exotic” character.

While it could he argued that the brochure
was simply reproducing the attitudes held by Sar-
gentand the Parisian haute Lourgeoisic of the
1880s. itappears, remarkably, to be anattitnde
shared by today’s ofticial culture. in which the
idea of "romantically distant™ Spain is ingrained.
Rather than critically interrogating the culttural
myths invoked by Sargent. which Wallach

believed to be the duty of an intettectuatly
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El Jaleo, John Singer Sargent, liabella Steweart Gardner Musewm, Boston.

responsible art history. the National Gallery sim-
phv reinforced them.
The fact that the nmseum completely

ignored the work of Edward Said and other

scholars who have analvzed Western portravals of

the exoticis not dne to careless scholarship.
asserted Wallach. lesignals something more
deliberate and svstematic, We might tor exam-
ple. ask why anaive celebration of the exotic was
considered appropriate for the National Gallery,
“when the majority of thic mation’s inhabitants
tace thenr tamib lines 1o the farside of one or

another Pyences” The miswen to that question

goes bevond asimple contest between traditional
and revisionist art history and must be sought in
the politicatand historical circnmstances in
which theyare practiced.

Twentv-five vears ago, the practice of art his-
tory consisted primaritv of connoissenrship, or
the abitity to identify and date works ot art. for-
mal analysis, and iconography, Panofsky’s syste:a
of reading meaning in visual images. Underlving
these methodological approaches were certain
assumptions: Art was the product of (male)
genius and Western art—derived fronm the classi-

cal tradition flowing throngh Greece. Rome, and
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the Talian Rewaissance—should be the primary
tocus of ave historical inguiry,

The political struggles of the sixties led 1o
persistent detmands for greater institntional
recognition of caltnral diversity and alternative
viewpoints, Wallach recounted. Atatime when
everyfield in the hunumities underwent a period
of erisis and self-examination, art history began
to grapple with new methodologics., such as temi-
wistn, Marxism, semiotics. and deconstrnetion.
This critical shift occurred after a long period of
resisting even the most elemental discussions of
theory. Todav, however. new theoretical tenden-
cies ave often incorrectty and indiscriminacely
limped together under the heading of “revision-
ist” art history.

Widlach reported that revisionisut “hita
stg discipline like a thunderbolt,” undermin-
ing the conceptsand assimmpions avound which
art history hid developed as adiscipline. Two
seminal sources of carly revisionist ant history
were Linda Nachlin's 1971 essay "Why Ave There
No Great Women Artists? ™ which not onlv took
on the masculine coustruction of genins but also
clallenged the idea of "greatness™ as ancart his-
torical category, and T j. Clark’s books on
Courbet and the Revolution of 1848 (Clark,
1973@and b, 197, Clark's studies vesuscitated
the question of social determination in avt—

whiclhad beensuppressed and invalidated dre
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ing the Cold War—iun avway that was both rigor-
ously art historicat ind theoreticaliv complex,

Nochlin aud Clark were pioneers i a move-
meni thateventually transtorined the discipline.
despite that fact that the majorite of practitioners
continne to subseribe v the kind of conventional
arthistorvrepresented by Ho W, Janson's History
of Art. Todav's College Avt Association meetings
retlect the dontinant inthience of acritcally
aware minority who study art within broad critical
frameworks, such as femiuisin, social history, pol-
itics, and economics,

To the extent that theve is a “revisionist™ owe
look, itis grounded in criticizing the jdea thata
work of art possesses universal ov trauscendent
meaning. Works of art are cousiderved as artifacts
or historvical records, so that uncovering their
meaning demands a stidy of the sociat and cut-
tral conditions of their produaction. To getan
tuat past, llowever, vequires “stripping awan all
the lavers of meaning that have sinee accmm-
lated around a work like the Mona Lisa—how it
cawe to svintholize France's clainn to lave inher-
ited from aly the legacy of Western civilization
and why it functions todav as one of the premier
svinbols of French culture and the Freneh state,”

Becanse a central aspect of revisionist art
history is its eritique of Enroceutrism, this ort-
tiqque is a precondition of aomudticulturalist

approach to the history ot art. Watlach stressed
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the word "approach”™ because multiculturalism is
not something that “can simply be tacked on to
more traditional approaches, as if adding exhibi-
tions of Africm-American or Chicano art to the
National Gallery's exhibition schedule would
somehow counterbalance the unabashed Euro-
centrism of ventures snch as £ Jaleo.” A multicul-
turalist art historv implies a tar more ambitious
program of “radical democratization: the nnder-
mining of established cultural hierarchies, the
redistribution of cultural power. . . . Itis precisely
this cultrally transformative potential of multi-
culturalism that makes it so threatening to its
opponents.”

Cnltural transtformation witl not come about
without social change, maintiined Wallach. While
one could argue that the critique of Eurocentrisin
is gaining ground, however, multiculturalism is in
constant danger “of being transtormed into its
opposite,” of becoming an excuse for ghettoiza-
tion and for deepening divisions between enltural
groups. For example, while the Smithsonian losti-
nation has begun building mnseuns of African-
American and Native-American art, the far more
visible and prestigious National Gallery remains a
monument to Eurocentrisi.

Today multicultural initiatives have the

added burden of taking on a welHunded and

[l

) 1)

determined opposition. Right-wing think tanks
and journals such as New Criterion and Commentary
identifv multiculturalism with the buzzword “polit-
ical correctness” and cast it as a "barbarian plot”
against Western civilization. Despite the thinness
of theirarguments, Wallach observed, the neocon-
servatives, who now dominate the NEA and NFH,
have greater access to the iedia than their oppo-
nents and have nuanaged to set the terms of the
debate. As the United States has become increas
ingly divided between “dour, self-appointed custo-
dians of traditional concepts of art and culture”
and those advocating culairal change, academics
and cultural workers find themselves similarly
polarized. For academics, suggested Wallacly, "the
price of choice may be high .. . but the price of
not choosing will be even higher.”

I the final analvsis, Wallach believes that
revisiondst art history, with its informed and criti-
cal assessment of it and its commitment to cul-
aal diversity, enjoys greater eredibility than does
the neoconservatives” *freeze=". 1ed Parnassus.”
The basic question—whose version of art history
will precdlontinatez—is, ultimately, a deeply politi-
cal one, forcing us to choose between “the exchi-
sive, nvstitied cultire of the pastind the far
more open, diverse, and denmocratie culture of

the futine.”
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‘ THE EFFECT OF CULTURAL DIVERSITY ON AESTHETICS

MARCIVMLELDER EALON
Professor of Philosopln
I niversity of Minnesota

Minncapolis, MN

arcia Faon explained thatmany of her

observations would be personat ones,
diawn from her experience asa member of an
anahvtically inclined phitosophy departiment, She
then identified thee wavs in which cultal diver-
sitv has attected aestherios, Phe fivstis positive
and significant, but hus teft the field relativels
unchanged. Tteonsists of multicutimvadism's
broadening ot the tield of questions and topics
addressed by aesthetios, Tnthe Tast decade jour-
nals of acsthetios hine made reterence to quiles,
rap music. carnivals, masks, pornographiv—a host
ot objecrs and events thatwere not previoush
within the purvies ot acstheties,

While the exiumples have changed. Faton
observed. the basic questions have not: “What is
artz Whatis an aesthetiv experiencer What is the
ditference between good and bad itz How doces
one correctly interpret o evatuae e Whitle
endorsing this expansion iu the scope of aes-
thetic inguiry, Faton acknowledged thavmuhi-
atlimadism has had hite effect on the basie
Itamework of acsthetic inguirs,

hianother sense, however, the expansion of

possible abjects and exannples has aftected the
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philosophy of art because, as the set of examples
grows, one must retormmlate the problem of
“what qualifications members of the set must pos-
sess. T Atone time Aristotle’s asstanption tha "all
artisimitation” permeated aesthetic theory,
However, with the advent of nonrepresentational
art, philosophers were toreed to reject the Greek
paradigm. Throughout most of this century, the
operaing asstnuption of wainstrean aesthetic
philosophy has been that aesthetic experience
consists ot “disinterested " attention to formal
qualities, Not b aestheticians have subseribed 1o
this view, of course, with M sist aad psvehoanae
viic theorists being notable exceptions, Recent
attention to cutnrally diverse o, however, has
widened acceptance ot the view that form and
contentare notsepa able, or thataesthetic expe-
ricnce can be isolated from other weas of hnman
experience, inclnding polities, religions moralin,
or cconomics. Usetul, evervdin objects, suchas
quilts.are now included in mmnsenm collectiens, a
development that marks a notable change inaces-
thetie theory,

Faron noted that calual disersity and tire
demandsit places on raditional diseiplines fave
met with considerable resistance, This resistanee
is the thivd eftect of enharal diversity on aes-
theties tha she identified. One reason for this
resistanc e is fear—of tosing power, ol changing

standiuds, of “the other.” However, there s
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aunother reason fov resistancee that is exacerbated,
rather than duninished, by one's own cuttural
nneraction., Thisis the tear of “doing philosophy”
i a cultuve other than one’s owin.,

Caltnral diversity has called attention to
the tact that evervone inevitably carries his v
lier own cultuval presuppositions and predispo-
sitions with them, These presuppositiousare a
coudition of "tlucney™ inca particular cultre,
allowing puarticipants to commmumicate eftec-
tively with one another, Eatou noted thatitis
onlv deep familiaviey with a subculure that
cuables one w understand the differences in
meaning that iy be contined inan identical

stement: T Prety good’ is a termn of high
praise in Minnesota, but not in California, ™ she
noted drolly. Given such transhition probles
withint a single culture, the difficubties a West-
crner would have in understanding Hongot art
are obvious.

While multienlrval art education can give
students “uceess to the significant achievements
of our civilization as well as those of other
civilizations,” as Stephen Dobbs noted in The
DBAE Handbook (1992), we ninst remeiber that
artand culture are inseparable: "Art provides
access to cnlure—but cnltare also provides aceess
to art.” How much one nuist know abont a culire
betore oue has anvaceess toits avt isacompelling

and ditticult problewm, asserted Faton.

The difficulty of gaining access to other cul-
tures, ad thas to the type of philosophical ques-
tious wmost appropriate to theirart, isa kev bactor
hinderiug the developuent of cross-cultiral acs-
thetic theory, Nevertheless. Eaton oftered some
busis for optimisun, noting that whether dealing
with Malays, Alaskans, varal Minnesotans, Awish
quilters, or Afvicatn-Anericant rappers, one can
turn to "native speakers™ as "translators” whose
thueney can act as a bridge to our ownunder-
standing.

Remening o the quilt example, Faton
pointed out that the wore we listen to mewmbers
ot a quil-making cultuve, the more we realize
that not evervone believes that quilts should be
hanging in musewms. A growing munnber of temi-
nist crities have argued that the true aesthetic
experience of quilts is devived from encounter-
g them in their proper context, “oun real beds.
keeping real bodies warin.” Only through tlhueney
in the concerns and convictions of quilters then-
selves can the full aesthetic nuplications of quilts
be addressed.

But should a philosopher be "paralyzed” by
such arealizaton? Eaton thinks not, reeommernd-
ing. however, that the dithicelties of true mmlticul-
turalisin be recognized and acknowledged. 1 we
expect “transkators™ to provide us with access to
their culture. we must be prepared o develop

comp;u';ll)lc tluencey inour own culure and
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becoine transtators in return: “Giving ap Shake-
speare or Giotto may be good if it symbolizes that
‘ours’ is not all there is.” But, she warned., we must
guard against becoming cultural dilettantes who
rave no real fluency anvwhere and. hence, are
unable to do real philosophical work.

Eaton admitted that she did not have the

fluency necessary to do aesthetics in i non-Wesi-

52 MARCIA MUELDER EATON

crn culture, and that the problems important to
her mav not be compelling to others. However,
she hoped that by broadening examples and
questioning assumptions she could make philo-
sophical aesthetics more accessible and “user
friendly,” even to those who “grew np with rap
rather than opera and who make quilts instead of

oil paintings.”




MAKE IT REAL: NOTES ON PLURALISM
EMPIRICAL CRITICISM, AND THE PRESENT MOMENT

ROBERT STORR

Curator

Museumn of Modern Art
New York, NY

Rubcrt Storr described humself as a painter,
critic, and curator, identities that are in some
ways contlicting, inother wavs complementary.
His experience of living and working in Latin
America and Europe. and his current residence
in a Brooklvit neighborhood thatis 90 percent
African American and 60 percent West Indian,
has convinced him that the idea of a self~con-
tained Western enlture, let alone asingle Aweri-
can culture, is amvth. Given this public reality.
Storr is sure that, despite the narrowness of the
current cultvral debate, “the tense pluralism
thatis the connnon fact of our existence will
inevitably be recognized as the positive forcs inan
evolving, rather than static and self-insulating,
artistic tradition.”

Unfortunateh, for those who hope tor a
genuine opening up in the cultural avena, Storr
Funented the recent debate over multicultral-
isin has “become a bore,” losing its hold on the
public imagination. The degeneration and dissi-
pation of the discourse, however, has not ren-
dered continued atiention 1o the problems of
nmlticultaralism any less necessarv. Quite the

contrary, it makes heightened awareness and a

“more supple” critical response to exceptional
artworks more umportant. If we are to salvage
the prospect of a broadly defined Amnerican, or
even world, culture, we must find the language
to describe “what is missing™ from existing cul-
ture i wavs that both make it desirable and.
counter the arguments of those who “fear,
ridicule, and condemn diversity.” Unless this is
accomplished, Storr argued, things will not
improve.

Storr presented three preliminary problems
in the debate over multiculturalism. First, ours is
not ait open society, he maintained. Barriers to
education and access are genuine, and informa-
tion circulating within social, ethnic. and eco-
nomically disparate groups seldom crosses these
barriers easily. Despite the fact that some
progress has been made in breaking down these
barriers in the last forty vears, that progress has
been reversed by a "backlash at least as powerful
as the initial push toward pluralisin.” Further, the
habit of comparing America favorably to more
restrictive cultures does not make ours more
open. However, it does betray the polemicists
who make the point, revealing that the essence of
their concern is competition with other cultures
and not the struggle to have onr own culture live
up to its oW promise.

Second, and less obviously, the multicultural

debate is being carried on for at least the second
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tine by many ot its principal antagonists, who are
now showing asense of frusiration and bitter-
ness, Perhaps. hie suggested, itistime 1o abandon
the apocalyptic rhetoricand acknowledge thia i
is highh unlikelv thar the presem siruggle will

end ineither a “golden age™ ora tinal collapse

o decadence: "The problem facing us as a
conniny is nat epochal dinantism of a posiive or
negatnve kind.ivis the fact that we are stalled and
living below the level of onr mtelligenee, our
capaciiv tor change, and the consaousaess of our
mutadd mterdependence.”

Fanably, Ston posied onmn chat noavgument
climmg o detend on enlaige culnnab valnes will
succeed il chcapens the langnage. obsenres
the obvious facts . Cand plnso the fowes
instmcts ob grovp esentiment or vanit instead of
addressing ity mudhience’s highest commeon level
ol expenence and donbt.” However, if all parties
to the agimen share blame tor its degenera-
tion, asserted S1orr thev do not share i equalth:
“Whatever the sinsolihe culumal zealots on the
radical Leh, those comminted by radical reac-
tionaries have had lar more impact on nanonal
policv. Awitch-hunt is heing condnaed in the
anistic sphere and the national, stane, and even
private pattonage swstems are hostage toi”

Twrning to the wavs inwhich the evitical
conmits s dealt with the gquestion of cul-

tural diversity, Ston vsplamed that there wasa

-
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“generaonal splic” notonly between various
crities. but between erinics and their andiences.
The older generaion of erinics fought s battles
over “liberal andcommunism™ and the wmago-
nisi benween popular and high culiure thin
Clemen Greenberg dichoiomized as “avant-
garde and kiisch.” This group’s consciousness
was formed by the Depression, the New Deal.
labor struggles, the Second World War, Stalinisim,
and 1he shattering of the Old Left. These critics.
many of whom were Jewish, well understand the
problems of cuhural exclusion and assimilation.
Unfortimately, some have forgonenahe historical
speciticity of their own experience and “impa-
riently ask why the nextgroup does notdo it
“their” way. as if such were possible or desirable.”™
The vounger generation of ¢ritics, of which
Storr is a member, tought different banles—over
civil rights and “illiberal anticommunisin.”™ in
other words. the abuse of American power
abroad and against dissidents i home. Thev also
engaged in the debae over popular and high cul-
ture with far more sightand discrimimation
i 1he tirst generation gave them credit for. As
agrouprthevwere beiter educated and more eco-
nomically privileged than their elders. A few of’

them joined the New Left: many more of them

joimed marches or leatletted tor caunses,

Asdifferent as these two groups’ experi-

ences are from one another, thev are both differ-
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ent from the experience of the genceration that
constitutes, increasingly, their andience. Those
who have come of age in the seventies and eight-
ies have experieuced domestic peace, the cynical
“benign neglect” of racial and social issues, and
comparative economic scarcity. The Left, old or
new. was an anachronism and the “end of ideol-
ogv” was declared. The era of the sixties. includ-
ing the Black nationalism, feminism. and gav
righes thar the decade engendered. was “not part
of their reality, and what thev had heard about it
was largely bad. Skepticism and fear of the future
have made this generation receptive to anv voice
that savs ‘tend to vour own business.””

Storr is convineed that this "mainstream™
audience is not so much opposed to multicultural-
isi as it is resistant to “externally imposed obliga-
tions.” Racial, sexual, or classdefined guilt alone

does not move it, and this is only appropnate:

"One shonld not read books to expiate the guilt of

not having read then, or look at pictures because
one should look at thent.” Such negative argu-
ments are more likelv to close than to open minds.
The “dutyv theorv” of inulticultural educa-
tion has actually plaved into the hands of the
reactionary Right, proposed Storr. by enabling
them to make generalizations abont the  werse
mterests and diverging approaches it actuallv
represents. Typical of these generalizations are

that: people who are “politically correct™ (PC) all

agree and demand agreement from others: peo-
ple who are PC are elitist; people who are PCare
the beneficiaries of unearned privilege and pri-
vate means and ask others to make sacrifices only
thev can afford; people who are P(: are opposed
to tradition because thev are ignorant of anv-
thing but ideas about social responsibility and
disdain the aesthetic pleasures of the past. Once
the PC label has been invoked nothing one says
will matter to a skeptical public: the use of "PC is
bigotry by abbreviation.”

The image conjured by the Right. of a
monolithic, undifferentiated horde of "others”
making nnfair demands on an innoceut public
draws on the time-honored tropes of ideological
warfare: Itis the Red Menace, the Yellow Peril.
Black Rage. and the Spanish Inquisition rolled
into one. In such a worldview, a complex histori-
cal phenomenon such as feminism is recast as an
aberrational episode in the “war between the
sexes,” and "women's hysteria™ is countered by
the ostensibly “logical™ discourse of non-or
antiferninists. The epithetical use of labels pre-
empts analvsis with stunning efficiency, so thata
curator who exhibits the work of a number of
women is tagged a “feminist” and denied further
consideration by the Right, which considers all
feminists the same.

African-American artists are treated simi-

larly when Whites tap into deeper and more sub-
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tle torms of prejudice. The ide. at onee discrimi-
natory and hopetul, that Black artists are there to
tell the public what "Blacks think.™ is implicitly
racist: "Craving absolution for biases . . . or
hoping to prove theiv svmipithy . .. Whites will
inevitablv ask, “What does it teel like—reullv—to
be Black:"™"

As an example of this mentality, Storr cited a
recent show he curated at the Museum of Mod-
ern Art called “Dislocations.” Two of the seven
avtists featured were Atrican Amervican, David
Hammons and Adrian Piper. Hammons has
worked primarily in public spacesand notin the
sterile “white cube” of the museum. Bringing the
“outdoors in.” Hammons recreated the eques-
trian statue of Teddy Rooseveltin front of the
Museum of Natural History, which is attended by
representations of two “noble savages.” one
Indian and one African. He “attacked™ the statue
with plastic airplanes, movie prop imachine guns,
and fake TNT.

Piper’s work took a vadically different
approach and was constructed within an allwhite
room thatwas itself a minimalist sculpture. Lined
with mirrors. the room contained avideo box
with the image of an African-American man who
repeated the phrases “Lam nothorny. | am not
shiftless,” and so on. Critical response to the show
was mixed. but with distressing frequency the

works by Piper and Hammons were described as

56 ROBERT STORK

being equivalentin theb cor tent and “just”
aboutracisn: “Itoccurred to few that the obvious
sihject matter did not exhaust the by no means
obvious conteni—a distinetion that normally

sophisticated eritics would have made it the sub-

jectmatter had been something else.” The dra-

matic formal differences between the two pieces,
which implied major differences in the view-
points of the artists, were totallv ignored.
Hammons is an artist who wants to “get peo-
ple out of nusemus and into the world. He wants
to make beauty outof rash™ and to get viewers to
contront directly rheir ignorance and preconcep-
tions, However, the anger in this piece is medi-
ated by haneor aind finesse.™ and he meets the
viewer more than haifway across the social gap
coy ating avtistand audience. Piper, in contrast.
is a Kantian philosopher who embraces the uni-
versabvalues embodied in pure abstraction. But,
however deep her involvement in pure art, she
wants s to know that “the unat in the box will
notgo away, and his recitation and denial of
racial shars is not just a guilt wip addressed to
Whites. but a necessary, daily litany paintully
repeated to himself as well as to all within the
range of his voice. Anvone looking to discover
"what Blacks think™ would discover from this
show that Black artists think manv different
things, and that vacism consists in “treating the

many as if thev are one and the sume.”
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There is much work by artists whose cultural
identity informs their work, but whose identity is
not necessarilv declared openly on the surface of
that work. There are Latin American artists who
create hard-edged geometric paintings and
African Americans who are minimalists. To
appreciate such work one must think about how
artists use common cultural property and alter it
in light of their intentions and background, a
process that poses a special challenge for contenr-
porary critics. "Are North Americans aware that
much Sonth American avt consists of ruled
squares and circles rather than pre-Columbian,
colonial, revolutionary, or surrealist iconogra-

phyvz” Storr wondered.

Artists do not make art about pluralism,
insisted Storr, and pluralist critics do not particu-
larly enjov belaboring the issue either. Both
would much rather be free to study what inter-
ests them and what thev believe will interesc oth-
ers. For that reason, and others previously
mentioned, Storr announced that he intended
to "stop talking about multiculturalism alto-
gether.” He did not intend to stop showing and
writing about artists whose work raises this issue
and gives it form, however, “for only the breadth
and richness of pluralist culture itself can put an
end to the demoralizing ¢fforts some are mak-
ing to diminish our common heritage and

our future.”
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I
PRACTICES IN ART MAKING?

HOW HAVE ISSUES OF CULTURAL DIVERSITY AFFECTED

ALERED . QUIROY.
Assistant Professor
Department of Fine Art
University of Arizona

Tucson, AZ

CUI(m'ul diversitv,” "multiculturalisim,™ and
“people of color™are terms that have been
sweeping the country sinee the civil rights move-
mentin the 1960s, observed Alfred Quiroz. The
demand of African Americans, Native Americans,
and Hispanics forvoice in society coincided with
dnew assertiveness on the part of minority artists,
who stilb worked on the ningins as the main-
stream embraced Abstract Expressionism and
then Pop in the postwar era.

Quiroz noted that when he w s growing up
in the fifties and sixties the arts world contained
no erossover T role models that voung, culturally
diverse artists could follow. By the early seventies,
a Third World art movement had emerged as
cthnic artists scarched for their own niche in the
American art community, Kev to their artistic
evolution was higher education. Quiroz esti-
nted that the majority of ethnically diverse
artists todav hav e at least one, and sometimes
iwo. gradimte degreesin the fine arts. Interest-
inglvan Associated Pressarticle (July 6, 1992),
1eportung that 6.6 percent of teachers are

White, snggests that the Lack of role models for
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non-Whites continues todav and will remain so
for vears to come.

