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mentor’s introduction

ELIZABETH J. SACCA

Concordia University, Montreal

Carole Woodlock describes the process through which she and her
students negotiate a pattern of communication in the classroom. She works
to actualize her own vision of feminist pedagogy that emphasizes community,
room for every individual voice, shared learning, and multiple modes of
understanding. She cites feminist ideals she includes in her vision: moving
“away from oppositional stances such as theory versus practice, and
masculine versus feminine,” valuing the whole and achieving “harmonious
integration” (Collins 1977, p. 54); living both content and practice concretely
(Lewis 1992); and fostering empowerment, community and leadership
through classroom interaction, with the objective of transforming the
academy (Sandell 1991). Carole Woodlock concurs with Garger and
Gaudelius who work to give up some of their power as “masters of the
discourse,” to assure that students can become subjects, not merely objects,
inthe classroom (1992, p.27).

One can relate Carole Woodlock’s interest in negotiation to the
comments of Statham, Richardson and Cook who consider the traditional
patterns (stereotyped roles) of women as structural pressure. “But,” they say -
“we can decide whether to accommodate to those pressures, or to negotiate
with our role partners to reject them outright or to modify them in part” (1991,
p.3). They see the role of university professor as an excellent position from
which to conduct this negotiation.

Attaining a university professorship is a true mark of distinction that
can override normative expectations for gender-appropriate
behavior. Such an accomplishment imbues the woman with a certain
amount of authority and power that is not ordinarily present in our
sex-graded society. The extent to which a women can use these
attributes successfully to negotiate acceptable and empowering self-
definitions and to convey them to her colleagues and students will
affect the extent to which those role partners value her (1991, pp. 4-
5).

They point out that this is such-a strong phenomenon that “the passive,
intellectually subordinate professor might appear ‘deviant,’ regardless of sex”
(1991, p. 5).
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Statham, Richardson, & Cook relate feminist interest in negotiation of
gender roles and contextual views of gender to symbolic interaction role
theory. They consider the principles of role negotiation and subjective reality
as “determinants of social life” to be “the essential underpinnings of the
entire symbolic interaction framework” (1991, p.3). They ask about the
processes role partners use “to define their role relationship and the need to
alter it” (1991, p.144). This is the question Carole Woodlock asks, and the
objective she works to actualize.

Related questions about roles and their negotiation were asked by
the members of the Research Center for Group Dynamics begun at MIT by
Kurt Lewin in 1945. In 1946, then graduate student Morton Deutsch joined
the Center that became renowned for its creativity, social values and
contribution to social psychology. Some forty years later, Deutsch described
the continuing influence of the Research Center group on his selection of
graduate students. As have the researchers mentioned above, he
recognized the potential social value of research . He said his program selects
students with “tough minds and tender hearts,” because they want to train
students who will conduct research that has practical value “for a variety of
social issues such as war and peace or justice: (Deutsch 1988, p. 94).
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Looking at Feminist Pedagogies:
What is Seen in the Literature and What is Seen
in an Art Education Studio/Classroom

Carole Woodlock

Feminist Pedagogy is about teaching in a particular way: recognizing
the relations of power—based on gender, class, race and sexual
orientation—that permeate the classroom. It is influenced by the
emphasis of the women's liberation movement on ‘process' and
accepts the intrinsic link between changing curricula and changing
teaching practice. In this sense, feminist pedagogy is about
validating the process of teaching...Feminist pedagogy make visible
the real experience of gender in society, in the school and in the
classroom. It unmasks the dynamic of power/powerlessness, the
devaluation of women and the invisibility of their experience (Briskin,
1990, p.1).

Some Origins of Feminist Pedagogy

In 1977 an issue of Studies in Art Education was dedicated to
the research and theory on gender differences in art and art education. In
that issue Georgia Collins presented a way to think about differences
between masculine and feminine approaches to making and teaching art in
education. Collins emphasized rethinking ‘our' views on the objectives of art
education. She considered the focus on “holistic and coherent" views as
overly simple. To accomplish a more complex and fulfilling inquiry she
proposed "an androgynous model for art education". This model would
move away from oppositional stances such as theory versus practice, and
masculine versus feminine. It would incorporate qualities “in a manner
whereby these principles, although equal in relation to each other take on a
higher value when submerged in a whole which ideally achieves their
harmonious integration"(Collins, 1977 p. 54). In 1981 Collins took her model
further, exploring possibilities for three approaches to teaching in art
education: the integrationist, the separatist and the pluralist. Three years
laterin Women, Art, and Education Georgia Collins and Renee Sandell
outlined a wide range of issues related to women's art education, particularly
historical and social. From these inquiries, Collins and Sandell established a
base for a dialogue on feminist pedagogy in art education.

Renee Sandell wrote about the need for and the possibilities of, a
feminist art education in her 1978 doctoral dissertation, Feminist Art
Education: Definition, Assessment and Application to
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Contemporary Art Education. In this she defines a feminist art
education as being "conceptually, as well as literally, a hybrid between
feminism (an ideology) and art education (theory and practice)...Art education
refers to both the educating of artists and education of people about art and
its relationship to society. Feminism applied to art education refers to the
process of educating an artist via feminism, or education about feminism via
art" (Sandell, 1978, p. 7). Sandell's and Collins' inquiries, and the many
others form an armature for feminist pedagogies, where feminism as theory
and feminism as action engage in dialogue and form modes of inquiry to be
explored in the teaching and learning experience.

Defining Feminist Pedagogy

Sandell, in a more recent article, defines feminist pedagogy "as
ultimately seek(ing) a transformation of the academy" (Sandell, 1991). That
transformation occurs when teachers and students create "classroom
interactions that foster empowerment, community, and leadership" (Sandell,
1991, p. 181). She sees feminist pedagogy as an "alternative instructional
model" towards "shap(ing) and inform(ing) the processes of art teaching and
learning" (Sandell, 1991, p. 180).

