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ABSTRACT 

This study investigates 1) the historical 

background of discipline-based art education theory 

and practice, 2) the current range of visual arts 

courses offered the non-art major at 101 American 

liberal arts colleges, and 3) the nature of a visual 

arts curriculum designed to strengthen the purpose and 

place of the visual arts within core programs of 

general college education. The survey and historical 

review reveal that less than three credit hours of 

fine-arts study are required of non-art majors, that 

the majority of visual arts courses offered to the 

non-art major are of the art appreciation or art 

history survey type, and that the formal, integrated 

college-level study of art history, art criticism, 

aesthetics, and studio art is nonexistent. Based on 

these findings, this study outlines a visual arts 

curriculum that seeks to replace traditional art 

appreciation and art history survey courses. The 

proposed curriculum is founded on the concepts 

associated with discipline-based art education theory, 

and suggests a visual arts course whereby liberal arts 

colleges could combine the study of art history, art 

criticism, aesthetics, and studio art. 
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CHAPTER I 

INTRODUCTION TO THE STUDY 

Introduction 

This study investigates the current state of 

college art courses offered the non-art major, and 

proposes a college-level model curriculum for these 

students based on the concepts associated with 

discipline-based art education (DBAE). This writer was 

attracted to this area of study because of the seminal 

importance of historical antecedents from which 

discipline-based art education developed, the growing 

attention paid to discipline-based art education 

theory as published in professional art education 

journals, and the lack of prior studies addressing the 

application of discipline-based art education concepts 

to curricula designed specifically for the college 

non-art major. 

Background to the Study 

Following the end of World War II, millions of 

veterans returned to the United States who had 

experienced firsthand the artistic treasures of Europe 

and the Orient. Many of these returning veterans used 

their GI benefits to attend college and major in art, 

helping initiate an expansion of visual art programs 



on American campuses (Morrison, 1973, pp. 28-29). This 

growth helped solidify and legitimize the position of 

the visual arts as a valued part of the college 

curriculum, drawing together courses that had at the 

beginning of the twentieth century often been 

scattered throughout a number of departments ranging 

from archeology to classical languages. 

Today, large university art departments with 

strong professionally oriented degree programs in 

studio art, art history, and art education are the 

accepted ideal for higher education efforts in the 

visual arts. However, as college curricular offerings 

in the visual arts have grown in number and 

professional emphasis (Sontag, 1970), there has also 

been an increased awareness of the value the visual 

arts should or could play as a component in the 

comprehensive general education of all undergraduate 

students. 

During the past 35 years there has been a 

considerable increase in the number of colleges and 

universities that require some type of fine arts 

credit in partial fulfillment of a general 

undergraduate degree (Sontag, 1970). This felt 

need, that a full education requires each student be 

able to recognize and understand aesthetic and 



artistic forms of expression, challenges art educators 

to review and reformulate many of the previously held 

assumptions concerning the art courses offered the 

non-art major. However, because most general education 

components of a baccalaureate degree require no more 

than three credit hours of fine arts study (Sontag, 

1970), a curriculum problem consisting of what to 

teach and how to organize it becomes paramount. 

To date, very little effort has been spent 

examining college-level visual arts curricula offered 

in support of general educational goals (Morrison, 

1973). However, past efforts that have examined the 

role of visual arts curricula within programs of 

general education reveal that there are two main 

approaches to relating visual arts knowledge to 

non-art majors. These two approaches are 1) an 

academic-historical survey of visual art, or 2) a 

studio class concentrating on a specific medium 

experience (Sontag, 1970). While these two curricula 

approaches are commonplace, their educational scope 

can present a narrow and disjointed understanding of 

the discipline of art by failing to address the art 

content areas of art criticism and aesthetics. These 

additional content areas have been identified by 



discipline-based art education theory as essential 

to developing a fuller understanding of the visual 

arts. 

The principles that guide DBAE theory should 

result in curricula designed specifically to integrate 

and sequence the study of art history, studio art 

production, art criticism, and aesthetics. At the time 

of this study, no course founded on the concepts 

associated with discipline-based art education, and 

designed to meet a college's or university's general 

education visual arts requirement, as been identified. 

This study, and its model visual arts curriculum, is 

meant to provide a basis from which art educators and 

others might gain a clearer understanding of how art 

content could be expanded and presented to meet the 

concerns of higher education. 

Significance of the Study 

Much has been written over the last 40 years by 

educational theorists and art educators who advocate 

the importance of a required fine arts credit in 

programs of general education. Those promoting such 

requirements feel the arts, and the visual arts in 

particular, are capable of developing in each student 



reasoning skills and creative problem-solving 

abilities not possible through the study of other 

disciplines. Furthermore, proponents of required 

visual arts study recognize art as an integral 

element in all cultures, and a subject pertinent to 

the educational goals of promoting full literacy for 

every student in aesthetic as well as linguistic 

modes. However, to date, no recent study has examined 

the type and scope of general art courses offered the 

non-art major on American college caunpuses, or 

suggested a model visual arts curriculum for the 

non-art major that stresses comprehensive instruction 

in all four visual arts content areas. 

Information that is known about college art 

courses for non-art majors suggests a complicated 

legacy of poor curriculum design related to the rapid 

growth of college art programs after World War II 

(Morrison, 1973). These early art programs for 

undergraduates were often developed and implemented 

haphazardly because burgeoning college enrollments in 

the postwar years allowed little time for advance 

testing and refining of art curricula. Also, art 

courses developed during this time were frequently 

initiated without a complete understanding of where 

the visual arts fit into the general curriculum 



(Morrison, 1973, p.4), and ignored one or more of the 

four content areas of art as later identified by 

discipline-based art education theory. Unfortunately, 

a cursory check of current practices reveals that most 

of the content and teaching methodology of those early 

curriculum designs have continued unchanged. This has 

hindered the acceptance and subsequent development of 

a broadly conceived visual arts experience as a 

serious component in any general educational program. 

Despite the general acceptance of fine arts study 

on most American college campuses, this acceptance has 

not meant that the study of the visual arts has been 

recognized as an essential part of a general 

education. Conservative faculty members from non-art 

disciplines often see their college's involvement with 

the visual arts as a dilettantish affair, and the 

study of visual art as a weak sister in relation to 

the real business of higher education. This view is 

often based on faculty members' and upper academic 

administrators' inabilities to discern any cohesive 

structure to the presentation of visual arts knowledge 

and skills. This inability contributes to a readiness 

to regard the visual arts curriculum as little more 

than a conglomerate of superficial and insignificant 

learning experiences. Consequently, visual art 



instruction for the non-art major is often relegated 

to the periphery of required undergraduate general 

education (Sontag, 1970, p. 88). 

Today, the most recent survey shows that the 

majority of all college students enrolled in visual 

art classes are non-art majors (Sontag, 1970, p. 299). 

However, other studies indicate that the perceived 

value of the fine arts, and fine arts study, are not 

being positively affected by the traditional art 

classes offered to the non-art major (Solomon, & 

Ochsner, 1980, p. 4). If art is as valuable and unique 

a subject as its numerous supporters would claim, then 

a failure to positively affect student attitudes about 

the value and place of art in their lives suggests a 

deficiency in the curricula offered the non-art major. 

This study will address and suggest solutions to 

the above-mentioned problems in the following manner: 

1) By reviewing literature pertinent to the scope 

of this study. 

2) By conducting a catalog survey of select 

American liberal arts colleges in an effort to 

identify the type of art courses offered their 

non-art majors. This survey will also provide a 

current overview of the number of visual arts 

credits required for graduation by the college 
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non-art major. The last survey of this type was 

conducted nearly two decades ago (Sontag, 

1970), making a new review necessary in 

providing accurate data upon which this study 

will base its curriculum model. 

3) By designing a college-level DBAE curriculum 

that will address the misconceptions that have 

relegated the study of visual art to the 

periphery of general educational requirements, 

and delineate the importance of visual arts 

study in the undergraduate core curriculum. The 

proposed model will also serve as a foundation 

for a continuing dialogue among professional 

art educators and academic administrators 

concerning future college art curricula designs 

intended as part of a college's general 

educational program. 

4) By responding to existing objections to 

required visual arts study by designing a DBAE 

curriculum that will provide a comprehensive, 

integrated, and sequenced art content founded 

upon the principles associated with DBAE. This 

content will consist of instruction drawn from 

the content areas of art history, studio art, 

art criticism, and aesthetics. 



5) By demonstrating in theory that a college-level 

DBAE curriculum has the potential for 

developing greater levels of understanding and 

appreciation of visual art than do traditional, 

nonintegrated art history survey, art 

appreciation, or introductory studio courses 

presently available to the non-art major. 

Assumptions of the Study 

There are four basic assumptions underlying this 

study. These assumptions consist of the following: 

1) Required college-level study of visual art can 

lead to a knowledge and understanding of 

distinct and unique forms of human cultural 

knowledge and expression not dealt with in 

other general undergraduate programs. 

2) The position of visual art curricula within 

programs of general undergraduate study has 

become more important over the last 40 years 

because of their perceived significance to 

society in general and to the individual in 

particular. This will continue to be the case 

if sound curricular models from which to base 

classroom practice are developed. 
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3) To be educationally relevant to programs of 

general undergraduate study, future college 

models of visual art curricula must incorporate 

the four content areas of art history, studio 

art, art criticism, and aesthetics in a single 

integrated and sequenced course. 

4) The importance of visual art curricula in 

contemporary college programs of general 

undergraduate education can best be understood 

by a review of historical literature and a 

survey of art courses offered non-art majors by 

American liberal arts colleges. 

The assumption that the fine arts, and the visual 

arts in particular, contribute unique and important 

educational lessons in acquiring cultural knowledge 

and understandings about different forms of human 

expression is based on the writings of numerous 

twentieth century educators and theorists. In terms of 

the arts' higher educational value, A. Whitney 

Griswold wrote: 

Creative art points to higher 
academic standards for higher 
education. Great art requires 
greatness of the student or patron, 
even if we cannot express ourselves 
in forms so sublime. Competence of 
this kind involves hard work, 
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intelligence, intellectual 
effort, and imagination 
within the discipline of 
learning that is the 
province of liberal 
education. Universities 
dedicated to full 
intellectual participation 
and responsible public 
activity must be deeply 
involved with the fine arts. 
(Griswold, 1963, p. 4) 

Suzanne Danger addressed the importance of the arts in 

terms of their relation to society. She wrote: 

It fits better with the 
conviction held by most 
artists that art is the 
epitome of human life, the 
truest record of insight 
and feeling, and that the 
strongest military or 
economic society without 
art is poor in comparison 
with the most primitive 
tribe of savage painters, 
dancers, or idol 
cravers...Art is, indeed 
the spearhead of human 
development, social and 
individual. (Langer, 1962, 
p. 75) 

Herbert Read adds in terms of the arts cultural 

importance: 

The Fine Arts, therefore, 
represent culture at its 
most coherent stage; and a 
work of art embodies the 
values of that culture with 
the greatest possible 
vividness. (Read, 1958, 
p. 262) 
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Finally, addressing the educational value and 

potential the arts possess in making known and 

understood the vast variety of human expression, Harry 

S. Broudy has stated: 

...the theoretical 
justification for education 
in serious art lies in the 
claim that it trains the 
feeling side of life just as 
other studies train the 
intellectual side and still 
others perfect bodily 
skills. (Broudy, 1966a, 
p. 462) 

The second assumption, that university visual art 

programs have grown in importance, is supported by the 

historic expansion of professional degree programs in 

visual art on American college and university campuses 

after World War II. As these professional art programs 

have grown in size and number, they have assumed 

larger roles within the mainstream of general higher 

education. Part of this general educational role is 

explained by the realization that our society is 

becoming more demanding visually. In order to be 

sufficiently equipped to cope with a visual society, 

students, majors and non-art majors alike, must be 

prepared to understand their environment. A 1956 

Harvard University report summed it up this way: 

Less and less is modern man 
swayed by the argument of the 
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written word, and more and 
more by the photograph, the 
billboard, the cinema, the 
picture magazine, and now 
television. Until both sender 
and receiver of these visual 
messages are trained in the 
twin arts of perception and 
discrimination, the educated 
man may hardly claim to be 
the master of his own 
environment. (Brown, 1956, p.9) 

Lastly, continued expansion of art's role within 

general education, according to Elliot Eisner, would 

be based on the undeniable needs of society and the 

individual for a curriculum that is life enhancing and 

regenerative. He argues: 

Schools ought to try and 
improve society and not 
just prepare people to fit 
society as it is. Merely to 
reflect the weaknesses of a 
social order as well as its 
strengths is no virtue. 
Education is in itself a 
process of pursuing a 
quality of life that is 
life enhancing. This 
requires attention to those 
factors that detract from 
life, which impede its 
development, and which tend 
to stifle the spirit of 
human development. Art 
reminds us that the act of 
opening ones sensibilities 
to the environment yields a 
reward integral to the 
nature of life itself. Art 
teaches us to be alive. 
(Eisner, 1972, p.280) 
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The third assumption is based on the validity 

of basic theoretical recommendations as identified in 

the historical foundations of discipline-based art 

education. These foundations start with the acceptance 

of Jerome Bruner's proposition that to have 

educational relevance, a subject must capture the 

structure of the discipline within its organized 

curriculum (Smith, 1987a, p. 4). Manual Barkan 

extended and interpreted this concept in relation to 

art as meaning art curricula must incorporate art's 

disciplinary sources, i.e., the professional work of 

art historians, art critics, and producing artists 

(Efland, 1984, p. 209). Still later, other art 

educators have argued effectively that aesthetics also 

belongs to the core of disciplines that define visual 

arts knowledge (Smith, 1987a, p. 4). 

In 1984 the Getty Center for Education in the 

Visual Arts extended the seminal work of Bruner, 

Barkan and others, and stipulated that all effective 

visual arts curricula would manifest seven common and 

distinguishing features. These features are: 

1. A focus on the intrinsic value 
of art study as opposed to 
the way art education 
contributes to other areas 
of study 
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2. The study of art within the 
context of aesthetic 
education 

3. To place artworks within 
their historical and 
cultural contexts 

4. To provide a written 
curriculum; a descriptive 
plan of systematic 
instruction stressing: 
A. Art 
B. The skills necessary 

to practice art 
C. A structured 

presentation 
5. A comprehensive view of art 

(sequentially organized 
across all areas of art) 

6. Regular instructional time 
requirements within a 
general educational framework, and 

7. Systematic instruction. 
(Welter, 1987, pp. 22-23) 

How these features are actually articulated in a 

curriculum remains the subject of much debate. 

However, if the principles of DBAE theory are correct, 

student artworks produced under such a curriculum will 

be distinguished as "exemplars of concepts learned, in 

addition to being creative works seen as expressive 

efforts" (Greer, 1984, p. 213). Additionally, 

according to Greer, a DBAE curriculum would foster the 

desirable and relevant instructional goals of creating 

"... educated adults with a sophisticated understanding 

of the arts" (Greer, 1984, p. 214). 

The fourth assumption is that the current role of 

visual art instruction within programs of general 
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higher education is best understood by an examination 

of contemporary applied practices and experiments in 

curricula design. This assumption is based on 

historical methods of review, and is both an accepted 

and common method of investigation (Taba, 1962). 

Although such investigations provide only a partial 

picture of the current scene, investigations of this 

type can form the basis from which sound new 

curriculum models might be developed, and are a 

prerequisite for new recommendations or observations. 

Purpose of the Study 

The purpose of this study is three-fold: 

1) To review past and present literature 

concerning visual arts education for college 

non-art majors, discipline-based art education 

curriculum theory, and application of 

discipline-based art education curricula 

models; 

2) To identify and document current college art 

curricula offered the non-art major for general 

education credit; 

3) To construct a model college-level visual arts 

curriculum for the non-art major that will 

integrate the content areas of art history, 
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studio art, art criticism, and aesthetics in a 

sequenced study designed to improve student 

knowledge and understanding of art. In 

addition, the purpose of such a curriculum 

would be to (a) clarify the place of art within 

programs of general education, (b) increase 

student awareness of the cultural and personal 

value of visual art as part of their 

environment, and (c) involve students in an 

active investigation of art questions and 

problems meant to improve general visual arts 

knowledge and art skills. 

Definitions and Delimitations 

This study requires that certain terms be defined 

and delimitations to the scope of this investigation 

be identified. Terms to be defined are "curriculum," 

"discipline-based art education," "non-art major," 

"imagination," and "intellect." Delimitations of the 

study apply to current DBAE literature reviewed in 

Chapter II: Section IV, the range of schools to be 

surveyed by catalog, and the application and use of 

the paradigm presented as Figure 1 (see p. 109) in 

Chapter IV. 
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Definitions 

Curriculum 

The broad definition of the word "curriculum" 

refers either to the sum total of all courses offered 

by a school, or to the overall objectives of an 

educational system. This study will deviate from this 

definition and use the term "curriculum" to identify 

the educational ends and means for an individual art 

course designed specifically for the college-level 

non-art major. Reasons for using the term in this 

manner are based on Elliot Eisner's (1966) and Ralph 

Tyler's (1950a, 1950b) definitions of the term 

curriculum, and that "curriculum" is a more accessible 

ERIC descriptor for future researchers than would be 

the substituted term "course." 

Eisner's and Tyler's definitions of curriculum 

entail seven concepts. These concepts are 

interchangeable whether "curriculum" refers to the 

objectives of an entire educational system, or are 

used instead to describe the educational ends and 

means of a single course. All seven concepts are 

applicable to the way "curriculum" is used in this 

study. 
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These concepts are: 

1) A curriculum is a vehicle that will make the 

mission of an institution a reality; 

2) A curriculum is a sequence of activities that 

are intentionally developed to provide 

educational experiences for one or more 

students; 

3) The conveyed content of a curriculum is thought 

of in terms of educational consequences; 

4) A curriculum defines what educational ends the 

school seeks to attain; 

5) A curriculum identifies what educational 

experiences are likely to attain desired 

consequences; 

6) A curriculum seeks the most effective 

organization of learning experiences; 

7) A curriculum identifies how desired learning 

experiences may be evaluated. 

Discipline-based Art Education 

This term was coined in 1983 by W. Dwaine Greer, 

at the time an Associate Professor of Art Education at 

The University of Arizona. Quoting directly from 

Greer's own definition, discipline-based art education 

is : 
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an identifying label for an approach 
to teaching art as a discipline within 
general education. Four parent 
disciplines--aesthetics, studio art, art 
history, and art criticism...serve as 
touchstone[s] for educational practice. 
(Greer, 1984, pp. 213-214) 

Seven distinguishing features of discipline-based art 

education are outlined by Greer as part of this 

definition. These seven features have been previously 

listed on page 15 of this study. 

Works produced under discipline-based art education 

are regarded as 

exemplars of concepts learned, 
in addition to being creative 
works seen as expressive 
efforts. The educational 
end-in-view will be educated 
adults with a sophisticated 
understanding of the arts. 
Students acquire knowledge of 
the subject matter or content 
of art, the concepts and 
generalizations that mark the 
discipline, and the procedures 
or techniques used by competent 
professionals who devote their 
lives to art. (Greer, 1984, 
pp. 213-214) 

Looking critically at this definition of 

discipline-based art education, Ronald MacGregor 

writes, "Greer's initial definition...is not a 

definition at all; it is a description of terminal 

behavior or, to borrow a phrase used later in the same 
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article *an educational end-in-view'" (MacGregor, 

1985, p. 245). As MacGregor continued: 

The reasons for adoption of a title 
like 'discipline-based art education' 
are more likely political than 
academic, since it is difficult to 
think of a subject taught in the 
schools that does not owe something 
to a parent discipline. (MacGregor, 
1985, p. 245) 

However, MacGregor concedes that if "discipline-based 

art education persuades educational policy makers that 

art is something more than the aimless activity many 

of them imagine it to be, then it is a label well 

worth using" (MacGregor, 1985, p. 245). This study 

will approach the use of Greer's term "discipline-

based art education" with MacGregor's qualifiers 

applied. 

Adding to this definition of discipline-based art 

education is a statement contributed by Vincent 

Lanier, an art education colleague of Greer at Arizona 

University. Lanier writes: 

DBAE is more than a conception 
of curriculum; it is also and 
perhaps more importantly a 
conception of purpose, and 
that purpose is intrinsic rather 
than developmental... DBAS is an 
expansion of curriculum content 
organized to promote learnings 
about art and aesthetic response 
and not a rearrangement of classroom 
activities. (Lanier, 1985, p.213) 
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Finally, the four areas of discipline-based art 

education: studio art, art criticism, art history, and 

aesthetics will be understood to mean the following: 

- Studio art is concerned with the making of art. 

- Art criticism is concerned with explaining 

works of art. 

- Art history deals with the process of 

discovering the origins of art, and 

- Aesthetic study is concerned with delineating 

what art is, and why humans respond to it. 

The Non-Art Major 

Use of this term does not vary from the 

self-explanatory definition. References to the 

"non-art major" concerns those undergraduate students 

at colleges or universities who are not pursuing a 

degree, or a minor concentration, in the visual arts. 

Often these students are enrolled in liberal arts 

studies with baccalaureate majors in language, 

philosophy, mathematics, history, literature, or the 

abstract sciences. Others are enrolled in a college of 

arts and sciences at a university which requires a 

core curriculum chiefly intended to provide common 

knowledge and the development of general intellectual 

capacities. 
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Imagination 

This study defines its use of the word 

"imagination" in Figure 1, p. 109, Chapter IV, to 

describe the mental power or act through which a 

person is able to form a mental image of something not 

present to the senses or previously known or 

experienced. It is a creative act of the mind which, 

when harnessed to the human intellect, is manifested 

as resourceful problem-solving behavior. 

Intellect 

This study defines the use of the word "intellect" 

in Figure 1, p. 109, Chapter IV, to mean the power and 

capacity of the human mind to understand, retain, and 

rationally process factual knowledge. 

Delimitations to the Study 

Review of Literature: Section IV 

Section IV of the review of literature deals with 

published, academic writings on the subject of 

discipline-based art education (DBAE). While this 

study has conscientiously attemptec T:O include 

reference to all published a m i d e s to dat,e on DBAE, 

the topic oi discipline-based art education is an 

extremely live subject with new articles published 

almost monthly. In effort to proceed with this st,udy 
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it becomes necessary to set a closing date, and 

exclude from this study all published material related 

to DBAE that occurs in the literature after January 1, 

1988. 

