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CHAPTER I 

AN INTRODUCTION TO THE STUDY 

Introduction 

The concept of collaboration and integration of the 

arts is by no means a new one. As long as there has been 

some form of communication between humans, there has been 

the impulse to compare notes and share ideas. Realizing 

that the arts do not exist in a vacuum, many artists have 

found like-mindedness and corroboration with colleagues. 

Some well known collaborative teams were Moliere and 

Lully, Brecht and Weill, Stravinsky and Diaghilev, and 

Cage, Cunningham, Johns, and Rauschenberg, to name only a 

few. 

Probably the most famous advocate of the 

collaborative approach was Richard Wagner, who sought to 

combine all of the arts in his concept of a 

"gesamtkunstwerk" (total artwork) during the 19th 

century. Wagner's vision involved more than just a 

combination of components such as music, movement, voice, 

scenery, lighting, etc. "More important, however, is the 

understanding that there must be an effective interplay 

among the various elements or a significant synthesis of 

them" (Kirby, 1969, xiii). 



Much of the artistic avant-garde movement of the 

twentieth century shows an attempt to break down barriers 

and to expand into territory traditionally delegated 

to a specific art form. "The arts in this century can be 

characterized more than anything else by their variety 

and their profusion. There has been no single formula, 

except latterly, perhaps, 'anything goes.'" (Tamplin, 

1991, 12). 

The study of antiquity leads anthropologists and 

scholars to believe that the arts, as we know them, were 

not originally categorized into specific disciplines. 

The historical precursor for a collaborative/integrated 

approach espoused by Wagner and successive generations of 

artists was first documented in the Renaissance with the 

rediscovery of the ancient civilizations of Greece and 

Rome. "A dominant view . . . was that the Greek 

experience had been that of an integrated totality" 

(Kirby, 1969, xiv). 

As a theatre practitioner and educator, I have 

always been fascinated by the interdependency between the 

fine arts, believing that individual arts disciplines 

influence and affect one another. Theatre, by its very 

nature, is often referred to as a collaborative art form, 

or as "the place of intersection of all the arts" (Kirby 

1969, xiii), because it uses various elements of visual 



art, music, dance and poetry/prose to complete its medium 

of expression. 

Statement of the Problem 

The role of the arts in our society seems to be 

limited to young children and committed artists who 

have chosen art as a profession. There is a large and 

growing body of work devoted to the subject of "child 

art" and a comparable number of texts dealing with 

training the professional artist. Somewhere in the 

middle of this continuum lies the common person and 

his/her relationship to the arts. 

Why has the creative life been stimulated in 

children but ignored in adults in our society? In her 

book. Drawing on the Right Side of the Brain, Betty 

Edwards discusses the fact that "most adults in the 

Western World do not progress in art skills beyond the 

level of development that they reached at age nine or 

ten" (1979, 62). While various reasons are given for 

this common occurrence, the basic rationale behind this 

phenomenon is that drawing is not a vital skill for 

survival in our culture. 

Edwards states the benefits of learning to draw: 

Providing the means for releasing creative 
potential, for gaining access at a conscious level 
to inventive, intuitive, imaginative powers that may 
have been largely untapped by our verbal, 
technological culture and educational system. (5) 



Howard Gardner, Co-Director of Project Zero, Harvard 

University, discusses the schools' approach to arts 

education. 

Music and art are the first to go when there's a 
financial crunch. As kids grow older, they get less 
and less of it. It may be important in 
kindergarten, but it disappears by eighth grade, 
except for the kids who are professionally 
oriented. (Brandt, 1988, 34) 

Although there is much argument in the world of 

philosophers, arts educators, and arts administrators 

about just what kind of learning takes place, feeling or 

reasoning, right-brain or left-brain, cognitive or 

affective. Apparently something happens that is good 

when the arts are taught and students engage in them 

regularly. 

The arts are described as "acts of intelligence" by 

Howard Gardner, they are forms of cognition every bit as 

important as words and scientific symbols (Gardner, 

1983) . 

However, the arts are not considered by most 

Americans as an integral part of the educational system 

or our society. A recent study done in conjunction with 

K-12 Arts Education in the United States describes the 

basic tenets of our American society as competition, 

technology and materialism. Music Educators National 

Conference et al., (cited in Fowler, 1988). These 

conditions drive the way Americans perceive the arts. 
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The age old question of "can you make a living at it?" 

haunts and motivates the average American. 

One becomes educated primarily in order to pursue 
a livelihood in a highly complex society. The idea 
of a life of the mind does not seem prominent either 
in our educational system or in our overall values 
about education. Music Educators National 
Conference et al., (cited in Fowler, 1988, 6) 

Individuals concerned with arts education and arts 

institutions are often left scrambling for money and 

audiences. A recent National Endowment for the Arts 

Survey of Public Participation in the Arts (cited in 

Pankratz et al., 1989) "measured rates and types of adult 

arts participation in behavioral terms" (Pankratz et al., 

1989, 3). The study discovered that "61 percent of 

Americans did not attend, even once any live performance 

of jazz or classical music, theatre, opera, or musical 

theatre, or ballet nor did they visit an art gallery or 

museum" National Endowment for the Arts, 1988 (cited in 

Pankratz et al., 1989, 3). 

A later study conducted by the NEA "looked at a 

variety of socialization variables" (cited in Pankratz, 

1987, 3) and found that people with more arts education 

and arts experiences were more likely to participate in 

arts activities. 

In this age of financial cutbacks in education, the 

arts are often the first disciplines to be eliminated 

from the public school as well as college curriculum. 

5 



Just turning on the television will give ample proof of 

the plight of arts funding, from the questioning of 

minimal funding for The National Endowment of the Arts to 

arts education curriculum in jeopardy from California to 

New York. 

One reason for this complex problem concerning the 

lack of arts education and participation in the arts is 

the way the arts are taught in America. Concentration 

has been placed on the area of skill development and 

specialization, rather than on finding ways to teach the 

basic ideas and concepts behind the arts to a more 

general population. 

In our schools today, for the most part, we 
teach the arts--visual arts, music, theater, 
dance—as separate and unique entities. The 
1988 National Endowment for the Arts [NEA] 
report, Toward Civilization, focused on arts 
education in the United States. The report 
states: "Basic arts education aims to provide 
all students, not only the gifted and talented, 
with knowledge of and skills in, the arts. 
Basic arts education must give students the 
essence of our civilization, the civilizations 
which enrich world civilizations as a whole. 
It must also give students tools for creating, 
for communicating, and understanding, and for 
making informed and critical choices." It 
further states that "basic arts education must 
include art forms that are interdisciplinary... 
opera and music, theatre, film and television, 
and new work that extends the frontiers of current 
artistic convention." (Neu, 1990, 30) 



Importance and Background 

Classification of the fine arts and philosophical 

debate over their proper place in the curriculum has also 

had an impact on the educational system in America. The 

history of arts education has been one characterized as 

an uneasy alliance. Primarily the arts are taught in our 

grade schools, high schools, and colleges from the 

vantage point of a single art instruction approach. 

In her doctoral dissertation, "A Model for a 

Comprehensive Arts Program with Interdisciplinary Arts 

Lessons as Unifiers," Joyce Bogusky-Reimer discusses the 

150-year tradition of seeing only visual arts and music 

as regular components of the school curriculum in the 

United States. During these years, other arts, such as 

drama, dance, film, and architecture, have appeared 

sporadically with no real validity of their own. They 

have been treated as appendages to other arts or subject 

areas. For example, they are often utilized when a play 

is produced (Bogusky-Reimer, 1979). 

Historically, "the establishment of separate 

disciplines in education began around the 17th century. 

This developed into the current trend of specialized 

disciplines, including those within the arts" (Favre, 

1981, 11). 



David Pankratz describes the divergent backgrounds 

of the various arts by stating that "each of these 

disciplines does have its own history, theoretical bases, 

content, traditions or practice and, significantly, 

status within the schools" (1989, 4). Ira Karel further 

describes the effect that discipline separation has on 

the schools: 

Art, music (movement), drama and literature go their 
separate ways. The student who gets into one of 
these is often scheduled out of participation in the 
others, and the student who cannot or will not 
perform finds no place in any of them. Instructors 
in the several arts know little about the others, 
having been trained in a rigidly specialized 
curriculum through college. Hence any cooperation 
among them which might help unify and strengthen the 
arts in the curriculum is missing. (Karel, 1966,iv) 

"Americans are ambivalent about the arts," writes 

James Ackerman in his essay, "Education of Vision." 

Ackerman notes that "we simultaneously reject and accept 

them as serious pursuits by assigning them a special but 

segregated position in our life and education" (Mahoney 

et al., 1970, 67) . 

This ambivalence is seen in the educational system 

today where Harris polls indicate that a majority of the 

public thinks schools should offer more courses in the 

arts, while at the same time trying to reconcile the view 

that schools should spend more time on reading, writing, 

and arithmetic (Fowler, 1988). 
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The public as well as many teachers and educational 
administrators view the main business of schooling 
as essentially developing the mind and the power to 
reason. At the same time, they see the arts as 
mindless, nonacademic fare more related to the hand 
than the head. They associate the arts with 
entertainment and play, academic subjects with 
serious business of life and work. (Fowler, 1988, 5) 

The situation for the arts in higher education fares 

no better than that in grade and high schools for the 

arts. A college survey conducted in 1967 revealed 

"absolute separation of the arts, along with very little 

evidence of interdepartmental cooperation or recognition 

of common interests" as a significant problem (Mahoney et 

al., 1970, 22). Margaret Mahoney, author of the survey 

and a subsequent article, concluded: 

Since artists in any field have some conscious or 
instinctive awareness of the other arts, the 
university's segmented way of presenting the arts to 
students seemed to contradict what goes on in the 
real world of the arts . . . giving students only 
one way of seeing or studying a problem. (1970, 22) 

Although twenty years have passed since the publication 

of Mahoney's survey, and innovations have resulted in 

some improvements, much work remains to be done with 

curriculum development at the college level. 

A desire for interdisciplinarity in all disciplines 

has been one innovation prompting further experimentation 

in education. Interdisciplinary arts education was 

developed in the United States during the 1960s, largely 

funded and promoted by the Arts and Humanities Act 

(1965). 



Interdisciplinary is the union formed between two or 
more disciplines or fields, related or unrelated, 
whose purpose is to present and promote a common 
objective and goal. This is done through the 
integration or coordination of concepts, methods, 
and conclusions. (Favre, 1981, 12) 

In her article, "Opportunities and Constraints," 

Margaret Mahoney describes the goal pertaining to 

interdisciplinary arts that this author chooses to pursue 

in this study: 

I am proposing that universities become artistic 
enterprises . . . I am not suggesting that all 
people should be trained to be practising artists, 
but I am suggesting that all people should be 
helped to be creative about how they live their 
lives and how they go about the process of learning 
and living. (1976, 121) 

Survey of Literature 

Researching interdisciplinary arts education is a 

haphazard task at best, made even more slippery by the 

proliferation of terms applied to this topic. 

Interdisciplinary arts education is not a specified 

subject heading, rather a body of work that grew up 

informally to describe a connectedness between 

disciplines, arts, and ideas. It is, in part, a 

grassroots movement developed to counteract 

overspecialized and departmentalized institutions and the 

way these institutions present learning to the majority 

of people. 
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In trying to find some systematic way to approach 

the literature that is available on the subject, this 

study looked first at introductory college level texts 

that combine the arts in some way. For the sake of 

brevity, as there is quite a large section that 

now addresses more than one art, only texts that address 

at least three art forms were eventually included for 

consideration. 

In comparison to the large number of introductory 

texts prevalent in the individual art disciplines geared 

toward a general education and/or first year course at 

the college level, the texts directed toward an 

interdisciplinary approach are few in number. 

William G. Harkey is editor of an art appreciation 

text entitled Appreciating the Nine Fine (1977) for 

neophyte audience members interested in exploring what an 

audience member should know about architecture, dance, 

illustration, literature, music, philosophy, photography, 

sculpture, and theater. The book introduces the 

prospective audience member to a definition of terms and 

what to look for to make attendance at arts events more 

enjoyable. It does not address the relationship or 

interplay between art forms. 

F. David Martin and Lee A. Jacobus develop an 

academic approach to the fine arts in their textbook. The 
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Humanities Through the Arts (1975), designed for an 

introduction to humanities course. The emphasis in this 

book is on the critical and philosophical response to an 

art form or work of art. The arts are discussed 

individually, and focus is on the perception of the 

student/audience member. 

The various arts are explored individually in 
chapters on painting, sculpture, architecture, 
music, dance, and film, with the relationships of 
subject matter, form, and content in each of these 
arts supplying the framework of analyses, (viii) 

This book does not develop an experiential approach 

to the process of the arts, nor include chapters on ways 

to integrate the arts. 

In Perceiving the Arts: An Introduction to the 

Humanities (1981), Dennis J. Sporre utilizes Harry 

Broudy's formulation of aesthetic response that asks four 

questions about an art or artwork: (1) What is it? (2) 

How is it put together? (3) How does it stimulate the 

senses? and (4) What does it mean to me? Basically this 

book is a discussion of the individual arts addressing 

their separate elements, techniques, definition of terms, 

and short historical chronologies of major periods. This 

book makes no attempt to combine the arts. 

In The Humanities: Applied Aesthetics (1960), Louise 

Dudley and Austin Faricy approach the arts through their 

common principles: subject, function, medium, elements, 
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organization, style and judgment. The text supplies 

vocabulary for each of the arts in question and deals 

with a phenomenological approach to the art work. This 

book emphasizes appreciation of the visual arts, music, 

and literature. Although some attempt is made to include 

participatory exercises, this book does not approach the 

arts from an experiential, hands-on standpoint. 

Another introductory text for general humanities 

course work is Explorations in the Arts: An Introduction 

to the Humanities (1985), written by G. M. Pinciss, 

Marlies K. Danzinger, Peter Basquin, and Wayne B. Dynes. 

The text "approaches the arts through their elements, 

traditions, and history;" the final section addresses 

"Appreciating and Evaluating the Arts" (Schwarz, 1986, 

487). This text, however, does not address an 

experiential, hands-on integration of the art process. 

This text is primarily used for a survey course. 

Arts and Humanity: An Introduction to Applied 

Aesthetics (1986), written by Ira P. Schwarz, is a 

general survey course describing individual art forms and 

their characteristics. 

The relationships of the visual arts 
(drawing, painting, printmaking, sculpture, 
architecture, photography, and the allied arts), the 
temporal arts (literature and music), and the 
theatre arts (drama, dance, cinema, and television) 
are examined through common aesthetic principles, as 
well as through their social, communicative, and 
artistic functions, (x) 
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This book also does not emphasize the experiential, 

hands-on process of the arts and their 

interrelationships. 

The Arts: A History of Expression in the 20th 

Century (1991), by Ronald Tamplin, and Arts, Ideas and 

Civilization (1989), by Jack A. Hobbs and Robert L. 

Duncan, are good examples of comparison of the arts along 

the lines of a historical or sociocultural approach. 

These books discuss the interrelationship of the arts 

from a historical perspective but do not attempt to 

provide any artistic/creative experience for the student. 

Jean-Pierre Barricelli, Joseph Gibaldi, and Estella 

Lauter, editors of Teaching Literature and Other Arts 

(1990), describe a comparative arts criticism approach 

built on the exploration of Semiotics. The text provides 

syllabi from various humanities/fine arts course 

offerings from across the country. The syllabi are 

primarily lecture-oriented, theme-based course 

descriptions of ways to integrate literature with other 

arts or humanities offerings at the introductory college 

level. This book shows the widespread interest in 

multidisciplinary studies but does not address a more 

experiential, hands-on exercise for student involvement. 
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Avenues to the Arts: A General Textbook for the 

Secondary School (1966) by Leon C. Karel is a 

comprehensive guide to aesthetic education describing and 

utilizing a multilevel approach to comparing and 

integrating the arts. Karel's main premise is to compare 

and describe common elements of the arts. This book 

primarily addresses the secondary school student. 

Teaching the Related Arts (1973) by Schwarz and 

Karel attempts to provide a general course in aesthetic 

education. 

It seeks to educate all of the students in 
understanding all of the arts, so that as adults 
they will choose wisely what they see, hear, and 
purchase. This education takes the form of 
instruction in basic art principles, together with 
practice in making value judgments. (Schwarz et 
al., 1973, iv) 

Directed at teachers from kindergarten through college, 

this book gives an overview of practically all ways of 

combining the arts in a curriculum. Although the book 

has some hands-on, experiential exercises, the subject 

matter is too broad to give emphasis to specific 

performance oriented material that integrates the arts 

for the student. 

Harry Semerjian's Arts Education Primer (1985) is a 

published doctoral dissertation dealing with developing a 

systematic approach to teaching the integrated creative 

arts in a K-12 curriculum. This book offers an 

interesting rationale and description of hands-on 
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exercises for study. It is primarily directed 

toward a creative arts approach for primary and secondary 

grades. 

Another doctoral dissertation, "A Model for a 

Comprehensive Arts Program with Interdisciplinary Arts 

Lessons as Unifiers" (1979), by Joyce Bogusky-Reimer, is 

designed for K-12 education with arts programming that 

attempts to combine single art study, interdisciplinary 

arts study, and arts integrated within the non-art 

curriculum. This study does not primarily address the 

college curriculum. 

"Interdisciplinary Teaching in the Arts: A 

Videotape Presentation" (1974), a doctoral dissertation 

written by Ruth Eunice Heller Coron discusses an 

experiential, interdisciplinary approach to the 

introductory college level course. This study deals with 

the interaction between a group of artists using a team 

teaching approach and using a videotape model of its 

effects on future teachers. This study does not include 

a curriculum model that addresses theme based or 

historical perspectives in the arts; its entire basis is 

experiential and process oriented. 

Paul Baker's text. Integration of Abilities: 

Exercises for Creative Growth (1977) and his recently 

published. Making Sense With the Five Senses (1993), 
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along with A Place For Ideas—Our Theater (1965) by 

Jearnine Wagner and Kitty Baker, most closely resemble 

the approach of this study. Baker's Integration of 

Abilities text specifically addresses the need for 

exercises and curriculum that integrates art processes 

for the students' growth and development. The text 

develops experiential exercises designed according to a 

list of artistic principles and elements which Baker 

finds common to all the arts. This book does not, 

however, formally address great works of art or critical 

inquiry into what defines specific art forms. 

DBAE or Discipline Based Art Education 

In recent years attempts have been made by 

organizations to prescribe a unified curriculum for the 

public schools of this country. DBAE, or Discipline 

Based Art Education, developed by the J. Paul Getty 

Foundation with the assistance of visual art educators, 

describes a curriculum for the grades K-12 that addresses 

art criticism, art history, and the study of aesthetics, 

as well as hands-on studio work (Welter, 1989, 22). The 

trend in arts education is to move away from the "skill 

development only" approach to education. The first 

curricular experiments dealt primarily with the visual 

arts. In recent years, however, drama and music have 
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been added to the curriculum and teacher training 

(Southeast Center for Education in the Arts, 1993). 

CEMREL Project 

The CEMREL project is a curriculum study that was 

designed by a large faculty of educators in the arts and 

humanities throughout the United States. The objective 

was to build a comprehensive, systematic approach to 

aesthetic education for K-12 curriculum that would be 

implemented across the country. The idea was a good one, 

but, in practice, the work seemed too abstract and not 

geared for teachers who have little or no experience on 

the grassroots level. A book titled Through the Arts to 

the Aesthetic: The CEMREL Aesthetic Education Curriculum 

(1977), written by Stanley S. Madeja with Sheila Onuska, 

describes the effort put into this program. This book is 

primarily geared for K-12 education. 

Community College Curriculum Guides 

There is little or no information dealing with 

curriculum guides in the fine arts. There is, however, 

some description of innovative programs, such as 

"Exploring the Arts" designed and taught at the College 

of Fine and Applied Arts, University of Illinois, Urbana-
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Champaign (American College Testing Program, 1981, 14-

22) . 

Data collected in a 1985 curriculum study, "A 

Descriptive analysis of the Community College Liberal 

Arts Curriculum," reveals several characteristics 

pertaining to liberal arts: 

The liberal arts classes most commonly offered 
are English, mathematics, history, biology, 
chemistry, psychology, economics, and sociology 

The liberal arts classes least commonly offered 
are in agriculture, anthropology, music history 
and appreciation, and interdisciplinary social 
sciences and humanities. (ERIC Digest, 1987, 6) 

Kyra Wilcox-Conley discusses the emergence and 

development of community colleges in her paper, "The 

Status of the Arts in the Community College." 

Historically, the community college system originated 

around 1900. "The programs first offered by the 

community colleges were patterned after their 

counterparts at the four year institutions who had an 

emphasis on the historical and academic development of 

the visual arts" (1989, 4). 

The community college system increased rapidly 

during the 1960s, "resulting in a nearly 40 percent 

enrollment increase in the last 25 years" (3). 

Wilcox-Conley goes on to describe the typical arts 

student with the help of various studies. A 1988 Ford 
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Foundation study indicates "that two thirds of the 

colleges surveyed (of 109 schools) reported that their 

enrollments in the arts were increasing rather than 

stabilizing or decreasing" (cited in Wilcox-Conley, 1989, 

4-5) . 

In "Art Education in American Community Colleges," 

Arthur Cohen describes the position of the visual arts in 

relation to the total offerings in the arts; art and 

music attract the largest percentage of students, each 

with 43 percent of the entire arts enrollment. Theatre 

and dance programs comprise the remaining 14 percent of 

students (cited in Wilcox-Conley, 1989, 5). Cohen goes 

on to state that 

nationally, about four percent of a community 
college's total enrollment each term is in the arts, 
and over the course of a typical college career, 
about one of every six students will participate in 
some discipline of art. (cited in Wilcox-Conley, 
1989, 6) 

The fine arts, also, are usually not required for 

graduation (Wilcox-Conley, 6). 

Kyra Wilcox-Conley suggests, along with other 

authors, that interdisciplinary arts education could fill 

a much needed role in curriculum change for the Community 

College. 

Even though difficult to schedule and prepare for, 
more interdisciplinary courses combining, for 
example, fine arts, music, and history, may be a 
very positive step in involving more students in 
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the arts. These types of courses would be the best 
possible means by which to introduce the arts to the 
greatest number of students . . . It is the 
author's opinion that interdisciplinary courses are 
one of the possible ways in which art programs at 
the community college can be strengthened; the 
more people there are that have some knowledge about 
art, the greater its chances of receiving more 
public support and institutional commitment. (8) 

Need for the Study 

The above mentioned research finds that there is 

very little material in the way of curriculum guides for 

the area of interdisciplinary fine arts studies and 

virtually no curriculum guides for the community college 

level. This study proposes to provide such a curriculum 

model with objectives and lesson plans for an 

"Introduction to Fine Arts" course for the community 

college. 

Approach to the Problem 

It is the hypothesis of this study that those in 

arts education, by teaching artistic ideas and concepts 

through the use of a collaborative, hands-on approach, 

can increase the importance of the fine arts in the lives 

of students. The fact that a student will never be a 

concert pianist does not mean that this same student will 

never encounter or enjoy music; and the same can be said 

for acting, painting, dancing, or the like. 
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This dissertation will explore the interdisciplinary 

nature and content of the fine arts, to include 

theatre, music, visual arts, and dance, and how concepts 

and connections between the disciplines could result in a 

course model for an Introduction to Fine Arts class for 

a community college. 

Specifically, the author seeks a way to develop a 

course designed to introduce the fine arts to the general 

population and to teach these arts from the vantage point 

of a synthesis of ideas and/or processes, rather than 

from the traditional "one talent--one discipline" or 

skill development approach. This course will incorporate 

an experiential, hands-on approach to the problem of 

general education in the arts, while, at the same time, 

introducing some historical and critical elements to give 

the student a sense of the place of the fine arts in the 

world. 

It is the author's thesis that each discipline can 

inform the other arts disciplines in such a way that the 

student experiences and perceives a wider view of what 

artistic choices can mean for the individual and society 

as a whole. 

Methodology to be Used 

This study will explore concepts/ideas/grammar that 

translate from one discipline to another. The methodology 
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will be bibliographical in nature. No attempt will be 

made at statistical or scientific analysis. 

1. The study addresses the following questions: 

a. How do we teach the arts now? 
b. Is there a philosophical basis for teaching 

from and about the arts in an 
interdisciplinary manner? 

2. The study will describe, analyze and evaluate 
the experiences of major practitioners in the 
field. 

3. The study will propose a model for a 
Introduction to Fine Arts course designed for a 
community college setting. The end 
result will be a course of study outline that 
instructors could utilize when planning and 
presenting instructional content for such a 
course. 

Definition of Terms 

For purposes of this study, the following terms are 

used with limited meanings. 

The fine arts is a term originating in the 

eighteenth century that distinguished the "fine" arts 

from "useful" arts. As philosophers from Plato to the 

present have dealt with the question of "what is art?" 

they must also address what is classified as an art form 

In The Arts and their Interrelations, Thomas Munro 

discusses, quite extensively, the philosophical 

underpinnings of classification systems of the fine arts 

in history: 
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The English term "fine art" is a product of the 
eighteenth century. The Oxford Dictionary states 
that it was originally used in the plural as a 
translation of the French beaux-arts, and that 
"fine" as an adjective meaning "beautiful" is often 
used as equivalent to beau. "Fine art," then, means 
"In plural, the arts which are concerned with 'the 
beautiful,' or which appeal to the faculty of taste; 
in the widest use including poetry, eloquence, 
music, etc., but often applied in a more restricted 
sense to the arts of design, as painting, 
sculpture, and architecture. Hence in singular one 
of these arts." (Munro, 1967, 26) 

For the purposes of this study, the term "fine arts" 

will be used to include visual arts, music, theatre, and 

dance. The term "visual arts" should be read to include 

painting, sculpture, and architecture. The use of the 

term "theatre" should include literature (both prose and 

poetry) along with performance arts. Film and mixed-

media events will be addressed as additional forms that 

can fall under different headings dependent upon subject 

matter. 

It should be noted that all of the arts will not be 

addressed according to a democratic approach utilized by 

most survey courses. The basis of this study is to 

develop an experiential introductory course that will 

incorporate and integrate various facets and ideas/ 

processes indicative of specific arts, which may or 

may not include or overlap all of the individual arts at 

any given time. 
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Aesthetic education is derived from the word 

"aesthetic," meaning "pertaining to the study of beauty." 

According to Webster's Dictionary, aesthetics is 

the branch of philosophy dealing with the beautiful, 
chiefly with respect to theories of its essential 
character, tests by which it may be judged, and its 
relation to the human mind; also, the branch of 
psychology treating of the sensations and emotions 
evoked by the fine arts and belles-lettres. 

In recent years, aesthetic education has come to be 

known as a way of teaching the arts from a general 

approach, utilizing many art forms under a comprehensive 

umbrella course structure. Usually "all of the arts are 

together in the same course" and the end product is the 

development of an increased understanding of the arts 

that addresses the general public at large (Schwarz et 

al., 1973, x). 

Interdisciplinary arts education is a term used to 

describe blending the study and teaching of two or more 

art forms in a single class, curriculum, or school. The 

title has become popular under various headings described 

as "comparative arts, interdisciplinary arts, interart 

studies, interrelationships of the arts, and mutual 

illumination of the arts" (Barricelli et al., 1990, 1). 

Sensory learning, an educational philosophy 

developed by Paul Baker, is designed to restructure the 

arts and academic study into an integrated whole. 

Baker's ABC's of Natural Sensory Abilities uses the arts 
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as the focus of an integrated curriculum, believing that 

"each child, each person, each teacher can only learn 

through his or her five senses" (Baker, 1993a, 12). 

Baker advocates using the arts to teach academic subjects 

as well as artistic endeavors. 

Sensory vocabulary describes a core group of terms 

designed by Paul Baker to include all experiences 

pertaining to the senses of sight, sound, touch, taste, 

smell, and kinesthetic-muscle memory. This vocabulary, 

believed by Baker to be common to all disciplines of 

study, includes space, rhythm, line, texture, 

movement, color, sound, shape, and light (Baker, 1993, 

3-20) . 

The cognitive area of knowledge gathering 

involves the act or process of knowing. There are 
several levels, from the basic memorization of a 
simple fact to the synergetic application of that 
which is known. The acquisition of an isolated 
fact, by itself, is not learning in the fullest 
sense: true learning occurs only through developing 
and relating a series of facts. Creative thinking, 
the results of which many be observed in a work of 
art, a new idea, a mechanical invention, or a plan 
to feed the world, is the ultimate level of 
cognition. (Schwarz, 1986, 2) 

The affective area of knowledge, 

involves personal disposition of feelings; it 
reflects an acquired, cultivated response that 
influences attitude and values. The arts uniquely 
embrace this domain in their direct appeal to the 
senses, the emotions, and the imagination. 
(Schwarz, 1986, 2) 
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Webster's Dictionary defines perceptual as a "direct 

acquaintance through the senses" (624). 

Conceptual as defined by Webster's Dictionarv, 

"pertains to a concept, a thought, a mental image" (171). 

Organization of the Study 

Chapter I will include an introduction to the 

study, statement of the problem, importance and 

background, survey of literature, approach to 

the problem, definition of terms, and the organization 

of the study. 

Chapter II will present a rationale and 

philosophical basis for interdisciplinary arts education, 

which will include sections on the background of 

aesthetic theory pertaining to the interrelationship of 

the arts, followed by current psychological studies 

concerning the arts, twentieth century artistic 

collaborations, and electronic media and the arts. 

Chapter III looks at current trends in 

interdisciplinary arts education with personal interviews 

conducted by the author with Paul Baker and his Sensory 

Learning theories for kindergarten through higher 

education; the innovative, interdisciplinary arts 

education graduate program from Columbia College, 

Chicago; and Professor Emeritus Lee Rigsby discussing 
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the course "Themes in the Arts," taught at Texas Tech 

University as part of the Fine Arts Doctoral program. 

This chapter will also include personal interviews with 

professors currently teaching introductory, 

interdisciplinary classes at universities and community 

colleges. 

Chapter IV will present the methodology, objectives, 

guidelines, and lesson plans for the proposed 

Introduction to Fine Arts Course. 

Chapter V will discuss the summary and conclusions 

drawn by the study. 
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CHAPTER II 

RATIONALE AND PHILOSOPHICAL BASIS FOR 

INTERDISCIPLINARY ARTS 

Introduction 

The business of philosophy is to unravel and 
organize concepts, to give definite and satisfactory 
meanings to the terms we use in talking about any 
subject (in this case art); it is, as Charles Pierce 
said, "to make our ideas clear." (Langer, 1953, 
vii) 

In her book. Feeling and Form, Susanne Langer 

discusses the need for philosophical discourse and its 

subsequent product being a clarity of ideas. This study 

recognizes that the teaching of the arts in an 

interdisciplinary manner must first be justified 

philosophically to provide credence for the proposed 

course model. 

This chapter will attempt to answer the following 

questions: 

1. Why should we teach the arts from an 
interdisciplinary point of view? 

2. How can we teach the arts from an 
interdisciplinary point of view? 

This study will not presuppose to develop a new 

philosophical system that shows the interrelation of the 

arts. Instead it will attempt to synthesize already 

existing systems to build a cohesive whole. This chapter 

will examine interdisciplinary studies in the fine arts 
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in order to form a clear picture of past successes. 

These findings will shed light on future endeavors in 

curricular studies. 

Aesthetic Theory and Classification of the Arts 

The eighteenth century saw the beginning of 

the study of "aesthetics" as a separate and unique branch 

of philosophy as it is known today. Aesthetics is 

usually defined as the study of beauty and/or the study 

of the philosophy of art (Dickie et al., 1989, 1-3). 

Philosophic thought concerning the arts is not a new 

development. The roots of the definition of art and its 

place in society are found in the works of Plato, 

Aristotle, and St. Augustine, among others. With the 

development of "aesthetics" as a discipline, however, 

many philosophers and theorists consequently devised 

systems to classify the arts. They attempted 

to explain basic similarities and differences 
between the arts. To point out the underlying 
factors—metaphysical, psychological, social, and 
others—which connect and differentiate the arts; 
and thus to show the place of each art in the total 
scheme of world history and culture. (Munro, 1967, 
157) 

Thomas Munro's book. The Arts and Their 

Interrelationships, discusses the philosophical 

development and criticism of arts classification. 

However, it primarily addresses philosophers who devised 
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formal classification systems. Contemporary theories 

that do not consider philosophical classification systems 

valid are not included in Munro's book. 

A historical outline of the primary basis of 

classification in the arts was provided by Oswald Kulpe 

in 1907. 

In the history of aesthetics, five points of view 
have chiefly been adopted for the primary division 
of the conception of art: (1) The senses, which 
mediate the perception of the work of art . . . 
(2) The means of representation (word, tone, color, 
etc.) . . . (3) The spatial and temporal form of the 
phenomenon . . . (4) The subjects of representation 
(the ideas) . . . (5) The relation of idea to 
appearance . . . (cited in Munro, 1967, 186) 

Kulpe is also responsible for his own approach which 

classifies the arts using the senses as the primary 

basis. His system divides the arts into "optic, 

acoustic, and optic-acoustic," which equates to the more 

common use of "visual, auditory, and audio-visual" 

(Munro, 1967, 185). 

R. F. Piper's expansion upon Kulpe's approach in 

1946 resulted in the philosophical system commonly known 

as the Kulpe-Piper system. 

I. Optic arts (appealing to the sense of sight): 

A. Surface arts, producing works on surfaces: 
1. Uncolored or monochrome: Drawing [Graphic 

Arts, Photography]; 
2. Polychrome: Painting, Tapestry, [Stained 

Glass, Mosaic]; 
[3. With motion: Kinematic Arts: Silent 

Cinema, Lumia]. 
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B. Solid [or three-dimensional] arts, producing 
plastic works: 

1. Semi-solid: Relief and Intaglio; 
2. Completely solid: Sculpture, [Ceramic 

Arts]; 
[3. With motion: Pantomime, Eurhythmies, 

Fireworks]. 

C. Aggregate arts: combining surface and solid 
effects: 
1. Tectonic Arts; 
2. Architecture, [Monuments, Landscape Design, 

Interior Decoration, Flower Art]. 

II. Acoustic arts (appealing to the sense of 
hearing): 
A. Of tones: Music; 
B. Of words; Poetry, [all Literature, Speech 

Arts]; 
C. Aggregate arts: of tones and words: Song 

Melodrama (recitation with music). 