How would one actualize this alternate model within the parameters
of the teaching and learning site? To begin, | would want to generate a
teaching philosophy which defines feminist pedagogy, as it pertains to my
vision of teaching and learning. Then | would engage with students in such a
way that this teaching philosophy, over time and after reflecting on the
interactions in the studio classroom, became a 'reality'. The circular nature of
this process would inform the teaching and learning site.

Forming a Teaching Philosophy

As Briskin stated in the opening quote, feminist pedagogy is "about
teaching a particular way". Feminist pedagogy is a teaching process that
focuses on power relationships in the studio/classroom. This teaching
process is specific to the context of the actions. That context is the
studio/classroom and its surroundings. Magda Lewis, a teacher of sociology
in Ontario, describes her teaching process:

The challenge of feminist teaching lies for me in the specifics of how
| approach the classroom. By reflecting on my own teaching, | fuse
content and practice, politicizing them both through feminist theory
and living them both concretely rather than treating them abstractly
(Lewis, 1992, p. 187).
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The main goal of my teaching process is to provide an environment
that empowers the student and the teacher. To do this | use a self-reflective
process that Lewis practices. Of great importance to me is the fusing of
content and practice in the context of learning and teaching about issues in
education, also one of Lewis' objectives.

In my teaching process | have three points of reference: the student
learning process, the action process and the unveiling of reflection process.
The main goal in moving between these points of reference is for the student
and teacher to become aware of their position and actions within the learning
process in art education. This will better enable them to act and understand
their actions in the future, in the studio/classroom or in another setting
outside of the educational institution. | will briefly describe each of these
points.

The Student Learning Process

In setting a tone for the studio classroom environment, a foundation
of the curriculum is presented. How | set the tone depends upon the content
of the course and the students involved. | start the course with a project that
accentuates the focus of shared learning. | also present a format for the class
that makes room for everyone's voice. This project establishes the essence
of the curriculum. The essence is that each individual moves towards
defining their personal processes of making and discussing art work in
relation to being a member of a community.

Skills are introduced when the students need them. When a student
articulates that they feel their "needs" require redefining, they must
communicate to me in such a way that | can take up an authoritative role to
assist them in acquiring further skills to fulfill those specific needs. This
pattern of communication is established and negotiated by the student and
myself at the beginning of the course, and throughout the year it is clarified.

Action

| give the students a structure for three things: self-reflection,
response through dialogue, and awareness of time as it relates to the
process of self reflection and dialogue in activities inside and outside the
studio classroom. Once the students have moved through this structure,
they can initiate actions in the "Action Process": they can enact upon their
process of making art, talking about art, teaching art, and listening to it
through their own words. The students are empowered in the "Action
Process," through the actualization of the reflective process.
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Moving from a stance of being the object within the process, to a
subject in relation to the process is a key transition within this point of
reference.

Using theory we can understand how an individual can move from the
position of object to subject, and we can understand the importance
of this move. We can also bring this understanding to our creating
and viewing of artwork...These links between theory and lived
experiences are reciprocal, each in turn replenishing and
strengthening the other (Garber & Gaudelius, 1992, p. 20).

Unveiling of the Reflection

Placing the whole process in context and perspective is the third
point of reference in my teaching process, and it's the first step towards the
development of the philosophy of the individual student. Once the students
have reflected upon the process, | can then assist them further by speaking
about the evolution of their learning. This is where we unveil our process,
deconstructing and reconstructing our curriculum. One objective of this
unveiling is to clarify details within my curriculum and their curriculum, making
both visible. This occurs when the group responds to art work made by one
another. It also occurs in their reflections through writing, and through verbal
dialogue with me.

As the students grow in their ability to reflect and communicate, they
are able to locate their actions and my actions. The students vocalize how
these multiple “actions" belong to all of us as a group, wh|Ie they are distinctly
experienced by the individual.

In recognizing the need for student empowerment through a
melding of the affective and cognitive experience of a subject,
feminist pedagogy also deals with the art educator's concern for
human development through artistic enablement...(it) can offer an
interactive process model for art instruction that address(es) the
continuing needs for raising not only the status of women, but also
for artistically empowering all individuals (Sandell, 1990. p. 185)

Three approaches identified by Collins, the integrationist, the
separatist, and the pluralist help us understand how we might further define
the above model of feminist pedagogy.
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_Integration, Separatism and Pluralism

With feminist reform as the end product of each approach, Collins
discusses what integrationist, separatist, and pluralist might mean to the
practice of the art teacher who adopts such a mode. The integrationist art
teacher views her students as equal with no regards to differences in sex.
A neutrality is encouraged and the art teacher should be dedicated to the
development of "sex-neutral skills, attitudes, and behaviors" in the studio
classroom.

Nevertheless, explicit problems for women must be confronted in
the art classroom and given full-discussion...The prejudicial use of
the notion of feminine sensibility in its arbitrary and unwarranted
attachment to the female and her art would be examined and
debunked (Collins, 1981, p. 88-89)

The separatist art teacher expects and sees the "differences in
interests, skills, and attitudes" (Collins, 1981, p. 90) according to gender.
The art teacher should approach each individual student according to their
gender.

The separatist approach to art education will be extremely critical of

traditional values attached to certain subject matters, styles, media,

and life-styles in the art establishment...processes that have been

devalued because of their feminine association need to be attended

to with more respect...Support needs to be given female students

as they explore personal experience and values in search for modes
~ of expression (Collins, 1981, p. 90).

The pluralist art teacher has components of both the integrationist
and the separatist. She believes that gender differences are important to
take into account, but she also believes the polarization of the two are
unacceptable. The pluralist encourages the growth of the individual's
sensibility and expression through engendering a balance between
masculine and feminine awareness. Variety of interests and expression that
generate from the individual are the goals of the pluralist art teacher.