Selection of Colleges for Catalog Survey 

Selection of colleges becomes important because of 

the large number and diversity of college and 

university art programs. To attempt a survey of all 

schools is impractical for this study. Thus, this 

study will set restrictive standards to limit the 

number of schools surveyed by catalog. 

An initial decision was made to limit the survey to 

those colleges that define themselves as four-year 

liberal arts colleges. This decision was based on the 

fact that institutions of this type generally are 

known for, (a) the emphasis they place on teaching as 

opposed to research, and (b) the general education 

emphasis of their art programs, as contrasted to the 

professional orientation of most university art 

departments. It was also felt that the liberal arts 

college environment would foster the development of 

stronger visual arts curricula designed tc meet the 

needs of non-art majors. 
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Finally, liberal arts colleges surveyed will be 

further restricted to those institutions listed in the 

1986 Barron's Guide to Higher Education as having 

"Very Competitive Plus" admission standards. In 

practical terms this distinction means that the 

average SAT score for entering freshmen at these 

schools is above a combined verbal and mathematics 

total of 1100. A decision was made to restrict the 

catalog survey to these colleges because such 

institutions are generally older, more financially 

secure, and thus better able to offer a wider range of 

art curricula to their students. It was also felt that 

such colleges would be more likely to experiment in 

the design of their art curricula offered non-art 

majors, thus providing this study with a better 

understanding the range of current higher education 

art curriculum practice. 

Educational Paradigm 

The paradigm created for this study and presented 

as Figure 1, p. 109, in Chapter IV is provided solely 

as a framework for understanding the overall purpose 

and place of the visual arts within a college's 

general curriculum. The paradigm is limited to the 

purpose of illustrating how a properly organized DBAE 
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course supports the educational process of relating a 

student's imagination to their intellect, and is not 

suggested as a model for general curriculum 

development. 

Statement of the Problem 

A college-level DBAE curriculum model does not yet 

exist. Such a curriculum model is suggested by current 

art theory and practice as evidenced in grades 

kindergarten through high school. The first step in 

designing a college-level DBAE curriculum requires a 

review of literature dealing with the historical 

foundations for college art instruction and 

discipline-based art education theory. The second step 

entails an investigation of current art courses 

offered the college non-art major. However, before a 

college-level discipline-based visual art curriculum 

for non-majors can be initiated two questions need to 

be asked and answered. Both relate to the proposed 

survey of existing college art programs for the 

nonmajor. 

The questions are: 

1) What types of general study in visual art are 

currently offered to the non-art major by 

American colleges? How do these courses differ 
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from one another, and what types of courses 

predominate? 

This question prompts the effort to compile 

data showing the range of contemporary art 

courses available to the non-art major. It is 

expected that general survey and art 

appreciation courses will predominate, although 

special attention will be directed to those 

colleges offering alternative art course 

opportunities for the non-art major. 

2) On average, how many successfully completed 

visual arts credits are required of non-art 

majors by American colleges to meet general 

education demands? 

This question will help identify the amount of 

instructional time available for any new art 

curriculum model, although this study's 

proposed curriculum model will not necessarily 

be restricted to these findings. Attempts will 

be made to distinguish between actual visual 

art requirements for the non-major, and those 

classes grouped under a distributive humanities 

option. It is expected that requirements in the 
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visual arts will average less than three credit 

hours. 

Design of the Study 

This study reports its findings and makes 

philosophic and theoretical curricular recommendations 

based on three areas. These areas are: a) a review 

of current DBAE and related literature, b) a catalog 

survey of American college art programs, and c) a 

proposed discipline-based art education model 

curriculum for the college non-art major that takes 

into account the information gained from the review of 

DBAE literature and the catalog survey. 

The Review of Literature 

A thorough effort is made to explore the history 

of the discipline-based art education movement. 

Additional emphasis is focused on previous surveys of 

higher education visual art curricula, and the 

philosophic arguments for including art within 

programs of general education. 

The Catalog Survey 

This survey gathers its information from 

course descriptions printed in the specified official 

school catalogs for undergraduate study. Primary 
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attention is paid to the type or types of visual 

art courses available to the non-art major. Additional 

attention is paid to the general core curriculum for 

the liberal arts major, and the required number of 

visual art courses for the baccalaureate degree. 

Catalogs are obtained by direct mail request, and the 

information gathered coordinated in table form 

presented by quantitative lists and statistics. 

The Curriculum Model 

The curriculum model is based on the eight 

steps to curriculum construction identified in Hilda 

Taba's Curriculum Development; Theory and Practice. 

These steps are sequential in nature, and are listed 

as follows: 

Q 
o 

5 

3 

Diagnosing needs 

Formulating objectives 

Selecting the content 

Organizing the content 

Selecting the learning experiences 

n rganizmg the learning experiences 

Evaluating 

Checking for balance and sequence 
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Summary 

The acceptance of visual art programs on American 

college campuses has been assured following the growth 

of college and university art departments after the 

end of World War II. But the question remains as to 

the extent of the role visual arts study will play in 

general undergraduate education, and whether college 

faculties will consider the visual arts as worthy of 

becoming an essential component in the education of 

every college student. 

A college-level discipline-based art education 

curriculum may be found effective in countering many 

reservations concerning a requirement pertaining to 

the general study of visual art. These reservations 

have in the past kept the visual arts from taking a 

position alongside the natural sciences, English, and 

the other traditional subjects defining the core area 

of general education. It is suggested that a 

college-level discipline-based art course designed 

specifically for the non-art major would ultimately 

position itself securely within the core area of 

general education programs, helping to strengthen the 

perception of the visual arts as a subject relevant to 

the needs of individual students, to society, and to 

the fundamentals of higher education. 



CHAPTER II 

REVIEW OF LITERATURE 

Introduction to the Review of Literature 

The purpose of this review of literature is to: 

a) examine written material employed as a rationale 

for this study, b) review related previous studies, 

c) identify sources of information that can provide 

a historical background for this study's proposed 

curriculum, and d) delineate philosophical theory 

on which the recommendations and conclusions of this 

study are based. For the sake of clarity this review 

of literature is divided into four main sections. 

These are: 

Section I: Literature dealing with the development 

of college-level visual art courses for 

programs of general education. 

Section II: The historical foundations of 

discipline-based art education. 

Section III: Previous curriculum efforts 

related to discipline-based art 

education. 

Section IV: An overview of the literature published 

to date on discipline-based art 

education theory and practice. 

31 
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Section I: Development of College-Level 
Visual Art Courses for Programs of 

General Education 

Prior to 1880 only a small number of colleges or 

universities offered any type of art curriculum. A 

study by Fansler and Hiss in 1934 reported that prior 

to the Civil War only six efforts had been made to 

include regularly scheduled art courses as part of the 

college curriculum (Fansler, & Hiss, 1934, p. 9). A 

1874 government survey revealed that: 

...excepting Yale and 
Syracuse, with their special 
art departments, only 
Harvard, and the University 
of Michigan, Cornell, 
Rochester University, the 
College of Notre Dcime and 
Vassar College...either gave 
any art training or 
possessed any art 
collections....(Clarke, 
1900, p. 722) 

A study published in 1877 by George Ward Nicholas 

reviewed 680 institutions and found art instruction at 

only Harvard, Cornell, Yale, Vassar, the College of 

Notre Dame, and the Universities of Michigan, 

Rochester, and Cincinnati (Nicholas, 1877, p.125). 

Only during the last two decades of the nineteenth 

century were colleges and universities to begin 

establishing art programs in any number. 
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A 1906 United States Bureau of Education bulletin, 

and a College Art Association report of 1916 revealed 

that between forty and fifty colleges were offering 

art at the beginning of the twentieth century. This 

number continued to increase quickly, and Holmes 

Smith, the first president of the College Art 

Association, reported in 1910 that over fifty colleges 

in the midwest alone offered some type of art 

curriculum (Smith, 1910, p. 143). Attempts to 

delineate what type of art courses, i.e., liberal 

verses professional study, soon followed. 

In 1916 the College Art Association sent out a 

questionnaire to four hundred institutions to 

determine the focus of their art programs. One-hundred 

and forty-nine schools replied, reporting only 61 

percent of their students were allowed to take art 

courses, of which only 7.7 percent actually enrolled 

in one or more art courses between the years 1914-15 

(Smith, 1916, p.335). These results, despite the low 

number of questionnaires returned, substantiated an 

earlier study conducted by Fredrick in 1900. 

Fredrick's study reviewed forty-seven institutions 

offering art classes, and reported that only 3,940 

students, or approximately 8 percent of the 45,000 

full-time undergraduates enrolled, took one or more 
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art classes during the 1899-1900 academic year 

(Fredrick, 1901, p.695). These numbers moved Holmes 

Smith to state: 

It is thus very evident that, partly 
because of lack of opportunity, 
and partly because of neglect of 
such opportunities as are 
offered, there are very few 
undergraduates who are brought 
under the influence of art 
instruction. (Smith, 1917, p.77) 

Recognition of visual art as a valued part of the 

general college curriculum was not widespread at the 

close of the nineteenth and beginning of the twentieth 

century, but among the stronger college art programs 

there were faculty who recognized and promoted the 

value and place of visual arts study in relation to 

general education. Walter Smith, an art teacher at 

Yale, wrote as early as 1872 that Yale's art program 

was: 

...expected and intended to work 
not only upon artists as such, but 
upon all the educated men who are 
to go out from the university. No 
man will bear a degree from Yale 
henceforth who has not had ample 
opportunity to become familiar 
with the principles of art 
criticism, the cannons of taste, 
and something of the history and 
development of art. (Smith, 1873, 
p.118) 

Charles Kelley, then United States Commissioner of 

Education, recognized the value of the visual arts in 
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general education when he quoted the Yale catalog in 

his 1915 annual report: 

The department of fine arts at 
Yale University...offers, by 
reason of its relations with the 
other departments of the 
university, extraordinary 
advantages, both to professional 
students and to the undergraduates; 
and is enabled, by its position, to 
influence the university life and 
thought through lectures and courses 
open to students in other 
departments....(Kelley, 1915, 
p. 374) 

As the twentieth century progressed the importance 

of visual arts study in relation to programs of 

general education continued to grow. Generally, this 

growth was based on one of four particular kinds of 

classes deemed suitable for the non-art major. These 

types were: 1) introductory art history courses, 2) 

art appreciation courses, 3) synthetic methods, and 4) 

humanities classes. 

The study of art history was adopted by American 

colleges as a specialized curriculum beginning the 

last 20 years of the nineteenth century (Sontag, 

1970, p.60). A 1940 study of 50 outstanding liberal 

arts colleges showed that the art history curricula 

offered by these schools was well established by 1940, 

but had increasingly begun to include general 

introduction to art history survey and art 
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appreciation courses as an alternative to studies of 

specific art periods (Goldwater, 1940, p. 17). As a 

whole, the 1940 study reported that 50 liberal arts 

colleges increased their art history survey and art 

appreciation course offerings from eight to 

37 in the years between 1900 and 1930 (Goldwater, 

1940, p. 11). And yet, unfortunately, this same study 

reported that the introductory art history survey 

course was the least liked art course offered between 

1900 and 1930 (Goldwater, 1940, p. 11). 

The popular dislike of the introductory art 

history survey class was also reported on by Alfred 

Brooks in a 1926 study (Brooks, 1926, p. 541). That 

the unpopularity of these classes suggested problems 

in the organization and teaching techniques employed 

in presenting art history survey material was 

addressed by Erwin Christensen in a 1921 article 

titled "Points of Approach In the Teaching of 

Elementary Art History." Christensen advocated an art 

history curriculum and teaching methodology oriented 

around the liberal arts student, as opposed to the 

professional major. He wrote: 

The broadening influence of a 
course taught in this way accords 
with the purpose for which the 
study of art has been introduced 
into the college curriculum. This 
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purpose is not only to teach 
artists but more especially to 
help create a higher standard of 
understanding and appreciation of 
art on the part of the public. 
(Christensen, 1921, p. 162) 

Contributing to the unpopularity of the early art 

history survey class was the fact that such courses 

depended extensively on lecture, and were generally 

taught without visual aids until the adoption of 

lantern slides (Sontag, 1970, p. 64). Further, these 

early classes were often restricted to upperclassmen, 

eliminating most opportunities for continued study in 

the arts, and providing at best a finishing touch of 

cultural veneer to the soon-to-bfe graduate (Sontag, 

1970, p. 65). Most of these classes stressed 

architecture, painting, and sculpture of classical or 

Renaissance periods, moving Lura Beam in a 1927 

article to label these classes 

at best... biographies of 
originality, new material for 
imagination, a point of view 
about design. At its lower 
levels... encyclopedic and 
memoriter, requiring recognition 
and location, etc., of countless 
pictures and details from slides, 
and many facts from 
notes....(Beam, 1927, p. 274) 

Lastly, Everett Meeks, as Dean of the Yale School 

of Fine Arts, was also displeased with the types of 

art curricula offered the non-art major. In 1931 Meeks 
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recommended that lessons in aesthetics and criticism 

be included in art history survey or art appreciation 

classes to enhance the educational relevance of 

general art courses (Meeks, 1931, p. 305). 

If early introductory art history and art 

appreciation classes left much to be desired, 

studio classes played an almost nonexistent role 

in the general education of undergraduates. Thought 

of as vocational or technical, studio courses 

were suspiciously viewed as inappropriate for 

undergraduate general education. Supporters of 

studio art study for the non-art major countered this 

perception by rationalizing that when studio work was 

coupled to an art history class a situation akin to 

the laboratory work of a science class was created. 

While not entirely successful in helping enlarge the 

studio presence within programs of general education, 

the "laboratory" argument did influence art curriculum 

design of the period (Sontag, 1970, p. 68). 

Edith Abbot of the Metropolitan Museum of New York 

saw the laboratory method as radically different from 

traditional art history survey courses, which were 

"...encyclopedic, historical, and emotional; 

...fail[ing] in intellectual analysis, and lack[ing] 

emphasis upon aesthetic qualities" (Abbot, 1917, 
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p. 91). For Abbot the laboratory method would best be 

"...used as a method of close analysis... not merely an 

accompaniment, but as an organic part of the study of 

the history of art" (Abbot, 1917, p. 91). More 

recently, according to Jon Sontag's 1970 study of 

general art programs, "...appreciation courses 

that employ both a lecture and a studio format exhibit 

a course structure that can be traced to the 

laboratory method" (Sontag, 1970, p. 69). 

The synthetic method of art instruction for the 

non-art major was a curriculum proposed by Arthur 

Wesley Dow in 1918. Dow taught at Columbia 

University's Teachers College from 1904 to 1922, and 

during this period developed a substitute for the 

customary studio and art history approaches to 

teaching art. Dow's method emphasized improving 

acquired art appreciation through active investigation 

of studio problems. Dow wrote: 

Two things which I will for 
convenience call Recognition and 
Representation appear to have been 
over emphasized. The first pertains 
to the lecture method, the second to 
the training of the professional 
artist. It is undeniably important 
that a student should recognize 
authors and schools, but unless 
appreciation of quality goes with 
such recognition very little art 
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experience has been gained--only 
knowledge of art history. (Dow, 
1918, p. 115) 

Dow's studio problems were basically centered on a 

liberal interpretation of what might today be 

identified as a series of exercises teaching the 

"Principles and Elements" of design. While Dow's 

approach garnered some attention, his recommendations 

were mostly limited to teacher preparation programs 

(Sontag, 1970, p. 74). 

Finally, the humanities class was an additional 

source of art curriculum development for programs of 

general education. The 1919 "Contemporary 

Civilization" course at Columbia University, a 1921 

two-year program at Reed College, and a 1923 course 

titled "Value of the Arts" offered by the University 

of Chicago are generally recognized as the earliest 

humanities classes incorporating elements of general 

arts education (Sontag, 1970, p. 75). 

The philosophy upon which these early humanities 

classes were founded was directly related to a growing 

dissatisfaction with the introductory course as 

offered by individual departments. In l'c:̂43 Hoyt, 

Trowbridge articulated three of these criticisms. 

Trowbridge pointed out that when students opted for a 

specific department course they lost out on the chance 
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of establishing a common foundation of experiences 

upon which future advanced study might be based, that 

introductory department courses restricted students to 

the study of a single subject, and department courses 

were often orientated for majors in the area, or were 

overly simplified translations taught by uninspired, 

inexperienced instructors (Trowbridge, 1948, 

pp. 86-87). 

Early efforts in constructing humanities curricula 

that included the arts quickly dismissed efforts at 

organizing subject matter chronologically. Ray Johnson 

described one such early humanities course this way: 

First it approaches the arts 
through common principles 
--subject, medium, function, 
elements, organization, and style. 
Second it tries to supply the 
vocabulary...by which any 
individual can make his own 
criticism, his own analysis, and 
evaluate the extent of his own 
appreciation...and most important, 
this approach uses the work of art 
as the beginning and end of its 
study...Its sole business is the 
examination and appreciation of 
the works of art it encounters. 
(Johnson, 1947, pp. 48-49) 

This analytical approach to general arts education 

clearly distinguished these humanities classes from 

competing art survey and art appreciation courses 

whose emphasis remained on chronological historical 
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inquiry. Today, the competition between historical and 

analytic approaches to art curriculum design for 

general art courses continues (Sontag, 1970, p. 78). 

By 1930 the visual arts were well established at a 

large majority of American colleges and universities. 

Although the 1930's saw a leveling off of the growth 

of college art programs, and a consolidation of course 

offerings, a 1935 survey of 633 colleges reported that 

425, or 67.1 percent, had some kind of art curriculum 

(Helton, & Palmer, 1935, p. 372). 

As might be expected the advent of World War II 

restricted the growth of college visual art programs, 

but by 1950 art had once again begun to grow in 

importance as a subject on American college campuses. 

However, even though a 1964 catalog survey of colleges 

conducted by New York University reported 98 percent 

of American colleges offered art study, the influence 

of visual arts study as part of the general curriculum 

continued to be limited (Conant, 1964, p. 85). 

A 1948 article, "The College Art Program in 

General Education" by Edwin Ziegfeld, stated typical 

concerns about the position of fine arts study within 

liberal arts programs at this time. Ziegfeld wrote: 

The virtual exclusion of arts 
courses from the education of all 
but interested students is, it 
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would seem, impossible to justify. 
Liberal arts programs, as pursued 
by a large percentage of our 
college students, are not 
especially liberal, nor do they 
include the arts. (Ziegfeld, 1948, 
p. 238) 

Ziegfeld went on to recommend that colleges should 

require students to take some type of arts class. 

Two studies, one by Robert Goldwater in 1940, and 

a followup to his study conducted by David Manzella in 

1954, addressed the problem of discovering the extent 

of arts study in programs of general education at 

fifty liberal arts colleges. Manzella reported that in 

the 14 years between studies there had been an 

increase in the involvement of arts study in general 

education programs. He concluded: 

...more students than ever 
before were being introduced 
to the plastic arts at a 
non-specialized level and that 
the art departments were 
finding points of contact and 
becoming increasingly more 
integrated with other 
departments of the college. 
(Manzella, 1956, p. 244) 

Manzella'5 study is invaluable because it is the 

only study documenting the role of visual arts courses 

in programs of general education during the 1950's. 

Nonetheless, Manzella's observations were not 

universally accepted. 
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George Hauptfuehrer, then chair of the music 

department at Bethany College, challenged Manzella's 

conclusions in a 1955 article titled "The Place of the 

Fine Arts in the Liberal Arts College." Hauptfuehrer 

wrote: 

In many liberal arts colleges, 
even those with excellent... art 
departments ... there is no 
requirement in fine arts for the 
Bachelor of Arts degree. 
(Hauptfuehrer, 1955, p. 425) 

In conclusion. Professor Hauptfuehrer recommended that 

"at least six semester hours in an introductory fine 

arts humanities course be required of all students" 

(Hauptfuehrer, 1955, p. 426). 

A year later Thomas Folds, Chairman of the Art 

department at Northwestern University, wrote 

supporting Hauptfuehrer's views: 

By the time the average undergraduate 
has reached the end of his college 
career...he presumably has learned how 
to speak and write his own language 
with moderate skill...But ask this same 
undergraduate to make an intelligent 
comment on the design of a building, a 
painting, or any other work of visual 
art, and he immediately becomes 
confused and inarticulate. (Folds, 
1956, p. 334) 

Folds continued: 

If a college education is a 
preparation for civilized 
living...then the 
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study of art must be seriously 
considered as a basic, rather than a 
peripheral, subject in the college 
curriculum....(Folds, 1956, p. 335) 

Howard Conant, art department chairman at New York 

University, recommended in 1964 that: 

Programs of higher education 
in the liberal arts and 
pre-professional fields should 
include a minimum of two 
one-semester courses in art, 
each of which should meet for no 
less than four hours per week. 
(Conant, 1964, p. 88) 

An undergraduate degree requirement of two art courses 

was also the recommendation of a majority of art 

chairmen questioned by Jon Sontag's 1970 study 

(Sontag, 1970, p. 94). 

Sontag's unpublished dissertation on the 

Development and Nature of General Art Programs in 

American Colleges and Universities is the most recent 

comprehensive study of college visual art courses in 

programs of general education. In this study, Sontag 

surveyed 225 colleges and universities, examining each 

institution's basic art requirements, art course 

types, and primary influences on their development. It 

followed a 1968 dissertation by James Grimes titled 

A Survey of Research Needs of the Visual .Arts 

Departments of Small Liberal Arts Colleges in Ohio and 

the Midwest. Prior to Sontag's and Grimes' studies, 
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Leffin in 1966, Ziegfeld in 1953, and Steward in 

1951 wrote on topics related to the general survey 

course. 