III. Optic-acoustic arts, appealing to both the 
higher senses: [often with costumes and 
architectural settings]: 
A. Of gestures and tones: Choreographic Art 

(dance with music); 
B. Of gestures, words, scenery: Drama, 

[Puppetry]; 
C. Of gestures, words, tones, scenery: 

[Pageants], Opera, (cited in Munro, 1967, 
184-185) 

This study will utilize the sense based approach, 

founded on the Kulpe-Piper prototype in classifying the 

arts. It is a simple and practical method of describing 

and placing the arts in a broad perspective. R. F. Piper 

describes this system as one that "succeeds best in 

displaying the range, interrelations, and differences of 

the fine arts" (cited in Munro, 1967, 184). 
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Munro cautions all studies that attempt to systemize 

the relationship between the arts: 

Up to the present day, the real problem of showing 
how the arts are interrelated has been hampered by 
the over-anxiety of philosophers to produce a 
symmetrical pattern of some sort, on which all the 
arts can be evenly placed—whether in parallel 
columns, in a circle, or otherwise. (181) 

John Dewey, who would belong to the "other" camp 

which eschews categorization of the arts, still advocates 

the interrelationship found between the arts. In his 

book, Art As Experience, Dewey assigns a complete chapter 

to "The Common Substance of the Arts." In it he 

discusses space-time, matter, form and intensified 

expression as the common elements of every art work (187-

213) . 

Harry Semerjian develops an arts education 

curriculum guide for school age children based on the 

"common elements" of Dewey's theories, expanded upon by 

Laban, Dimondstein, Karel, and Gelvin. Semerjian finds 

identifiable, analogous elements that can be translated 

from one discipline to another, such as line in visual 

art, rhythm in music, rhythm in language, and rhythm-line 

in movement (1985, 35-49). 

The study of common elements will be a part of the 

discussion on how the arts are related to each other in 

this study. The use of common elements as a basis for a 

curriculum, however, appears to be somewhat strained. 
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John Dewey's basis for commonality in the arts seems 

to revolve around his notion of "intuition." This study 

will explore more fully this attribute. 

Speaking of the origin of his poems, Schiller said: 
"With me the perception is at first without a clear 
and definite object. This takes shape later. What 
precedes is a peculiar musical mood of mind. 
Afterward comes the poetical idea." . . . not only 
does the "mood" come first, but it persists as the 
substratum after distinctions emerge; in fact they 
emerge as its distinctions . . . Not only must this 
quality be in all "parts," but it can only be felt, 
that is, immediately experienced. I am not trying 
to describe it, for it cannot be described nor even 
be specifically pointed at—since whatever is 
specified in a work of art is one of its 
differentiations . . . "Intuition" has been used by 
philosophers to designate many things—some of which 
are suspicious characters. But the penetrating 
quality that runs through all the parts of a work of 
art and binds them into an individualized whole can 
only be emotionally "intuited." (Dewey, 1934,192) 

Susanne Langer's semiotic approach to the fine arts 

takes Dewey's "intuition" one step further, describing 

"art as the creation of forms symbolic of human feeling" 

(1953, 40). Langer develops her theory with the help of 

Otto Baensch: 

I hope to prove that art like science, is a mental 
activity whereby we bring certain contents of the 
world into the realm of objectively valid cognition; 
and that, furthermore, it is the particular office 
of art to do this with the world's emotional 
content. (Langer, 1953, 19) 

Langer develops a thought central to the basis of 

this study: 

. . . the hypothesis certainly suggests itself that 
the oft-asserted fundamental unity of the arts lies 
not so much in parallels between their respective 
elements or analogies among their techniques, as in 
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the singleness of their characteristic import, the 
meaning of "significance" with respect to any and 
each of them. (1953, 24) 

Along with Clive Bell and many aestheticians, 

Langer struggles with what is "significant" about a work 

of art in contrast to normal, everyday human behavior, 

such as doodlings on a scrap of paper. Langer emphasizes 

"expression of an idea" where this 

expression is the function of symbols: articulation 
and presentation of 'concepts'" compared to a 
"signal [that] is comprehended if it serves to make 
us notice the object or situation it bespeaks. 
(1953, 16) 

Langer uses the example of music in its specific 

form and later expands this individual notion to include 

all the arts to further elucidate the "expression of an 

idea." 

. . . the function of music is not stimulation of 
feeling, but expression of it; and furthermore, not 
the symptomatic expression of feelings that beset 
the composer but a symbolic expression of the 
sentience as he understands them. It bespeaks his 
imagination of feelings rather than his own 
emotional state, and expresses what he knows about 
the so-called "inner life"; and this may exceed 
his personal case, because music is a symbolic 
form to him through which he may learn as well 
as utter ideas of human sensibility. (1953, 28) 

This study is founded upon the premise that tapping 

into the "imagination of feeling" conceived by the artist 

and the student will not only teach, but also express the 

symbolic forms of visual arts, music, dance, and theatre. 

Students should "understand" rather than "appreciate" the 

arts (Schwarz et al., 1973, 15). 
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Langer approaches the interrelatedness of the arts 

by first "taking each art as autonomous, and asking about 

each in turn and what it creates, what are the principles 

of creation in this art, what its scope and possible 

materials" (1957, 78). Instead of finding or identifying 

common elements and/or techniques that unify the arts, 

Langer takes the opposite stance. She claims that 

each genus . . . creates a different kind of 
experience altogether; each may be said to make its 
own peculiar primary creation. The plastic arts 
create a purely visual space, music a purely audible 
time, dance a realm of interacting powers, etc. . . 
Each art begets a special dimension of experience 
that is a special kind of image of reality . . . 
this special dimension [is called] the primary 
llusion. (1957, 118) 

She does not rule out basic commonalities between 

the arts, however, and perhaps even makes way for a 

better glimpse at what truly integrates the arts. 

But if you trace the differences among the arts as 
far and as minutely as possible, there comes a point 
beyond which no more distinctions can be made . . . 
All art is the creation of perceptible forms 
expressive of human feeling . . . Essentially, 
then, all the arts create forms to express the life 
of feeling (the life of feeling, not the feelings an 
artist happens to have . . . (1957, 79-80) 

The basic distinctions and qualities between the 

various arts makes way for interesting relationships 

according to Langer. She goes on to state that 

the primary illusion always determines the 
"substance," the real character of an art work, but 
the possibility of secondary illusions endows it 
with the richness, elasticity, and wide 
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freedom of creation that make real art so hard to 
hold in the meshes of theory. (1953, 118) 

Langer also suggests that the teaching of the arts 

should involve an attempt to personalize the experience 

for the student, realizing that the activity of creating 

and understanding may be the same. 

The real basis of music appreciation is the same as 
music making; the recognition of forms in virtual 
time, charged with the vital import of all art, the 
ways of human feeling . . . But anything that helps 
concentration and sustains the illusion- be it 
inward singing, following a half-comprehended score, 
or dreaming in dramatic images- may be one's 
personal way of understanding. For listening is the 
primary musical activity. (1953, 148) 

For the purposes of this study, the curriculum model 

will attempt first to describe and provide experiences in 

a specific art form. After a foundation has been 

developed, exercises will lead the student into the area 

of mixing art forms. 

In "Music Education as Aesthetic Education," Bennett 

Reimer describes the need for the acknowledgment of 

philosophic thought in arts education. 

Insights from aesthetics and from its complementary 
disciplines (such as other branches of philosophy, 
sociology, and psychology), when incorporated with 
our expertise as musicians and educators, can help 
us articulate the foundational values of our art 
more authentically and accurately than can any of 
our untrained intuitions, well-meaning as those are. 
These insights can also help us formulate more 
pertinent objectives for teaching and learning. 
Understandings from the scholarly literature of 
these disciplines, when used to give direction to 
our choice and presentation of content, can provide 
the specificity that is needed to demonstrate that 
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what we actually do is directly related to the 
values we claim. (1989a, 25) 

One of Reimer's main points is that arts educators 

(in this case music) know the deep significance of the 

arts, but are at a loss to be able to articulate it in 

any cohesive way. 

Paul Weiss in Nine Basic Arts discusses the use of 

all the arts in an educational approach. 

The arts taken singly make evident details we 
otherwise would not discern; in combination they 
make evident how different features of existence fit 
together. Nothing less than all the arts, singly 
and in combination, can convey the whole of 
existence in all its dimensions. (223) 

Weiss points out that people cannot synthesize the 

arts in such a way that creates a new art form that will 

in turn make all other art forms insignificant. He calls 

for study and development of all forms of art, whether 

"new" or "old." 

The only way in which we can have the benefit of 
them all is by participating in them all, severally 
and together. Each will then have an effect on our 
attitudes towards life; each will make a difference 
to the quality of our experience; each will have 
distinctive resonances through our beings. (224) 

Weiss points out that the true synthesis of the arts 

occurs in the human being. "There are many arts. All 

can be made part of a single world by being enjoyed by a 

single being" (224). 
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Current Psychological Studies 

Much of the documented support for the arts 

currently comes from the research and documentation 

provided by the study of psychology. A relatively new 

science that has provided society with a look into the 

"unconscious" mind and behavioral attitudes that affect 

the human organism. From Freud and Jung to current 

practitioners in the field of psychology, the arts are 

being discussed as major components to unlocking mental 

processes. 

Howard Gardner's landmark work with Project Zero has 

resulted in several books. Frames of Mind: The 

Theory of Multiple Intelligences describes his approach 

to cognitive intelligence. Through study of symbolic 

forms as postulated by twentieth century philosophers 

such as Ernst Cassirer, Susanne Langer, and Alfred North 

Whitehead (25), Gardner develops a theory that says 

"cognitive accomplishments may occur in a range of 

domains" (26). Gardner defines these intelligences as: 

linguistic, musical, logical-mathematical, spatial, 

bodily-kinesthetic, personal—intrapersonal and 

interpersonal sensitivity (Gardner, 1983). 

This theory has ramifications for arts educators and 

curriculum studies, suggesting that the arts are symbol 

systems in themselves that carry cognitive thought, 
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rather than "touchy-feely" sensations that are "fun" but 

hold little substance. Gardner's work also suggests that 

there are different styles in the learning process and 

that one style may be as valid as another, meaning that 

standardized tests which stress one particular student 

learning style over another may be crippling our 

educational system. 

Another psychologist who finds interest in the arts 

is Anthony Storr. His recent book. Music and the Mind, 

deals exclusively with music but has implications for 

other art forms. His primary concern is to uncover why 

music has such a profound effect on the human psyche. 

Storr quotes Herbert Read, an art historian, in his 

opening chapters. 

Far from being an expenditure of surplus energy, as 
earlier theories have supposed, art, at the dawn of 
human culture, was a key to survival, a sharpening 
of the faculties essential to the struggle for 
existence. Art, in my opinion has remained a key to 
survival, (cited in Storr, 1992, 2) 

Storr goes on to describe the uses and philosophical 

encounters with music in history. Storr's approach is 

one of an avid listener of music, rather than from the 

perspective of a performer. 

One section of Storr's book pertaining specifically 

to this study, is his description of how "making music is 

an activity which is rooted in the body" (24). 
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Ellen Dissanayake, . . . believes that the 
importance of physical movement as a constituent of 
musical behavior has been underestimated. She 
points out that children up to the age of four or 
five find it difficult to sing without moving their 
hands and feet. The close relationship between 
music and bodily movement is not confined to pre-
literate societies. The composers Roger Sessions 
and Stravinsky have both stressed the connection 
with the body; and Stravinsky not only composed 
superb music for ballet, but also insisted that 
instrumentalists be visually perceived whilst 
playing. This may be one reason why so many 
musicians dislike recorded performance. They want 
to see the players' movements as well as hear the 
sounds they make. (Storr, 1992, 31) 

Discussions of this type suggest that integrating 

movement with music could enhance arts programming in 

education. This study proposes to use ideas such as this 

with more adult students at the community college level. 

This writer was introduced to this kind of movement-music 

exercise in classes taught by Dr. William Westney and Dr. 

George Sorensen at Texas Tech University. 

Interdisciplinary Artists/Art Works 

Besides philosophers and psychologists, artists 

experiment with interdisciplinary and collaborative work. 

One of reasons the author of this thesis has undertaken 

this particular subject matter is that theatre work and 

teaching require such broad exposure to the world and the 

arts. Constantin Stanislavski always espoused continual 

study of the visual arts, music, dance, and other art 

forms for use in training the theatre artist (1936). 
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The interdisciplinary approach has contributed to 

the development of artistic forms of which happenings, 

collage, and performance art are a few. In their book. 

Performance: Texts and Contexts, Carol Simpson Stern and 

Bruce Henderson discuss how "there has been a blurring 

of traditional disciplinary lines, and performance has 

become one of the principal sites where fields that were 

previously regarded as separate and autonomous now meet 

in dialogue" (1993, xi). Simpson and Henderson include 

cultural and literary performance in their work on 

performance studies which can include a myriad of 

different disciplines taken from English and speech to 

the social sciences. The scope of this study cannot 

encompass all of the avenues of interdisciplinary 

education, but it is important to note that offshoots of 

interdisciplinary studies are a growing concern in all 

disciplines and not just specific to the arts. 

Michael Kirby gives a definition of one of the new 

art forms when he says, "Happenings might be described as 

a purposefully composed form of theatre in which diverse 

alogical elements, including nonmatrixed performing, are 

organized in a compartmented structure" (Kirby, 1965, 

21) . 

The term "collage" is taken from Cubist artists 

whereby a "picture or design [is] created with such 
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elements as paper, photographs, cloth, string, etc." 

(Mittler, 1989, 456). The idea of collage has become an 

important concept in contemporary art forms. Charles 

Marowitz in Prospero's Staff describes the various 

elements of what he calls a "theatrical collage" (1986, 

179). He says that the collage has the elements of 

"speed, discontinuity, and dramatic juxtaposition" (1986, 

179). Marowitz says that speed gives the maximum amount 

of information in a minimum amount of time; discontinuity 

allows for more meaning rather than the plodding nature 

of a linear play; and finally, juxtaposition causes 

contrast between and among events. He further states 

that in using the collage image, the fragments seen 

together may be disorienting; but, within themselves, 

each fragment alone represents recognizable 

truth/reality. In other words, when dealing with a 

mixture of forms, one looks at a surrealistic form with 

realistic content (1986, 179). 

RoseLee Goldberg describes performance art as a form 

that "draws freely on any number of disciplines and 

media—literature, poetry, theatre, music, architecture 

and painting, as well as video, film, slides, and 

narrative—for material, deploying them in any 

combination" (1988, 9). Goldberg discusses how 

performance art became an acceptable term in the 1970s 
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with the advent of conceptual art. She further expresses 

the notion that performance in many forms has become the 

testing ground for artists and artistic ideas in the 

twentieth century (1988, 7). 

The origin of happenings and performance art are 

regularly disputed, but the influences of the Dadaists, 

Futurists, Surrealists, and Cubists are usually mentioned 

in connection with this juxtaposition of art forms, the 

development of which has an almost "Zeitgeist" quality 

to it. 

Vsevelod Meyerhold, a student of Constantin 

Stanislavski, went on to become known as the "Picasso of 

theatre" with his daring innovations involving circus 

elements, Commedia del'arte. Oriental Theatre, Political 

Theatre, Constructivism, and Mask (Hoover, 1974). 

Influenced by Gordon Crag, Adolphe Appia, and Richard 

Wagner, Meyerhold wanted to integrate different art forms 

under the name of Theatre. He saw theatre as a musical 

composition, a piece of sculpture, and/or a choreographed 

ballet (Cole et al., 1963). Meyerhold went so far as to 

incorporate music, dance, and study of the visual arts in 

his actor training curriculum (Hoover, 1974, 317-319). 

Antonin Artaud, a member of the surrealist movement 

and one of the most important influences on 20th century 

theatre, called for a different kind of "language." 
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This language cannot be defined except by its 
possibilities for dynamic expression in space as 
opposed to the expressive possibilities of spoken 
dialogue . . . Here too intervenes (besides the 
auditory language of sounds, the visual language of 
objects, movements, attitudes and gestures. . . 
making a kind of alphabet out of these signs. Once 
aware of this language in space, a language of 
sounds, cries, lights, onomatopoeia, the theater 
must organize it into veritable hieroglyphs . . . It 
would be meaningless to say that [this language] 
includes music, dance, pantomime, or mimicry. 
Obviously it uses movement, harmonies, rhythms, but 
only to the point that they can concur in a sort of 
central expression without advantage for any one 
particular art. (Artaud, 1958, 90) 

During the late 1940s and early 1950s, Jackson 

Pollack and Willem de Kooning, basing their work on 

surrealist ideas and experiments in automatic creation, 

devised what is known as "action painting" or abstract 

expressionism. This style emphasized the "painting as a 

record of movement rather than merely visual 

compositions . . . critical moments were those when the 

painter was 'acting' in front of the canvas" (Kirby, 

1965, 27). 

The composer, John Cage, was most influential in 

this movement with his work with "simultaneous 

presentation of unrelated events" at Black Mountain 

College (Kirby, 1965, 31). He went on to work with Merce 

Cunningham, Robert Rauschenberg, and Jasper Johns, to 

name a few. Interestingly enough, visual artists like 

Kaprow were credited with the first happenings in New 

York City in the 1950s. 
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Modern and post-modernists trends have resulted in a 

continual redefinition of all art forms. "Modern is not 

less, modern is more, it's everything that has been done 

plus," according to Twyla Tharp, dancer and choreographer 

(Video: Dancing, 1993). Collaborations between Robert 

Wilson and Philip Glass have pushed the boundaries of 

what theatre, music, dance, and visual arts really are 

and can do. 

Elizabeth LeCompte, trained in the visual arts, went 

on to work with Richard Schechner's Performance Group and 

developed her own pieces with Spalding Gray and the 

Wooster Group. LeCompte composes performance pieces 

"like a painting, or piece of music, taking space, light, 

color and rhythm into consideration" (Champagne, 1981, 

21). LeCompte seeks to find a form in theatre similar to 

the paintings of Cezanne; where three-dimensional space 

blends and fades, allowing the viewer to see many sides 

at once (Savran, 1986). 

Topical performance artist/oral interpreter, Anna 

Deavere Smith, who portrays over 30 characters in the 

interview style, one-woman performance. Fires in the 

Mirror Crown Heights, Brooklyn and Other Identities says 

"[I want to] see how their words feel on [my] body" 

(Village Voice, 98). Deavere Smith describes her 

technique used for the performance piece as, "Just 
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[making] these rhythmic transcriptions and paying 

attention to the music of the speech rather than trying 

for these other kinds of impersonation" (Village Voice, 

98) . 

Some critics would say that these particular 

movements exemplify the trend since Cezanne or Picasso, 

to expand into unchartered territory and push the 

envelope of the artistic experience. There is much to 

learn from this collaborative approach with the other 

arts. 

"Collaboration . . . tends to deepen ideas, expand 

them, and give them more authority. The whole point is 

to expand our experiential possibilities," remarks 

painter, Claus Oldenburg (Bromberg, 1988, 163). 

Electronic Communication and the Arts 

This section would not be complete without some 

mention and discussion of the impact of mass media and 

computer technology on the arts environment. Recent 

dissertations and current periodicals dealing with some 

aspect of interdisciplinary work mention this as a reason 

for pursuing an interdisciplinary style in teaching, 

citing that the technological world of today is multi-

sensory and immediate. 
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In television there occurs an extension of the sense 
of active, exploratory touch which involves all the 
senses simultaneously, rather than that of sight 
alone. You have to be "with" it. But in all 
electric phenomena, the visual is only one component 
in a complex interplay. Since, in the age of 
information, most transactions are managed 
electrically, the electric technology has meant for 
Western man a considerable drop in the visual 
component, in his experience, and a corresponding 
increase in the activity of his other senses. 
(McLuhan et al., 1967, 125) 

Developments since McLuhan's landmark book. The 

Medium is the Massage, such as advanced computer 

technology and the information superhighway, suggest that 

a different method of teaching should be incorporated and 

acknowledged in the educational system and society. 
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CHAPTER III 

CURRENT TRENDS 

Paul Baker's Sensory Learning 

From 1950 to 1990, Paul Baker was a major influence 

and creative practitioner of theatre and the arts in the 

state of Texas and the Southwest. His innovations in 

teaching and play production extend far beyond physical 

boundaries to all who have been touched by his creative 

spirit. 

Claudia N. Sullivan, a former student, describes the 

life work of Paul Baker and how early experiences formed 

his later development in her book. The Actor Alone: 

Exercises for Work in Progress. 

Paul Baker grew up in the flat and dusty landscape 
of west Texas. This usually infertile land proved 
especially rich for Baker, who at an early age 
developed a sense of self-definition based on his 
own responses to the land, its color, its line and 
shape, its texture and silhouette. (1993, 2) 

While a student at Yale University, Baker began to 

develop his concept of "sensory learning." While 

struggling with a design course required of theatre 

majors, Baker found the rudiments of a vocabulary of 

elements. These elements. Baker believed, were common to 

all the arts (Baker, 1993b). At this time he also 

expanded upon his childhood experiences and developed his 
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own "landscape." "Landscape for Baker was one's personal 

vision, one's unique response to stimuli" (Sullivan, 2). 

Baker was introduced to the paintings of Picasso, 

Roualt, Chagall, and Bissiere in the early 50's, while 

accompanying a group of students to Paris. He was 

impressed by the radical change in point of view 

developed by these artists (Sullivan, 1993). 

These artists seem to be seeing an object from many 
directions at the same time. They have broken away 
from painting an upright on a horizontal plane at 
eye level. These paintings are not restricted by 
the picture frame; they have emerged from it to the 
viewer. Baker's speeches (cited in Sullivan, 1993, 
3) 

Baker went on to develop his own theories of play 

direction while teaching at Baylor University, Trinity 

University and as Managing Director of The Dallas Theatre 

Center. He is remembered for his use of multiple 

casting, where several actors were used to portray 

different psychological aspects of the same character, 

unique stage design, and ability to work with new plays 

as well as contemporary renditions of Shakespeare. 

Through the course of his work, "Baker's commitment to a 

vital and innovative theatre included an integrated study 

of painting, dance, music, and sculpture" (Sullivan, 

1993, 3). He is noted for his work and association with 

actors such as Charles Laughton and Burgess Meredith, the 
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architect and designer, Frank Lloyd Wright, and the 

playwright Preston Jones, among many others. 

In 1972, he published Integration of Abilities: 

Exercises for Creative Growth that describes his ideas 

about creative development. The book follows a series of 

lectures for a college course by the same name that Baker 

taught successfully at Trinity University. 

In this book. Baker develops his common vocabulary 

of space, rhythm, line, texture, movement, color, sound, 

and shape in conjunction with five exercises. The 

exercises revolve around students keeping a journal for 

the semester that details the student's individual 

response to the creative process. Baker wants the 

student to explore his/her unique approach to problems 

and to be able to identify and acknowledge the power 

within each individual. 

The exercises consist of the following: Comedy-

Tragedy walk, free writing—free drawing, rhythm 

characterization, inanimate object characterization, and 

final synthesis project. A brief description of each 

exercise follows. The comedy-tragedy walk asks the 

student to walk across the stage twice; the first time 

the student should give the audience a feeling of comedy, 

and the second should give a feeling of tragedy or 

somberness. No words should be used; no story should be 
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told. "The format for all the problems is to watch 

yourself; in other words get used to the pattern by which 

things come up in your mind and in your imagination. . . 

the problem is not important in this case; working on the 

problem is important" (Baker, 1977, 22). 

The second exercise of free writing and free drawing 

is used to start each class period. It consists of 

giving a word/image to the students and have them write 

anything that comes to mind for a period of a few 

minutes. In the second part of the exercise, a line 

drawing is given to the students, and they are asked to 

draw whatever comes to mind. The development of free 

association is the expectation, with no thought given to 

censoring or editing. 

The rhythm characterization exercise asks the 

student to make a thorough observation study of two 

adults. Using rhythmic hand claps, the student describes 

the subjects through rhythm. 

The fourth exercise is the study of an inanimate 

object, preferably one chosen from nature. The object 

should be observed from many different viewpoints; 

observations are recorded in writing. Words written down 

are then translated into rhythm. From the rhythm, a live 

character is developed and portrayed on the stage. 

53 



The fifth exercise is the most time consuming. 

Students choose an object from nature. The object is 

then drawn on a large piece of paper. The line of the 

drawing is then transformed into a physical movement of 

the line drawing in space. The student is asked to 

repeat the movement several times and then to choose what 

they like and expand upon it and to discard what they do 

not want. A drawing is then made of the new improved 

object-movement. This should be repeated over a dozen 

times. All reactions should be written down; sounds 

should be made; rhythms should emerge; colors should be 

described. Negative reactions are acceptable, but the 

student must continue through the process. The final 

section of this exercise involves five different 

activities. After developing a motor experience with the 

object and line, the student makes a three-dimensional 

sculpture. Next, the same motor experience is translated 

into a piece of writing, followed by a return to the 

original idea/line for another look. Finally, the idea 

is translated into sound and visual image with paint. 

Throughout the book. Baker strives to encourage and 

stimulate the student to discover unique and special 

characteristics of that particular individual through the 

creative process. 

Most of us do not really understand ourselves at 
all. We don't ever take time to investigate what 
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goes on inside ourselves. That is why I teach this 
class. I conceived of it after going through 
graduate school and realizing what it was all about 
as far as I was concerned. I knew by then that I 
was trying to do something within myself that no one 
else had done. My job was to discover an 
individuality and a creative strength and to project 
it in some kind of form, to communicate it. (Baker, 
1977, 81) 

Paul Baker, now retired, continues to cover new 

ground with his integrative approach. He has recently 

published Making Sense with Five Senses (1993a), a 

workbook for educators at all levels. It discusses 

Baker's recent research combining Diane Ackerman's 

approach to the senses along with Baker's vocabulary 

resulting in a teaching philosophy and technique which 

uses the arts to teach all academic subjects in the 

curriculum. Baker titles this new technique, "Sensory 

Learning," and has had great success with its trial run 

at a small elementary school in Waelder, Texas. 

Adair Margo, Chairman of the Texas Commission on the 

Arts, describes her encounter with Baker's sensory 

learning technique when she visited a Waelder classroom 

in action. 

I witnessed a room electric with activity: children 
performing movements to the multiplication tables 
with the help of a dance instructor; reading to 
rhythm as they clapped their hands in unison; and 
describing what they saw on a television screen in 
terms like "line," "movement," "texture," "color," 
and "form." (1993a, foreword) 
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Personal Interview with Paul Baker and Susan Perez 

Paul Baker, author of "Sensory Learning and the 

Sensory Vocabulary", and Susan Perez, Superintendent of 

the Waelder Public School District, were interviewed for 

this study on July 29, 1993 in Waelder, Texas. 

Baker described the process involved with the 

Waelder project in the interview, as well as discussion 

of the Integration of Abilities class and his life-long 

pursuit of creativity and the arts. The following 

quotations will be taken from the above mentioned 

interview unless otherwise stated, which is found in its 

entirety in Appendix A. 

Baker's work in the Waelder school district, 

beginning with a Summer School program in 1990 and 

continuing to the present, was the result of his life

long experimentation and exploration with the arts. 

"I've been working on this for about 58 years. What I am 

doing now, I should have been doing way back there. I 

should have called it Sensory Learning way back then 

instead of Integration of Abilities." 

The basis of Baker's theory of learning is that all 

people learn first through their senses, individual to 

the unique personality. If sensorial style is identified 

in the student and incorporated with Baker's Sensory 

Vocabulary which consists of space, rhythm, line, 
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texture, movement, color, sound, shape, and light, the 

student is given a lever into the acquisition of 

knowledge, whether scientific or humanistic. 

Baker describes the process of how a child is "good 

in rhythm and how they [teachers] could use that in 

teaching math, in teaching history, or social sciences." 

The use of the sensory vocabulary gives form to the 

specific senses. In Baker's experiment, the teachers 

placed the vocabulary words on the board with the child's 

name after their individual strengths. The teachers then 

had a way to communicate the material of the day with the 

child's individual strength, such as. 

Oh Johnny, you are very good in sound, what do you 
think of this? And it brought together what the 
child was good at with the lesson that day. So if 
they are really good at this then the math teacher 
can take a child that is not doing well in math but 
he is very good in rhythm like the boy with a drum 
and say look math has rhythm—Can you see that? 

Much of Baker's work with Sensory Learning was 

developed during his life long pursuit of learning and 

creativity evidenced in his Integration of Abilities 

class, his professional theatrical innovations at the 

Dallas Theatre Center, and his founding director position 

of the Dallas Arts Magnet High School. 

Speaking of his Integration of Abilities course and 

how it influenced his work, he says, 

I would have 100 people in the class, then we would 
break the class down to twenty-five students per 
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teacher. The playwrighting teacher, the design 
teacher, and the dance teacher (Laban, very famous 
name) each of them helped in this integration class. 
Then we would observe these kids, and if it looked 
like they were excited by writing, then we would 
really push them in that—we backed them in that. 
That's why those kids came back from all over the 
world because we had found one of their talents and 
we had backed it and helped them nurture it, until 
it got to the place where they could use it, they 
could really communicate it . . . We would all do 
it—The faculty spent hours working together—We 
directed our plays like that. We discussed the play 
like what is the rhythm of this piece, what is the 
color, what is the texture of this? We would take 
Hamlet and go through each scene and all of us would 
give our input, and out of that would develop [the 
play]. 

Baker's methodology for integration into school 

systems begins with a workshop held for administrators, 

principals, teachers, and parents. He believes that one 

cannot develop in another human being what one does not 

first perceive in oneself. 

In the workshop,(See Appendix B) I have them take 
each of their senses and I have them touch their 
ears and touch their eyes, etc. Then we take up 
sight and vision (Diane Ackerman's definitions). 
Then we ask them questions for them to answer—this 
is the vocabulary that may take an hour or two 
hours. Then we go through each of these senses this 
way. Then by that time most of them realize they 
work through their senses all the time. Then we 
show them the film. Not just the art teacher, but 
the art teacher has been trained in this. But all 
teachers have been using their senses since they 
were born, since before they were born. So that's 
the only way they could learn, they learn to move, 
to make sounds, they learn to walk. By the time 
they are four or five they have an enormous ability 
in sensory learning. Then what you need for them to 
do is just to use the vocabulary because they 
already know all about it. 
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Included as part of the workshop is Baker's "Play-

Space" exercise which asks the participants to describe a 

childhood memory and make a drawing of it over a period 

of two to three hours. "We did this with a bunch of 

High-School principals in New Orleans, it was just 

marvelous. It was the basic exercise in our graduate 

school in Dallas." 

Susan Perez, Superintendent of the Waelder school 

district at the time of this interview, describes the 

workshop and its outcome with Paul Baker. 

PEREZ: I took the workshop—eighteen hours—six 
hours per day for three days with principals, 
superintendent, teachers, and two parents. 

BAKER: The parents went right along with us. We 
paid parents to come and work. 

PEREZ: Some of the things that came out of that 
workshop--first off, we all became more creative 
and free—aware of our own talents and each 
others talents. But also when you spend three 
days with each other and you are expressive, you 
get to know each other better and you are not 
afraid to share ideas after that. So I think 
that opened up a lot of creativity that may not 
have been there otherwise. 

BAKER: She went through play-space exercise— 
rhythm exercise--movement—pottery--discussed the 
rhythm—they did rhythm people. 

PEREZ: We did language activities and we had short 
plays—made masks—played characters and acted out 
the play—things you could do in a regular 
classroom but it freed us up so that we could talk 
to each other more openly—but it also opened our 
awareness of the natural abilities of ABC's. 
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After administrators, teachers, and parents are 

introduced to sensory learning and the sensory 

vocabulary, arts teachers and academic teachers are asked 

to evaluate their students in much the same manner. 

This can be done as a formal evaluation by a specified 

group of teachers as well as by the individual teacher on 

a more informal day-to-day basis. The information 

observed and gathered becomes part of the student's 

portfolio and evaluation of individual learning style. 

For full integration into the curriculum, the 

information gathered from the student evaluations must be 

incorporated into class work and reinforced by every 

member of the faculty in their particular disciplines. 

This type of approach calls for a great deal of 

interaction between teachers and curriculum planning. 

Susan Perez talks of the successful team work that 

resulted from this approach. 

FISH-DAVIS: Did any of the teachers ever use or 
take something from another discipline? 

PEREZ: Yes, one of our academic teachers wanted a 
song about synonyms--asked music teacher to make 
one up—but the academic teacher actually used the 
song in class. 
The Dance/Movement teacher helped make up a dance 
for multiplication tables. The idea came about 
when Robyn Flatt (Baker's daughter) was visiting. 
The fourth graders couldn't learn their 
multiplication tables. The students were not 
good in math but good in movement. Robyn 
suggested putting movement to multiplication 
tables. She said, "I don't mean making a 6 in 
in the air with your hands, so that it looks like 

60 



a 6—but maybe you could swirl around like a six 
to keep that in mind, so you remember what that 
movement means." They had a presentation—dance 
teacher and students worked with it extensively— 
movement teacher would call out problem—they 
would act out the answer, or she would call out 
the problem and they would do the motions to 
the problem, she would do the answer—they would 
do the motions to the problem—all sorts of 
combinations. I began to realize this really 
worked when a young girl did the movements and 
then said the answer, 3 x 10 =30. The teacher 
called out the problem, the little girl made a 
motion for the answer which was 30, and then she 
translated it into the statement "thirty" as if 
she was translating from one language to another. 
I think it is because they experienced these 
things in several different ways. 

BAKER: You see you have five or six different ways 
to find a child's talent. One teacher can't quite 
do it but if you have four to five teachers 
working on it, and then they talk about it; they 
are going to find something that the child likes 
to do. 

One aspect of the sensory learning program is that 

it addresses the child's strengths rather than attempting 

to correct deficiencies. For this reason, Perez 

concludes that "parents like it because they are hearing 

good, positive things about their children and their 

children are involved." In fact. Baker recommends that 

parents be a part of the portfolio information. 

Concerning individual strengths. Baker remarks, "There is 

a comment someone made that says, 'If a child brings his 

talents to school and no one pays any attention to him, 

then he quits bringing them to school.'" 

The results of sensory learning in terms of its 

effect on standardized testing is also remarkable. Susan 
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FISH-DAVIS: You are saying or dealing with more 
than just the arts, you are really dealing with 
creativity. 

BAKER: I'm saying that they all are in one big ball 
of wax. That all knowledge is in one big ball of 
wax and that the artist because he has been using 
the vocabulary, and elements of form, he 
understands it better than other people and could 
lead the way, but they keep him away, cut him off. 
The way to bring knowledge together, to bring 
education together is to have the artist with the 
academic people using the same vocabulary so that 
all of learning revolves around that particular 
vocabulary—this is a basic part and not just an 
add on. 

He sees this methodology as having ramifications for 

all educational experience from kindergarten through 

graduate school. 

BAKER: I see this as one of the answers to what 
is wrong in our educational system in America 
today—Its lost the spirit of the thing. 
Bureaucratic--very cut and dried—teachers teach 
in isolation. The Education Departments are— 
I asked all these teachers up here how--now 
these are elementary teachers—First, Second, and 
Kindergarten, how much arts education did you have 
in your education to become a teacher? Most of 
them didn't have more than six weeks in the whole 
damn thing. What else does a first grade teacher 
do but hands on stuff? And so many of them are 
unresponsive and the fact that these kids are 
growing up by themselves, with TV, entirely 
sensory appeal . . . and their senses are already 
so highly developed. They walk into a class and 
there is nothing there but a result kind of thing. 
They just turn it off. They are not interested. 
The TV they look at is five times more interesting 
than the teacher. The teacher is not using any 
kind of new methods at all except for do it this 
way or that way. The teacher is not paying 
attention to the child, not teaching to the child. 