The pluralist art teacher, according to conscience and personal
-vision, might engage in remedial education for all art students to the
end that they develop a full range of previously gender-identified
skills, attitudes, and interests. Or the pluralist art teacher, fearing that
the model of androgynous sensibility imposed on all art students

. would reduce variety in art, might seek to develop existing

Marilyn Zurmuehlen’s Working Papers In Art Education 1994-1995

13




sensibilities and a tolerance and appreciation of differences
(Collins, 1981, p. 91). ‘

Collins proposes that as teachers and learners we should engage
publicly, in our classrooms, with our students, with these three approaches. .

A Pluralistic Feminist Pedagogy

A teaching philosophy that has a feminist focus is a feminist

. pedagogy. Social change is one of the main issues in feminist theory, and
feminist pedagogy is a mode one can invoke as a way to enact change in the
art education studio/classroom. "All educators will find feminist pedagogy
useful because through it they can address the issues of social change"
(Sandell, 1991, p. 183).

Through the consideration of content and pedagogy with a feminist
focus the teacher of art can promote a learning site that empowers both the
teacher and student. Meaning is made inside the classroom and the teacher
has great influence on / upon / with, her students. Using a feminist
pedagogical approach the teacher of art could foster individually centered
meaning-making. This would be a great value to the formation of student
knowledge and experiences as well to the learning and experiences of the
teacher (Weiler, 1988). :

As teachers we must allow ourselves to escape the confines of {(our)
position for it is only when we do so that our students can exist in our
classrooms as subjects. We must be prepared to give up some of our
power. As teachers, we must no longer desire to be the masters of
the discourse (Garber & Gaudelius, 1992, p. 27).

Feminist Pedagogy gives us a chance to pull away from, broaden and
destroy the assumed 'norms' and 'stereotypes' regarding not only gender,
but race and class, within the learning site (Briskin 1990, Sandell 1991).
Through the actualization of this pedagogy one can become visible and
empowered, not from an outside act or voice, but from within and from one's
own actions and understanding. Fostering multiple modes of understanding
is vital to this organic process of teaching from a feminist perspective.
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mentor’s introduction

GILBERT CLARK
INDIANA UNIVERSITY

Some investigators, such as Kellogg (1970), have argued
that there is a universal pattern of development in children’s
drawings and art. Others, such as Alland (1983), have
maintained that such claims are exaggerated, and
Deregowski (1980) has suggested that the drawing of
children reared away from Western influences may develop
in quite different ways.

Thomas & Silk, 1990, p.39.

Interest in, and questions about, universal or relative explanations of
children’s drawings have been bandied about in art education writings for
many decades. Obviously, this is an unsettled question with some very
strong opinions being offered on both sides of the issue, along with all
degrees of “in-between-ness.” Research reports from other cultures have
tended to be ambiguous, or clearly one-sided, about the argument.

Ms. Li-Tsu Chen came to graduate study in art education directly from
Taiwan and her immersion in the experiencing of those two cultures offer her
a unique point of view about the universal/relativist controversy. Ms. Chen
has become interested in the universalist/relativist controversy through a
series of experiences and readings introduced during her graduate study at
IU. She has looked at hundreds of children’s drawings, as work samples
executed to the same instructions, from both the United States and Taiwan:
she also had taught drawing to children in both cultures. She also has
reviewed the extensive literature about children’s drawings that either avoids
or confronts various universalist/relativist arguments.

The research reported here is a beginning point for a forthcoming
dissertation. Do children develop universally in their drawing patterns across
all cultures or are there relative differences among children’s drawings that
reflect the various cultures in which they grow up? Are international
communications, such as television and advertising, erasing cultural
differences? Are children in either Taiwan or the midwestern United States
likely to share more differences or similarities in their drawings? Answers to
questions like these are purely speculative at this time. | look forward to
completion of the proposed research and Ms. Li-Tsu Chen’s answers.

11
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A Critical Examination of Cultural Influences on
Children’s Drawings From Mid-western United States
and Taiwan

Li-Tsu Chen

Introduction

Background of the Inquiry Problem

Many art education researchers have argued that children’s art
development is not predetermined solely by genetic factors, noris it a
culture-free phenomenon. They have attempted to find evidence of external
and cultural influences on children’s delineation of graphemes and graphic
configurations through both within-cultural and cross-cultural comparisons
(Wilson, 1985; Wilson & Wilson, 1979,1982, 1983,1984). It is still debatable,
however, whether young children’s drawings illustrate apparent cross-cultural
differences. Krampen (1984) provided evidence, through cross-cultural
comparisons, that Olivier’s finding of 30 graphemes applied in children’s
drawings is validated universally. Other researchers (Dennis, 1966;
Carothers & Gardner, 1979; Brittain, 1990) have claimed that cultural .
differences are apparent in older children’s drawings only when they include -
more environmental influences. On the contrary, some researchers such as
Alland (1983) and Wilson (1985) insist that children’s drawings are different
across cultures and cultural influences are observable in children’s drawings
right after they leave the scribbling stage:.

Statement of the Problem

Discrepancies between claims about apparent cross-cultural
differences and universal patterns in children’s drawings have created
confusion and misunderstandings. Unfortunately, not many cross-cultural
studies have been done to detect and describe cultural influences on
-children’s graphic development or cross-cultural differences among
children’s graphic schemas through effective comparisons. Even though a
few studies have been conducted within-culture and cross-culture
comparisons, there are many other cultures left unexamined and the graphic
symbolic realms of students within them are ambiguous or unknown to us.

Purposes

This study was designed to clarify relaiionships between cultural
factors and child graphic development by means of examining the

13
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differences and similarities of graphic elements and formula in children’s
drawings from the Mid-Western United States and Taiwan.

Literature Review

There are a variety of graphic solutions in children’s manipulation of
graphic units, but children’s drawings look not only consistent but also rather
- predictable. Freeman (1980) said, “children’s drawings often look
stereotyped” (p.19). Sets of canonical forms or graphemes can always be
identified as dominating in children's drawings (Markham, 1964). Why could
these uniform graphic features and predictable patterns appear commonly in
children’s drawings? How can these canonical forms or graphemes be widely
adopted and applied by children? Theoretical arguments between
universalists and relativists are, therefore, important.