Grimes' dissertation attempted to determine basic 

research needs for defining the developmental role of 

the visual arts in the small college curriculum, while 

Leffin's report, "A Comparative Study of the General 

Art Offerings in University of Wisconsin Extension 

Centers, State Universities, and Vocational Schools," 

used a questionnaire and interview process to examine 

the role of art in general education programs within 

Wisconsin. Ziegfeld's study, Art in the College 

Program of General Education, deals with the type of 

art course employed to meet that need. Steward's "Art 

in General Education in the Liberal Art College" 

surveyed 30 liberal art colleges and examined the role 

of art within the general education curriculum of 

those schools. None of these studies, however, 

suggested new art curricula for non-art majors, even 

though Sontag's study concluded that the general 

student is an important element in modern art 

department programs, and that large enrollments of 

non-art majors in general art courses justified 

increased art staff and facilities to accommodate them 

(Sontag, 1970, p. 299). 
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Finally, Jack Morrison in 1973 published The Rise 

of Arts on the American Campus. part of a series of 

profiles on American education sponsored by the 

Carnegie Commission on Higher Education. Morrison 

traces the history of drama, dance, music, theater, 

and the visual arts, at 17 colleges selected for study 

with a kind of "knowledgeable arbitrariness." His 

study concluded that departments, schools, and 

colleges of the arts can no longer afford a pristine 

isolation from the rest of the campus and community 

(local, regional, national, and international), and 

that schools of art should develop a comprehensive 

program with a two-pronged approach: one emphasizing 

the student major and the arts per se, and the other 

general arts education for the non-major, 

teacher-in-training, and the community. However, 

Morrison's study also revealed "...extensive 

information concerning the arts in colleges and 

universities does not yet exist [so] it is not 

possible now to provide [a] full-fledged, lean 

explanation" of its state (Morrison, 1973, p. xv) . 

In conclusion, although much has been written 

about the need for general arts study during the 

twentieth century, and in particular, a study of the 

visual arts within programs of general education, few 
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attempts have been made to document the past or 

current nature of general art survey courses, and no 

curricula designs for the non-art major have been 

suggested by the literature. Furthermore, since 

Sontag's 1970 study, no scholarly investigation of 

general art programs appears on computer searches of 

Dissertation Abstracts International or Eric 

databases, making this study the first examination of 

visual arts courses designed for programs of general 

education in over eighteen years. 

Section II: Historical Foundations of 
Discipline-Based Art Education 

Material concerned with this area is extensive, 

and could without restraint, trace antecedents back 

through the entire recorded history of art education 

theory. For the purpose of this study selection of 

literary precedents to discipline-based art education 

will be confined to those writings of the past three 

decades, beginning with information published just 

prior to the Penn State Seminar of 1964. Further, 

while papers and books written by Bruner, Barkan, 

Gardner, Eisner, Ecker, Feldman, McFee and many 

others, all sow the seeds for what W. Dwaine Greer 

was to later label in 1983 as "discipline-based art 

education," only those publications which can be 
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considered of strategic importance to understanding 

the historic foundations of current discipline-based 

art education theory will be reviewed. This section 

will begin with Jerome Bruner's The Process of 

Education. 

First published in 1960, Bruner's The Process of 

Education revolutionized contemporary art education 

curricula theory (Bruner, 1960). Bruner's book was 

concerned with all areas of education, but his belief 

that learning was most effective when based on the 

structure of a discipline as manifested by 

practitioners in the field had a profound effect on 

the thinking of art educators. His famous hypothesis 

that "any subject can be taught effectively in some 

intellectually honest form to any child at any stage 

of development," directly challenged Dewey's (1934) 

and Lowenfeld's (1947) psychological, child-centered 

conception of art education that had held sway for 

most of the twentieth century. This challenge moved 

arts educators and other theorists to re-examine the 

content and structure of how art was taught, and to 

interpret Bruner's thesis in terms of how the study of 

art might be re-conceptualized as a discipline 

uniquely relevant to programs of general education. 
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Articles by Manual Barkan in 1962 and 1963 picked 

up on Bruner's theme, and began to address the problem 

of restructuring art education as a discipline 

(Barkan, 1962, 1963). As Barkan wrote: 

The concept of structure in 
the context of the structure 
of a discipline and its 
meaning for education, as 
brought into prominence by 
Jerome Bruner, has stimulated 
many in art education, to try 
and make sense out of 
curriculum problems. (Efland, 
1984, p. 207) 

For Barkan this meant art curricula needed to base its 

structures of inquiry on the characteristic processes 

used by art historians, art critics, and producing 

artists (Efland, 1984, p. 209). Many other art 

educators soon agreed with this basic premise, but 

felt a great deal of work was needed to strengthen 

curricula applications of Bruner's and Barkan's 

theories. Recognition of this need for a new 

conception of visual arts curricula coincided 

with federal support for curriculum reform, and led 

directly to a series of 17 art conferences held 

between October, 1964, and November, 1966 (Efland. 

1984, p. 206). 

The most important of these conferences was the 

"Seminar in Art Education for Research and Curriculum 
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Development" held at Penn State University in late 

summer, 1964. Events related to the planning and 

structure of this conference are documented in a 1984 

article by Arthur Efland (Efland, 1984). Efland 

reports the planning for this conference began in 1962 

as a series of dialogues between Edwin Mattil and 

Kenneth Beittel of Penn State University. Later, 

Elliot Eisner, David Ecker, Jerome Hausman, Robert 

Burkhart, and Manual Barkan joined the first two men 

in a series of meetings that outlined a seminar 

proposal. An early by-product of these conversations 

was the thought that traditional studio instruction 

should be balanced by integrated work in art history 

and art criticism (Efland, 1984, p. 206), and that 

the purpose of the conference would be to 

...re-examine the purposes 
and aims of art education, 
the content of art at all 
levels, the methods of art 
instruction, the problems 
of learning and 
teaching in art, and the 
effects of social change... 

with an intent 

...to stimulate research 
and curriculum development 
on a wide scale....(Efland, 
1984, p. 206) 

The theme that eventually permeated the seminar 

was the idea that art is a discipline in its own 
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right, with goals that should be orientated toward 

helping students independently investigate structured 

inquiries into the visual arts with "...professional 

scholars in art--the artists, the critics, [and] the 

historians—[as] models for inquiry" (Efland, 1984, 

p. 209). This theme is articulated repeatedly 

throughout the ten papers and summary report produced 

by the conference participants, and published in 1966 

under the title Curriculum Problems in Art Education. 

While the field of art education was in a state of 

transition identifying studio production, art 

criticism, and art history as necessary components in 

any new art curricula, theoretical discussion had also 

begun to focus on the importance of including 

aesthetic study as a resource for effective arts 

education. In 1958 David Ecker and Eugene Kaelin tried 

to identify the foundations of aesthetic study that 

might contribute to art education in the public 

schools (Ecker & Kaelin, 1958). In 1963 Vincent 

Lanier examined how the visual arts furnished unique 

material for the "visual aesthetic experience" 

(Lanier, 1963), and Elliot Eisner in 1965 wrote and 

spoke of "aesthetic education" as the "humane 

education of man in and through the arts" (Eisner, 

1965) . 
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Eisner and Ecker's Readings in Art Education, and 

Ralph Smith's Aesthetics and Criticism in Art 

Education, both published in 1966, brought together 

early essays and selected passages by numerous authors 

on aesthetics, art criticism, art history, and 

educational theory. In many ways these two anthologies 

foreshadowed the tenants of discipline-based art 

education (Smith, 1987b, p. 10). 

The idea that aesthetics should play a large role 

in the future development of art education curricula 

was expressed by Edmund Feldman in Smith's anthology. 

Feldman wrote 

...all plans, motives, goals 
for the teaching of art take 
their origin from 
aesthetics... 

and that 

..the objective of research is 
to discover the aesthetic 
basis which one way or another 
informs the teaching or 
learning under scrutiny. 
(Smith, 1987a, p. 10) 

These thoughts were echoed by several other writers, 

most notable being Herbert Read (Read, 1966), Thomas 

Munro (Munro, 1956), and Harry Broudy (Broudy, 1966b), 

and provided the basis for continued scholarly writing 

on the role of aesthetics in art education from the 

late 1960s through to the present. 
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Rudolf Arnheim's two books, Visual Thinking, and 

Art and Visual Perception, contributed to the 

scientific understanding of aesthetics as a valued 

part of the art curriculum, and Ecker and Kaelin's 

1972 article "The Limits of Aesthetic Inquiry: A Guide 

to Educational Research," examined efforts to 

understand the educational role of aesthetic 

experiences evoked by artworks. The social and 

anthropological aspects of aesthetics were explored by 

June McFee in her 1971 book Preparation for Art, and 

Graeme Chalmers illuminated the social role of art and 

aesthetics in an article published in 1978. 

Antecedents in general and art educational theory 

of the 1960s and 70s also contributed to the 

conception of discipline-based art education. Of 

primary importance are Democracy and Excellence in 

American Secondary Education by Broudy, Smith, and 

Burnett; Howard Gardner's The Arts and Human 

Development; Feldman's two books Art as Image and Idea 

and Becoming Human Through Art; and Eisner's 

Educating Artistic Vision and The Educational 

Imagination. 

The text by Broudy and his collaborators addressed 

the idea that through a study of art there were forms 

of learning, knowledge, and understanding that 
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transcended traditional, scientific approaches to 

education. Gardner's book dealt with aspects of 

cognitive psychology, advancing the proposition that 

inner mental phenomena profoundly affect student 

abilities in terms of perception, symbol acquisition, 

and manipulation. 

Feldman's books dealt directly with the theme that 

effective visual arts education must concern itself 

with the disciplines of art criticism, the philosophy 

of art, production of artworks, and anthropology. Of 

particular relevance to future DBAE curriculum theory 

was Feldman's work in the area of art criticism, and 

his efforts to develop an identifiable language of 

art. 

Eisner's Educating Artistic Vision advanced the 

cause of art education as a subject necessary to a 

balanced and complete education. Additionally, Eisner 

questioned what he felt was an overemphasis on 

creative activities as an educational end in itself, 

and described a curriculum project that attempted to 

integrate three spheres of art learning identified as 

the productive, the critical, and the historical. His 

Educational Imagination explores curriculum questions 

related to the arts, with specific recommendations on 

how to write objectives for art that can be evaluated. 
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Lastly, Laura Chapman's Approaches to Art in 

Education, published in 1978, stands out as the 

culmination of art education curriculum theory prior 

to the advent of DBAE. In this text, Chapman 

forcefully emphasizes art as an integral part of the 

school curriculum, with educational rewards as 

pertinent and valuable as those provided by any other 

area of study. Further, Chapman argues effectively 

that visual arts education is the right of every 

student regardless of exhibited "talent," and that 

eliciting reasoned and responsive student reactions to 

works of art is just as valuable an educational goal 

as nurturing creative expression. Finally, Chapman's 

broad-based conception of visual arts education 

stressed a division of class time that would give the 

instructional areas of studio art, art history, and 

critical appreciation of artworks in relation to their 

appropriate cultural context, adequate, regular 

class-time within a single course. 

Section III: Previous Curriculum Efforts 
Related to Discipline-Based 

Art Education 

In the years just prior to and following the Penn 

State Seminar a number of curriculum projects were 

initiated which would have an effect on the 
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development of discipline-based art education. These 

curriculum projects had their roots in the Woods Hole 

conference convened in 1959. 

Woods Hole focused on American science and 

mathematics curricula, but lessons learned from this 

conference were adopted by art educators (Efland, 

1987). Following the recommendations of Bruner (1960), 

and those attending the Penn State Seminar of 1964, a 

number of curricula projects were begun with the idea 

of treating art as a discipline (Barkan, 1962, Eisner, 

1965). The resulting curriculum models met with mixed 

degrees of success (Clark, 1984), but their seminal 

importance to the field of art curriculum design was 

established. This section of the review will focus on 

these curricula projects by individual sub-heading, 

and their relation to current DBAE theory. 

Aesthetic Education Curriculum Project 

On September 1, 1965, Manual Barkan presented a 

paper entitled "Curriculum Problems in Art Education" 

to participants of A Seminar in Art Education for 

Research and Curriculum Development at Penn State 

University (Barkan, 1966; Kern, 1984, p. 219). Two of 

Barkan's ideas contained in this paper were to lead to 
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the creation of the Aesthetic Education Curriculum 

Project. 

The first idea expressed was that art education 

curricula needed to be problem and discipline 

centered. The second idea dealt with the concept of 

establishing regional centers for the development of 

art education curricula. Such centers would ideally 

have experts in art curriculum theory, aesthetics, art 

history, criticism, research, evaluation, language 

usage, and teaching media (Kern, 1984, p. 220). The 

purpose of the centers would be threefold as follows: 

1) To develop curriculum materials, reproduction 

collections, literary materials, sequenced 

curriculum guides, and evaluation instruments; 

2) To test the materials produced in cooperation 

with schools in the area; 

3) To distribute the materials developed, and to 

provide the necessary field training to 

teachers to make effective use of the material. 

Results of these recommendations established the 

Aesthetic Education Curriculum Program in 1967 as 

co-sponsored by the Central Midwestern Regional 

Educational Laboratory (CEMREL), and Ohio State 

University (Efland, 1987, p. 67). 
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Work of the Aesthetic Education program was 

divided into two phases. Phase I was coordinated by a 

staff of five at Ohio State, headed by Barkan, Laura 

Chapman, and later joined by Evan Kern (Barkan, M., 

Chapman, L., & Kern, E., 1970; Efland, 1987, p. 67). 

The initial decision was that the aesthetic education 

curriculum devised would "emphasis general education, 

[and] that it would compliment rather than replace 

current offerings in the arts" (Efland, 1987, p. 67). 

The work was completed in 1970, and published as 

Guidelines: Curriculum Development for Aesthetic 

Education (Barkan, Chapman, & Kern, 1970). 

Phase II was handled by the CEMREL staff in St. 

Louis, Missouri under the direction of Stanley Madeja 

(CEMREL, 1970; Kern, 1984, p. 221). This phase was to 

devise instructional units, test, and revise them as 

necessary. Packaged units for art specialist were 

designed initially, but these were later revised for 

use by regular teachers (Efland, 1987, p. 68). 

The design of the curriculum was based on series 

of six instructional units keyed to grade levels K-6. 

These six main units would then contain a range of 

individual teaching units oriented to parallel a 

child's ability to deal with the content. However, 

because of cutbacks in federal support, only 12 of a 



m^^ 

60 

I planned 44 individual units went through the complete 

development of design, testing, and release (Efland, 

1987, p. 69). A final report on the second phase was 

published by Madeja and Onuska (1977). 

In relation to DBAE, the CEMREL project showed 

aesthetic education to be feasible. Problems did 

exist, however. Coordination between the Phase I and 

Phase II groups working on the curriculum could have 

been better, and criticism was leveled at the physical 

and conceptual complexity of the teaching packets 

(Clark, 1984). 

The Guidelines for Art Instruction 
through Television for the Elementary Schools. 

and Images and Things 

Another curriculum precursor of DBAE was the 

Guidelines for Art Instruction through Television for 

the Elementary Schools (Barkan, & Chapman, 1967). 

Begun in 1966 by Barkan, the Guidelines project 

attempted to review and set down directions for the 

use of art instruction on television. These guidelines 

led to the creation of Images and Things by Alice 

Schwartz and John Cataldo (Efland, 1987, p. 73; 

Schwartz, 1972). 

Each of the television art units of Images and 

Things was 20 minutes long and involved a theme. 
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Program notes were provided to help prepare classroom 

teachers, and a learning resource kit was also 

developed. Together the television project consisted 

of four elements 1) the original guidelines, 2) the 

T.V. script and production, 3) the guide for teachers, 

and 4) the learning kit. 

Although still in use, the success of Images and 

Things was limited. Despite attempts by scriptwriters 

to be faithful to the art curriculum concepts as 

espoused by Barkan's Guidelines, television editors 

and other non-educators responsible for filming and 

producing the shows created a product that destroyed 

any sense of educational sequence, overlooked 

explaining the content of the videotapes in relation 

to possible classroom activities, and ultimately 

released a curriculum product which failed in relation 

to its original intention (Clark, 1984). 

Curriculum Planning in Art Education 

In 1969 Laura Chapman presented a refinement of 

the CEMREL curriculum project entitled "Curriculum 

Planning in Art Education" (Chapman, 1969). In this 

paper Chapman delineated three main goals for general 

arts education. These were 1) to heighten personal 

response and expression in art, 2) to develop student 
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awareness of artistic heritage, and 3) to help 

students become aware of the role of art in society 

(Efland, p. 75). Chapman also attempted to address the 

problems of choice and sequence in curriculum 

planning. Her 1978 book. Approaches to Art in 

Education, previously cited in section two of this 

review, is a clarification and further development of 

these ideas first expressed in 1969. 

Art: Meaning. Method, and Media 

The year before the Penn State Seminar Guy Hubbard 

and Mary Rouse began work on a series of art textbooks 

that encompassed many of the concepts associated with 

that conference (Efland, 1987, Clark, 1984). The 

resulting texts. Art: Meaning. Methods, and Media. 

were published in 1973, and covered grades 1-6 

(Hubbard, & Rouse, 1973). The lessons included 

objective-defined, two and three dimensional work 

sequenced across grades. Emphasis was placed on 

perceiving art, producing art, and learning to use art 

tools in a pragmatic approach to classroom activities 

easily understood by both teachers and students. As 

testimony to the acceptance and influence of these 

texts in American classrooms they have now entered 

their third edition under the title of Art m Action. 
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Stanford-Kettering Proĵ n-t-. 

The Stanford-Kettering Project was begun in 1967 

to develop an art curriculum "that could be used 

effectively to teach significant art content to young 

children by elementary school teachers" (Eisner, 1969, 

p.l). Funded by the Charles F. Kettering Foundation, 

and headed by Elliot Eisner, the resulting curriculum 

was a fixed design of activities arranged in a 

specified sequence. 

The development of the Kettering curriculum was 

based upon six assumptions consistent with 

recommendations expressed by the participants of the 

Penn State Seminar. These six assumptions were: 

1) The most important contribution the visual arts 

make to a child's education rests on those 

qualities which are unique to the arts; 

2) Artistic learning is complex and does not occur 

automatically as the child matures; 

3) The art activities offered the child should 

extend beyond expressive exercises to include 

critical, historical, and in some ways, 

aesthetic investigations; 

4) Effective visual arts instruction requires both 

a curriculum, and instructional support media; 

5) All art learning can be evaluated; 
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6) Elementary non-art specialist would be more 

effective instructors of art if provided a 

sequenced curriculum keyed to support media. 

How the work of the Kettering staff progressed is 

described by Eisner in his Teaching Art to the Young 

(1969). The finished project was documented in two 

volumes of art curriculum syllabi. Volume I dealt with 

historical lessons, and Volume II concentrated on 

production lessons. Additionally, over 1500 pieces of 

teaching material keyed to art lessons were organized 

in what became known as Kettering Boxes for classroom 

use. 

The most important aspect of this project was as a 

curriculum training ground for Eisner and his graduate 

student staff, and as a discipline-based model of art 

instruction patterned after the recommendations of the 

Penn State Seminar (Clark, 1984, p. 228). 

The shortcomings of this project were many. Chief 

among them were severe limits to its dissemination, 

minimal field testing, and a simplistic content level. 

Also, the "Kettering Boxes" of arts resource material 

were felt by teachers in the field to be too large, 

awkward, and complex for easy use (Clark, 1984, 

p. 228). 
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Behavioral Emphasis in Art Educatinn 

In a 1968 and 1969 curriculum project sponsored by 

the National Art Education Association attempts were 

made to deal with the problems posed by identifying, 

writing, and evaluating behavioral art objectives 

(Davis, 1976). Attempts to produce a written 

curriculum, with specified behavioral objectives and 

evaluation instruments, were consistent with 

recommendations of the Penn State Seminar. 

As reported by D. Jack Davis in Behavioral 

Emphasis in Art Education (1976), behaviorally based 

curriculum equivalents to aesthetic, critical, 

historical, and studio aspects of art learning were 

identified as helping students learn to see, feel, 

understand and produce art. These behavioral 

objectives were examined on both the K-12, and higher 

education levels, with specific recommendations for 

staff organization and utilization in a behaviorally 

oriented art curriculum. 

The SWRL Elementary Art Program 

The Southwest Regional Educational Laboratory 

(SWRL) had been working on new elementary art 

curricula since 1965, when a decision was made in 1972 

to adopt a sequenced, systematic approach to new art 
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curricula designs (SWRL, 1974; Efland, 1987. p. 80). 

The new approach was based on seven assumptions to art 

curriculum development. These were: 

1) All students are capable of producing creative 

artworks in their classrooms; 

2) The work of adult artists, art critics, and art 

historians should act as models for the 

art student; 

3) Non-specialists can teach art; 

4) All student artwork can be evaluated; 

5) Art instruction requires visual reference 

material; 

6) Art instruction should be sequenced and 

systematic; 

7) Those charged with teaching art should 

demonstrate art skills and direct the learning 

activities of students. 

The materials produced under these quidelines were 

extremely detailed and specific (Clark, & Greer, 1975; 

Greer, Quellmalz, Allen, Duffey, & Wilkes, 1972). 

Organized in instructional blocks, units of 

instruction, and a series of ordered instructional 

activities, each activity was provided instructional 

resources covering visual analysis, production, and 

image analysis in both film strips and printed 
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material (Clark, 1984, p. 229). Also, classroom 

instructors were given a recipe for teaching the 

individual units, and guidelines for checking the 

progress of the student's efforts. Finally, teachers 

were provided a standard for evaluating student 

achievement of art skills, levels of arts knowledge, 

and desired behaviors (SWRL, 1982). 

The SWRL curriculum efforts serve as a model for 

future DBAE models, but fall short in several areas. 

Chief among the weaknesses pointed out by Clark (1984, 

p. 229) are the simplistic and repetitive 

instructional units, a lack of reference to the 

popular arts, inadequate expressive or interpretive 

exercises, a failure to inform teachers of the 

guidelines that support the curriculum's organization, 

and learning activities and sequences inappropriate 

for younger students. 