When queried about how the students involved with 

Sensory Learning are different from students that have 
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not experienced this approach, Baker answered, "Well, you 

ask these students, 'What are your ideas?' and they will 

respond and be cooperative." Baker always states, "The 

workshop and vocabulary merely reacquaint the teachers 

with the tools they have been using all their lives." 

Analysis of Paul Baker's Sensory Learning 
with Application to this Study 

Utilizing Paul Baker's Sensory Learning technique, 

the author of this study observed the following 

characteristics that have significance for this study and 

the proposed Introduction to Fine Arts course model: 

--Sensory learning concentrates on the individuality 

of the student and development of the student's process 

and talent. 

--The development of the sensory learning vocabulary 

which includes: space, rhythm, line, texture, movement, 

color, sound, shape, and light gives a common terminology 

and basis for arts integration. 

—Uses the senses to describe different perceptual 

styles of students and areas of knowledge with the arts. 

—The collaborative focus of the work, encourages 

team teaching and close working relationship among 

teachers and students. 

—Specific exercises are utilized for integration of 

the arts and learning processes. 
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—Develops self-awareness and positive self-image in 

student. 

Interdisciplinary Arts Education--Graduate 
Program Columbia College, Chicago 

The interdisciplinary arts education graduate 

program at Columbia College of Chicago was created by 

three arts educators, Suzanne Cohan-Lange, current 

director of the Columbia program and a professional 

visual artist, Rebecca Ruben, a music teacher and 

composer, and Jean Unsworth, visual art teacher and 

consultant. 

The program was developed under the umbrella of the 

Chicago Consortium of Colleges and Universities, fourteen 

private institutions in the city of Chicago that provide 

sponsorship for experimental curricula. In 1980, the 

program found a permanent home with Columbia College, 

Chicago, in its graduate division. 

Suzanne Cohan-Lange and her colleagues developed 

this unique program in response to the "overdepartmental-

ization, overspecialization, and the generally painful 

fragmentation of knowledge that has taken place in 

schools" (Cohan, 1978a, 285). 

The philosophical basis for this program "leans 

toward the synaesthetic viewpoint. Establishing that 
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learning is perceptual first and conceptual second" 

(Cohan, 1978a, 285). 

Based on the above premise, "classes begin with 

problems and experiments in multisensory associations, 

exploration of symbol, and examination of connotation and 

context" (286). 

The 2 1/2 year curriculum includes five studio 
courses that concentrate on broad concepts rather 
than on the nitty-gritty of the disciplines. It 
offers courses in art history and trends, the place 
of art in society, curriculum and program 
development, and fund-raising techniques. (Watkins, 
1990, A20) 

This interdisciplinary arts program utilizes the 

team teaching approach, with professional artist/teachers 

representing individual subject areas. The five areas 

that are addressed consist of visual, sound, movement, 

drama and writing. 

Cohan-Lange speaks of the sense of "joyous 

playfulness" underlying the "nondefensive atmosphere that 

is absolutely imperative in art classes." Cohan-Lange 

cites both anthropologist, Alexander Holland, and 

psychologist, Johan Huizinga, for their contributions to 

the study and importance of play (Cohan, 1978a, 286). 

This emphasis on playing with an idea, a tool, or 
a material combined with the use of fantasy has 
produced incredible results. Visual puns and 
metaphors, mime exercises, sound visualizations, 
role-playing, daydreams, masks, theater games, make
up, illusions, word games, and guided fantasies go 
beyond the "product vs. process" debate. They are 
also more than just right and left brain integration 
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devices. They all deal with the reasoning process: 
primary, abstract, verbal, perceptual, and spatial. 
Fusing these processes leads to startling and 
exciting sounds, ideas, and images. (1978a, 286) 

Jeff Abel, a performance artist, composer, and 

sound/music teacher at Columbia College, "firmly believes 

that the arts overlap each other and have common ground" 

(Watkins, 1990, A17). According to Abel, one of the 

virtues of the interdisciplinary approach is that it 

"empowers people to work with their own creativity. It 

emphasizes the strengths of each student, rather than 

praising those with more skill and criticizing those with 

less" (Watkins, A20). 

Cohan-Lange's experience with interdisciplinary arts 

concludes that "success in one or more of the arts 

consistently leads the student to become more self-aware, 

more self-directed, and more self-actualizing in other 

areas" (1978a, 287). The interdisciplinary approach 

provides "a process for opening up the senses," says Ms. 

Cohan-Lange, who teaches visual art. "It is synesthesia. 

You start to listen to art and hear dance and taste 

color" (Watkins, 1990, A20). 

Five-Day Inter-Arts Workshop 
Lake Geneva, Wisconsin, August 20-25, 1993 

The author of this dissertation observed and 

participated in a seminar/workshop sponsored by Columbia 

College's Interdisciplinary Arts Program held each summer 
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at Lake Geneva, Wisconsin. The inter-arts 

seminar/workshop is part of the two year curricula of 

study of Interdisciplinary Arts Education. Student 

participants have completed one full year of regular 

course work in the program prior to this workshop. 

The workshop spans an intense five-day period 

devoted to "lectures, studios, readings, performances and 

critiques" (Columbia College, 1987). A multi-media 

approach was used, utilizing video-tape, film, slide 

presentations, and small group discussions. The relaxed 

atmosphere of the outdoor environment allowed for 

informal, easy communication and participation. 

The theme for the August 1993 workshop was 

"Recurring Images," which emphasized recognition of 

subject matter, forms, images, ideas, philosophies, etc., 

that influence each individual's work. With the implied 

intent that once images are recognized, the artist then 

has the choice to continue in that vein or expand in 

another direction. 

The workshop schedule incorporated morning class 

work with the three faculty members, afternoons devoted 

to individual study, and evenings spent showing 

projects/performances followed by a group critique. 

Performance activities could happen in any location the 

performer chose extending over a 200 acre wooded area. 
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The faculty for the workshop consisted of Suzanne 

Cohan-Lange, Director of the Interdisciplinary Arts 

Education program at Columbia College, Chicago and 

professional visual artist/sculptor; Nana Shineflug, 

Dance and Movement teacher at Columbia College and 

professional dancer/choreographer; and Eileen Cherry, 

former graduate of Columbia, College, currently a 

published writer and doctoral student at Northwestern 

University in Oral Interpretation/Performance Studies. 

The students in the Summer '93 Inter-arts workshop 

consisted of six women and three men. Their backgrounds 

were varied: five were theatre majors, three were visual 

arts majors, and one was a musician. 

Over the course of the five day workshop, all of the 

students participated in projects, usually along the line 

of performance pieces performed in various wooded 

settings throughout the camp. One student, an 

accomplished visual artist specializing in realistic 

painting, spent the majority of her time attempting to 

capture the sound of the insects at night in a visual 

way. 

Interview with Suzanne Cohan-Lange 

For purposes of continuity, the complete text of the 

interview (August 21, 1993 and February 21, 1994)) with 
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Suzanne Cohan-Lange can be found in Appendix C of this 

study. Unless otherwise noted, the following quotations 

will be taken from the above mentioned interview and will 

only be cited at this time. 

Cohan-Lange and her colleagues developed and 

implemented the Interdisciplinary Arts Education 

curriculum because of a problem they perceived as 

undergraduate arts majors in the 1960s. Cohan-Lange 

draws parallels between the development of modernism and 

its ultimate effect on education. 

The essence of modernism is fragmentation. It seems 
to me whilst it was a legitimate concern of the 
modernists, to pare things down to their essence, to 
find some kind of spiritual or essential core, the 
problem is that once that became institutionalized, 
that notion became institutionalized all across 
America, for administrative convenience; knowledge, 
especially arts knowledge became pared down to 
little tiny pieces. 

As a student during the 1960s, Cohan-Lange observed 

that arts disciplines were highly specialized and 

segregated from the other arts. 

I went to my advisor and said I wanted to take a 
course in set design. He looked at me in great 
horror and said, "Well, you would have to drop out 
of this college!" because set design was over in 
Theatre and Communications which was another college 
across the campus . . . So I knew then and I was 
only eighteen that there was something wrong with 
this and there had to be a relationship between 
sculpture and set design. 

As a teacher in the 1970s, Cohan-Lange felt the 

situation was rapidly deteriorating. 
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Fourth grade children were having one class in 
Spelling, then they'd move down the way and have 
something called Math, and then Literature, and then 
something called English, and so that they had 
nothing to do with anything and every forty 
minutes you moved your body. 

Coming out of this teaching environment, Cohan-Lange 

and her colleagues decided to collaborate, bringing 

together an artist, a choreographer, a writer, and a 

composer. They decided to design a course, and one thing 

led to another, "and before we knew it, we had a program 

and that's when we started peddling it." 

One criticism consistently leveled against the 

interdisciplinary approach is that of dilettantism, 

fearing that with lack of specialization, the student 

gains only a superficial knowledge of any one of the arts 

in question. Cohan-Lange describes the label of 

"dangerous dilettantes" which was attached to the 

interdisciplinary arts education program by fearful 

outsiders. She attributes this attitude to individuals 

in the education profession that stress technique. She 

sees the Columbia College program as addressing different 

issues and concerns, such as "Why do you make art?" 

Cohan-Lange sees the differences between the 

Columbia College program and other schools as one where 

"content" is equally as valuable as "form." 

Traditionally for all of us, either in dance, music 
conservatories--you concentrated on form. Those 
who dealt with content were pretty much relegated 
to the areas of Art History—or music composition, 
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certainly not performers, certainly not music 
educators, or dancers. For dance, maybe when you 
got old and couldn't dance anymore—you didn't 
think about ideas in dance--it was pretty much 
5-6-7-8, turn two, straighten your back kind of 
thing. In the visual arts, there was a terrific 
divorce between form and content. After all content 
was supposed to be gone, gone, gone, under the 
modernists, but it was itself, self referential— 
it was art for arts' sake. It was not supposed to 
have content, content is retrogressive and corny— 
storytelling and narrative and all the rest of it. 

Cohan-Lange discovered that when they began 

experimenting with video and performance that "content" 

emerged and the work began to "incorporate 

social/political issues." This intermingling of 

disciplines brought up the issue of political art. 

Within the curriculum, Cohan-Lange, along with the 

rest of her faculty, strives to find ways to integrate 

the various art forms and mediums. She finds common 

ground with the sister arts through assignments titled 

"compositional ideas." 

For example, we will all deal with the same 
compositional strategies. We'll all say "do 
your autobiography in line or sound or choreographic 
ideas, or do a transformation from another art form, 
take a poem or a piece of choreography and transpose 
it into art or music, or do a metamorphosis piece." 
So we'll give the same assignments but in different 
art forms. 

When queried about discoveries or things that were 

unexpected while working with an arts integration model, 

Cohan-Lange said, "We found that when you combine the 

arts, you get performance." Another side effect of 
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having all five disciplines present is the absence of a 

"star system." 

. . . because people that are absolute stars in one 
or two areas are going to be klutzes in the others. 
That is what is so wonderful because they have to 
develop this ensemble that depends upon each other. 

Cohan-Lange describes the potential outcome for 

students in the interdisciplinary arts program as 

developing and valuing one's artistic voice. A series of 

five questions are continually asked of students in the 

program. 

1. What do you have to say? 
2. Who do you want to say it to? 
3. How best can you say it—using what combination 

of art forms? 
4. Who pays? Grants writing and fundraising. 
5. Who cares? Evaluation and criticism. 

"They have to be able to answer those five questions 

before we let them out." 

Interview with Nana Shineflug. 

In keeping with the continuity of previous 

interviews, the complete text for this interview 

(August 22, 1993) is found in Appendix D of this study. 

The following quotations will be taken directly from this 

interview unless otherwise noted. 

Nana Shineflug, Movement/Dance Instructor at 

Columbia College, Chicago, describes herself as 

"basically a mathematician, interested in fundamentals of 
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systems, a Karma-Yoga person, interested in teaching and 

working." 

In the 1960s, Shineflug "ran away back to dancing" 

and began working with Urban Gateways in Chicago. "Urban 

Gateways takes artists and teaches them how to work with 

non-artists, and is especially geared for the public 

schools." Instead of teachers learning art, the artist 

learns to teach. 

Thrown into a myriad of different, challenging 

situations with the Urban Gateways program, Shineflug 

quickly realized that "you have to figure it out." She 

spent months struggling with "how to get to the 

fundamentals with non-artists so that they can create art 

with very little skill." Shineflug is very interested 

"in how art works at a psychological level and at a 

spiritual level with people to empower them. This was 

long before empowerment became trendy." 

She met Rebecca Reuben-Smith, one of the three 

original designers of the Columbia College program, while 

working with Urban Gateways. Shineflug was impressed 

with Reuben-Smith's "skill in classroom management with 

kids that were out of control." Reuben-Smith introduced 

Shineflug to Suzanne Cohan-Lange for employment 

consideration as a movement teacher. Shineflug joined 

the faculty of the interdisciplinary arts education 
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program, which at the time was sponsored by the Chicago 

Consortium. 

Shineflug owned a dance company at the time in 

Chicago, although she had no intention of being a 

choreographer. "I was trained to do other people's work, 

much like actors, directors, and musicians; where 

painters and visual artists learn to create all the 

time." The dance company gave her the opportunity to 

observe other people's work to a great extent. 

The early years of the interdisciplinary arts 

education were trial and error for the faculty and 

students involved. "Trying to find intersections and 

overlapping ways of working, so we could produce one 

image by teaching three different courses." 

Shineflug describes the difference between the 

Columbia program and others as being one where the 

interest in the student is the primary concern. 

The Columbia program is interested in each person 
who comes into the program, identifying their 
concerns, give them enough skills to be able to 
work with or mix art forms, to be able to actually 
use those skills to speak their voice. It's not 
about developing skill for the display of skill. 
The primary thing is really about getting enough 
stuff, so that you can express yourself and be a 
voice that is a powerful voice as someone who is 
concerned about living. 

Shineflug sees interdisciplinary arts education as 

developing thoughtful and creative human beings in the 

arts. "I think there is a very spiritual base to this 
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program and its really about your concerns as a human 

being . . . What are you going to do about your life as 

an artist?" She also sees herself as a "nurturer" as 

well as a teacher, until students have a strong sense of 

self and are able "to manifest the goals of this 

program." 

Nana Shineflugs's objectives for the students while 

teaching studio courses required of the interdisciplinary 

arts program are: giving a sense of dance history, 

empowering students as "movement people," creating simple 

movement pieces with artistic merit, teaching students 

correct movement, teaching ways to derive/manipulate 

movement material, and how to give and receive honest 

criticism. 

One of Nana Shineflug's most important tasks is to 

teach enough about the physical anatomy and correct 

movement. 

How to move correctly is to create a vision 
in your mind that your body will replicate. 
Give them enough vision so that they can do these 
pieces in the second week of classes. They are 
very scared—often many think they are ugly, 
disabled—physical things we do to the body in 
our culture--we don't teach the body anything in 
our culture or that their inner body has any 
meaning. The only thing we teach you about is 
what the outer physical body should look like 
and a little bit about how that moves but certainly 
not correctly. 

Shineflug finds different ways of putting material 

together in the interdisciplinary curriculum. "From 
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traditional forms to chaining events together, to 

developing a piece that is based on a piece of visual 

art, music, or theatre, not necessarily in any logical 

manner—but in an intuitive manner." 

One technique used in many ways by the Columbia 

program is autobiography translated into varying art 

media. Shineflug cautions against use of the 

autobiographical technique too early in the process, 

allowing the students' work to become too obscure, too 

soon. She prefers working with form: 

Make a line on the floor. Visual score that you 
can read, sing, dance. You must give it color, 
texture, width. Then they were asked to create 
a movement piece on that line, which had a visual 
dynamic . . . I give them limitations which once 
again keep their minds busy, like you have to stop 
and say something. So they also were starting to 
bring text into it. 

Shineflug herself attended the program at Columbia 

College. Not only does she have experience as a faculty 

member, but she has also encountered the program from the 

student's perspective. From this experience, she 

developed a dance company that traveled to small towns 

and did artists' residencies, something she had long been 

interested in but had been unable to find the resources. 

An interesting aspect of this program is that money 

and fundraising are an integral part of the course work. 

The aim is to develop an artistic persona that also can 

face the economic reality of the world today. 
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Nana Shineflug has also had a great deal of 

experience teaching non-artists using techniques similar 

to the Columbia program. Jeff Abel, the Sound/Music 

instructor at Columbia College, and Nana Shineflug were 

asked to teach a TIP (Talent Identification Program) 

project for a Duke University summer school involving 

seventh graders that have scored over 500 on the SATs. 

Shineflug and Abel primarily took the basic 

principles of the interdisciplinary program at Columbia 

and transferred them to the TIP project. They used a 

primarily linear approach, based on right brain—left 

brain studies, starting with Movement/Dance, advancing to 

Sound/Music, followed by the Visual Arts, and culminating 

with Theatre/Word/Performance. 

Shineflug, again, saw how the interdisciplinary 

approach teaches creative problem solving and development 

of self. 

What this program does and art programs do—is they 
teach people to look at a problem that has infinite 
solutions and how to make a selection that goes to 
your intuition—Try not to make a selection that 
goes to your mind or that you think anyone else is 
going to make—but try to deal with your intuition 
in making the selection. Don't worry whether it is 
the right selection and then allow the skill 
selection to come to fruition. Don't worry that you 
can't see the end point when you start--follow 
along, you come to a crossroads--make another 
decision and don't worry—trust that if you are 
invested, you have made a good selection. This is 
the process of making good art and also of making a 
good life. 
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Interview with Eileen Cherrv 

The interview (August 23, 1993) with Eileen Cherry, 

visiting lecturer and former student at Columbia College, 

can also be found in Appendix E of this study. The 

following quotations will be taken from this interview 

unless otherwise stated. 

Eileen Cherry was a student in the third year of the 

interdisciplinary arts education program. She says of 

the program that "it exceeded my expectations in terms 

of how much support, how validated I felt. It gave me a 

chance to meet other people who thought like I did." 

Cherry entered the program with a background as a 

writer, arts activist, and arts administrator. She had 

previously directed The Black Theatre Alliance of Chicago 

and describes herself as an "administrator/artist." 

When asked what she had gained from the 

interdisciplinary arts program, she replied, "Methodology 

and community. Out of methodology comes the creative 

process." Cherry's own process developed through 

"learning through word images, visual images, sound 

images, and movement images." 

Cherry feels that along with methodology, the inter-

arts faculty "were connecting together," reinforcing 

Cherry's own view of the artistic process. "This isn't 
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just an instinctive thing with me, there is something 

really going on." 

Cherry relates that she gained employment with her 

Master's degree from the program in interdisciplinary 

curriculum planning and administration. For her final 

project in the program, she designed and administered a 

city-wide gospel singers festival entitled "A Thousand 

Tongues" for the city of Chicago. Cherry is now pursuing 

a doctorate at Northwestern University in the department 

of Oral Interpretation/Performance Studies. 

Cherry speaks highly of the faculty and their 

interdisciplinary philosophy, which she feels "allows for 

individuality. They help you connect the knowledge you 

enter with, with new knowledge, and that is learning." 

She describes the program as extremely practical and 

helpful in her own career. "You can take whatever you 

learn here and take it immediately into your work or 

classroom." 

The only drawbacks Cherry addressed were "struggles 

with faculty who really don't understand the philosophy 

of interdisciplinary arts." By and large. Cherry saw no 

real negatives; "it strikes a balance between enough 

structure and rigor." 

When questioned about whether one art form over 

another predominated in the program, or whether one art 
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form was not addressed as well as others. Cherry replied 

"Visual Arts seems to predominate, perhaps because visual 

artists started the program, like Suzanne and others." 

Cherry has seen the development of performance, while 

writing, movement, and music are also strong. Cherry 

would like to see more classes in drama and theatre 

craft, especially the use of current technology with 

regard to computers and video. 

The art form that personally affected Cherry was 

experience with dance/movement. "I saw people who 

weighed 300 pounds move with confidence. It helped my 

work; it helped me psychologically." 

Cherry speaks of the learning environment of this 

program. "It is not just training; if you don't have a 

relationship, you can't relay the information." Cherry 

believes in the interdisciplinary approach and is not a 

"dilettante" but a committed, professional writer. "You 

can grow and learn from other art forms." 

The program, according to Cherry, "teaches how to 

make learning connections, and how to transfer that to 

the classroom." Cherry uses interdisciplinary work in 

all that she does. She reiterates that, although there 

is value in specialization, "we don't think in 

compartments. We are all interdisciplinary people." 
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Analysis of Interdisciplinary Arts Education 
program, Columbia College, Chicago, with 

Application for this Study 

Utilizing the Interdisciplinary Arts Education 

program from Columbia College, Chicago, the author of 

this study observed the following characteristics that 

have significance for this study and proposed 

Introduction to Fine Arts course model: 

—Empowers students to explore individual creativity 

and develop unique "voice" through the arts. 

—Specific exercises, using "compositional 

strategies," integrate the arts in the classroom. 

—Some type of "theatre" or performance is usually 

the outcome of inter-art classes. 

—Collaborative focus of work develops different 

learning environment for teacher and student. 

--Interdisciplinary study eliminates the "star system" 

found usually in a single subject course. 

—Students develop a "synaesthetic" approach to 

their work. 

—The study of aesthetics, history, and financial 

management are encouraged. 

--Students are encouraged to develop their own 

self/identity in the world and to be aware of artistic 

choices. 
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Lee Rigsby and "Themes and Ideas in the Arts" 

In a phone interview with Lee Rigsby on September 

15, 1993, Dr. Lee Rigsby discussed the course, "Themes 

and Ideas in the Arts," which he taught as part of the 

interdisciplinary fine arts curriculum at Texas Tech 

University from 1986-1987. 

Dr. Rigsby supported by Dr. Harold Luce of the Music 

Department at Texas Tech, designed a course for the 

interdisciplinary doctoral program that "dealt with the 

art work itself" and its historical setting. Asked why 

he wanted to teach such a course, he replied, "It seemed 

to belong in a curriculum of the fine arts. These are 

works that every student ought to know and be familiar 

with." 

Primarily a survey course. Dr. Rigsby chose art 

works from all disciplines which corresponded to a 

specific theme. The following outlines from this 

interview are an approximation of what the syllabi 

contained. Each time that Dr. Rigsby taught the course, 

he varied the subject matter. 

The Orpheus theme was addressed in this class using 

Virgil's version of the Orpheus myth, the Middle-high 

Renaissance treatment in the 15th century play, Favola 

d'Orfeo, by Angelo Poliziano, the Baroque period 

characterized by Monteverdi's opera, Orfeo, of the 
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seventeenth century, the mid-nineteenth century version 

of Orpheus in Hades by Offenbach, the classic period of 

Gluck's Orpheus and Euridice. Cocteau's play and film, 

and the 1960s film of Black Orpheus. 

The Orestia comprised another theme which included 

but was not limited to. The Orestia by Sophocles, Electra 

by Euripedes, Straus' opera, Electra, Eugene O'Neil's 

expressionistic view of Mourning Becomes Electra, and the 

existentialist film. The Flies, by Sartre. 

During each class period, Rigsby attempted to show 

slides from the modernist period of the twentieth century 

to include, but not limited to slides of. Munch, Chirico, 

Impressionists—Monet, Matisse, Degas, Cezanne, Modrian's 

geometrical abstractions, the expressionism of Kandinsky, 

Pollack, de Kooning, Surrealism with Dali, Op and Pop 

art, the modernists--Rothko and Frankenthaler. 

Another theme addressed was the socialist aspect or 

the Social Movement in the fine arts characterized by the 

Prelude to Des Capital by Karl Marx, The Weavers by 

Hauptmann, realism portrayed in August Strindburg's Miss 

Julie, and the paintings of Kathe Kollwitz, to name a 

few. 

One semester. Professor Rigsby chose American art 

including the Philadelphia Five, readings from various 

authors, plays, poets, short stories, Kafka's 
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expressionistic. Metamorphosis. R.U.R. by Capek, and 

Buried Child by Sam Shepard. 

When Rigsby followed the theme, he said it "tied the 

arts together beautifully. This was a course with a 

great deal of meat." Rigsby wanted students "to draw 

their own conclusions," but felt that the course gave 

students "insights into areas they were not familiar 

with." 

Given the opportunity, Rigsby would have explored 

the theme of Medea and the study of the Greeks up to the 

present time. In every class period, he attempted to show 

slides, especially art works from the twentieth century, 

seeing that this was an area deficient in the majority of 

students. He also played musical selections frequently 

and employed use of film and video. 

"No reluctance was shown by the students," 

according to Rigsby. The students became involved and 

gave presentations. One example he remembered was of a 

study on Martha Graham, where a dance student instructed 

fellow class members on movement exercises. 

Rigsby wanted "to bring weaknesses up to strengths." 

He did not find one area more difficult to teach than 

another, confiding that he put in twenty hours of 

preparation time to one hour of teaching. He found in 
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his teaching that "you can talk about the age, but the 

student must experience it through the art work itself." 

Analysis of Professor Lee Rigsby's "Themes and 

Ideas in the Arts" 

Analysis of Professor Lee Rigsby's theme based 

approach to teaching the fine arts on the graduate level 

has resulted in the observation of the following 

characteristics that have significance for this study and 

the proposed Introduction to Fine Arts course model: 

—The theme based subject matter utilizes an 

interdisciplinary approach to study in the fine arts. 

--This model develops a phenomenological approach to 

great art works. 

—The student is exposed to historical periods through 

an interdisciplinary approach. 

—Student strengths are developed through a broad 

background in the interdisciplinary arts. 

—The student and teacher develop a collaborative 

approach when dealing with art forms. 

Current Introduction to Fine Arts courses 

The following discussion addresses how 

interdisciplinary Introduction to Fine Arts courses are 

currently being taught on the undergraduate level at 

Universities and Community Colleges. The following 
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interviews constitute a general overview of the 

interdisciplinary approach to the arts found in general 

education courses. 

Phone interview with Professor Bob Whalin 

In a telephone interview, Professor Bob Whalin of 

Southwest Texas University, spoke of his role as the 

current director of an interdisciplinary fine arts 

course. The course has been existence for forty years. 

The disciplines included in the course content are: 

architecture, sculpture, music, theatre, and to a much 

lesser degree, dance. The student enrollment is quite 

large, with 300 students in his section alone, while 

faculty sections under his direction have usually 150 

students per class. 

This particular course is taught in the Music, 

Visual Arts, and Theatre Departments, with each 

department having individual sections. Meetings are held 

between the areas involved with a common text. Syllabi 

and course content are individual to the specific 

department, however, with some common criteria that all 

areas cover. 

At one time, the course was team taught, with Visual 

Arts, Music, and Theatre components. A historical 
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approach to the material was utilized, but over time 

difficulties were encountered with this methodology. 

The text used for Professor Whalin's section is 

Dennis Spore's Creative Impulse: An Introduction to the 

Arts. Whalin finds that there is "way to much material" 

in the text and prefers to use the text for reference and 

background information. He structures the course along 

basically historical lines, with some breakdown according 

to sections of Music, Theatre, and the Visual Arts. Dr. 

Whalin likes to use a sociological, political, and 

general feel for the period when discussing art forms. 

There are no real hands-on exercises, except for actors 

or musicians brought in for performances/discussions in 

class. 

The major assignment for the class, outside of 

testing and attendance, is the critique of six 

performances/exhibits to include: two classical music 

concerts, two art exhibits, and two theatre productions. 

To facilitate and encourage participation. Dr. Whalin 

will often organize the season for the students and sell 

the package as part of the course requirement. The 

package will usually include: a symphony performance, 

theatre productions, opera, and art tours. He has also 

been instrumental in organizing tours to traveling 
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exhibits and performances in larger cities for class 

participation. 

Professor Whalin attempts to find arts activities 

that are in close proximity to the school. He wants to 

introduce the students to the opportunities that are 

available to them once they graduate and are part of the 

community. He tells his faculty that "if we reach 10% of 

our students, to where they want to participate by being 

good audience members, that's basically 100 audience 

members each semester" (Whalin, 1994). 

Whalin attributes much of his success with the 

course work to the new technology on the market that 

allows the instructor to integrate media in the 

classroom. Southwest Texas University currently has 

available a computer system along with Syquest software, 

that makes possible the use of slides and musical 

recordings interchangeably. Up until recently, the 

instructor would have to bring in slides and projector 

independently of musical recording equipment with CDs, 

tapes, etc. With new technology becoming available, one 

can punch a button and the slide appears, followed by 

punching another button and the musical selection is 

played. Videotape machines still require a separate 

apparatus, but at some time even this will be 

incorporated into one application. This new computer 
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technology will certainly change the face of lecture 

presentations for not only the fine arts, but all 

teaching across the board. However, this could be 

especially useful for the Introduction to Fine Arts 

class. 

Whalin speaks of his overall philosophy regarding 

the course and what he considers to be the reason for 

high student enrollment, in comparison to the other 

departments. 

We feel so strongly that this is an 
interrelationship of the arts and that's exactly 
what's happening anyway in most cases. Even 
though we don't have the music from Greece— 
we know how important it was and how and where it 
was used etc. So we can see how integrated the 
musical aspects were even in that time—without 
the actual music itself. (Whalin, 1994) 

Professor Whalen goes on to state that he is 

interested in the students not only learning about 

specific material pertaining to class work, but also in 

developing students' sensory reactions to works of art. 

He wants the student to learn how to encounter a work of 

art and have some criteria for understanding and becoming 

involved with the work. He acknowledges that too often 

because of lack of preparation, people react negatively 

to the arts. He wants students to learn to ask questions 

instead of making instant judgments built on incorrect 

information. 
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The course Professor Whalin directs is primarily a 

Junior level course so that there is very little cross

over between arts majors and the general population. 

Whalin strongly suggests that the attitude of the teacher 

is of primary importance. To gain the attention and 

confidence of the student, the instructor needs to be 

overly energetic and enthusiastic about the material 

because these are students that have had basically no 

exposure to the arts as musicians or artists. 

Phone interview with Professor Beverly David 

"Direct Encounter with the Arts" was a course 

designed and implemented by Professor (Emeritus) Beverly 

David of Humanities and Theatre for Western Michigan 

University. The course was originally conceived because 

of what Professor David considered to be a gulf between 

teachers and students on the college level. She saw that 

students were entering college with very little to non

existent exposure to the arts in any form, especially 

live performance of theatre, music, visual arts, and 

dance. David felt that college professors were teaching 

students from the instructors' point of view rather than 

from the background of the student. She points out that 

most teachers are thinking of their own experiences and 
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not understanding the lack of exposure found in the 

students' background. 

Coming from the background of English Literature, 

David designed an interdisciplinary course structured 

according to arts performance/events available to the 

University community each semester. She always attempted 

to include at least one activity that corresponded to 

theatre, music, visual arts, and dance. The performance 

schedule was supplemented by six guest artists brought in 

for lecture/demonstrations each semester. Course 

material, guest artists, and performance schedule varied 

from semester to semester. Guest artists included 

appearances from the likes of John Cage, Christo, Yo Yo 

Ma, and Stan Lee from Marvel comics. 

The students paid to take the course and it was 

filled to capacity every year, around 400-500 students 

per semester. The text was devised around the 

performance schedule to include a packet of materials 

handed out prior to the beginning of class. Evaluation 

was based on weekly computer exercises taken from print 

material and five objective tests over the course of a 

semester. 

The student make-up of the class was 80% freshman 

with the other segment consisting of people who had not 

taken their basic studies requirement. Statistically, 

92 



there were excited students who decided to pursue further 

study in one or more of the arts—about 10-15%. "They 

all find something they like, and something they will 

never go to again" (David, 1994). 

In a course syllabus provided by Professor David, 

the course description and course objectives are defined. 

Course Description 

A course which adopts a sensory approach to the Fine 
Arts and Humanities by introducing students to their 
cultural world and guiding them through first-hand 
experiences in a number of art areas: theatre, 
dance, visual art, fiction, music, film, and 
architecture. (Not all art areas will be covered 
each semester.) Based on these experiences the 
students will discuss their individual and/or 
group reactions to the experiences with individual 
instructors, have short in-class quizzes, and be 
tested through objective exams. 

Objectives 
1. To cultivate awareness and understanding of 
students to the Fine Arts and Humanities through 
personal encounters with artists and primary 
experiences with the arts. 

2. To help students bridge the perceptual gap 
between an artist's creativity and the student's 
own judgment. At the same time to allow students 
the opportunity to evaluate their ideas and acquire 
a willingness to have judgments replaced by more 
informed and mature values. 

3. To acquaint and orient undergraduate students to 
their cultural world both at the university and in 
the surrounding community. 

4. To create a total art experience—confrontation, 
communication, analysis—which will lead students to 
a self-motivated search for ideas, theories, 
concepts: the student answer to "what is going on" 
in the Twentieth Century. (David, 1993?) 
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Some interesting findings that Professor David 

discovered while teaching the course were that opera, 

usually the art form that students were most resistant to 

before exposure, was surprisingly one of the events they 

liked the best. The least accessible art form, however, 

was classical music and attendance at a symphony concert. 

Even when approached by Yo Yo Ma, classical music did not 

make much sense to them. It was not until Yo Yo Ma was a 

guest at the White House years later that students 

professed their amazement. 

Phone interview with Joy Kairies 

Professor Joy Kairies, Del Mar Community College, 

Corpus Christi, TX, is currently redesigning an 

Introduction of Fine Arts course similar in make-up to 

the kind of course this study is anticipating. Kairies, 

a recent graduate of the Fine Arts doctoral program in 

Music, took over an interdisciplinary humanities course 

that primarily functioned as a historical overview of the 

arts. The course was team taught with teachers from 

various departments. 

Kairies' position entails restructuring the course 

with more emphasis on the individual arts and handling 

all the arts from the vantage point of one instructor. 
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She describes the community college student as one who is 

under prepared and not particularly aesthetically 

motivated. "We get many students who aren't particularly 

able to handle complex issues" (Kairies, 1994). While on 

the other hand, the class usually has some older, 

nontraditional students that are extremely motivated. 

According to Kairies, this presents a real challenge in 

attempting to get information across to such a divergent 

student population. One thing that Kairies has noted 

while teaching this class is that most students have such 

a limited background in music, that she must literally 

start from "square one" in order to have any discussion 

whatsoever. 

Kairies' restructuring plans have included work with 

Gene Mittler's approach and model to art education, 

outlined in his book. Art in Focus. She incorporates 

exercises developed by Mittler whereby slides are shown 

to the class without previous instruction, asking only 

for personal opinions on the art work displayed. After 

a series of work is shown, Kairies asks the students to 

pick out their "best" and "worst" choices, and a 

discussion on what is art inevitably ensues. With music, 

she has found that she must begin with the very basic 

introduction of "What is a note, staff, etc.?" in order 

to have some framework for further discussion. All they 
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have done so far in the way of theatre is to read a play 

by Sophocles. 