For Kellogg (1970), children’s graphic formulae are evolved from their
scribbling, markings, and formations, in which they perceive shapes,
patterns, and forms for later practice of more advanced combination of
shapes and representation of images. Kellogg proclaimed that, “the
development of child art is independent of associations and social
environments” (p. 259). '

Standing on the same base with the universalists, but at the opposite
end from Kellogg, Golomb (1992) proclaimed that children’s intention to
make a visual likeness of real objects is the motivation and major force they
use to seek better means and solutions to improve their drawings. What
Golomb emphasized is that children modify and differentiate their graphic
formula according to their perceptions of objects and their visual attributes.

Wilson & Wilson (1985, 1979, 1982, 1983, 1984) thought graphic
symbol systems are very much like languages, containing basic elements and
culturally defined meanings, structure, and composition. Children’s
development in drawing is a process of learning and adapting to the culture-
specific graphic languages which are invented and utilized by adults. These
adult graphic models are passed through many channels such as comics,
mass media, films, and peer influences. Adult graphic models help children
reform their simple undeveloped graphic formula to create better drawings.

Research Hypotheses

This study is constructed to investigate the following research hypotheses:
Hypothesis 1: It will be possible to detect and classify culturally influenced
differences in children’s drawings created in Taiwan and in the United States.

- 14
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Hypothesis 2: Every culture develops its own graphic formulas, which are
more or less different from each other. The graphic formulas applied by
United States and Taiwanese students therefore will differ too. Each group
of students have preferences for using certain particular motifs for houses
and running persons, depicting certain games for playing activities, and
developing certain themes and subjects for fantasy world.

Hypothesis 3: There is a progressive order of developmental abilities in
children’s drawings across cultures, in the United States and Taiwan, that are
correlated with children’s handling of conventional forms and symbols.

Method

Population and Sample

The subjects were selected from children at grades 2, 4, 6, and 8 in
the United States and Taiwan, two classes from each grade of four-schools in
Taiwan and four classes from each grade of schools in the Mid-Western
United States. The following table designates the numbers of the children
tested in each grade.

Table 1
Number of the children tested at each grade level

Grade Taiwanese children USA children
2 82 103
4 76 87
6 79 87
8 134 113
341 310

The United States sample was from communities in the Midwest,
such as Bloomington, Indiana; Omaha, Nebraska; and Toledo, Ohio. The
taiwanese sample was from four schools in three ditferent locations: Yung Ho
Middle School in the outskirts of Taipei City, the National capital; Chien An
Elementary School in a suburban city; Fong Tain Elementary School and Tain
Wei Middle School in Tain Wei Village, a rural area in central Taiwan.

Instrumentation
This study used Clark’s-Drawing-Abilities-Test in collecting
children’s drawings. The Clark’s-Drawing-Abilities-Test has four items:
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(1) draw a house, (2) draw a person running very fast, (3) draw a group of
friends playing on a playground, and (4) draw a fantasy world of your
imagination.

Every test booklet contains one cover page for personal data, and
four pages of drawing items. There are brief but clear directions for each task;
for example, directions for the first drawing are, “In the rectangle below, draw
a picture of an interesting house as if you were looking at it from across the
street. Use a #2 pencil and allow yourself no more than 15 minutes” (Clark,
1989; Clark & Zimmerman, 1984). Test booklets for Taiwanese students
were translated into Chinese by the author, so that most educated Taiwanese
children could understand them.

Selection of the Clark’s-Drawing-Abilities-Test

The Clark’s-Drawing-Abilities-Test has been used to measure
children’s drawing abilities in general. In this study, however, it was used as a
work-sample data collection device, gathering children’s work-sample
drawings means that all subjects drew the same subject matters in the same
media. This facilitated comparative methods as means of analysis.
The Clark’s-Drawing-Abilities-Test was chosen because it possesses
three characteristics considered beneficial and appropriate to the purposes
of this study: (1) the activity of drawing with a pencil on paper is easy to
administer and experienced by most children in both cultures; (2) the four
drawing tasks appeal to those subject matters favored by a majority of children
in various cultures; (3) its contents of four widely different drawing tasks
provides a broad base for observations of children’s drawing habits and
children’s perception of their environments and cultures.

Content Analysis of Data

Development of Categories for Analysis
' Analysis of responses is divided into two major categories--

' Mechanical Structural Elements and Thematic Emphasis Components (or
Accessory Elements for item 1). Each category consists of subdivisions
based on pictorial characteristics of the drawings. Because of the limit in

i length, only subcategories for item one are presented below:
!
}

| Item 1: House
Mechanical structural elements (Graphic strategies)
! 1. Spatial arrangement
l Pictorial depth: a. Size and position
‘ | b. Baseline
N _ 2. Use of shading/Tone and Value:
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a. Even/smooth

b. Value/varied
3. Line quality: a. Line weight similar
b. Line weight varied

4. Conventional forms and styles
a. Structural forms for house
b. Roof styles
¢. Smoke shapes
d. Window styles
e. Door styles
f. Texture patterns for roof
g. Patterns for wall
h. Chimney styles

5. Accessory: a. Wall decoration
b. Roof decoration

Environmental or Accessory Components
1. Cultural features: customs, traditional symbols
2. Inclusion of front or back yard
3. Inclusion of fence

Comparison of the categories f representational features of children’s
drawings from two different cultures will be based on basic statistical
techniques. By means of coding each comparative item with numbers, as
percentages, the search for culture-common drawing habits and tendencies
will be facilitated. Simply to list different or similar aspects of children's
drawings by two cultural groups through cross-cultural comparison, however,
is not the end of this study. Expressions of interpretation also will be
presented to make the numerical differences more meaningful and
understandable.