Aesthetic Eye Pro.iect 

The National Endowment for the Humanities 

sponsored the Aesthetic Eye Project in 1975-1976 

(Hine, Clark, Greer, & Silverman, 1974). This project 

attempted to help teachers develop material and ideas 

that would in turn assist them in creating aesthetic 

curricula appropriate to their particular school. 
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Initial study took place during the summer, and 

continued with eight additional meetings throughout 

the next school year. During the summer session the 

focus was on developing a knowledge of aesthetic 

perception and judgment, using this newly acquired 

aesthetic knowledge to review fine and popular works 

of art, to develop curricula and materials for 

students, and lastly, to explore methods of evaluating 

achieved levels of aesthetic perception and judgement 

(Hine, Clark, Greer, & Silverman, 1976). 

Broudy, and his book Enlightened Cherishing 

(1972), served as the major instructor and reference 

source for discussion of art objects, museum and 

gallery visits, written critiques of artworks, and 

other activities (Clark, 1984, p. 230). At the 

completion of the project evaluations showed 

substantial increases in the students' understandings 

and application of aesthetic education concepts 

(Clark, 1984, p. 230). It was felt that this project 

showed that previously untrained teachers can, with 

the proper sequence of learning activities, be 

introduced to aesthetic concepts which would then 

translate into improved aesthetic education in the 

classroom (Hine, Clark, Greer, Sc Silverman, 1976). 
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Three Proposals 

Between 1984 and 1986 three additional models 

based on the concepts associated with DBAE were 

published. While these models have not been put into 

practice, their suggestions are worth reviewing. 

The first proposal is a suggested design for a 

general humanities course at a community college 

(Smith, 1984). This model calls for a single unit of 

study that would combine aesthetics, art history, art 

criticism, and art education in a course designed to 

illustrate the relevance of these subject areas to a 

general humanities education. While the proposal is 

persuasive in its theoretical implications, very 

little of practical use is suggested. 

In November, 1986, the National Endowment for the 

Arts released a briefing paper for (among others) 

members of the National Art Education Association and 

National Association of Schools of Art and Design 

(NEA, 1986). In this paper the NEA called for new 

quidelines for K-12 arts education that would develop 

"artistic skills and knowledge, art history, 

criticism, aesthetics, and analysis as well as 

experiential and appreciation components" (NEA, 1986, 

p. 5). The NEA paper also called for arts education to 

begin dealing more with "ideas and content rather than 
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associating it primarily with personalities or events" 

(NEA, 1986, p. 6). 

These new education proposals by the NEA makeup 

what the federal agency calls its Arts-in-Education-

Program. It "signifies a realignment of NEA interest 

to include a focus on statewide promotions of rigorous 

arts education," and replaces earlier Artists-in-

Schools (1969) and Artists-in-Education (1980) 

programs (NEA, 1986, p. 6). 

The final proposal to be reviewed is the National 

Art Education Association's sponsored essay Excellence 

in Art Education: Ideas and Initiatives (Smith, 1986). 

In this essay Smith states that 

For the arts to take its place 
in a core curriculum of general 
education...it is necessary to 
formulate a defensible idea of 
art, to explain in what its 
peculiar excellence consists, 
and to indicate how the schools 
can develop an understanding 
and appreciation of such 
excellence. (Smith, 1986, p. 11) 

Smith's essay attempts to formulate a clearer idea of 

what "excellence" in visual arts education should be, 

with suggestions on how to establish such a standard. 

The major thrust of Smith's essay and proposal for 

a new visual arts curriculum is that art education's 

main purpose is to teach an appreciation of excellent 
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art. Basically, this approach means art educators must 

re-orient their thinking, and remove the child as the 

center of the arts education experience (Smith, 1986, 

p. 16). Instead of focusing on the creative acts and 

art products of children, new art curricula must use 

exemplars of mature artwork as the foundation of 

learning experiences. As Smith puts it: "until mature 

art itself is made its subject, art education will 

have difficulty becoming a serious course of study in 

the curriculum of the schools" (Smith, 1986, p. 16). 

By arguing that the mature work of artists forms the 

basis of the art education curriculum Smith is echoing 

thoughts directly related to Barkan's early writings, 

and which underpin early DBAE theory. 

On a practical note, Smith understands that 

reliance on exemplars opens his proposal to charges of 

elitism. However, while Smith rejects the elitist 

criticism, he also sees a problem of young students 

not being able to fully appreciate mature works of 

art. To answer this, Smith envisions a spiraling 

curriculum which would introduce material, returning 

to it at a later date for review and clarification 

(Smith, 1986, p. 17). A "spiral" format answers DBAE's 

demand for sequence and systematic instruction for 

arts curricula. 
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Lastly, Smith sets down a suggested outline for a 

series of art units covering the grades 7-12. Using a 

spiraling format, and each "unit" equal to a 

semester's study, Smith envisions an arts requirement 

for an excellence curriculum as follows: 

One Unit: Introduction to the Arts 

Two Units: History of the Arts 

Three Units: Period Styles in Art History 

Two Units: Studio Work 

Two Units: Seminar on Special Topics 

One Unit: Cultural Service. 

While Smith's eleven-unit model is criticized as 

too heavily weighted in favor of art history, and too 

light in studio experiences, it is a valuable model in 

that it establishes a standard against which future 

art curricula models can be developed and compared. 

Section IV: Current Discipline-Based 
Art Education Literature 

In 1982 the Getty Center for Education in the Arts 

was formed. The Getty Center's purpose was to focus on 

issues and challenges facing today's art educators and 

policy makers (Getty Center, 1985). These efforts 

fostered planning institutes and curriculum reviews 

for visual arts educators that ultimately gave birth 
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to discipline-based art education (Getty Institute, 

1983). 

Today, DBAE is a common topic in art education 

journals and periodicals, with an already extensive 

history of published material. This section of the 

review identifies the major articles dealing with DBAE 

by name or concept and, for reasons of clarity, will 

organize the review by years beginning with DBAE 

literature published in 1984. 

1984 

W. Dwaine Greer fashioned the term discipline-based 

art education, and in a 1984 article defines what he 

feels are the distinguishing features of a DBAE 

curriculum (Greer, 1984). This same issue of Studies 

In Art Education contains numerous other articles on 

DBAE, and for practical purposes marks the beginning 

of the debate over the Getty Center's art education 

initiatives. 

In the same issue of Studies that contained Greer's 

definition of DBAE, articles by Rush (1984), Kern 

(1984), and McFee (1984) explore other aspects of 

discipline-based art education. Rush, as editor of 

this issue, wrote 

Discipline-based art education, as 
a focus for the development and 
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clarification of theory rather 
than a program of instruction, 
could provide a much-needed 
vehicle by which to converge the 
theoretical bases of the 
profession. (Rush, 1984, p. 204) 

Kern's article focused on the need for aesthetic 

curriculum reform, and saw in the Getty Center's DBAE 

program an effort to respond to that need (Kern, 1984; 

Duke, 1983). McFee compared the goals, structures, and 

social contexts of the Penn State Seminar and the 1983 

Getty Institute for Educators on the Visual Arts. Her 

conclusions were that they couldn't be directly 

compared, but that they both carried forward parts of 

the same operation (McFee, 1984, p. 281). 

1985 

Publication of articles dealing with 

discipline-based art education accelerated in 1985. Of 

seminal importance was the Getty Center's report 

Beyond Creating: The Place for Art in America' 

Schools• 

The Getty's Beyond Creating reported the findings 

of a survey of primary art education practices in the 

United States (McLaughlin & Thomas, 1984), and laid 

out what the Getty Center felt were the necessary 

three phases in developing successful discipline-based 

art programs (Beyond Creating. 1985, pp. 6-7). This 
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study drew a response from Lanier (1986), and has 

continued to act as a focus for contemporary debate. 

Michael Day's 1985 paper on DBAE addressed 

problems of evaluating K-12 student work in the visual 

arts (Day, 1985). In this paper Day explores factors 

related to the construction of DBAE evaluation 

methods, and stresses that the complexity of 

integrating art history, criticism, studio, and 

aesthetic lessons for children of different ages 

requires a written curriculum. This article appeared 

in an issue of Studies In Art Education devoted to 

DBAE. 

In the same issue of Studies containing Day's 

thoughts on evaluation methods, articles by MacGregor 

(1985), Lovano-Kerr (1985), DiBlasio (1985), Anderson 

(1985), and Lanier (1985) address a wide range of DBAE 

topics -

MacGregor (1985) questions the definition of DBAE 

as outlined by Greer (1984). MacGregor concludes that 

adoption of a title like "discipline-based art 

education" may be at most an astute political device 

to persuade outsiders of the visual arts importance in 

general education. 

Lovano-Kerr (1985) theorizes about the practical 

benefits of a college-level DBAE program. She suggests 
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a college-level DBAE program might significantly 

improve current teacher preparation programs. 

DiBlasio's (1985) article entitled "Continuing the 

Translation: Further Delineation of the DBAE Format," 

analyzed how the Getty Center's efforts were an 

attempt to turn Barkan's theoretical recommendations 

into practice. DiBlasio also attempts to explain why 

aesthetic study is a necessary fourth element in a 

complete visual arts curricula. 

Anderson (1985) examines changes that must occur 

in the visual arts educational system to accommodate 

new electronic media. Discussion is focused on the 

technology of interactive videodiscs and computers, 

and how these relate to DBAE curricula efforts. 

Lanier (1985) concludes the DBAE articles in this 

issue of Studies with a discussion focusing on the 

fundamental principals and origins of DBAE. 

In the Fall of 1985 Karen Hamblen discussed what 

she labeled the technocratic-rationality of 

discipline-based art education (Hamblen, 1985). 

Hamblen seriously questions DBAE's inclination to 

control and manipulate art education variables, and 

speculates on whether specifying predictable outcomes 

in the art classroom is a necessary part of effective 

arts teaching. 
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1986 

The scholarly interest in DBAE continued in 1986, 

with the most important literary contributions to the 

subject being made by Kern (1986), Clahassey (1986), 

Lund (1986), Carson (1986), and Lankford (1986). 

Lsuiier (1986) also contributed with a response to 

Bevond Creating. 

In his article To Eat Your Cake and Have It Too: A 

Response to Beyond Creating. Lanier identifies what he 

feels are major problems in the Getty conception of 

arts education. Primarily, Lanier questions the 

Getty's assertion that visual art is communication, 

and that a student's experience with expressive 

artworks results in a form of knowledge (Lanier, 1986, 

pp. 109-110). 

Kern (1986) served as editor for a publication of 

eighteen papers prepared for a symposium on art 

education. Topics covered were the field of art 

education, aesthetics, and art criticism. Direct and 

indirect references are made to the concepts 

associated with DBAE. 

Clahassey examines the relationships between 

contemporary art movements and art education 

(Clahassey, 1986). She suggests DBAE shares a number 
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of similar ideas with those found in the art circles 

of modernism and post modernism. 

The article by Lund calls for a reasonable 

approach to art education (Lund, 1986). The premise of 

DBAE is questioned in light of the fact that most 

classroom teachers are still committed to teaching art* 

as an expressive act, and are not prepared to handle 

the more complex demands of aesthetics and criticism. 

Carson echoes some of Lund's concerns by pointing 

out that children still derive the greatest 

psychological help from art by making it and 

discussing it with their teachers (Carson, 1986). This 

article attempts to balance the flurry of interest 

focused on DBAE theory with a reminder of Lowenfeld's 

(1947) contributions to effective arts education. 

Finally in 1986, Louis Lankford addresses the 

problems of making sense out of aesthetics in DBAE 

curricula (Lankford, 1986). Lankford points out that 

for aesthetics to be taught effectively the concept 

must first be made understandable and relevant to 

teacher education programs, and in art lessons for the 

young student. 
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1987 

1987 saw an explosion of literature published on 

DBAE. Beginning with The Role of Discipline-Based Art 

Education in America's Schools (Eisner, 1987b), the 

list continues through a special issue of The Journal 

of Aesthetic Education containing ten articles on DBAE 

by leading arts educators (Smith, 1987a). Additional 

journal and periodical articles were contributed by 

DiBlasio (1987), Day (1987), Lanier (1987), Gray 

(1987), Huber (1987), Chalmers (1987), Welter (1987), 

Salome (1987), Broudy (1987), and Greer (1987). 

The essay by Eisner (1987b) is a continuation of 

his argument that children need more than just basic 

reading and writing skills to be successful. He 

advances art as a subject of study basic to any well 

rounded education, and offers alternative approaches 

to the design and implementation of K-12 

discipline-based art curricula. Additionally, in 1987, 

Eisner (1987a) responded to Lanier's 1986 criticisms 

of Beyond Creating. In a commentary entitled "An 

Analysis of Lanier's Analysis of Beyond Creating" 

Eisner refutes Lanier's criticisms, and attempts to 

strengthen his vision of the arts in programs of 

general education. 
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The special issue of The Journal of Aesthetic 

Education edited by Smith (1987a) contains DBAE 

articles by Feldman (1987), Crawford (1987), Risatti 

(1987), Kleinbauer (1987), Spratt (1987), Clark 

(1987), Sevigny (1987), Efland (1987), and Kern 

(1987), as well as an additional article and 

introduction by Smith (Smith, 1987b). The entire 

special issue is an attempt to illustrate the evolving 

processes of thought guiding DBAE theory. Emphasis is 

placed on DBAE's historical roots, its rationale 

within contemporary contexts, the content areas 

of art history, studio art, art criticism, and 

aesthetics, and DBAE's relation to the nature of arts 

learning. 

DiBlasio's (1987) article in Studies reflects a 

concern for the variant forms of DBAE, She raises the 

issue of theory deterioration through popular 

mislabeling of unqualified programs as DBAE oriented. 

Day's report compares two high school programs of 

art instruction. One high school used DBAE concepts in 

an integrated approach to teaching art history, studio 

art, and art criticism, and the other school used a 

traditional non-integrated approach (Day, 1987). 

Lanier's paper proposes a new visual arts 

curriculum called A * R * T, short for the Aesthetic 
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Response Theory (Lanier, 1987). It is suggested by 

Lanier that A * R * T is a more feasible approach to 

teaching art than is DBAE, and that adoption of his 

curriculum model would better facilitate the serious 

study of art when taught by non-art specialist. 

James Gray argues that the aesthetic component in 

DBAE curricula needs to be re-evaluated for use on the 

elementary level (Gray, 1987). Gray proposes that a 

practical approach to aesthetic education be employed 

for younger students, and that the philosophical 

foundations of aesthetic study be taught at a later 

date, when students are more mature. 

Barbara Weir Huber attacks what she perceives to 

be DBAE's support of a male-dominated status quo in 

the field of art education (Huber, 1987). Highlighting 

gender-based quotes from male authors of earlier 

published DBAE literature, Huber attempts to show how 

feminism might strengthen arguments for DBAE 

curricula. 

The role of sociology and anthropology in DBAE 

curriculum models is advanced by Chalmers' "Beyond 

Current Conception of Discipline-Based Art Education" 

(Chalmers, 1987). Chalmers feels that the social 

science areas of sociology and anthropology should be 
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incorporated into DBAE theory to diversify arts 

knowledge, and increase the overall enjoyment of art. 

Welter's (1987) paper "Discipline-based art 

education: Not If, But Where?" advocates 

implementation of a DBAE curriculum for the liberal 

arts college. Welter argues that it is impractical to 

retrain elementary non-art specialists to teach 

aesthetics, art criticism, and art history. Instead, 

Welter proposes DBAE principles guide the development 

of new college art courses for non-art majors. It is 

suggested that college-level DBAE courses would 

ultimately improve public knowledge and value of the 

arts in a more efficient and immediate manner than 

would K-12 DBAE programs. 

As a preface to papers comprising the Summer 1987 

issue of Studies In Art Education. Richard Salome 

reviews the progress of DBAE since its inception. 

Salome also summarizes papers by Broudy and Greer 

(Salome, 1987). 

The paper by Broudy deals with the theory and 

practice of DBAE in aesthetic education (Broudy, 

1987). Broudy elaborates on the use of imagery in 

areas dealing with visual perception, particularly 

when used in connection to studies of art history, art 

criticism, and aesthetics. 
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Greer's paper addresses the structure of 

discipline concepts associated with DBAE (Greer, 

1987). Greer sets forth diagrammatic representations 

of the four art disciplines, and explores the planning 

and application of DBAE curricula. A framework for 

arts inquiry is also provided. 

Summary 

The serious study of art on American college 

campuses began in the late nineteenth century. From 

these early beginnings the place and importance of 

visual art education has continued to grow. Today, 

college art departments serve two competing purposes 

in higher education. One purpose is the training of 

professional artists, art historians, and art 

educators. The other purpose is to provide a general 

arts education for the non-art major. 

After World War II the growth of college visual 

art programs accelerated. Along with this rapid growth 

came an awareness that new ways to teach art were 

needed. Many of the ideas which addressed the problem 

of constructing new art curricula were first 

articulated at the Penn State Seminar of 1964. 

The art educators associated with the Penn State 

Seminar proposed a content-oriented approach to art 
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education. This idea meant teaching art as a 

"discipline," and broke from the child-centered 

teachings and influences of Dewey (1934) and Lowenfeld 

(1947). Throughout the balance of the 1960s and 1970s 

various curriculum models and theories based on 

teaching art as a discipline were developed. 

In 1982 the Getty Center for Education in the Arts 

was formed. The Getty Center adopted the 

content-oriented approach to art education, and 

initiated a study of art programs across the United 

States. This study resulted in a series of 

recommendations which were to form the basis 

of "discipline-based art education" curricula. 

Discipline-based art education (DBAE) is a 

descriptive phrase first used by W. Dwaine Greer. 

DBAE, as explained by Greer, is an art curriculum 

designed to teach an integrated approach to the study 

of art history, studio art, art criticism, and 

aesthetics. Initial emphasis of DBAE curriculum theory 

and practice has been centered on the early primary 

grades. 

The impact of DBAE theory has been strong. 

Literature both for and against the concept is 

extensive, and continues unabated at this time. 

However, as of this date, a computer search of 
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Dissertation Abstracts International and ERIC 

documents, shows no study incorporating the 

concepts of "discipline-based art education" in 

relation to a proposed college-level DBAE course for 

non-art majors 



CHAPTER III 

CATALOG SURVEY 

Introduction to the Catalog Survey 

A preliminary decision was made to restrict 

the college catalog survey to a select group of 

institutions (see Delimitations to the Study, p. 23). 

The delimitations as imposed resulted in an initial 

sample population of 103 colleges. This sample 

population was later reduced to 101 colleges because 

two institutions did not have general course catalogs 

available for data collection. The 101 colleges 

reviewed were distributed in 33 states, with the 

largest combined number of schools (39 or 38.61%) 

found in the three states of New York, Pennsylvania, 

and Massachusetts. The rest of the sample population 

was scattered, with the greatest remaining 

concentration of schools located in the upper midwest. 

A complete roster of the colleges surveyed is provided 

in Appendix D. 

The catalog survey attempted to answer two 

questions concerning visual arts curricula offered 

non-art majors. These questions previously posed in 

the Statement of the Problem, and repeated here for 

convenience, are: 

86 
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1) What types of general study in visual art 

are currently offered by American colleges 

to the non-art major? How do these courses 

differ from one another, and what types of 

courses predominate? 

2) On average, how many successfully completed 

visual arts credits are required of non-art 

majors by American colleges to meet general 

education demands? 

Answers to these questions were sought by individually 

searching each college catalog for: 

1) the credit hours required for the college's 

baccalaureate degree, 

2) the fine arts credit hours required for 

graduation, 

3) the distributive humanities credit hours 

required for graduation, 

4) the number of art history courses open to 

non-art majors without prerequisites, 

5) the number of 2-D studio courses open to 

non-art majors without prerequisites, 

6) the number of 3-D studio courses open to 

non-art majors without prerequisites, 
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7) Philosophy of Art or Aesthetics courses 

open to non-art majors without prerequisites, 

8) Art criticism courses open to non-art majors 

without prerequisites, 

9) Art appreciation courses open to non-art 

majors without prerequisites, and 

10) the visual arts credit hours required for 

graduation. 

Results from each catalog were tabulated and are 

reported in the following section of this chapter 

using descriptive statistical analysis. A discussion 

of the results follow. 

Results of the Catalog Survey 

The results of the catalog survey are listed in 

10 statistical tables. The first table is a 

compilation of information concerning the number of 

credit hours required for a baccalaureate degree at 

the institutions surveyed. This information makes it 

possible to determine the percentage of instructional 

time currently used for fine arts study at these 

schools. 

Descriptive analysis of Table 1 shows that the 

surveyed school's average number of credit hours 

required for graduation is 125.35, with the largest 
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Table 1. Credit Hours Required for Bachelor's Degree 

Credit Hours f Rel. f Cum. f Cum. % 

147-148 
142-146 
137-141 
132-136 
127-131 
122-126 
117-121 
112-116 

Range =36 Mean 

1 
0 
0 
7 
33 
33 
26 
1 

= 125. 

.01 

.00 

.00 

.07 

.32 
,32 
.26 
.01 

,35 Mdn -

101 
100 
100 
100 
93 
60 
27 
1 

124.34 Mode 

100.00 
99.01 
99.01 
99.01 
92.08 
59.40 
26.73 
00.99 

= 128.00 

number of colleges requiring 128 credit hours 

for an undergraduate degree. Table 2 shows that the 

average number of fine arts credits required for 

graduation at the surveyed schools totaled 2.27 credit 

hours, with the largest numbers of schools requiring 

no fine arts study. Using the statistical information 

gathered from Tables 1 and 2 the surveyed schools 

allocated roughly 1,81 percent of their required 

graduation hours for the fine arts. 

This researcher felt it important to distinguish 

between required and elective fine arts courses at the 

surveyed schools, so data were collected and reported 

in Table 2 representing fine arts credit hours 

actually required for the baccalaureate degree. 

Table 2 shows that the number of fine arts credit 

hours required for an undergraduate degree at the 



Table 2. Fine Arts Credit Hours Required 
for Graduation 

Credit Hours Rel. f Cum. f 

90 

Cum. % 

7-8 
5-6 
3-4 
1-2 
0 

Range = 8 Mean 

4 
8 

43 
0 
46 

= 2. 27 

.04 

.08 

.43 

.00 

.45 

Mdn = : 2.71 

101 
97 
89 
46 
46 

Mode 

100.00 
96.04 
88.19 
45.54 
45.54 

= 0 

surveyed schools averaged less than one full 

tri-semester course. Once again the largest number of 

colleges reviewed by this study listed no general 

educational requirement in the fine arts. These 

findings support this study's assumption that less 

than three credit hours of fine arts study would 

be generally required for an undergraduate degree. 