Kairies finds some of her hardest work is done in 

the area of conquering age old stereotypes about the 

importance of the arts and the artist in society. A 

typical question is "What does this have to do with 

nursing?" 

This addresses a common theme that has become 

apparent during the course of these interviews: the 

general student population really has minimal exposure to 

the arts in our contemporary American society. These 

programs discussed in this study are just beginning to 

approach this problem and more needs to be done. 

Conclusion 

This chapter brings together studies of varied and 

divergent programs from kindergarten through graduate 

level work which hold in common the methodology of 

integrating arts knowledge. The programs can be easily 

categorized by those dealing with a more experiential, 

hands-on approach, such as Paul Baker's Sensory Learning 

and Columbia College's Interdisciplinary Arts Education 

program in contrast to those dealing with a more academic 

approach, which include Professor Lee Rigsby's theme 

based curriculum, and Professors Whalin and Kairies', 
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Introduction to the Fine Arts and Humanities courses. 

Professor David's Encounter with the Arts course, lies 

somewhere between the two approaches as it attempts to 

give hands-on experience to the audience rather than 

dealing with the artistic expression of the student. 

All programs show a high success rating and prove 

that the interdisciplinary model is effective as a 

classroom teaching tool. 

The exercises and methodologies gained from this 

research will make up the bulk of the proposed course 

model for the Introduction to Fine Arts class discussed 

in the next chapter. 
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CHAPTER IV 

METHODOLOGY 

Design of the Introduction to Fine Arts Course 

The community college student enrolled in arts 

courses is characterized in a study conducted in 1987 by 

the Center for the Study of Community Colleges as younger 

than counterparts in other areas. The study revealed 

that half of the students were aged 21 or younger, and 

52% were intending to transfer to a four-year institution 

(Brawer, 1988, 4). A considerable number of students 

(20%) took arts courses because of a personal interest 

(4). "These students were most often in the over age 35 

group and did not intend to make a career in the arts" 

(Wilcox-Conley, 1989, 5). Although few students entered 

the community college with any significant background in 

the arts, " . . . 38% expect that in five years they will 

be involved with art and making a considerable portion of 

their income from art related careers, while 39% expected 

to work at art as a hobby" (Wilcox-Conley, 1989, 4). 

Besides student enrollment, the community college 

functions as a "cultural center for the community. The 

community college may be the only means of bringing arts 

to the people, especially in rural areas" (Wilcox-Conley, 

1989, 6). The community college serves many needs for 

both the student and community. 
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Joy Kairies, who teaches an interdisciplinary course 

at Del Mar Community College in Corpus Christi, Texas, 

describes her students as coming from a wide variety of 

backgrounds and being of different ages. Kairies finds 

that many students are "underprepared and not 

particularly aesthetically motivated" (Kairies, 1994). 

She also sees many non-traditional, older returning 

students and finds a "challenge because you have such a 

mixture tossed into the class at once" (Kairies, 1994). 

Kairies goes on to describe an attitude toward the 

arts many of her students bring with them that confirms 

the ideas and misconceptions about the arts previously 

discussed in this study. She describes her frustration 

with the "resistance" with which she meets in her 

students, saying "many of them have misconceptions about 

the arts that are not only wrong but negative" (1994). 

Many enter the class thinking that the course is "stupid" 

or "that it's entertainment" (1994). Some think "it 

should be a soft, easy course," and when they "realize it 

is more complex, they sometimes become resentful" (1994). 

It is precisely the diversity of need at the 

community college level that motivated this study. The 

proposed course model designed as a general 

education/introductory course for all students and an 
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enrichment course for majors in the various arts 

disciplines. The primary purpose of the proposed course 

is to encourage students with little or no background in 

the arts to explore and to experience the arts for 

themselves. 

The goals for the proposed Introduction to Fine Arts 

course are: 

A. To introduce the basic elements and principles 

of the fine arts to a diverse population of 

students. 

B. To involve the students in an experiential 

approach to the fine arts through hands-on arts 

exercises. 

C. To develop an appreciation of arts events as 

audience participants. 

D. To encourage individual creativity and growth of 

personal artistic expression. 

E. To develop aesthetic and historical awareness of 

the significance of the arts in society. 

The selection of content used for the development 

and application of the proposed Introduction to Fine Arts 

course is derived from a philosophical, psychological, 

and practical basis as described in Chapters II and III. 

The philosophical foundations of this study, based 

on the work of Kolpe, Langer, Dewey, Reimer, and Weiss 
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make way for the primary emphasis of the proposed course 

model that employs "hands on" exercises in each of the 

art forms, followed by continued work in inter-art 

studies. 

Psychological studies of Howard Gardner and Project 

Zero are employed in the methodology. This study 

incorporates Gardner's ideas of production, perception, 

and reflection (Brandt, 1988). 

. . . we think artistic learning should grow 
from kids doing things: not just imitating, but 
actually drawing, dancing, performing, singing 
on their own. And I mean not just songs they've 
been taught, but singing their own compositions. 
That's central to our approach- and it's very 
different from just learning traditions from the 
past or just talking about art. 
The second aspect of our approach is that, as 

much as possible (and our exercises strive to do 
this), production should be linked intrinsically to 
perception and reflection. Perception means 
learning to see better, to hear better, to make 
finer discriminations, to see connections between 
things. Reflection means to be able to step back 
from both your production and your perceptions, and 
say, "What am I doing? Why am I doing it? What am 
I learning? What am I trying to achieve? Am I 
being successful? How can I revise my performance 
in a desirable way? (Brandt, 1988, 32) 

The exercises used in the proposed course model will 

be taken from the study of Baker's Sensory Learning/ 

Integration of Abilities course, Columbia College's 

Interdisciplinary Arts Education curriculum, and Lee 

Rigsby's theme-based course model, plus ideas and 

concepts gleaned from teachers and practitioners in the 

field, and several exercises from the author's experience 
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in theatre arts course work. The original author of the 

exercises will be acknowledged when possible. 

A multilevel approach will be used to teach the 

idea/concept/art form from several different perspectives 

as described by Nana Shineflug (1993). Using Shineflug's 

approach to the TIP project at Duke University, this 

course will proceed along a linear path. 

Sequencing of the course will be as follows: (1) 

theatre, (2) dance, (3) music, and (4) visual arts. The 

rationale for this sequence of events is that theatre is 

the most accessible art form to nonartists. Dance 

results from the theatre experience quite easily, as 

theatre employs movement to a great degree. Music, 

closely aligned with movement, can easily follow dance. 

The visual arts, often associated with music, qualify it 

to follow music. This sequencing is arbitrary at best, 

and, for the proposed course, it is unnecessary to 

establish a strict order of art forms. The order could 

change from semester to semester to provide variety and 

depth to the student's experience. 

Another aspect of the multilevel experience for the 

student is having each of the art forms addressed during 

each class session. Physical exercises, usually 

attributed to theatre and dance classes will, along with 

music, begin each class period. The viewing of visual 
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art slides dealing with the contemporary period will be 

incorporated weekly. The maximum number of slides viewed 

at any given session will be five or six. In this way, 

the student will be exposed to all of the arts in 

question at least once a week during the class period. 

Each student will keep a journal, much like that 

described by Paul Baker in his course. Integration of 

Abilities. Journals develop "reflection" as described by 

Howard Gardner (Brandt, 1988), and also identify the 

student's own process. Many exercises will require that 

the student, not only perform the exercise, but also 

define the mental/physical process that the student used 

during the exercise. The journal will also help the 

student develop critical judgment skills. 

A further dimension to the course. Introduction to 

Fine Arts, is critical and historical analysis. Although 

the basis for the course will be experiential, some 

historical background, some ground rules of criticism, 

and some discussion of elements unique to the individual 

art form will provide an overview of the subject matter. 

This area will deal with giving the student enough 

information so that he/she can make choices about whether 

a work of art is successful or not to the viewer. 

During the course of discussion and performance of 

specified exercises for each art form, the student will 
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describe the essence of the art form. Each art form will 

be addressed in terms of its inherent aesthetic or 

philosophical basis. This technique will be employed to 

help the student define and clarify the primary 

experience inherent in an art form. The students' 

definitions and perceptions will be displayed with the 

definitions of other philosophers and artists. This will 

encourage the development of the student's aesthetic 

awareness. 

Course Objectives 

The objectives of the proposed Introduction to Fine 

Arts course are: 

(1) to develop an understanding of the basic 
elements of theatre, dance, music, visual arts 

(2) to develop a sense of individual creativity and 
expressiveness through contact with the arts. 

(3) to empower students to realize themselves as 
creative people. 

(4) to develop critical choices about arts events. 

(5) to develop an appreciation of the 
interrelationship between the arts. 

(6) to develop aesthetic awareness of the 
individual arts and their connections. 

(7) find new ways to synthesize the arts (Coron, 
1974, 34) . 
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Guidelines 

The format for the following series of lesson plans 

for the proposed Introduction to Fine Arts course was 

adapted from a model designed by Beverly Kreeger and 

Gene Mittler. Further modification is provided by 

Ruthann Benson's dissertation, "The Use of Mythology and 

Archetypes in Character Development in an Actor Training 

Program: A Professional Problem," originally inspired 

by Barbara Clark's book Optimizing Learning: The 

Integrative Education Model in the Classroom, and Clark's 

"Teacher's Planning Sheet for Integrative Lessons" 

(1986,180). Evaluation for the proposed lesson plans was 

suggested by Howard Gardner's work with perception, 

production, and reflection. 

The following lesson plans should be viewed as the 

beginning of a process, not the only way this class could 

be taught. The intent of these exercises is to generate 

ideas and explorations through inter-arts experiences and 

teaching techniques. 

Organization and Description of Lesson Plan 

Format 

Each lesson plan will be given a title in order to 

clarify a theme or idea for that particular section. 

Correspondingly, each lesson will be numbered so 

that the teacher can give the proper weight and 
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importance to the suggested sequencing of events. This 

will aid the instructor concerning certain lessons that 

should be repeated throughout the course of the semester 

or cover only a period of a day or week. 

The rationale for each lesson will be described in 

this section. Rationale can include origin of the 

exercise as well as underlying reason or purpose for the 

exercise. 

Further divisions of this purpose will be addressed 

using Barbara Clark's Optimizing Learning model (Clark, 

1986). 

The integrative Education Model uses data from such 
diverse fields as physics, psychology, and the 
neurosciences. The interactive system involves the 
learner's thoughts, feelings, senses, and 
intuitions. (26) 

The model utilizes the cognitive, intuitive, 

physical/sensing and affective modes of acquiring 

knowledge. Each aspect will be identified, so that 

conscious awareness of different modes of learning will 

be incorporated into the overall rationale and objective. 

The cognitive function includes "the thinking 

function," which "includes analyzing, problem solving, 

sequencing, evaluation and orienting spatially" (28). 

The intuitive "is a sense of total understanding. 

It involves gaining a concept in its whole, combining the 
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known and the unknown and it results from a high degree 

of brain function synthesis" (30). 

Physical/Sensing applies to "how our bodies and 

minds integrate sensory cues [and] determines how we 

perceive reality" (30). 

The affective describes "emotions [that] provide a 

gateway to enhance—or limit—higher cognitive function" 

(29) . 

In the next section, the art form addressed during 

the exercise will be identified using the following 

terminology: Theatre/Word/Action, Dance/Movement, 

Sound/Music, and Visual Arts/Image. These terms are 

compounded in such a way as to include the senses and 

further divisions that correspond to the art form. For 

instance, theatre can include dramatic text, poetry, 

literature, and video and film, as well as acting, 

directing, and technical production. This study, 

however, does not attempt to address all of these 

individual art forms on an equal basis. Nor does this 

study attempt to teach traditional skill development 

techniques with the individual disciplines. Although 

some technique will be acquired by the student in the 

process of working with the art form in question, 

technique and skill development will always be addressed 

in terms of exploration of the art form, developing finer 
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discriminations of hearing, seeing, touching, etc., 

rather than teaching specific skills such as playing an 

instrument. 

Further divisions will include: elements and 

principles of the art form, artists and art objects, 

periods and styles, theories of art, aesthetic qualities, 

and critical or historical perspectives. All of the 

above will not necessarily appear in every class. 

Specific objectives are addressed using a division 

between perceptions acquired by the student and the 

required product or assignment. "Perception means 

learning to see better, to hear better, to make finer 

discriminations, to see connections between things" 

(Brandt, 1988, 32), in contrast with the required product 

or assignment that is the physical and actual result of 

the process or perception. 

Materials and tools needed for the lesson will be 

identified for instructor use. This can include any 

audio-visual materials as well as drawing supplies and 

equipment used in the lesson. The presentation of the 

lesson will include the content of the lesson plan, 

usually the description of hands-on exercise developed 

for this course. 

A closure statement will tie up loose ends and give 

an overall focus and direction to the lesson. The 
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.on evaluation of the lesson refers back to the percepti. 

and production objectives to see whether objectives were 

met and by what means. 

An additional evaluation is described in the 

objective which deals with reflection. This segment asks 

such questions as, "What am I doing? Why am I doing it? 

What am I learning? What am I trying to achieve? Am I 

being successful? How can I revise my performance in a 

desirable way?" (Brandt, 1988, 32). 

A word of caution is strongly advised for use with 

the following exercises. They could possibly cause 

emotional or psychological damage to a student not able 

to adequately deal with the results. The exercises could 

verge on therapy if mishandled, and it should be noted 

that this is not the author's intent. The instructor in 

charge should always allow students to refrain from 

participation. What may seem like an innocuous activity 

to one may be highly volatile to another, especially when 

using these exercises with beginning level students. 

Lesson Plan 

Title of Lesson: Warm-up Exercises 

Lesson Number: (1-16) 

Rationale for this lesson: Paul Baker and Columbia 

College Interdisciplinary Arts Education program suggest 
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exercises such as these to develop physical and mental 

processes needed for creative problem solving. 

Relaxation, improvisation, free-writing, and guided 

imagery exercises are used to develop and stimulate 

creative activity. These exercises are taken from a 

variety of sources dealing with the study of theatre, 

dance, music, and visual arts. 

Purpose: 

Cognitive: Although these exercises are important and 

useful for development of concepts of relaxation methods, 

students will be encouraged not to "think" about 

exercises while working on them. 

Intuitive: The purpose of these exercises is to allow 

the student to trust his/her individual intuitive 

response to stimuli. 

Physical/Sensing: The student will develop use of the 

senses through integrated physical and mental exercise. 

Affective: The student will be encouraged to develop 

an emotional response to relaxation and improvisation 

exercises through imagination, memory, and 

empathetic work. 

During this lesson, students are to acquire information 

about the following: Theatre/Word/Action, 

Dance/Movement, Music/Sound, and Visual Arts/Image will 

all be addressed during the Warm-up exercises. 
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Objectives for this lesson: 

A. Perception objective: The student will develop a 

different way of perceiving one's self and others through 

spontaneous, physical and mental exercise. 

B. Production objective: The student will perform a 

series of physical and mental exercises. 

Time involved: Ten to fifteen minutes at the beginning 

of each class session will allow adequate time. 

Materials and tools needed: Tape recorder or compact 

disc player and music appropriate for the type of mood 

the leader would like to convey during the exercises are 

required. 

Presentation of the lesson: The instructor will need to 

act as a guide during the warm-up exercises. The 

instructor's body movement and tone of voice should model 

for the student the appropriate response. The instructor 

should also be prepared to give individual coaching when 

needed by specific students. 

The relaxation exercise begins with the instructor 

asking the students to lie on the floor on their backs 

and to find as comfortable a position as possible. Shoes 

should be removed, hands should be placed comfortably at 

sides, head and spine should be straight, and legs 

resting naturally without crossing them. At this time 

the student is instructed by the teacher to make a mental 
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note or "check" of how comfortable the student feels at 

this time before the exercise begins. Soft music may be 

used as background stimulation but is not required for 

relaxation to take place. The instructor might like to 

experiment with music and relaxation. 

The instructor then asks the student to turn his/her 

attention to the sound of the instructor's voice and to 

follow the instructor's commands. Before progressing 

with the exercise, it is a good idea to explain what will 

be asked of the student before beginning the exercise. 

The instructor begins the exercise by asking the 

student to tense the toes of the foot only. The rest of 

the body should remain as relaxed as possible, isolating 

tension in one part of the body at a time. The tension 

should build on each part of the body, such as toes, 

heels, ankles, and calves are held tense while the rest 

of the body remains relaxed. When the entire body is 

tense, the instructor asks the student to hold the 

tension for a count of three to four in the beginning, 

building to a count of nine to ten with later work. 

After holding the tension, the instructor gives an 

image to the student saying, "The tension is now leaving 

the forehead, the eyes, the nose, the lips, the chin, 

etc." The instruction for tension release should be much 

quicker and faster than those for tension building. 
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At the completion of the tension-relaxation segment 

of the exercise, the student is asked to "check" his/her 

body again and see if relaxation is greater than was 

previously registered. If there are areas still tense, 

the student should isolate those areas with tensing and 

relaxing. 

Next, the student is asked to imagine a beautiful, 

tranquil location, whether in the mountains or by the 

sea. The senses should be stimulated by statements, such 

as, "Feel the warm sun and delicate breeze on your body," 

or "Smell the pine forest and crisp air that whistles 

through the trees." 

The exercise is completed when the student is 

advised to begin moving to an upright position. This 

command should be given to the student before he actually 

begins the physical movement. To retain some of the 

relaxation in a standing position, the student should be 

instructed to command each part of his/her body to move 

and then follow through with the physical movement. For 

example, the student mentally says to himself, "Left arm 

move." He then moves his left arm. The student should 

also be instructed to roll over to one side and then pull 

the knees up under the body, trying to keep the head in a 

curled position until standing when the head will be the 

last part of the body in the upright position. 
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At this time further physical and vocal warm-ups 

found in most beginning acting texts may be utilized. 

Aerobic and yoga exercises are also beneficial. The 

point of the exercise, however, should be for development 

of imaginative dexterity rather than physical 

conditioning, although physical conditioning could be a 

by-product of this kind of work. 

A music and movement exercise can be utilized at 

this time. The instructor plays music on a tape recorder 

or CD player ranging from examples, such as Johann 

Sebastian Bach's Prelude and Fugue in F-Sharp Major to 

selections from La Traviata or popular music from Frank 

Sinatra. The music played by the instructor should be 

carefully selected. One student is selected to be the 

leader and stands in the center of the circle or in a 

visible location for all to see. The remaining students 

will follow the lead of the center person. The 

designated leader should be instructed to allow the 

characterization of the music to shape the movement. 

Physical exercises may come to mind and can be allowed, 

but the strength of the exercise is found in allowing the 

body to move instinctively to the music. The person in 

the center is allowed to change places with another 

member of class, who takes over as leader on a designated 

cue either by the student or teacher. (A similar 

114 



exercise is used by Dr. George Sorensen of Texas Tech 

University in Acting classes.) 

The free writing and drawing exercise consists of 

asking the students to free associate while writing on 

any topic, theme, or word chosen by the instructor. 

Respectively, the free drawing exercise asks the student 

to free associate and complete a simple line drawing 

given to the student. 

Guided imagery described by Beverly-Colleene Galyean 

in her article, "Guided Imagery in the Curriculum," 

requires the instructor to develop sensorial journeys 

into the imagination as introspection techniques. Guided 

imagery is used for relaxation and creative problem 

solving allowing the student to connect with a deeper 

sense of self. 

Usually utilized after preliminary warm-ups as 

described previously, the instructor asks the student to 

close his/her eyes and follow mentally the instructions 

given. The instructor tells a story which the student 

participates in through listening and imaging. The story 

should leave room for individual choice, such as, "You 

reach a room in the cave where a box is found. What is 

in it?" The journey described by the teacher is usually 

one filled with sense imagery, talking of a path that 

leads to a cave with choices and symbols found on the 
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way. "Symbols such as 'light,' 'fire,' 'gold,' 'wise 

persons,' and 'voyages to mountain tops, skies, and 

castles,' are often included in these images" (1983,57). 

Closure: The development of relaxation through 

improvisation leads to more familiarity and accessibility 

to the cognitive course material. Students should notice 

an increased awareness of self and others through this 

intuitive warm-up process. 

Evaluation of the lesson: 

A. Response objective: Did the student develop a 

new way to perceive self and others? The teacher will be 

able to evaluate progress by asking students through the 

journal process, observation of concentration and 

projection of self confidence over span of the course. 

B. Production objective: Did the student participate 

in a series of physical and mental exercises? Was the 

student invested in the exercise? 

Reflection: The students will record in their journal 

the feelings before and after the relaxation exercises. 

Through the course of the semester, the student will 

notice an increased intuitive, sensory, and effective 

awareness. 

Lesson Plan 

Title of Lesson: The visual image in the 20th century 
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Lesson Number: (1-16) 

Rationale for this lesson: Students must learn about the 

visual imagery of the twentieth century because the 

majority of visual art movements parallel significant 

movements in the other arts. Students also should be 

brought up-to-date on the contemporary art world and its 

impact on society today. The following unit was inspired 

by Dr. Gene Mittler and Dr. Lee Rigsby's fine arts 

classes as taught at Texas Tech University. 

Purpose: 

Cognitive: The student will be asked to identify 

elements and principles of visual art. Students will 

also identify aesthetic qualities of a painting, a piece 

of sculpture, an example of architecture, and/or a mixed 

media work. 

Intuitive: To launch discussion and analysis, the 

student will be asked to express an immediate response to 

various works of art. The student's unique experience as 

viewer will be incorporated into the class discussion as 

spontaneous impressions. 

Physical/Sensing: The student will develop a sense of 

what to look for in a painting. They should recognize 

ways that sound, touch, taste, smell, and kinesthetic 

muscle memory can be triggered by visual images. 

Affective: The student will recognize and gain an 

understanding of the personal expression of artists and 
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their work besides their own feelings as audience members 

of art works. 

During this lesson, students are to acquire information 

about the following: The visual arts/image as it 

reflects major philosophical and aesthetic movements that 

have influenced contemporary society. The student will 

study the elements and principles, artists and art 

objects, aesthetic qualities, and critical and historical 

operations of the visual arts in the twentieth century. 

Objectives for this lesson: 

A. Perception objective: Students will learn about 

artists, see paintings, pieces of sculpture, and examples 

of mixed media and multimedia of the twentieth century. 

B. Production objective: Students will identify 

critical and historical operations while viewing works of 

art. 

Time involved: Fifteen to twenty minutes during one 

class period per week. 

Materials needed for this lesson: Representative 

works of 20th century visual art movements to include but 

not limited to works from Impressionists, Expressionists, 

Cubists, Surrealists, Futurists, Abstract Impressionists, 

Minimalists, Pop-Art, Op-Art and Postmodernists. For 

example, in a section dealing with surrealism, painters 

and works representative of the period can be found in 
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The Arts: A History of Expression in the 20th Century 

(Tamplin, 1991), Arts, Ideas, and Civilization by Hobbes 

and Duncan, or any appropriate art history text. 

Slide examples of representative works could include: 

The Mystery and Melancholy of a Street by Giorgio de 

Chirico (Chirico, 1914), Soft Construction with Boiled 

Beans: Premonitions of Civil War by Salvador Dali 

(Dali, 1936), Harlequin's Carnival by Joan Miro (Miro, 

1925), Fugue in Red by Paul Klee (Klee, 1921), and La 

Carte Postal (The Postcard) by Rene Magritte (Magritte, 

1927) . 

Presentation of the lesson: Students will view five or 

six slides of visual art from the twentieth century at 

least once each week. Students should first view the 

slides and record personal observations and reactions in 

their journal. Then through discussion of critical and 

historical operations the student should develop a 

context for viewing the visual arts. The following 

consists of a "search strategy" developed by Gene Mittler 

that would be used to discuss critical and historical 

perspectives. 

1. How to look. (Involves the use of a "search 
strategy" consisting of the following four 
sequential steps.) 
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a. Literal qualities of a work of art— 
Is the piece an accurate depiction of subject 
matter? Does it remind us of what we 
see in the real world? 

b. Formal Qualities—How is the work of art 
organized—What elements and principles of art 
are used? Are they used effectively? 
Elements of Art: Color- intensity- value. 
Line, Shape/Form, Texture, Space 
Principles of Art: Balance, Variety, 
Contrast, Gradation, Movement-Rhythm, 
Repetition, Simplicity (or harmony), 
Proportion, Space 

c. Expressive Qualities—Does the work of art 
evoke a mood, feeling, or idea in us? Does it 
speak to us in an emotional or expressive way? 
Does it tell a story? 

d. Judgment—Taking the above information into 
consideration, in what areas does the work of 
art succeed or not? Can you defend your 
decision on whether a work of art is 
successful or not? (Mittler, 1991?) 

Closure: It is important for students to develop a 

personal understanding of the art of the twentieth 

century and its influence on society. 

Evaluation of the lesson: 

A. Perception objective: Were students exposed 

to artists and paintings, sculpture, mixed media and 

multi-media of the twentieth century? 

B. Production objective: Did students identify 

critical/historical operations while viewing a work of 

art? Written assignments will be required on specific 

works of art using the above "search strategy" during the 

course of the semester (Mittler, 1991?). 
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Reflection: The students should record in their 

notebook/journal observations and critical/historical 

judgments of works of art. 

Lesson Plan 

Title of Lesson: Criteria for student reviews of arts 

events and performances. 

Lesson Number: (1-16) 

Rationale for this lesson: Students should learn how to 

criticize a work of art, concert, or performance. 

Primarily, to give students the opportunity to be exposed 

to the arts and also to encourage enjoyment and 

appreciation of arts events and performances, 

Johann Wolfgang von Goethe gives simple and effective 

rules for criticizing a wide range of art works. 

During this lesson, students are to acquire information 

about the following: 

Theatre/Word/Action: Students will be provided the 

experience of attending a play and writing a critical 

review of the performance. 

Dance/Movement: Students will be provided the 

experience of attending a dance concert and writing a 

critical review of the performance. 
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Sound/Music: Students will be provided the experience 

of attending a music concert and writing a critical 

review of the perforaance. 

Visual Arts/Iaage: Students will be provided the 

experience of attending an art exhibit and writing a 

critical review of the event. 

Purpose: 

Cognitive: Students will learn identification and 

development about critical analysis of a work of art. 

The student must gain some idea of the principles of each 

art form. 

Intuitive: On the purely experiential level, the 

student will have first-hand exposure to the arts. If 

the exi>erience is a good one, it will encourage the 

beginnings of trust toward that particular art form. The 

student will be more inclined to participate in arts 

activities if there has been previous positive exposure 

to the arts. 

Physical/Sensing: The act of a live performance 

generates a completely different experience for the 

student as compared with a more passive experience, such 

as watching television. 

Affective; Close contact with other audience members 

at arts events will involve the student in expressive 
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feelings portrayed by the performer and experienced by 

the audience member. 

Objectives for this lesson: 

AL: Perception objective: In attempting to 

criticize/evaluate another's performance/work, the 

student will develop his/her awareness of the particular 

art form. 

B. Production objective: The student will write one 

review per art form for a total of four reviews per 

semester. This number may vary according to availability 

of performances. Television and film can be substituted 

for performances at the instructor's discretion. 

Time involved: Fifty minutes for the initial discussion 

of how to write the review followed by coaching sessions 

for later questions and problems. 

Materials and tools needed: Hand-out concerning Goethe's 

rules of criticism and application for individual art 

forms. 

Presentation of the lesson: The instructor should 

present material in lecture form using examples as 

needed. If a student has had no exposure to a specific 

art form, he/she should describe the event using a script 

or journalistic technique by which the student chronicles 

sense impressions and questions during the performance. 

Sometimes it is advantageous to ask an entire class to 
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attend the same performance and write a review/critique 

after the event with class discussion. 

The teacher will distribute to the student the 

following form for critiques of plays, concerts, art 

exhibits, films, and mixed-media. 

A. If you are viewing an art form with which you have 

some familiarity, use the following criticism outline in 

your paper. The author of this method of criticism is 

Johann Wolfgang von Goethe (1749-1832). 

1. What is the artist trying to do? 
2. How well has he/she done it? 
3. Is it worth the doing? 

What is the artist trying to do? Is the dramatist 
writing a farce, a melodrama, a tragedy, or a 
comedy? Is his goal sheer escape or would he teach 
us some great lesson? Is this purely a commercial 
venture or an effort at an artistic production? Are 
the actors attempting to create characters or to be 
themselves merely commenting on the role? What has 
the scenic artist, the costumer, the electrician, or 
the director had in mind? What is the over-all 
purpose of the production? These are facts. We may 
not agree with the goals or the artist's methods, 
but it is his inalienable right to express himself 
as he chooses. 

How well has he done it? This is the critic's 
opportunity to place his judgment on the degree of 
success the artist has attained in his efforts. 
Here we evaluate his technique, his methods, his 
success in attaining the goals he has set up for 
himself. We are now concerned with the over-all 
effectiveness of the work of each artist and of the 
whole production, and that effectiveness is measured 
by the principles that we have chosen to be the 
yardsticks of our knowledge. 

Is it worth the doing? Once again the goal of the 
artist is brought into focus, but now we raise the 
question of value in time and effort on the part of 
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both artist and viewer. A completely new approach 
or end may have been presented. The artist may or 
may not have succeeded in arriving at his goal. We, 
as the audience, must now say whether or not we feel 
the end or the means to that end were worth while, 
and our conclusions are opinions. (Wright, 1958,6-7) 

The above example cites dramatic criticism 

specifically. However, this critical model can be 

applied to visual arts, music, and dance with slight 

modification. 

Nana Shineflug, Movement/Dance instructor from 

Columbia College, Chicago, suggests reading history and 

criticism articles pertaining to the art form in question 

in preparation for writing reviews. She asks the 

following questions of a dance performance: 

1. What was the choreographer trying to do? 
2. What was the artist's agenda? 
3. What was their point of view? 
4. If it was successful, then why was it 

successful? paced well? why did it work for you? 
If it didn't work, why?--material already knew 
about? (Shineflug, 1993) 

B. If you are not familiar with the art form, feel free 

to use a scripting device where you journal or chronicle 

your thoughts, feelings, or questions as you watch, 

listen, or participate in the event. This technique 

requires you to take notes during the performance. 

Four critiques are required--choose two from a familiar 

art form—and two from an area with which you are less 

acquainted. 
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The critiques should be typed and at least two pages in 

length. Try to turn in critiques immediately after the 

event. 

Closure: The review of arts events or performances 

should generate honest inquiry into the art form in 

question. The exercise should not encourage students to 

talk as though knowledgeable about the art form before 

they have a firm grasp of the subject. 

Evaluation of the lesson: 

A. Perception objective: Did the student develop 

his/her awareness of the particular art form? 

B. Production objective: Did the student write one 

review per art form for a total of four reviews per 

semester? 

Reflection: Success of this unit will be reflected in 

the quality of work in the student reviews of the various 

arts events. 

Lesson Plan 

Title of Lesson: The senses and the fine arts. 

Lesson Number: (1-2) 

Rationale for this lesson: Students will be introduced 

to Paul Baker's Sensory Learning workshop and vocabulary 

of terms that include: shape, line, color, texture, 

rhythm, sound, space, movement, and light because the 
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senses and vocabulary of terms provide a bridge to begin 

discussing the arts individually and in relationship to 

each other. (See Appendix B) 

During this lesson, students are to acquire information 

about the following: 

Theatre/Word/Action: The principles and elements of 

theatre that incorporate the use of the senses of sight, 

sound, touch, smell, taste and kinesthetic movement. 

Dance/Movement: The principles and elements of dance 

that incorporate the use of the senses of sight, sound, 

touch, smell, taste and kinesthetic movement. Students 

should become more aware and sensitive to the use of the 

senses in learning and the arts. Students should also 

begin to identify their unique learning styles. 

Music/Sound: The principles and elements of music that 

incorporate the use and development of the sense of sound 

with secondary emphasis on touch and kinesthetic 

movement. 

Visual Arts/Image: The principles and elements of visual 

arts as they pertain to the use and development of the 

sense of sight with secondary emphasis on touch. 

Purpose: 

Cognitive: The student will identify each sense they 

experience along with facts they have acquired about 
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those senses. Students will decide which sense is most 

important to them. The elements of line, space, 

rhythm, texture, movement, color, sound, shape, and light 

will be explored together with discussion of the 

senses. Ways the senses and elements pertain to study of 

the fine arts will be addressed. 

Intuitive: The student will learn to trust the 

inner workings of his/her individual process developed 

from a study of the senses. 

Physical/Sensing: Actual physical contact with each 

sense should develop a psychomotor response that will 

increase sensitivity to each individual sense. 

Affective: Students will begin to shift into an 

increasingly emotional mode as they progress through 

exercises directed toward ways they respond to each sense 

experience. 

Objectives for this lesson: 

Perception objective: Students should become more 

aware and sensitive to the use of the senses in learning 

and the arts. Students should also begin to identify 

their unique learning styles. 

Production objective: Students should be able to 

identify and classify the senses in the order of 

personal importance. 
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Materials and tools needed for this lesson: A hand-out on 

the "Sensory Learning" workshop will be distributed to 

the students (see Appendix B). The sensory learning 

vocabulary will also be listed on the blackboard or on 

placards. The students will record observations in their 

journal. 

Presentation of the lesson: Seminar or small group 

discussions. It is important that all students receive 

the opportunity to explore the use of the senses and to 

identify the sense of most importance. 

Closure: The student needs to see how the senses shape 

learning and become an integral part of perception of the 

fine arts. 

Evaluation of the lesson: 

A. Perception objective: Did the students become more 

aware and sensitive to the use of the senses in learning 

and the arts? Could students identify their unique 

learning styles? 

B. Production Objective: Were students able to 

identify and classify the senses in the order of personal 

importance? Did the exercises change the students 

original perceptions of the importance of the senses? 

Reflection: Students should record exercises and 

personal observations about the study of the senses and 

the arts in their notebooks. 

129 



Lesson Plan 

Title of Lesson: Recurring Images 

Lesson Number: (2-3) 

Rationale for this lesson: The student learns to identify 

patterns, images, and issues common to the 

individual and raises the question of whether the 

student wants to continue making the same choices or 

make new ones in their work. This idea is from an 

exercise devised by the Columbia College's 

Interdisciplinary Inter-Arts Summer Workshop, 1993. The 

exercise consists of requesting that the student identify 

and bring to class an object from childhood and a current 

example of the student's work. 

Purpose: 

Cognitive: The students will be asked to identify and 

choose an object from their childhood and a piece of work 

that best describes them to the class. 

Intuitive: On some level the student must work from 

an intuitive sense of self. Whether the student makes a 

conscious choice or not, the student will find that the 

chosen object sheds meaning on the student's life. 