While many artists of Quiroz’s generation
were raised on the mvth of the “inelting pot,”
they soon found that, as artists, thev were
expected to “depict the accepted iconography of
their ethnicity.” He recalled that in the seventies
he was rejected by a government-funded Latin
organization for a mural project in San Francisco
on the grounds that his work "was not Chicano
enough.” Examples of this type of aesthetic dis-
crimination stilt abound, as evidenced by the
recent show, "Chicano Art: Resistance and
Aftirmation,” where only Chicano artists working
in specific ethnic genres were exhibited.

Quiroz helieves that prefacing artworks with
terms like "Afro-American.” or "Chicano” was
simply another method of denigrating the work
by granting it quasi-folk statns. Significantly. such

qualifiers are not used for Irish-American or

Jewish-American artists. He believes that the

“ultimate goal of anv educated artist living and
working in the U.S. is that he or she . . . be recog-
nized as producing American art, . .." Unfortu-
natelv. in the guise of "political correctness.”
writers, educators, and dealers continue to tag ant
by non-Whites as a wav of giving it “exotic
appeal.” To support his assertion, Quiroz recalied
that a New York deader's interest in his work

waned when he discovered the artist was from

bd




Arizona: "Central Americans are really in now—
Lcan’t push vourwork if vou're from Arizona.”

Citing the crossoverartists Luis Jiméirier
and Robert Colescott as inspirations, Quiroy
explained thatin his own work he uses a tableau
tormat, combined with the style of cartoons and
comic strips, to address the aggressive military
history of the United States. In doing so, he
draws on the cartoons and comics of his child-
hood and the muralist’s technique of teaching
history through images, The aim ot his artis 1o
“disturb vou and make vou fully awire that war is
racial genocide.” Becanse of its confrantational
nature, Quiroz recatied, he was called a racist by
one "Anglo” professor. However, he believes
strongly that art should be critical and confronta-
tional so that it can better compete for attention
with television and other mass media.

As an assistant professor at the University of
Arizona, Quirozis often asked to serve on a vari-
ety of commitiees as “minority filler to round ont

quotas.” His sense of being a token would be less

pronounced, he surmised. if he were not the only

Mexican American on the art department faculty.,

Despite this reservation, however, Quiroz was

cuthusiastic about the strength and diversity

revealed in the work of ethnic artists today, Artists
such as Wilfredo Castano, Judith Baca, Horace
Washington, and Jaune Quick-to-See-Smith have
used elements drawn from traditional art, mod-
ern masters, and contemporary developments to
create new expressions. As Guillermo Gomez-

Pena has noted in Arf in America:

The U.S. is no longer the heir of Western
European culture—instead it is a bizarre
laboratory in which all the races and all con-
tinents are experimenting witly identity, ory-
ing to find a new model of conviviality. In
this process. vervexciting kinds of hybrid
art forms are being created. Unfortunately,
violence, misunderstanding. and fear are

als created (1991, p. 126).

According to Gones-Petnin as an niprece-
dented spotlight shines on Fhivd World autists,
are they being regaded as “the new intellectuals
or the new prinntivesz” Nevertheless, despite the
recent cutbacks in federat avts money, and the
dismanting of the culiual ground ganed din-
ing the civil rights movement, Gomes-Penais
confident that, out of grievances and nnrmoil,

good art is being produced.
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I INTRODUCTION

MARTIN ROSENBERG
Associate Professor
Departinent of Art History
Univeisity of Nebraska

Omah:i, NE

As an art historian working with the Nebraska
Regional fnstitute, and a member of the
Getty Center advisory committee, Martin Rosen-
berg was excited by the level of commitment o
the issue of cultural diversity shown by the par-
tivipants. He thanked Michael Ke ndall and the
Getty Center staff for their efforts in organiz-
ing this conference. The Fourth Plenary, he
explained. was devoted to how developments

in other disciplines could enhance DRAE the-
orvand practice and consisted of three presen-
tatons.

The first presenter, June King McFee, was
unable to attend. Her paper was read by her col-
league. Rogena Degge. Dr. McFee is Professor
Emeritus at the University of Oregon and was a
pioncer in the area of cultural diversity and art
education. Her studies of artand cuiture have
covered awide variety of topics and have con-
tributed greatly to the field. She also developed

doctoral programs in art education at Stantord,

Arizona State, and the University of Oregon.
Rogena Degge is Professor of Art Education at
the University of Oregon. The textbook they
wrote together, Are, Crdture, and Environment, has
just been reissuec.

Marianna Torgovnick is Proic.sor of Eoglish
at Duke University, She teachies courses in the
novel, modernisim, and cultral stisdies, A
prolific author, Dr. Torgovnick’s most recent
book is the critically acclaimesl Zone Primitive, an
exploration of the West's obsession with the idea
of the primitive.

The third presentation is a joint effort by
Fred Wilson and Lisa Corrin. Fred Wilson is an
instatlation artist who has also served as a
nruseum educator and curator. e creates
museum environments that call attention to the
potitical and philosophical agendas underlving
traditional museum practices. Lisa Corrin is
Assistant Director and Curator at the Museum for
Contemporary Arts in Baltimore. Much of her
work has invoived initiating unusual. cross-
disciplinary collaborations between nuseums
and educational, cultural, and social service insti-
tutions. Their presentation focuses on Fred
Wilson's installation at the Marviland Historical

Soeiety, “Mining the Museum.”
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DBAE AND CULTURAL DIVERSITY:
SOME PERSPECTIVES FROM THE SOCIAL SCIENCES

JUNE KING MCFEE
Professor Emeritus
University of Oregon

Eugene, OR

Junc McFee addressed the impact of multicul-
turalism on the content ot art-teaching in
schools. She began by noting that DBAF uses the
arts disciplines of studio praciice. criticism, aes-
thetics. and art history to shape the content of
arts education. However, she proposed that the
cognitive, perceptual, and learning aspects of the
social and behavioral sciences should also be
included in DBAF. to better address differencesin
student aptitndes for learning about, responding
to, and creating art.

Thirty vears ago, McFec recalled, some edu-
cators were calling for a greater recognition of
cultral diversity in art edncation. Unfortmately,
the call went largelv unheeded. Now, when cul-
taral diversity is far greater, the need for peda-
gogical change has reached crisis proportions.
Variations in stndent backgrounds greatly com-
pound the problems of teaching and learning, as
do the divisive effects of poverty and changing
mores and life-stvles,

The cultural gult between the assumptions
of ‘Western fine arts =+ ' the majority of the
schoul population is greater than ever. 'Fhis

implies that stadents need not only to compue-
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hend and critique art within their own culture,
butalso to understand the function of artin
other people’s cultures if we are to increase cross-
cultnral awareness and respect. Becausc the
visual arts are a rich source of information about
individuals and groups—their identitics, cher-
ished meanings, and life-stvles—thevare
uniguely suited to such a task. However, multi-
cultural education must do more thai expose
students to the art of different cultures—it must
also consider the cultural diversity of students
themselves, their different learning stvles, value
svstems, and perceptual modes.

Art, as a form of cultural communication, is
one of the basic language skills students need to
participate in a multicultural democracy, noted
McFee. To develop an effective art curriculiim,
therefore, teachers must be knowledgeable abomt
how art functions in various culiures. including
their own and their students™. Artis a "window to
culture” that helps students to see themselves as
part of a culturally diverse society.

McFee then biiefly reviewed the history of
the sociocultiral foundations of it education.
She noted that in the fifties and sixties some
cftorts were made to ineorporate the art of
Native Americans, African Americans, Fskimos,
Hispanics, ind Asians into the art enrvicohimas a
wav ol bolstering appreciation for the contribu-

tions these cuttires made 1o American art, Dur-
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ing the 1960s, there was also a heightened aware-
ness of how cultural differences among economi-
callv deprived students affected learning.

In the mid-1960s. the contlict between
“mainstream” culture and the counterculture
increased, spreading to the working, middle, pro-
fessional, and upper classes, and particularly to
artists and art edncators. Simnltaneously, a resur-
gence in ethnic group consciousness took place.
In their concern that Black artand culture was
being eclipsed in mainstream educational prac-
tice, Black educators petitioned the NAEA board
of directors to appoint a comnittee devoted to
the problems of minority teachers and students.
This group. the Committee on Minorite Con-

cerns, bas grown over the vears and has pub-

" lished several works including Art, Culture, end

Ethnicity, a volume of case studies and reviews
addressing minority issues.

Additionally, in 1974, a wornen’s cancus wis
formed that has since produced an extensive
body of research and literature. McFee recom-
mended that the work of both of these groups be
analvzed tor their insights into the socioculturil
foundations of arteducation.

During the seventies and cighties, several
international conferences in the field were
devoted to cultural diversity in the artsand its
implications tor seaching. McFee's own writings

incinded Preparation for Are (1970), which focused

on the sociocultural factors in learning about
and producing art. and Art, Cufture, and Environ-
ment (1977) . with Rogena Degge, which tied cul-
tural diversity to individual perceptual, cognitive,
and developmental difterences. Her chapter,
“Caltural Dimensions in the Teaching of Art.” in
the anthology The Foundations of Aesthetics, Art,
and Art Edvcation (1988), reviewed literature
from anthropology, cross-cultural psychology.
and cducational anthropology that was related to
multicultural art education. Many of McFee's for-
mer students, including Degge. Efland. Silver-
man. Bover. Chalmers, Lovano-Kerr, Hamblen,
Congdon, Jones, Ettinger, Johnson, Wasson,
Guilfoil, and Lanier have made contributions

to the literatire on interdisciplinary and multi-
cultral art edncation. Their work. together

with that of many others, could be brought
together with relevant work in the social sci-
cnces to provide miinterdisciplinary sociocul-
tural foundation for DBAL.

McFee noted that the word cudture, as used
in the social sciences, differs from the more com-
mon use of the word, which refers to a “state of
cultivated refinement in wrtand manners,” In its
broadest sense, culture refers to the belief sys-
tems, patterns of behavior, and artifacts that
develop withinany cultural gronp, Cross-cnltural
psychologists have studied the variations in cog-

nitive stvle that exist within and between cul-
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tures—"the ways that people attend to. sort. and
organize concepts, things, qualities, and quanti-
ties.” An understanding of these ditterences is
particularly important in multicultural art educa-
tion because art can be validly judged onl if stn-
dents use criteria for judgment based in some
wav in the symbolic systems emploved by the cre-
ators. McFee observed that, as our very neighbor-
hoods become microcosms of diversity. "we no
longer have to go somewhere else to find carriers
of other cultures.”

The rapid rate of change in the world, accel-
erated by modernization, the market, and com-
munications technology. means that once-static
cultures are under intense pressure to change.
Sometimes these torces produce strong reactions
that bring about intense cefforts to conserve tradi-
tional values.

Tod:y, manv children are growing up in
multicuttural families. They may have parents
from different backgrounds who are themselves
living in a third caltural environment. Itis no
wonder that these children have a ditticult time
adjusting to a fourth culture—that of the Ameri-
can public school. When discussing multiculiuval
art education. teachers need to consider what
degree of cultural change students are experienc-
ing in school, as well as their background enlure.

Anthrvopologists have provided insights into

culture that are uscful for art ecducators, Othe
[ ]
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cnltures often do not have the kind of formal aes-
thetics practiced in the West, but they do have
highly developed ideas about value and qualitvin
art. ldeas about art, its purposes, its methods, and
ivs forms and definition are so embedded in a
culture that thev are taken for granted bv its
members. If we allow onr Western notions of
aesthetics to condition our perceptions of other
ares, however. we will be unable to understand
the messages such art bears about the culture
that produced it.

In any cuiture artists can either reinforce
traditicnal values, or challenge those values
through critical artistic practices. Artists mav be
devising new ways of thinking and organizing
messages by employing materiais or ideas that are
not eulturally acceptable to the mainstream.
McFee suggested that teachers should be careful
in their selecdon of art from other cultures and
be aware of whether their choices are peripheral
and critical or central and reiatorcing to a given
culture. She also recommended that the full
range of the visual arts operating within a culture
be explored, including crafts, advertising, graph-
ics, costume, architecture, and popular imagery.

A multicultural educationat environment
ocewrs whenever a teacher from one cultural
background attempts o teach children from
anotiier culture—an increasingly frequent sita-

tion. However, multicultural education only takes
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place if the teacher is sensitive to the function of
art in cultures represented by the students. The
range of diversity now present in some class-
rooms demands that we develop strategies for
teaching art in multicultural settings. even
though a single teacher cannot understand each
one of the cultures represented.

Although this is a difticult challenge, McFee
suggested a few promising strategies. First.
emphasis can be put on the study of art as a form
of cultural communication. This requires relat-
ing art to its cultural context and asking students
what messages thev are receiving from it, how it is
organized, how it is made, and how it is valued by
its audience, Second, curriculum developers can
wse culture-based social studies i elementary
and middle schools to relate art instruction to
the people and cultures being studied. Students
thus learn how the values and attitudes of those

people affect the way their art is created. Com-

parisons may then be made to the art and culture
among various groups.

To do this. teachers will need the skills to
discover students’ impressions and tastes. to ana-
lvze why they like or dislike certain works. and to
understand how their own cultural background
influences the perceptual process. They will
need some experience in analyzing their own
cultural assumptions and preferences, and a
background in world cultures and in studio
work. McFee recommended that education
courses be integrated into a theoretical and
practical framework designed to help future
teachers use culturally diverse curricula and
material, as well as to develop materials to fit
their particular cultural setting and circum-
stances. Finally, teachers must increase their own
cultural sensitivity if they are to help heal the
“explosive conflicts that arise from intercultural

misunderstanding.”
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| LEARNING FROM LITERATURE

MARIANNA TORGOVNICK
Professor of English
Duke University

Durham. NC

onsciousness of cultural diversity in English

departments, observed Marianna Torgoy-
nick. grew out of a boredom and discontent with
close textual readings. which had been the foun-
dational methodology of the discipline through-
out the post-World War i educational boom.
Close reading, which resembles the analvtical
techniques of iconography and formal analysis
in art history, traces how stvle and thematic
patterns function within an individual work.
Such language-based approaches, which include
New Criticism, the French explication de texte,
and more recently deconstruction, carved
out a distinctive territory for the professor
of literature,

Lamguage-based approaches, whether tradi-
tional or innovative, tend toaccept “the canon,”
the body of work that is agreed to represent the
literary heritage of a natione. In the United States
adherence to the canon had the virtue of provid-
ing aunified literary identity to a nation peopled
by representatives of imany different cultures. Its
disadvantage was that it perpetuated the myvth
that the nation’s common heritage was English

and Protwestant,
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Although close reading side-stepped the
issues of historical context and social impact, it
served the discipline well for many vears, provid-
ing clear and transmittable skills for teachers and
critics. Through its emphasis on interpretation,
close reading gave wu.e scholar “some of the
power and aura of the writer him- or herself.”

Before close reading could give way to "cul-
tural studies,” the field that allows critics to bring
social issttes to bear on literature, there needed
to be a respectable body of literary eriticism that
moved outside the traditional boundaries of
English and into other disciplines and social
phenomena. There also needed to be a profes-
soriat open to the possibilities of such an
approach. In the late sixties, a sense of political
engagement, galvanized by protests against the
Vietnam Wan, the rise of feminism, the civil
rights movement, and other movements, infuse-l
English departments, The professoriat
expanded to include members of different
racial, ethnic, class, and gender backgrounds.
Aware of their difference from the professors
who had taught them, students began to ques-
tion why their concerns and experiences should
be excluded from the cliassroom and hegan to
“integrate the ontside world . . . into their work,”

Edward Said led the way in 1975 with the
publication of Orientalism, a passionite and per-

sonal book that analyzed Western images of “the




Arab.” This work andtothers like itinspired a
genceration of schobus to consider issues tong
neglected inliterary eriticism: race, ethnicity,
canon formation, and the wav the study of litera-
ture served liberatory or oppressive goals: It was
now the responsibility of the iterary eritic to
“also be a eritic of the excesses and flaws of his or
her own culture”

Torgovnick noted that after the Isracli vie-
toryin the Seven Davs War in 1967, Said. who
had previously identified hiniself as Lebanese,
announced that he was actually a Palestinian, He
began to write about Palestine and became a
member of the Palestiniaun National Council, the
government in exile. In Ovientalism, Said per-
forms traditional critical activities. such as close
reading and textual analvsis, But as a later book.
After the Last Sky, manes clear. Said does so in the
context of his familv and the loss of his father’s
house, his own alienation and pain. and the wav
the Western perception of Arabs has affected his
life. Said becanme the model of the committed
critic, iHustrating the degree to which conunit-
~mentand passion is "nccessary to making cul-
tural diversity work.”

After Said. newcomers ta the fickd began o
bring the "fundamental facts ot then existence”™
to bear on their professional practice. Female
aritics addressed the lack of women in the cmon

and African-Americans did the sanie for African

American and Caribbean writers, expanding the
canon in the process of challenging it. This work
of canon expansion made cultural diversity
important in education: “[tinvolved the hard
work of textual recovery and discovery. editing,
and historical reconstruction . .. and the teach-
ing of brilliant but unfmiliar works.”

Today, the texts that once represented “enl-
tral diversity " are part of the regular corriculum
in English:and Anterican litevatire departments.
Canon formation is an ongoing process, noted
Torgovnick. But canon revision should not just
be about adding cultures. It should also be abowt
uncovering new things in traditional Western cul-
ture. Despite the misconception that feminist.
African-American. and other approaches have
displaced Chaucer. Shakespeare, and Milton. this
is far from the wuth. More accurately, literature
departments have been able to expand and diver-
sifv their offerings during an exciting period of
growth.

Torgovnick’s own recent work, Gone Prinii-
tive. is about Western culture's fascination with
what have been called “primitive” people—
Africans, Amazonian Indians, Native Americans.
and others. It discnsses the work of Malinowski
and Margaret Mead, Lukacs, Freud, and Lévi-
Stranss, as well as a wide range of texts, such as
Tarzan novels, Joseph Courad, and television

travelogries, She wrote the book in a deliberately
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experimental and accessible stvle and made it as
personal and passionate a book as possible, some-
thing she would not have had the courage to do

before the aforesaid changes in the culture of

‘English departments.

The changes that took place between 1975.
when Torgownick finished her dissertation, and
1990, when she published Gone Primitive, could
be summarized under the broad heading of “the-
orv.” Just as literary scholars were raising ques-
tions about the nature of interpretation that had
once been the provinee of philosophers, the
work of literary theorists like Bakhtin, Foucault,
Barthes, and Derrida was heing cited by art histo-
rians, anthropologists, and psychologists. For
English professors, intellectual life was truly
interdisciplinary in a way few had anticipated.

Interdisciplinarity is frequently misunder-
stood, ohserved Torgovnick. In most cases liter-
arv scholars are not interested in examining
art, anthropology, history, or psychology from
within the assumptions and methods of those
ficlds. Rather, they seck to bring the insights
and discoveries of their own field to beavin

an attempt to generate fresh perspectives. In

1992, interdisciplinarity has become o feature of

so many people’s work that a new term has
been borrowed from England to describe it:
cultural studies. As originally constituted at the

University of Birmingham, cultural studies was
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grounded in the analvsis of elass structure.
Todav it is an umbrella term almost synonvinous
with "cultural criticism.”

Literary scholars no longer find themselves
accurately described by the term “literary.”
inasmuch as they often address disciplines and
media other than literature, Additionally, they
ave reaching audiences outside their field,
broadly influencing other disciplines, boosting
enrollments in English. and taking a leadership
role in the development of new arcas of study.
There is a negative aspect to these develop-
ments, however, suggested Torgovnick. Gradu-
ate students faced with so mmany new possibilities
may not he getting the best possible training:
“When I was in graduate school, a professor used
to sayv ‘You've got to read Aristotle.” Now [ hear
myself saving “You've got to read something
written before 1970.""

Torgovnick, like other English professors,
still teaches the canonical literary texts: James,
Woolf, Shakespeare’s sonnets, Donne, Milton,
Wordsworth, and Keats. Neverthceless, she has
uoticed an unpleasant backlash against cultural
studies developing within and outside the acade-
mic community. Altan Bloom, Dinesh D'Souza,
and Lynne Cheney among others have made it
fashionable to attack professors for high salaries,
for neglecting students, and for undermining the

fabric of U'.S. culture, generating a level of media
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attention “hevond anvthing that English profes-
sors ever expected.”

The introdnction of cultural diversity into
art cducation at :amy level will not hurt the future
of wrt education. which Torgovnick thought
resembled English before the Lue 19708, Art edu-
cation needs to move bevond source study.,
iconography. and formal analysis and needs to
become more aware of art traditions outside
Europe and the United States. Awareness of cul-
tuval diversity, with the social and caltural view-
points that implies, will help art education grow.
However, Torgownick suggested, the art ficld
might want 1o learm from the experience of Eng-
lishuind plan strategies and build networks

against the isevitable backlash.

In English departiments. those who favor eal-
tural diversity did not pav attention 1o what tradi-
tionalists were feeling and thinking and established
too much of an "us/them™ mentatity around cul-
tural diversity; “We are stilt wrestling with the
resultts.” Nor has there been in English much con-
tact between miversity departinents and prisnary
or sccondary educators. Torgovnick considered
thata mistake, both imellectmally and strategically.

"On the continuwm between optimist
and pessimist, [ findmyself hugging different
poles on different davs,” revealed Torgovnick.
However, she was convineed that the issues
were important.md worth fighting for and
that, "if we teach and write what we care

about and believe, then we cannot really fail.”
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‘ MINING THE MUSEUM 1

LISA CORRIN

Project Guest Curator

The Museum for Contemporary Arts
Baltimore, MD

isa Corrin described Fred Wilson's install

tion "Mining the Museum” as a project that
“lay bare the ideological svstems underlving
museum practices and galvanized the develop-
ment of an education strategy that was designed
for use by visitors and staff.” But before dis-
cussing Wilson's projectin detail. Corrin briefly
deseribed her institution, the Museum for
Contemporary Arts.

The Contemporary is unique among muse-
ums in that it operates in temporary spaces: aban-
doned buildings. an old garage. a car dealership,
or adance hall. These spaces are transformed
into exhibition areas for contemporary art.
Because the exhibitions take place in nontradi-
tional settings in a community, they inspire audi-
cncesto "let go of apprehensions they may have
about entering a museum.” Fis animplicit part
of the Contemporary’s mission, Corrin
explained. to question and redetine the idea of
the museunn.

The Contemporary was foinded in
response o the neceds of contemporary artists,
who have been challenging the idea thata

nmuscum is the only suitable site for the presenta-

72 1ISA CORRIN

tion of artwarks for the last three decades. Call-
ing attention to the ideology of the museum envi-
ronment, curatorial practices, and the museum’s
link to the marketand the corporate world,
artists argued that the interpretation and recep-
tion of art was inherently connected to the “invis-
ible social and ideological systems that underpin
nuiseum practice.” At the same time, art histori-
cal revisionists were undermining the distine-
tions taken for granted by museum professionals:
art/artifact, high/low, stvle/period, artist/ cura-
tor. self /other.

However, as Alan Wallach has poinred outin
arecent article in The Chronicle of Higher Fduca-
tion, there is still an enormous disparity between
the new art history and the muscum comm-
nity’s programming for the general pubiic. Cor-
rin is convinced that if museuns are to rennin
relevant institutions, they nnist “take the pulse off
their communities™ ind develop programs tha
encourage audience participation, Visitors to the
Contemporary are regularly asked to question
not only what is on exhibit, but why it has been
chosen by accurator amd how it is displaved. The
museunt, which provides no answers to these
questions, hopes that these lead to even more
questions and to the raising of social and political
tssites suggested by the material. In this way, the
nseun interrogates the social forces and value
svstems that shape cultural production and
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oxplores the connections between contemporary
art and contemporary lite,

Wilson's "Mining the Museum™ grew out of
the desire of the director of the Marviand Histor-
ical Socien to bring his traditional institution
“up-to-clate” in regard to the current concerns
and interests of a diverse community. The Con-
temporary proposed that these two very different
musenms join forces and invite Wilson, an instal-
Lation artist known for his “rib-jabbing cntiques
of musenm practices,” to develop an exhibition.