Table 3 represents data showing the number of 

humanities credit hours required by the surveyed 

schools for an undergraduate degree. Although Table 3 

indicates the average number of humanities credit 

hours required for graduation is 8.45, the largest 

number of surveyed schools required no specific 

humanities courses as a degree prerequisite. As a 

percentage of the average number of credit hours 

required for graduation the surveyed colleges reserved 
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Table 3. Humanities Credit Hours Required 
for Graduation 

Credit Hours f Rel. f Cum, f Cum. % 

74-81 1 .01 101 100.00 
66-73 0 .00 100 99.01 
58-65 0 .00 100 99.01 
40-57 0 .00 100 99.01 
32-39 1 .01 100 99,01 
24-31 4 .04 99 98.02 
16-23 11 .11 95 94.06 
8-15 34 .34 84 83.17 
1-7 19 .19 50 49.50 
0 31 .30 31 31.00 

Range = 74 Mean = 8.45 Mdn =8.60 Mode = 0 

6.74 percent of their degree hours for required 

humanities courses. 

Of special note to Table 3 is that 100 percent of 

the colleges that required study in the humanities 

listed one or more of the fine arts (music, theater, 

dance, or the visual arts) as elective courses that 

help fulfill their humanities requirements. However, 

these fine arts courses are offered by their 

respective colleges as elective options only, and 

students can by personal choice avoid classroom 

exposure to the fine arts by opting for other 

humanities electives drawn from speech, philosophy, 

literature, or the social sciences. 

Opportunities for required fine arts study at the 

surveyed schools included dance, theater, music, the 
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visual arts, and in some cases, writing, literature, 

the philosophy of art, aesthetics, art criticism, and 

art appreciation. Concerning the visual arts. Tables 

4, 5, and 6 show that the average college in this 

study offered nearly seven art history courses, more 

than three 2-D studio, and approximately two 3-D 

studio courses to their non-art majors. While art 

history courses were offered to non-art majors more 

often than any other type of visual arts curricula, 

the most common type of art history class made 

available to the non-art major was the chronologically 

oriented introduction to art history survey course. 

Table 4. Art History Courses Open to Non-Art Majors 

Number of Courses f Rel, f Cum, f Cum. % 

25 1 
22-24 0 
19-21 3 
16-18 7 
13-15 5 
10-12 14 
7-9 14 
4-6 19 
1-3 27 
0 11 

Range - 25 Mean =6.83 

.01 

.00 

.03 

.07 

.05 

.14 

.14 

.19 

.26 

.11 

Mdn -

.101 
100 
100 
97 
90 
85 
71 
57 
38 
11 

: 5.47 Mode 

100,00 
99.01 
99.01 
96.04 
89.11 
84.16 
70.30 
56.44 
37.62 
10.89 

= 3 
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Table 5. 2-D Studio Courses Open to Non-Art Majors 

Number of Courses f Rel. f Cum. f Cum. % 

13 
11-12 
9-10 
7-8 
5-6 
3-4 
1-2 
0 

1 
1 
0 
5 

21 
40 
25 
8 

Range = 13 Mean =3.48 

.01 

.01 

.00 

.05 

.21 

.39 

.25 

.08 

Mdn = 

101 
100 
99 
99 
94 
73 
33 
8 

3.38 

100.00 
99.01 
98.02 
98.02 
93.07 
72.28 
32.67 
7.92 

Mode = 3 

Table 8. 3-D Studio Art Courses Open to Non-Art Majors 

Number of Courses f Rel. f Cum. f Cum. % 

9 
8 
7 
6 
5 
4 
3 
2 
1 
0 

Range = 9 

1 
0 
0 
3 
3 
7 
14 
30 
23 
20 

Mean =1.91 

01 
00 
00 
03 
03 
07 
14 
30 
22 
20 

Mdn -

101 
100 
100 
100 
97 
94 
87 
73 
43 
20 

: 1.75 

100.00 
99.01 
99,01 
99.01 
96.04 
93.07 
86.14 
72.28 
42.57 
19.80 

Mode = 2 

Table 7 concerns catalog data describing 

aesthetics course curricula, while Tables 8 and 9 

deal respectively with data associated with art 

criticism and art appreciation. In Tables 7, 8, and 

9 survey data reveals that on average less than one 

aesthetics, one art criticism, or one art appreciation 
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Table 7. Aesthetics Courses Open to Non-Art Majors 

Number of Courses f Rel. f Cum. f Cum. % 

2 
1 
0 

Range = 2 

2 
70 
29 

.02 

.69 

.29 

101 
99 
29 

100.00 
98.02 
28.71 

Mean =0.73 Mdn =0.36 Mode = 1 

Table 8. Art Criticism Courses Open to Non-Art Majors 

Number of Courses f Rel. f Cum. f Cum. % 

2 
1 
0 

3 
15 
83 

Range = 2 Mean =0.18 

.03 101 100.00 
15 98 97,03 
82 82 82.18 

Mdn = 0 Mode = 0 

Table 9. Art Appreciation Courses Open to 
Non-Art Majors 

Number of Courses Rel, f Cum. f Cum. % 

3 
2 
1 
0 

Range = 3 Mean = 

1 
5 

32 
63 

0.45 

.01 

.05 

.32 

.62 

Mdn --. 0 

101 100.00 
100 99,01 
95 94.06 
63 62.38 

Mode = 0 

course is offered to the surveyed schools' non-art 

majors. Additionally, class descriptions for data 

reviewed in Tables 7, 8, and 9 reveal no effort to 

expand or combine aesthetic, criticism, or 
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appreciation aspects of visual arts education with 

participatory studio experiences. 

Overall, only one school (00.99%) out of the 101 

colleges surveyed specifically required study in the 

visual arts (see Table 10). The one school that 

did require visual arts study was described by its 

catalog as a state supported teacher preparation 

institution, and its required visual arts class as a 

two credit-hour course. For statistical purposes, this 

study categorized the required visual arts course as 

an art appreciation class, while the college's catalog 

titled and described the class as: 

Art 33-103. INTRODUCTION TO THE VISUAL ARTS 
An introductory course, required 
of all students, designed to 
give insight into the nature 
of the visual arts and their 
relationship to contemporary 
life. A study of the language 
and functions of painting, 
sculpture and architecture, 
the development of styles, 
aesthetic principles, and the 
ideas of art are surveyed. 
(Shepherd College Catalog 
1985-87, p. 155) 

Of final note is that this college also required 

all students to complete a two credit hour music 

appreciation class as part of a 19 semester hour 

general education core in the humanities. 
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Table 10. Visual Arts Credit Hours Required 
for Graduation 

Credit Hours 

1-2 
0 

Range = 2 

f 

1 
100 

Mean = ,02 

Rel. f 

,01 
.99 

Mdn : 

Summary 

Cum. f 

101 
100 

= 0 

Cum, % 

100.00 
99.01 

Mode = 0 

This survey of selected college catalogs suggests 

that a wide range of visual arts curricula are 

currently available to the non-art major. The types of 

classes open to non-art majors without prerequisites 

were found to include art history survey courses, 

specialized studies in art history, 2-D and 3-D studio 

experiences in a wide range of media, art appreciation 

classes, philosophy of art or aesthetics classes, and 

classes in art criticism. On average, each college 

surveyed by this study offered a selection of over 

13.5 visual arts courses to their non-art majors. 

However, this survey also revealed that required study 

in any of the fine arts is minimal, and that required 

study in the visual arts is almost non-existent. 

Continuing the historical trend reported on in 

this study's Review of Literature, the combined 

offerings of chronological and nonchronological 
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oriented art history classes are the most prevalent 

type of visual arts curricula offered the non-art 

major. Of those colleges surveyed by this study, the 

combined course offerings of all types of art history 

classes outnumbered 2-D and 3-D studio courses for 

non-art majors by more than thirty-five percent (7.28 

art history and art appreciation classes verses a 

combined 5.39 2-D and 3-D studio classes). 

Examining the courses offered non-art majors 

individually, the chronological art history class was 

the most commonly offered visual arts course for 

non-art majors. The results of this study's catalog 

survey suggests that the non-chronological art 

appreciation class has depreciated in curricular 

importance, and has been replaced by the chronological 

art history survey and specialized art history class 

for the non-art major. 

Studio classes made available to non-art majors 

included beginning courses in painting, drawing, life 

drawing, design, graphic design, photography, 

ceramics, sculpture, weaving, jewelry, printmaking, 

and 3-D design. In certain instances, depending on the 

credit hour and class arrangements of the surveyed 

school, non-art majors could elect to take a 

combination of studio classes in fulfillment of a 
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single course credit. One such studio course 

arrangement is Haverford College's Fine Arts 

Foundation Program. Based on a unique distributive 

coding system, Haverford's Fine Arts Foundation 

Program allows non-art majors to experience three 

introductory studio disciplines chosen from the five 

studio areas of life drawing, painting, photography, 

sculpture, or graphics currently offered by the 

college. Each introductory course is offered as a 

half-semester experience intended to provide students 

with an insightful perspective on the processes of 

artistic expression. However, Haverford's Fine Arts 

Foundation Program is not a required course. 

Art criticism and aesthetics course offerings were 

generally taught under the auspices of a philosophy 

department, or the visual arts area devoted to the 

study of art history. The emphasis of art criticism 

courses varied depending on whether the colleges 

arranged the courses in combination with chronological 

or nonchronological art historical inquiries. When 

arranged in terms of a chronological inquiry the 

catalogs most often described their art criticism 

classes as an analysis of a specific art historical 

problem or methodology. Nonchronological art 

criticism classes were described as being most 
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concerned with developing student abilities to 

critically perceive and interpret works of visual art. 

Aesthetics course offerings for non-art majors were 

mainly academic surveys of philosophical theories 

dealing with the nature and purpose of visual and 

nonvisual art. 

Finally, less than one percent of the colleges 

surveyed make study in the visual arts a degree 

requirement, and none of the visual arts courses 

offered to non-art majors by the surveyed colleges 

attempted to combine a study of studio art, art 

history, art criticism, and aesthetics into a 

single course. Further, no college made mention of 

discipline-based art education by name, or presented 

in any form an alternative visual arts curriculum 

for non-art majors that was based on ideas similar to 

the principles and theories related to DBAE as 

discussed in this study's Review of Literature. 

Although some colleges attempted to deal with the dual 

educational demand of providing specialized visual 

arts study for majors and nonmajors alike, the 

overwhelming majority of surveyed colleges presented 

visual arts curricula that was oriented to the major, 

and that was open to nonmajors only as an elective 

option that fulfilled a humanities requirement. 



CHAPTER IV 

DBAE MODEL CURRICULUM 

Introduction to the DBAE Model Curriculum 

The following model curriculum is an introductory 

visual arts course designed specifically for the 

college non-art major. The course is proffered as a 

replacement for visual arts courses identified in 

Chapter III of this study. The purpose of this 

curriculum is to help college-level non-art majors 

develop an enhanced comprehension and understanding of 

their man-made and natural visual environments. 

Design of this curriculum is organized to promote 

a sequenced, integrated, and cumulative approach to 

teaching and learning visual arts skills and 

knowledge. Chosen learning experiences stress active 

student investigations and expressive inquiries of 

visual arts material. Selected instructional material 

is drawn from the four parent DBAE content areas of 

aesthetics, art criticism, studio art, and art 

history. 

The model curriculum outlined in this chapter 

is based on information gathered from Chapter III, 

the theoretical constructs associated with 

discipline-based art education, curriculum guidelines 

100 
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proposed by Hilda Taba (1962), and a paradigm 

structuring educational goal(s), needs, skills, 

content areas, and instructional objectives for the 

visual arts. The structure of the paradigm is a 

product of this study's investigations, and will be 

discussed within the larger context of diagnosing 

educational needs. 

Visual arts material used as the content for 

learning experiences in this curriculum was selected 

on the basis of their perceived ability to foster a 

comprehensive and integrated understanding of the 

essential characteristics of the visual arts. These 

essential characteristics deal with, and are drawn 

from, the four content areas of the visual arts 

identified by DBAE theory and this study's paradigm. 

The finished curriculum model is intended to meet 

an essential educational need satisfied solely by the 

study of visual art. This essential educational need 

is met by helping students develop the requisite 

skills and areas of visual arts knowledge that mark 

the educated attributes of visual aesthetic awareness, 

and which support the general educational goal of 

relating the imagination to the intellect. It is hoped 

that adoption and success of this curriculum in 

meeting these educational purposes will strengthen the 
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rationale for including visual arts study within 

programs of general undergraduate education. 

The model curriculum suggested in this chapter is 

based on eight ordered steps of development. These 

steps, as originally identified by Taba (1962), have 

been previously outlined in Chapter I on p, 29. 

Taba's eight steps are interdependent, and will be 

treated sequentially by this study. The model begins 

with the diagnosis of educational needs. 

Diagnosing Needs 

A designer of new curricula does not start with a 

blank slate, but at a minimum begins with a personal 

notion concerning an identified educational need 

(Eisner, 1979; Taba, 1962). The value of meeting this 

need must be measured and justified by persuasive and 

logical constructs. However, these constructs can 

consist of value statements, intuitive perceptions, 

empirical observations, philosophical speculations, 

or any combination thereof. This section of the 

model curriculum contends that there are two 

educational needs that necessitate a new 

college-level visual arts curriculum for the 

non-art major. These developing needs are for an 

adult citizenry capable of 1) comprehending and 
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creatively responding to their visual environment, and 

2) who possess an educated intellect, balanced and 

connected to a functioning imagination. Both of these 

identified needs are related to, and grow out of, this 

study's first assumption (see p. 8), and are warranted 

because curricula reviewed in Chapter III suggest that 

current college visual arts courses are not 

specifically oriented to satisfy these needs. However, 

if any designer's curriculum recormnendations are to be 

judged educationally sound, the felt needs or notions 

that initiated the curriculum design must be defended 

in terms of both their general and specific rationales 

of practice (Day, 1974). 

In designing curricula the general rationale 

refers to the justifications or espoused beliefs used 

to support the overall purpose, place, and value of 

studying a subject. The specific rationale concerns 

those arguments for or against the individual 

activities that ideally support and further the 

general rationale for studying the subject. Because 

curriculum developers expect that their solutions for 

neglected educational needs "will be accepted not as 

facts of life, but as expressions of a shared view of 

the way life can and should be" (Walker, 1974. p.138), 

the act of providing valid and persuasive 

^ ^ H ^ ^ ^ ^ O A 
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justifications for general educational choices is a 

necessary first step in curriculum planning (Walker, 

1974). In the field of art education there are 

two competing general rationales for studying the 

visual arts. According to Eisner (1972), these 

rationales are made up of contextual and essentialist 

justifications. 

With contextualist justifications the curriculum 

is based on human priorities, and learning experiences 

and educational content is selected after determining 

who the student is, the needs of the community, and 

what larger problems confront society. Applied to 

curriculum construction in the visual arts, contextual 

justifications seek to develop and reinforce practical 

solutions to basic student needs. Some of these basic 

needs have been identified as the development of a 

well-rounded use of leisure time, better hand-eye 

coordination, the therapeutic release of art activity 

-which includes enhancement of a student's cultural 

and ethnic self-esteem, and the teaching of art as an 

aid to concept formation and creative thinking in 

other subject areas (Eisner, 1972). In contrast to 

contextualist justifications, essentialist rationales 

focus curriculum decisions around the structure of the 

subject. Thus, essentialist justifications see the 
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visual arts as a unique subject whose content should 

not be subverted to serve other ends. 

An essentialist visual arts curriculum would focus 

on those areas of basic human knowledge and experience 

unique to the visual arts. This assumes that the 

visual arts possess at least one unique educational 

attribute, that this attribute is of essential value 

to society, and that study of this attribute fulfills 

an educational need that cannot be addressed or 

conveyed by the study of any other discipline. This 

viewpoint is sympathetic to the concepts associated 

with DBAE, and thus to this study's curriculum design. 

However, despite the fact DBAE theory is in sympathy 

with essentialist justifications, contextualist 

justifications remain an important key to 

understanding the background from which this study's 

model curriculum is developed. 

Because educational needs are a reflection of the 

society which supports the educational system, they 

simultaneously represent the values and forces which 

determine not only "what manner of man exists, but 

also to some extent what manner of man is needed" 

(Taba, 1962, p.25). Despite a general belief in the 

educational value of art as a subject of study 

(Foshay, 1974), the perceived value of visual arts 
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education is adversely affected because only a small 

market demand exists for men and women trained in the 

visual arts. Additionally, visual arts education has 

not been a considered an important contributor to the 

"constructive" goals of American society (McFee, 

1971), a belief reflecting the widely held perception 

of the visual arts as a play-oriented activity in a 

work-oriented world (Foshay, 1974). To overcome these 

contextual cultural biases new attempts to redefine 

the purpose and value of visual arts education must 

provide valid and persuasive arguments elucidating how 

the educated acquisition of visual skills is essential 

to every student's intellectual makeup. 

If the perceived need for visual arts education is 

to be enhanced then new rationales for studying the 

visual arts must be found. Historically, American 

curriculum decisions have grown out of criteria based 

on tradition, social pressures, or established habits 

(Taba, 1962), and as A. W. Foshay wrote: 

Our tradition does not help us 
with [art education]; we who are 
interested in the arts have to 
correct this situation for 
ourselves, aided only by certain 
major statements which come, not 
from the New England tradition, 
but from the broader tradition 
of Western civilization. We have 
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to proclaim the nature of the 
arts as relevant human 
experience. (Foshay, 1974, p.25) 

Foshay's thoughts are echoed by many educational 

theorists and art educators (Barkan, 1962; Broudy, 

1960, 1979; Eisner, 1972; Dewey, 1934; Frank, 1960; 

McFee, 1962), but present attitudes about the 

educational value of college visual arts study will 

not be changed for the better by simply heralding the 

"arts as relevant human experience"; a visual arts 

curriculum must demonstrate how and why the visual 

arts are educationally relevant. This can be done only 

by identifying valid educational criteria which stress 

the unique educational needs fulfilled by the visual 

arts. 

Defensible curriculum decisions are made when 

based on valid educational criteria (.Taba, 1962; 

Tyler, 1950). Valid criteria in turn are often 

different for different cultures, but are always 

related to those truths, goals and aims most valued by 

a society. 

How a society comes to identify what it considers 

true and valuable is dependent upon many factors, but 

once such truths are identified they are promulgated 

by the society's educational system. As a natural part 

of this process a society's educational curriculum 
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will vary over time when old truths or values are 

discarded, replaced, or added to by new knowledge 

perceived to be of contemporary importance. Late 

twentieth-century inclusion of introductory computer 

language classes in programs of general education is 

an example of this. However, in contemporary western 

educational practice, subjects that embody 

fundamental truths about the nature of man and his 

environment have historically remained the bedrock 

upon which curriculum designs are founded. The 

unassailable validity of this observation defines a 

basic educational assumption that has significant 

meaning for designers of visual arts curricula. 

The assumption suggests that for any visual arts 

program to become an integral part of the general 

curriculum, teaching efforts in the visual arts must 

focus on those educational attributes that are 

1) unique to the discipline, and 2) are universally 

valuable and true in expanding man's knowledge of 

himself and his world. If such educational attributes 

support an identified and agreed upon educational goal 

for the entire teaching/learning process, then the 

previously undervalued subject will find a new 

position of purpose and importance within the general 

curriculum. The following paradigm serves to set down 
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a framework by which the educational needs met by the 

visual arts might be understood in relation to all 

other curricula areas. 

This study's paradigm (see Figure 1 below) is 

based on five distinct and hierarchically structured 

educational divisions. These divisions begin at 

EDUCATIONAL 
GOAL(S) 

ESSENTIAL 
EDUCATIONAL 

NEEDS 

EDUCATIONAL 
SKILLS 

DISCIPLINES 
& CONTENT AREAS 

INSTRUCTIONAL / 
OBJECTIVES 

\ GENERAL 
CURRICULUM 

FIGURE 1. An Educational Framework: A Paradigm 
Structuring Educational Goal(s), Needs, 
Skills, Disciplines, and Instructional 
Objectives for the Visual Arts 
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the base of the paradigm's pyramid shape with 

1) instructional objectives, and continue 

progressively upward through identified 

2) disciplines and content areas, 3) educational 

skills, and 4) essential educational needs. These 

divisions lead to and are summarized in 5) an 

educational goal that acts as a capstone for 

focusing curriculum decisions and overall educational 

practices. The meaning, purpose, and interrelatedness 

of these individual divisions will be discussed 

separately, with special attention paid to how 

each educational level contributes toward building a 

cohesive and logical construct for positioning visual 

arts study alongside traditionally accepted subject 

matter. The discussion begins at the bottom of the 

paradigm's structure with Level 1, Instructional 

Objectives, 

Level 1: Instructional Objectives 

Instructional objectives used in the paradigm of 

Figure 1 are meant to be understood as written 

standards describing four educational activities. 

These activities are: 1) Student Performance: a 

pattern of observable behavior the student must be 

able to demonstrate, 2) Performance Conditions: the 
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situations or guidelines under which the student 

performance is to take place, 3) Performance 

Criteria: the qualitative attributes inherent in the 

educational content, and 4) Standards for Evaluation: 

the level of performance that must be achieved by the 

learner to meet the instructional objective. 

The paradigm requires that each instructional 

objective support the development of visual arts 

knowledge or skills in at least one of the four 

content areas of art. Many instructional objectives 

will relate to more than one content area of the 

visual arts, and the paradigm arrows connecting the 

different boxes of instructional objectives (see the 

base of Figure 1) are meant to suggest the 

interrelatedness of the content areas of visual arts 

education. However, if a proposed instructional 

objective cannot be rationalized in terms of how it 

supports building visual arts knowledge in at least 

one of the content areas chosen from studio art, art 

history, art criticism, or aesthetics, then the 

paradigm would require that the instructional 

objective be rewritten or discarded as educationally 

invalid for the purposes of a visual arts curriculum. 