Physical/Sensing: It is important that the student 

brings the actual object chosen to class since it 

triggers emotional memory connected to that object. 
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Affective; The student will deal with the sense 

memory and emotion that are the basis for the 

individual's taste and personal attraction to a 

particular art form. 

During this lesson, students are to acquire information 

about the following: The assignment is open ended; so 

the student can respond to any of the given art forms of 

theatre, dance, music, visual arts or any combination of 

art forms. The subject matter will deal with 

autobiographical material and experiences with 

artistic expression. 

Objectives for this lesson: 

A. Perception objective: Students should begin to 

identify their individual talents and concerns. 

B. Production objective: The student is asked to 

bring an object from childhood along with an example of 

the student's current work. 

Time involved: Each student should be allowed a ten 

minute time period for class presentation. 

Materials and tools needed for this lesson: Students 

will record their self-observations in their journal. 

Presentation of the lesson: The student presents 

the object and current work to the class with a short 

statement about why the object is significant and how it 

relates to his/her present work. Often the instructor 
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should prompt the student to develop associations 

between past and present work. This exercise must be 

closely monitored. 

Closure: A discussion pertaining to artistic as well as 

life choices should ensue from the above mentioned 

exercise. Choice can refer to any decision taken in work 

or life which results in a different direction or change. 

Choices are made constantly on both the conscious and 

unconscious level. The purpose of identifying the 

individual and his/her relationship to art is to clarify 

choices the student makes. Only after the student gains 

self awareness can he/she decide to continue or try 

something else. For the beginning student, this exercise 

may identify the students' relationship to the arts. 

Other exercises that explore similar qualities can be 

used instead of the above. Such exercises include: Paul 

Baker's Play-Space exercise (see Appendix B) and the 

Sense Memory exercise described on page 134 of this 

study. 

Evaluation of the lesson: 

A. Perception objective: Did students begin to 

identify their individual talents and creative processes? 

B. Production objective: Did the student bring an 

object from childhood along with a current example of the 

student's work? 
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Reflection: In the student's journal, he/she should 

begin to identify the unique process that the student 

goes through when creating a project. The student should 

chronicle successes and failures in the daily work of 

writing in the notebook. 

Questions such as "Was this assignment meaningful to 

me?" "Did this assignment shed new light on what I need 

to work on in the future?" and "How do the arts influence 

my life?" could be addressed at this time. 

Lesson Plan 

Title of Lesson: Experiencing Dramatic Action in 

Theatre/Word/Action 

Lesson Number: (5-6-7) 

Rationale for this lesson: Improvisations dealing with 

sensory recall and dramatic action will prepare the 

student for the study of performance and written texts. 

Aristotle describes tragedy and, correspondingly, a play 

as "an imitation of an action" W.D. Ross (Ed.) 1966, 

(cited in Dickie, 1989, 36). Robert Benedetti takes 

Aristotle's definition one step further, when he 

describes the use of dramatic action for the actor. 

The arts are distinguished from each other by the 
materials they use. An organization of sounds may 
be music; an organization of words may be 
literature; an organization of line, mass, and 
color on a ground may be painting, and so on. The 
material that distinguishes drama is human action; 
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therefore, an organization of human action may be 
drama. 
Human action is the foundation of all drama. We 
must remember, though, that action, as we use the 
term, does not refer exclusively to events. The 
theatrical theorist Francis Fergusson described 
dramatic action this way: 

The word "action"—praxis—as Aristotle uses 
it in the Poetics, does not mean outward deeds 
or events, but something much more like "purpose" 
or "aim." Perhaps our word "motive" suggests 
most of its meaning . . . (cited in Benedetti, 
1981, 176) 

It was Constantin Stanlislavski who began using the 

term "action" in reference to the "acting process" 

(Benedetti, 1990, 97) . 

There are no physical actions divorced from some 
desire, some effort in some direction, some 
objective . . . Everything that happens on the stage 
has a definite purpose. Stanislavski, 1936 (cited 
in Benedetti, 1990, 97) 

"It is this Stanislavskian sense of action as a 

purposeful doing directed toward a specific objective" 

that will be used as a rationale for this exercise and 

study (Benedetti, 1990, 97). 

These exercises were taken from theatre 

improvisations developed by Dr. Lou Palter, California 

Institute of the Arts, Valencia, California (1994). It 

is a variation on Constantin Stanislavski's actor 

training program. 

During this lesson, students are to acquire information 

about the following: Elements and principles of the 

theatrical experience. Theatre/Word/Action will be 
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explored through discussion of improvisation, a 

discussion of aesthetic qualities and a written play 

analysis. 

Cognitive: After discussion and example, the student 

will gain some understanding of the elements that 

make up a theatrical event and an appreciation of 

dramatic action. 

Intuitive: Through improvisational work, the student 

will experience the spontaneity of the moment. Students 

may gain this insight individually during acting 

exercises, or collectively through audience 

participation. Either way the intuitive ability will be 

stimulated through performance. 

Physical/Sensing: Students will be involved with 

direct involvement with their senses during 

improvisational exercises. 

Affective: Students will explore their emotions to 

develop character study and improvisation. 

Objectives for this lesson: 

A. Perception objective: The student will have a 

theatre experience. They will have an experience as the 

actor, the audience, the playwright, and learn about 

dramatic action. 

B. Production objective: The students will 

participate in the following exercises: Sense memory-
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emotional recall. Fantasy exercise and Jump exercise. 

Materials and tools needed for this lesson: The student 

should record impressions and discoveries in their 

journal. 

Presentation of the lesson: The lesson will explore 

improvisation in the theatre. The key to these exercises 

is guiding the students away from superficial choices. 

The teacher must help the student through these exercises 

to guide them to seek specific details. For example, a 

student chooses to portray a jealous husband in an 

improvisation. A superficial choice would be to view the 

man only as "bad" or "mean" resulting in a 

characterization where the husband portrayed only rants 

and raves at the accused wife. A better choice would be 

to view the man as terrified of losing his wife because 

she appears so beautiful to him or to portray the man's 

deep fear that love means control, etc. Superficial 

choice usually means one sided or stereotyped. 

Stanislavski impresses upon the actor the use of "what 

if," meaning what if I played this character with this 

set of "given circumstances" (Stanislavski, 1936), what 

would be my reaction? With beginning actors, it is 

relatively easy to identify stereotypical 

characterization. People have a tendency to see the 
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world as black and white, especially when performing on 

stage in front of an audience. 

Dramatic action is then the relationship between 

characters and their wants and needs. Dramatic action 

can be identified by asking the question of any character 

at any moment in the scene or play, "What are you trying 

to do at this moment and to whom?" Answering questions 

such as this will help to understand dramatic action. 

Sense memory-emotional recall exercise: 

The sense memory or emotional recall exercise requires 

the student to recall an emotion memory taken from the 

student's life experience. The memory should be one from 

within the last year, so the memory is relatively recent. 

The selected memory should not deal with highly volatile 

or overly fearful situations, such as, death, car 

accidents, or any incident that caused the student undue 

anxiety. The purpose of the exercise is to experience 

the sensory stimulation that surround an emotion and 

demonstrate the tools and material the actor uses when 

creating a role. A common misconception of acting is the 

belief that actors use personal catastrophe as material 

for creating character. This exercise does not subscribe 

to this position. The purpose of the exercise is to 

reveal and clarify theatrical elements at work in the 

student's life. 
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The student should start the exercise by sitting in 

a comfortable position, in plain view of the rest of the 

class. The student may have a tendency to tell a story, 

like "From the time I was born my father was always after 

me to . . ." The student must be prompted throughout 

the performance to describe the details of the situation 

in terms of sense impressions. The student should give 

no background information. The teacher should guide the 

student to describe the experience in the present tense. 

The student should say, "I am sitting at a table covered 

with a loud, bright flowered print table cloth," or "I am 

standing in a doorway, etc." The opening statement 

should begin with "I am . . ., " and the memory should 

detail the sense impressions surrounding the incident. 

What did the student see, hear, smell, taste, touch, and 

feel? What time of day was it? What did the person look 

like that the student is talking to? Neither background 

information nor the ending of the story is important. 

The purpose of the exercise is to describe a situation 

that evoked an emotion by describing sense impressions 

associated with the moment. 

Evaluation of the success of this exercise can be 

done by the student and the audience. Usually if the 

student is not completely successful, the likely problem 

is that the attention to sensory detail was skipped in 

138 



favor of telling a good story. It will help if the 

student can distill a small space of time (five minutes 

or less) and describe the experience as if it were in 

slow motion. 

Fantasy exercise 

After the students have attained a sense of the 

emotional recall exercise, the teacher can introduce the 

fantasy exercise. The student should now have some idea 

of the attention to sensory detail and observation 

required to stimulate an actor in creating a role. As 

audience members, students also gain a sense of emotions 

clearly communicated as opposed to a performance that is 

unclear or unfocused. 

The same elements of sensorial detail apply to the 

fantasy exercise as to the emotion recall. The fantasy, 

however, is an incident that has not happened in real 

life. The fantasy is a more difficult exercise than 

emotional recall because attention to detail, that is the 

key to believability, is harder to imagine and evoke. 

Experimentation with fantasy work will give the student a 

good idea of the complexity of acting work. The actor 

must imagine himself/herself to be another person and 

create all the details of a fantasy life. 

The fantasy exercise is performed like the emotional 

recall exercise. The leader must constantly prompt the 
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student to focus on sensory details surrounding the 

fantasy. This exercise need not deal with "happy" 

situations, although students will lean toward this 

choice. The fantasy exercise is successful when the 

fantasy is taken for an emotional recall. 

Jump exercise 

The jump exercise is a theatre improvisation dealing 

with the dramatic action. One student invents a 

confrontational situation between two people, such as a 

father who has been notified of his son's dismissal from 

school for cheating, or a roommate who has discovered her 

roommate has stolen money, or a husband whose wife is 

having an affair. The student who develops the idea for 

the situation starts the improvisation by walking to the 

designated stage area and calling a fellow student into 

the scene. The "jump" occurs because the student called 

into the improvisation has no prior knowledge of the 

situation and must accept the premise given to him by the 

first actor and play the role accordingly. The second 

actor or one who is "jumped" must assume the role given 

to him by the first actor and play the opposing objective 

until the instructor decides that the scene should stop. 

The exercise is most difficult when one actor refuses to 

play the role assigned by the scene. Another pitfall 

arises when actors persist in only one approach to the 
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problem in the scene. With a few tries, students begin 

to realize that finding and playing contradictions in the 

character lead to more depth and increased dramatic 

development of the scene. The character with shades of 

grey is far more interesting to the audience than one who 

is all black or white. Beginning actors should take 

their time and allow the other person to work on their 

emotions. A mistake commonly made in this exercise is to 

think that the actors must be talking constantly. 

Another key is to concentrate on the relationship rather 

than the situation. The dramatic action exists between 

the characters in the confrontation over something of 

importance to each of them. The situation can be comic, 

but the relationship must remain serious in nature. 

Closure: In theatre, playwrights, actors, directors, and 

designers make specific choices to portray different 

kinds of characters. What kinds of choices are made in 

the other art forms? 

Evaluation of the lesson: 

A. Perception objective: Did the student have a 

theatre experience? Does he/she understand the actor— 

audience relationship? Can he/she identify the 

playwright, the setting, and dramatic action? 

B. Production: Did the students perform in one or 

more of the following improvisations: emotional recall, 
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fantasy, or jump exercises? Did the students achieve a 

satisfactory level of commitment during performance? 

Reflection: The student should record his/her theatre 

experiences and ways theatre affects his/her life in the 

journal. 

Lesson Plan 

Title of Lesson: The essence of the theatrical 

experience. 

Lesson Number: (8) 

Rationale for this lesson: Discussion of the essence of 

theatre and the essence of drama will generate a personal 

interest in developing the students' personal concept of 

theatre. After identification of the students' views of 

theatre and drama, theories of major practitioners in the 

field will be introduced to the students. The idea for 

this exercise was generated by Susanne Langer's 

description of the essence of the various art forms 

(Langer, 1953). In her article "Aesthetics Without 

Tears," Suzanne Cohan-Lange describes a similar approach 

to the study of the arts: "If we can put aside, for a 

moment, the insistence upon diving into formal aesthetics 

and begin instead with 'aesthetic questioning,' we may 

find an audience both willing and eager to follow" 

(Cohan-Lange, 1986?, 47). 
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During this lesson, students are to acquire information 

about the following: Aesthetic qualities, theories of 

art, theatre artists, and historical operations of 

Theatre/Word/Action. 

Purpose: 

Cognitive: Students will identify, describe, and 

define the essence of theatre and drama. Students will 

develop problem solving skills. 

Intuitive: In defining theatre, the student will use 

conjecture to gain insight. 

Physical/sensing: The students' personal definition 

of theatre and drama will be generated through life 

experiences emphasizing use of the senses. 

Affective: In defining theatre, the student will be 

encouraged to develop a deeper understanding of his/her 

relationship to theatre. 

Objectives for this lesson: 

A. Perception objective: The student will develop a 

deeper understanding of theatre. 

B. Production objective: The students will define 

the essence of theatre/drama and describe its essential 

elements and principles. 

Materials and tools needed: The teacher will provide a 

hand-out of theories and definitions of theatre and drama 
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to be passed out after discussion and definitions have 

been solicited from the class. 

Presentation of the lesson: It is important that all 

students develop their personal definition of the essence 

of theatre. If the class is large, small groups should 

be formed with a leader selected to report back to the 

whole class. After the class has discussed definitions, 

the instructor should introduce theories and definitions 

from philosophers and theatre artists. If possible, the 

instructor should print a handout for further discussion, 

in which student definitions appear beside famous quotes 

and definitions. 

The following is an example of the handout prepared 

after the discussion. 

THEATRE 

Tragedy is an imitation of an action 
The Poetics 
Aristotle—400 BC 

. . . the purpose of playing, whose end, both at the 
first and now, was and is to hold as 'twere the mirror up 
to Nature—to show Virtue her own feature, scorn her own 
image, and the very age and body of the time his form and 
pressure. 

Hamlet Act III sc.ii 22-28 
William Shakespeare 

Dramatic action is a semblance of action so constructed 
that a whole indivisible piece of virtual history is 
implicit in it. This constant illusion of an imminent 
future . . . form in suspense. Drama is essentially an 
enacted poem . . . 

Susanne K. Langer 

Feeling and Form 
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If anyone takes the theatre, as Peer Gynt did the onion, 
and tries to peel off its accretions one by one to get at 
the heart of what Theatre really is, he can easily. He 
will no doubt find that the most recent accretion is 
Scenery. Scenery is here today but was not there three 
hundred and fifty years ago. Thereafter, the peeling is 
progressively harder. Probably the Auditorium would be 
next to go; the theatre is then out-of-doors. Next might 
follow the Stage as a raised platform to act upon; take 
that away and the player is on the ground. Going 
relentlessly on, that player would next have to be 
stripped of his Costume and Mask. Remove these and there 
will probably fall apart two separate pieces, leaving 
nothing inside; those two pieces would be the Player and 
the Audience. Take these apart and you can have no 
theatre. 

Richard Southern 
The Seven Ages of 

Theatre 

Student Definitions: 

Theatre is a mirror that reflects the spirit of man. 
Matt 

Theatre is life magnified. It is emotion. It represents 
life. It is action and reaction. 

Vanessa 

Theatre is the stripping away of layers to reveal the 
inner workings of man (or woman). It gives insight into 
the meanings and patterns of human existence. Our ideas 
and dreams can become reality and we can become whatever 
we want to be. 

Brian 

Theatre is the heart of your imagination. 

Tamera 

Closure: The study of aesthetics can explain the 

opinions that we hold, largely unconscious, until they 

are examined. 

Evaluation of the lesson: 
A. Perception objective: Did the student develop a 

deeper understanding of theatre? 
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i-: Production objective: Did the students define the 

essence of theatre and drama and describe the essential 

elements and principles? 

Reflection: The students will record, in their 

notebooks/journals, their personal definitions of theatre 

along with classmates, scholars and theatre artists. 

Lesson Plan 

Title of Lesson: Introduction to Movement/Dance 

Lesson Number: (9-10) 

Rationale for this lesson: If students have the 

opportunity to view and experience the varied styles of 

dance, they will be enabled to identify and appreciate 

movement in their own lives. 

During this lesson, students are to acquire information 

about the following: Dancers and choreographers, periods 

and styles of dance/movement, and origins of 

dance/movement. 

Purpose: 

Cognitive: Students will be asked to list and respond 

to the material in the film. Dancing: Dancing in One 

World and Dancing: The Individual and Tradition. 

Intuitive: While viewing the film, students will 

draw upon intuition and make personal impressions. 
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Physical/Sensing: To observe and acquire information 

about the art of dance that uses the movements of the 

body to create personal and aesthetic expression. 

Affective: The student will come to an understanding 

of dance/movement by understanding the personal 

expression of the dancer and choreographer. 

Objectives for this lesson: 

A. Perception objective: Students will identify 

the necessity of movement in their own lives and as a 

basis for dance. 

B. Production objective: Students will watch the 

films. Dancing: Dancing in One World and Dancing: The 

Individual and Tradition, on the origins of cultural 

dance and the history of modern dance. 

Time involved: Two one-hour sessions. 

Materials and tools needed for this lesson: The film— 

Dancing: Dancing in One World and Dancing: The Individual 

and Tradition. 

Presentation of the Lesson: Students will be asked to 

record observations and questions that arise while 

watching the film. They should be encouraged to jot down 

all reactions, positive or negative. After the films are 

shown, the class should be encouraged to share reactions 

and to discuss material included in the films. 
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Closure: Movement is one of the first experiences that 

we all share as humans. Connection with our bodies is a 

necessary part of our lives as humans. 

Evaluation of the lesson: 

A. Response objective: Did students identify 

the necessity of movement in their own lives as well as 

the basis of dance? 

B. Production objective: Did students view the 

film Dancing: Dancing in One World and Dancing: The 

Individual and Tradition? 

Reflection: The students will record in their 

notebooks/journals their observations and insights about 

the film to be shared later in discussion. 

Lesson Plan 

Title of Lesson: The essence of Dance 

Lesson Number: (11) 

Rationale for this lesson: The discussion of the essence 

of dance will generate a personal interest in developing 

the students' own aesthetic of dance. After 

identification of the students' view of dance, theories 

and definitions by philosophers and major practitioners 

in the field will be introduced to the students. Susanne 

Langer's description of the essence of the various art 

forms (Langer, 1953) and Suzanne Cohan-Lange's "aesthetic 
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questioning" are the basis for this exercise (Cohan-Lange 

1986?, 47). The exercise is similar to the essence of 

theatre exercise described earlier. 

During this lesson, students are to acquire information 

about the following: aesthetic qualities, theories of 

dance, dancers and choreographers, and historical styles 

of Dance/Movement. 

Purpose: 

Cognitive: Students will identify, describe, and 

define the essence of dance/movement. This will enable 

students to develop problem solving techniques. 

Intuitive: In defining dance, the student will use 

conjecture to gain insight. 

Physical/sensing: The students' definition of 

dance/movement will be derived from life experiences 

developed through the exploration of kinesthetic memory. 

Affective: In defining dance, the student will 

develop an understanding of the personal expression 

involved in dance/movement. 

Objectives for this lesson: 

A. Perception objective: The student will develop a 

deeper understanding of looking at and talking about 

dance/movement. 
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B. Production objective: The students will define 

the essence of movement/dance and describe its essential 

elements and principles. 

Materials and tools needed: The teacher will prepare a 

hand-out of theories and definitions of dance/movement to 

be given to the class at the end of discussion. 

Presentation of the lesson: After students have 

discussed the film. Dancing, they should be asked to 

develop their own definition of the essence of dance. 

After the class has discussed their definitions, the 

instructor should introduce theories and definitions from 

philosophers and dance artists. The instructor should 

print a hand-out for further discussion where students' 

definitions appear beside famous quotes. 

The following is an example of the hand-out prepared 

after the discussion on dance/movement. 

DANCE 

To the question what is Dance or what is the essence of 
Dance? 

Dance- creates a world of power, made visible by the 
unbroken fabric of gesture . . . virtual gesture or 
power . . . 

Susanne K. Langer 
Problems of Art,1957 

Dance is a way of speaking without words . . . a 
language, a living poetry, a living history. Dance 
honors and renews tradition . . . 

Raoul Trujillo 
Dancing, 1993 
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The issues of dance are balance, clarity of purpose, 
precision, and ability to survive in a complex 
interactive society. This is the philosophy of 
government, the philosophy of human co-existence and this 
is epitomized in dance. 

Peter Sellars 
Dancing, 1993 

Student definitions: 

Dance expresses a feeling. 
Matt 

Dance uses the body to tell a story, express an emotion 
or feeling. 

Adam 

Dance is communication. 
Garrett 

Dance is movement through space. 
Tracy 

Dance is make-believe and childlike. 

Josh 

Closure: The study of aesthetics can explain the 

choices that we make and the opinions that we hold, which 

are largely unconscious unless they are examined. 

Evaluation of the lesson: 

A. Perception objective: Did the student develop a 

deeper understanding of dance/movement? 

B. Production objective: Did the students describe 

the essence of dance/movement and the essential 

elements and principles of dance? 

Reflection: The students will record, in their journals, 

their definitions of dance/movement along with 

definitions of classmates, scholars, dancers and 

choreographers. 
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Lesson Plan 

Title of Lesson: Exploring Dance/Movement 

Lesson Number: (11-12) 

Rationale for this lesson: Movement exercises can 

develop a better self-concept and movement potential for 

all students, regardless of body type or age. The 

following exercises are taken from First Steps in 

Creative Dance by Mary Joyce and from Nana Shineflug's 

class at Columbia College's summer workshop, 1993. 

During this lesson, students are to acguire information 

about the following: Elements and principles of 

dance/movement. The medium that will be explored is the 

expressive gesture of the human body. The student will 

begin to work with the rudiments of a dance vocabulary. 

Cognitive: The student will analyze and problem solve 

through movement and dance. 

Intuitive: Physical body exercise will allow for 

insightful response to activity or event. 

Physical/Sensing: Physical warm up and exercises 

will develop a kinesthetic response. In other words 

physical encounters should be pleasurable for the 

student and generate a different way of communicating and 

learning. 

Affective: Students will develop an understanding 

of the relationship between feelings and movements. 
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Objectives for this lesson: 

A. Perception objective: Students should identify 

movement and the necessity of it in their own lives. 

B. Production objective: The student will perform 

in a series of warm-up and beginning dance exercises. 

Materials and tools needed for this lesson: The teacher 

will distribute a handout on dance taken from Mary 

Joyce's First Steps in Teaching Creative Dance. A tape-

recorder/CD player is needed to provide music with a 

variety of musical styles and periods represented. 

Presentation of the lesson: A series of warm-up 

exercises will emphasize easy, natural movement with the 

body. This will be followed by a series of theatre games 

that encourage movement potential. The student will then 

be asked to choreograph his/her own dance with the "word 

to movement" exercise taken from Nana Shineflug and her 

work at Columbia College's Summer workshop. 

The following is an example of a hand-out on dance 

to be distributed to the student. 

ELEMENTS OF DANCE 

1. The Body 
Basic body elements include: 

Body parts—outer parts, such as head, 
shoulders, rib cage, hips, back, arms, hands, 
legs, and feet; and inner parts, such as heart, 
lungs, muscles, bones, and joints. 

Body moves— such as stretching and bending, 
twisting and circling, lifting, and collapsing, 
swinging, swaying, and shaking. 
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steps-- Because people have two feet, they can use 
them rhythmically and spatially to form eight basic 
steps. These are called locomotor steps because 
they carry the body from one place to another. They 
are: 

walk: a transfer from one foot to the other on 
the ground 

run: a transfer from one foot to the other off 
the ground 

leap: an extended run 

jump: taking off and landing on both feet 

hop: taking off and landing on the same foot 

skip: a step hop with an uneven beat 

gallop: a run with an uneven beat, accent up 

slide: a walk with an uneven beat accent down, 
lead foot sliding 

Can be organized as follows: 

walk, which leads to run and leap 

jump, which leads to hop and skip 

gallop, which leads to slide 

2. Space 

Even when a person is not moving, his body is 
making a shape in space, at a certain level. When he 
moves, that move has direction, size, focus, a place, and 
a pathway. These are the elements of space. 

3. Force 
All movement can be altered by changes in 

force. For instance, movements can be sharp or smooth, 
strong or light. Movement can be tight or loose. It can 
flow freely or be held in balance. These are elements of 
force. 

4. Time 
Movements have an underlying beat, or pulse. 

They may have an accent. (Although accent is actually a 
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force factor, it is so associated with time through music 
that it is here considered a time factor.) They always 
have a speed (fast or slow) and a duration (long or 
short). 

A combination of these elements of time produce a 
rhythmic pattern. 

Taken from Mary Joyce's First Steps in Teaching Creative 
Dance, 1973, 2-4. 

Mary Joyce suggests when teaching movement exercises 

to beginners that the teacher use language "images to 

lead to the understanding of movement," instead of 

dancing "about anger, oranges, arrows, or horses" (23). 

Thus, in the use of imagery there are three phases: 
1. Images that lead to movement: "Make your back 

round like a orange." 
2. Images that arise from movement: "You're in a 

round shape. What else do you know that's 
round?" 

3. Images as a basis for movement: "What kind of 
movement might an orange do? (24) 

To add structure to a lesson concerning the elements 

of movement, Mary Joyce describes a technique labeled 

"crossing over" where through question and suggestion, 

the instructor asks the student to move from exploration 

in one element to another. "If the element for the day 

is a body part, for example, find questions by crossing 

over to body moves and steps and to the remaining three 

elements: space, force, and time" (35). 

This "cross over" technique might also be used for 

moving from one art form to another at the instructor's 

discretion. 
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Theatre games using movement 

The clapping exercise is an improvisation where two 

students begin a scene by initiating some kind of 

physical movement, such as shaking hands and inquiring 

about the other's health, etc. The teacher will change 

the improvisation by clapping her hands, preferably when 

a different physical change has occurred. When the 

teacher has clapped, the students must immediately change 

the situation and characters with as little break as 

possible. The key to this exercise is to allow the 

physical position to trigger the actor's response. The 

students will no doubt feel unsure without a script; 

however, the more the students are encouraged to wait for 

the impulse of the scene through a pyscho-motor response, 

the more successful they will be in the scene. Fantasy 

and improbable situations should be encouraged, such as 

super-glue, aliens from outer space, and reversed gender 

roles. 

Word to Movement exercise. The students are asked 

to free write about a specific word, for example, the 

word "secretive." Free writing pertains to writing 

anything that comes to one's mind by free association, 

whether the structure is correct grammatically or not. 

For some it will be a string of words; for others it will 

be rhymed couplets. The important idea to get across is 
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to just write anything and everything during the time 

period of two to three minutes. At this time, the 

instructor tells the students to stop and to take one 

word from what they had previously written and to start 

free writing about that word, which usually takes the 

writing in an entirely different vein. After another 

time period of two to three minutes, the instructor again 

asks the students to stop and choose a third word from 

the second timed writing and to write again using this 

word as a theme. The final writing will be used as 

text/music for a movement piece choreographed and 

performed by the student. 

The students are paired into groups of two. While 

one student reads the writing, the other student (the one 

who wrote the piece) physically dances the words and 

works out the choreography for his/her performance. 

After five minutes, the first student has the second 

student read his/her piece, while he/she works out a 

movement piece to the words. The pieces are then 

performed in front of the class with the reader speaking 

the words, while the author of the words dances the 

meaning through movement. 

Evaluation of the lesson: 

A. Perception objective: Did students identify 

movement and the necessity of it in their own lives? 
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B. Production Objective! Did students commit to 

dance/movement exercises? 

Reflection: The student will record experiences of 

dance/movement exercises along with self-observation in 

journal. 

Lesson Plan 

Title of Lesson: Choreography in Movement/Dance 

Lesson Number: (13) 

Rationale for this lesson: If students are encouraged to 

experiment and choreograph their own movement pieces, 

however simple in design, they will be more likely to 

appreciate dance and movement. Movement can also be a 

source of development of a positive self-concept. The 

following exercises are based on ideas derived from 

Columbia College Interdisciplinary Arts program. 

Purpose: 

Cognitive: The student will develop problem solving 

techniques through analysis and evaluation of self-study 

in movement. 

Intuitive: The student will learn to trust inner 

resources of insight and intuition. 

Physical/Sensing: The student will use physical 

senses to create assignment, especially touch and 

kinesthetic memory. 
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Affective: The student will deepen his/her 

understanding of the personal expression of movement and 

dance. 

During this lesson, the students are to acguire 

information about the following: elements and principles 

of dance, and aesthetic qualities. 

Objectives for this lesson: 

A. Perception objective: The students will develop 

a deeper understanding of the personal expression of 

movement/dance. 

B. Production objective: The student will perform 

his/her movement/dance assignment. 

Time involved: Two class periods used for presentations. 

Presentation of the Lesson: The teacher should assign 

the exercise in order to give ample time for student 

preparation. Along with performing the assignment, the 

student will be requested to record in the journal the 

physical and mental process that the student used while 

preparing the assignment. 

The assignment consists of the student performing 

and choreographing a movement/dance piece based on the 

following excerpt from Nana Shineflug's interview in 

Appendix E. 

—They were asked to make a line on the floor, a 
visual line. Then they were asked to create a 
movement piece on that line, which had a visual 
dynamic. They had to draw it in color, draw it 
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in width, draw it in size and space—give it 
quality and texture and all the things the movement 
is going to have—so that you can actually have a 
visual score of movement work that you can read 
linearly—you can sing it—you can do everything 
with it. It is representative of this single idea 
you came up with. 
I give them limitations which once again keep 
their minds busy, like you have to go fast and slow, 
high and low, and you have to stop and say 
something. So they also were starting to bring 
text into it. I won't let them use text that has 
any meaning but they just try to well up words. 
Try to say the word that comes into your being 
without thinking about it before you say it. 

The exercise is abstract in design in order to encourage 

creative thinking and problem solving. The movement can 

be literal or metaphorical. Music is not suggested. 

Another exercise that may be attempted at the 

instructor's discretion would be to have the students 

choreograph a movement/dance piece using their 

autobiography as content for the work. This is 

discouraged, however, in the beginning stages because 

"you run the risk of getting work that is too obscure" 

(Shineflug, 1993). 

Closure: The problem becomes how do we critique these 

movement pieces. Do we need to devise a vocabulary of 

movement or can we use some terms that are common to all 

the arts? 

Evaluation of objectives: 

A. Perception objective: Did the students develop 

a deeper understanding of the personal expression of 

movement/dance? 

160 



B_: Production objective: Did the student perform 

his/her movement/dance assignment? 

Reflection: The students will critique their own work, 

as well the pieces performed by fellow students. The 

discussion and journal entries will reflect the process 

as well as the performance. Self and peer evaluation 

will be included in the journal. 

Lesson Plan 

Title of Lesson: Exploring Sound/Music 

Lesson Number: (14-15) 

Rationale for this lesson: R. Murray Schafer's Creative 

Music Education: A Handbook for the Modern Music Teacher 

gives rationale for this lesson when he states, "As a 

practising musician I have come to realize that one 

learns about sound only by making sound" (49). 

During this lesson, students are to acquire information 

about the following: Aesthetic qualities, musicians and 

composers, and elements/principles of Sound/Music. 

Purpose: 

Cognitive: Students will be asked to examine and 

analyze music making and its elements and principles. 

Intuitive: Students will develop intuitive knowledge 

by experiment and conjecture. 
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Physical/sensing: The hands-on exercises with sound 

incorporate use of the senses and will encourage 

discriminating listening. 

Affective: To develop deeper understanding of the 

personal expression of music. 

Objectives for this lesson: 

A. Perception objective: The students will have an 

understanding of how music works. 

B. Production objective: The students will 

participate in sound/music exercises. 

Materials and tools needed: Paper and pencil. 

Presentation of lesson: The instructor should acquaint 

the students with the exercises either by writing the 

element that will be studied on the board or by a hand

out passed out before each exercise begins. The 

environment for the exercises should be as informal and 

non-threatening as possible. The emphasis should be 

placed on experiencing music rather than teaching musical 

technique. 

The following is taken from R. Murray Schafer's 

Creative Music Education: A Handbook for the Modern 

Music Teacher and was designed for an experimental music 

course entitled "Ear Cleaning" (49). The author of this 

study will take liberally from this text, and the reader 
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should be advised to read Schafer's book for a more 

detailed background study. 

NOISE 

Where should we begin? 
We can begin anywhere. It is often useful to 
examine a negative in order to see the positive 
clearly. The negative of musical sound is noise 
sound. 
Noise is undesirable sound. 
Noise is the static on a telephone or the unwrapping 
of candies during Beethoven. 
There is no other way to define it. Sometimes 
dissonance is called noise, and to timid ears this 
may be so. But consonance and dissonance are 
relative and subjective terms. A dissonance for one 
age, generation, individual, may be a consonance 
for another age, generation, individual. (50) 

3. The following text is to be read by a student at 
the front of the class in a normal voice. During 
the reading the teacher cues the class periodically 
to smother the reader with bursts of noise (roars, 
whistlings, hissings, gurglings, screams, 
shufflings, laughter, applause, etc.). 

My voice will at times be smothered by noises 
which are louder and more chaotic than my reading. 
At other times this noise will cease and my voice 
will be heard as the only sound in the room. The 
sound the others are making is noise because it is 
undesirable to a true comprehension of my 
reading. This is why at plays, poetry readings, 
concerts and lectures, the audience is asked to 
sit quietly. 

4. Take the noise inserts alone in a new context. 
They are now to represent a rowdy crowd, say during 
one of the scenes of Shakespeare's Coriolanus. Are 
they still noise? 

6. Listen to the recordings of John Cage reading 
his lectures on "Indeterminacy" (Folkways Records). 
Question: Are the sounds accompanying his voice 
sometimes noise, always noise, or never noise? (51) 
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SILENCE—Ask students to take out a sheet of paper 

and begin listing all sounds that they hear. (53) 

TONE— "The tone cuts silence with its vibrant 

life" (54). Exercise consists of giving the class a 

single tone. "How expressive can a one-tone composition 

be made merely by punctuating it with silence? The tone 

may be short or long, repeated rhythmically or 

arhythmically. Different students are asked to conduct" 

(54) . 

TIMBRE—"tone color—overtone structure. If a 

trumpet, a clarinet, and a violin all play the same tone, 

timbre is what makes trumpetness, clarinetness, and 

violinness" (56). 

Exercises 
1. A problem: Given one tone and the following 
text how do we make the text itself an example of 
the condition it is describing? 

"Timbre is the tone color of the note" 
4. Name some instruments with a warm tone color. 
Name some with a cool tone color. Any difference of 
opinion? 
5. The writer H. L. Mencken once described the 
music of Debussy as "a beautiful girl with one green 
eye and one blue eye." Do any composers suggest any 
particular colors to you? Why do you think this 
should be? (56-57) 

AMPLITUDE— loud and soft. Schafer likens amplitude 

to perspective drawing in the visual arts (58) . 