Anticipated Results

Findings of a pilot study illustrated evidence of differences in
children’s depiction of house styles and decoration: facial features, profile,
clothing, and games, as well as in manipulation of lines, pictorial space, and.
compositional techniques. Culture-common or culture-related events,
symbols, and designs are reflected in children’s drawings. It was ascertained
that children’s drawings reflect their perceptions of, and participation in, their
environments, societies, and cultures.
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Similarities in many aspects of graphic representations in these four
drawing tasks across the Mid-western United States and Taiwanese groups
also were found. They are especially obvious when children do not include
too many details or oversimplify their drawing motifs. Contour drawings or
schematic shapes for human or houses are applied often, but shadings and
three-dimensional forms are hardly indicated, especially among younger
subjects in both cultural groups.

As revealed from findings of the pilot study and review of other
research, it seems that both universal and cultural factors interact throughout
the entire process of graphic development. The large number of drawing -
samples analyzed in this study will make differences or similarities more
obvious across the four selected grades and two cultures.
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mentor’s introduction

ENID ZIMMERMAN

Indiana University

Most studies and development activities in art education have
focused on urban and suburban students and few have been concerned
with rural students. Marjorie Manifold’s research is unique in that she has
chosen to study a population whose members have roots in Appalachia, but
are living in an urban setting. Her insights are all the more powerful due to her
personal involvement in the 10th community that is the cornerstone of her
study.

Many educators have viewed rural communities, and students from
these communities, as culturally deprived. Coupled with most people’s
reactions to inner city neighborhoods as blights on urban environments,
‘'students from the 10th Street community would appear to have little chance
for success in mainstream schools throughout the United States.

Marjorie Manifold’s interpretation of adult 10th Streeters’ descriptions
and reflections about artists and aesthetic attitudes, and her interweaving of
these two themes with characteristics of their community, is helpful in
understanding values and beliefs held by students from Appalachia
backgrounds living in the inner-city. The educational implications she draws
are important for art teachers and others conducting research about teaching
a variety of students from different backgrounds in diverse settings.

The second part of her investigations will contrast and compare
reactions of members of two rural, Appalachian-transplanted communities in
the Midwest with the inner-city 10th Street community. When her project is
completed, she should be able to contribute greatly to literature about the
‘needs of rural/urban Appalachian art students and how they might be
educated equitably with a focus on their needs and abilities. With so much
emphasis today on multicultural and global education, the backgrounds of
students whose roots go back to Western and Eastern Europe often are not
included as part of the newly cooked stew that has replaced the melting pot
metaphor in education. Marjorie Manifold has demonstrated that the
backgrounds of all students need to be considered when planning, creating,
and implementing art curricula in the schools.
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An Urban Appalachian Community in Indianapolis:
With Implications for Art Education

Marjorie Cohee Manifold

| first became interested in immigrant Appalachian populations when
assigned to teach art in an Indianapolis elementary school which served an
urban Appalachian community. The problems peculiar to poor, urban
students were fully evident in this population and seemed stubbornly
resistant to change. It became apparent that traditional practices were not
effective. This initiated a quest to better understand the local 10th Street
Community, and resulted in research exploring the community’s general
characteristics, operant aesthetic attitudes, and perceived roles of art and
artists in the community. From these research findings, it is anticipated that
more effective, population specific, art educational programs may be
deveIOped and implemented.

The 10th Street Community

Those persons who consider themselves part of the unique 10th
Street community live on and around a short eastern stretch of this
Indianapolis street. Residents express strong self-identification as “10th
Streeters”. As descendants of Appalachian born, urban immigrants, they are
an “invisible minority” (Philliber, McCoy, & Dilingham 1981) and the second
largest minority of this midwestern city.

The predominant migration of Appalachians to the urban centers of
the Midwest, including the city of Indianapolis, occurred as an economic
necessity following World War Il. Those who remain of this urban Appalachian
population are now third and fourth generation members. Self-preserving
characteristics and prejudice against Appalachian groups have made them
vuinerable to discrimination and contributed to their impoverished conditions.

While not all 10th Streeters are native to or descendant from
Appalachian sites, the characteristics of the 10th Street community have
been strongly colored and influenced by this population. Therefore, the
urban Appalachian qualities were those which were examlned and addressed
in this descriptive study.

Methods
In order to gain access to the community, | became involved in a local

retail business venture which required daily, multi-leve! interactions with
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persons from the community. Thus, gatekeepers, individuals providing
access to the inner workings of the community, came from relationships of
trust forged with members of the 10th Street community.

Initial data was collected through observations of behaviors,
interactions, and conversations. Interviews were unstructured, informal, and
open ended. Conversations, interviews, and observations were recorded as
notations made at the end of the day or after significant events. Once a
sense of comfort and trust seemed in place between me as the researcher
and community members, a purposeful sample of artists and art informants
were defined. Interviews became increasingly structured, focusing on
specific issues of concemn. These later interviews were recorded in notes
taken during events, or recorded on tapes which | later transcribed.

On-site data collection was followed by a four month period of data
coding, categorization, and analysis. Procedures followed for this study were
adapted from suggestions and guidelines given by Krathwohl (1993) and
Bodgan and Biklen (1982). Those interviewed included male and female
individuals ranging in age from teens to octogenarians. Following are
descriptions of four groups of persons interviewed:

Group A. Arists identified by community consensus.

Group B. Artists who identified themselves as people who made art.

Group C. Artists informants. These individuals fit the criteria of
Krathwohl (1993) as “marginal persons who have less stake in the status quo

_ or are not constrained by it” (p. 327). The individuals in this category were

classified thus, because they were former 10th Streeters, or other urban
Appalachians, not residing in the 10th Street community during the time of
the interviews.

Group D. Non-artist individuals. These were individuals living in the
10th Street community who gave information regarding art and artists in the
community, but were neither considered by others nor themselves to be
producers of art.

Groups A, B, and C consisted of 3 individuals each. Group D
included conversations or interviews with 42 individuals. The behaviors and
interactions of approximately 30 to 40 additional persons, the exact number
was not recorded, were observed and noted. The conclusions drawn from
these observations served as corroborative data. - '

Findings
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Analysis of the data produced two large categories: The artist and
aesthetic preferences. Subcategories within these categories, drawn from
the data, are described as follows:

The Artist
1. The artist, accordlng to the 10th Street definition, is a person who “draws”,
“paints pictures,” or “makes things” (art objects).