The focus of the paradigm's instructional 

objectives is on helping students build an acquired 
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base of visual arts skills and knowledge in each of 

the four content areas identified by DBAE theory. The 

paradigm remains open ended as to the appropriate time 

and place a particular instructional objective might 

be utilized, but the process of organizing 

instructional objectives should result in a sequential 

and cumulative order of visual arts material taught 

and learned 1) relative to the material's level of 

sophistication and the target student's ability 

to understand it, and 2) which seeks to build an 

integrated and balanced blend of visual arts knowledge 

while allowing each student to pursue his or her own 

special areas of visual arts interest or competence. 

In summation, the paradigm starts with a standard 

for selecting proper instructional objectives, and 

then checks for their appropriateness.within a DBAE 

curriculum. The initial effects of selecting 

appropriate instructional objectives can be determined 

in relation to how well they individually and 

collectively address each of the four content areas 

that make up the discipline of art. Ultimate failure, 

or success, in formulating instructional objectives 

that build up a solid foundation in the content areas 

of studio art, art history, art criticism, or 

aesthetics will impact the students' educated ability 
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to develop and utilize his or her knowledge of the 

discipline of art as an educated skill. This educated 

skill, which the paradigm identifies as the critical 

perception of visual form, will be discussed in the 

section following an explanation of the discipline of 

art and its content areas. 

Level 2: Discipline of Art 
and Content Areas 

Returning to the paradigm's first level, it can be 

seen that instructional objectives are formulated and 

taught to build a foundation of knowledge in 

identified content areas. These content areas in turn 

support the development of certain requisite skills 

and understandings that collectively define a 

particular discipline. In the visual arts, the 

paradigm identifies the DBAE content areas of 

art history, studio art, aesthetics, and art criticism 

as the extant range of knowledge that mark the study 

of visual art as a discipline. As these content areas 

defining the discipline of visual art are studied, the 

paradigm suggests a more complex and mature 

understanding of the discipline is developed, 

ultimately resulting in an educated and usable skill. 

This skill is described in the paradigm as the ability 
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to critically perceive and understand visual form, and 

is discussed next as Level 3 of the model. 

Level 3: Educational Skills 

The educated skills associated with critical 

perception of visual form relate to, and are 

developed from, the four content areas that describe 

the discipline of visual arts knowledge. Critical 

perception of visual form is manifested as a 

demonstrated understanding of the formal structure 

and expressive content of natural and man-made visual 

objects. 

A student's acquired skills in critical perception 

are observable in four distinct ways: 1) by the 

student's enhanced ability to express educated 

judgments and interpretations about visual forms, 

2) by a student's ability to recognize historical 

precedents and styles represented by a visual object 

or setting, 3) by a student's ability to distinguish 

and understand the visual relationships and 

similarities existing between apparently diversified 

visual phenomena both of man-made and natural origin, 

and 4) by demonstrating a knowledge of the skills or 

techniques employed to create visually expressive 

forms. These skills have their roots in the four 
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content areas of DBAE, and students who exhibit a 

basic competence in all four of these skills can be 

said to have fulfilled an educational need essential 

to their intellectual makeup. This educational need is 

identified at the next level of the paradigm as the 

unique attributes associated with the concept of 

visual aesthetic awareness. 

Level 4: Essential Educational Need(5) 

The term "visual aesthetic awareness" describes a 

student's summed, educated ability to discern and 

interpret the visual world. The term marks the 

fulfillment of an essential educational need, and is 

positioned within the paradigm at a level comparable 

to the educational need for literacy. 

Just as students are said to be literate or 

illiterate, based upon their acquired reading and 

writing skills, so too may students be deemed to be 

visually aesthetic aware (or unaware) based upon their 

educated abilities to perceive visual form critically. 

The concept of literacy is considered an essential 

educational need because there are no educational 

skills that can substitute for, or adequately 

overcome, the educational handicap of illiteracy. 

Further, the ability to read and write facilitates 
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communication of factual and expressive information 

from contemporary and historical sources, and 

trains the intellect to be able to rely on this 

written information for rational decision making. 

Visual aesthetic awareness can also be said to 

fulfill an essential educational need because it 

represents a unique contribution to understanding our 

man-made and natural visual environments. There are no 

other curriculum areas that adequately address the 

educational information to be gained from the study of 

visual imagery, and efforts to improve student 

understandings of our visual world are important 

because they help establish a connective link 

between the human imagination and the academic 

intellect. However, the concept defining visual 

aesthetic awareness is not interchangeable with the 

similar sounding phrases "visual aesthetic literacy" 

(Lanier, 1963), "visual literacy" (Debes, 1974), or 

"aesthetic literacy" (Broudy, 1979). 

As an essential educational need, visual aesthetic 

awareness does not represent in students an educated 

"literacy" of visual form, but rather is the net 

result of an educational process that has equipped 

students with the necessary skills to formulate 

educated judgments about visual phenomena of 
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man-made and natural origin. This distinction between 

"literacy" and "awareness" is more than one of 

semantics for "literacy" implies the taught ability to 

encode and decode symbols with a standard meaning, and 

no artwork or natural visual form possesses such a 

standardized meaning. Furthermore, attempts to promote 

such an educational concept undermines and limits the 

expressive vitality and value of visual phenomena, 

and results in the proliferation of both elitist and 

popular visual cliches. In contrast, the proposed 

curriculum's concept of visual aesthetic awareness 

emphasizes an open system to understanding expressive 

visual phenomena, and makes a direct and unique 

contribution to supporting the paradigm's overall 

educational goal of connecting the imagination to the 

intellect. 

Level 5: Educational Goal(s) 

This study's curriculum model is based on the 

belief that the ultimate goal of any discipline-based 

art education curriculum is to foster the 

interdependent connection between students' 

imaginations and their intellects. This goal functions 

as the capstone of the educational paradigm 

illustrated in Figure 1 and highlights the 
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justification for including visual arts education in 

our schools. 

DBAE study supports the educational goal of 

connecting the imagination to the intellect because it 

helps students understand visual imagery, and the 

educated perception of visual imagery acts as a 

precursor to inventive concept foirmation. The belief 

that visual imagery not only precedes, but is a 

necessary precursor to concept foirmation, is based on 

the fact that visual imagery possesses the power 

instinctively to evoke "forms of feeling" in the 

viewer (Broudy, 1979), These "forms of feelings" are 

related to the expressive, imaginative side of the 

intellect, and collectively represent an area of the 

intellect not directly accessed by the study of any 

other discipline. 

It is conceded that image perceiving skills can 

develop in a minimal way without guided instruction, 

and that the power of imagination exists naturally as 

an innate attribute of the human species. However, 

there remain areas of visual aesthetic impression and 

expression that can be enhanced only through the 

process of formal instruction (Parsons, 1987). By 

teaching the visual arts in an educational structure 

that seeks to connect the imagination to the 
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intellect, visual imagery can come to be understood 

and related to spoken and written communication, and 

to other curricular areas, which together help 

illuminate the true meaning of human feeling and 

expression in complex situations. These complex 

situations can be explained as situations in which 

mere descriptive fact fails to provide an adequate 

understanding of the human values and aspirations 

involved. In such situations the trained ability to 

critically perceive visual form can provide the kinds 

of clues and understandings that will make it possible 

to comprehend, interpret, manipulate, expand on, and 

ultimately apply new solutions to otherwise 

unexplainable phenomena. 

In summation, the DBAE curriculum model proposed 

in this study is based on the belief that the only 

unique and essential educational need fulfilled by a 

study of the visual arts is the development of visual 

aesthetic awareness of man made and natural visual 

forms. Other contextual or essentialist justifications 

for studying the visual arts are dismissed as 

superfluous because the educational needs they meet 

can in some form or fashion be duplicated by a study 

of other subjects. 
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The next section of this study articulates 

instructional objectives for the DBAE curriculum 

model. The written objectives seek to coordinate 

visual arts study from the four content areas of art 

identified by DBAE, and to develop in college non-art 

majors the type of observable visual arts skills that 

are consistent with this study's concept of visual 

aesthetic awareness. 

Formulating Objectives 

This section of the curriculum model provides 

written instructional objectives for a DBAE visual 

arts course designed for college-level non-art majors. 

The instructional objectives expressed in this section 

embody the curriculum's general educational goal of 

improving students acquired levels of visual aesthetic 

awareness, and are written in terms that describe 

observable student behavior. These objectives are not 

instructional procedures, but are instead written 

descriptions of desired outcomes that should be met by 

this curriculum. 

The objectives are written in behavioral terms 

because without clear and observable changes in 

student behavior there is no sound basis on which 

future selection, organization, and evaluation of a 
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curriculum's instructional content can be made (Mager, 

1972). Toward these ends, the instructional objectives 

proposed in this section will focus on specifying 

those demonstrable visual arts skills and areas of 

knowledge that will be accepted as indications of a 

student's acquired level of visual aesthetic 

awareness, 

For the purposes of this curriculum model a valid 

objective must describe four things: 1) Performance: a 

pattern of observable behavior we want the student to 

be able to demonstrate, 2) Conditions: the situations 

or guidelines under which the learning experience 

is to take place, 3) Criteria: the qualitative 

attributes inherent in the educational content, and 

4) Measurement: the level of performance that must be 

achieved by the learner to meet the instructional 

objective. 

The greatest difficulties in writing behavioral 

objectives that describe levels of performance, 

conditions, criteria, and measurement for visual arts 

curricula are encountered when trying to account for 

higher cognitive activities. These higher cognitive 

activities can be said to deal with the faculties of 

visual discernment, and are generally manifested as 

covert responses to visual arts material studied. 
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Basically, the questions are these: How do you measure 

or observe things covert, or in other words, things 

that are, or that are just becoming, an internal 

part of a student's educated makeup? 

A common response to this problem is to ignore it, 

and write instructional objectives which specify only 

the most obvious and mundane behaviors. This approach 

trivializes visual arts learning experiences, and 

devalues the position of the visual arts in relation 

to programs of general education. Unfortunately, the 

inability to articulate more complex and educationally 

valuable visual arts objectives continues in part 

because 

...philosophers, and the 
aestheticians of our discipline have 
never attended to the identification 
of observable human behaviors in art 
that are indicative of the more 
subtle and abstract goals vaguely 
proclaimed for several decades. 
(Davis, 1974, p. 177) 

The results of not being able to identify or 

articulate meaningful behavioral objectives for visual 

arts education has resulted in "gross generalizations 

about what we say or hope we are doing [as arts 

educators]" (Davis, 1974, p. 179). Examples of these 

generalizations come in the form of vague 

instructional objectives that call for students to 
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demonstrate they "really understand," "comprehend," 

"internalize," or "grasp the essence," of the visual 

arts material taught. Obviously, the educational value 

or meaning of objectives stated in these terms are 

ambiguous, and cannot be evaluated because there are 

no ways to measure the behavior specified. To overcome 

these kinds of problems new ways of identifying and 

describing abstract or covert visual arts educational 

behavior are required. 

To conquer the difficulties of observing and 

evaluating covert visual arts behavior this curriculum 

will base its written objectives on the professional 

activities of visual arts practitioners. The visual 

arts practitioners used as models for the behavioral 

objectives in this curriculum will be drawn from the 

fields of art history, studio art, art criticism, and 

aesthetics. 

The observable behaviors of professional visual 

art practitioners in the fields of art history, studio 

art, art criticism, and aesthetics can be identified 

and divided on the basis of their major areas of 

behavioral emphasis. These areas of behavioral 

emphasis are as follows: studio art deals with 

perceptual behaviors, art history with analytical 

behaviors, art criticism with judging and evaluating 

^maitL,i,t^ajm 
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behaviors, and aesthetics with reactive behaviors. 

These behaviors are manifested by art historians, art 

critics, aestheticians, and producing artists in 

related, but unique ways. A general overview of 

these specific skills, concerns, or areas of interest 

and knowledge are as follows: 

Studio Art: Perceptual Behaviors 

1) Producing artists are able to recognize 

and use the principles and elements of 

visual design in formulating creative 

responses to man-made and natural 

forms. 

2) Producing artists select and use a 

variety of materials and tools to 

produce their creative expressions. 

3) Producing artists develop different 

media techniques and skills which 

ultimately reflect a personal style and 

unique response to their physical, 

spiritual, and intellectual 

environment. 

Art History: Analytical Behaviors 

1) Art historians investigate the origins 

of artworks, backgrounds of artists, 

and artist's cultural heritages. 
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2) Art historians identify, categorize, 

and classify artistic periods and 

artists. 

3) Art historians attempt to explain and 

synthesize the history of artworks and 

artists of different cultures into a 

coherent history of mankind's 

creative efforts. 

4) Art historians often seek to preserve 

and exhibit artworks in public and 

private galleries and museums. 

Art Criticism: Judging and Evaluating Behaviors 

1) Art critics are involved in describing 

works of art. 

2) Art critics are involved with 

interpreting works of art and other 

visual phenomena. 

3) Art critics are involved with 

estimating the intrinsic and extrinsic 

values of visual works. 

4) Art critics pass judgment on the 

relative merits of visual works. 

5) Art critics challenge and attempt to 

affect others' attitudes and 
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understandings about natural and 

man-made visual phenomena. 

Aesthetics: Reactive Behaviors 

1) Aestheticians are concerned with 

the quality of the emotional and 

intellectual experience in a work 

of art. 

2) Aestheticians are concerned with the 

iconographic origins of artistic 

symbols. 

3) Aestheticians seek to discover the 

identifying traits and intellectual 

boundaries that describe works of art. 

Written objectives for the above behavioral 

patterns will be organized in groups which correspond 

to their home content area of art. The objectives of 

this curriculum are as follows: 

Studio Art Objectives 

1.0 Performance: Students will be able to identify 

and utilize the principles and 

elements of visual design in the 

production of personal artwork. 

1.1 Conditions: Student work will be created inside 

and outside of class in response to 
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design problems and information 

presented by the studio lab 

instructor. 

1.2 Criteria: Students will create original 

designs in response to both man made 

and natural stimuli. 

1.3 Measurement: Students will produce no less than 4 

design projects, and identify and 

discuss orally or in written form 

how the principles and elements of 

visual design were utilized during 

the creation of their artwork. 

2.0 Performance: Students will demonstrate the use of 

a variety of materials and tools to 

produce their artwork, 

2.1 Conditions: Students will demonstrate proper 

material and tool use in class 

during the production of their 

artworks. 

2.2 Criteria: The use of chosen materials and 

tools will be appropriate to the 

expressive efforts attempted. 

2.3 Measurement: Students will produce in different 

me dia at least 2 two-dimensional 

works, and 2 three-dimensional 
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3.0 Performance 

works, and discuss in written or 

oral form their application and 

manipulation of materials and tools 

to arrive at a finished image. 

Students will develop and give form 

to a personal artistic style. 

3.1 Conditions: Students will experiment during the 

term of the course with materials 

and ideas born inside and outside of 

3.2 Criteria: 

class. 

Students will make use of materials 

and ideas that combine new and 

traditional applications. 

3.3 Measurement: Students will complete at least 4 

works of art that exhibit a unique 

and consistent personal style of 

expression. 

Art History Objectives 

1.0 Performance: Students will investigate the origin 

of selected artworks, the 

backgrounds of the artists who made 

them, and the cultural heritages 

that influenced their creation. 

1.1 Conditions: Students will conduct their 

Mli^iMiMuhi: 



129 

1.2 Criteria: 

investigations using information 

presented in class, and from 

research of public and private 

resources. 

Students will identify and document 

factual and theoretical information 

about specific works of art and the 

artists who made them. 

1.3 Measurement: Students will present separate 

written reports on 2 specific works 

of art and the artists who made 

them. The reports will document the 

student's investigations and 

discoveries about the origin, 

background, and cultural heritages 

that define the work's historical 

importance. 

2.0 Performance: Students will be able to identify, 

categorize, or classify works of art 

presented to them by style or 

artistic period. 

2.1 Conditions: Students will be able to identify, 

categorize, or classify a visual 

work of art or artist when presented 

with either the actual image or 

- — • * * • • - — - J - * 
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written documentation describing the 

work or artist. 

Students will be able to accurately 

distinguish between different 

styles, periods, and approaches to 

the production of art throughout 

history. 

2.3 Measurement: Students will be able to identify 

presented works of art by period or 

artist with at least 70 percent 

accuracy. 

3.0 Performance: Students will be able to explain and 

synthesize in their own words the 

history of western and nonwestern 

art in either written or oral form. 

3.1 Conditions: Students will be able to express an 

understanding of selected western 

and nonwestern periods of art by 

3.2 Criteria 

3.3 Measurement 

the end of the course. 

Students will be able to explain and 

synthesize the history of world art. 

Students will be able to express in 

written or oral form comparative 

factual observations about selected 

periods in the history of western 
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and nonwestern art by chronological 

decade with at least 70 percent 

accuracy. 

Students will be able to design a 

theoretical exhibit of visual 

artworks. 

Students will select works of art 

for an exhibition. Chosen works can 

be from western and nonwestern 

sources as identified and documented 

through the student's personal 

research. 

Students will be able to demonstrate 

an understanding of the purpose and 

function of art galleries and 

museums. 

4.3 Measurement: Students will select 10 artists and 

10 pieces of art produced by each 

for an exhibit that develops a given 

theme. The rational for choosing 

each artwork and artist will be 

defended in writing, and each work 

documented as to its whereabouts and 

current condition. 

4.2 Criteria: 

M tmu - •'•"• - . . - • 
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Art Criticism Objective.^ 

1.0 Performance: Students will be able to describe the 

literal and visual qualities of works 

of art in written or oral form. 

1.1 Conditions: After having been trained in an art 

criticism methodology students will 

be able to describe the literal and 

visual qualities of works of art when 

presented with either the actual work 

or a reproduction of the work. 

1.2 Criteria: Students will be able to identify the 

physical details and pictorial 

organization of any visual work. 

1.3 Measurement: Students will be called upon during 

the course to describe, accurately 

and completely, the literal and 

visual qualities of at least 2 works 

of art. 

2.0 Performance: Students will be able to interpret 

visual works of art, or other visual 

phenomena, orally or in written 

form. 

2.1 Conditions: Students will be able to interpret 

visual works when presented the 

actual work or its reproduction. 
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2.2 Criteria: Students will be able to explain the 

meaning, mood, or ideas expressed in 

a visual work. 

2.3 Measurement: Students will orally or in written 

form explain their interpretation of 

2 western, 2 nonwestern, and 2 

nonart visual images. Emphasis will 

be placed on the student's 

thoroughness in expressing 

their personal perception of the 

meaning, mood, or idea present in 

the visual images. 

3.0 Performance: Students will be able to estimate the 

intrinsic and extrinsic value of a 

visual work in written or oral form. 

3.1 Conditions: After having learned to identify and 

interpret the literal and visual 

qualities present in a visual image 

students will be able to estimate the 

intrinsic or extrinsic value of a 

visual work when presented the actual 

work or its reproduction. 

3.2 Criteria: Students will be able to express 

their understanding of the essential 

nature or constitution of a visual 
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work based on properties found within 

and outside the image, and to make an 

appraisal of the work's importance. 

3.3 Measurement: Students will write or orally 

critique 2 works of art, one of which 

the student prizes, and one of which 

the student finds of little value. 

Students will defend their appraisals 

of the works through reference to 

literal and visual properties found 

in the work, and to outside factors 

that affect the student's 

interpretation and judgment. 

4.0 Performance: Students will be able to make and 

defend educated judgments of the 

relative merits of visual works in 

written or oral form. 

4.1 Conditions: Students will be able to make and 

defend judgments on the relative 

merits of visual images when 

presented either the actual image or 

its accurate reproduction. 

4.2 Criteria: Students will be able to compare 

divergent visual imagery from any 
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source and arrive at an educated 

judgment of their relative merits. 

4.3 Measurement: Students will be presented with 4 

sets of 2 visual images from western, 

non-western, and non-fine art 

sources, and will express and defend 

their personal judgments on the 

relative merits of the presented 

images. Successful defense of a 

personal judgment will rest on the 

thoroughness in accounting for the 

literal, visual, interpretative, and 

culturally extrinsic factors which 

affect the student's understanding of 

the visual image. 

5.0 Performance: Students will in written or oral form 

challenge and attempt to affect the 

attitudes and understandings of 

others about man-made and natural 

visual images. 

5.1 Conditions: Students will attempt to affect other 

student's understandings of visual 

imagery in class through oral 

discussion or written response. 
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5.2 Criteria: Students will be able to express 

persuasive and logical arguments in 

support of unique interpretations of 

visual imagery that conflict with 

consensus viewpoints about the work's 

literal, visual, or extrinsic 

properties. 

5.3 Measurement: Students will participate in 

classroom discussions that deal 

with interpreting the literal, 

visual, and extrinsic values of an 

assigned visual image or style of 

art, and will write a critique of 

this image or period of art that 

purposely takes the opposite 

viewpoint of an established, 

professional art critic or art 

historian who has written on the same 

subject. Student appraisals or 

interpretations must make reference 

to the literal and visual properties 

found in the work, and how these 

properties might lend themselves to a 

different understanding of the 

meaning, mood, or idea of the work. 
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Aesthetic Objectives 

1.0 Performance: Students will explore in written or 

oral form, and through personal 

creation, their emotional and 

intellectual experiences with visual 

imagery produced by themselves and 

others. 

1.1 Conditions: Students will investigate the 

emotional and intellectual 

experiences of visual images 

through contact with original 

works of art, works they produce, 

and reproductions of art presented 

inside and outside of class. 

1.2 Criteria: Students will become sensitized to 

the quality of their.emotional^nd 

intellectual responses to visual 

images through the creation of their 

own artforms, and the artforms 

created by others. 

1.3 Measurement: Students will discuss in writing 

their feelings and ideas about 2 

works of visual art they have 

produced during the course, and 2 

visual images that have, in the 
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2.0 Performance 

2.1 Conditions: 

students memory, evoked strong 

emotional or intellectual responses. 

Students will be able to discuss in 

written or oral form the iconographic 

history and meaning of selected 

pictorial symbols, and create their 

own visual iconography. 

Students will research the 

iconographic history and meaning of 

pictorial symbols of specific works 

or styles of visual art presented in 

class. 

Students will be able to identify 

specific examples of visual 

symbolism, and express an awareness 

of the purpose and meaning of visual 

symbols across cultures. 