"Does a loud sound imply any special movement, either in 

on the listener or down as if by the pull of gravity or 

in on itself?" (58) 
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Exercise 
1. Take a single tone. Appoint a student conductor. 
The conductor works out hand signals to indicate to 
the class the different dynamic qualities of tone 
desired. By means of dynamic shading--loud, soft, 
slow or rapid growth and decay, rapid changes, echo 
effects, etc.—the conductor shapes the tone 
creatively. (58-59) 

MELODY--"A melody to paraphrase Paul Klee, is like 

taking a tone for a walk. To achieve melody we must move 

the tone to different altitudes (frequencies). This is 

called changing the pitch" (61). 

Exercises 
2. Individual [or small groups of] students are 
asked to improvise, vocally or instrumentally free 
melodies suggested by the following words: (1) high 
swinging, (2) deep and sad, (3) light tripping, (4) 
"that strain . . . had a dying fall," (5) cold 
getting warmer, (6) agony to laughter, (7) heavy to 
light, (8) it flees into the distance, (9) thick, 
(10) help! Analyze the characteristics of the 
different melodies produced. 

TEXTURE—"The texture produced by a dialogue of 
lines is called counterpoint . . . Many musical 
lines in combination (say 40) produce a dense 
texture (solid mass). You do not hear very much 
detail in such a texture. Few lines (say 2) produce 
a clear texture--like a Matisse drawing. 
Exercises 
1. The class is asked: If we wanted to produce the 
most opaque texture possible, how would we do it? 
2. And the most transparent texture possible? (65) 

RHYTHM—Rhythm is direction. Rhythm says: "I am 
here and I want to go there.". . . Originally 
"rhythm" and "river" were etymologically related 
suggesting more the motion of a journey than its 
division into articulation. 
In its broadest sense rhythm divides the whole 
into parts. Rhythm articulates a journey like 
footsteps (dividing the whole walk into parts or 
any other arbitrary division of the journey. "Rhythm 
is form cut into time as design is determined 
space." (Ezra Pound) (66) 
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Evaluation of the lesson: 

hjt Perception objective: Did the students develop 

some understanding of how music works? 

B. Production objective: Did the students 

participate in sound/music exercises? 

Reflection: The student will record in his/her journal 

the results of experiments performed with Sound/Music. 

Did the exercises generate any new thinking about 

sound/music? 

Lesson Plan 

Title of Lesson: The essence of music 

Lesson Number: (16) 

Rationale for this lesson: The discussion of the essence 

of music will generate a personal interest in developing 

the students' own aesthetic of music. After 

identification of the student's view of music, theories 

and definitions by philosophers and major practitioners 

in the field will be introduced to the students. Susanne 

Langer's description of the essence of the various art 

forms (Langer, 1953) and Suzanne Cohan-Lange's "aesthetic 

questioning" are the basis for this exercise (Cohan-Lange 

1986?, 47). The exercise is similar to the essence of 

theatre exercise described earlier. 
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During this lesson, students are to acquire information 

about the following: aesthetic qualities, theories of 

music, musicians and composers, and historical styles of 

Sound/Music. 

Purpose: 

Cognitive: Students will identify, describe, and 

define the essence of sound/music. This will enable 

students to develop problem solving techniques. 

Intuitive; In defining music, the student will use 

conjecture to gain insight. 

Physical/sensing: The students' definitions of 

sound/music will be derived from life experiences 

developed through the exploration of kinesthetic hearing 

memory. 

Affective: In defining music, the student will 

develop an understanding of the personal expression 

involved in sound/music. 

Objectives for this lesson: 

A. Perception objective: The student will develop a 

deeper understanding of listening to and discussing 

sound/music. 

B. Production objective: The students will define 

the essence of sound/music and describe its essential 

elements and principles. 
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Materials and tools needed: The teacher will prepare a 

handout of theories and definitions of sound/music to be 

given to the class at the end of discussion. 

Presentation of the lesson: After experimentation with 

the exercises in the previous lesson plan, the student 

will be asked to come up with their own definition of 

music. This corresponds to previous "aesthetic 

questioning" with theatre and dance. 

After the class has discussed their definitions, the 

instructor should introduce theories and definitions from 

philosophers and music artists. The instructor should 

print a hand-out for further discussion where students' 

definitions appear beside famous quotes. 

The following is an example of the hand-out prepared 

after the discussion on music/sound. 

Music/Sound 

Music: Art of combining sounds with a view to beauty of 
form and expression of emotions; sounds so produced; 
pleasant sound, e.g., song of a bird, murmur of a brook, 
cry of hounds. 

The Concise Oxford Dictionary, Fourth Edition, 
1956 

Music— sounds, sounds around us whether we're in or out 
of concert halls. 

John Cage 

Sounding forms in motion... Eduard Hanslick 

Our interest in music arises from its intimate relation 
to the all important life of feeling . . . the function 
of music . . . [and all art] is the creation of forms 
symbolic of human feeling. All music creates an order of 
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virtual time, in which its sonorous forms move in 
relation to each other... 

Susanne Langer 
Feeling and Form 

Student definitions: 

Music—anything that deals with sound. What is music to 
one person may only be distracting horrible noise to 
another. It amazes me that talented people can take 
everyday common sounds, combine them with others for a 
totally new take on what we consider "music" as a 
society. 

Adam 

Music is a compilation of sound and silence in fairly 
close proximity. Whether obvious or not, rhythm is 
always a part of it. What one calls music is very 
subjective and personal. 

Tracy 

Music: loud bold sounds, soft quiet ones. Emotions are 
in every ounce of music and sounds make musicians, 
actors, and dancers bring new ideas and feelings to 
themselves and their audiences. 

Jennifer 

Music—rhythmic sound is an expression of the soul. 
Tamera 

Music--A sound or group of sounds which express an idea, 
vision, or mood (feeling or emotion) combined or placed 
to capture the attention of the auditory state. 

Garrett 

Music—Sound and rhythm put together. 

Josh 

Closure: The study of aesthetics can explain the 

choices that we make and the opinions that we hold, that 

are largely unconscious unless they are examined. 

Evaluation of the lesson: 

A. Perception objective: Did the student develop a 

deeper understanding of sound/music? 
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^ Production objective: Did the students describe 

the essence of sound/music and the essential elements and 

principles of music? 

Reflection: The students will record, in their journals, 

their definitions of sound/music along with definitions 

of classmates, scholars, musicians and composers. 

Lesson Plan 

Title of Lesson: Movement to Music 

Lesson Number: (17) 

Rationale for this lesson: In order for the student to 

actively explore music, he/she should be physically 

involved with the sound/music. Based on exercises used 

by Dr. William Westney at Texas Tech University that use 

movement to explore music. 

Purpose: 

Cognitive: The students will engage their mental 

faculties of analysis and evaluation by means of physical 

movement/gesture. 

Intuitive: The students will allow themselves to 

explore the spontaneous sensations that happen when they 

listen to music. 

Physical/sensing: The students will combine the 

senses of hearing, touch, and kinesthetic memory as they 

move to music. 
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Affective: The students will reach a deeper level of 

personal understanding with the music. 

During this lesson, students are to acquire information 

about the following: Sound/Music, elements and 

principles of music, and composers and musicians. 

Objectives of the lesson: 

A. Perception objective: The students will develop 

a deeper understanding of music, as well as become more 

discriminating listeners. 

B. Production objective: The students will perform 

the movement to music exercise. 

Materials and tools needed: A supply of varying types 

and styles of music chosen specifically to stimulate 

different kinds and styles of movement. For example. 

Sonata Op. 53 in C Major ("Waldenstein") by Ludwig von 

Beethoven, "Your Cheatin Heart" by Hank Williams, 

Messiaen's Ouatuor Pour La Fin Du Temps and/or songs from 

Kurt Weill's Three Pennv Opera. 

Presentation of the lesson: The instructor sets the tone 

for the exercise by explaining what will take place. The 

teacher will have the class form a circle. First, the 

teacher gives a small ball or object to a member of the 

circle. The student with the object is instructed to 

give the object to the person on his right and so on 

around the circle in response to what the music "tells" 

171 



him or her what to do. In other words, the feeling, the 

rhythms, etc., of the music should dictate how the person 

gives the object to the person next to him/her. This 

exercise should be viewed seriously by the participant 

but also with an attitude of child-like play. The music 

will change periodically and the gestures should change 

along with it. 

The next part of the exercise asks that there be one 

student who will stand in the center of the circle and 

move freely to the music while the others follow his/her 

lead. This is a somewhat harder task because it will 

often take the form of aerobic exercise. Again the 

objective should be reinforced that the purpose of the 

exercise is to allow the body to respond to movement and 

not to pre-plan the moves. 

After the exercise has been completed with varied 

types of music, a discussion should find ways to describe 

the music that has been played. Perhaps, some musical 

passages will be played again and discussed more fully. 

Evaluation of the lesson: 

A. Perception objective: Did the students develop 

a deeper understanding of music, as well as become more 

discriminating listeners? 

B. Production objective: Did the students perform 

the movement to music exercise? 
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Reflection: The students will participate in class 

discussion as well ^s record observations and insights in 

their journals. 

Lesson Plan 

Title of Lesson: Rhythm Exercise/Sound Autobiography 

Lesson Number: (18) 

Rationale for lesson: The student must experience sound 

and rhythm from within before he/she can comprehend the 

organization of sound in music. This study uses Paul 

Baker's rhythm exercise and found sound autobiography 

taken from Columbia College, Chicago. 

Purpose: 

Cognitive: The student will develop problem solving 

techniques through analysis and evaluation of rhythm and 

found sound compositions. 

Intuitive: The student will learn to trust inner 

resources of insight and intuition. 

Physical/Sensing: The student will use physical 

senses to create assignment, especially sound and touch. 

Affective: The student will deepen his/her 

understanding of the personal expression of sound and 

music. 
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During this lesson, the students are to acquire 

information about the following: elements and principles 

of music, and experimentation with the medium of sound. 

Objectives for this lesson: 

A. Perception objective: The students will develop 

a deeper understanding of the personal expression of 

sound/music. 

B. Production objective: The student will perform 

rhythm characterization or autobiography in sound/music 

assignment. 

Time involved: Two class periods used for presentations. 

Presentation of the lesson: An assignment is given with 

ample time for preparation. Two exercises are offered 

here. One or the other may be assigned or the student 

may have his/her choice of assignments. 

The rhythm exercise is taken from Paul Baker's work 

(Baker, 1993a) . The student is asked to write down a 

descriptive characterization of a person they know very 

well who is an adult, over the age of 21. Then, with the 

information written about his/her subject, the student 

will translate this information into a rhythm piece. The 

student may clap out the rhythm or use any variation such 

as drumsticks, etc. 

Perhaps the following question will aid you in 
developing your power of observation: 
Physically, how does your subject move? Is the 
movement fast or slow? In terms of high tension 
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and low tension, is there nice balance to the 
movement, or is it chopped up? Is it erratic? 
In your study, determine if what you see is an 
overall basic rhythm or just momentary tension. 
Ask yourself if the person is a good athlete. Does 
he or she have strength in the body or is the body 
just around to house the insides without making 
any physical statement? You are going to have to 
know the person quite well. 
Next, examine the person's philosophies. What do 
you think are his/her basic ideas about life? What 
makes the person tick? What do they believe in very 
strongly? What areas of endeavor have they 
dedicated their lives to and why? What do they feel 
about their families, about the establishment? What 
is the profession of your subject? Does he have a 
physical action which he performs or does he sit and 
administrate? What does he/she do for fun? Does 
the person hunt or fish? How is leisure time spent? 
What attitude does your subject have about 
recreation? (Baker, 1993a, 39) 

The autobiography in sound is taken from an article 

written about the Columbia College Interdisciplinary Arts 

program where Jeff Abel, Sound/Music instructor, 

describes the exercise. The author of this study 

has taken the idea and provided the parameters for 

assignment purposes. 

The sound/movement autobiography exercise asks the 

student to prepare a piece using found sound to describe 

events/feelings which have occurred in the student's 

life. The purpose is not to find a piece of music and to 

bring it to class saying, "This is exactly how I feel." 

The found sound can be recorded on a tape player and 

played in class or performed by the student live. 

Closure: The problem becomes how do we critique these 
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sound pieces. Do we need to devise a vocabulary of sound 

or can we use terms that are common to all the arts? 

Evaluation of objectives: 

A-: Perception objective: Did the students develop 

a deeper understanding of the personal expression of 

sound/music? 

i-: Production objective: Did the student perform 

the assignment of either a rhythm characterization or 

autobiography in sound/music? 

Reflection: The students will critique their own work, 

as well as the pieces performed by fellow students. The 

discussion and journal entries will reflect the process 

as well as the performance. Self and peer evaluations 

will be included in the journal. 

Lesson Plan 

Title of Lesson: A Different Way of Seeing 

Lesson Number: (19) 

Rationale for this lesson: Betty Edward's describes her 

rationale for learning to draw in Drawing on the Right 

Side of the Brain. 

I am going to teach you how to draw, but drawing is 
only the means, not the end. . . By learning to draw 
you will learn to see differently and, as the artist 
Rodin lyrically states, to become a confidant of the 
natural world, to awaken your eye to the lovely 
language of forms, to express yourself in that 
language. . . The multiple effects of the exercises 
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in this book are intended to enhance your confidence 
in decision making and problem solving. (5) 

Purpose: 

Cognitive: The following exercises will engage the 

student in creative problem solving using the skills of 

drawing that have been associated with right brain 

functions. Although recent studies have shown the 

cognitive process to exist in both hemispheres of the 

brain simultaneously. 

Intuitive: Betty Edwards contends that learning to 

draw can connect the individual with his/her intuitive 

process. 

Physical/Sensing: Through the process of drawing, the 

student will learn to use his/her senses in a different 

way. 

Affective: The student will use feelings and emotion 

while learning to draw. 

During this lesson, students are to acquire information 

about the following: elements and principles of visual 

arts. 

Objectives for this lesson: 

A. Perception objective: Did the student learn to 

see in a different way than he/she had previously 

experienced? 

B. Production objective: Did the student participate 

in the drawing exercises? 
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Time involved: Three to four class periods. 

Materials and tools needed: Paper and pencil, magazines 

and print material with visuals. 

Presentation of the lesson: The following exercises are 

taken from Betty Edwards' Drawing on the Right Side of 

the Brain and Drawing on the Artist Within. 

Edwards suggests that the student draw the following 

exercises and use the drawings as a control group for 

evaluating later progress. 

Each drawing may take ten, fifteen, or twenty 
minutes, or longer if you wish. Be sure to date the 
drawings, as they will provide a record of your 
present level of drawing skill. 
Drawing one: Draw a picture of a person without 

looking at anyone. There are no specific directions 
for this drawing, only the general direction to 
"draw a person." 
Drawing two: Draw a picture of someone—the head 

only. Draw someone watching TV or sleeping, or draw 
yourself by looking in a mirror. Do not use a 
photograph. 
Drawing three: Draw a picture of your own hand. 

If you are right-handed, draw your left hand in 
whatever position you choose. If you are left-
handed, draw your right hand. 
Drawing four: Draw a picture of a chair by 

looking at a real chair, not a photograph. 
After you finish: On the back of each drawing, 
write your assessment of the drawing—what is 
pleasing to you and displeasing to you about 
each drawing. These comments will be interesting 
to you at the end of the set of exercises. (1979,10) 

Edwards suggests that the student who is overly 

anxious should get connected with the drawing paper by 

drawing bold lines that extend out and go around the 

edges of the paper. Then vertical and horizontal lines 
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can be added to fill in and cross over others. The lines 

can be darkened for emphasis; the important thing is that 

the student play with the patterns. "Invent the moves 

as you go along, knowing that you create the line and 

that the line, the paper, and the shapes you make will 

lead you naturally into your next move" (1979, 14). Try 

as many sheets as time permits. 

Although recent research has brought some of the 

certitude of Left Brain—Right Brain into question, the 

comparison of Left-Mode and Right-Mode characteristics is 

part of the learning technique advocated by Edwards and 

needs to be discussed. 

The Left-Mode is usually associated with 

characteristics such as verbal, analytic, symbolic, 

abstract, temporal, rational, digital, logical and 

linear. The Right-Mode is usually associated with 

non-verbal, synthetic, concrete, analogic, nontemporal, 

nonrational, spatial, intuitive, and holistic (1979,40). 

To show the shift from Left-Mode to Right-Mode, and 

also to show the student his/her innate ability to draw, 

Edwards suggests drawing a well known painting or sketch 

up-side down. Edwards gives some examples of drawings 

that can be used that include Pablo Picasso's Portrait of 

Igor Stravinsky, 1920 (1979,52) and Portrait of Leon 

Bakst, 1922 (1986,24) plus The Study of a Nude by Peter 
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Paul Reubens (1986,28) and Odalisque with a Moorish Chair 

by Henri Matisse (1986,29). 

Please read all of the instructions before you begin 
your drawing: 
1. Use a pencil to draw with—any ordinary pencil 
will do. Keep an eraser handy. 
2. Use a piece of typing paper or plain bond paper. 
3. You may copy the drawing the same size as shown 
[in the figure], or larger, or smaller—whatever 
size you wish. Your copy, of course will be upside 
down. 
4. You may start the drawing at whatever point you 
wish. Since the parts all fit together, there is no 
special sequence—no "first things first, second 
things second." R-mode can start anywhere, skip 
around if it wishes, and end up back where it 
started. You may, however, decide to start at the 
top of the upside-down image and work down from 
there; but in any case, I recommend working from 
line to adjacent line and from line to adjacent 
space. 

5. If you talk to yourself at all, speak only of 
relationships and of how things fit together. For 
example, what is the angle of this line relative 
to the edge of the paper? Relative to the first 
line, what is the angle of that next line? Relative 
to the whole width of (say) the top edge of the 
paper, how far over is this curve? What is the 
shape of this open space? Don't make it hard for 
yourself by saying anything negative (for example, 
"This will be hard," or "I was never good at " ) . 
Just go right on drawing, checking angles and curves 
relative to the edges of the paper, and placing 
shapes relative to each other. 
6. You might compare different points on the 
drawing: by dropping an imaginary line (parallel to 
an edge of the paper) from one point to another, 
. . . The parts will fit together like a jigsaw 
puzzle, and you may find yourself becoming 
interested in seeing how it all goes together so 
(visually) logically. 
7. If possible, try to take note of what goes on 
in your brain during the upside-down drawing. Try 
to notice your state (or states) of mind. And most 
important, be observant of your reaction at the 
moment when you've finished and turn the drawing 
right-side up. 
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8. Find a quiet place to draw where no one will 
interrupt you. You will need twenty minutes or so 
to complete this drawing. Some individuals draw 
more rapidly, some more slowly. Both are valued, 
one not more than the other. 

Start your drawing now. 

Visual language exercise 

Edwards suggest experimenting with a "visual 

language" (1986, 66). Edwards advises that all written 

instructions for a given exercise be read completely 

before the exercise begins. 

1. Divide a sheet of typing paper into eight 
sections by folding it in half, then in half again, 
then in half a third time. . . 
2. Number each section, 1 through 8, across the 
page. . . placing the number at the bottom of each 
section. 
3. Label each section . . . with the following words 
that "stand for" (in the L-mode sense) human 
characteristics or emotional states: 1. Anger 2. Joy 
3. Peacefulness (or tranquility) 4. Depression 
5. Human Energy (or Power) 6. Femininity 7. Illness 
8. (This one is your choice-any human trait, 
quality, condition, or emotion. A few that come to 
mind: masculinity, loneliness, jealousy, anxiety, 
hysteria, hopefulness, guilt, ecstasy, love, hatred, 
adoration, fear.) (Edwards, 1986, 66) 

Edwards emphasizes there is no "right" or "wrong," 

"good" or "bad" about these drawings (1986, 66). The 

student should use a pencil rather than a pen. The 

drawings may use any number of lines or shapes. "But 

there is one definite restriction (and only one): you 

must not draw any pictures whatsoever or use any symbols 

at all" (1986,67) . 

The best way to do this exercise, I have found with 
my students, is as follows: 
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Read the word labeling the first rectangle: 
Anger. Think back to the last time you were really 
angry. Without using words at all, even to label 
the event or the reason for your anger, feel within 
yourself what that anger was like. Imagine you are 
feeling the emotion again, that it flows first from 
deep inside, then into your arm, down into your 
hand, and into the pencil, where it emerges from the 
point of the pencil to record itself in marks that 
are equivalent to the feeling—marks that look like 
the felt emotion. The marks need not be done all 
at once, but can be adjusted, changed, erased if 
necessary in order to achieve an image of the 
emotion that seems to fit the emotion as it feels to 
you. . . Understand that you need not know what the 
marks will be before you make them. . . do not try 
to visualize beforehand what the completed drawing 
will be like. Allow the image to emerge in its own 
way . . . (1986, 68) 

"Contour Drawing" 

Contour drawing is defined "as the edge of a form. 

A contour line, in this definition, is different from an 

'outline,' which generally refers to the outside edge 

only. Contour lines can describe any edge, inside or 

outside the form" (1986, 146). 

Edwards describes the first exercise in contour 

drawing as "pure" or "blind" contour drawing (1986, 146). 

The student is asked to tape down a sheet of paper to a 

table while doing the drawing. 

1. Set a timer for ten minutes, and put the timer 
where you can't see it. 
2. Sit in the following position: your drawing 
hand holding the pencil is ready to draw on the 
taped sheet of paper, but you are turned completely 
away from the paper so that you cannot see it. 
3. Look at your hand, specifically focusing on the 
wrinkles in the center of the palm, or where the 
thumb joins the hand, or the heel of the thumb where 
it joins the wrist—anywhere that you see complex 
patterns of wrinkles. You'll be drawing just a 
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small section of lines and wrinkles—to practice 
"seeing differently" and drawing what you see. . . 
4. Focus your gaze on one wrinkle (where two 
sections of the skin meet, the meeting place is 
represented by a single line—an edge). Begin to 
draw that one wrinkle, recording with your pencil 
every bit of perceived information that your eyes 
gather as your gaze moves slowly, slowly, millimeter 
by millimeter, along the wrinkle. Imagine to 
yourself that your fate hinges on seeing and 
recording everything possible about that wrinkle. 
Imagine that your eyes and your pencil are moving 
at exactly the same speed, and that the pencil is 
a recording device (like a seismographic stylus) 
that necessarily records every minute perception, 
every undulation of the line, every slight change in 
direction . . . Then proceed to the next adjacent 
wrinkle. And so on . . .Do not turn around to look 
at your drawing. Never shift your gaze from the 
palm of your hand until the timer sounds.(1986, 147) 

Further drawings can be developed using the basic 

concept of "pure" contour drawings as described above. 

Instead of never looking at the drawing, however, the 

student is allowed to look at the drawing when it would 

be necessary to gage a dimension or connect a line to a 

specific point, in other words, allowing both sides of 

the brain to work together. It is best to start with 

simple subject matter, such as hands, feet, cups, cans, 

pencils, etc., leading up to portraits of the human face. 

Closure: Betty Edwards sees the development of learning 

how to draw as analogous to learning to solve problems 

creatively, a skill that everyone could find useful. 
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Evaluation of the lesson: 

Li Perception objective: Did the student learn to 

see in a different way than he/she had previously 

experienced? 

B. Production objective: Did the student participate 

in the drawing exercises? Was any change in the drawings 

perceived by the student or instructor over the course of 

the exercises? 

Reflection: The student will record observations and 

responses to the the drawing exercises in his/her 

journal. 

Lesson Plan 

Title of Lesson: The essence of the Visual Arts 

Lesson Number: (20) 

Rationale for this lesson: "Aesthetic questioning" will 

be used similar to lesson plans for theatre, dance, and 

music. The student by this time will have had exposure 

to some periods and styles of the visual arts as well as 

personal expression through drawing. 

Purpose: 

Cognitive: Students will identify, describe, and 

define the essence of visual arts/image. This will enable 

students to develop problem solving techniques. 
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Intuitive: In defining visual arts, the student will 

use conjecture to gain insight. 

Physical/sensing: The students' definition of visual 

arts/image will be derived from life experiences 

developed through the exploration of the senses, 

especially the sense of sight. 

Affective: In defining music, the student will 

develop an understanding of the personal expression 

involved in the visual arts/image. 

During this lesson, students are to acquire information 

about the following: aesthetic qualities, theories of 

visual art, artists and art works, and historical styles 

of the visual arts. 

Objectives for this lesson: 

A. Perception objective: The student will develop a 

deeper understanding of listening to and discussing the 

visual arts. 

B. Production objective: The students will define 

the essence of the visual arts and describe its essential 

elements and principles. 

Materials and tools needed: The teacher will prepare a 

handout of theories and definitions of the visual arts to 

be given to the class at the end of discussion. 

Presentation of the lesson: After experimentation with 

the exercises in the previous lesson plan, the student 
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will be asked to come up with their own definition of the 

visual arts. This corresponds to previous "aesthetic 

questioning" with theatre, dance, and music. 

After the class has discussed their definitions, the 

instructor should introduce theories and definitions from 

philosophers and visual artists. The instructor should 

print a handout for further discussion where students' 

definitions appear beside famous quotes. 

The following is an example of the handout prepared 

after the discussion on the visual arts. 

THE VISUAL ARTS 

The primary illusion is not the scene—that is only one 
articulation of it—but virtual space, however 
constructed. Painting, sculpture, and architecture are 
those great manifestations of spatial conception. 

Susanne K. Langer 
Feeling and Form 

The most important thing about a work of art is the 
accurate depiction of subject matter. A work is 
successful if it looks like and reminds us of what we see 
in the real world. 

Imitationalism 

The most important thing about a work of art is the 
organization of the elements and principles used. 

Formalism 

The most important thing about a work of art is the vivid 
communication of moods, feelings, and ideas to the 
viewer. 

Emotionalism 

(The above definitions were taken from Gene Mittler's. 
Art in Focus.) 
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student definitions: 

The essence of the visual arts to be interesting to the 
eye and possibly evoke some kind of emotion or thought. 

Tracy 

The essence of the visual arts is visual images that 
provoke emotion and/or thought. Can be any media, but 
compiled by man. 

Adam 

The essence of the visual arts is to express a feeling or 
a moment in time through an art you can look at. 

Matt 

The essence of the visual arts is to be able to feel what 
you see. 

Tamera 

Closure: The study of aesthetics can explain the 

choices that we make and the opinions that we hold that 

are largely unconscious unless they are examined. 

Evaluation of the lesson: 

A. Perception objective: Did the student develop a 

deeper understanding of the visual arts? 

B. Production objective: Did the students describe 

the essence of the visual arts and the essential elements 

and principles of the visual arts? 

Reflection: The students will record, in their journals, 

their definitions of the visual arts along with 

definitions of classmates, scholars, musicians and 

composers. 

Lesson Plan 

Title of Lesson: Inter-art exercises 

187 



Lesson Number: (21) 

Rationale for this lesson; The student must experience 

the interrelationship of the arts through independent, 

collaborative work. The student will develop a deeper 

understanding of the influences and integration of the 

arts. The following exercises were encountered by the 

author of this study in acting texts, classes and 

performance work; however, only in R. Murray Schafer's 

Creative Music Education are they given such definite 

form and structure. 

Purpose: 

Cognitive: The student will use analysis and problem 

solving techniques to develop exercises. 

Intuitive: The student will synthesize material for 

exercises and develop insight through conjecture. 

Physical/Sensing: All the senses will be engaged, as 

some aspect of three out of four art forms will be 

engaged with these exercises. 

Affective: The student will bring his/her personal 

expression into play while designing, rehearsing, and 

performing these exercises. 

During this lesson, the students are to acquire 

information about the following: visual arts/image, 

sound/music, movement/dance, and theatre/word/action. 
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Objectives for this lesson: 

h^ Perception objective: The students will make 

connections between the arts. 

B. Production objective: The students will be 

assigned a project that consists of taking three of the 

four arts studied and devising a presentation. The 

students will work in groups whenever possible. The 

assignment can also be altered to include making a film 

or writing a paper if desired. 

Time involved: Fifteen to twenty minutes per group of 

students is advisable. 

Presentation of the lesson: The following will be taken 

quite liberally from Schafer's text. The exercises can 

be included in the Sound/Music section or used as a 

natural bridge to inter-art activities. 

Schafer sets the tone for his series of exercises 

titled, "Voiceprint," by discussing Mantra Yoga and the 

intoning of a word or mantra, repeated over and over 

until the word changes and hypnotizes the participant. 

"With a deep resonant voice begin to repeat: OMmmmmmmm 

OMmmmmmmm OMmmmmmmm" (162). 

Exercise 
1. Take your own name. Repeat it over and over 
until it gradually loses its identity. Lull the 
sense of it to sleep, hypnotize it until it no 
longer belongs to you. Now that it is merely a 
quaint sound object hanging in front of you 
examine it thoroughly with your ears. 
2. Charm other words in this way. The Mantra Yoga 
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disciples knew how meditation and auto-hypnosis can 
assist in clairaudience. We can learn this secret 
from them. (162) 

The Greek word for song is "melisma." Schafer tells 

us that in western music it usually refers to "an 

extended vocalization on one vowel or consonant—a 

jubilant outburst." With this in mind the student is 

encouraged to play with and explore the possibilities of 

his/her voice. 

Use your imagination and produce: 

1. The highest sound of which you are capable. 
2. The lowest sound. 
3. The softest sound. 
4. The loudest sound. 
5. The smoothest sound. 
6. The roughest sound. 
7. The funniest sound. 
8. The saddest sound. 
9. A stern sound. 
10. A boring sound. 
11. An interrupted sound. 
12. A rhythmic, repeated sound. 
13. An unrhythmic sound. 
14. The highest sound again. 
15. Now suddenly, the softest. 
16. Gradually modulating to the funniest. 

Exercise 
Draw a series of shapes for yourself and perform 
them. 
Draw a composition of your own and perform it. 
Or try to get a friend to perform it. (163-164) 

Nature Concert 
The following problem was suggested to Schafer 
by a statement in Marius Schneider's article 
"Primitive Music" in The New Oxford History of 
Music (Vol. 1, p. 9). "One must have heard them to 
realize how extremely realistically aboriginals are 
able to imitate animal noises and the sounds of 
nature. They even hold 'nature concerts' in 
which each singer imitates a particular sound 
(waves, wind, groaning trees, cries of frightened 
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animals), 'concerts' of surprising magnificence and 
beauty." 

The problem for students grouped into 6-8 people. 
Using only your voices, create a composition based 
on the sounds of nature. Make your imitations as 
convincing as possible. Everyone must participate 
and the piece should have some sense of form. You 
have fifteen minutes. 

Another theme was a summer storm. After the groups 
come up with something that works, they are asked 
to write it down—draw a picture. (192) 

Chores 
Whether the ancient Greek dramas were totally sung 
or were only sung in parts we do not know. But we 
do know that the choruses were sung or chanted by a 
group; the very word chores means to sing in a 
circle. 

The Greek chores performed two important functions: 
it narrated portions of the drama that took place 
elsewhere or at other times (the flashback technique 
in film can be compared here) and it acted as an 
articulate spectator, moved with him by the pathos 
of the action, to cry out in joy, scorn or sympathy. 
This passionate expression was accomplished by means 
of choral music-alas, we know not precisely how 
today. Therefore, we have to re-create on our own. 

Exercise: Design and orchestrate a dance/sound 

piece to your favorite passage in a Greek drama (192-

195) . 

Exercise with Shakespeare's text 

Shakespeare's text provides countless opportunities 

to bring together the musical word, theatre, and dance. 

The text of "Oh, for a muse of fire," the choral entrance 

speech to Henry V provides a good starting place. 
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A technique acquired from an acting workshop of the 

British American Theatre Institute, Anthony Naylor, 

Instructor, uses a Stanislavski based technique combined 

with more abstract dance/movement characteristics. 

The exercise begins with the discussion of the 

musicality and rhythms of iambic-pentameter. 

Shakespeare's use of blank verse, more often than not, 

dictated the correct inflection and word usage through 

its precise position in the sentence structure. 

Students are asked to pound out, clap, stamp, etc., 

the sounds of rhythm and words so that the "walking 

rhythm" (unaccented—accented) is experienced physically. 

Good examples for the presence of this inherent rhythm 

are to ask students to change emphasis from unaccented to 

accented and see if the sense remains the same. 

Students are then asked to identify the major "beat" 

changes in the speech (segments of the speech that form 

an idea/thought process). The beats are then reduced to 

even smaller sections called "actions." Actions are 

strategies or tactics used to achieve the complete idea. 

One's objective might be to raise your expectations of 

the play you are about to see, but the actions could be 

that one would plead, cajole, entertain, etc., the 

audience into achieving this objective. (The actions 

usually change with each sentence.) 
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When the actions are marked, each action needs to be 

described by a statement which uses an active verb. For 

example, in the text, "Oh, for a muse of fire that would 

ascend the brightest heaven of invention," the students 

would write an action statement prefaced by the word "I", 

so that it would say, "I invoke the Gods." This would be 

done with each action in the speech. 

Then one at a time, the students say the action 

statement while at the same time performing a strong 

physical gesture. If the voice is not strong enough, the 

movement is probably not strong enough. The action 

statements stand for the text, so preliminary work with 

physical and vocal gesture are used before the text is 

given to the student. There should be a completely 

different physical movement and change from action to 

action. It is also not necessary for the movement to 

make "sense"; in fact some of the most ludicrous 

movements make the most sense when the words are added. 

This is very much like a dance exercise, where the 

movement evokes the emotion. 

The important aspect of this exercise is that it 

demystifies Shakespeare and breaks down resistances. The 

possibilities are endless. The speech can be used as a 

text with a myriad of different meanings. 
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Paul Baker's synthesis project 

Students choose an object from nature. The object 

is then drawn on a large piece of paper (preferably). 

Then the line of the drawing is transferred to a physical 

movement of the line drawing in space. The student is 

asked to repeat the movement several times and then to 

choose what they like and expand upon it and to throw out 

what they do not want. A drawing is then made of the new 

improved object-movement. This should be repeated over a 

dozen times. All reactions should be written down; 

sounds should be made; rhythms should emerge; colors 

could be described. Negative reactions are acceptable, 

but the student must continue through the process. The 

final section of this exercise involves five different 

activities. After developing a motor experience with the 

object and line, the student makes a three-dimensional 

sculpture. Next, the same motor experience is translated 

into a piece of writing, followed by a return to the 

original idea/line for another look. Finally the idea is 

translated into sound and visual image with paint (Baker, 

1977, 147-199). 

Assignment: Design and perform an inter-art exercise 

that combines three of the four arts studied in this 

class. Students will work in teams or pairs so that 

collaborative work will result. 
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Closure: The arts easily connect together into, usually, 

some kind of performance. Is there a case for the 

continual exploration of teaching the arts in this way? 