2. The artist is rarely defined only by the role of artist. The artist will also be a
wife/mother, husband/ather, waitress, factory worker, mechanic, etc., with
these roles considered of equal or greater importance to the individual's
identity than the role of artist.

3. The behavior the artist displays is a determinant factor in whether he or she .
receives community recognition as an artist. Those who display “appropriate”
artist characteristics are likely to be rewarded by the praise and respect of
community members. Those who do not, regardless of the quality of their
production, are unlikely to be valued as artists. Two artistic characteristics
were identified by the participants in this study: (a) modesty about his or her
talent with disinterest in personal glory which would elevate him or her above
other members of the community, and (b) willingness to create work for
benefit of the family or the community.

- Aesthetic Preferences

1. According to 10th Street explanations there is a preference for useful art
objects, followed by an interest in art images with personal, religious, or
seasonal referents.

2. Realism is the preferred mode for depicting figural subjects.

3. There is a preference for affordable techniques and accessible,
inexpensive, and /or indigenous materials.

4. Craftspersonship and reallsm are quality measures that take precedence
over originality.

5. There is an appreciation for bright, contrasting colors, and for materials
which imitate expensive materials such as velvets, metallic fabrics, leather,
and rhinestones.

6. Craft shows, bazaars, and street fairs were mentioned as places where one
could go to see art. The art museum was not mentioned as a place where art
could be viewed.

Discussion

In an attempt to further examine the urban, Appalachian, 10th Street
community, | will interweave the role of the artist and aesthetic attitudes, as
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described by the participants, with general characteristics of this population.
Then | will derive some general classroom implications from this analysis.

Familism and Individualism :

The social organization system familiar to the Appalachian culture is
dominated by family-kinship relations (Wagner 1973). The family kinship or
familism relationship, was expressed in the often heard statement, “10th
‘Streeters take care of their own." The indication was one of community pride
and a self-reassurance that in times of adversity the community would serve
as a safety net. “Squirrel” (Group B), a single homeless, urban Appalachian
Cherokee suffering from alcoholism, was never observed to go without a daily
meal, suitably warm clothing, or a place to spend the night in inclement
weather. Alcoholism, though viewed as an unfortunate choice of behavior,
was seen as a kind of individuality, and thus warranted neither condemnation
nor interference. It was, frankly, “nobody’s business” except Squirrel's. The
kindness of community members was returned with gifts of jewelry crafted by
Squirrel from found objects and beads in what he called his “Indian style.” In
giving his art as gifts to the community family, Squirrel displayed a required
artistic trait of creating work for the benefit of the community. This was seen
as appropriate community behavior.

For 10th Streeters, artistic behavior must be community appropriate,
but individualism allows a person, in terms of aesthetic choices, to be as
outrageous or anti-social, by mainstream standards, as he or she wishes.
Tattoos are a favorite body decoration and admired art form among
adolescent and young adult 10th Street males and females. Chosen motits
for tattoos range from Confederate flags to elaborate dragons. Gang
referents also are becoming popular motifs.

Valuing and Seeking Personal Relationships

Established trust is vital to successful interactions with members of this
community. In personal relationships individuals are inclined to be trusting
but they are suspicious of anything that threatens to compromise their
independence (Smathers, 1970). The educational institution is seen as an
uninvited intruder in the urban Appalachian community. Relatives of school
aged children do not see it as their responsibility to establish rapport with
school personnel. Rather, the onus is on the educators as outsiders and
human embodiments of the educational institution to make their intentions
known to the members of the community. An example of the chasm between
school and community may be recognized in the prevalent inability of 10th
Street parents to relate the names of their children’s teachers. Two teachers
who were known by name were described as “real nice," or *friendly." These
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teachers also participated in out of school activities with their students, and
showed interest in community members and community affairs.

Have a Limited Time Perspective

Because life in a hostile environment is tenuous, requiring immediate
reaction to non-predictable, ever changing challenges, long range planning
often makes little sense in an urban Appalachian community. Personal family
needs require hands on and immediate responses. The ability to fulfill needs
by creatively adapting available materials, requires immediate vision not long
range planning. In art classes this ability is reflected by an appreciation for
quick and easy projects which can be taken home and enjoyed immediately.

Techniques or products which require expensive, commercially
made materials and equipment present unrealistic, unattainable possibilities.
Unless access to kilns, printing presses and other equipment and materials
are made practically available, traditional arts and crafts will not be pursued
beyond the classroom. Those persons driven to create art will make their art
out of found or unconventional materials. Both “Squirrel” (Group B) and
“Falcon” (Group C), for example, admit to searching through trash dumpsters
to gather much of their material for artmaking.

Strongly Identify with Place ,

One of the surprising aspects of the 10th Street population is their
impassioned affection for a geographic area which appears oppressively
unattractive to those outside the community. Harold’s (Group D) comment, “|
went away from 10th Street for awhile, but | had to come back. | love 10th
Street! Ain't no place like it in the world!” is typical of the sentiments
expressed. Clearly, the urban Appalachian standard for beauty is dependent
upon affective rather than formal criteria.

Share a Non-Verbal Heritage

Responses to events appear to be subjective and emotional rather
than objective and logical. At this intuitive level, ability to verbalize responses
remains very naive (Southward, 1986). Hamblen(1984) suggests that it may
be the use of non-traditional speech patterns which hampers the ability of
non-Appalachians to discuss art and aesthetic concepts in formal terms.
What we perceive as inability to verbalize aesthetic concepts may merely be
an inability to speak in the standard formal aesthetic lingo. These non-verbal
characteristics should not be mistaken for an inability to understand
sophisticated aesthetic concepts. There appear to be definite community
standards by which art and art objects are measured. That these standards
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are communicated, whether verbally or non verbally, and understood, is
indication of potent aesthetic cognition.