2.3 Measurement: Students will construct their own 

set of visual symbols, document 

them in writing, and display them 

2.2 Criteria 

m the creation of at least 1 

two-dimensional, and 1 three-

dimensional visual work. 

3.0 Performance: Students will be able to identify and 

document in writing the physical. 

liJi III • ^ — > * w - .:.. .-^^ 



3.1 Conditions 

3.2 Criteria: 
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emotional, intellectual, or 

visual traits which might qualify or 

disqualify a particular object as a 

work of art. 

When presented an object in class, 

students will be able to identify the 

physical, emotional, intellectual, 

and visual traits which qualify or 

disqualify the object as a work of 

art. 

Students will be able to articulate 

their understanding of the dynamic 

processes that define how objects 

come to be classified as visual works 

of art. 

3.3 Measurement: At midterm, and again at the 

conclusion of the course, students 

will write a personal theory of art. 

The theory must cite exemplars 

that substantiate the student's 

viewpoints, and address how the 

physical, emotional, intellectual, 

and visual traits of an object affect 

final judgment of its classification 

as art. 
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The objectives as outlined above will form the 

framework for directing the selection of the 

curriculum's content. A review and explanation of the 

selected content is discussed below. 

Selecting the Content 

The general content areas of this curriculum model 

have already been selected and identified as art 

history, art criticism, studio art, and aesthetics. 

This section of the curriculum model will expand on 

these content areas by identifying the range of 

subject matter or areas of instruction that are 

felt to be the most representative of the parent 

content area. These specific areas of instruction or 

subject matter help define each content area, and will 

later on in this study form the basis for selecting 

and organizing individual learning experiences. 

The specific areas of instruction or subject 

matter will be organized by content area. The first 

content area to be outlined will be studio art, 

followed by art history, art criticism, and lastly, 

aesthetics. 

1) Studio Art Content: 

1.01 Design 

1.02 Drawing 
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1.03 Ceramics/Sculpture 

1.04 Painting 

2) Art History Content: 

2^01 Art of Prehistoric Man 

2.02 Art of Ancient Egypt and the Near East 

2.03 Art of Ancient Greece 

2.04 Art of Ancient Rome 

2.05 Art of the Byzantine, Romanesque, and Gothic 

2.06 Art of India, China, and Japan 

2.07 Native Arts of the Americas, Africa, and 

Pacific 

2.08 The Renaissance 

2.09 The Baroque and Rococo 

2.10 Neoclassicism and Romanticism 

2.11 Realism 

2.12 Impressionism and Post Impressionism 

2.13 Fauvism and Expressionism 

2.14 Cubism 

2.15 Surrealism and Dadaism 

2.16 Abstract Expressionism 

2.17 Pop Art and Op Art 

2.18 Minimalism and Photo Realism 

2.19 Post Modernism 

3) Art Criticism Content: 

3.01 Art Criticism Methodology 
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4) Aesthetics: 

4.01 Traditional Theories of Art 

4.02 Contemporary Theories of Art 

The subject matter listed above will be organized 

in an instructional sequence in the following section: 

Organizing the Content. In addition to providing an 

instructional sequence for the curriculum's content 

areas, the following section will outline the 

organizational arrangements of human and material 

resources required to implement this study's 

proposals. 

Organizing the Content 

This section of the study will address how the 

instructional sequence of the proposed DBAE curriculum 

is to be organized. Included in this organizational 

plan are suggestions on the human and material 

resources necessary to implement the curriculum. The 

curriculum is organized on the assumption of 1) being 

utilized within a liberal arts college operating on a 

tri-semester system, and 2) a college whose full-time 

faculty members are expected to teach three courses 

per semester. An outline of the curriculum's 

organization follows. 
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Credit Hours 

The proposed curriculum is designed as a six 

credit-hour course. The six-hour course is to be 

taken over two consecutive semesters consisting of a 

combined total of 28 teaching weeks. Credit 

will be awarded only after successful completion of 

both semesters. 

Instructional Meeting Times 

Instruction will consist of two lecture and one 

studio lab classes per week. The lecture class will 

meet twice weekly for a total of three hours. The 

studio lab class will meet once a week for one and 

one-half hours. 

Class Size 

Maximum enrollment in individual lecture sections 

is limited to 80 students. In turn, each lecture 

class is divided into four equally sized studio labs 

of 20 students. 

Faculty 

The course requires a minimum of two instructors 

to teach one group of 80 students. One faculty 

member will teach the lecture section, and the second 

faculty member will teach the four studio labs. For 
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purposes of this study, the ideal faculty mix would 

employ a member of the college's full-time art history 

or art education faculty to teach the lecture section, 

and "a graduate teaching assistant drawn from the 

fields of studio art or art education to teach the 

studio labs. Full-time faculty members employed to 

teach the lecture section would still be available for 

other teaching duties, or might be employed to teach 

additional lecture sections of this curriculum. Each 

additional lecture section taught would require 

employment of one graduate teaching assistant. 

Classroom Facilities 

The course requires a minimum of two classrooms 

for implementation. One classroom should be suitable 

for lecture and multimedia presentations. This 

lecture classroom should also have sufficient space to 

accommodate the display or installation of works 

completed by the students in their studio classes. 

The studio classroom must accommodate both 

two-dimensional and three-dimensional studio 

production. At minimum the studio classroom should be 

equipped with flat tables, easels, ceramic throwing 

wheels, electric kiln(s), plus storage racks and bins 

for materials and works in progress. Ideally, the 
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course would have access to two studio classrooms, one 

designed for two-dimensional work, and the other for 

three-dimensional work. 

Instructional Sequence 

The instructional sequence of the curriculum is 

based on developing a cumulative knowledge of art 

which will meet the objectives stated earlier in this 

study (see Formulating Objectives p. 114). This study 

assumes no prior knowledge of art on the student's 

part, and thus begins the instructional process with 

building a fundamental visual vocabulary and approach 

to seeing and talking about art. The content of the 

instructional sequence is listed in Appendix A by 

weekly lecture topic and area of studio activity. 

The next section of this study deals with 

selecting the actual learning experiences within the 

identified and organized content of the curriculum. 

The learning experiences identified in the following 

section are not suggested as an exhaustive list of 

possibilities, but are meant only to serve as a 

representative sampling that supports the objectives 

of this curriculum. 
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Selecting the Learning Experiences 

The learning experiences outlined in this section 

are meant to provide the breadth and depth of 

information necessary to fulfill the objectives of 

this curriculum. Specific artworks for art history 

lessons, readings on aesthetics, and instructional 

procedures or methods for studio and art criticism 

lessons are not listed by name as it is felt that each 

instructor using this curriculum should be provided 

the flexibility to make his or her choices based on 

personal preference and available resources. However, 

while it is acknowledged that the learning experiences 

specified by this curriculum are but a recommended 

guideline for instructional practice, the art 

criticism method used is specifically based on the 

work of Edmund Feldman (1987) and Gene 

Mittler (1989). The selected learning experiences are 

listed below. 

1) Studio Art Learning Experiences: 

1.01 Design 

A. Principles of Design 

1. Unity 

2. Harmony 

3. Proportion/Scale 
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4. Balance 

5. Emphasis 

B. Elements of Design 

1. Color 

2. Value 

3. Texture 

4. Line 

5. Shape 

6. Space 

7. Rhythm 

8. Gradation/Movement 

9. Repetition 

1.02 Drawing 

A. Materials and Techniques 

1. Pencil 

a. Contour 

b. Visual Perspective 

2. Charcoal and Crayon 

a. Figure 

b. Value 

3. Pen, Brush, and Ink 

a. Line 

b. Wash 
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1.03 Ceramics/Sculpture 

A. Ceramics 

1. Hand-Building 

a. Pinching 

b. Coiling 

c. Slab Construction 

2. Wheel Throwing 

a. Centering 

b. Trimming 

c. Combined Techniques 

3. Glazing 

a. Brushed 

b. Dipped 

c. Poured 

d. Sprayed 

4. Firing 

a. Bisque 

b. Glaze 

c. Reduction 

d. Raku 

e. Salt-Glaze 

B. Sculpture 

1. Carved Plaster Relief 

2. Casting 
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3. Mobiles 

4. Found Object Assemblage 

1.04 Painting 

A. Materials and Supports 

1. Hand-Made Paper 

2. Constructing Canvas Supports 

3. Palettes, Brushes, and Knives 

B. Water-based Media 

1. Watercolor 

2. Gauche 

3. Acrylic 

2) Art History Content: 

2.01 Art of Prehistoric Man 

A. Upper Paleolithic and Mesolithic 

1. Cave Art 

2. Rock-Shelter Paintings and Carvings 

B. Neolithic and Megalithic Structures 

2.02 Art of Ancient Egypt and the Near East 

A. Sumerian, Babylonian, Assyrian, and Persian 

1. Dynasties of Ur 

2. First Dynasty of Babylon 

3. Assyrian Empire 

4. Persian Empire 

B. Egypt 

1. Early Dynasties 
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2. Old Kingdom 

3. New Kingdom 

4. Late Period 

2.03 Art of Ancient Greece 

A. Geometric and Archaic Periods 

1. Minoan Heritage 

2. Mycenaean Heritage 

B. Classical 

C. Hellenistic 

2.04 Art of Ancient Rome 

A. Etruscan 

B. Roman Republic 

C. Imperial Rome 

2.05 Art of the Byzantine, Romanesque, 

and Gothic Periods 

A. Byzantine Art 

1. Christian 

2. Islam 

B. Romanesque 

1. Architecture 

2. Painting and Illumination 

C. Gothic 

1. Early and High Gothic 

2. Late Gothic 
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2.06 Art of India, China, and Japan 

A. India 

1. Buddha Image 

2, Hindu Architecture 

B. China 

1. T'ang 

2. Northern Sung 

3. Southern Sung 

4. Ming Dynasty 

C. Japan 

1. Native Traditions 

2. Kamakura Realism 

3. The Decorative Style 

2.07 Native Arts of the Americas, Africa, and 

Pacific 

A. Meso-America 

1. Olmec 

2. Mayan 

3. Aztec 

B. North America 

1, Eskimo and Northwest Coast 

2. Southwest 

C. Tropical Africa 

D. Polynesia 
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2.08 The Renaissance 

A. Italy 

1, Florence 

2. Venice 

B. Flanders 

C. France and Germany 

2.09 The Baroque and Rococo 

A. Italy 

B. France 

C. Spain 

D. Holland 

E. England 

2.10 Neoclassicism and Romanticism 

A, Architecture 

B, Painting 

C, Sculpture 

2.11 Realism 

A. Painting 

B. Sculpture 

2.12 Impressionism and Post Impressionism 

A. Painting 

B. Sculpture 

2.13 Fauvism and Expressionism 

A. Painting 

B. Sculpture 
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2.14 Cubism 

A. Painting 

B. Sculpture 

C. Architecture 

2.15 Surrealism and Dadaism 

A. Painting 

B. Sculpture 

2.16 Abstract Expressionism 

A. Painting 

B, Sculpture 

2.17 Pop Art and Op Art 

A. Painting 

B. Sculpture 

2.18 Minimalism and Photo Realism 

A. Painting 

B. Sculpture 

2.19 Post Modernism 

A. Architecture 

B. Painting 

3) Art Criticism Content: 

3.01 Art Criticism Methodology 

A. Describing 

B. Identifying 

C. Interpreting 

D. Evaluating 
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4) Aesthetics: 

4.01 Traditional Theories of Art 

A. Plato and Aristotle 

B. Tolstoy 

C. Hume 

D. Kant 

4.02 Contemporary Theories of Art 

A. Langer 

B. Duchamp 

C. Danto 

D. Dickie 

Organizing the Learning Experiences 

This section of the model curriculum orders the 

previously specified learning experiences into a 

weekly schedule of visual arts material to be covered 

in the studio and lecture classrooms. Instructional 

procedures for delivery of the material, actual studio 

assignments, art criticism exercises, selected 

aesthetic readings, and recommended visual images for 

use in the art history lessons, are left to the 

discretion of individual instructors who might utilize 

this curriculum. However, it is expected that studio 

assignments and aesthetic readings will correspond and 

coordinate with the art historical information 
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covered, and that the art criticism methodology taught 

and developed at the beginning of the course will be 

utilized throughout the semester. The organized 

learning experiences are listed in Appendix B. 

The next section of the study deals with 

evaluating the instructional outcomes brought about by 

this curriculum. Evaluation will be directly related 

to the objectives previously outlined in this chapter, 

and will include suggestions for weighting and 

averaging student work completed in each of the four 

content areas. 

Evaluating 

This curriculum views evaluation as the process of 

measuring a student's changed or elicited behavior 

brought about by a given learning experience. The 

behaviors to be measured by this curriculum have been 

previously identified in the section titled 

Formulating the Objectives, and will now be organized 

within a framework that means to give equal weight to 

demonstrated student behavior in each of the four 

content areas of art. In practice this means that 

prescribed student behavior in each of the four 

content areas of art will be awarded equal weight in 

determining final course averages. In other words. 
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25 percent of the final grade will be determined by 

the student's work in successfully meeting the art 

history objectives, 25 percent in art criticism, and 

25 percent each in studio art and aesthetics. However, 

assigning the four content areas equal weight in 

evaluation does not imply that the stated objectives 

in each area will require an equal amount of time to 

complete, 

The evaluation outline is keyed to student 

behaviors specified by this study's written 

educational objectives. The objectives are keyed with 

a number that represents the original, parent 

objective listed in the earlier section beginning on 

page 14, and are assigned a percentage value in 

determining a student's final course average. The 

evalauation framework is listed in Appendix C. 

The next section addresses this study's 

understanding of how the balance and sequence of the 

curriculum should be checked. Because the proposed 

curriculum is only a theoretical model, emphasis is 

placed on the intended or desired results of the 

instructional sequences. 

::::3 



157 

Checking for Balance and Sequence 

The content of any subject of study has a logic 

or structure that should not be violated in the 

process of organizing the curriculum (Taba, 1962). 

Sometimes this inherent structural logic of a subject 

implies that the curriculum should be organized 

chronologically, or in other cases, from the simple to 

the complex, concrete to abstract, whole to the part 

(or vice versa), or by moving from the known to the 

unknown. A curriculum's sequence can also be directed 

by the need to develop certain prerequisite areas of 

knowledge. If a curriculum is successful in organizing 

its instructional sequence to mirror the natural logic 

or structure of the subject then the chances for 

developing a balanced and integrated learning 

experience is enhanced. 

This curriculum's sequence of instructional 

learning experiences recognizes different structural 

organizations for building up knowledge in each of the 

four content areas of visual art. Studio art skills 

are understood as being primarily dependent on an 

accumulation of prerequisite areas of knowledge and 

practice, dispensation of art historical information 

as reliant on a chronological presentation, 

development of art criticism abilities with the 
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intellectual and perceptual processes required in 

moving from the concrete to the abstract, and 

aesthetics with the philosophical investigations of 

the known utilized in an attempt to understand or 

explain the unknown. 

Although specific studio, art history, art 

criticism, and aesthetic assignments have been left 

open by this curriculum for reasons of user 

flexibility, the intent of this curriculum is to 

integrate the four content areas into a spiraling 

sequence of coordinated visual art lessons. By 

"spiraling" this curriculum means that learning 

experiences addressed on an experiential and 

intuitive level should be revisited at a later date on 

a level of greater abstraction and conceptualization. 

The weekly organization of the learning experiences 

proposed by this curriculum promote this kind of 

approach by attempting to alternate between intuitive 

and analytical thinking, and experiential and verbal 

learning. The ultimate intended effect of this 

spiraling sequence is to provide a progressively more 

demanding set of learning activities that are balanced 

between active experiences and those that represent 

the processes of synthesis, reflection, and 

expression. 
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Further checks for balance and sequence are 

dependent upon field application of this curriculum. 

However, in future checks for balance and sequence it 

should be noted that "sequence consists not so much in 

the succession of details in the various areas of 

knowledge as in the continuity of learning steps 

leading toward the formation of ideas and the use of 

cognitive processes" (Taba, 1962, p. 189). This 

statement implies that the emphasis, when checking for 

balance and sequence in this curricul\im, should be 

less concerned with the transmission of specialized 

and isolated bits of visual arts knowledge, and 

concentrated instead on the process of relating and 

integrating knowledge from the four content areas of 

visual art. 

Summary 

The proposals in this chapter diagnosed the 

educational needs, objectives, and learning 

experiences for a new visual arts course. The 

identified needs for a new college-level visual arts 

course are summarized in an educational rationale that 

proposes that the only unique need fulfilled by the 

visual arts is as the sole developer of a student's 

visual aesthetic awareness. In turn, development of a 
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student's visual aesthetic awareness is essential if 

the general educational goal of connecting the 

imagination to the intellect is to be fully realized. 

Objectives of this curriculum are based on the 

observable behaviors manifested by professional 

practitioners in the visual arts. The objectives are 

related to selected learning experiences that attempt 

to integrate the concrete and abstract cognitive 

processes associated with making and understanding 

visual art. 

Finally, this chapter makes specific 

recommendations on the allocation of human and 

material resources necessary to implement the study's 

curriculum. As structured by this study, the proposed 

DBAE college-level curriculum would be a six credit 

hour course completed over two sequential semesters. 

The curriculum would utilize both studio and lecture 

classrooms, and require (on the scale proposed by this 

study) at least two instructors. 

The last chapter of this study reviews the 

investigation's organization, draws final conclusions 

on the material presented, makes recommendations on 

the application of this study's findings, and suggests 

areas of possible future study. A review of the 

study's organization is discussed first. 
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CHAPTER V 

CONCLUSIONS AND RECOMMENDATIONS 

Review of Study's Organization 

As a philosophical treatise this study was guided 

in its structure and organization by three primary 

purposes originally stated in Chapter I. First, 

the study sought to review past and present visual 

arts curricula theory as it related to college 

programs of general education. Secondly, the study 

sought to document current visual arts curricula 

offered to non-art majors at American liberal arts 

colleges. Thirdly, the study sought to design a model 

curriculum that would provide college non-art majors 

with a broader and more complete understanding of the 

visual arts. 

The first purpose was addressed by reviewing 

literature dealing with the development of collegiate 

visual arts curricula and discipline-based art 

education theory. The second purpose of this study was 

accomplished through a selective catalog survey of 

visual arts offerings at 101 liberal arts colleges in 

the United States. The last purpose was fulfilled in 

two parts: 1) by the creation of an educational 

paradigm which clarified this study's understanding of 
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the educational role the visual arts play within 

programs of general education and 2) by outlining a 

college-level visual arts model curriculum which 

articulated the objectives, content, and learning 

experiences for an integrated and sequenced study of 

studio art, art history, art criticism, and 

aesthetics. The actual organization of the written 

curriculum was influenced by two primary sources. 

The first source to influence the written 

curriculum's organization was Greer's (1984) 

identification of seven distinguishing features that 

mark a discipline-based art education program. The 

second source which influenced the written 

curriculum's organization was a curriculum development 

model suggested by Hilda Taba (1962). A decision to 

incorporate Greer's seven distinguishing DBAE features 

can be found in how the study's model curriculum 

articulates and focuses on the intrinsic educational 

value of the visual arts, in the selection of art 

content, and in the sequential and systematic plan for 

instruction and evaluation of visual arts material 

taught. Taba's model for curriculum development was 

utilized because of its structural clarity and 

generally accepted recognition as a seminal work in 

modern curriculum theory. 



163 

The study's organization was delimited in three 

ways. First, because scholarly publication on the 

topic of DBAE continues unabated, this study found it 

necessary to set a closing date of January 1, 1988 on 

reviewed articles. Secondly, the selection of colleges 

for the catalog survey was restricted to American 

liberal arts colleges, A decision to restrict the 

catalog survey to select liberal arts colleges was 

based on the practical resources available to complete 

the survey, and because liberal arts colleges are most 

commonly known for (a) teaching as opposed to 

research, and (b) for the general educational emphasis 

of their art programs. Lastly, the paradigm designed 

for this study, and presented as Figure 1 in Chapter 

IV, was meant to be understood solely as a tool in 

identifying the proper position of the visual arts 

within the general curriculum, and was not suggested 

as a model for curriculum development. Consisting of 

five hierarchical levels, the paradigm's first level 

showed how the selection of instructional objectives 

were related to level two, the discipline and content 

areas of visual art. The paradigm then illustrated how 

proper instructional attention paid to the four DBAE 

content areas helped to develop an educated skill. 

This educated skill was identified at level three as 
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the ability to perceive visual form critically. 

Level four was concerned with the educated attributes 

associated with the paradigm's concept of visual 

aesthetic awareness. The paradigm's concept of visual 

aesthetic awareness described a student's summed, 

educated ability to discern and interpret their visual 

world, and supported the paradigm's overall goal 

of connecting the imagination to the intellect. 

The model curriculum outlined in Chapter IV 

proposed a six credit hour course to be completed over 

two sequential college semesters. The course was 

divided between lecture and studio classes, with 

instructional methods and materials coordinated to 

maximize the integration of studio art, art history, 

art criticism, and aesthetic lessons. 

The following section draws specific conclusions 

from the study's findings and theoretical model 

curriculum. Special attention is paid to perceived 

philosophical and educational consequences of 

maintaining the status quo and the need to implement 

new curricula designed to strengthen the role of 

visual arts study within programs of general college 

education. 



165 

Conclusions of the Study 

This section identifies and draws the following 

conclusions from the study's earlier investigations: 

1) While most liberal arts colleges require a 

fine arts credit for graduation, the visual 

arts are rarely made a mandatory subject of 

study within programs of general education. 

2) There currently exists a diverse range of 

visual arts curricula offered to non-art 

majors on American college campuses that 

fulfill general education requirements. 

3) Current visual arts courses offered to college 

non-art majors fail to integrate and 

systematically provide learning experiences in 

art history, art criticism, aesthetics, or 

studio production. 

4) The primary reason for supporting the study of 

the visual arts as a subject of intrinsic 

educational value is because of its unique 

role in helping to connect the human 

imagination to the academic intellect. 