Wilsoit's work has drawn attention to the
wavsin which curatorial practice atfects onr
inderstanding of nntsenm collections. His instal-
lations which previoush used reprochuctions of
cthnographical objects, call attention to the fact
that history isitself an interpretation that is alwans
carried onin the context of contemporary evenis.

“Mining the Museum™ emplovs the standard
display techmigques nsed in nmsenms: labels, light-
ing, the juxtapositon of objects. Wilson sitbverts
the raditional use of these techuiques by having
them undercut our “reading™ of historical truth.
The focnsof the exhibition was the African-
Americin and Native American experience in
ManvEud One of the first objects encountered
was a silver and gold "Truth Trophy™ that cast a
shadow on the empty acrvlic museinn stands siu-
rormding it. The displav is flanked by two sets of

three pedestals, The first set bears three marble

83

busts of famous White Marvlanders, the other
three pedestals, of black marble, are empty but
bear brass plaques reading “Harriet Tubman.”
“Benjamin Banneker,” and “Frederick Douglass.”
The questions raised by the juxtaposition—were
no busts made of these peopler Or were they not
considered important enough to include in the
collectionz—point out the contingency of histori-
cal "truth™ and who makes it, who learns it, and
who passesiton.

Other juxtapositions, such as slave shackles
exhibited beside fine silver as “examples of metal-
work,” and Victorian chairs grouped around a
whipping post, make a powerful point. As one
critic noted “The artifacts he's dealing with are
owrs. This is owr history he is reexamining and
the blind spots he's calling atention to are
emblematic of our communin's overall collective
vision with regard to people of color™ (Dumenco,
1992) . Corrin reported that Wilson intended
“Mining the Musewm™ to be emblematic of the
museum experience, “notall intelle caal, but
cmotional, visceral as well.”

Public programming for "Mining the
Museum™ involves the inclusion of nine arca
artists who supplemented the regular docents in
providing tours and presentations, There was
also a panel discussion and a continuing studies
class at Johns Hopkins University that focused on

the challenge of “exhibiting cultures,” Curators
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“Examples of metalwork”™ from “Mining the Museum,” Maryland Histovical

Society, Baltimore.

from other major institutions, such as the Wilters
Art Gatlery and the Baltimore Musceum ol Art,
joined i the eritical enterprise. Additionally, the
Contemporary has engaged an “outreach special-
ist,” who is working with docents and art educa-
tors to create materials and programs for school
children in the fall, The program uses rap music.
videos, and historical material to help sensitize
children to the museunenvironment. Printed
matcerials are also provided for visitors, These
include question sheets and a briet didactic piece
approved by the artists, which is available onlv at
the conclusion of the installation in order to pre-

serve the element of surprise,

74 [ISA CORRIN

Corrin maintained that culturally diverse
progranmming starts with sclf-education and
“Mining the Museum”™ began with avear-tong
sel=study process in which the stafts of the partie-
ipating muscums, including curators, mainte-
mance workers, security guards, and art handlers,
examined their individual roles within the insti-
tmtions. This process.which the sudt members
are stithundergoing. examined conmon
definitions of concepts, such as “muscum.” “audi-
ence.” “curitor,” and "artist,” and developed a
“think sheet™ of topics devised to measure
changesin the way individuals saw themselves,

the artist, and the institutions, While staff and
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volunteers keptan ongoing record of their
responses, visitors were encouraged to comment
on the exhibition and speak freely about their
reactions and expectations. At the conclusion of
“Mining the Museum,” Corrin explained, these

respeses will be utilized to develop long-and

short-term goals for the innseunt’s policies, prac-
tices, and programming.

Almost every evaluation of the exhibition
has remarked on its emotional impact and how it
prompts individuals to see both the collection
and the history of African Americans in anew
light. Even the staft members have made repeated

visits to the installation, noting that their “insights

continue to expand and evolve.” The staff, in par-

ticular, had to confront their assumptions not
only about history, but about their role in the
muscum itself: "Gradually, the administrators,
curators, educators, art hundlers, registrars, sup-
port staff, and docents began to realize that the
way heir jobs had been defined previously did
notalwavs apply to the role they had assumed in
"Mining the Museum.” ™ Typically, thev were asked
to relinquish power to others for the sake of mov-
ing forward as an institution. Corrin concluded
that "Mining the Muscum™ offered a unique
opportunity for reflection on the role the

muscum could plav in arapidly changing world.
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‘ MINING THE MUSEUM 2

FRED WILSON

Instatlation Artist

Frt‘d Wilson began his presentation by thank-
ing the Getty Center for inviting him to their
Issues Seminar. Too often, he observed. artists
are left out of discussions of art education.

Early in his career, Wilson supported his art
by working in the education departments of
museums. such as the Metropolitan Museum and
the Museum of Natural Historv in New York.
When he had the chance to run his own gallery
in a former public school in the South Bronx, he
decided to transtorm somie of his observations
and insights about museum theorv and practice
into conceptual art.

One of his first shows. entitled “The Strug-
gle Between Culture. Content and Context.”
imvolved inviting thirty artists to exhibit their
work in three environments designed by Wilson:
the traditional “white cube™ favored by exhibitors
of modern and contemporary art.an “ethno-
graphic musenm” space with glass cabinets and
tlnorescent lighting: and a "Victorian salon” simi-
lar to the tvpe seen at the Frick Musenm.

Wilson noticed that contemporary art
objects were transfornied when placed in anv one
of these spaces. When exhibited as ethnographic
specimens, roped off, organized by tunction or

size.and identitied by labels such as “ceramic
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object, late 20th century,” expressive objects lost
their individuality and their link with their cre-
ator. Thev became exotic and mysterions. When
exhibited in the Victorian salon space with harp-
sichord music plaving in the background, the
same objects gained dignity and authority as
objects associated with grandeur and wealth.
Wilson thought it particularly interesting that
the "white cube™ functioned as the “great equal-
izer,” conferring on the objects a cold. scientitic,
rational character they might not have had
otherwise.

Wilson began to experiment with this com-
plex relationship between object and contextin
his own work. In one work, entitled 7he Colonial
Collection, he wrapped African masks, bought on
the street in New York, in Freneh and British flags
and labeled them as spoils of war, Asserting that
"the aesthetic anesthetizes the historie,” Wilson
explained that he intended to enhance the his-
toric reality of such objects by reminding viewers
that they were forcibly acquired during pnnitive
expeditions. To evade this fact. he insisted. is to
perpetuate the imperial notion of the world.

In arclated work, Wilson used labeis to com-
municate asimilar idea. Taking a vitrine titted
with insect specimens. lie tabeled the insects with
niunes of coumtries subject to colonial rate. mak-
ing the point that these countries were “collected

like bugs.”
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When he carved the mames ol oppontunistic

discases related o AIDS inasimiku gronp of
African masks, Wilson was strprised to be
assitiled bya collector who eriticized him for
despoiling the spirit of these ostensibly sacred
objects. He reassared her that the masks were
produced for the marketand had never been
used for religions purposes, but was suruck by the
tact that she was more concerned about the mis-
use of the objects than she was about the diseases
that were ravaging their creators.

In the installation at the Marvland Histori-
cal society, "“Mining the Musenm.”™ Wilson again
used the juxtaposition of objects to “bring the
historic to the aesthetic.” Although African
Americans constitute 80 percent of the popula-
tion of Baltimore, their history seemed virtually
unrepresented in the collections of the Mary-
Lnd Historical Societv. However, Wilson
ustially begins his enconnters with exhibiting
establishhments with the question "Where am
Lin thisinstitntionz” Fhis question led to the
recovery of the history of Atvican Americans
in the Marvand Historical Societv in some sur-

prising wavs,

Wilson began to notice that in many paint-
ings and photographs. African-Ameticans were
visible, if not central, in the composition. In one
painting, two bovs, one White, one Black, are
shown in a hunting scene. The African American
bov, who is facing his White master, was provided
with a voice through a audio recording, and asks
“Am [ vour brother? Am I vour friend=" A close
look at this figure reveals that he wears a metal
collar, To call subtle attention this fact. Wilson
has since placed a dog collar in the space where
this painting is usually exhibited o mark its
absence. In another painting of a outdoor fete,
entitled Country Living, Wilson called attention 1o
the presence of the single African American par-
ticipant, a servant, by rencuning the work Frederick
Serving Fruit.

Wilson concluded by noting that one does
notnecessarilv need “culturatly diverse”™ objects to
make important points about diversin. One only
needs to thoroughly explore what is available. By
using the exhibition techniques of the inuseum,
including juxtapositions and labeling, Wilson
tound that it is possibie to recovet a diverse, if

sorrowful, history that is too often overlooked.

)
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l QUESTIONS AND ANSWERS

Q: (From the tloor) Could vou explain what
vou meant by "the aesthetic anesthetizes the
historic™?

Az (Fred Wilson) | was trving to ithuminate how
the aesthetic can be nsed o reach people ona
deeper level, as opposed to having people vead
aboutit. When I sav "the acsthetic anesthetizes
the historie,” Lam talking about musewn envi-
ronments, which presume that the aesthetic can
onlvinform formab vadues. For me. the strength
of the visual world, and how artists create that
world, is tremendouslv important. But what §
have a problem with is the limited apolication

that people assnme this process can have.

Q: (Frowm .ace tloor) As a teacher would like to
know how | can use vour art in myv elassroon.

A: (Fred Wilson) §ike to make installations that
are important to a particukar commmity. The
Marviand project was important to the art conm-
nuitv in the country at large. But if von are
from Marvand. vou knew the people’s names,
and the names of the streets.and it had a special
resonance. ke to do things in specitic loca-
tions, andd while 1 have @ particnlar approach,
artists in vour communiny mav be able to provide
aview of art that is different from that hetd by
cducators. critics, or curators. That isamore
directway to access the Kind of energy Fan orving

to connmmicate. would recommend Jooking

78 QUESTIONS AND ANSWERS

for localartists who will know how to “push but-
tons™ in vour commuanity.

Lisa Corrin had the fabulous idea of using
artists as docents in the exhibition. There were
also the regular docents. At first, they were totally
freaked o, but as soon as the children stnrted o
tell them what the work was abont, thev started
coming to me. Oue woman, who really had a
problem with my work, admitted evennially that
she was glad 1 had come to the nuseum. Later,
Lisa asked artists to come and give tours, not only
ot mv exhibit. but onartin general. These were
very nnnsual tours, with some artists speaking
personally about their relationship to the ant, and
their reacticns, as White artists, to its content.
Anotherartist had visitors peelan onjon to
demonstrate the “lavers of history.” Your hest bet
is to go with artists from vour commmumity.

A: (Lisa Corrin) There were pre-and postexhibit
handouts and other matevials available to visitors.
Manv of the docents are now going through
sensitivity training so that thev cancdiscuss the
exhibition with the andience from multiple per-
spectives. Also.a package is being put together
by Gloria Franklin that usesa rap song to discuss
the importance ofimderstanding history. The
kids refate to that message and better undet-
stand Fred's work.

A: (Marianna Torgovnick) Twant to add that

particularly liked the list of questions that



respected the intelligence of the childven. After
writing Gone Primitive, 1 gota lot of invitations 1o
go to county historical societies. To cover the fees,
I was often asked to talk to school groups. Iwould
usnally draw upon the visaal materiat in the book
and ask the students to do some writing on narra-
tive questions. 1 found that kids were already
tuned into this stuft: they alwavs wanted to know
what their relationship to the material was and
who made it

A: (Lisa Corrin) A professor from Morgan Staie
University used those questions on a final exam
in aseminar on “Children and Familv™ and gave
the students a chance to either address the ques-
tions themselves, or to tatk about how Fred dealt
with them. There will be a fnll-length publica-
tion, from The New Press, documenting the show
“Mining the Museum.” The New Press also pub-
lishes other books that relate to the exhibition,
including Studs Turkel's new book Race in
Awericaand the catalog of Joseph Kossuth's exhi-

bition on censorship at the Brookivi Musenm.

Q: (From the floor) Twas wondering whai
Marianna Torgovnick, as an ontsider, {eli she had

gatien from this seminar.

A: (Marianna Torgovnick) Being such a

musetnn hound, 1 don’t really feel like an ont-

sider. What I am taking back from the targer

gathering is some of the energy | feel here.
When I told my cotleagnes about what [ would
be tatking about here, some said, "That's a bor-
ing topic, it's last vear’s topic.” It was good to be
in a group that included people from different
segments of the edncational spectrum to recre-
ate the controversy, which 1 don’t think has

fimished at all.

Q: (From the floor) You have spoken about the
ba¢ klash that has occurred. Could vou speak
about strategies for dealing with thatin academic
communities?

A: (Marianna Torgovnick) The strategy that

I hoped would work was a kind of "trickle-

up. trickle-down™ approach. Atone point,

when von had to give perquisites to recruit
affirmative action candidates, vou could give
them to evervone in order to prevernt a backlash.
As long as the monev held out. that worked. But
there came a moment when the money did not
hold out. Now Ladvocate simply being awar

that the backlash exists; this will help prevent it

S
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‘ INTRODUCTION

BRENT WILSON

Professor

School of Visual Arts
Pennsylvania State University

University Park. PA

B rent Wilson opened the session by explaining
that each of the speakerswonld be comnment-
ing on a paper that had heen delivered in a previ-
ous session, Following their presentations, the
floor would be open for questions and comments.

The tirst speaker, D Git Clark. is professor
of Art Fducation at Indizana University. His work
addresses art curriculunt theory and develop-
ment, child developmentin relationship to art,
testing development.and assessment in art edu-
cation, particutarly for gifted students. His many
publicationsinclude Educating Artistically Tal-
ented Stiedents and Understanding Art Testing.
Clark is curvently the Director of the Educa-
tional Research Information Center Clearing-
house (FRICY, which is supported by the Getty
Center,

Dr. Robyvut Wasson is manager of the Ser-
vices Industries Studies Branch in the Vocational
Fducation and Training Program with the Tech-
nical and Further Education Training Svsten of
Queensland, Anstralia. As asupervisor of curricu-
I developmentand funding allocations for

colleges throughout Queensland, Wasson is

92

involved with education in arts, crafts, and social
sciences, Her research focus is the interface of
art, anthropology, and education. Previously,
Wasson was a professor at Ohio State University
and a faculty menber in the Ohio Partizership,
the regional staft development institute,

Dr. Judith Steinis adjunct curator at the
Pennsvivania Academy of the Fine Arts and
supervisor of the exhibitions of conteinporarv
artin the Morris Gallery, The organizer of over
sixty exhibitions, Stein curated the traveling
exhibition, "Red Grooms: A Retrospective,” as
well as "Sentimental Sojourns, Strangers, and
Souvenirs™ and "Figurative Fiftics: New York
Figurative Fxpression in the 1950s.” Stein has
also served as supervising curator for *The
Vital Gesture: Franz Klein in Retrospective™
and "Making Their Mark as an Artist: 1970—
1985.7 She is curvently at work on a major exhi-
bition of Horace Pippin’s work. schedulea to
openin 1994,

Jean Detlefsen isancart instructor at Colun-
bus High School in Columbus, Nebraska, which
received the [990 Nebraska Excellence in Art
Education Award and was cited by Redlwok inaga-
7ine as one of five schools with superior art edu-
cation programs. As the regional director of the
Prairie Visions Institute, Detlefsen has grappled
with most of the pressing issues inart education,

including multiculturalism,
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The final respondent was Vst Daniel, asso-
ciate professor in the Department ot Ay Fduca-
tion at Ohio State University, where she teachos
courses in multicultural ind muliethnic conrico-
lum development. Danielis also the coordinator
of the Martin Luther King, Jr. Instivute for Avis

and a faculty memberin the Ohio Partmership.

84 BRENI WILSON

She is the author of the forthcoming Issues and
Approaches to Multicnltwral and Multi-Ethnic Art
frducation and has received many awards, includ-
ing a Natonal Endowment for the Arts Com-
mitter on Multiethnic Concerns award for
oustanding contributions in art education and a

faculty fetllowship from the Mellon Foundation,
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RESPONSE TO PAPERS BY ELLEN DISSANAYAKE
MARCIA MUELDER EATON, AND JUNE KING McFEE

GILBERT CLARK

Professor

Departiment of Art Fducation
Indiana University

Bloomington, IN

ilbert Clark’s task was to respond to presen-

tations made by three speakers of highly
diverse backgrounds, Marcia Faton, June King
McFee, and Ellen Dissanavake. Beginning with
Eaton, Clark noted that he was particularly
impressed by her linguistic inetaphor that sug-
gested we need “native speakers,” people who are
fluent in the art of another culture. to act as
“translators™ or guides to their art. Her second
major point was equally significant: that we need
to develop “deep fluenev™ in our own culture.
Clark believes that discipline-based art education
helps teachers and students achieve that "deep
fluenev™ in the visual arts, Eaton’s third assertion
was that educators shonld strive to procuce
fluent speakers inas many cultires as possible.
Again, Clark was convineed that DBAE con-
tributes to this goal because it can address the
arts of manv cultures.

Cluk felt that McFee's proposal, that art stu-
dents be exposed to the sociocnttural insights of
anthropology. sociology. ad psvehology, was "a
big order” and not a particularly practical one.

Her demand that teachers deny, reject. or ignore

their own cultural backgrounds “is unrealistic
and wrong-minded,” inasmuch as no one can
entirely transceud his or her background. As
Eaton pointed out, “it is not wrong to be our cul-
tural selves, it is inevitable.” Similarly, a teacher
can try, but will not alwavs succeed, in under-
standing fully the cultural background of every
student.

Nevertheless, Clark observed. McFee has
drawn attention to a4 number of important goals
to which teachers should aspire. including an
cmphasis on art as cultural communication: the
consideration of iow art functions in a culture;
and the studyv of how art is bounded and defined
by cultural assumptions.

Clark reported being “bowled over™ by Dis-
sanavake's reference to a “paleoanthropsvehobio-
logical " approach, but was relieved to hear it
rephrased as "species-centric.” Of the thvee pre-
sentations, Clark identified with Dissanavake's
concerns most closely and found her argument
for the common biological heritage of all
humans powerful and convineing. He agreed
with her assertion that cultural differences,
including those reflected in art making, are acuu-
allv arecent phietomenon in human history.

Dissanavake’s historical analysis also
appealed to Clark, who agreed that. in contrast to
tradition-reinforcing and socially conceived art

ol premodern societies, modern art embodies an

94 GILBERT CLARK 85
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ideology of personal expression, individualism,
and originality. While the sensibilities reflected in
modern artcan be communicated to students, so
can other qualities and values rnore typical of
premodern art. The extraordinary and transcen-
dent, the mystical, the communal can all be
explored in celebrations, ceremonies, festivals.
and collaborative art-making projects, such as
murals and plays. The development of cultural

sensitivity through these means is more “attain-
able, reasonable. and defensible . . than multi-
cultural teaching as defined by McFee.”

Clark believes thar much of what was being
advocated by these three scholars is actually
being practiced by responsible educators, The
Getty Center for Education in the Arts has been

aleader in the effort through their production

86 GILBERT CLARK

of the Multicultural Art Print Series and other
materials, Similarly, groups such as UNICEF have
long championed the kind of species-centric
approach to art and education described by
Dissanavake.

The three papers, however, did call atten-
tion to certain educationat obligations that need
to be met. Special efforts on the part of teachers
will be required to learn and teach the artand
culture of diverse groups without patronizing or
romanticizing those groups. Clark maintained
that as teachers move away from holidav-centered
artactivities and projects and toward content-
based study of diverse art forms, they will be
embracing manv of the goals of both multicul-
tural and discipline-based art education as they

originallv were conecived.
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RESPONSE TO PAPERS BY RACHEL MASON,
F. GRAEME CHALMERS, AND ALFRED QUIROZ

ROBYN F. WASSON

Manager

Service Industries Studies Brianch

Technical and Further Education, Training,
and Employment

Queensland, Australia

obvit Wasson began by discussing Rachel

Mason’s paper, which provided a broad
overview of the history of multicultural educa-
tion in the United Kingdom and a tvpology of
existing approaches based on the work of James
Banks. The presentation, in which the anthor
was positioned "outside the narrative in an
objectified stance,” left Wasson with a number
of unanswered guestions about how the
national consensus and solutions were arrived at
in the Unitedt Kingdom. Are guestions of
racism, and therefore national remedial pro-
grams to address them, seen as ondy the domain
of White teachers and students? Why was the
“transformational,” rather than the “social
action,” approach o multiculturalisim chosen
for the national curricnlum? Above all, asked
Wasson, “what is it about the new nationatant
curricuhum thatis capable of acldressing the
isstres, concerns, and opportunities surromnd-

ing cultnral diversity:”

Wasson noted that Graeme Chalimers con-
fronted the question of how DBAE responds to
culural diversity head on and she finds the
answer encouraging. However, he identified cer-
tain criteria that DBAE educators must keep in
mind, such as the need to focus on art as “shared
experience,” the need to recognize the values
and standards of art productiom in all cultures,
the need o recognize the arts as agents of cul-
wral ransmission, the need toaccept that "no
racial, cultural, or mtiomal group makes art that
is superior to anather’s,” and the needorecog-
nize that all students, regardless of backgronnd,
have a right to be respected,

Alfred Quiror, continued Wasson, gave a
compelling restitmonial on the ways in which cul-
tural diversity has affected his own art. By describ-
ing the social and political context of his
development as an artist, he has connected his
work and life to that of many others of his genera-
tion, and suggests that the “new recognition”
being afforded minority artists may be somewhat
suspect. Quiros provided an cloquentargument
for why more teachers and role models are
needed for young, culturally diverse artists, and
why stereotyping and tokenisim of anv kind is
damaging to an artist’s life and work,

These three presentations make it dear

that “we need 1o move bevond rhetorie and

v
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tokenism in multicultural education to the
transformational and social action approach.”
This includes not only using diverse content,
but identifving and utilizing culturally specific
ways of learning about and experiencing art.
Wasson's own work with the Ohio Partnership

has convinced her that DBAE is more than capa-

88 ROBYN F. WASSON

ble of responding fullv and effectively to the
demands of cultural diversity, However, she
noted, “opening the door is one thing, stepping
through it another.” Now that the theoretical
basis for this enterprise is in place, what is
needed is the commitment, passion, and energy

to make it a reality.
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RESPONSE TO PAPERS BY ALAN WALLACH, ROBERT STORR,
LISA CORRIN, AND FRED WILSON

JUDITH STEIN

Adjunce Carator

Penusvlvania Academv of the Fine Arts
Philadelphia. PA

The speakers Judith Stein was to comment on
had all addressed the issue of multicultural-
istn within the context of the musenm. Alan Wal-
Lach. ws o theoretician and historian, analyzed
how revisionist art history had opened up the
possibility of institntional change. Robert Storr
and Lisa Corrin, acting as cnrators, and Fred Wil-
son, an installation artist, provided examples of
culturally diverse practice within museums, Stein
suggested that the presentations of the curators
could be considered as responses to the chal-
lenges outlined by Wallach's paper.

In "Revisionist Art History and the Chal-
lenge of Cdtural Diversity,” Wallach compares
traditional art history, based on connoisscurship.,
iconography, and formal analysis, to revisionist
art history, which offers "a critiquie of the notion
of the work of art as possessing nniversal or tran-
scendent meaning,” To demonstrate the differ-
ences between the two approaches, Wallach
examined arecent exhibition at the National

Gallery focused on John Singer Sargent’s L Jaleo,

the portraval of a tlamenco dancer and her Gypsy

musicians, He faulted the show for perpetrating a

naive, Furocentric "celebration of the ‘exotic’

that failed to examine critically the various cul-
tuval myths Sargentdrew on.”

Steiu, however, was nusure about how revi-
stouist art history would have chauged this pre-
sentation. Should the National Gallery not have
organized the show at all? Should they have pro-
vided didactic signage critiquing the meanings
"inscribed™ in the work? Should they have paired
the show with a photographic essay on contem-
porary Gypsies that revealed the povertyand
prejudice they face?