Withdraw from Threatening or Frustrating Situations

Early studies of the urban Appalachian population, (Wagner1973)
indicated a tendency to withdraw rather than react aggressively or with
hostility, when confronted with uncompromising or difficult situations. While
older urban Appalachians may seek to avoid direct confrontation, younger
urban Appalachians find it increasingly difficult to do so. Many use visual
symbols and artistic expression to overtly display their increasingly defiant
stance against dominant institutions and power structures of society. June
(Group D) told about the community’s frustration when a local school was
closed and use of the empty building for community activities was denied.
When the school officials remained unresponsive to the community protests
the frustration was acted out by adults and youngsters who “sneaked in that
night and graffiti-ed (the abandoned school building) up real good!”

Adhere to Gender Specific Roles

The initial migration of Appalachians to cities was motivated by a need
for the male member to find work. This move significantly affected the
traditional role of the Appalachian female. In her mountain environment, her
contribution to the household economy came from her interactive work with
the environment. She was the one who cultivated the land, tended the
garden, milked the cows, and was mother and nurturer (Ganim, 1986).
Relocated in the city, women’s contributional opportunities were limited.
Unable to find satisfactory avenues for integrating needs of her family, with
her own personal needs and resources, a tragic number of urban
Appalachian women interviewed expressed low self esteem, hopelessness,
and self destructive behaviors.

Lori Anne (Group A) was a woman who had reconciled a culturally
dictated role with personal and environmental resources. Her strong maternal
character found expression in her voluntarily assumed role of foster mother to-
several community youths in need, and in her production of art, particularly
needle arts, which she made to clothe herself and her family, beautify her
home, and give as gifts to others.

The male roles in the community of being financial providers, meant
that males were more likely than females to make art as a commodity for
economic benefit. Men were found to be tattoo artists, sign painters, jewelry
makers, and portrait artists whose art could be exchanged for cash or goods.
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Art Educational Implications

The following is an outline of suggestions for art teachers addressing
the urban Appalachian student’s art education in terms of content and
methodology. The suggestions are categorized as in the previous section
and are implied by the findings of the community attitudes and ideas about art
and artists, and the general characteristics of the community.

Familism and Individualism

1. Balance opportunities for creating art as personal expression with
opportunities to learn art techniques for creation of useful, shareable art.

2. Use and discuss art exemplars from cultures which create community art, as
well as, exemplars of personal expression.

3. Allow co-operative and small group work and projects.

4. Use a non-authoritarian teaching style which shifts the responsibility for
behavior to the student. This is more likely to gain appropriate response from
students who value individuality (Borman et al. 1978) within the boundaries of
community defined propriety. The community of students should become
the encouraging force for maintaining behavioral property.

Value Personal Relationships/Suspicious of Institutions

1. Share your (artist/art teacher) art skills with the community.

2. Invite local artists to share their aesthetic ideas, language and skills with
students in the classroom.

3. The artist in residence concept is one which presents possibilities for
bridging the gap of trust between school and community. Local artists as well
as mainstream artists should be included in this program.

4. Find out when local festivals or art events are being held and plan to
participate by including an exhibit of student work. Also dlsplay and share
your own work.

Have Limited Time Perspectives

1. Encourage art making of both-immediate and long term projects.

2. Emphasize the instruction of good craftspersonship.

3. Avoid arbitrarily set time frames for completion of work. Rather, emphasis
should be on completion of art which demonstrates satisfactory visual
solutions and an appropriate degree of technical excellence regardless of the
time this requires.

Strongly Identify with Place

1. Be cautious of pushing environmental beautification programs wnhout
negotiation with community members. The concept of beauty must be
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negotiated, and there must be assurance that improvements will not result in
unacceptable change of the sense of place.

2. Community resources should be explored for materials which might be
used in student art making.

3. Encourage the study of local architecture, spaces, and artifacts.

Non-Verbal Behavior

1. Begin art criticism exercises at the present level of the student and
progressively, by building from one concept to another, raise the student to
the goal level (McFee 1969). Moreall and Loy (1989) suggest, for example
that popular mass produced commercial artifacts be compared to aesthetically
acclaimed exemplars. :

Withdraw from Threatening Situation - '

1. Be aware that aesthetic preferences of urban Appalachians differ from
mainstream preferences.

2.Do not avoid correction of behavior or guidance of ideas, but approach art

- activities and instruction in such a way that the student does not feel that his

or her aesthetic sensibilities have been insulted, devalued, or threatened.

3. Art presents a vehicle for social commient and outrage. Art teachers have a
unique opportunity to instruct young urban Appalachian students in socially
acceptable, yet powerful and empowering, expressive art language.

Gender Specific Role

1. In guiding art students from this population, it would be helpful for the art
teacher to be aware that parents are concerned that children of both sexes
consider participation in family and community life as more important than
personal self-sacrifice in pursuit of professional careers, including art careers.
Art taught in the classroom should not deny or subvert this family/community
goal. Art as craft and communication, as well as art for arts sake, should be
validated. '

2. Art should not be categorized as strictly female or male appropriate. The
necessities of economic survival in the urban landscape require a blurring of
traditional gender roles. Therefore, both male and female students should
be given options for increasing their productive/creative potentials.

Future Research

The descriptive study thus presented, is the first part of a two part
investigation. | will next attempt to look at two populations of transplanted
Appalachians in rural Southem Indiana. These rural Appalachian populations
will be examined and contrasted and compared with urban Appalachian
populations to determine similarities and differences in art attitudes as well as
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general characteristics. It is intended that the investigation will culminate in
practical implications for development of effective art educational programs
addressing the needs of both these Appalachian populations who settled in
rural and urban areas of the Midwest. It is also hoped that generalizations
from these investigations can be applied to populations of diverse students
in a variety of contexts.
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mentor’s introduction

ENID ZIMMERMAN

Indiana University

Theresa Marché’s interests in the world around her are intriguing and
varied. An avid conchologist (a collector of shells and mollusks), scuba diver,
canoe paddler, and scientific observer of the natural world, she brings her
talents for thorough and in-depth investigation to this case study about
change in art education programs in one Pennsylvania school district. Her
canoe trip traverses waters of both the romantic/expressive stream of artistic
self-expression advocated by Lowenfeld and the scientific/rational stream
popularized by advocates of discipline-based art education.