5) Given reasonable limitations on human and 

material teaching resources it is possible to 

structure a college-level visual arts 

curriculum for non-art majors that includes an 
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integrated, structured, and sequential study 

of art history, art criticism, aesthetics, and 

studio production. 

6) Failure to integrate the study of art history, 

art criticism, aesthetics, and studio 

production into a single course designed 

specifically for the college non-art major 

potentially means graduating students who lack 

the educated ability to perceive visual form 

critically. 

7) The types of visual arts curricula presently 

offered the non-art major on American college 

campuses are inadequate. They are inadequate 

because, on balance, they fail to foster a 

sequenced, integrated, and comprehensive 

understanding of the visual arts, and most 

importantly, they fail to develop in each 

student those intellectual skills and 

abilities unique to the visual arts. 

8) A pattern of continued failure either to 

recognize or respond to the educational need 

fulfilled by a study of the visual arts will 

leave the students taught by such a system, 

and the society that supports it, in a 

Jd. 
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position of aesthetic and intellectual 

poverty. 

The next section makes several recommendations 

based on the study's conclusions. Recommendations 

discussed are concerned with implementation of the 

proposed curriculum, and the role college art 

educators must play in advancing the position of 

visual arts study within core programs of general 

education. 

Recommendations of the Study 

The perceived purpose and focus of visual arts 

study on American college campuses must be 

fundamentally changed and redefined if the subject is 

to become integral to programs of general education. 

This means clearly articulating the unique educational 

contributions brought to the college curriculum by 

visual arts study. If the educational needs met by 

visual arts study continue to be defined as the 

intrinsic satisfactions developed through expressive 

activities, or to the way the visual arts support the 

cognitive activity of other subjects, then the visual 

arts will not be seen as an indispensable discipline 

because the lessons it teaches can be duplicated by 

other subjects. In light of this study's findings on 
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the state of required visual arts study on American 

college campuses, the following recommendations are 

made: 

1) Colleges should replace historical art survey, 

introductory studio, and art appreciation 

classes designed for non-art majors with a 

single course that seeks to integrate the 

study of the four content areas identified by 

DBAE theory. 

2) Colleges interested in implementing a DBAE 

curriculum should first promote an 

interdisciplinary dialogue between their 

studio, art history, and humanities faculties 

aimed at addressing the problems of coordinated 

team teaching and facility use. 

3) Higher education fine arts faculty should 

insist on a minimum of six credit hours of fine 

arts study as a required part of college 

programs of general education. 

4) Trial or pilot visual arts curricula based on 

DBAE principles should be initiated at both 

liberal arts colleges and larger universities 

looking for alternatives to traditional art 

history survey or art appreciation classes. 

â« 
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5) Higher education institutions implementing a 

pilot program based on this curriculum (or some 

variation of it) should initially limit the 

scope of their program to a class size that 

does not exceed the minimal resources called 

for by this study. 

The next section addresses areas of possible 

future study. Areas dealt with concern continued 

review of fine art courses offered as part of programs 

of general education, development of college-level 

DBAE curriculum models for music and theatre, and 

empirical studies that might quantify the real or 

imagined benefits of college-level DBAE curricula. 

Recommendations for Future Study 

The first recommendation for future study is that 

there be more frequent examinations of college visual 

arts curricula offered in support of general 

education. This study is the first in more than 

18 years to review the role and type of visual 

arts curricula offered in support of general college 

education, and is one of only six studies made since 

1940 which addresses this topic. Since studies dealing 

with the role of the visual arts in programs of 

general college education are so rare and haphazardly 
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spaced, there would seem to be a need for at least one 

longitudinal study conducted at regular yearly 

intervals, which consistently reviews and charts the 

changes and progress of visual arts curricula at the 

same select group of colleges or universities, and 

which utilizes a standard method of examination and 

data collection. Without the data such a study would 

provide, future curriculum planners will continue to 

be unable to identify clearly the advantages and 

disadvantages of specific college visual arts 

educational practices. 

The second area recommended for future study 

concerns development of discipline-based curricula for 

general college programs of music and theatre 

education. Identification and articulation of music 

and theatre's unique skills or areas of knowledge 

would strengthen the argument for expanding the fine 

arts credit hour requirement in a liberal arts degree 

program by showing that all of the arts are 

indispensable to a balanced education. Additionally, 

once discipline-based music, theatre, and visual arts 

curricula were designed and implemented, further 

interdisciplinary curricular arrangements in the fine 

arts could be designed. 
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Finally, future studies are needed to generate 

comparative data on the performance of college 

students educated by a DBAE curriculum versus those 

taught using a more traditional approach to visual 

arts instruction. Until pilot college-level DBAE 

programs can be initiated, and the students educated 

in these DBAE classes compared to control groups of 

similar students educated by traditional art history, 

art appreciation, or introductory studio classes, the 

arguments supporting implementation of college-level 

DBAE programs will remain unproven, and perhaps, 

^unpersuasive. 

Final Summation 

Despite the rapid growth of American college art 

programs after 1945, the study of visual art remains 

an undervalued part of required programs of general 

college education. On average, less than three 

elective credit hours in an art appreciation or art 

history survey class are demanded of non-art majors to 

fulfill what most colleges call a humanities or fine 

arts distributive requirement. Additionally, because 

large numbers of university and college art 

departments are presently oriented toward the 

professional major in studio art, art history, or art 
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education, there continues to be a lack of visual arts 

curricula designed specifically for the non-art major. 

However, the majority of students educated by college 

and university art departments continue to be non-art 

majors. 

The absence of visual arts curricula oriented to 

engage the college non-art major in a broad and 

serious investigation of visual arts study, especially 

with regards to studio production, contributes to 

missed opportunities to strengthen the position of the 

visual arts within programs of general education. To 

enhance the perceived and actual educational value of 

visual arts instruction on American college campuses, 

a better understanding of how art can and should be 

taught to non-art majors is required. College art 

faculties must reevaluate the importance of the 

non-art major, and by so doing, seek to strengthen the 

place of the visual arts within core programs of 

general education. These goals can be accomplished by 

designing visual arts curricula that envelop the 

average student in an active exchange of ideas and 

personal experiences drawn from the content areas 

that constitute the discipline of visual art. These 

content areas have been identified by discipline-based 

art education theory as the independent-but-related 
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concerns of art history, studio art, art criticism, 

and aesthetics. 

The curriculum proposed by this study is an effort 

to expose students to the full range of artistic 

concerns that mark the visual arts as a unique subject 

of study. Utilizing discipline-based art education 

theory as its framework, the curriculum suggested by 

this study seeks to involve its target audience of 

college non-art majors in an integrated and sequenced 

investigation of visual art problems. Learning 

experiences and problems posed to the students of this 

study's curriculum are based on the skills and 

educated behaviors manifested by professional 

practitToners in the visual arts. Material presented 

in this way requires that students not only reflect on 

the information presented to them, but act on it in 

the creation of unique and personal visual solutions. 

In summation, this study recognizes that there are 

potentially countless approaches to designing new 

visual arts curricula for college non-art majors. 

However, it is hoped that the DBAE curriculum 

suggested by this study will help clarify the purpose 

for teaching the visual arts to nonmajors, and enhance 

the perceived value of visual arts study as a subject 

integral to the cultivation of a liberal education. 
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APPENDIX A: CURRICULUM ORGANIZED 

BY WEEKLY TOPIC 

Week Instructional Content Key 

1 Lecture: Art Criticism Methodology 3.01 

Studio: Design 1.01 

2 Lecture: Art Criticism Methodology 3.01 

Studio: Design 1.01 

3 Lecture: Art Criticism Methodology 3.01 

Studio: Design 1.01 

4 Lecture: Art of Prehistoric Man 2.01 

Studio: Design 1.01 

5 Lecture: Art of Ancient Egypt. , . , . 2.02 

Studio: Design 1.01 

6 Lecture: Art of Ancient Near East 2.02 

Studio: Design 1.01 

7 Lecture: Art of Ancient Greece. 2.03 

Studio: Design 1-01 

8 Lecture: Traditional Theories of Art 4.01 

Studio: Drawing 1.02 

9 Lecture : Art of Ancient Rome 2.04 

Studio: Drawing 1.02 

10 Lecture: Art of the Byzantine, Romanesque, 

and Gothic 2.05 

Studio : Drawing 1.02 
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11 Lecture: Art of India, China, and Japan 2.06 

Studio: Ceramics/Sculpture 1.03 

12 Lecture: Native Arts of the Americas, 

Africa, and Pacific 2.07 

Studio: Ceramics/Sculpture 1.03 

13 Lecture: The Renaissance 2.08 

Studio: Ceramics/Sculpture 1.03 

14 Lecture: The Renaissance 2.08 

Studio: Drawing 1.02 

Semester Break 

15 Lecture: Traditional Theories of Art 4.01 

Studio: Drawing ..,..,....., 1.02 

16 Lecture: The Baroque and Rococo 2.09 

Studio: Drawing 1.02 

17 Lecture: Neoclassicism and Romanticism 2.10 

Studio : Painting , 1-04 

18 Lecture: Contemporary Theories of Art 4.02 

Studio : Painting 1-04 

19 Lecture: Realism 2.11 

Studio : Painting 1-04 

20 Lecture: Impressionism and 

Post Impressionism 2.12 

Studio: Painting 1-04 

21 Lecture: Fauvism and Expressionism 2.13 

Studio: Painting 1.04 
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22 Lecture: Cubism 2.14 

Studio: Ceramics\Sculpture 1.03 

23 Lecture: Surrealism and Dadaism 2.15 

Studio: Ceramics/Sculpture 1.03 

24 Lecture: Abstract Expressionism 2.16 

Studio: Painting 1.04 

25 Lecture: Pop Art and Op Art 2.17 

Studio: Drawing 1.02 

26 Lecture: Minimalism and Photo Realism 2.18 

Studio: Painting 1.04 

27 Lecture: Post Modernism 2.19 

Studio: Ceramics/Sculpture .1.03 

28 Lecture: Contemporary Theories of Art 4.02 

Studio: Ceramics/Sculpture 1.03 



APPENDIX B: LEARNING EXPERIENCES 

ORGANIZED BY WEEKLY TOPIC 

Week Instructional Content Key 

1 Lecture: Art Criticism Methodology 3.01 

A. Describing 

B. Identifying 

C. Interpreting 

D. Evaluating 

Studio: Design 1-01 

A. Principles of Design 

1. Unity 

2. Harmony 

2 Lecture: Art Criticism Methodology 3.01 

A. Describing 

B. Identifying 

C. Interpreting 

D. Evaluating 

Studio: Design ^-^^ 

A. Principles continued 

3. Proportion/Scale 

4. Balance 

5. Emphasis 
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Week Instructional Content Key 

3 Lecture: Art Criticism Methodology 3.01 

A. Describing 

B. Identifying 

C. Interpreting 

D. Evaluating 

Studio: Design 1-01 

B, Elements of Design 

1. Color 

2. Value 

4 Lecture: Art of Prehistoric Man 2.01 

A, Upper Paleolithic and 

Mesolithic 

1. Cave Art 

2. Rock-Shelter 

Paintings and Carvings 

B- Neolithic 

1. Megalithic Structures 

Studio: Design ^-^^ 

B. Elements continued 

3. Texture 

4. Line 

/ /.•m 
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Week Instructional Content Key 

5 Lecture: Art of Ancient Egypt 2.02 

A. Early Dynasties 

B. Old Kingdom 

C. New Kingdom 

D. Late Period 

Studio: Design 1-01 

B. Elements continued 

5. Shape 

6. Space 

6 Lecture: Art of Ancient Near East. .2.02 

A. Sumerian Dynasties of Ur 

B. First Dynasty of Babylon 

C. Assyrian Empire 

D. Persian Empire 

Studio: Design ^-^^ 

B. Elements continued 

7. Rhythm 

8. Gradation/Movement 

7 Lecture: Art of Ancient Greece 2.03 

A. Geometric and Archaic 

Periods 

1. Minoan and Mycenaean 

Heritages 
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Week Instructional Content Key 

B. Classical 

C. Hellenistic 

Studio: Design 1.01 

B. Elements continued 

9. Repetition 

8 Lecture: Traditional Theories of Art 4.01 

A. Plato and Aristotle 

Studio: Drawing 1.02 

A. Materials and Techniques 

1. Pencil 

a. Contour 

b. Visual Perspective 

9 Lecture : Art of Ancient Rome 2.04 

A. Etruscan 

B. Roman Republic 

C. Imperial Rome 

Studio: Drawing 1-02 

1. Pencil continued 

a. Contour 

b. Visual Perspective 

10 Lecture: Art of the Byzantine, Romanesque, 

and Gothic 2.05 

/ /:-a 
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Week Instructional Content Key 

A. Byzantine 

1, Christian 

2, Islam 

B. Romanesque 

1. Architecture 

2. Painting and 

Illumination 

C. Gothic 

1. Early and High Gothic 

2. Late Gothic 

Studio: Drawing 1-02 

2. Charcoal and Crayon 

a. Figure 

b. Value 

11 Lecture: Art of India, China, and Japan 2.06 

A. India 

1. Buddha Image 

2. Hindu Architecture 

B. China 

1 . T'ang 

2. Northern Sung 

3. Southern Sung 

4. Ming Dynasty 

1 ___.ia 



196 

Week ^ Instructional Content Key 

C. Japan 

1. Native Traditions 

2. Kamaikura Realism 

3. The Decorative Style 

Studio: Ceramics/Sculpture 1.03 

A. Ceramics 

1. Hand-Building 

a. Pinching 

b. Coiling 

c. Slab Construction 

12 Lecture: Native Arts of the Americas, 

Africa, and Pacific 2.07 

A. Meso-America 

1. Olmec, Mayan, and Aztec 

B. North America 

1. Eskimo and Northwest 

Coast 

2. Southwest 

C. Tropical Africa 

D. Polynesnia 

Studio: Ceramics/Sculpture 1.03 

A. Ceramics continued 

2. Wheel Throwing 

Ji.^<^ 
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Week Instructional Content Key 

a. Centering 

b. Trimming 

c. Combined Techniques 

13 Lecture: The Renaissance 2.08 

A. Italy 

1. Florence 

2. Venice 

Studio: Ceramics/Sculpture 1.03 

A. Ceramics continued 

3. Glazing 

a. Brushed, Dipped, 

Poured, Sprayed 

4. Firing 

a. Bisque, Glaze, 

Reduction, Raku, 

Salt-Glaze 

14 Lecture: The Renaissance 2.08 

B. Flanders 

C. France and Germany 

Studio: Drawing ^ -^^ 

3. Pen, Brush, and Ink 

a. Line 

b. Wash 
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Semester Break 

Week Instructional Content Key 

15 Lecture: Traditional Theories of Art 4.01 

A. Hume 

B. Tolstoy 

C. Kant 

Studio: Drawing 1.02 

4. Combined Techniques 

a. Pencil 

b. Charcoal 

c. Pen, Brush, Ink 

16 Lecture: The Baroque and Rococo 2.09 

A. Italy 

B. France 

C. Spain 

D. Holland 

E. England 

S t u d i o : Drawing ^-^^ 

4 . Com-bined Techn iques 

a. Pencil 

b. Charcoal 

c. Pen, Brush, 

and Ink 
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Week Instructional Content Key 

17 Lecture: Neoclassicism and 

Romanticism 2 .10 

A. Architecture 

B. Painting 

C. Sculpture 

Studio: Painting 1-04 

A. Materials and Techniques 

1. Hand-Made Paper 

2. Constructing Canvas 

Supports 

3. Palettes, Brushes, and 

Knives 

18 Lecture: Contemporary Theories of Art 4.02 

A. Langer 

Studio: Painting '^•^^ 

B. Water-Based Media 

1. Watercolor 

2 11 
19 Lecture: Realism ^' 

A. Painting 

1.04 
Studio: Painting 

B. Water-Based Media 

continued 

2. Gauche 
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Week Instructional Content Key 

20 Lecture: Impressionism and 

Post Impressionism 2.12 

A. Painting 

Studio: Painting 1.04 

B. Water-Based Media 

continued 

3. Acrylic 

21 Lecture: Fauvism and Expressionism 2.13 

A. Painting 

B. Sculpture 

Studio : Painting 1.04 

3. Acrylic continued 

22 Lecture: Cubism 2.14 

A. Painting 

B. Sculpture 

C. Architecture 

1. International style 

Studio : Ceramics/Sculpture 1.03 

B. Sculpture 

1. Carved Plaster Relief 

23 Lecture : Surrealism and Dadaism 2.15 

A. Painting 

B. Sculpture 

-i,.-̂  
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Week Instructional Content Key 

Studio: Ceramics/Sculpture 1.04 

B. Sculpture continued 

2. Casting 

24 Lecture: Abstract Expressionism 2.16 

A. Painting 

B. Sculpture 

Studio: Painting 1-04 

3. Acrylic continued 

25 Lecture : Pop Art and Op Art 2.17 

A. Painting 

B. Sculpture 

Studio: Drawing ^ • ̂ 2 

4. Combined Techniques 

26 Lecture: Minimalism and Photo Realism 2.18 

A. Painting 

B. Sculpture 

Studio: Painting ^-^^ 

3. Acrylic continued 

•'•' 1Q 
27 Lecture: Post Modernism -.j-v. 

A. Architecture 

Studio : Ceramics/Sculpture 1-02 

B. Sculpture continued 

3. Mobiles 

/ •: 
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Week Instructional Content Key 

28 Lecture: Contemporary Theories of Art 4.02 

A. Duchamp 

B. Danto 

C. Dickie 

Studio : Ceramics/Sculpture 1.03 

4. Found Object 

Assemblages 
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APPENDIX C: EVALUATION FRAMEWORK 

Key Number and Objective Behavior % Final Grade 

Studio Art Objectives 

1.3 Creation of 4 works dealing with 

principles and elements of design 8% 

2 . 3 Creating 2 two-dimensonal works 4% 

Creating 2 three-dimensional works 4% 

3.3 Creating 4 works in personal style 9% 

Subtotal 25% 

Art History Objectives 

1. 3 Reports on 2 works of art 10% 

2. 3 Art history identification 5% 

3.3 Art history comparison 5% 

4 . 3 Design of an art exhibit 5% 

Subtotal 25% 

Art Criticism Objectives 

1.3 Describing literal and visual qualities 

in 2 works of art 3% 

2. 3 Criticism of 2 western artworks 3% 

Criticism of 2 non-western artworks. . . • S'^o 

Criticism of 2 non-art visual images --̂  

3.3 Critique of 2 works of art J^o 
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4.3 Expression and defense of personal 

judgement of 4 sets of visual images 7% 

5. 3 Pro and con written critique 3% 

Subtotal 25% 

Aesthetic Objectives 

1.3 Written description of 2 personally 

created works of art 8% 

Creation of 2 works of art 4% 

2 . 3 Construction of visual symbols 4% 

Creation of 1 two dimensional work 

and 1 three dimensional work using 

personal symbols 4% 

3. 3 Two written theories of art 5% 

Subtotal 25% 

tm^ . — ^ •-' 



APPENDIX D: COLLEGES USED 

IN CATALOG SURVEY 

1. Albion College, MI 

2. Albright College, PA 

3. Allegheny College, PA 

4. Alma College, MI 

5. Amherst College, MA 

6. Augustana College, IL 

7. Austin College, TX 

8. Bard College, NY 

9. Bates College, ME 

10. Beaver College, PA 

11. Beloit College, WI 

12. Bennington College, VT 

13. Bently College, MA 

14. Boston College, MA 

15. Bowdoin College, ME 

16. Bryn Mawr College, PA 

17. Carleton College, MN 

18. Centre College, KY 

19. Christian Brothers College, TN 

20. Clarkson College, NY 

21. Colby College, ME 

22. Colorado College, CO 

o 05 
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23. Connecticut College, CT 

24. Dartmouth College, NH 

25. Davidson College, NG 

26. Dickinson College, PA 

27. Earlham College, IN 

28. Erskine College, SC 

29. Franklin and Marshall College, PA 

30. Friend's World College, NY 

31. Gettysburg College, PA 

32. Grand Valley State College, MI 

33. Grinnell College, lA 

34. Grove City College, PA 

35. Gustavus Adolphus College, MN 

36. Hamilton College, NY 

37. Hampshire College, MA 

38. Haverford College, PA 

39. Hendrix College, AR 

40. Hobart and William Smith College, NY 

41. Hope College, MI 

42. Houghton College, NY 

43. Jersey City State College, NJ 

44. Kalamazoo College, MI 

50. Loyola College, MD 

51. Luther College, lA 

52. Macalester College, MN 

^ . u * ^ 
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53. Manhatten College, NY 

54. Marlboro College, VT 

55. Marygrove College, MI 

56. Marywood College, PA 

57. McMurry College, TX 

58. Middlebury College, VT 

59. Mills College, CA 

60. Millsaps College, MS 

61. Montclair State College, NJ 

62. Mount Holyoke College, MA 

63. Muhlenberg College, PA 

64. Neuman College, PA 

65. Northern State College, SD 

66. Oberlin College, OH 

67. Occidental College, CA 

68. Randolph-Macon Women's College, VA 

69. Reed College, OR 

70. Rhode Island College, RI 

71. Rollins College, FL 

72. Saint John's College, MD 

73. Salem College, MA 

74. Shepherd College, WV 

75. Siena College, NY 

76. Simon's Rock of Bard College, MA 

77. Skidmore College, NY 

^ lA:^) :^ 



208 

78. Smith College, MA 

79. St. Mary's College, IN 

80. St. Norbert College, WI 

81. St. Olaf's College, MN 

82. Swarthmore College. PA 

83. Thomas Aquinas College, CA 

84. Trinity College, CT 

85. Tuoro College, NY 

86. Union College, NY 

87. Ursinus College, PA 

88. Vassar College, NY 

89. Wabash College, IN 

90. Washington and Jefferson College, PA 

91. Wellesley College, MA 

92. Wells College, NY 

93. Wheaton College, MA 

94. Wheaton College, IL 

95. Whittier College, CA 

96. Wiley College, TX 

97. Wii:.iam Jewell College, MG 

98. Williams College, MA 

99. Winthrop College, SC 

100. Wofford College, SC 

101. World College West, CA 

«=^__t?-.'<^ 



illllHllllliI ^sc^^-