Wallach asserted that “amulticulturalist art
history imiplies a program of radical democratiza-
tion: the undermining of established cultiral
hierarchies, the redistribution of cultural power,
the definition of basic terms beginning with the
term art.”” But, Stein wondered, as traditional
art history is subjected to “the corrective cleaning
of radical democratization.”” what will be left of
the elements of that tradition that have nomr-
ished generations of artists, regardless of color or
race? She cited as a case in point the African-
American painter Jack Whitten, who noted that
he was “agreat believer in art history: Art history
not only roots me; art history serves as launching
pad for me. I've had to go through the West—
confront Western civilization, In the process, I've
discovered Africa as the root of my being.”

Although Stein recognized the short-range

“chilling effect” of the current conservative

do]
Co
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climate on v aseum practice, she was optimistic
that there would be constructive change in the
long run. As Storr pointed out in his paper
“Make It Real: Notes on Pluralisim, Empirical
Criticism, and the Present Moment,” “Despite
the present narrowness of much cultural
debate . . . the tense pluralism that is the com-
mon fact of our existence will inevitably be rec-
ognized as the positive force in an evolving . . .
artistic tradition.”

Storr argued that political correctiess is the
“pink herring” with which the right has tarred
the “diverse interests and diverging approaches
represented by the term multiculturalism™ and
that it amounts to “bigotry by abbreviation.” The
epithetical use of labels like “feminist” or “Black
artist” carries the discriminatory implication that
the labeler knows just what to expect from such
artists because thev happen to know asingle fact
=bout them. Yet, Storr insists, cultural identity is
one of the most complex factors affecting an
artist’s work: “To expect certain kinds of work
from artists because they are women, Native
American, Jewish, or African American . . . is the
very essence of prejudice and the same.”

While some African-American artists con-

sciously forge their aesthetic identity from their

90 JUDITH STEIN

ethnic or racial heritage, others work in interna-
tional abstract modes. To appreciate their work,
one must think about how they use common cul-
tural property and, given their background and
intentions, alter it. These, noted Stein, are the
artists “who have the hardest time, the ones
whose work doesn’t look Black.”

Wallach called for a “radical democratiza-
tion” of museum practice and Storr looked
alead to a time when curators would focus on
“the manifest breadth and richness of pluralist
culture.” Corrin’s description of Wilson's installa-
tion indicates that this exhibition attempted to
do both by raising the questions: Who are the
experts? What do our audiences want to know?
However, from her perspective as a curator at one
of the nation’s oldest and most staid art muse-
wus, the Pennsylvania Academy of the Fine
Arts, Stein did not expect to see such novel
approaches at major institutions like the National
Gallery any time soon.

Stein concluded by noting that “change is
scary.” But itis also exhilarating and renewing.
She believed that major changes would be seen
in museums given time, and that, with “thinkers
and practitioners like Wallach, Storr, Corrin, and

Wilson, the pace is quickening.”
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RESPONSE TO PAPER BY MICHAEL DAY

JEAN DETLEFSEN
Instructor
Columbus High School

Columbus, NE

Jeun Detlefsen noted that Michael Day’s paper
exhibited "a bit of impatience about the need
to defend or explain DBAE” in its lengthv defense
of DBAE's inclusion of cultural and social issues.
Day noted that DBAE maintains its dvnainic char-
acter because it is grounded in disciplintes that
are themselves constantiy changing to adduvess
pluralism, politics, gender, race, and other areas
of concern.

Day also provided examples of DBAF art
instructional sets based on the art of Native
American. African. and other cultures. However,
this section of his presentation raised for Detlef-
sen the critical question of how theory is trans-
lated into practice. How, she wondered, did the
examples provided by Dav fulfill the reasons for

embracing culturally diverse art, such as gairing

adeeper understanding of the world, fostering
feelings of cultural belonging, or developing new
insights into the customs. beliefs, and values of
others? How do thev meet the fundamental goal
of art education as identified by Day, that is, the
"development of students’ abilities to understand
and appreciate art?”

In addition to the problems with DBAE cited
by Day. Detlefsen would add concern about the
selection of what is to be taughtand why: “What
do I want astudent to learn from this lesson? How
does this lesson relate to the student’s lifez What
is the meaning of this work? How will I know
when Tam trivializing a work, a culture, or a con-
ceptr How should theory move into practice:”

Detlefsen concluded that she agreed with
Day’s conviction that DBAFE. was worthwhile
because both teachers and students can learn
from it and enrich their own lives: “The payoftis
in the enrichment of life that causes children and
voung pe.ple to be imore interested. ask ques-

tions, offer their own views, and enjoy learning,”

JEAN DETLEFSEN 1
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RESPONSE TO PAPERS BY BERNICE JOHNSON REAGON, CARL

GRANT AND CHRISTINE SLEETER, AND MARIANNA TORGOVNICK

VESTA AH. DANIEL
Associate Professor
Department of Art
Ohio State University

Columbus, OH

Vvstn Danicl began by noting that, in singing
the Methodist hyimm “Father, I Streteh My
Hand to Thee™ in her kevnote address, Bernice
Reagon was daring her audience to “reach for a
riskicr personal and/or group experience,
requiring that we bring something of ourselves
to the act of experiencing.” The experience
Reagon provided was one of listening, hear-

ing, feeling, relating, emoting, and tanslating—
all actions that influence the four disciplines

of DBAE.

Although these actions may seem familiar,
Reagon suggested that they miay take place within
unfamiliar systenis and under a range of circum-
stances. Listening. for example, niay be active or
passive, and may include physical activity witi
parts of the body other than the cars. Listening
can take plac - in contexts, such as a concert, that
demand certain behavior and may be preceded
by other activities, such as the gathering of peo-
ple.and the bristling, clattering, and preconcert
restlessniess of the general audience, Hearing

includes the sensitivity to murnces, such as a

92 VESTA A.H., DANIEL

breath taken by a singer in the middle of a
phrase. a sound that is as much a part of the
music as ave the notes.

Transhating is part of the process of compre-
hending. It is the transformation of formal ele-
nments, such as meter or pitch, or metaphor and
svinbol, into personal realities or behaviors, such
as body Linguage. All of these activities, which
take place during a musical experience, reinforee
Reagon’s recommendation that multiple “experi-
ence systens” must be addressed when teaching
and talking about art. The DBAE strategies of the
future must acknowledgs multiple, simultaneous
experiences as anormal feature of the aesthetic
experience.

At the practical level. this means that
instructors must recognize that there is value in
the idiosyncratic nature of one’s personal inter-
action with art. Daniel then offered the following

two suggestions toward this end:

L. Teachers should provide students with
critical exercises that help them recognize
their idiosyneratic or ethnically specitic

experience of artworks.

92, Teachers should introduce and illustrate
the notion that traditonal standards of
excellence can be challenged in order to

reach a broader understanding of art,

1n,




I DBAE is to loosen the stranglehold that
traditional education has had on the minds of
teachers and students, suggested Daniel, it mnst
offer culturally diverse content, Only then will
DBAE figure prominently in the long process of
cultural transformation intended to foster better
thinkers and problem=solvers.

Turning to the paper presented by Grant
aud Slecter, Daniel noted that they had provided
aclear account of the history of multicultiral
education in the United States, with the omission
of the important work by James Banks. She reem-
phasized their point that multicultural education
was i response to demands made by the African-
American community during the civil rights
movement. Its proponents demanded the right
to “be recognized, to be included, to be valized
.. . tobe free of educational paternalism. It was
not intended to develop endless wavs of saying
‘T'm QK. voure QK.

Grant and Sleeter reminded their audience
that existing curricula do not challenge racism,
and are, in fact, characterized by "blatant White-
ness.” However, Daniel noted, there isno plan
oftered for addressing this problem and its
destructive potential. This “nonspecific, all
accommodating™ character of the concept of
muliiculturalism is its greatest problem, and
DBAE risks inheriting this problem if it “swallows

multiculuvalism whole.” This approach might

102

lcave historically disenfranchised groups, such as

African, Native, Hispanic, and Asiar: Americans

“lost in the throng.™

In their deseription of the five most common
approaches to multicultural education, Grant and
Sleeter favored “multicnituralism and social
reconstruction, which begins with contemporary
social justice issues that cut across diverse gronps
and uses disciplinary knowledge to examine them
and affect change.” In the discussion of themes
and the artworks that address these themes,

Daniel recommended certain gnidelines;

1. Possibly unfamiliar art. snch as Asian
American works, should not be studied as a

monolithic body of work,

2. Teachers should avoid the trap of
attaching traditional, mystical, or religions

meaning to all art that is not understood.

3. Teaching strategies should be opened up
to inchide the works of culturally disen-

franchised and ethnically astute scholars.

4. Local interests should be connected to

world interests and art.

Danicl concluded that an aggressive attempt
to ally multiculturalism to overall education at
the level of poliey, curriculum content, and

teacher behavior might be more fruitful than the

VESTA A.H. DANIEL 93
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current limited focus on working multicultural-
ism into DBAE. Additionally, the clarification of
the historical origins of multiculiuralism as a
strategy for combating racism might move the
DBAE-multiculturalism debate "bevond rhetoric
to the development of positive and creative plans.”

Daniel noted that Torgovnick commented
from her perspective as an English professor on
the myth of a common heritage perpetuated by
the existence of a literary canon, What Torgov-
nick referred to as "canon expansion” is called in
other educational fields “curriculum infusion™ or
“inclusion,” a process that has been vigorously
opposed by conservatives as a threat to the
"national cuttural heritage™ and an invitation to
cultural conilict. Other objections that have been
raised to “curricutum infusion” are thatit
requires that teachers be knowledgeable about a
number of different cultures, and that the pri-
macy of European history and contributions will
be diminish-d.

Torgovnick addressed several of these con-

cerns by noting that her department continues to
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teach the traditional subjects as well as new ones,
However, Daniel was not sure whether that state-
mentimplied that the traditionally omitted mate-
rial was “added” on and relegated to permanent
guest statits. Although she was not against the
creation of new courses, Daniel preferrved that
DBAE weave missing contentinto the structure of
existing courses: “The further marginalization of
previously mismanaged cultural and ethnic con-
tentis not O.K.” Aside from this point, Daniel
proposed that DBAE could learn much from the
discipline of literature about using culturally
based criticism in the analysis of various works.
Interdisciplinarity, as Torgovnick described
it, is something that art educators are deeply
engaged n, concluded Daniel: "At a time when
racism is vigorous, when the police may no
longer be vour friends, when the definition of
minority is becoming a source of confusion . . .
we may need to look into sociology, psvchology.
or anthropotogy . . . to decipher what those reali-
ties have to do with art, how it is taught, and how

it is received.”
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' INTERACTIVE PANEL WITH FIFTH PLENARY SESSION SPEAKERS

GILBERT CLARK

VESTA AJH. DANIEL

JEAN DETLEFSEN

JUDITH STEIN

ROBYN F. WASSON

BRENT WILSON

QUESTIONS AND ANSWERS

Q: (From the floor) I would like to retwrn to a
subject that has been mentioned before: token-
ism. [was glad to hear lesb® Lo and gav men men-
tioaed at the opening of this conference. but
since then gav and lesbian issues have not been
raised. It is as it the speakers aud organizers do
not understand the connection between gay and
lesbhian concerns and multicluralisim. At least
this would appear to be the case since no speaker
has identitied him or herself as gay or lesbian. No
one in this room would presume te hold a con-
terence on racism without people of color or on
sexism without women. Why have there been no
gay or lesbian presenters herez It may be that the
organizers assumed that their concerns could be
subsumed under the general heading of "diver-
sitv,” but cach oppressed group endures specitic
forms of repression and raises different questions.
In order stimnlate some discussion on this
topic. | would like to share some questions that

have occurred to me over the last few davs.

1. If one of the gaals of multiculturalism is to
build self- esteem in viewers of art, would it be
appropriate to add to the labels on works by
Michelangelo, Cellini. and Caravaggio the fact

that thev were gay?

2. Would it e valid to have exhibitiotns of art by

men who love men, or women who love womens

3. What are the components of gav sensibilitv or

gav acsthetics and what forms do they take?

4. How does "invisibility™ affeei the artistic
process? No one ever asks an African-American

artist if he is "out” to his colleagues.

5. How do art educators deal with the fact that
homophobia is one of the last societally sanc-

tioned forms of oppression?

A: (Vesta DanieD) ['want to remind vou that the
history of the issues vou are discussing, from the
point of view of those who have been part of the
struggle for equality, follows a familiar pattern.
Youw are now experiencing the carly phases of a
predictable, evolutionary process, one that is well
worth pursning. [ would advise von to keep mak-
ing vour views known and to recall that when
multiculturalism was formed as a movement, its
focus was race. In the course of its development
the movement has expanded to include other

forms of diversity, including sexual preference.
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There are, by the way, African-American peos ¢
who are not "out™ and have the choice 1o be

cither "in” or "ont,”

A: (Judith Stein) The questions vou ask are ger-
mane and complex. As . curator I'was involved in
an exhibition of Bay Area art. When it was rele-
vant, as in the case of two artists who had been
lovers, their homosexuality was mentioned
because it was a part of their identity that they
wished to be known. But as a curator of twenti-
cth-centuryart, I deal with the work of many liv-
ing artists, Is itappropriate to "out” them if thev
have not, themselves, made their homosexaality
known? In the case of dead artists, this is less of
an issue. Several important exhibitions, such as

once on Marsden Hartley, have made the artist’s

sexuality part of the interpretive material becanse

it deepens one's understanding of the work. This
is a delicate issie and curators must proceed
cautiously,
A: (Contnient by Terry Barrett (rom the floor)
There is alot of interesting and significant art
made by activists from ACT UPand other groups
that art teachers are afraid o deal with because
thevare uncontfortable with it themselves.
Fwonld like to point out the parallel
between DBAE and what has happened with artin
the national curriculum, The subject areas in art
are culturally diverse as a matter of policy, but the

question of equity and social justice is cross-cur-
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ricular, Interestingly, the subject areas that have
been most heavilv debated have been history and

art historv.

Q: (Martin Rosenberg) Fwonld like to return to
the point that Vesta Daniel made: that mnhicul-
turalism as a concept can be oo all-accommodat-
ing, too diluting, and DBAF could fall into this
trap if it swallowed multiculturalism whole.
A: (Vesta Daniel) In 1973 or 1974, when [ started
working with multiculturalism in Chicago, one of
1y jobs was with the Office of Urban and Ethnic
Education, where I worked with teachers, par-
ents, and children. Initially, most of these were
African American. Bui over the course of the
vears, as | began teaching ata university. I noticed
that the original notion of muhiculturalisin was
being siretched o include everybody. There were
schools in Chicago with eighty ethnic groups in
the student body, and the teachers, understand-
ably, would conie to us for advice on how to deal
with all of them. We had to begin to make deci-
sions about how to talk about lack of representa-
tion and disfranchisement, and how to develop
models that would allow them to incorporate pre-
viously exclnded information in any framework.
Today my colleagues are saving to me “vou
cannot say that it is cquitable that specitic groups
should be given more attention than others,” But

Esav "ves Tean,” Hknow that there are certain
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groups that are always going to be represented.,
cither covertly or overtly. becanse they represent
the standard or model. Multiculturalism is
diluted. It has changed a great deal since 1965, so
teachers are saving "what do we do in January
and February and March so that evervone 1s
happy.” We need to look at that situation.

A: (Gilbert Clark) I would like to endorse that. In
the last couple of davs T have been wondering how
many schoot hours are devoted to art, and given
that limitation, how the demand that all cultures
be represented coequally can possibly be met.

A: (Robyn Wasson) This relates to the earlier dis-
cussion of wrivialization. I do not think it matters
how many cultires one covers, onlv whether the
ones that are covered are handled with respect.
A: (Brent Wilson) 1 have called this one of the
“plagues of pluralism.” if we are just trying to
cover every culture, we are bound to fail. There

has to be another starting point.

Q: (From the floor) Given this country’s Euro-
centric dominance, don't we have aspecial
responsibility to deal with African Americans and
Native Americans? American history, to a large
extent stems from the relationships between
these groups and the dominant cultnre.

A: (Vesta Daniel) Iread an article analyzing The
Adventures of Huckleberry Finn thatargued that,

although it has been banned in many schools

116G

because the word niggeris used more than 200
times, @ close reading of the cadence and speech
of Huck, and of much of the book, was based
upon that of a voung Black boyv that Twain had
met. The author also goes on to sav that much
American literature seems to be reflecting, in
some way, the relationship of this nation to
African American people, even if the theme is
not, overty, African American. It isan interest-
ing idea but very problematic, because the
author is suggesting that, since this offensive lan-
guage has an African-American origin “it’s
O.K.,"and this text ought to be reintroduced in
the schools. This is an aspect of multiculturalism
that can slip right past one, because it looks like
adrocacy.

A: (Comment by Martanna Torgovnick from the
floor) The incorporation of multicultural mater-
ial in literature courses usually follows a pattern.
Its first phase is tokenisim, where one work is
introduced in a self-conscious way. Next, whole
courses are devoted to, for example, African-
American literature, which is a ghettoizing
approach. Manv departments are moving bevond
this approach, including works by Black authors
in general litevature courses when they seem
necessary, or providing specialized coursesin
African-American women’'s literature, slave litera-
ture, novels, ete. This is a multiple model that 1

prefer. A Black author may not be represented in
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aVictorian literature survey, butissues of race
certainlvwould be,

A: (Comment by Carl Grant from the tloor) 1
would hope that we would not reduce multicul-
turalism to particular curricular matevial. It is
broader than that, involving philosophy, mater-
ial, and instruction techniques.

A: (Gilbert Clark) Although Tagree in principle,
as a teacher Fimust insist that materials are criti-

cally important.

Q: (From the floor) 1 would like to address the
representational model of inclusion, which 1
believe is only partially useful. We need to make
more of a distinction between ethnic stndies,
where single groups are examined., and inulticul-
tiralism, which focuses on society as a svstem. We
also need to think more carefully about the rela-
tional aspects of identity. [ feel that at this confer-

ence notions of identity have been objectified. As

Jesse Jackson has said, "the study of the history of’

slavery is also the study of the historv of the
babies ot the slave master.” | urge a more rela-
tional analvsis of the way identiries are con-
structed in history,

Comment: (From the floor) Even if we could
develop the perfect curriculum materials and
nuake all the right choices in the classroom, sui-
dents aiso live in a wider community, Our ctial-

lenge. therefore. is to find ways of impacting that
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community as a whole and of carrving multi-
culturalisny bevond the classroom or the art
deparument.

A: (Brent Wilson) This is an extremely important
point and relates to the central question of how
art education can further social change. Have
schools in the past been agents for social recon-
struction? If not, itis possible that thev might be
in the funre?

Az (Gilbert Clark) Iremember reading a book as
astndent entitded Dare the Schools Build a New
Social Order? It war originally published in the
1930s by George Counts. Itis now arequired text
in five college classes at Indiana University and
las been brought back as if it were a brand new
oftering.

A: (Brent Wilson) Arthur Efland pointed to the
fact that planned cities never seem to work,
whereas cities that simply grow over time do. 1
sometimes wonder what kind of society educators

would create it they had the power.

Q: (Comment by Claudine Brown from the
floor) T was struck by the call for a more rela-
tional approach to identity issues. As an African
American, a mother, an attorney, a nmuseum edu-
cator, my identity is constituted by several differ-
entcommunities. Keeping that in mind, what is
the practitioner’s approach to these nuiltiple

commminities?
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A: (Jean Detletsen) What practitioners try to do,
tirst of all, is to work with the student's own
background, his or her culuiral heritage, and
his or her specific community. In a ninth-grade
class, the students talk to their familv members
or someone close to them who will help them
identifv and recognize the contours of their own
cultural community, including the art and artists
it contains. They then go 1o an art survev exi
and search out some connection. Some can not

find their own heritage. Theve are many Polish

103

Americans in my community and the only con-
nection these students can find in the textis The
Polish Riderby Rembrandt. This is where the dis-
cussion starts about representation and the lack
of'it.

A: (Robyn Wasson) I think that changing the
social order in a community may be too great a
demand on art education. Instead, we should be
asking if schools can provide alternatives to exist-
ing idcologies and give students some grounds for

challenging prevailing values and assumptions.
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l INTRCDUCTION

CLAUDINE K. BROWN

F rom the conunents made by many of the pa-
ticipants, Clandine Brown was sure that the
fast three davs had proved very enlightening and
fultilled many of the goals of the planning com-
mittee, including stimulating discussion and
interdisciplinary exchange. The conference may
not have generated many definitive answers, but
Brown was convineed that the group was, at least,
closer to finding answers than they were before
the conference. The issues being addressed are
incredibly complex and simple solutions will

not suftice.

Belief systerus have been challenged and
new professional relationships formed. The only
way the conference could have a negative ont-
comne, Brown asserted, was if the participants did
not continue their dialogue bevond this formm.

The speakers for this final plenary were
reporting on the conclusions of the Aftinity
Group Breakout Sessions, Catherine Lettler is
an elementary school teacher in the Encino
Elementary School. Leftler also coordinates the
school’s computer lab and a counnunity school
art gallery that exhibits work by students and pro-
fessional awrtists. As the curricuhmm designer tor
her school's discipline-hased art program, she

has condncted discipline-based art education

training and presentations for the news media,
school board members, and other educators,

Judith Bryvant is avcart specialist for the
Portland public schools, grades 6 through 12, as
wellas a practicing artist. She taught widdle
school for nine vears and has beena curricuhnm
coordinator for the pastsix. Ms. Brvant holds a
B AL i painting trom the University of Oregon
and an M8, in elementary education from Port-
land State University,

Martin Rosenbery is associate professor of
Art History and o member of the women's studies
taculty at the University of Nebraskaat Omaha.
He also serves on the edneation conumittee of the
College Art Association, I recent vears he has
tocnsed on bringing the concerns of feninism
and cultaral diversity to the study of art history.
One of the architects of the Praivie Visions con-
sortionm, Professor Rosenberg has coordinated
the University of Nebtaska's preservice program
in DBAE.

Enid Zinmerman is professor of Art Educa-
tion and Gifted and Talented Education at Indi-
ana University, as well asan adjunct women'’s
studies facuity member. Dr. Zimmerman has con-
ducted numerous rescarch and development
projects inart education, focusing on curriculun
development, multicultural art education, and

WOIICH's issuces,
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Janis Norman is an associate professor and
chair of the Art Education Department at the
University of the Arts in Philadelphia. With more
than twenty years of experience teaching and
coordinating art programs for students at all lev-
els, Dr. Norman has worked extensively in cur-
riculum development. She is the founder of the
Art Education Connection of Greater Kansas City
and has produced many presentations and publi-
cationson arts advocacy.

Anne P. El-Omami is curator of Education at
the Cincinnati Art Museum and holds a B.A. in
Art History, a B.FA. in Art Education, and an
M.A. in Art History and Art Education from the

University of Nebraska. She has spent two vears in

104 AFFINITY GROUP SUMMARY REPORTS

Africa and Egypt working toward her Ph.D. in the
History of Art and Cultural Anthropology from
Northwestern University. Ms. EI-Omami has
served as a consultant for the National Endow-
ment for the Arts, the Getty Center for Education
in the Arts, and The Journal of Aesthetic Education.
Peter Pennekamp is vice president of Cul-
tural Programming at National Public Radio’s
Program Services division. In this capacity he
works to spotlight Ainerica’s wide-ranging cul-
tural mix. Previously he served as the director of
the Inter-Arts program of the National Endow-
ment for the Arts and assistant dean of the
College of Creative Arts and Humanities at

Humboldt State University in California.
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ELEMENTARY EDUCATION

RECORDER: Catherine Leftler,
Elcmentary Teacher/Art Coordinator,

Eucino Elementary School, Encino, CA

Thc clementary educator, who is responsible
for implementation, rarely takes part in the-
ory development, and this fact can lead to a
polarization between theorists and practitioners.
The Affinitv Group, however, suggested that the
absence of an clenientary generalist as presenter
or panel member should not be taken as a indi-
cative of the generalist’s role in the process

of change.