Evaluation objective: 

A. Perception objective: Did the student make 

connection between art disciplines studied in this 

course? This will be evaluated by overall progress 

during the semester. 

B. Production objective: Did the student participate 

in inter-arts exercises and/or develop group project 

combining the arts? Has there been a difference in 

commitment and perception of the arts displayed over the 

course of the semester or found in this last exercise 

that combines the arts? 

Reflection: The student will record in his/her journal 

additional evaluation concerning their process in 

preparation for the inter-art projects. They will also 

answer the questions: What have I done during the 

semester? What have I learned? Am I being successful? 

What is my perception of the arts after taking this 

class? Has anything changed? 
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CHAPTER V 

SUMMARY AND CONCLUSIONS 

Introduction 

This study proposes that teaching the fine arts from 

an interdisciplinary, collaborative point of view, 

emphasizing artistic ideas and concepts through a hands-

on, experiential approach will increase the importance of 

the fine arts in the lives of students. It is also the 

thesis of this study that the connections and 

intersections between the arts can expand the student's 

experience and perception of the impact of artistic 

choices on the individual and society. 

A Summary of the Study 

The Problem 

The problem of this study was stated as the lack of 

participation or support for the fine arts in our 

educational system and by extension, our American 

society. Arts education concentrates on skill 

development and single-subject specialization, ignoring 

the creative potential of teaching artistic ideas and 

concepts to a more general student body. 
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Review of Literature 

The review of literature for this study showed that 

although there is some material dealing with introductory 

texts in the combined area of the fine arts, to include: 

theatre, music, visual arts, and dance; there is a need 

for experiential, hands-on curricular studies. 

The Rationale for Interdisciplinary Arts 
Education 

The rationale for interdisciplinary arts education 

stems from philosophical and psychological studies, along 

with contemporary collaborative artists and art works. An 

overview of the study of aesthetics shows how 

philosophers have struggled with the relationships 

between the arts through their elaborate classification 

systems of the fine arts. This study chooses to explore 

the sense addressed method of distinction developed by 

Oswald Kulpe and R. F. Piper. The foundation for 

teaching the arts together in an experiential way is 

found in the theories and explanations of Susanne 

Langer's semiotic approach. Howard Gardner gives further 

credence to work with several art forms with his theory 

of "multiple intelligences." Practical examples of 

contemporary artists' work provide further impetus for 

teaching the arts in an interdisciplinary manner, along 
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with the state of media communications in our immediate 

world. 

The Current Trends in Interdisciplinary Arts 
Education 

This chapter gives accounts of personal interviews 

held with Paul Baker and his continuing work with 

"Sensory Learning," Columbia College of Chicago and their 

Interdisciplinary Arts Education graduate curriculum, and 

Professor Lee Rigsby's theme centered approach to 

combining the arts in the classroom. Further interviews 

with Professor Bob Whalin, Professor Emeritus Beverly 

David, and Professor Joy Kairies give background 

information concerning current Introduction to Fine Arts 

courses being taught in colleges across the country. 

The Course Model 

The methodology, course objectives, guidelines, and 

lesson plans are developed for the projected Introduction 

to Fine Arts course for entry level community college 

students. 

Evaluation Criteria 

Evaluation in the arts has always been a difficult 

subject. Probably this reason alone accounts for the 

many stereotypes attributed to arts classes, as well as 
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to the creative individual. Evaluation of the 

"intangible" nature of artistic endeavors is further 

compounded when artistic ideas are put forward concerning 

theatre, dance, music, and visual arts, such as the 

proposed course model of this study. However, ways are 

being developed that take the often called "subjective" 

into account. This study will incorporate some of these 

ways into the evaluation of the student as well as of the 

intended course model. 

Gene Mittler, in his book. Art in Focus, discusses 

ways to measure what one learns about a painting by first 

looking at the work with no prior background and 

critiquing the work solely on the grounds of individual 

likes and dislikes or the first impression. He then 

introduces to the student a critical/historical model 

designed to enhance the viewers powers of observation and 

discernment. After more information has been given to 

the student about a particular work, he goes back and 

asks the student if this additional information about 

either the painting or artist has enhanced the value of 

the work in the student's eyes or whether all the 

information that was necessary to explore the work had 

been given before the discussion began. This type of 

questioning can also be applied to theatre, dance, and 
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music. Does more knowledge about the art form in 

question develop greater appreciation and understanding? 

Howard Gardner's work with Project Zero and Arts 

Propel have developed a concept of "portfolio assessment" 

which is really nothing new to the artist but is 

innovative for the education system that utilizes 

standardized testing. Arts Propel describes an 

evaluation system where the process of perception, 

production, and reflection are addressed through a type 

of journal keeping—collection of materials. The 

evaluation is not seen so much as a one shot deal, rather 

an on-going approach to growth and process development. 

Much like Paul Baker's Integration of Abilities course 

where student journals were as important as the project 

performance. This type of approach also opens the door 

for self-evaluation and responsibility to self in the 

classroom. 

Never do we stop to ask how we could make our 
evaluative gatekeeping model the kind of self-
observation and informed critique that separates 
ball tossers from fine pitchers, doodlers from 
artists, or instrumentalists from musicians. Yet 
virtually every student walks out of school into 
years of long-term projects: raising children, 
building a house, running a farm, writing a novel, 
or becoming a better lab technician. (Wolf, 1989, 
35) 

Dennie Palmer Wolf goes on to state how the effect 

of objective tests may be hindering our students rather 
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than truly evaluating them. The system seems to be 

inherently saying that, 

(1) assessment comes from without, it is not a 
personal responsibility, (2) what matters is not 
the full range of your intuitions and knowledge 
but your performance on the slice of skills that 
appear on tests, (3) first-draft work is good 
enough; and (4) achievement matters to the exclusion 
of development. (Wolf, 1989, 36) 

Therefore the concerns of "perception, production 

and reflection" have been built into the lesson plans as 

well as into the student assignments and evaluations. 

PRODUCTION (composing or performing music; painting 
or drawing; engaging in imaginative or "creative 
writing"); PERCEPTION (effecting distinctions or 
discriminations within an art form—"thinking" 
artistically); REFLECTION (stepping back from one's 
own perceptions or productions, or those of other 
artists, and seeking to understand the goals, 
methods, difficulties, and effects achieved). 
(Gardner, 1989, 78) 

This type of evaluation can result in journals, 

"biographies of works, a range of works, and reflections" 

gathered in a myriad of different ways. "The range of 

works is deliberately diverse" (Wolf, 1989, 37). 

These are still "subjective" encounters but the 

ideas of biographies, portfolios, etc., has gained much 

credence in recent years and may be just as valid as a 

more "empirical" model. The case is being made that our 

lives are not ordered along the lines of a "surprise" 

test which does not account for real life experiences 

(Wolf, 1989). 
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Conclusions 

The following conclusions were reached: 

1. Interdisciplinary arts education can be used as 

a methodology for curriculum studies. 

2. Work with a collaborative, experiential course 

in the fine arts develops creative potential in students. 

3. Interdisciplinary studies use creative problem 

solving to empower the individual. 

4. Interdisciplinary studies in the fine arts 

develop a collaborative approach in learning with the 

teacher as well as with the student. 

5. Combining the arts in a beginning level 

undergraduate curriculum provides exposure for the 

student to a much larger view of artistic experience than 

would be found in a single subject class. 

My own conclusions concerning interdisciplinary arts 

education have been formed over a lifetime of work with 

arts performance and teaching experience. During my 

undergraduate years of theatre study, I was introduced to 

Paul Baker's ideas through A Place for Ideas-Our Theatre 

by Jearnine Wagner and Kitty Baker. As an instructor of 

theatre and also as a team teacher in a large 

Introduction to Fine Arts class at the college level, I 

had the opportunity to observe first-hand some of the 

errors and successes in teaching from an 

interdisciplinary perspective. 
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One thing I always "knew" but could never put my 

finger on was that teaching the arts had a powerful 

impact on students, changing them in some unseen way. As 

I worked in a small university, collaboration between 

faculty and students from other departments was 

paramount, and this "something" that was found in the 

arts was not confined to just theatre. The visual 

artists, the musicians, the dancers, and the writers may 

have approached their work from a different angle, but 

the differences between the art forms could work to 

enhance and stimulate each others' work. 

For lack of a better word, I would like to call this 

by-product of artistic activity, empowerment. Although 

this is a trendy word, words usually reach an over 

saturation stage precisely because they do strike a chord 

in the human condition of the time. This empowerment is 

really the self identifying the potential for personal 

expression and the realization of the good feelings and 

positive attributes that can teach and develop the 

individual self. 

My research for this study led me to participate and 

perform in Columbia College's Inter-Arts Summer Workshop. 

As a student encountering the interdisciplinary approach, 

I felt very much at home, much like many theatre 
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experiences where dance, music, visual arts, film and 

video were closely aligned in the learning process. 

I was inspired to write and perform a performance 

piece using techniques taken from Merce Cunningham's 

experiments with chance, while Suzanne Cohan-Lange 

painted her impressions of my monologue in another corner 

of the room. The class work and performance were a 

thrilling and freeing experience. It seemed as if I was 

able to draw on a much wider view of artistic choice, 

than just the background taken from theatre. 

As a teacher using this process, I found myself 

using a different teaching strategy altogether. Contrary 

to other classes where I considered myself somewhat of an 

expert, I was put in the position where I was more of the 

leader of a group exploration, rather than the authority 

figure. 

The course Introduction to the Fine Arts was 

taught at Texas Tech University in the spring of 1994 to 

a group of twelve students as a pilot study for research 

on this project. (A course diary with a complete 

description will be included in Appendix F.) Although 

the group consisted of primarily theatre majors, not the 

exact target group for this course, many of the same 

concerns were present in the class. Perhaps because of 

our educational separation, I am always surprised at the 
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prejudice found among art disciplines. Some common 

stereotypes are, "men don't like dance," "most people 

don't think they can draw," and "many might like music 

but feel it is too complicated and above them." 

The class was very easy to teach because there is 

almost too much material available and when using an 

experiential approach, the students were required to 

bring their own ideas to class, resulting in a more 

collaborative teacher-student relationship. 

The difficulty in teaching came with the evaluation 

of the work. It became important to deal with how one 

honestly experienced another's work. Intuitive judgments 

needed to be developed and verbalized. It was not enough 

to rely on technique, especially when dealing with an art 

form outside of one's specialization. 

Overall, the class was well received by the 

students. When I teach the class in the future I plan to 

integrate the arts more in terms of analogies and 

parallels that can be drawn on a day-to-day basis with 

the lesson plans, choosing to incorporate musical ideas, 

dance concepts, and visual images along with theatre and 

performance into a class about the relationships between 

the arts. I am attempting to learn the questions one 

should ask to understand something about these art forms 

by themselves or together. 
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The journals were an integral part of the learning 

process but very difficult to regulate. The students did 

not want to write about their process. In the future I 

will incorporate journal writing into the time period of 

the class, in order that the process of journal writing 

be given more importance. When students wrote, they were 

much more apt to change prejudices and find new insights. 

By the end of the course, some ideas and opinions 

had changed. Students who disliked visual arts found 

they rated this section the highest. Quite a few 

students noticed a change in their attitude towards 

drawing using Betty Edwards' techniques. Students who 

entered the class disliking dance found a greater 

appreciation for movement. Some found the music portion 

especially stimulating. As they were primarily theatre 

majors, most entered with a high regard for this art form 

which in some cases was expanded upon. Something worth 

noting is that each individual student had a "most 

interested" area and a "least interested" area, and these 

were individual to the particular student. No one area 

dominated another. 

I was able to corroborate Suzanne Cohan-Lange's 

findings that the interdisciplinary approach results in 

performance and dissolution of the "star system" 

206 



(Cohan-Lange, 1994). The final projects that required 

the students to work in a collaborative way, using three 

of the four art forms studied, resulted in some 

surprising work where writing, music, visual art, dance, 

and theatre met in a variety of different forms. 

The writing of this study has informed me about the 

interdisciplinary approach, much like Betty Edwards' 

observations of creativity in Drawing on the Artist 

Within: 

. . . as the writing progressed, it seemed somehow 
to take on a life of its own, leading me in my 
search rather than vice versa. In a strange way, 
therefore, I found myself writing about creativity 
while at the same time engaged in the very same 
process-the search and the object of the search 
becoming one and the same. (xii) 

We live in an interdisciplinary world as every 

artist and teacher has emphasized throughout the 

interviews for this study. It seems only appropriate 

that we should teach in this way as well, so that the 

student has the opportunity to experience and develop a 

multifaceted approach to life and learning. 

Integrated arts education can help with teaching 

other disciplines as well. Paul Baker advocates the use 

of his sensory learning from kindergarten to graduate 

school seeing this as a way to access all knowledge and 

make it workable for the individual learning style. The 

content of the material has not changed, instead the 

207 



learning process has been adapted for the individual 

student. I advocate, along with Paul Baker, the use of 

the arts in teaching academic subjects for the reasons 

suggested by Rudolf Arnheim in his book. Visual Thinking. 

The arts are neglected because they are based on 
perception, and perception is disdained because it 
is not assumed to involve thought. 
In fact, educators and administrators cannot 
justify giving the arts an important position in the 
curriculum unless they understand that the arts are 
the most powerful means of strengthening the 
perceptual component without which productive 
thinking is impossible in every field of academic 
study. Arnheim, 1969 (cited in Edwards, 1986, 128) 

The interdisciplinary approach could also be 

tailored for development of technique and style to an 

individual art form. The present course model and 

subject of this dissertation address the beginning level 

student but some manipulation of the exercises along with 

a change in focus could, for example, be used in acting 

and directing classes for the theatre. For example, 

Claudia N. Sullivan, has taken the vocabulary and 

exercises from Paul Baker's Integration of Abilities 

class and developed an actor training program in her 

work, The Actor Alone: Exercises for Work in Progress. 

The real, primary discovery for me in exploring this 

topic was that combining the arts led to a relationship 

and a connection between the arts that resulted in a 

dialogue between artists, teachers, students and the art 

forms themselves. These relationships, found in 
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collaboration between art forms, extend into the realm of 

self discovery and link us with the world around us. 

During my research, I came across many programs 

throughout the country that are attempting to work in an 

interdisciplinary manner. Interdisciplinary work in the 

arts as well as other fields seems to be in the air 

today. Hopefully, this research and course model will 

move others to come forward and publish their results. 
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The following is an excerpt from a personal 
interview held with Paul Baker on July 29, 1993 in 
Waelder, Texas. Mr. Baker ranges from discussion of the 
Integration of Abilities class to present work with his 
uniquely integrated curriculum. 

When the interview begins. Baker is referring to an 
article on how interdisciplinary arts programming is 
lacking in education and society as a whole (Neu 1990, 
30). 

BAKER: That is what we have done here— I have 
been a second class citizen all my life 
[because he is thought of as an artist]. 
The NEA is still looking at the arts as a separate 
thing. You probably will go ahead with that idea 
but I think it is very erroneous. I think it is 
pure death that way—[in the schools]. 
"Sensory Learning" started out with the title of 
ABC's of Natural Sensory Abilities. I have tried 
to outline the steps they [teachers] would have to 
go through to really take all their evaluations 
and how they could use their evaluation of a 
child, say he was good in rhythm and how they 
could use that in teaching them math, in teaching 
history or social sciences— and one thing that 
they did for the kids—it was in the third grade--
they put each of the vocabulary words over the 
blackboard- and then they put the child's name 
under the one or two or three things he seemed to 
be strongest in--line-shape-sound--so that 
whenever they are teaching-they could say (the 
teacher) "Oh, Johnny, you are very good in sound 
what do you think of this? And it brought 
together what the child is good at, what we think 
he is good at, with the lesson that day. So if 
they are really good at this then the math teacher 
can take a child that is not doing well in math 
but he is very good in rhythm like the boy with a 
drum and say look math has rhythm--Can you see 
that? 

FISH-DAVIS: How did you evaluate and grade in the 
"Integration of Abilities" and in "Sensory 
Learning"? 

BAKER: We graded with ABC's [traditional] same 
way. 

FISH-DAVIS: Much like grading an acting class? 
Fairly subjective? 
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BAKER: See how hard they work and so forth. But 
the main thing is—the faculty at Baylor were all 
my ex-students, so they all had taken the class 
before—(You have two of my ex-students at Tech, 
two of the better ones I might add). So like the 
playwrighting teacher, the design teacher, and the 
dance teacher—(Laban, very famous name) each of 
them helped in this integration class. I would 
have 100 people in the class, then we would break 
the class down to twenty-five students per 
teacher, and then we would observe these kids, and 
if it looked like they were excited by writing-
then we would really push them in that—we backed 
them in that. That's why those kids came back 
from all over the world because we had found one 
of their talents and we had backed it and helped 
them nurture it, until it got to the place where 
they could use it, they could really communicate 
it. 

FISH-DAVIS: So when the students performed these 
exercises, would they be observed by one 
instructor or a group of teachers? 

BAKER: Sometimes it was one or it could be a 
group—but as a faculty we got together and 
discussed the students and said "He is very good 
at this--We would see that this person is 
marvelous at movement-- Mary Sue Jones, who 
married Preston Jones the playwright, who was my 
assistant for years, she couldn't write a thesis, 
she had to draw a thesis first, she was a very 
visual person. She would sit and cry and say I 
can't get it written—a big grown girl. 
But we would all do it—The faculty spent hours 
working together—We directed our plays like that. 
We discussed the play like what is the rhythm of 
this [piece], what is the color, what is the 
texture of this? 
We would take Hamlet and go through each scene and 
all of us would give our input. And out of that 
would develop [the play]. 

FISH-DAVIS: When did you do Hamlet, ESP? 

BAKER: '53-'54--Oh Hamlet ESP?- 1972—something 
like that--I did a lot of Hamlets. I kept working 
on the Hamlet thing. The ESP Hamlet was entirely 
different from the earlier Hamlets. 
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FISH-DAVIS: How did they evaluate the children? 

BAKER: [The teachers got together] the movement 
teacher—talked to the academic teacher and visual 
art teacher and so forth and they came up 
with . . . put these words down [Baker's 
vocabulary] and then they said where they were 
strong. That was actually done for all the 
students in the elementary school. 

FISH-DAVIS: So they actually used this as a 
criteria for grading— 

BAKER: Oh yes they used this— 

FISH-DAVIS: Was this ever done in the regular 
school year? 

BAKER: Oh yes, this was done in the summer— 
when we had the students all together and we had 
about an hour a day. We would take about two 
students a day and we would put a big piece of 
newsprint up on the board and everybody would, 
using the vocabulary, would talk about the 
students. And give an evaluation of them. The 
secretary would summarize all of that— [Now] in 
the winter, the three artists and the teacher went 
to each room and the teacher who was teaching the 
class would work with the artist on this 
evaluation—that took a whole year. Then they 
would discuss that and if the student came up with 
problems—they could use this as a basis for 
discussion. 
Every teacher whether he is in science or not is 
using his senses. All you have to do is train him 
a little bit and he will realize that. Every 
student in the elementary grades, 130 of them were 
evaluated. 

FISH-DAVIS: What are some of your errors or 
mistakes in the Integration of Abilities or 
Sensory Learning? What wouldn't you do again? 

BAKER: I've been working on this for about 
fifty-eight years. What I am doing now, I should 
have been doing way back there. I should have or 
finally realized that the senses were the center 
of things. I should have called it Sensory 
Learning way back then instead of Integration of 
Abilities. It would have made it much simpler, 
much, much, simpler. In the workshop, (see 
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Appendix B) I have them take each of their senses 
and I have them touch their ears and touch their 
eyes, etc. Then we take up sight and vision 
(Diane Ackerman's definition). Then we ask them 
questions for them to answer—this is the 
vocabulary that may take an hour or two hours. 
Then we go through each of these senses this way. 
Then by that time most of them realize they work 
through their senses all the time. Then we show 
them the film. Not just the Art teacher but the 
Art teacher has been trained in that—but that all 
teachers have been using their senses since they 
were born, since before they were born . . . so 
that's the only way they could learn, they learn 
to move, to make sounds, they learn to walk. By 
the time they are four or five they have an 
enormous ability in sensory learning. Then what 
you need for them to do is just to use the 
vocabulary because they already know all about it. 
If I pinch somebody they all react the same way. 
So we go through this slowly, and ask them which 
one they use the most. It is interesting. I think 
smell is one of my most important senses because 
smell brings back memory and memory sets off all 
those— 

FISH-DAVIS: That's from Diane Ackerman's book. I 
had known that intuitively/subconsciously but had 
never really thought about it before. Because it 
is so instantaneous,we smell and then we remember. 

BAKER: And then when you remember, you may 
remember taste or touch, visual, sound. Smell 
sets them all up—uses all the vocabulary. 

FISH-DAVIS: What exercises are important to the 
sense awareness process? 

BAKER: We start off with a play-space exercise 
which we have outlined here. Its a marvelous 
exercise. It takes two-three hours to do it— 
describe childhood memories and make a drawing of 
it. We did that with a bunch of High School 
Principals in New Orleans, it was just marvelous. 
It was the basic exercise in our graduate school 
in Dallas. 

FISH-DAVIS: Where did your exercises come from? 
Did you make them up? 
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BAKER: That one we made-up, most of them we made 
up. 

FISH-DAVIS: What about the comedy/tragedy walk? 

BAKER: Basic idea I borrowed from a great actor 
named Michael Chekhov—who was related to Anton, 
he had a wonderful company in the United States 
and tried people out from all over the world and 
finally took three people from our group and they 
came back and said they worked further with it 
with Michael Chekhov. 

FISH-DAVIS: Did you ever have a class that didn't 
get it? 

BAKER: No—you have to work at it—some were 
better than others—that Integration Class was the 
most famous class in the University almost—it 
grew that way—it started out with five or six 
people—It was a Baptist school—they didn't 
believe in the theatre very much, so we didn't 
mention it. 
I started it because I felt that creativity was 
as important as religion. It is a religion—its 
basic--I worked on kids finding their own creative 
ability and backing that as long as they were 
there and giving them an environment so that it 
could grow. When we went to Trinity, we left 
Baylor in a cloud of smoke, and went to Trinity. 
They had five majors in the whole Speech & Drama 
Department—in a year we were up to fifty. When 
we left we had 125 majors and a growing program 
and a new building—we built a fire under them but 
the basic thing is to take interest in what the 
student can do—watch him very carefully. The 
rhythm exercise is one of the best exercises in 
the workshop. 

FISH-DAVIS: Why? 

BAKER: Well because rhythm is basic to everyone. 
You can't live without breathing and because 
everyone has a rhythm and the rhythm exercise 
makes them realize that we observe and know this 
about other people or use this all the time 
anyway. The minute you see someone, you begin to 
size them up and one of the things you do is you 
size up their tension, their body language, their 
voice, and all you do is make them realize they 
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are already doing that. So it's kind of like 
magic, except it isn't magic, its observation. 

FISH-DAVIS: What exercise worked the least? 

Baker: I always started the class out with 
physical/vocal exercises and then I gave them a 
word and just had them write as long as they 
could about that word—draw a line—go on from 
there. So you see each time I started a class—I 
already had them going—they were already involved 
and you don't have any perimeters for them, they 
have complete freedom and at Baylor—that was 
unknown. One or two exercises—the inanimate 
object exercise—its the longest—one of the great 
artists in the world today started out—Robert 
Wilson—worked on that for about ten years—and 
his whole style and technique grew out of that 
exercise. 

FISH-DAVIS: What would happen to students who just 
didn't get it? 

BAKER: Well, this happened in very few cases 
because you just keep working with them and 
watching them until you find something they can 
hold on to. Some people just think it is crazy and 
they leave--not very many—by the time it got 
really started, it had such a reputation. I've had 
people stop me at airports. "You don't remember 
me Mr. Baker, I'm president of the Bank of San 
Antonio, and that was the best class I ever took." 

FISH-DAVIS: Did you say give me some money for my 
project? (laughter) One thing about Sensory 
Learning is how are you going to get it involved 
with schools? Is there going to be a lot of 
resistance to it? 

BAKER: Sure, there is a lot of resistance to it. 
I'm writing a book now and I think its going to 
be an interesting book—it's kind of a process— 
and then I am going to go see some very important 
people . . . Commission of Education of Texas—the 
Texas Commission of the Arts all came over and saw 
this—they're giving us a grant for the next year-
two years for another project- elementary school 
in Dallas—we have to have a couple of $100,000.— 
we'll probably eventually get it going—try what 
we have learned here--there. 
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BAKER: Southwest Theatre Conference—gave start 
with proclamation but it is not a cohesive enough 
organization that can be of much help until the 
book is written. I helped start the SWTC—one of 
the three founders back in 1948—and I came back 
as one of the Executive Directors—but now it is 
scattered over five states . . . but they are very 
helpful in at least letting me try to do this. . . 
Kitty (Paul Baker's wife) was reading a book about 
Aaron Copland, he was dealing with everybody, 
philosophers, dancers, artists, etc. 

FISH-DAVIS: You are saying or dealing with more 
than just the arts, you are really dealing with 
creativity. 

BAKER: I'm saying that they all are in one big 
ball of wax. That all knowledge is in one big 
ball of wax and that the artist because he has 
been using the vocabulary, and elements of form, 
he understands it better than other people and 
could lead the way, but they keep him away, cut 
him off. The way to bring knowledge together, to 
bring education together, is to have the artist 
with the academic people using the same vocabulary 
so that all of learning revolves around that 
particular vocabulary--this is a basic part and 
not just an add on. 

FISH-DAVIS: Would you see this in Kindergarten-
Higher Education? 

BAKER: I see this as one of the answers to what 
is wrong in our education system in America today. 
--Its lost the whole spirit of the thing. 
Bureaucratic--very cut and dried--teachers teach 
in isolation. The Education departments are--I 
asked all these teachers up here how—now these 
are elementary teachers—First, Second, and 
Kindergarten, how much arts education did you have 
in your education to become a teacher? Most of 
them didn't have more than 6 weeks in the whole 
damn thing. What else does a first grade teacher 
do but hands on stuff? And so many of them are 
unresponsive and the fact that these kids are 
growing up by themselves, with TV, entirely 
sensory appeal, and their senses are already so 
highly developed. They walk into a class and 
there is nothing there but a result kind of thing. 
They just turn it off. They are just not 
interested. TV they look at is five times more 
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interesting than the teacher—The teacher is not 
using any kind of new methods at all except for do 
it this way or that way. The teacher is not 
paying attention to the abilities of the child, 
not teaching to the abilities of the child. 

FISH-DAVIS: You are trying to get this in the Texas 
School system in the K-5 grades? 

BAKER: We would have had it in the high-school 
here but there was very little cooperation. But 
the elementary school and the Superintendent and 
the teachers in the elementary school all 
cooperated. 

FISH-DAVIS: What would you envision? That it would 
be throughout Texas? 

BAKER: Throughout the United States. Its one of 
the best answers to the whole educational problem 
and they have absolutely pushed the artist to the 
edge, with budget cuts. So that the artist means 
nothing really to anybody. The state of Louisiana 
has closed off all funding for the arts in 
education. They shut the Arts Education 
Commission down. There's nothing, nobody; they 
closed it. 

FISH-DAVIS: Do you know of any other movements like 
what you are doing? 

BAKER: Yes. I think there are a lot of different 
groups out there but I don't think any of them 
have gone as far as we have with the idea of 
using, of bringing the art teacher and the 
academic teacher together on the lesson plan. 

FISH-DAVIS: Are you writing a textbook? 

BAKER: Yes, in the form of a play so that they 
can ask questions. 

FISH-DAVIS: Do you think teachers could pick this 
up by reading a textbook? 

BAKER: I think they have to go through about a six 
to eight hour workshop with the senses. They 
will realize the senses are very, very valuable to 
them. I think it would work. 
This is the way you set out a workshop—you ask 
them to touch each sense as you talk about them. 
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You score them one through six and then how you 
use them. (See Appendix B) 
[At this point in the interview Paul Baker showed 
the TASS (Texas Assessment of Academic Skills) 
scores for the Waelder School District, prepared 
for the Board Report, December, 1992.] 
Here are the grades—TASS scores 
That is done with a group of kids that are migrant 
workers—Better scores than in these little 
elementary schools that are nearly all white. 

FISH-DAVIS: Did that make them mad? 

BAKER: They knew something happened. 
In CTBS scores—They came up in these too. 

At this point in the interview, Mr. Baker invites 
Susan Perez, the Superintendent of Waelder School 
District, to join the discussion. She worked very 
closely with Paul Baker on the Sensory Learning project. 

FISH-DAVIS: So what are some of the negatives of 
this program? 

PEREZ: In this community just a lack of 
understanding of what is being done. Comments 
like we are "experimenting" with their children. 
But when you go from a 30% failure rate to less 
than 5% failure rate, I think it was worth 
experimenting with a new idea. The resistance of 
those who are not accepting of change has been the 
biggest drawback we've had. I really don't see 
any drawbacks from the teachers, they have been 
very excited about it. 

FISH-DAVIS: And the students like it? 

PEREZ: Oh, yes. I don't even think they realize 
that they get a different education from those in 
other schools. They are not that aware that this 
is something different that they really like, of 
having fine arts, incorporation of the strengths 
and vocabulary of the ABC's—But I don't think 
they realize it is different. You know they talk 
about the ABC's and vocabulary but I don't think 
they realize that it is any different from what 
every student in every school does. 

BAKER: When they get out in the world it is going 
to be a rude awakening. 
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FISH-DAVIS: When they go to the big city down the 
road. Would that be a drawback when they 
transfer to another school? 

PEREZ: I wouldn't think so, because even when 
they go to another school, they are going to be 
able to see the pattern, the line, the movement, 
and the color even if their teacher doesn't. So 
their education is going to continue. It's become 
a natural part of their lives. 

BAKER: They do this anyway naturally—and now 
they have the basics—all we have done is give it 
some words--that they can identify with and that 
helps them tremendously—some word that they can 
believe in and can attach to. 

PEREZ: I've seen in the past six months or so. Dr. 
Baker has worked with the teachers, so that the 
students are becoming aware of their own 
strengths—I might hear my own daughter say "My 
strength is rhythm"--So they are going to carry 
that on with them if somebody else picks up on it 
or not. They are going to know something more 
about themselves that they might not have 
identified otherwise. Whether the next school 
they go to or other schools are doing that. 

FISH-DAVIS: When they do these exercises, do they 
do them individually or does a whole class do, say 
a visual art exercise? 

PEREZ: Usually whole classes, or small groups but 
they don't necessarily break down by strength in 
the regular school year—now in summer school they 
do multi-age grouping—like they might put first 
graders-third-and fifth graders together—in same 
area—based on strengths. But during the school 
year there is just enough variety that they are 
meeting the needs of all the students. And the 
students are more aware of how to apply that 
because they are aware of their own strengths. 

FISH-DAVIS: Do you think you need to have above 
average teachers to teach this? 

PEREZ: I think we do have above average teachers! 

BAKER: We developed above average teachers! 
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PEREZ: The fact that we wanted to develop a 
school that was going to turn the tide in the 
failure rate and the lack of success—that takes 
teachers that are more dedicated then your run-of 
the-mill teachers. Actually they eliminate 
themselves. If they don't want to work that hard 
they go somewhere else. We have not lost that 
many teachers at elementary—we have a very good 
tenure rate at elementary. They were already very 
good teachers but they were not all focused in the 
same direction. 

BAKER: They were not enjoying each other! 

FISH-DAVIS: When you first heard about this what 
did you think of it? 

PEREZ: I had no opposition—also, it has grown from 
when it first started. When I interviewed here I 
expressed an interest in the fine arts. (Perez 
had taught in Montessori--her mother is a music 
teacher. She had used artists from the Texas 
Commission on the Arts and Sensory Learning had 
already been incorporated into Summer School 
before Perez came on board.) I took the workshop, 
eighteen hours—six hours per day for three days 
with principals, the superintendent, teachers, and 
two parents. 

BAKER: The parents went right along with us. We 
paid parents to come and work. 

PEREZ: Some of the things that came out of that 
workshop--first off, we all became more creative 
and free--aware of our own talents and each others 
talents. But also when you spend three days with 
each other and you are expressive, you get to know 
each other better and you are not afraid to share 
ideas after that. So I think that opened up a lot 
of creativity that may not have been there 
otherwise. 

BAKER: She went through play exercise—rhythm 
exercise—movement-pottery (see Appendix B) 
discussed the rhythm—they did rhythm people. 

PEREZ: We did language activities and we had a 
short play—made masks—played characters and 
acted out the play—things you could do in a 
regular classroom but it freed us up so that we 
could talk to each other more openly—but it also 
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opened our awareness of the natural abilities of 
ABC's. 

BAKER: It brought teachers closer together. The 
terrible thing about school is they never talk to 
each other or enjoy each other. The high-school 
on the other hand wouldn't touch it. seventh 
grade-87% were failing—after six weeks, it 
dropped to 37% failing. Then all of a sudden it 
got mixed up in politics. They turned it down on 
purpose, it was going too fast and being too 
successful—members of the Board couldn't stand 
it. 

PEREZ: There were some very traditional teachers 
who resist change. (In the high-school) So it is 
easier to keep teaching in isolation. Fear of the 
unknown. 

FISH-DAVIS: Did any of the teachers ever use or 
take something from another discipline? 

PEREZ: Yes, one of our academic teachers wanted a 
song about synonyms--asked music teacher to make 
one up—but the academic teacher actually used the 
song in class. 
The Dance/Movement teacher helped make up a dance 
for multiplication tables. The idea came about 
when Robyn Flatt (Baker's daughter) was visiting. 
The fourth graders couldn't learn their 
multiplication tables. The students were not good 
in math but good in movement. Robyn suggested 
putting movement to multiplication tables. She 
said "I don't mean making a 6 in the air with your 
hands so it looks like a six—but maybe you could 
swirl around like a six to keep that in mind, so 
you remember what that movement means." They had 
a presentation—dance teacher and students worked 
with it extensively--movement teacher would call 
out problem--they would act out the answer, or 
she would call out the problem and they would do 
the motions to the problem, she would do the 
answer—they would do the motions to the problem— 
all sorts of combinations. I began to realize 
this really worked when a young girl did the 
movements and then said the answer, 3 x 10 =30. 
The teacher called out the problem, the little 
girl made a motion for the answer which was 30, 
and then she translated it into the statement 
"thirty" as if she was translating from one 
language to another. I think it is because they 
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experienced these things in several different 
ways. 

BAKER: You see you have five or six different ways 
to find a child's talent. One teacher can't quite 
do it but if you have four to five teachers 
working on it, and then they talk about it; they 
are going to find something that the child likes 
to do. 

PEREZ: This is not really affected by class size— 
the only thing that is hard to do number wise is 
to build the portfolios—we had to have a grant to 
pay the fine arts teachers. 
Portfolios are questionnaires about where 
strengths are identified, such as, shape, space, 
sound, etc. 
Fine Arts teachers build this part of it and 
teachers observe students closely—students also 
take tests about learning styles. This 
information is brought to group meeting, where all 
teachers come up with suggestions for motivating 
learning. "Well, I could do movement with 
multiplication tables" and that is what they use 
for next week or so. 