Her own personal journeys in the tributaries of these streams shed
light on how theory and practice in art programs were affected in this school
district. Using historiography as a method of data gathering and analysis
enabled her to travel uncharted waters and map her own story through
recollections of those who participated in the lived experiences of art
education praxis in this school district. She also used archival, public, and
personal documents to mark her course. All these sources of data have been
synthesized, analyzed, and interpreted with the same care she takes to
categorize the shells she has collected from streams, rivers, and oceans
throughout the world. Her passion for covering the entire territory, down to
the last minute mollusk, is evident in this case study.

Theresa Marché is a recipient of a Getty Fellowship that enabled her
to travel to Pennsylvania on numerous occasions to delve through many
archives and memories of those in leadership roles and those who practiced
art teaching at elementary through secondary levels. Her conclusions about
how through time theories in art education were or were not implemented in
classroom practice, are yet to be garnered. Once categorized and explained,
these conclusions should add greatly to how theory affects classroom
practice in a particular school district. Generalizations from this study should
be far reaching for those who are “up the creek without a paddle” attempting
to understand the relation between theory and practice in art education
programs in their own school districts. '
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Theory Into Practice in Art Education: A Case Study

Theresa Marché

Beginning as early as 1800, the history of art education in the United
States has been marked by a succession of theories delineating rationales,
goals, and contents for art curricula. Art education history is a relatively new
area of study and several authors have documented many of these historical
trends (Belshe, 1946; Efland, 1989; Logan, 1955; Soucy, 1990). Their work
primarily has concerned either beginnings of art education in America,
evolution and general characterization of art education theories, or social and
political climates attending each. As they were written, these accounts often
gave the impression of a more or less complete implementation of a particular
art education theory that was paramount at any time on an historical
continuum.

However, my experience as an art teacher in the public schools made
me wonder if this was actually the case. Others have written about the
discrepancy between educational theory and actual classroom practice that
may appear even among those who profess to follow a particular theory
(Cuban, 1984; Korzenik, 1990). Rogers (1990) discussed the process by
which an existing art curriculum remained essentially unchanged while being
‘rewritten’ in the language of a new education philosophy (p. 155). Such a
process must be of concern to modern art education theorists, including -
those advocating the present model of discipline-based art education.

This gap between theories derived from research and actual practice
of teachers in classrooms has been noted in both art and in general
education curricula (Belshe, 1946; Cuban, 1984; Dewey, 1965; Eisner,
1988; Erickson, 1979). Moreover, various theoretical trends in art education
have generally followed or reflected educational thinking on a wider scale
(Eflan, 1990). Because classroom teachers often are responsible for
teaching art as well as general curricula, problems of implementation found in
art education history may prove to be relevant to a wide educational
audience.

Implementation of educational innovation may be influenced by
choices of staffing, ease and simplicity of comprehension, manner of
presentation to teachers, political choices, social or economic conditions,
sense of tradition, or personal idiosyncrasies. Erickson (1979) speculated
upon the influence of inappropriate models for researchers and practitioners
while Jackson (1968), pointed to a disparity in the concerns and needs of
those who research and those who practice. Latham (1993) pointed to failure
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of teachers to consult educational research literature to inform their
classroom practice.

If educational research is to be relevant to classroom practitioners,
disparities between research and practice must be bridged. One may either
emphasize the role of the researcher and remediate the practitioner, or
evaluate the needs of the practitioner to inform the work of the researcher. It
was the latter course that | chose when | decided to examine the art curricula
from a single, suburban, middle-class school district in southeastern
Pennsylvania as a case study. My objectives were to locate historical trends
and influences that aided or impeded implementation of new theories in art
education as they were interpreted, accepted, or rejected at the local level. In
the study, | attempted to trace the process from theoretical levels, through
state educational guidelines, down to the district level against a broader
context of world events and general curriculum history. “The ways the visual
arts are taught today were conditioned by the beliefs and values regarding art
held by those who advocated its teaching in the past” (Efland 1989, p. 1).

Art Education History, 1800-Present

Much of the research on art education history in the United States
has been done in the last twenty years. Before that time, most historical
accounts were derived from the Bureau of Education report prepared by
Clarke (1874). In the years that followed, his account was summarized and
augmented as individual chapters in a number of art education texts. The first
book devoted entirely to the history of art education, Growth of Art in
America’s Schools, was written by Logan in 1955. The decade of the
1980's saw greater interest in the field and, along with numerous journal
articles, two major books appeared, Art in American Schools in the
Nineteenth Century (Wygant 1983) and, most recently, A History of
Art Education (Efland 1989). Historical works by others, such as Erickson
(1979), Hamblin (1984), Stankiewicz (1985), Freedman (1987), Zimmerman
(1989), Korzenik (1990), and Soucy (1990) have appeared with increasing
frequency in dissertations, journals and monographs in the past fifteen years.

As | reviewed this history | began to see a process that is both cyclical
and linear. Efland (1990), echoing earlier writers, has identified two streams
that have been flowing through art education history. In the
romantic/expressive stream, the learner is central to the discovery of
knowledge, while in the scientific/rational stream, subject matter, or
knowledge, is at the center with the learner receiving it from outside sources.
At the level of theoretical writing, a cycling of the two streams becomes most
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evident, especially after 1850, with opinion shifting readily at about twenty
year intervals, usually in response to world social and economic events.

In recent history, the romantic stream, in the form of creative self-
expression-advocated by Viktor Lowenfeld (1947), was the dominant view.
Almost fifty years later this theory persists in practice, although writers and
theorists (Clark, Day & Greer