The topics of the discussions arising in the
Affinity Group may have been suggested by the
formal presentations. but tended to focus on con-
cerns that affect the thinking and practice of ele-
mentary teachers in regard to cultural diversity.
Not surprisingly. more questions than answers

were generated, including the following:
1. What is art?

2, Does the cultural environment in a community

and its school affect mutticultural art education?

3. What cultures should be included in the cur-
riculum and should these be the cultures in the

school or i1 the nation?

4. How does one ne “fluent” in a culture?

How does one find L. dges to reach this fluency?

3. Isit necessary to address the acestheties that are

unique to a particular culture?

This last question was posed by a Native-
American participant who noted that the word
“art” does not exist in her language, but is
infused in many other concepts, such as “reli-
gion,” “science,” and “family.” The group was
particularly concerned about whether muiticul-
tural education “could be all things to all peo-
ple,” and whether it could be taughtaccording
to aformula,

Becausce teachers are responsible for trans-
lating theory into practice, and because changes
in the total system must begin at the elementary
level, the participants sought special recognition
for the problems they face. The generalist
teacher must schedule approximately thirteen
arcas of instruction into one week, as well as deal
with drug abuse. AIDS, abused and homeless chil-
dren, the learning disabled, language problems.
and the physicaltly and mentally chalienged. One
participant noted that society was “like a three-
legged stool, with church, the family, and the
school each constituting one leg.” However, the
first two legs are no longer functioning for many
students, leaving schools with the sole responsi-
bilitv for some children’s futures.

As practitioners, the participants called for

more dialogue with representatives of higher
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cducation. Additionalhy, it shonld be noted than
many of the clemeniary educators had anended
DBAE institates andd have been implementing
snperior multicninral avt edneation programs
fov many vears without a priblished envrvicnbom.
Educators, however, will neced high-quality
instrnctional materials and corvicalun guides if
thevare to become cultiraliy flient anii enrich
theivart teaching,.

The gronp brieflv idemtified scue of the
seusiti-e issnes e can arise in disenssions of it
and provoke concern from parents, staff, and the
commnnin at kivge. These mclnde religion, edn-
cation, sexiulity and representations of the mnde,
politics, and sexnal ovientation. There was also a

consensus that agreed-ou definitions and strne-
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uwres wonld help teachers "understand. sharpen,
and vefine the tenets of mulucultural education.”
In response 1o this demand, one participant
offered o matrix whose horizontal axis consisted
of the tonr disciplines of DBAE and whose vertical
axes i clnded elements such as beliefs, values,
avtifacts, enlinval expression, language, and
crvironmnent.

The snccesstul dynamics of the group’s dis-
cussion led the participants to institute a network
for frther disenssion and a participant volun-
teered to assiune the vesponsibility for organizing
the network. The gronp report concluded by wrg-
ing speedy action, noting that the level of passion
among teachers is high, and that the nation does

not have the luxury of taking its time.
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RECORDER: Judith Madden Bryant, Avt Specialist,
Portland Public Schools, Porttand, GR

lie secondary education group's fivst of three

discussions focused ou curriculum develop-
wment. The kevissues, thev decid: -1, were how to
make curviculuni vesponsive te multicultuwal
education, diverse populatious, and learning

stvles and how to hielp teachers recognize the

biases and preferences that ave commnmicated by

their practices, language, and approaches. In dis-
cussing these issues, the group discussed the
problem of implemecuating multicultval curric-
ula without trivializing specific cultures. The
importauce of trauslating theorvinto evervday
prictice, ov "trenchology™ as one participant put
it, was also stressed,

Conscusus was reached on a number of
points, notably that it is hettey o teach = few
things well, and cuphasize the procese
wurhas the product, Participants also agreed
ou the need for more "models of excellence”™
and networks for secondary school teachers to
share information and ideas. They coucluded
that interdisciplinary, thematic, and cross-cul-
tural inquiry would expand DBAE and miake it
more relevant to stndents and that local
vesources should be utilized to the exteut

possible,

During the second meeting, whicl focused
on DBAE's relationship to other disciplines, the
secondary school group discussed the teaching
of art from a historical and contextual perspec-
tive, including the possibility of drawing on cou-
cepts from anthropology ~ud psvchology. There
was some disagreement abont the definition of
cultrat diversity, however, and whether the idea
of a totallv inclusive curviculum is a reasonable
goal. The group concluded that, althouglh an
interdisciplinary approach seemed appropriate
for DBAE, care should be taken when borrowing
fromi other disciplines so that the focus remains
on the unique and valuable role of art,

The group’s third meeting was devoted o a
discussion of the extent to which art education
can or should be an agent for social change, Sev-
cral participauts noted thatart education otten
takes place in an envivomuent that is not support-
ive of the values and assmmptions of DBAE. They
concluded that teachers need 1o think of them-
selves more as scholars and vescavchers in the
cducational process (lifelong learning). They
should seek a forimm for discussing strategies for
implementing DBAFE theory in evervday practice.,
On a tinal note, they expressed the hope that the
Getty Center would continue 1o sponsor mnch-
uceded carviculu development that supports

cultural diversity.
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I HIGHER EDUCATION GROUP A

RECORDER: Martin Rosenberg, Associate Professor

of Art History, University of Nebraska, Omaha, NE

T he Higher Education Group A identified four
major issues for discussion: detinitions, goals,

context, and implementation.

1. Definitions. The group noted the importance
of definitions, as well as the danger of losing the
larger issue of multiculturalisim in abstractions
such as “political correctness.” Traditional
assumptions about art and art education must be
defined and challenged in light of issues of cul-
tural diversity, and the impact of inulticulturalism
and revisioni m on the disciplines of DBAE must

be clanfied.

2. Goals, To assist in defining goals, DBAE educa-
tors should decide "where we want to go.” Diverse
issues and perspectives must be considered when
setting these goals, including wavs in which cul-
tures must be considered equalin the context of
art education, and whether or not social change
should be a major goal of multicultural art educa-
tion. The entire art education community should
be inclnded in the discirssion of goals relating to
cultural diversity so that a consensus can be

achicved.
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3. Context. Community values, political dimen-
sions, the culture of schools, and the nature of
society all shape the contexts in which art educa-
tion takes place. Some consideration must also
be given to the opposition to multiculturalism
that exists in the field and to other new para-

digms for art education.

4. Implementation. In the transltion of new
ideas into classroom practice, new questions
must be asked about art. How can the existing
questions be reframed to suit a more culturaliv
diverse approach to artz Do new questions mean
giving up the Western canon or simply shifting
priorities? How should artworks be selected,
and how should cultures be conmpared or
treated in relation to one another? Preservice
and in-service must be adjusted to reflect the
priorities of multiculturalisn and the increas-
inglv interdisciplinary approaches to the

curriculum.

Among the issues left unresolved by the
group were the questions of whethier art educa-
tion should be used as avehicle for sociat change.
how to guarantee that authentic cultural transla-
tion. from a position of “deep flueney.” is offered
to students, and how value and quality issues
should be addressed in a culturally diverse

curricntum.




The group concluded with the recommen- partnerships among museums, : hools, and

dation that further alliances be forged between universities. A network of people atall levels of
higher educational institutions and schools art education who are interested in furthering
and that professionals should be granted credit the goals of cultural diversity should be

for such activity. A similar need exists for established.
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l HIGHER EDUCATION GROUP B

RECORDER: Enid Zimmerman, Professor of Art

Lducation, Indiana University, Bloomington, IN

Highvr Education Group B began their mecet-
ings with a discussion of the cultural roots
and biases of the participants, Although the
group appeared "monocultural” in the sense that
it was composed of White men and women, it was
discovered that thev represented different sexual
orientations, religions, and ethnicities. All
shared, however, adedication to the weaching ot
art to stndents of all backgrounds.

There were two issues that the group conld
not resolve during their discussions. The fivst con-
cerned the relationship between DBAE and cul-
tural divervsity and centered on whether enluval
diversinv could he added to the existing DBAE para-
digin, or it DBAE needed o be radically restrue-
tred, ina "paradigin shift.” to become cultraliy
diverse, The second issne was once of academic free-
dom; "Cin or should vou dictate to a facuhy memr-
ber what he or she should icach or how 1o behave?™
The bulk of the discussions oceurred sinmiltane-

oushv in subgronps with the following resnlts:

SUBGROUP 1: FACILITATING THE
PARADIGM SHIFT

Because itis not possible 1o continuonsh
add new imaterials to the enrrieninm, subgronp |

tocused on the teasibility of a paradigim shift
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within DBAE and the developmentof art currice-
ula. Corvent frameworks inclnde the “Roval
Academy” approach. the "telephone book™ ov all-
inclusive approach, and the "consumer reports”
approach. which argues for the importance of
particular works and cultures. The group pro-
posed that a “retlexive eritical inquiry model”
could be used to modify these frameworks in
light of the concerns of cubtural diversity. They
also snggested that goals and content shonld

be nsed

1. to facilitate stndents” stndy of artworks, and

2. to help teachers make curviculum choices

relevant to all their students.,

Other snggestions from this group inclnded
the development of a pool of “content helpers”
or resourees in the local commumity and the
articulation of culturally consistent values
through aesthetic inquiry, so that "big” questions

can be addressed.

SUBGROUP 2: CHANGING THE HIGHER
EDUCATION SYSTEM

‘This subgroup addressed the problem of
increasing support for multiculturalisin in the
college oruniversity setting. Some of their sug-

gestions included the folowing:
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L Changing the “supphvand demand™ relation-
ship through active recruinnent of diverse stu-
dentsand facuhy: This process should be sin as

carly as the middle school veans,

2. Encowraging faculty to play strong mentoring
roles and cveate supportive cuvironments for
diverse students. This will require moditving 1ra-
ditonal practices in higher edncation, such as
tennre review procednres and reward svstens,
that inhibit the development of a diverse envi-

ronment.

3. Taking advanuage of the expectation in the
university community that the artand artednea-
tion faculties will be nontraditional and the first

to initiate and implement changes,

SUBGROUP 3: PRESERVICE TEACHER
PREPARATION

Subgroup 3 raised the following concerns:

b The need 1o generae support for multicultural

cducation mmong administrators at all levels.

2, The need for partnerships with expertsin the
social scienees to help invaddressing mnfticul-

tural issues in class.

3. The importance of enconraging college and

wniversity students to “take ownership” of their

119

learning experiences, inclnding l)ringing their
nuttticuttral understandings to bear on the

processes of teaching and learning.

1. The need to encourage college and nniversity
students to engage in early field experiences with

diverse studeut populations.

SUBGROUP 4: SHAPING THE NEW
GENERATION

The key question discussed by this sub-
group was: “What kind of art education doc-
toral students do we need to produce in the
next decade?”™ Future doctorates will be
carned in a new educational climate, where an
emphasis on formalism in art has given way to
mubiicultural, feminist, cconomi -, and
political analyses of artworks. The canon has
been expanded to include performance,

instatlation, video, and other new att forms.

The group offered the following as a key

question for further discussion and debate:
"How do we assure that the new genevation of
doctoral candidates inart education will be
thoroughly grounded enough in the works of
art that are the focus of art education, and at
the same tine be wel gronuded in eriticisi,
cthnography, semiotics, philosophy, psvchol-
oy, and history that itwill alow them to inter-

pretthese works fnthv and comprehensivelys®
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A related question was whether there should
be a multicultral requirenient at the doctoral
level and whether doctoral candidates should serve
an internship ina multicultural context. The group
concluded that there is a risk that futire doctorates
will be unprepared for the cultural, technical, and
theoretical challenges they will be expected to

meet; therefore, immediate action is necessary.

112 AFFINITY GROUP SUMMARY REPORIS

After cach of the four groups summarized
their findings, it was agreed that the discussion
excmplilied a key tenet of multiculiural educa-
tion: "No one can do it alone: we all need each
other.” To address the concerns raised by the
groups, collaborations among many people of
different backgrounds, in avariety of contexts,

will be needed and necessary.
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SUPERVISION AND ADMINISTRATION

RECORDER: Janis Nornuan. Associate Professor and
Chair. Art Education Departiment, University of
the Arts, Philadelphia, PA

B(‘ﬁ)r(- reporting the conchisions of the Super-
vision and Administration Athnity Group
meetings, the participants called for a clarifi-
cation of the unique role they play in the balanc-
ing of theory and ~=uctice in education, In the
course of their discussions, the group identified
two tvpes ofissues, which they called "Smaller
Issues™ and "Larger Issnes.”

The smaller issnes included the following:

1. The need for wanstators who can hetp
teachers interpret the meanings of diverse art
witl mnhenticity and passion. Related to this is
the need tor quality in the level of instruction
and in the choice of culturally diverse materials.
Who should be responsible for choosing such

nuaerials:

2. The fact that there is a reluctance to change
within education and that most teachers will

choose 1o “stay where thevare,”

3. While the need for serious attention 1o cultural
diversity was nnanimouslv supported, there
remain quiestions about how to teach a muhicul-

wral currientm with integrity and deptls,

4. Insservice, and the time 1o implement it is in

short supply.,

-
l

5. Teachers, who feel thevare “doing the best
thev can,” feeHrustration when they realize there

is so mmich more to do.

The largev issues, which were many and

diumnting, included the tollowing:

1. Culteral diversity must not only be taught,
but must also be practiced in our schools
through curriculum design, hiring practices,
and sensitivity to the cultural backgrounds

and learning stvles of students. To make this
happen we must know what is vight, embrace it,

and acton it,

2. The two best prospects for change are preser-
vice and in-service. First, higher education mmnst
become a signiticant partner in the push for cul-
tural diversity, through recraitment. curriculum,
and tenure and hiring practices, Second, profes-
sional development, to reach teachers already in
the field, must be redirected toward mutticul-

tural education.

3, Because the arts are often a magnet for stn-
dents who are outside the mainstream-—i.c., ESL.
students and the memally and physically chal-

lenged—art educators tace enormous pressures,
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4. Because children must enter school ready o
learn, the Geny Center should make an ofticial
endorsement of art education in carly childhood

learning,.

5. To implenent multicnhuaral education a the

level recommended by Banks and others will

114 AFFINITY GROUP SUMMARY REPORTS

require @ major restructing of the edneational

svstem.

In conclusion. the group immimimonsly
agreed that there must be a widespread commit-
nmient to change: "This conference deals with the

‘what.” the nextstep is to deal with the “how.™

1!)-')
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LMUSEUM EDUCATION

RECORDER: Aune P. EI-Owmani, Curator of
Education. The Cincinnati Art Museum,

Cincinnati, OH

Thc Muscumn Education aftinity group consis-
tentlyv returned to what they identified as the
primary issue: power and authorit. its mnanifesta-
tions and coustraints. and its impact on aesthet-
ics. taste, value, and history. Musenm educators,
who must work from permanent collections, do
not have the choices atforded classroomn teachers
in regard to multicultural source materials. Thus,
diversity must be achieved by raising issues and
challenging viewpoints, rather than exclusively
through the imagery and content awailable.
There were certain areas of disagreement in
the group. The first was over whether multicul-
tural education was necessarily “transgressive” or
“subversive.” The second was that vacisni, which
lies at the heart of issues of power and authority,
was not directly addressed during the third Issues
Seminar. Last, hiring practices coutine to be a
source of contention, with some participants

insisting that theve ave not enough qualified peo-
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ple of color to hire, while another group telt that
the criteria for designating someone “qualified”
was deliberately exclusive and guaranteed few
qualified minorities.

Among the conclusions and recommenda-

tions made by the group were:

1. Trustees and administrators should provide
opportunities tor musewm professionals to
address directly issues of power and anthoriny

within the traditional museum structure.

2. Museum education has done the most to vaise
the issne of diversity in art museums, but the
issuie often ends there. Svstemic changesin the
structure and procedures of museums must be
initiated to encourage diverse perspectives.
Professional arenas must be created to address
the need tor change throughout the museum

community.

3. Museum directors must develop long-range
plans to serve as “brokers” of cultural resources
to teachers and educational institutions, as well
as long-range plans for implementing cultural

diversity.
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\ CROSS-REPRESENTATIVE

RECORDER: Peter Pennekamp,
Vice President for Cultural Programs,

National Public Radio. Washington, D.C.

RECOMMENDATIONS:

1. Assess curriculim materials to determine if
different, and a greater variety of, materials are
needed. The goal is to ensure that substantive
and usable mmaterials are avaitiable for use in pre-

service, primary, and secondary education.

2. Provide staft development to support use of

materials.

3. Scholkurs should be aware of the realities of the

classroom, Don't put down practicing teachers!

4. Inerease collaboration with social scienses wndd
all other knowledgeable people when appropriate.

and generally promote interdisciplinary teaching.

5. Encourage teachers wherever and whenever
possible to increase students” tolerance and
appreciation of diverse art. Teachers should be
encouraged to see diversity us enriching; lack of

diversity as boring.

6. Inchude artifacts and information from a broad
range of art worlds. Examples given include: car-
nivals, advertising. rock concerts, graftiti. design,
conttic books. architecture, titm and video.

murals, radio.
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7. Make more of a connection between the visual

and performing arts.

3. Develop a booklet of success stories on imple-

menting DBAE and diversity in the classroom,

Y. Training in critical visual skills about mass

media should be included as part of the art canon.

10. Determine ways to better use the capahilities
of living resources, e.g.. artists-in-residence, in
classrooms for substantive, multicultural, educa-

tional value.

1'1. Teachers should be encouraged to use the
materials creatively, as well as to be responsible to

faets and raditions. (Fred Wilson inspired).

ISSUES UNRESOLVED:

I. There is art that can’t be taught without raising
soctal, psychological, or political problems: Eliot,
Pound, Guston, Gova. Does "nasty™ art belong in

the precollege classroom:

2. Where does cultural “authoritv” reside* Who
can and should speak for comununities and
truditions not now represented, or poorly

represented?

3. The inclusion of a full range of American cul-
tures mtust be covered in K12, not in any given

Vear.
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\ CLOSING STATEMENT

D Imme e moeacwme Loap o3

THANDIWEE MICHAEL KENDALL
Program Ofticer
Getty Center for Education in the Arts

Santa Monica, CA

Th;mdiwee Michael Kendall began her presen-
tation by thanking the participants, the Getty
Trustand its staft, Pacific Visions, and the other
technical and support personnel who con-
tributed to the Third Issues Seminar. She noted
that her own decision to pursue a career in edun-
cation was reintorced and encapsubatectin the
statement, "1 vou choose to be ineducation, von
choose to serve.” Kendall believed that service, in
this context, mieant service “to students, o com-
munities, to parents, aud most of all, o vourselt.
in making a better world.”

Kendall camie to Getty with “no expectations
... thatis. in part, what serviee means.” This does
not imply, however, that one is not disappointed
at times; it implies that oue is as attached to the
process that contributes to the outcome as one is
to the actial outeowe. Like nuny of the partici-
pants, Rendall has lived and worked in a variety
of counumities, including sowe of the worst
ghettosin the naton, "both the impoverished
and the very affluent ones.”™ She has also known
and participated instrong feminist traditions,
womauly teaditions of the Mfricim-American com-

munity, as well as eftorts tor gay and leshian

rights. Her experience includes involvement with
many people who have realized their own poten-
tial to aftect change and who understand the
power of solidarity.

To illustrate the true meaning of solidarity.
Kendall cited a story related by Frank Judd. who
left Oxfam to join the House of Lords. Judd
recalled meeting the Bishop of San Cristobal who
had worked extensively with Mexican Indians

and Guatemalan refugees. The Bishop asked

Judd if Oxfaan really had a relationship of equal-

itv with the people it serves. Solidarity, the Bishop
cxplained. is a process of identification ai the
level of the individual, gronp, and contmunity.
Solidarity, he observed. is "the modern ineaning
of charit.”

True solidarity is a process of entabling peo-
ple to achieve their own goals and to discover
and use their own talents, creativity, and powers
ot reason. As the movement for culturat diversity
grows. itis important to keep this pointin mind
and to ask the question "Are we in solidaritv with
the contmunities we sav we servez” To be able to
answer this question in the affirmative involves
“experiencing life with the peaple. going into
their schools, walking their streets and communi-
ties even where you may not be comfartable.”

Cultural diversity is not a new issue, Kendall
noted, butit has gained attention in recent vears.

This increased attention is due to changing
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patterns of international migration and recent
political and social transformations, inclnding
those Kendall witnessed firsthand in South Africa
on the eve of the March 1992 referendum vote.
Cultural diversity is a matter of human rights. In
fact, the 1978 International Covenant of Human
Rights states explicitly that evervone has aright to
participate in the cuttmral lite of the community.
Cultnral diversity is also a question ot gay rights
and rights tor racial groups: "Homophobia, sex-
isi, ageisin, ableism and disableism are all issues
that must be more extensivelv addressed.”

It is not the task of the Third Issues Seminar
to cover all of these issues, Kendall continued,
but to serve as a catalvst for the participants, so
that they can better address these problems in
their own classrooms and communities. This mis-
sion has led the Getty Center to call attention to
the need tor new curricubi, imaterials, and images
in the clussroom, and to question the entire
notion of “values™ and how thevare articulated
and commumicated. Teachers, Kendall added,
have too long wrestled alone with all of these
issues in very immediate ways,

While many of those present were in Ari-
sona for the 1992 NAEA conference, Kendall
recalled. riots erupted in Los Angeles tollowing
the Rodney King verdict. lronically, Rendall
tound herselt tleeing from her apartinent on the

edge of Roreatown with a greater fear than she

118 THANDIWEE MICHAEL KENDALL

had ever experienced in Sonth Africa: "Here ina
conntry where we say we are comnitted to the
notions of equity and access . .. people are dving
for chumge.” Rodney Ring's plea "Can’t we all get
along?” went to the heart of the outcomes we
seek from multcultural education. Kendall was
convinced that a genuine commitment to social
activism implies a matching commitment to
social reconciliation.

In the attermath of the riots, manv people
looked again at schools—their needs. their suc-
cesses, and their failures. One of the most inme-
diate wavs of changing attitudes is to change the
people who represent those attitudes. Unfor-
nately, the data suggest that the majority of new
teachers are White females who want to teach in
predominantly White suburban schools, while
the majority of students are children of color
from the inner city, To address this critical imbal-
ance we need a comprehensive program of
chamge ., including an aggressive action to recruit
new people into edncation at the undergraduate
and postgraduate level,

In essence, Kendall suggested. this entire
conference is about wedding ediucational pro-
grams to human rights. What teachers do in the
classroom has a tremendous impact on the lives
of their ¢ ~dents:itis critical that each person
confront her or his own biases, a process that can

be the beginning of ingjor changes. But as we
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“look into the mirror.” she proposed. it should be
with the true notion ot solidarity in mind and
with awillingness to explore what we all have in
common.

Kendall concluded by noting that change
takes place within. as well as outside of, institu-

tions. Teachers and administrators have as much

arole in changing art education as does the Getty
Center. She urged all of those present to call any
and altof the program officers at the Getty Cen-
ter and keep themn apprised of their needs and
progress: “We need vou working on the outside.
pushing to create change. as we push the walls

from the inside.”

THANDIWEE MICHAEL KENDALL 19

127




. 4 N - |

References
Resources

Participants

BEST COPY AVAILADBLE

1206



Pelrogiyph
Fremont cultir-, Colorado
Dare wnknown

i

[

(%)
I

RIC ,

Aruitoxt provided by Eric:



(%)

ERIC

Aruitoxt provided by Eric:

REFERENCES

Abel. .. ed. 1982, Wiiting and Sexual
Difference. Chicago: University of
Chicago Press.

Alexander. K. and M. D. Dav. 1991,
Discipline-based Art Eduration: 3 Cur-
riculiom Sampler Santa Monica, CA:
Getty Center tor Education in the
Arts.

Allport. G.W. 1958 The Nature of Prej-
audive. New York: Addison-Wesles.

AltLac’h P.Goand | Wang. 1989, For-
eum Stedents and International Stidy:
Bibliograpity ernzd Snalvss, 19841988,
Lanham. MD: University Press of
America.

American Association of Museums,
VOOL. Excellewee and Eguity: Fducation
and the Publc Drmension of Muserens
Washington. DC: American Associa-
tion of Mnsenms.

Associgtion of \re Museam Dieciorns,

1992, Defperent Vowes: A Soced, Caltural,

and Hstoncal Framecork for Change 1o

the Xmerccan \nt Museum. Washington,
DO Associanon of Art Mnsenm Dired-

TOUS,

Banks, J. TOO1 "\ cnrricalum tor

empowcrment inacnon and change,”

chodin Gl Slecter. edo Emproterrment
through Multicultural Educatron.
Atbanyv: SUNY Press.

Baptiste. HL P 1979, Mudticultwral
Fducatiou: 3 Synopsis. Lanham, MDY
Universis Press of \imerica.

Baptiste, H. Poand M. L. Baptiste.
1970, Developing the Multicultural
Process in Clasvroom Instruction: Compe-
tencies for Teachers. Lanham, MD:
L'niversity Press of America.

Barrett. T. and S. Rab. 19460, “Twelve
high school stndents. a teacher. a
professor. and Robert Mapple-
thorpe’s photographs: Exploring
cultural difference throngh contro-
versial art.” fournad of Multicul wral
and Cross-caltural Research in art
Fducation 8 (11 4-17.

Bennett, Co L1990, Comprehensive Mul-
tienltural Edueation: Theory and Pructice.
Boston: Aflvn and Bacon.

Berger., | 1972, Wavy of Seeing. New
York: Penguin Books:

Badinger-DeUriate, Coand AR, San-
cho. 1992 Hate Crime: Simurcebook for
Schools. Philadelphia: Research for
Better Schools,

Blandsy. D.and € Congdon, eds.
1987, Art i e Democraey. New York:
Teachers College Press.

Cluk, Goand E. Zimmenwvan, 1987,
Hewowrees for Lducating Antistically Tal-
ented Mudents. Ssracise, NY: Svracuse
University Press.

Clark. G M. D Das.and WL DL Greer,
1087, “Discipline-based Art Educa-
tion: Becoming Stndens ot Art.” pp.
129-193 in R. A, Smith (ed.) Diser-
Pline-based Art Education: Origins,
Meaning. and Development. Chicago:
University of Hlinois Press.

150

Clark. T, J. 1973a. The Alnolute -
geois. Greenwich, CT: New York
Graphic Society.

NOT3b. Dnage of the Peaple.
Greenwich, CT: New York Graphic
Society.

1974, "The conditions ol artiv-

tic creation.” Times Literary Supiplement
(May 24): 551-562.

Colangelo. N D, Dustin, and . Fox-
lev., 1985, Multicnltural Nonsesast Fluea-
tion: A Flhuman Relations Approach. 2nd
ed. Dubuque. LA: kendall “Thunt.

Collins, HU T 1991 Globed Primer: Skills
for a Changing Warld. Denver. CO: Uni-
versity of Denver Press,

Corvin, L. ed. (in press). Fred Wilson's
“Mining the Musewm™: Intervogating the
Institution. New tork: New Press,

Danto. A, C. 1990, Encountery and
Replections: Art in the Historical Present.
New York: Farrar. Straus & Girounx,

Derman-Sparks, L. 19849, Anti-Bias
Curriculunm: Tools for Empowering Clul-
dren. Washington. DC: National
Association for the Education of
Young Children.

Dissanavake, E. 1988, What Is Art For?
Seattle: University of Washington
Press.

1992 [lomo apstheticus: Where
Art Comes From and Why. New York:
Free Press.

REFERENCES 123




(%)

ERIC

Aruitoxt provided by Eric:

Dabbs, SONML TUSY, “Discipline-based
At Education: Some quiestions and
areswers.” NASSE Buelletin 73 (M :
T-i13.

— 1092, The DBAE Handhook:
AuOvercren of Diseipline-hased Art Edu-
catron. Santa Monica, CA: Getns Cen-
ter tor Education in the Ares.

Dumenco, SO 1092y "Lost and
tound: Artist Fred Wilson pulls apait
Manland's hidden pase.™ City Paper
(Mo =7 912,

Faton, N M. LOS3, At and Nou-\it;
Reflectinas on a Orange Crate and o
Moosecall. Cranbun, NJ: Faitleigh-
Dickenson Universits Press,

—— . FO8S. Basic Ieues inn Aesthe ties,
Belmont, CA: Wadsworth Publishing
Con

C1URD, Aesthetios ard the Good
[ ife Cranbun o NJ: Fairleigh-Dicken-
son Universite Press,

Frecman, ROFed, TOSG, Promsong
Practices in Glebal Fdueation: A Hand-
Fook with Case Stucies. New Yor ks
National Coundil on Foretgn [an-

giage and nternationat Studies,

Gates L DL Jro ed. TUS6. "Rae, " Wt
g and Difference. Chicago: Universin
ot Chicago Press,

Gomes-Pena, Go 1901, "On national-

isev” ez o Ameyiea 1 Seprember:
126127, 160,

124 REFERENCES

Gorant, Co A and CLEL Sleeter. TOSH,
After the School Bell Rings. Philadelphia:
Falimer Press.

192 Reseanvehr and Multicud-
tval Edvcation: From the Margins to the
Mansgream. Philadelphia: Faliner

Pross.

Hemmandes, L VOSO Malticwdtnoal
Fducaivon: X Teacher's Gude to Cotent
and Proces, New York: Macmillan.

Flurwitzo A and N Das 1991 Choledren
and theo vt Methods for the L lementan
Sehool. dth ed, New York; Harcoun
Brace Jovanovich,

Joint Center tor Political Stadies,

YOS Visiens of a Better Wen: X Black
Appraisal of Public Schooling, Washing-
ton. DC: Joint Center tor Political
Studies Presss.

halin, Dand D, Neumaier, eds, TORS,
Cnltares in Contention. Seartle, WA
Real Comet Press.,

Rarp. L COM Kreamer amd S,
Lavine, eds, 19920 Musewms and Com-
murnties: Debating Publie Cualtie, Wash-
ington. DC: Smithsonian Institntion

Press.

Karp. Loand 8. D Lavine, eds. 1990,
Fxhitting Coaltires: Vhe Poetios aned Poly
tiexaf Musewn Displiny. Washington, DC:
Stithsontan Institution Press.

Kerve B ACTOSS. Smart Gurhs, Gifted

Women. Davton: Ohio Psweholog

Press,

134

Keavse, VYOS Multicultaral Mathe-
metios Matevial. Reston, VA National
Coundil of Mathematics Teachers.

Lamier. Vo 1969 “The teaching of art
associal revolution.™ Phi Dedta Kappuan
20 (6 314=-319.

Lippard. L. 1983, Overay: Contem po-
ran otand the At of Prehistory, New
Yor k: Pantheon Books.

——— 1990, Moxed Blessings: New Art
sa Multicultural Nnerica. New York:
Pantheon Books,

Tanch ) 199G Muttinltural Cumicu-
nm. L ondon: Tratalger Square,

Mason, ROVORKR vt Bdwcation and
Muttientturalivm. London: Croom

Tehn,

Mckee. | K (70 Preparation for
U2nd edition). Belont, CA:
Wadsworth,

CTOSS, "Calourad dimensions in
the teaching ot e in FoM, Farley
and RoW Neperad eds. Phe Founda-
tions of Xesthetres, Nt and Aot Fdnea-
fro New Yor ke Praeger.

e and R Degare, (197700t Cul-
fine. and Fuvnonment Behmont, CA:
Wadsworth,

Messenger, ML ed 198O The Ethies
of Coltecting Cultial Properts: Whaose
Culturr? Whose Property 2 Xlbuquer-
que: Universine ot New Mexico Press,




(%)

ERIC

Aruitoxt provided by Eric:

Modgl, S Gl Venma M Kanka, and
C.oModyil. eds, 1a8o. Malurultral
Feucation: Phe literminable Dehate,
Philadelphia, PA: ndor & Franeis.

National Conunission on Exceellence
i Education, 1983, 1 Nanon al Risk:
Phe hmperatice fo tducational Reform.

Washington, DC: Government Print-
ing Otfice.

Nochim. L. 1971, "Why have thaere
been no great women aetists:” pp.
120=-310in V. Gornich and B, Moran,
cds, Women on Seast Socrety: Stiudies o
Poieer and Poweerlessiess, New York:

Basic Books,

Orticld. G, 1992, Twning Badk the
Clock: The Reagan-Bush Retieat from
Civl Rights i Higher Fdncation.
Fanham, MD: Universio Pressof
America.

Presiosi. D98 Rethinking Art His-
tony: Meditations o a Coy Scienee, New

Haven, CT:Yale Universin Press,

Price S, 1989, Primative it in Civilized
LPluces. Chicago: University of Chicago

P'ress.

Roseit, Roand Co Brawer, cds, 1849,
Making Their Mark: Women Artists Meove
tnto the Marustream, 1970-85. New
York: Abbevitle Press,

Siins, W amd B Bass de Martines,
TOS T, Perspectives in Mubticubtaral Fdu-
cation. Lanham, MD: University Press
of Anterica.

Sinenson. R, and S Walker, TOSS, The

Coravaweolf Apunal Frve: Multicultural 1t
cracy. St Panl, MN: Gravwolf Press,

Stecrer Gl Faedl VL, Empowerment
Fhyovegh Mudtiondonsal Felneation.
Alban: SUNY Proess,

Slecter. CFoaned €N Grant, TOSS,
Makine Chowes for Multecultayed Fdnea
lion: Seme Apfnoaches to Reace, Class, and
Gender. Columbuos, OB Chatles |
Morrill

132

Steele, SCV99G The Content of Owr
Clunacter: A Newe Vo of Bace in \mer-
1o, New York: St Marnin's Pross,

Storr, RYOOY. Devel on the Stan: 1 ook-
ing Back on the Faghties. Philadelphio:
Institnte of Conremporary Are, Uni-
versity of Pennsylvania,

Ticdt. P. L. and L M. Tiedt, 19849,
Multicultural Teaching: A Handhool: of
Activities, Information. and Resoniees,
3rd ed. Boston: Allvn & Bacon.

Torgovnick, M. 1990, Gone Primitive,
Chicago. IL: University of Chicago

Press.
Young. B. 1990, Art. Cudture. and Fith-

nicity. Restonr, VA National Avt Ednea-

tion Association.

REFERENCES 125




(%)

ERIC

Aruitoxt provided by Eric:

’ RESOURCES

The tollosing books, games. videotapes, and other mate -
Hals were available in the resource room at DBAL and Cuel-
tired Diverity, The listis not meant to be comprehensive
and inclusion does not inply endorsement by the Getts
Center tor Education in the Avts,

CHILDREN’S BOOKS AND GAMES

Alaro. Oxfuin,

Through matching and observation, children can get to
know aspecific form oFartistic expression in thisactivie
pack based on traditional textile production in Nigevia,

The Apaches and Navajos. Crizmac.
This cuss-to-read pictire book is used o introduce k-4
students to these Native American Calures,

Artery. Crizinac.

This att game is designed to deselop studens” skills ot
description, amalisis,and interpretation: to identify
subjectmatter: and to recognize properties of artworks.
Inclndes 34 328" artrepradictions of western and non-
western images, Pluing cards are in English and Spanish.

Bellerophon Coloring Books:
Ancient China

The Ancient Near Fast
Ancient Atnea

Ancient Egppt

Ancienm Tlawaii

Andient India

Ancient Treland

Great Indians of California
Incas. \ztees and Mavis

Japan

Queen Netertiti
1 he Story ot AMricaand Her Flags o Color

Board Games from Around the World. Oxtan.

L hiee dittevent board games are induded inthis pack
tor middle clementan students.
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Civil War Heroines. Bellerophon Books.,
These daring women and their heroic stories are pre-
sented.

Cowgirls. Belerophon Bookas.

Shows working ranch women. movie queens, rodeo stars,
and Wild Horse Annie, who worked 1o save wild mus-
tangs.

Georgia O’Keeffe. (xvizmuc.
Eight pages of full-color reproductions are included in
the casy-to-read biography of this American painter.

Great Indian Chiefs, Bellerophon Books.
Fitty stories of Indian chiefs ave told.

Great Women Paper Dolls. Bellerophon Books.
This paper doll book includes Joan of Arc. Susan B.
Anthonv. and Golda Meir.

Handbook of American Indian Games. Music for Little
People.

More than 150 games are iniroduced in this book. The
anthors explain the games” origins, how thev were
plaved. and the role games plaved in tribal life.

Infamous Women. Bellerophon Books.
Messalina, Agrippina, Lucrezia Borgia, and Empress Wa
are among those included in this paper doli book.

The Iroquois. Crizmuc.
A picture book for grades K-4.

Manomiya, Oxfam.

This game. designed tor ages Toand above, isbaseebon
Atrican case studies. Jtshows how anew deselopment
scheme undermined local wormnen's role as toad producers.

“Multicultural Celebrations.™ Maodern Curricubnm Press.
Created m conjunction with The Children™s Musenm,
Boston,

Dyara’s Cambodian New Year.
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Chiniese New Year's Pragon
Carnival

Fmani’s Gitt at Kwanva

Fet: The New Yean

Powwow

Strawherns Thanksgiving

A First Passover

korean Children's Dan
Three Kings' Das

Fiesta!

~ Myths and Legends of the Haida, Indians of the

Northwest. Bellerophon Books,
Tales of Raven. Eagles, Bear Moiher. cte,

Myths and Legends of the Indians of the Southwest 1

and 1. Bellerophon Books.

Book rincludes Navijo, Pima, and Apache stories. Book
inclndes tales from the Hopio Adcoma, Tewa.and Zani
peoples.

Native Americans. \laddin Books.

Aset of six boaks about Natve Ametican children. The
teacher’s corichment guide provides ideas for o tivities
invarious subjectincas.

FHawk, I'm Your Byother

The Gitl Who Loved Harses

Buftalo Wonman

The Gitr of the Sacred Bag

When Clay Sings

Lhe Desert bs Yhens

The Seminoles. Crizna,
Thiscas tozead pronne boak tor giades k- b itiodinees
students to this Natne \tiertcan coltune,

Shoshoni. Crizinae
Fhas pueture ook canbe nsedasaesonrce tomuoduce
studrents to the Shoshone alonne,

The Sioas, Uiz
Fhis pictnne book s siggested for grades k- 1.
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Spiderwoman’s Dream. Crismac,
Indian leggends are interpreted in poetin and art.

The Story of Mexico. Bellerophon Books.
Mexican heroes and heroines and thein stovies are pre-
sented.

Tar Beach. (.town Publishers,
A picture hook, based o her story quiilt. by artist Faith
Ringgold.

Token Response. Crizmac.

This ame challenges students to ask questions and make
distinetions aboutart. Eight sets of paper okens, repro-
ducible activiey forms in English and Spanish. and
teacher’s gnide are included. For 3 1o 30 plavers, grades
R~adult.

Totem Poles. Bellerophon Books.
Parts that assembile a eeiling-high totem pole are in 1his
hook,

Women Composers. Bellevophon Books,
Stoties of well-known and obscure women front the mid-
dle agesto today,

The Young Reader. Boston Globe. Vohime vie No, 2,
Spring 1992,

This issuie of The Youny Reader gives the ttles and
abstracts of the Boston Globe's Top 235 books in multienl-
tiral reading tor children.

CURRICULAR MATERIALS

Accepting Diversity: A Multicultural Art Approach.

Bas bara Fehrs-Rampolla,

Fhis guice from Holmedale High Schoot in New Jerses
otters educators a curricuhum for developing their stu-
dems” self-esteem and increasing their nnderstanding of
amultcultal socien . Throngh art. high school stu-
dents are introdneed to the similarities that existamong
diverse enltares,
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Access: Information on Global, International, and For-
eign Language Education. Americin Forum for Global
Iducation.

This newsletter, whicl is produced eight times avear,
cantains artidles, resounree intonmation, cmploviment
opportunities and progran announcements about issues
relaing to mnlticolunal education.

African-American History: Heroism, Struggle. and Hope.
Societs for Visnal Education.

A anricnlomn that documents the contribations ol
Atrica-Americans to the growth of the United Siates.
Inclndes andio tapes, blmstrips, and eacher's guide.

America’s Civil Rights Movement. 1 caching Tolerance.
Avideo, publication and lesson plans nsing creative and
aitical thinking are meluded in this teaching package,

Ancient Civilizations. Zephv
his packet allows studens in grades k=8 to navel back
in time to ancient Middle Pastern anvilizations,

Anti-Racism and Art in Britaln and South Africa. Osfam.
Ateaching progyaa bor secondany teaching that includes
aposter, five slides,aset ol photos and backgronnd notes.,

Architexture: A Shetter Word, Zeplint,
Asowrce gnide tor self-ditected stady of the archntecture
of various world cultnnes,

Art Against Apartheid. Oxtain.

This pack enables teachers to examine issnes relating to
apartheid and vacism in Sowth Alica and the United
Ringdom thnaugh an active learning and art-based
approach. Poster ind set of photos inelnded.

Art from Many Hands: Multicultural Art Projects.
Zeplnr.

Step-bysstep instructions for thirn-seven art projectsane
included in this handbook tor grades 3 and up.
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Asian American Books. Japanese American Cuarrienlum
Project.

A catalogue of vlementinny, secondany . and reference
books available from the JACE, whose mission is to
develop and disseminate Asian American educational
materials,

Aspects of Africa: Questioning Our Perceptions. Oxfim.
Tweniv color stides are presented to help challenge the
image of Africa and Africans.

Behind the Scenes. Oxfam.
This inservice pack with photos and activities examines
issues of justice and equalding within priman schouls,

Bevond Blue Mountains: A Traveling Collection of Con-
temporary Native American Artworks. Washington State
Arts Comniission,

Thisworkbook enconrages eritical thinking and the
analwis of ideas throngh the examination of the artot a
variew of cultures in contemporary United States,

Beyond the Frame: Young People and Photography.
Oxfam.

Photos help form the wav we see the world: this magazine
looks at the wav thevare used and includes activi sug-
gestions,

Bilingual Education Handbook: Designing Instruction
for LEP Students. California Department of Education.
This guidebook is meant as an aid and model bilingnat
program lor teachers working directly widh kingage-
minotitv students,

California Perspectives. California Tomaerow.
Ananthology ol readings abont colture and curricula
trom the California Tomorrow Education tor a Diverse
Saciets project.

The Columbus Encounter: A Multiculiural View. Zcphi:.
Takes amulticulureal look at Colmmbis's vovages to the
Americas, Selt-directed studs uniis for grades k=3 and
1-8.
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Committed to Print: Social and Political Thewmes in
Recent American Printed Art, Sandah,

These 8R5lides are based on the exhithition held at the
Muserum of Madern Art, New York, i TO8K,

Comparing Cultares. Zepling
By e atng, soctal sindies and Limghage arts, these |

inits ise letters, and petsoal accams to explore othe
cuitires, Spral-bonmd, prades 1=

Cultiral Contlicts: Case Studies in a World of Change.
Zephy

Lhis ook presents asertes ob culnal change situations
arannd the wodld. Grades 5 - 12,

Cuttural Journey: Fighty-Four Arcand Sacial Stndies
Activities Avound the Workd, Zephing

s sofchonnd book mitrodve es the stnds af cabanal
anthirapalogy mieuratimg souc e geography and aete,
Cottthes 7 12

Creactivity, Ontam
Phas e tdludes e saorkshiops tor voud groups on
learting ahoutother culire s penpic s tights, natueal

cinitomsnent, power atid oppressiont, and cotperation

The Decade Shaw: Framewark af Ldentity in the 1980s.
Sattdak.

These slides ave fron the New Musennt of Contemporary
Iispanic M the New Museunt of Contemporans Art.
and the Studio Muscum ol Harlem,

Part iz Visnal Art—106 slides,

Part e Video and Performanoe \ivt— e shdes,

Economics for Change: Understanding Economic
Inequality from Different Viewpoints. Oxtam.

This nnitis part ot a awvicnhun projectabout economies
and development edncation that helpssoan people
increase their nnderstanding o eccononrie arginment and
the cconomic division of inequality, Foruse In student
Livearsoldand np,

Embracing Diversity: Teachers’ Voices from California’s
Classrooms. Califoinia Fomariow.

Repotts the vesules of a project that docimenied the
necdsand eaperiences of toreign-born children in Cali-
formia schools, and o esinnine the challenges immniigia-

ton poses to the |)l|hli( s hoal sesient.

End of the lanocence, \nti-Delanation Leagne of Boai
Bruith,

A connse study of the Flolocanst that uses the dian of
Mne Frank asacentral focus,

Ethnic Perspectives Series. REANCH Center,

Fhissetol four books presents S histon from diverse
cthnic pomtsofview. The set indudes the following
ttles:

he Asian Amnerican Experience

A Mncan Ameticin Perspecive

An Ametican Indian Pesspecinve

A Hispanic Latinog Perspedtive

Everything Is Samewhere: The Geography Quiz Boak.
Zephaa,

Thissetions vet huti ons look atgeopsaphy contains 3¢
quizzes on countries. cimate. tood and health, Grades
and up.

Exploring the Third World: Development in Africa. Asia.
and Latin America. Micrican Fornm tor Global Education.
This aarricuhum unit foeuses on issues of development in
the Third World. Lessons focus on economy. environ-
ment, and population. For grades 712 to adult,

Festivals of Light. U.S. Committee lor UNICEE

A mdtimedia N designed o intraduce audiences 1o sin-
ilarities and differences in the winsfestivals of lightm e
celebrated aronnd the world and to stimalate interest in
the lives and cultires of the people portraved.
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Folktales: Teaching Reading through Visualization and

Drawing. Zephar

Promotes reading and comprehension throngh the pres
sentation of mubticultural stories aned drawing activities.

Fun with Hieroglyphics. Zeplnr.,

Sctof twent-onr stanps representing the soundsin the
huerogh phics alphabet, anink padand explanaton
booklet are included in this kit.

Get the Picture. (Oxfaun,

Lhis teachier's handbook exploresideas aboutvisual lirer-
acy i the primary classroonr. Included are strategies tor
unestigating the “truth™ of photographs in their represen-

tation ot reahty, and isstiies of gender and race are raised.

Getting on with Others. Oxfam.

Anactity pack tor 6=9vear-olds offers 16 sessions on
group work and cooperation. This pack contains photos
aud world map.

Global Art Slide Set. Sandak.
This slide setis organized by cubture and includes Africa,
Middle East. India. China, Japan. and Latin America.

Global Conrnections Report. Oxfam.
This is a review of secondary school links between Britain
and countries in developing nations.

Global Primer. Center tor Teaching International Rela-
Hons,

Crades K-8, This book otters anvarien of skills-oriented
learing activities designed for the multidisciplinary ele-
ments classroom. Comb-bound, with reproducible stu-
deut handours,

Hidden Messages. Oxtam.

This book includes picnuves, stories.and prinied material
tor primany school children and suggests activities which
examines the question ot bias in anguage.
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Hispanic Fotk Songs of the Southwest. Co-nter tor Teach-
ing International Refations.

An overview of the Hispanic people of the Sonthwest. A
cassetie tape is included.

Images. Oxtam.

Photographs and activin cards examine the way 9-13
vear-olds see the workd, Phe activities address gender
roles, racism, wealth and poverts,

Images of Africa: The UK Report. Oxtam.

The UK reportis partofan international study of images
ot the 1984=85 famine in Ethiopia and other African
countries,

Immigration: ldentif: 'ng Propaganda Techniques.
Greenhaven Proess,

Suitable tor the elementary curviculum, this book raises
snch issues as the problems ot illegal immigration and
bilingual education.

In Search of Mutual Understanding: A Classroom
Approach to Japan. Center tor Teaching International
Relations.

Grades 7-12, Otters a variety of lessons, exercises and
activities designed to help teachers provide accurate
information about Japan. Focusses on major human
activities such as religion, language and education.

Interact: Learning through Involvement. lntcract.

These teaching packets presentseenarios in which st
dents ¢ ntrontissues of cnltural diversit through the
simulation of roles. Titles of simulations:

Amigos: a race through Latin America

Empathy: the experience of the phsically handicapped
Equalin: the struggle tor racial equality inca tvpical \aner-
1Can city

Gatewav: immigragon issnes m past and present.America
Herstorv: male and temale roles

Honor: coming of age in Native America betore the
horse

13¢
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Investigating Images: Working with Pictures ¢n an Inter-
national Theme. Oxtani.

Using the theme of bining and selling, the activines
develop skills ot visnabanalysis and ohservauon. fndudes
20 color slides and photographs.

The Jade Garden: Ancient to Modern China. Zcplu
Grades KX, This learning packet assists stndentsin the
study of Chin.

Kei Road Evictions. Oxfais,

This activity pack. based onareal indident, is designed 1o
promote understanding of the legal, ceconouic nd
social problems of rural workers in South Ahica.

Making a World of Difference: Creative Activities for
Global Learning. Center for Teaching Intermationat
Relations.

This handhook offers exercises tor strengthening a

globai perspective and emphasizes the arts,

Mexico as Seen by Her Children. Nutional Foundation
for the Insprosvement of Fdneation.

Aninstructonad kit of materials about childhood in
Mexico,

Model Curriculum for Human Rights and Genocide.
Catitarnia State Board of Iducation,
Servesasagnide for dasstoom teachers on the mchision of

staddios on human vights and genoade mthe cnricnbime,

Multicultural Art. Sanrdak
Phese 90 shides innoduce the atand cultin e ol man
non-European ailtires,

Multicultural Read-Aloud Kit. REACH Cener,
Flementary school bevel A guide to selen red maluenl
tural books complete with notatons to the weacher, dis
cission guestions, and fatlow-up activities for nse dinmg

storvime.

Myself and Gthers. American Forum tor Global Educa-
Hen,

Fhemes eeated in this resource indade mter conmnee -
nons between people, cooperation, and commumication.

Lawentvefive tesson plans for grades K-35,

Northwest Coast Basketry Models. kunsudame.

Fhiese baskervare of the Phingt, Kickitat, Claboam, and
Lillooer peaphe. These models e cmbossed, dic-ont,
antbreads tor assembih by chiddien or adutes, Madels
range bom 30" 0 b el and indude desciiptive essans,
Oae World. Oxfun

Hhus teportdescahes anationab residennab werkend fon
voung peaple held i 1986 Jealso oftersamodel tor oth-

ciswishung to organize simbas events

Patriotisim: Recognizing Stercotypes. Ciecnlunen Press,
Lhiee debates discuss the s af patiiotisig, Serco-

tpes are wdentbed

Picturing People: Challenging Stereotypes. OxLim.
Using the thewe obvounh, this umt looks ar the rote of
the mediain foimting siereotpes.

Profiles on Prejudice. Oxlam.
Ihis handbook inttoduces the issues underhving prejo-

dice and mehiudes simulation and vole-plis g exercises.

Project REACH Teacher Guide and Training Manual.
REACH Center,

Mubdle jrmuor high schooll Prosides fessons and activi-
ves to epare sindenis to live effectively and positivelv in
aculnnally dinerse world.

Project 10 Handbook: Addressing Lesbian and Gay
Issiies in Our Schoals. Project 10,
Aresowrce directon tor teachers, guidance counselors,

parents amd school-based adotescent care providers,
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Racism in America. Gieenbaven Press,
I his book s partof the Opposing Viewpomts series,
developed to help students become discriminating con-

stmiers of intormation.

REACH for Kids Seed Curriculum. RE \CH Center.
Grades R=6. Provides amodet tor mtegratimg the disor-
phines and mfusing lessons and activities with multicnl-
tral global perspectives,

Rebel Music. Oxtan,

Fhe music of Jamaicaand its inthuence in the United
Ringdom is presented in this magaine tor high school
stidenits,

Reflections on Women: Exploring Leadership through
the Study of Five Great Lives. Z¢plnr.

Catherine the Great, Queen Victoria, Indiva Gandhi.
Fleanor Roosevelt. and Golda Meirare included in this

unit. which contains task cards and discussion questions,

A Salute to Historic Black Women. National Women's
Histon Projecr.

T'his booklet recogmezes 24 Atrican-Vmerican wormnen
whowere pioncers in the struggle tor advancenment in
socien. Omne page biographies. ccossword puszle and

quizzes are also inchaded,

See Me, Share My World: Understan-Zing the Third
World Through Children’s Art. Zeplnr,

Children can learn about other children through the
drawings ot voungsters trom sic Third World countries.
Feaching guide, student aetivine pages, Fostidy prints,

and araming video,

Some Crafty Things to Do. Oxfum.
i hanedbook of things tor soung people to make aud

do mddudes redipes and games trom developing nations,
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Southwest Pueblo Pottery Models. kunsudame

[hese reads-to-assemble models wre ot San Hdelonso
Zia. Jemes and Acanma poteiy The poten s tepin
dnced in black, adobe an, andienacotnared oneand
stack, Phe models stand 4V il and ncinde descrpuse

NN,

SPARCplug. Social and Public A\t Resonnce Center.
This publication teatines pubhic it news oprvions and
reports,

Teacher, They Caliecd Mea
League of Bnai B,

! \no-Detanation

Reports the resilts ot astudy of prejadice among ele-
mentany students and sugeesis methods ot combatting

viriots tornes ot diserimination in the classroom,

Teaching About Conflict: Northern Ireland. Center tor
Feaching Intevnational Relations.,

Grades 6-12. Thisunit gives an overview of the past and
recent histony ot Northern hretand and demonsgrates the
sinubarities between this conthetand otherssuch as the

Isracli-\rab conftlict.

Teaching About Cultural Awareness. Center tor Teachi-
ing Intermational Relations,

This handbook looks at the diversits of ideas and cultures
in the context ol further developing Spanish-lianguage
skills FThandouts are witten i Spanish. Grades -4-12,

Teaching About Etbniic Heritage. Conter tor Leaching
Limernatonal Relations.

I his book s designed to ad students i himking teir eth-
o denting and hentage. Indudestibhiographies on
cthnre hentage and geneatogy.

Teaching Tolerance Magazine. | caching Tolerance.
Feadhng Loleranedis a biannual publication that atters
collection of ready-teruse ideas and strategies meall snlx

fecrareas,

134




Through African Eyes. Minctican Foram tor Global Eduo-
cation.

This textbook hielps students understand ather societies
throngh the eves ot other people, Readings cover tradi-
tonal. colouial, and modern-day Arica.

Through Asian Eyes. American Forum for Global Educa-
tion,

Materials exantine and seek o help students understand
Asian values, Textbook sevies inctude:

Throngh Indian Exes: The Living Tradition

Through Chinese Eves: Revolution and Transtormation

Through Japanese Fyes,

Through Middle Eastern Eves. \micrican Forum for
Global Edncation,

This textbook intoduces tundamental values or contlicts
which hine historical roots and e atfecting change in
the contemporany Middle Fast.

Using Contlict Creatively. Oxtanm.

This vouth magazine otfers ideas and activities for explor-
ing conflict and suggests wans of dealing with it consirue-
tivel.

Understanding You and Them: Tips for Teaching About
Ethnicity. FRIC Clearinghouse tor Social Stdies Social
Science Fducanon,

Presentsa comprehensive view of how ethnicits shonkd
he reated e the curvicufinm and the tpes ol resotrees

aud materidals available tor stidies of cultaral diversio,

Women in the Military: Current Controversies. Ciicen-
haven Press,

Ratses questions about the issue of women in the militns
and presents the opinions of awide spectrin ot experts

and Ly persans,

Zuni: Traditions in Clay. Crizniac.

This unitintroduces craditional techuiques b Name
American potters. Indludes a 22 2R reproduction ot g
Zuniwates jar, twelve slides, a stimars cand stadio and

langnage s activitios,

MATERIALS FROM MUSEUMS

African Art. Cleveland Musemn of At
Thisslide packet contains twenty shides and a brief

deseription ot cach,

African Art. Minncapolis histitute of A,
Set of slides and wiitnen information abont the art hhom
several geographical arcas of AMrica,

Ancient Art of the American Woodland Indians.
Minncapolis Instinte of Arts,

A setof slides trom the Index of Mmerican Design at the
National Gallen of Artin Washington, D.CLthe slides
are accompattied byan cxplnaton pamplilet that

deseribes cach image.,

Approaches for Looking at Art. |. B. Speed it Musceun,
With a look bevond American and Eyropean artworhs,
the cultural context and art from three areas ot the would
are presented. Includes shides, guestion guoide ad

resource sheet,

Art and Life in Africa. Minuncapolis Institute of Aits,
Uses works ofart from the collection of the Minneapolis
Instituite ob Arts toimtrodine e sidents to the diversin of

art made by varntous western and central Mrican peoples,

The Arts of Japan. [.os Augles Connte Museun ot Art.
Hhss packetindudes 6slideswith deseriptions, an outline

o} classtoom disctission pointsand activities,

Asian Art for Young People: Curriculum Guide, K-12.
Astan Mt Minseam of San Francisco,

Ihis cuncula guide ot references, stones and acnvities
was developed to accompany aseries of 7.art posters trom
the Musei,

Caribbean Festival Arts, Minncapolis Institnte of Nrts,
Lo nises on three festival tadinonstronm the West Indies.
Ihe resowrce Ritis designed to assist eachers i explor-
g the Cantbbean community with stndents,
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The Child: Concepts of Self. J. B. Speed it Museum,
Fhis kit focisses onaspec s of the development of acchitd's
self-concept by using selectedarnvorks. Includes slides.
question guide and resonree sheet.

Chinese Art. Cleveland Musceuni of At
Iwenn stides and a brief guide of Chinese art ave pre-
setited.

Chinese Art Treasures. Cleveland Musceum of Art.
Mostot the art presented in the 20 slides in this packet
curiched the tombs constructed for the aristocriaey priot
to the cighth centiny, A seriptis included.

Chinese Ceramics. Muscuim of Fine Arts. Boston.
Ihis slide setis avaitable in aset ol 20 or 10,

The Chinese Past: 6,000 Years of Art and Culture.
Miuncapolis Tnstitute of \ris.

Colarslide program provides inforntation about the
works of'art from “The Fxhibition ot Archacological
Finds of the People’s Republic of China™ held at the
National Gallerv ot Art, Washingion, D.C.

A Cleveland Bestiary. Cleveland Musermnol it
Animals hon medicval Furope and o varien ot colinies
and historical periods are depicted in these 20 slides,

Includes suggestions for studeut acuvities,

“Degenerate Art™: The Fate of the Avant-Garde in Nazi
Germany. Los Angeles Connn Muscernun of it

This packetis based on the exhibition that partially
recreated the exhibivon staged by the Nazis in 1937 10
ridicule modern art, Six slides with descriptions, infor-
muttion and suggestions for classroom discussion are
included,

Fgyptian Art. Cleseland Musevm ot Art,

At oduction (o the art of Egvpt, abookler, 2008lides
and activins sheets are indnded in this packet.
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The Far North: 2,000 Years of American Eskimo and
Indian Art. Minnmcapolis Iistinute of Arts,

Based onan exhibition held atthe National Gallens ot
Art, Washington, D.CLL that brought together works of art
produced by the native peoples ot Alaska. Provides infor-
mation about the art objeets and fosters an awareness of’
indigenous cultures,

The Floating World: Japanese Paintings and Prints.
Clevelaud Museum of Art.

This packet contains 20 shides with an explanation and
introduction to Japancese art,

Folk Arts of the Spanish Southwest. Minncapolis Insti-
tute of \rts.

Asetot shides trom the Index of Ninerican Desigineat the
National Gallew of Avtin Washington, D.CLthe slides
are accompanicd by an explanators pamiphlet that
deseribes cach inuige.

From Victory to Freedom: The African American
Experience. National Atro-Amncerican Musenne and Cual-
tral Center.

[haninates the vole that Mrican wericans have plned
i the tormation of the national identity ot the United
States.

Han Tomb Tiles. Musciom of Fine Arts, Boston.
Twehe slides are of alinteland pediment tronvactomb ot
the Han period.

Henry Ossawa Tanner. Philadelphia Museam ol Are
This packet contains 10 shdes, sanptand activities, a
biograpln. map. time hne, and vdeo

Human Conflict. |. ). Speed it Museumn

The artworks i these shides shon ages associated with
varions bpes of contthet mcdidimng angy, plinsicat con-
trontations: problems cavised by poor commumication
skills, stragrgede with emotions and the taking of ditticnlt
pensonaldeasions Shides. queston gnide and resource
shect are indded
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[llustrations and lumination: Indi=n Miniature
Paintings. \siiun Art Muscum ol San Franeisco.

Lessons in conguest and art, tales and legends fron Asia
and the Pacilic, abibliogran® « and 20 slides are pre-

sented.

Indian and Southeast Asian Art. Los Angeles Counn
Museum of Art.

This pucketis intended to help childven bewveen the
ages of cightand wwelve learn about works of art on their
owin ltincludes an essay on Indian miniature painting
and 3 reproductions (10 X 147,

Indian Asia. Cleveland Muscun ol Art,
Twenty slides and an introdnction are presented.

The Islamic World and the Art of Persia. Asian Art
Muscrnn of San Francisco.

Twentyslides. deseription, and information are pre-
sented.

Japanese Art. Cleveland Museum Hf Are
Fhis st includes anintroduction to the art of Japan. 20
slides, and a curriculum connections list.

Korean Ceramics: Vessels of a Culture. Asian Art
Musenm of San Francisco.

Classtoom acavities, glossav . a bibliography, map, 20
shides, and intormation ave included.

Mathematics of Islamic Art. Minneapolis Institute of
Arts. 1978,

Set ot slides and written information that mav be adapred
tovatious grade levels,

The Middle East: Splendors Past and Present. Asian Art
Musenm of San Francisco.

Twenmyslides of artand their deseriptions. as well as 20
slickes of the political and phivsical geography ot the Mid-
dle Fosvare presented.

Multicuitural Bingo. Muscuin of Fine Arts, Boston.
Activiny focnssed kitwith instructions, supplies, objects,
hooks andd pictures.

Multicultural IHopscotch. Muscun of Frne Aits, Boston.
A game, avai'able for rental from e masenn, thal
addresses issties of cultnal diversity and it

The Mythic Impulse: Gods and Animals in Indian Art.
Asian Art Muscum of San Francisco,

This collection of twenty slides introduces some ot the
many forms of the deity worshipped in India. Stories ot
the gods are included.

Narrative Art of India and Southeast Asia. Asia Art
Muscum of San Francisco.

This packet introduces some of the wans inwhich the
people of India and Southcast Asia have vegarded and
worshipped their gods. Tweney slides and classroom
projects are included.

Nineteenth and Twentieth Century Japanese Batiks.
Musenm of Fine Arts, Boston,

Thirtv-nine slides are included in this set.

Out of the East Horizon. Scatte Art Muscun.

This teacher resonrce packet examines some of the arts
associated with vaditional Chinese scholarship. Includes
lessons, hundonts, sixteen slides. and a Chinese mnsic
cassette tape,

Persian Manuseripts from Mesopotamia. Muscum ot
Fine Arts, Boston.
This shde set contains 23 slides.

Plains Indian Painting. fosivn Art Museum.

This resource packetintrodnces stndents to Plains
Indian painting. Slides and explanatorv notes are
included.

The Powers of the Feminine: Sacred Images

of India and Southeast Asia. Asinn Art Museum ol

San Franciseo.

Fwents slia s and their desariptions, aosheet ot ssimbols
and thetr meanings, wiaps, and clasroom activities are in
this packet.

BEST COPY AVAILABLE
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Pre-Columbian Art. Cleveland Museum of Art.
Twent slides with an explanation on each are presented.

Pre-Columbian Art. Saint Louis Art Muscum.
A kitof twenn shdes from 18 cultires. a 22-niinute andio
cassette and a teacher s gnide.

Quest for Eternity: Chinese Ceramic Funerary
Sculptures. Los Angeles Countv Museum of Art.

Six slides with descriptions, alist of resonrces for currica-
Lar development in Chinese studies, and suggestions for
classroom activities are included in this packet.

The Romance of the Taj Mahal. Los Angeles County
Musevmof Art.

This packetcontains 6 slides with descriptions, a chronol-
ogv. classroorn activities and a [3-ininute video of ludia,

Saint Louis Art Museum Handbook of Lesson Plans 11.
Saint Lowis Art Museam.

This handbook contains 40 lessons that integrate the
Museum's art collection with arcas of the curriculnm.

Screens, Noh and Tea—]Japanese Style. Cleveland
Musenm of Airt.

This packetcontains 20 slides with explanation and a cur-
riculum connections sheet.

Shared Treasures: Gifts from Qur Ancestors. Scattle Art
Museun.

The resource unit presents the art and adoee of the
Northwest Coast Native communite. T essons, aiciities
and setof 20 sdides, and descriptive sariptare indhuded.

Small World. Saiut Lous Mt Museam

Part One, Childien in the Musenni, s a giade towoiks ol
At the Musenmn that show chialchien trom anonund the
world Pact Ewo, Nivmal Plunt locnses on global aretha
deprcts ammmals Facksecnon meludes caloy prints, actin-
nes atd imlonmanon packets
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Spain and Latin America: A Linked Tradition. Saint
[ouis At Museum,

This kit of 20 slides offersa hrief overview of Spanish art
and its connections with the art of Latin America. Teach-
ing suggestions are inchuded.

Spring Blossoms, Autumn Moon: japanese Art for the
Classroom. Scattle Art Museum.

This multidisciplinary unit is designed o show how
nature is recognized and honored throngh artin fapan-
ese culture, Twenty slides and i tape of Japanese stories,
vocabulary. poetry, and music are included.

Surrounded by Beauty: The Arts of Native America.
Minuneapolis Instinite of Arts.

Introduces students to a sampling of Native American art
at The Minneapolis Institute of the Arts. Each objectis
discnssed in terms of the cadtural context in which it was
created.

Tartars Traveling on Horseback. Museum of Fine Arts,
Boston.

AH 33 shides in this set are of one hand seroll of China
from the late tenth centmnry.

Ukiyo-e: Japanese Woodbleck Prints. Musenm of Fine
Arts, Boston,
This slide setincludes 32 shides.

Views of a Vanishing Frontier: Bodmer-Maximillian
Expedition 1832-34. Joslvn Art Musenm.

This Ontreach Trunk contains ohjects, slides. videotapes,
and other interpretive materials.

What If You Couldn’t? Children’s Museum. Boston.

A multimedia enrriculum kit that addresses issies of dis-
abilities. Includes activiey snggestions and supplies. mod-
els, artifacts and andiovisual materials. Available for rental.

Q 14-‘
ERIC ~ —

Aruitoxt provided by Eric:




(%)

ERIC

Aruitoxt provided by Eric:

MUSIC
Al tapes trom Music tor Little People,

African Songs and Rhythms for Children.

This tape emphasizes the close interretationship between
the mraditional African approach and Ortt Schulwerk
rhvthim movenzent.

Africa: The Machete Ensemble.
Performances of Afro-Cuban jazz and Afro-Latin tradi-
tions.

Beyond Boundaries.
Music from West Africa. the Middle East, Europe, Bravil,
Cuba. and California,

Earthbeat: Beyond Boundaries.
The music of a dozen cultures is explored in this rape.

Jazayer.

Middle Eastern clissical compositions tor conterplation,

Obo Addy.
A celebration of the musical traditions of Ghana. West
Africa.

Okropong: Traditional Music of Ghana.
Obo Addy, amaster demmmer of the Ga people, cele-
brates the muste of West Atrica,

POSTERS, PRINTS,
AND REPRODUCTIONS

Art First Nationas: Tradition and Innovation. \rt Inage, Inc.
Fach kit contains; teacher’s gnide and 20 laminated art
prnts. Tie program highlights the artistic innovations
and traditions in five geographical and cultural arvas,

144

Celebrate Black Women’s History. National Women's
History Project.

Nine African-American women, including Lena Horne,
Lorraine Hansherrv, and Harrict Tubnumn, are repre-
sensd on this poster.

Great Black Americans Posters Series | and 2.
Knowledge Unlimited.

Fach poster series teatures Black Americans. Accompan-
ing texton cach poster (17 x 227 describes the life and
achievements of the person teatured. Includes a
teacher’s guide.

Great American Women Poster Set. Knowledge
Unlimited.

This series of posters (17 X 227) highlights ten outstand-
g Anterican women and their achievements. features
original art and has accompanving text on each poster. A
booklet includes more biographical information, activi-
ties and a biography.

Hispanic Heritage Poster Series. Knawledge Unlinsited,
This poster set portrass some of the most prominent and
influential Hispanics throngh histon 1o the: present. The
text describes the life and achievements of the person
featured. and the teacher s guide has addimonal back-
ground infonmation and activities,

Images. Oxtun.

“\ photograph is usually looked at, seldom looked into.”
This quote by Ansel Adams is tsed i this black and white
poster.

Mask Prints. Crvstal Productions,

T'his portfolio of twelve prints (16 < 127) depicts a wide
variety of masks from andient to contemporans times,
and trom all regions of the world.

The Math of Africa. knowledge Unlimited.

Phis poster (23 % 357) features the Ashanti weights and
meastres, board games, and finger gestures representing
munbers,
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The Math of Japan. knowledge Unlimited.

Fhis 23 % 337 poster explains Japanese counting svstems.

Muiticultural Art Print Series. CGettv Center for Educa-
tion in the Arts, distribnted by Cnvstal Productions,

Two series of two sets of posters: MAAPS 1 African-\mieri-
can Arcand Pacitie Asian Are MAPS 1L American ndian
and Mexican-American Art

Muiticultural Art Series. Shorewood Fine Ares
Reproductions.

[magen trom Advican. Egvptian, Aimerican-lndian, Mexi-
can, Puerto-Rican, Chinese, ancient Persian, and ancient
European sourees.

Native American Reproductions. ¢ ri/niac.
This edition of 18 x 22" lithographs highlights the are-
works ot six societies. Fach reproduction bas aeacher’s

supplement to help present infonmanon, Grades 3-§2,

Salute to Historic Black Women. N.atonal Women's His-
ton Project.

This poster illusirates cighteen women ingluding Rannie
Helen Burronghs, Many Anm Shadd Cav, Marsy Fllen
Pleasant, Maggie Lena Wadker, and Harviet Ross Tub-
man.

Weaving the Stories of Our Lives. National Women's
Maject.

Poster developed to celebrare National Wonien's Histony
Week, Marclt 6=120 Fhe poster teanmes Lanra Someral,
baskennahker.

Whose World Is the World? Oxtam,

Asetot 12 posters torms the basis tot teaching about
vacisim within the contest of the world-wide developmeat
of Western economic power over the past 1060 vears,

*VYomen’s History Month. National Women's Histors
Project.

This miniposter antounces the congiessional tesolution
that designates the week of March 12th as "Waomen's His-
oy Weelk”
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VIDEOCASSETTES AND FILMSTR!PS

African American Art: Past and Present. Reading &
OReilly,

Fhis comprehensive survey of Atrican American st con-
sists of three 30-minnte VHS tapesand ghides,

Bridging the Culture Gap. Copeland Griggs Prodic nons
This video contrasts one's own unconscions culaal val-
ues with those of diverse world culturves and reveals the

importance of cross-cultural understanding., Hymintes,

Champions of Diversity. Copcland Grigges Prodinctions.,
Daocuments iow change oceurs within people: emphua-

sizes personal growth, changing demographicos and the
benetits ol diversitv, 30 mimttes.

Chinese Art and Architecture. \luion Press.

This program traces the neolithic design ot animal spinits
through present davart. Three programs on two videos,
or 3 filmsrips, casseties, teaching mannal and poster ore
included in this unit tor grades 4-49.

Communicating Across Cultures. Copelad Giiggs
Productions,

Shows how imisuindernstandings vesalt trom ditferent
stvles of commmnication and addiesses the discomfort
often Jelt by people when deabing with issnes of races and
ender, 3 minntes.

DBAFE Inetructional Videos, Great Phams Natonal Instrue-
honal Tetevision [

Phese videos were prodnced in conpinction with Praine
isions, ol of the sivreptonal BEAE programs fimded by
the oty Cevnten bon b ducation nathe v Phie titles are:
EFapanding A paoicm Vit Edicanon Modelsin DBAE
Disciphine based Aot Lducanon

Disciphine based s Fehicanon
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Gente del Sol. Criznnic.

Thisisaseries ot comprehensive awcanits that introduces
students to three Native cultires of the Americas, The art
torms teatured are: Mexican bark painting, Guatemalan
wewving, and Huicholsam paindng. The program
inchides 3 tilmsirips and 3 audiotapes or | VHS tape.as
welbas 3 teacher s guides. B reproducible Lingnage ars
hooklets and one poster-sized map.

The Gran Chichimeca: Casa Grandes and the People of
the Southwest. \liitai Press.

This program traces the Chichimecan’s carly nomadic
life and recent excavations, Filnsuip, cassette, nannal,
and wall poster are included tor grades and up,

Japanese Art and Architecture. \Lwion Press,
Five programs on three videos, a teaching iannal vl
posterarve included in this program tor grades 9-12,

The Life and Art of William H. Johnson. Reading &

O Reith,

The soctal history ot the time (1920619408 and John-
son’s cvolution asanc st e seaen together throngh
thense of histone photograplhi, pantings and musie ot
tie peniod. hncndes reacher s grude sudeo and portheha
of Rcoloricproductions of Johnsow' s work,

Magniticent Minoans, \Luion Press,

he Mhineans o € cete developed agreat Calizanon and
passed the s and sciences o the Fast to Finope,
Video o filmstap andbcassette, manual and poster ae
inchrded tor grades H-10,

Managing the Overseas Assignment. Copeland Griggs
Pvoductions,

Lhis video shows how cultiival misanderstandings can
aftect the raveler'sabihin inavariets of diverse cultires,
30 minutes.

Masks and Face Coverings. Ciistal Productions.

Fhis program porteass the many wass himan beings lave
sontght to alter. disguise. protect.adorn and innortalize
the L Included in the 8O examples are an Eskimo seal
ntsk, a Penvian nowmy mash, an Atrican helnret mask,

A Mintec mosaic work, an Apache deab mask and contem-
porart nrasks. Video o tilnstrip and teacher s piide we
inchuded.

Tribal Design. Crizmuc.

Presents tve major cultres that have made signilicant
contributions to the nniversal bods of it Fhese are:
Abiskan New Guinea, pre-Coltibian Mexico, Pacific
Northw est Coastoand Mrica, Fach ot the 5 units presents
the art of one caiture.

Voyager Interactive Media Catalogue. Vorvager,
Contains intormation about the Lserdise and computes
technology than addresses issnes of mtin avanen ot
culmres.

World Folk Art: A Multicultural Approach. (il
Productions,

Lhis program explores the meaning ot folk avtand how it
hus been passed down theong h history within difterent
cultmesotren tned by the thiead of common thienies
Available in 6 sound Gilmstips or 2videocasettes with
twacher s gmde.

ADDRESSES

Atropop Worldwide
Natiotd Public Radio
20U M Steet. N W
Washingron, DC 20036

Alation Press
PO, Box [882
Bouldey, CO RO

American Fornm tor Globat ilacaton
43 John Street, Suite 908
Nesy Yok, \NY [O014R

Amenicm bestutate lor Characten Fducaoon
Dimcnsien o hinkdimg, 8059 Fesoro, Suge 28
San Attoio, TN TRAHT
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Astan Art Museum of San Francisco
Golden Gate Park
San Franasco, CA 94118

Anti-Detamation League of B'na Brith
823 United Natons Plasa
New York, NY 10017

At Intage Publications
61 Midin Street, PLOL Box 568
Champlain, NY 12919

AT&T Language Line Senvices
1 Lower Ragsdale Drive. Bnilding 2
Monterey, CA 43940

Bellerophon Books
36 Anacapa Street
Santa Barbara, CA 93101

Boston Globe

The Young Reader

Public Relations Departtent
P.O. Box 2378

Boston, MA 02107-2378

California State Department of Education
P.O). Box 271
Sacramento, CA 938020271

California Tomorrow
Fort Mason Center, Building B
San Francisco, CA 94123

Center tor Teaching International Relations
University of Denver

2201 Sonth Gavlord

Denver. CO 80208

Chelsea Currienliim Praject

P.O. Box 3186
Yeadon, PA 190530
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Childien's Museum
300 Congress Sueet
Boston, MA 02210

Copeland Griggs Productions
302 23rd Avenne
San Francisco, CA 94121

Crizmac Art & Cultural Edacation Materials
3316 North Chapel
Tucson. AZ 853716

Crvstal Prodnctions
Box 2159
Glenview, 1160055

Dover Publications
31 East 2nd Street
Mineola, NY 11501

Barbara Fehrs-Rampotlla
Holmdale High School
Holmdale, NJ07733

Geny Center for Education in the Arts
401 Wilshire Boulevard, Suite Y50
Santa Moniea, CA 90401-1455

Global Village
2910 Wilshire Boulevard. Suite 262
Santa Monica, CA 90403

Great Plains National Instructional Television Library
P.O. Box 80664
Lincoln, NE 68501

Greenhaven Press
P.O. Box 280004
San Diego, CA 92198

luteract
Box 907-AHY2
Lakeside. CA 92040
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Japanese-American Carriculum Project

P.O. Box 1587
San Mateo, CA 4101

Joshvn Art Museum

2200 Dodge Stueet
Omaha, NE 68102

Knowledge tahinnted
Box 52

Maddison, WEH3701-0052

Kunstdame
FLEWest Denny Wan, Sinte U286
Seattle, WA UR1 19

Los Angeles Counts Museur of Art
54305 Wilshire Boulevand
Los Angeles, CAO0036

Minncapobs Institue of Arts
2100 Thivd MWenue Sauth
Minncapolis, MN H0 40

Modern Lalkmg Pictie Senviee
1 Pradental Plaza, Site 2020
140 Fast Randolph e
Chicago, 11 o060} -6292

Musevin of Fine \ats, Boston
15 Huntington \wvemie
Boston, MAO21{5

Munsic tor Little People
Box 1460
Redwin, CA 45560

National Afro- Mimerican Musenm and

Culiwral Center
P.O. Box 578
Wilbertoree, OH 45384

National Assodiation for the Education of Young Peaple
1834 Connecticut Avenue, N.W.
Washingon, D.C. 20009-3786

National Foundation tor the bnprovement of Education
1201 16th Street NJWLL Suite 628
Washington, D.C. 20036

National Muscum of Women in the Arvts
1250 New York Avenune, NW.
Washington. D.C, 20005-3920

National Women's Historny Project
7734 Bell Road
Windsor, CA95402-8518

Oxbm

274 Banbuny Road
Oxtord, ON2 7DZ
Eugland

Philadelphia Muscnm of Art
bivision ot Education

1.0, Box 7646

Philadelphia. PA 19101

Program tor Xirton Filin
98O Madison Mvenne
New York, Ny (oo

Moject 1o

Fantas High School
7850 Melrose \wennae
Los Angeles, CA 90046

REACH Center
2480 North Meleod
Arlington, WA 08223

Reading & O'Reills, Ine,
P.O. Box 302, 2 Kensett \venuae
Wilton, (7T 06897

143
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Saint Lowis Art Museum
Forest Park
Satat Lottis, MS G3110-1580

Sandak
70 Lincoltu Stieet
Boston, MNO2]1 11

Scattle Ayt Miuseum
Vohimteer Park
1100 Fast Prospect
Scatle. WA OS2

Shorewood Fine Art Repnoductions
27 Glen Road
Sandy Hook, CT 06482

Social and Public Art Resotneee Center

HR3 Venice Bivd
Vemee, CNOU2G] - 1897

Societ for Visaal Fducation

13D Diverss Parkwan
Clucago, 16061 1-1299
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Feaching Folerance
100 WasTington MWwenne
Montgomen, \b dolog

LS, Commttec for UNICLE
B Fast 38th Streer
New York, NY 10016

Vovager, Tu
1351 Pacilic Coast Fhghw.
Santa Monica, CA G0 HD]

Washington State A s Commission
At Public Places Progiam

tih and Columbia Building
Olvmpia, WA 98504

Zephnr Press

A6 N, Chapel Avenue
Fueson, AZ 83732-3448
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l PARTICIPANTS®

ADVISORY COMMITTEE

Clandime Ko Brown LD
Deputy Assistant Secretay Loy
Musetms

Smithsonian Institntion
Washington, D.C.

Judith Madden B

At Specialist
Pordand Public Schools
Portland. OR

Ame P E-Onumi
Curator of Educaion
Cincinnati Art Muscum
Cincinnati, OH

Thandiwee Michael kendall

Program Oflicer

Getty Center for Education i the s
Santa Monica, CA

Rehesca Orona

Fonrth-Grade Classtoom
Veacher Mentor, Viswal s
Washington Flementan School
Montehello, CA

Peter Penmekamp

Vice President fon Cultaral Progrinms
Natonal Poblic Radio

Washington, D.C.

Vastindhara Prabhn

Dirc ctor of Education
Museum of Contenmporany At
Laos Angeles, CA

* Aftiliations, tidescand registration

are accutate asof July 22, 1992,

M tin Rosenbery, PhD,
Assaciate Professor of At Histon
Lniversity ol Nebraska, Ormaha
Omaha, NE

Foid Zhmmenan, Phab,
Protessor ot At Education
hadiana University
Bloomington, IN

PRESENTERS

Judith Madden Bovnt

I, Coacme Chahiners
Protessor of St Fdacation
Uoniversios of Boosh € olimbia
Vancouver, BC Canada

Cathere M. Clak

Protessor o Nt Bdcanen
Schoolof Fdicaton
Inchana Unnveran
Bloomingion, IN

Fisa Connin

Assistant Dipectin

Muscum tor Contemporny s
Baltimore, MD

Vesta AL Daniel
Assocqate Protesson
Department of At
Ohio State Universing
Colinnbus, OH

Michael ) D

Chair & Professor ot it
Lharris Fine Avis Center
Brigham Young University
Provo, U171

Jean hetetsen

Tstivcun
cahnnbus High School
Columbus, NE

Filen I Dissanavake
IndependentScholar and Visting
Rescarch Fellow

Instinte loy Advanced Studies in the
Flmanities

Uniiversits of Edinbungh
Fdinburgh, Scotlind

Macia Muelder Faton

1" ofesson

Departnent ol Philosopln
U niversin of Nhnesota
Minneapolis, MN

\nne P FLEmanm

Cath v Cooun

1ol san

Departmentof Catnealinn &
hitiicnion

v ey of Wisconsim Madison
Machison, W

Cathorme Foetho
TSI

Foomo Flewmentins School
Shenman Uik, CA

Rachel Mason

Head, Cente od Postgr aduate
Fcacher Fducanon

L escester Polvtechng
Lercester, Faghod

Joue King M lee

rotessor Foreritus
Uniiversin of Ohegon
Fugene, OR
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Jams Norawm

Chaar, Art Educanon
University of the Aris

Philadelphia, PA
Peter Pennekamp

Altred J. Quuroy
Professor
Departmentot Art
University ot Arizona
Tucson, AZ

Bernice Johuson Reagon

Curator, Division of Communin Life

National Museum of American
History

Smithsonian Institution
Washington, DC

Martin Rosenberg

Christine E. Siecter

Associate Protessor, Departinent of
F.ducation

University of Wisconsin, Parkside
Renosha, WI

Judith Stein

Adjunct Curator
Pennsvhania Acadenn of the
Fine Arts

Philadelphia, PA

Robert Stort

Curator

Museum ot Modern Art
New York. NY

Frauces E. Thurber

Assistant Professor of Art Editcation
Departiment ot Art

Universitv of Nebraska

Omahi. NE
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Marianna Torgovnick

Protessor, Deparunent of English
Duke Universin

Durham. NC

Alan Wallach

Rulph H. Wark Professor of Fine Art
College of William & Mary
Williamsburg. VA

Robvn F. Wasson

Manager

Senvice Industries Studies Branch
Technical and Further Education,
Training, and Fioplovinent

South Brisbane, Quecnshand,
Australia

Brent Wilson

PProtessor

School of Visual Arts
Pennsvlvania State Untiversin
University Park. PA

Fred Wilson

Guest Curator

Museum tor Contemporary Arts
Baltimore, MD

Enid Zinunerman

PARTICIPANTS

Rav Alesander
At Fducatson Consaltanm
Los Altos, G\

Akbar Ali

Project Covrdinator

Smithsonian Integrated Curriculum
Development

New York. NY

Debra Barrett

Associiate Protessor of Art
Florida State University
Tallahassee, FI,

Terv Barren
Assoctate Professor
Ohio State Universit
Colnmbus, O

Nanes Bemny

Assistant Protessor ot Art
University ot North Fexas
Dallas. TX

Doug Blannds

Associate Professor of Art

Scheol of Avchitectnre & Allied Arts
University of Oregon

Eugene, OR

Sharon Blume
Depuns Director
American Muscum of
tite Moviug lmage
Astoria, NY

Candace Borland

Manager of Client Services
Getty Inforntation Resources
Santa Monica, CA

Many Ratherine Bowers
Instructor

Eugene School District 4]
Fugene, OR
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Sheila Brown

Art & Gifted Coordinator

Nebraska Department of Education
Lincoln, NE

Jola Burch

hisstracton

Bhvthe MDwennie Flementan Schoal
Clevetand Cins Sehool Distrct
Cleveland, IN

Ann ertam

Durecton of Aats Lducation
Yakima School District
Yakinug, WA

Susant Cahan

Fducation Carator

New Muscum of Contemporary Art
New York, NY

Rimberh Camp
Director

experimentat Gatten
Smithsonian Institntion
Washington, DC

Rellene Champlin

Coordinator of Mt FEdncation
Fitlton Counts Board of Edncation
Athnta, GA

Jacqueline Chanda

Associate Professor of At
Ohio State Universin
Colimbus, O11

Lolita Chandlen

Vice President & Divedrer of External
Attairs

Maonillan McGraw 1l

New York, NY

Faith Childs-Davis
Artinstructor

Scattle Pablic Schools
Seattle, WA

Daorte Christjansen
Associate Protessor of Art
Calitornia State Lniversity
Fullerton, CA

James M, Clarke

IPresident
Natiouad Ari Education Association
Houston, I'N

Faith Clover
Curriculim Spedialist
Portland Public Schools
Portland, OR

Carolyn Cochrane

Grant Coordinator
Engene School District 4
Eugene, OR

Kristin Congdon

Chair

Comnumits Arts Program
Universin of Central Florida
Orlando, FL.

Lila Crespin

Lectrer

California State Universing, Long
Beach

Corona Del Mar, CA

D, Jack Davis

Vice Provost

North Texas Iastitute lor FEducators in
Visual Arts

Unmiversity of North Texas

Denton, T

Rogena M. Deggze

Associate Professor of Arts &
Administration

School of Architecture & Allicd Arts
University of Oregon

Fugene, OR

Elizabeth Delacrus

Assistant Professor of Art Education
Universitv of fllinois, Urbana—
Champaign

Champaigu. 11,

Margaret DiBlasio

Head. Art Education Program
Universin of Minnesota

Saint Panl, MN

Sandy Dilger

Art Consultant

Florida Department of Education
Tallaliassee, F1.

Stephen Dobbs

President

Marin Communin Foundation
Larkspur, CA

Phillip C.. Duin

Associate Professor of Art
University of South Carolina
Bivthewood, SC

David Ebits
Head, Fducation & Academic Atlairs

J- Paul Gety Museum

Santa Monica, CA

Sandra M. Epps

Multicultural Arts Coordinator
Commumity School Disteict Five
New Yor ko NY
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Jill Finsten

Musewn Lectinen

I Panl Getty Museum
Santa Monic, CA

Lann Galbraith

Assistant Protessor of A Fdncation
Universinn of Avizona

Tucson, \Z » °

Carlos Galmdo

Instructor

Markham Flementan S -hool
Pordaund. OR

George Ceealiizan
Aswocate Protessor of bt Fducauon
Purdue Unnersin
West Talavette, IN

N ngima Gembiea
Getns ProjectCoordimaton
Manhattan Beach €\

Mac Vit Goadwin

I ducation \ssocate of A1t
South Carolima Department of
I ducatiom

Columbia, M

Sallv Hagaman

Chair & \ssodiate Professen
Departmeutob \rt & Design
Purdue Universinn

West Latavette IN

Flizabeth § Hartung
Associate Profesor of At
Calttornia State Universin
Loug Beach, CA
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Many Gy Holland

At Consulunt

Eugene School District 4]
Fugene. OR

Edith johnson

Project Managen

Fresno Connn Otffice ot Education
Fresno, CA

Phndlis Johnson

Direcun

Cental Valles Tostitate for Fducanion
in Visual s

Fresno, CA

Sherha Judge Tall

AVt Resomnce Teadlien

\it Deparunent
\nchorage School Disto
\nchosage, AR

Fletom haner

Protesson of Ve kbdncation
hutztown U nacesn
huistonen I\

Pand W Riavagng
Prostessor of \it
Calitorma Stue Unnensin
Nonthudge, €A

Beverls Fanh

Asaistant Cinaton of Edncation for
I ostams

C mcinman At Misenm
Cincinnat, Ol

Richatd Lalom

Cootdinator, Fducation Programns
Oregon Department ot Fducanon
Salewm, OR
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Anne Lindsen

Director

Southeast Institute for Educaton in
the Visual Arts

Universitv of Tennessee

Chattanooga. TN

Genevieve Liteck

Arts in Fducation Coordinator
ALskacArtsin Fducation Prograan
Anchorage. AK

Nanay MacGeregor

Directon

Ohio Pamership for the Visual Arts
Ohio Stite Universit

Cohuubus, OH

Ron Manook

Secondary it Teacher

Fanhanks North Star Borough School
Dustict

Alaska State Conncil on the Arts
Faurhanks. AR

Jitl Marken

nstrueton
Coluubus Public Schools
Columbus, OH

Kathrvn AL Martin

Dean, College of Fine & \pplicd \res
University of Hinois, Urbana—
Chamipaign

Champaign, 11,

Susan Maver

Senior Leaurer
Hundngton Vit Gallen
Universiny of Fexas
Austin, I'N
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R. Willtanm McCartes

Nonth Tesas Instinue for Edneatorsin
Visual Arts

Uniiversity of North Fexas

Deuton, I'X

Naney AL Donald

At fnsncin
Coardena High School
Caartlena, CA

Chansnne Mok nespy

Instiucton

Ihastunate tor Nsial s Fdacation
Sactamento, €\

Lom Mo Mullen

[RIYRURT

Minnesota DBAL Consotuum
Minneapolis, MN

Bert Menmnga

Asaistant Thiedtos

I elncation Writers \ssociation
Waslingron, DC

Ronald Moore

Mrecton, Conter tor the Fhomanities
\ssociate Protessor of Philosophs

U nsersing of Washingion

Seattle, WA

Carol Morgan

A ting Director, Department of
I ducation

Museunr of Modern Art

New York, NY

Flame Morgan

Instiuec o

Columbus Publie Schools
Columbus, NE

Sallv Myers
Assistant Professor
Ball State Universin
Departinent of At
Muancie, IN

Sandra Noble

Fine Arts Corviculum Specialist
Cleveland Public Schools
Cleveland, OH

Joan Peterson

Consnltant
Calitorma Departiment of Fiucation
Sacrmnento, €\

Bomie Piman

Depnts Direcror

Universitne Art Muscinn
University of Calitoria, Berkeley
Berkeles, €A

Mailvn Price-Rictiard
Assistant Professor
Departnent ob At
Ball State Universin
Muncie, IN

Sty Reid

Instractor

Eastern Hills Flementay School
Fort Worth, T'X

Nanes Revnolds

Project Coordinatnm

North Texas Institate tor Bdncaters m
Visual Arts

Universin of North Texas

Denton, TX

Wiade Richards
Miseum Educaton

J. Panl Gers Maoseam

Santa Momea, CA

Jeann € Rush

Protessor, Department ot \rt
{llinois Stare Universin
Normal. 11,

Robert Russell

Chair & Associate Professo
School of At

University of Cincinnati
Cincinnati, OH

Katherine Schiwaity
Adjnnct Facnln

Renai Peninsula College
U niversity of Alaska
Soldom, AR

Mautice Sevigne
Dean

Schoot of Fine \its
University o \izoha
1 ueson, N2

Pamela Shap

Nasociate Protessor
College of \rt & Design
San Jose State Universiny
San Jose, CA

Carolvnn Sherburn

At Instmceor

Burton Hill Elementin School
Fort Worth, TX

Ten Stevenson
lastincion

Dade Elementaon School
Chattaneoga, N

Maribhvn Gl Stewart
Assistant Provost
Kutztown Uinisersity
Kutztown, PA
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Kathy Suszuiki

Art lnstructor

Robbinsdale Public Schools
Minncapolis, MN

Mark Thistlethwate

Associate Protessor ot Art Historv
Texas Christian Universits

Fort Worth, I'X

Roger Tomhave

At Curricubum Spedcialist
Fairtax County Public Schools
Aninandale, VA

Chris Tonsmetre

Instnctor

kallearn TLakes Elementany School
Lallahassee, FILL

Robvn T'nrner
At Consnltant
Aisun. TS

Isabel White

Artinstructor

Many Farms Elementan School
Window Rock. AZ

Harold M. Willtuns
President

J. Paul Gerny Trnst

Santd Monica, CA

Ao Wilson
Instinctor

George Middle School
P'oitand, OR
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Jovee Wrighe

Director

Instimite tor Visual Arts Fducation
Sacramento County Otfice ot
Fducation

Sacramento, CA

Georgia Zweber

Senior Technical Trainer
Getry Information Resonrees
Santa Monica, CA

GETTY CENTER
DOCTORAL FELLOWS

Constance M. Bumgamer
Pennsvhania State Universin
State College. PA

Dian Dunnahoo
University of Georgia
Zebulon, GA

Angie Galipault
Ohio State University
Colambus, OH

Sharon Grav
Brigham Young Universit
Orem. UT

Jonathan Matthews

Stanford University
Palo Aho, CA

Robert Sabol

Indiana Universin
Crawtordsville, IN
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Stephen Shipps

1 Lrvard Graduate School of
Fducation

Ciunbridge, MA

Susan Slavik
Florida State University
Northville, M1

Jau Fltine Zimmerman

Hlinois State Universin
Bloomington, 11.

GETTY CENTER
FOR EDUCATION
IN THE ARTS STAFF

Ann Basst
Program Ofticer

Letlani Lattin Duke
Director

Ihatndiwee Michael Kendall
Program Othicer

Juliet Moore

Intern

Elizabweth Paul
Senior Program Associate

Vicki Roscuberg
Program Officer

Many Ann Stankiewics
Program Officer

Rathv TallesJones
Muanaging Felitor
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CONFERENCE
COORDINATION

Alexis Anderson

funior Account Excative

Pacific Visions Communications

Los Angeles. CA

Many Dan
Senior Seeretan

Getty Center tor Education in the Arts

Valsin AL Marmillion
President
Pacitic Visions Communications

Los Angeles, CA

Mk Zipoli
Senmor Seaerary

Getty Conter tot Lducation in the Arts
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Rathy Tallev-Jones
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Getry Center for Education in the Arts

Amy Armstrong
Production Coordinator

J- Paul Gerty Trust Publication

Services

Eileen Delson: Designer
Kathi George: Copy Editor
Adrienne Lee

Senior Secretut
Geuy Center tor Education in the Arts
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