BAKER: These are the only children in America , 
outside of the very expensive schools—that have 
someone sit down and try and figure out what are 
their talents. There is a comment someone made 
that says, "If a child brings his talents to 
school and no one pays any attention to him, then 
he quits bringing them to school." 

PEREZ: We also had PTA meetings and demonstrated 
this for our parents—we used a whole language 
approach—Some students came in and read the book 
and we could hear them read the book—rather than 
asking adults to read the book—then we started a 
writing activity and asked them to describe 
characters in the book—just like we do on the 
TASS test basically—then they broke into small 
groups went to a movement group, then pottery and 
visual arts, etc., then they rotated—and while 
this was going on there were four or five of us 
that were doing just what the fine arts teachers 
have done in class, they were scripting, taking 
notes about this person and how they were 
responding in each different group, and when the 
activities were over, we stood up and we told what 
we had written, we just took two people, one 
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student and one adult—and we put their names up 
on the board and we each stood up and described 
their strengths and they were so impressed to find 
out what their own strengths were—that the 
student that we did—her mother came up after and 
said, "Boy this was just Dottie's day" and I said, 
"Why, what do you mean?" She said,"because you 
told her what her strengths were." It occurred to 
us then, this happened a couple of years ago, the 
teachers were all discussing it, but that we 
should share this information with the students. 
Now the fine arts vocabulary and students names 
are placed in the front of the room or blackboard, 
so that students become aware of their own 
strengths as well as teachers. 
Parents like it because they are hearing good, 
positive things about their children and their 
children are involved. 
Parents that resist it haven't tried it. Some 
parents don't see the need for it because their 
children learn by the traditional way. Most 
parents are very appreciative. 

BAKER: Board members are the problem. 

PEREZ: Meetings once a week are scheduled. 
Academic teachers work with art teachers and 
with TASS objectives. 
Team planning session per week for lesson plans— 
like skip counting—teaching and planning very 
integrated—one topic or taking one book—whole 
language approach. [Use book]"Benjamin's Dream" 
In summer school--a lot of presentations—some 
ABC's of Natural Abilities carry over to regular 
year. 
[Highly worked out in summer school.] Some 
teachers are more involved than others. 

FISH-DAVIS: How do you grade? 

PEREZ: Traditional grades—no real fine arts grade. 
Summer school writing comparison of first grader 
who starts out rather typical--after using 
vocabulary--vast improvement. After reading the 
story, the students attended a pottery class to 
work on words involving texture. They described 
two characters in a book just like a TASS test, 
but words now are scaly, murky, dull, etc.. 
The difference is from using experiential 
learning. When teachers have experienced it—they 
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are able to pass on to students—All teachers use 
it in a different way. 

BAKER: I saw this in graduate school, now 
teachers can see it in second and third grade. 

PEREZ: It used to be kids came to school and we 
said "These are the rules—This is what we're 
going to do—Let's start." That's what we did in 
kindergarten—Now we spend a lot more time, not 
necessarily before school starts but as the year 
goes on, analyzing each student, finding out about 
each student, building our program around what 
they are good at, drawing their strengths out; 
instead of ignoring what they can do and from 
there trying to analyze how to make them learn 
more. We're taking it from a different approach— 
the strengths are the basis of the program—and 
sometimes we use the strengths to help the 
weaknesses. The program is built around the 
strengths of the students. 

BAKER: This concept can be used in high-school and 
college. 

FISH-DAVIS: What makes these students different 
from other students that haven't had this 
approach? 

BAKER: Well, you ask these students "What are your 
ideas?" ; and they will respond and be 
cooperative. 

PEREZ: When I first came here and witnessed the 
Christmas program, I noticed that the students 
were inhibited, had very little self confidence, 
didn't sing out, etc.—also, parents would sit and 
giggle instead of clapping. 
This past year the students seemed to be enjoying 
themselves, more self confidence, did not use 
microphone, much more complex program, more and 
varied movement, most of the parents appreciated 
this and clapped. As Dr. Baker has said the 
students will speak out, they will answer, they do 
movement without being inhibited. It's just a 
whole different image that is being portrayed when 
the students perform. 

FISH-DAVIS: What is needed for this to continue? 
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PEREZ: Administrators have to believe in it. 
A principal is needed who will actively support 
the program. The principal is the most important. 
Teachers can not do this on their own without a 
great deal of frustration. You need the follow 
through with the principal. 

FISH-DAVIS: Where does this program go from here? 

Paul Baker is writing a book on this experience. 
Perez suggests video-taping Baker conducting a Workshop 
Training program for later purchase; so that people who 
seek further information will have something to go by. 
Already many have observed the program in Waelder, TX; 
including the Texas Commission on the Arts, the 
Governor's Office has sent a representative, and the 
Commission of Education's Office has sent a 
representative, among others. Teachers will need to be 
retrained to appreciate the value of the arts in 
education. 

BAKER: They have to believe that the artist is that 
important to them. 

PEREZ: Once someone sees the difference in grades, 
from below grade level to on or above grade level 
in three years—As long as the fine arts are 
separate they are not going to be as necessary 
until they are part of academics. 

BAKER: Arts in Education is out! As soon as you 
mention the word arts--it's cut out and it's a 
frill. We never use the word anymore. 

PEREZ: Anyone who has been through this will have 
an appreciation for culture and the arts. And 
that's how you build your programs, when you have 
experienced it while growing up. Fine arts 
teachers should be used for in-service training, 
working together. 

BAKER: They have to have time to enjoy each other's 
ideas—they need to work together. 

PEREZ: Fine Arts teachers have highly developed 
skills. Fine arts teachers are very familiar with 
the vocabulary, while other teachers (academic) 
are not as advanced. 
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BAKER: The workshop and vocabulary merely 
reacquaint the teachers with the tools they have 
been using all their lives. 
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APPENDIX B 

PAUL BAKER'S SENSORY LEARNING WORKSHOP 
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Introduction 
to 

Your Sensory 
Learning Abilities 

I have developed a do-it-yourself introduction to each 
individual's sensory abilities using the NSA Vocabulary. Please 
follow the suggested procedure and in the suggested sequence as 
outlined in the workshop plan. 

Sensory learning is predicated on the philosophy that each 
participant must become acquainted with his own childhood 
sensory memories and sensory abilities before he will be able to 
recognize and value the childhood memories and sensory abili
ties of others. 

Paul Baker 
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Sensory Learning Workshop 

S e t t i n g : classroom, gymnasium, large room or classroom 

M a t e r i a l s : notebook, pencils 

I n s t r u c t o r s : one or more teachers-artists, familiar with sensory learning vocabulary 

Acquaint each participant with their Sensory Learning Abilities in the following manner: 

Ask each participant to use a finger to touch the location of each sense -one sense at a time. Next, 
write down the name of that sense and its location on one side of a sheet of paper. On the other side write 
the sensory vocabulary. Example: 

location/sense 

touch eye 
touch ear 
touch nose 
touch mouth-tongue 
touch sldn 
touch a muscle or move an arm 

sensory vocahularv 

sight vision 
sound 
smell 
taste 
touch 
kinesthetic sense, muscle memory 

Make a thorough smdy of the way you use each sense. Evaluate which of the senses are most useful in 
your everyday living. Circle the sense on the chart and give a 1-6 evaluation. (1 being most important) 

Evaluate which of the senses are most valuable to you in your professional life. Make a value listing 
using 1-6. 
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To better acquaint you with your sensory abilities, use the following listing of the NS A 
Vocabulary and an explanation of each sense as described by Diane Ackerman in her excel
lent book, THE NATURAL HISTORY OF THE SENSES. 

Make a chart like this: 

Location of sense Sensory Vocabulary 

eye vision - sight 

Eye - Sight "Our eyes gather the light, pick out an important image, pin-point it in 
space and follow it. Sight - eyes the great monopolists of our senses." 

Diane Ackerman 

SIGHT VOCABULARY 

space shape line texture movement color plane level light (rhythm - pattern - time) 

Describe the way you use Sight-Vision. 
Select an object- a chair, an automobile, an apple, and describe your vision messages 

using the NSA Vocabulary. 
Describe the (a) space in which your selected object resides. 
What is its (b) shape, (c) color, (d) rhythm -visual or auditory rhythm? 
What is the (e) texture? What is the (f) movement and (g) line? 
What (h) sound do you hear or feel? 
Describe the selected object as it is revealed by light. 
How many and what kind of lines make up its shape? 
Do you have any muscle reaction to the object selected? 
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Location of the sense Sensory Vocabulary 

car sound 

Ear - Sound "Sound thickens the sensory stew of our lives. We depend on it to help 
us interpret, communicate with and express the world around us. Sound is really an onrush-
ing, cresting and withdrawing wave of air molecules which begins with the movement of 
any object, large or small, and ripples out in all directions." Diane Ackerman 

SOUND VOCABULARY 

Sound breaks silence (rhythm, pattern, time) timbre texture color shape line (verti
cal - horizontal) movement direction duration volume melody harmony 

Describe the manner in which you experience Soimd. 
Remember or recall a sound you have heard -a bugle call, Tapps, a bird song, a 

cow's moo for her calf or auto tires screeching on the pavement. 
Look back in your memory. Do you remember any childhood sounds? 
How important is sound to you in your everyday living? 
How important is sound in your profession? 
Do you use sound in your teaching? 
Next, select a sound you remember quite vividly and through employment of the 

sound vocabulary words, analyze that sound in writing. 
Describe the sound using the following words: rhythm - visual and auditory, texture, 

shape, line (vertical - horizontal), color. Describe the movement of the sound. Does the 
sound elicit a muscle reaction? Describe. What line does the sound make? What space 
does the sound fill? 

Now, choose a historical period, for example; the USA Civil War period. Describe 
the identifying sound of that period using the NSA Vocabulary. Describe other sounds of 
the Civil War period such as the music, the rhythm of the marching soldiers, etc. 
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Location of sense Sensory Vocabulary 

fingertip - skin - tongue touch 

Touch (fingertip, skin, tongue) "Our skin stands between us and the worid 
harboring the sense of touch. Touch is the oldest sense and the most urgent. When we 
touch something on purpose we set in motion our complex web of touch receptors making 
them fire by exposing them to sensation. The brain reads the firings and stops the fires like 
Morse Code. The brain registers smooth, raspy, cold, jagged, heat, pain, pressure." 

Diane Ackerman 

TOUCH VOCABULARY 

texture shape (±ythm pattern) timbre movement line temperature level (sound 
vibration) 

How much do you depend on the sense of touch in your everyday life? Give your 
interpretation of the Diane Ackerman statement, "Touch is the oldest sense and the most 
urgent." 

Use the NSA touch vocabulary and describe your touch reactions to holding a three-
month-old baby, a one month old puppy, a small turtle, a hot biscuit, an ice cream cone. 

How many times has your sense of touch saved you from harm? Saved your life? 
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Location of the sense Sensory Vocabulary 

DOse smell 

N o s e - Sme l l "Smell conjures up memories, images, visions. Smells detonate softly 
in our memories like poignant land mines under the weedy, messy years of esperience. 
Smell links us with out memory." 

Diane Ackerman 

SMELL VOCABULARY 

color texture shape (movement rhythm sound space silence) 

Smell is a very intimate sense. Smell utilizes all the other senses through activation of 
memory. Describe your personal reaction to smell. Do you have a well-developed sense of 
smell? 

Remember the smell of popcorn? Remember the activities growing from the task of 
popping com? Describe this experience in writing. 

Using the NSA vocabulary, answer these questions: 
What color was the popcorn? 
What was the texture, odor? 
What was the shape? 
What was the movement, rhythm, sound, space, silence associated with this experi

ence? 
How many different memories can you conjure from your past experiences popping 

com and encountering the smell of popped com? 
Write another description from memory using the NSA vocabulary concerning your 

first experience with turkey cooking at Thanksgiving, the smell of the wonderful outdoors 
afrer a brief shower in the spring or the fragrance of a loved one. 
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Location of the sense Sensory Vocabulary 

mouth - tongue taste 

Mouth - Taste "Doorway to the Body - Parlor of Great Risk. Taste is an intimate 
sense. We taste only four flavors -sweet, soiu*, salt and bitter. Everything else we call 
flavor is really odor." 

Diane Ackerman 

TASTE VOCABULARY 

texture temperature smell color sound shape touch 

( Examples: sound - potato chips; shape - lolly pop; temperature-pleasure or pain) 

List your favorite taste memories -your favorite flavors. Select the taste and flavor you 
like best and describe in writing using the NSA vocabulary and your sensory reactions. 

Suppose you choose coffee. Describe the temperature, smell, texture, sound, shape 
and touch. Remember smell contributes to taste. Describe your pleasure/pain from differ
ent ten^>eratures of coffee. 

Next, identify a TV ad which employs the sense of taste, to sell beer, tacos or pizzas. 
Make a video cassette of the selected ad and view the ad several times. Each taste vocabu
lary word will be used in the TV ad. 
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Location of sense Sensory Vocabulary 

all over one's body movement and muscle memory 

MOVEMENT and MUSCLE MEMORY 

Margaret Meade, a great anthropologist, said of the kinesthetic sense: "Where do I 
exist? All over me of course." 

Margaret Meade possessed a well-developed kinesthetic sense -her muscle memory 
was stored all over her body -from childhood. 

"We have the capacity to recapture the genius of the child, (the child in each of us), at a 
mature age. Activate your childhood memories and in turn you activate memory itself. 
Childhood memories will train your present conciousness." 

lecture by Jean Houston 
1982 Salt Lake City, Utah 

Note: An exercise included in the NSA Woikshop -"Playspace Exercise", developed by Sallie K. 
Baker, is excellent to use in recalling childhood memories. 
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PLAYSPACE EXERCISE 
developed by Sallie K. Baker 

l...Spa££ 

Recall a space you played in as a child. 
On your paper draw the outline of the space. 
Describe the space through these questions. 

a. Was it an empty space or broken? 
b. What was its size? Large, small? How high was it? 
c. What kind of boundaries did it have? A roof? A picket fence around it. 
d. How did you feel in it? 
e. What was the textiirp. nf the ground or floor? The walls, the air? 
f. What color or colors was it? 

2. Movement (Kinesthetic muscle memory^ 

What did you do in the space? Play games? Just walk? Describe one of your activities in 
the space. 

3. Line 

Pretend your are looking at yourself from above. Watch yourself move through the space. If 
the space were made out of sand what kind of line or trail would you leave in the sand? 
Draw it on the page of your play space. 

4. Rhythm 

As you move, what kind of beats do you feel your feet making with the floor? Clap out that 
basic rhythnt What kinds of feelings do you get in your muscles as you move or as you clap 
out the rhythm? Any areas of tension? 

5. .Shasis. 
If you were watching yourself at a frozen moment from a point out front of your space what 
kind of shape would you make against the sky or horizon line? We call this your silhouette. 
It will be like a paper doll cut-out. 

6 Sound • Silence 
What sounds do you make? Discuss length and kinds of silences there are. How did you feel 
during the sounds and the silences? Try making those sounds and reliving the silences. 

7. Jlextiux. 
Is the line you cut the space with jagged, smooth, nubby ? What adjectives come to mind as 
you make the line? What is the texture of the sounds you make? 

8. Cnlnr 
As you move and make sounds do certain colors come to mind? Does your body feel itself 
from the inside to be a certain color? Does the color change as you make the line? What 
colors are the sounds and silences? What color are the silhouettes? 
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APPENDIX C 

INTERVIEW WITH SUZANNE COHAN-LANGE 
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The following is an excerpt from a personal 
interview held with Suzanne Cohan-Lange, Director of the 
Interdisciplinary Arts Education program at Columbia 
College, Chicago. The interview was held on August 21, 
1993, during the Summer Inter-arts Workshop and was 
continued on February 21, 1994 as a phone interview. 

FISH-DAVIS: How old is the program? 

COHAN-LANGE: Eighteen years old. We started in 
1976. 

FISH-DAVIS: You mentioned something about how the 
development of modernism had an effect on 
education and your choice to begin this program. 
Could you describe this? 

COHAN-LANGE: The essence of modernism is 
fragmentation. It seems to me whilst it was a 
legitimate concern of the modernists, to pare 
things down to their essence, to find some kind 
of spiritual or essential core, the problem is 
that once that became institutionalized, that 
notion became institutionalized all across 
America, for administrative convenience, 
knowledge, especially arts knowledge, became pared 
down to little tiny pieces—By the time we were in 
school in the 60's, there was no way we were going 
to learn anything but jewelry making or sculpture, 
--if you were a sculptor major, you didn't even 
learn ceramics because that was considered a 
lesser art form, such nonsense. So that when I 
went to my advisor and said I wanted to take a 
course in set design, he looked at me in great 
horror and said "Well, you would have to drop out 
of this college!" because set design was over in 
Theatre and Communications which was another 
college across the campus and I would have to drop 
out of the art college—which was absurd, it was 
as if I had suggested rape and murder. So I knew 
then, and I was only 18, that there was something 
wrong with this and there had to be a relationship 
between sculpture and set design and on and on. 
It seemed it got worse and worse until by the 
•70s -children-4th grade children were having one 
class in spelling, then they'd move down the way 
and have something called Math, and then 
Literature, and then something called English and 
so that they had nothing to do with anything and 
every forty minutes, you moved your body. As 
brand new teachers in the '70s we said "This 
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really doesn't work." We tried to essentially 
deal with that fragmentation by working together— 
an artist, a choreographer, a writer and a 
composer. Mostly we started by hanging out 
together and realizing that we all taught in the 
same way and that we were real interested in the 
intersection between the arts. That was when we 
came up with this incredible chutzpah idea of 
•Lets start by designing a course' and one thing 
led to another and before we knew it we had a 
program and that's when we started peddling it. 

FISH-DAVIS: You have said that your program was 
once labeled the 'dangerous dilettantes.' Could 
you tell me some about this? 

COHAN-LANGE: You have to understand that if you 
grew up in the '30s and •40s and abstract 
expressionism was your god—and then somebody 
comes along and suggests to invite artists, and 
dancers, and writers, and actors in the same 
classroom is as mad as a hatter and that's when we 
were labeled the "dangerous dilettantes." At the 
time, all anyone in the arts at the highest levels 
was doing was technique. 
Figure-ground relationships and push-pull color— 
and how flat is the image, etc. Here we are 
trying to say "Why do you make art?" So our 
concerns are different. 

FISH-DAVIS: You spoke of the divorce between form 
and content and how this has affected your 
program. 

COHAN-LANGE: Traditionally for all of us, either in 
dance, music conservatories—you concentrated on 
form. Those who dealt with content were pretty 
much relegated to the areas of Art History--or 
music composition, certainly not performers, 
certainly not music educators, or dancers. For 
dance, maybe when you got old and couldn't dance 
anymore—you didn't think about ideas in dance—it 
was pretty much 5-6-7-8, turn two, straighten your 
back kind of thing. In the visual arts, there was 
a terrific divorce between form and content. 
After all content was supposed to be gone-gone-
gone, under the modernists, but it was itself, 
self referential--it was art for arts' sake. 
It was not supposed to have content, content is 
retrogressive and corny--storytelling and 
narrative and all the rest of it. 
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So what happened was when we started to deal with 
performance and video and all of those areas that 
cross boundaries and are heavily narrative and 
heavily content oriented—then when we started 
incorporating social/political issues—We all 
were aging hippies and were very interested in 
social issues. So once you start putting that in, 
then you—content and form come jumping up against 
each other and it's the problem we are all facing 
now is how can you do good political art. Why is 
there so little good political art—why is so much 
political art sort of shrill and often badly 
crafted— these are issues we deal with all the 
time. Does it have to be? No—look at 
"Guernica." There have been examples throughout 
history, that have been absolutely splendid but 
because for so many years those two issues have 
been separated—its very hard for us to remarry 
them--so every group that tries to do it, sort of 
has to find their own path. 

FISH-DAVIS: Could you describe the curriculum. 

COHAN-LANGE: The first two semesters they take 
their studio courses--the sound, the word, the 
drama, the image, and the movement and history—a 
history of inter-arts. 
And then the second year, people go off into their 
own area--either curriculum and program 
development or performance areas--production of 
film-video-art or toward business. 
There are courses within that sequence, they have 
history, aesthetics, and current trends. It is a 
two year program. 
The first year is primarily studio, and the second 
deals with electives and theory with a final 
thesis project. 

FISH-DAVIS: Discuss ways you design a class or 
curriculum. You have mentioned in your articles 
something called "compositional ideas". Could you 
elaborate? 

COHAN-LANGE: For example, we will all deal with the 
same compositional strategies. We'll all say,"do 
your autobiography in line or sound or 
choreographic ideas, or do a transformation from 
another art form--take a poem or a piece of 
choreography and transpose it into art or music, 
or do a metamorphosis piece." So we'll give the 
same assignments but in different art forms. 
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That is what we mean by compositional 
strategies. 

FISH-DAVIS: Do you start with autobiographical 
based assignments or theme based assignments? 

COHAN-LANGE: It just depends on the group—I change 
it every year—Every semester I change it—So it 
really depends on the group. 
Some years I do nothing but transformation— 
transformation of object, space, of self, of time 
and from other art forms. Sometimes I just do 
autobiography in all different art forms. This 
past semester we did a lot of culture based work 
where they had to do visual images based on their 
culture and we had to spend a lot of time talking 
about what is your culture. Because there is an 
awful lot of WASPS who think they don't have a 
culture. I love that, I give the assignment and 
the black and latin students nod and smile and the 
white students go pale and choke and say 'but we 
can't do that.' 

FISH-DAVIS: What did you find that you hadn't known 
when you first started the program? 

COHAN-LANGE: We found that when you combine the 
arts, you get performance. We didn't know when we 
were doing this. We were just going to combine 
the arts--we didn't know what we were going to 
get. That was what we found out—when you combine 
the arts you get performance. You don't always 
have to, sometimes you get text, image, and sound, 
but it tends to be performance. The other thing 
is when you get people from all five areas, the 
"star system" is eliminated, because people that 
are absolute stars in one or two areas are going 
to be klutzes in the others. That is what is so 
wonderful because they have to develop this 
ensemble that depends upon each other. 

FISH-DAVIS: What do students gain from the program? 

COHAN-LANGE: They learn to value their own artistic 
voice, they learn that they have one, that they 
have something to say. That is one of the five 
questions we continually ask them— 

1. What do you have to say? 

2. Who do you want to say it to? 
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3. How best can you say it —using what 
combinations of art forms? 

4. Who pays? Grants writing and fundraising 

5. Who cares? Evaluation and criticism 

They have to be able to answer those five 
questions before we let them out. 
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APPENDIX D 

INTERVIEW WITH NANA SHINEFLUG 
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The following is an excerpt from a personal 
interview held with Nana Shineflug, Movement/dance 
Instructor at Columbia College, Chicago. The interview 
was held on August 22, 1993 at Lake Geneva, Wisconsin as 
part of the Summer Inter-arts Workshop. 

Nana Shineflug describes herself as "basically a 
mathematician, interested in fundamentals of systems; a 
Karma-Yoga person, interested in teaching and working." 

In the •60's, Shineflug "ran away back to dancing" 
and began working with Urban Gateways in Chicago. "Urban 
Gateways takes artists and teaches them how to work with 
non-artists, and is especially geared for the public 
schools." Instead of teachers learning art, the artist 
learns to teach. 

Thrown into a myriad of different, challenging 
situations with the Urban Gateways program, Shineflug 
quickly realized that "you have to figure it out." She 
spent months struggling with "how to get to the 
fundamentals with non-artists so that they can create art 
with very little skill." Shineflug is very interested 
"in how art works at a psychological level and at a 
spiritual level with people to empower them (this was 
long before empowerment became trendy)." 

She met Rebecca Reuben-Smith, one of the three 
original designers of the Columbia College program, while 
working with Urban Gateways. Shineflug was impressed 
with Reuben-Smith's "skill in classroom management with 
kids that were out of control." Reuben-Smith introduced 
Shineflug to Suzanne Cohan-Lange and Shineflug joined the 
faculty of the interdisciplinary arts education program, 
which at the time was sponsored by the Chicago 
Consortium. 

SHINEFLUG: I had a dance company at the time and I 
had no intention of being a choreographer, much 
like actors, directors, and musicians. I was 
trained to do other people's work; where painters 
and visual artists learn to create all the time. 
Musicians are not taught to compose, actors are 
not taught to write plays, dancers are not taught 
to choreograph. I had a dance company and was 
always looking for choreographers to choreograph 
for me. Basically, I started doing this because 
there wasn't one, so I could bring in Bill Evans 
and people like him. Very quickly I learned to 
get what I wanted; I just started to figure it 
out. 
I learned a great deal about how other people 
created dance . . . Really interesting 
work and eventually I started doing my own work. 
We spent the first four years of the program not 
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knowing what we were doing with interdisciplinary 
work. We would have these intense faculty 
meetings that would last for hours and hours, 
about what they were doing in their art form and 
how they approached it, and what made it 
interesting—Trying to find intersections and 
overlapping—ways of working, so we could produce 
one image by teaching three different courses 
—we would deal with trying to come in on the 
same ways—thousands and thousands that are 
common—line, space, etc. and self. 
The difference for me between the Columbia program 
and other programs is Columbia is interested in 
each person who comes into the program, 
identifying their concerns, give them enough 
skills to be able to work with whichever art form 
they choose to work with or mix of art forms, to 
be able to actually use those skills to speak 
their voice. It's not about developing skill for 
the display of skill. The primary thing is really 
about getting enough stuff, so that you can 
express yourself and be a voice that is a powerful 
voice as someone who is concerned about living. I 
think there is a very spiritual base to this 
program and its really about what are your 
concerns as a human being. You need to answer 
that question for yourself in this program or you 
can't get through it and then "What are you going 
to do about it? What are you going to about 
your life on earth as an artist?" And I think 
that is where it differs from other programs with 
the development of skill and I think the other 
thing that is true of this program is that I 
consider myself a nurturer, I'm a teacher, but I'm 
also a nurturer and one of my goals is to nurture 
the students until--to give them a sense of 
themselves until they are strong enough to 
manifest the goals of this program. 
The first years of teaching in this program, I 
didn't know what I was trying to do, but with 
communication with other faculty and my own 
experiences. Now I have a very clear sense of 
what I am trying to do. 

Shineflug's objectives for the student while 
teaching studio courses required of the interdisciplinary 
arts program are: 

SHINEFLUG: Give an introduction and sense of dance 
history—because it is so minimal in this 
country. (She comments on how difficult it is to 
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find material for teaching dance history, as the 
records and materials are spotty, to say the 
least.) 
giving them a sense of what has happened, so 

they don't recreate history and giving them 
options. 
—interested in students being empowered as 
movement people which is actually very easy to do 
but most don't know how to do it. 
Second week that she has students in class— 
students are doing movement pieces that are 
artistic—people are moved by them and they are 
meaningful and the students recognize this. 
Ms. Shineflug does this by a variety of means: 
— Teaches students how to move correctly. 
—Initiator of energy forms—I can sit in a room 
with twenty people for one hour and a half and 
initiate their bodies into patterning—so that 
they are actually a centered person—its a gift 
(not everyone can do that). 
--Teaches enough about anatomy--how to move 
correctly is in your head and in your visual mind 
and body because to move correctly is to create a 
vision in your mind that your body will replicate. 
Give them enough vision so that they can do these 
pieces in the second week--They are very scared--
often many think they are ugly--disabled--physical 
things we do to the body in our culture--we don't 
teach the body anything in our culture or that 
their inner body has any meaning. The only thing 
we teach you about is what the outer physical body 
should look like and a little bit about how that 
moves but really certainly not correctly— 
Basically, how to be a good animal--and they do 
these pieces in the second week that are truly 
amazing. 
--Starts with form, so the mind is in the process 
of doing something else and then the body can do 
what it can do—it can speak to you. 
--Teaches them the fundamentals of creating 
movement material--how to use images and 
pedestrian movement and gesture. How to derive 
movement material from work forms or from just 
plain letting the body do its own movement— 
finding own movement voice—everybody has one and 
has something the body likes to do—you can see 
that from watching people—if not classically 
trained, where everyone is taught to do the same 
thing--
Every choreographer has own movement voice— 
Students gain a certain wonderful confidence— 
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—premise--basic human love--critique is based on 
love—before critique--I ask do you love this 
person? and everyone says Yes, I love this person. 
You are always injured by it to a certain extent 

and the only possible way is to hear it in the 
best possible way—hear from someone who really 
cares about you. 
I see this as a problem in other art programs--the 
separation between teachers and students. 
The teacher needs to be one of the students, just 
a little different. You don't pull yourself apart 
and distance yourself from the rest of the group. 
You are a group leader. You don't need the 
students to be students for you to be who you are. 
—which I think is a big factor in why this 
program works because of its honesty—Try never to 
give criticism without trying to repair that 
thing—The students learn very quickly that it is 
necessary for them to grow--to receive and give 
this criticism. 
--Criticism is necessary in teaching 
--Teach methods of choreography 
Exercises--!. deriving movement material 

2. manipulating movement material— 
Basically what are you going to do with it once 
you have got it? 
Different ways of putting movement together-a lot 
of them--from traditional forms to chaining events 
together, to developing a piece that is based on a 
piece of visual art, music, or theatre, not 
necessarily in any logical manner--but in an 
intuitive manner--Autobiography is very important 
to us. Initially dealing with form—to trip the 
mind out of it. 
If you start with autobiography and content 
oriented material, you run the risk of getting 
work that is too obscure. 
People are always revealing themselves--no matter 
what they do. Every piece is about you, I don't 
care what you started with, you are the material. 
Focus is on intuitive--the mind tends to edit too 
much. 
Very quickly the students see that things in which 
they know what it is about right away are not as 
meaningful, as things that they know are 
meaningful but they don't know what it is about! 
Material that is dense and impacts them. 
Go with intuition. 
What they are— 
identifying agenda--
by final project—empowering program 
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85% effective—once in awhile it misses 
Teaches them what they are about and what they 
want to deal with—what is their artistic eye?— 
what do they do that is effective with other 
people? 
Most find it. 
Teachers in the Columbia College program really 
didn't know what they were doing in the beginning. 
Over the years, they have figured it out and they 
have begun enhancing the abilities of the program 
in a natural manner. 
People that come out of the program create their 
life as a work of art. They feel confident—able-
-capable to raise money. 

During what Shineflug describes as a "dark nadir" in 
her life, Shineflug, herself, attended the program at 
Columbia College. She had previously been a faculty 
member in the program for twelve years. 

She found that she loved to write; even though she 
had been told as a child she had no writing ability. 
Although, she had not written "in a thousand years," she 
took writing courses and was published. She now writes 
texts for her own work and writes grants for arts funding 
purposes. 

While taking an aesthetics course from Olivia Gude, 
an Aesthetics instructor in the Interdisciplinary Arts 
program, she was asked the questions of "Why do you do 
art?" "What are you doing?" and "Who are you?" She 
realized she was happiest as an artist when she traveled 
to small towns with dance companies and did artists 
residencies. 

SHINEFLUG: I wrote a grant for $60,000.00 to 
various small towns in Illinois with my [dance] 
company—that started me—for about five years I 
was empowered by it and I saw it empowering other 
people—I happen to think it is one of the most 
wonderful things anyone can do [the Columbia 
College program]. It is best done with people 
that are not straight out of school. Who have had 
some experience—who are questioning. 

FISH-DAVIS: You said you had worked with people who 
were non-artists? 

SHINEFLUG: I work with non-artists all the time. 
Jeff (Abel) and I were asked to teach Talent 
Identification Program TIP at Duke University in 
the summer time. 
They take seventh graders and above who scored 500 
and above on SAT's. 
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Bright kids from East and South—600 kids that 
take advanced Chinese, biology, traditionally 
heavy hitting intellectual courses. 
We took the principles of the interdisciplinary 
program at Columbia 
1. Identify who you are as an artist. 
2. See how you look to the world. 
3. Identify your agenda (which didn't quite work 

with younger kids). 

But we did want them to see how they all view the 
world differently—because this is one of the 
great things art does—helps us glorify our 
differences, while other parts of our culture want 
us to glorify our sameness— which is ok. 
But there needs to be a point where you are 
totally different from me, and that is great. 
Also we introduced them to ideas, intellectual 
ideas—since they were so bright. 
It teaches you how to live your life well— 
What this program does and art programs do— 
Teaches people to look at a problem that has 
infinite solutions and make a selection that goes 
to your intuition--try not to make a selection 
that goes to your mind or you think that anyone 
else is going to make--but try to deal with your 
intuition in making the selection—Don't worry 
whether it is the right selection and then allow 
the skill selection to come to fruition. Don't 
worry that you can't see the end point when you 
start--follow along—you come to a crossroads-make 
another decision and don't worry—trust that if 
you are invested you have made a good selection— 
This is the process of making good art and also of 
making an artistic life— 
This is why you always have enough time for the 
problem at hand. You waste time pissing and 
moaning. If you run out of time you have not 
solved the problem adequately. 
Teach creative problem solving. 
Artists need to learn how to work together, how to 
inspire each other because artists often work in 
isolation. 
Teaching them how to not impose their will or 
withdraw—but to work together— 
Jeff Abel and Nana Shineflug started TIP class-
going from the right side of the brain to the left 
side. 
Basically we tied every one thing to the next 
thing in some way or another. We started out with 
movement— 
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I use sound m movement because one of the ways 
the body learns is through sound—its dynamic 
understanding is the same as the dynamic 
understanding of sound pressures—so if you sing 
to the body—the body immediately understands 
dynamic through sound. 
They created pieces very much the way I do here-
I taught them how to move right—which is very 

simple. 
They were asked to make a line on the floor, a 

visual line. 
Then they were asked to create a movement piece on 
that line, which had a visual dynamic. 
—they had to draw it in color, draw it in width, 
draw it size and space—give it quality and 
texture and all the things the movement is going 
to have—so that you can actually have a visual 
score of movement work that you can read linearly-
-you can sing it—you can do everything with it. 
It is representative of this single idea you came 
up with. 
I give them limitations which once again keep 
their minds busy, like you have to go fast and 
slow, high and low, and you have to stop and say 
something—So they also were starting to bring 
text into it. I won't let them use text that has 
any meaning but they have to just well up words 
and not think of words but just try to well up 
words. Try to say the word that comes into your 
being with out thinking about it before you say 
it. So we did movement pieces—they identified 
what sort of—what this person liked to do—they 
like to wiggle or they like to be harsh—they like 
to move in images—We identified what people were 
doing--What was their way of doing it. 
Then we made sound pieces where basically like 
this program does, they have to use found sound— 
First they made vocal pieces because that is the 
sound we came from--was our voices--so we made 
sound pieces with the voices. They were broken up 
into groups and they created pieces—and they 
again had limitations--maybe they had to do 
rhythms, then they had to improvise, or display 
various kinds of qualities and textures--Then they 
had to create individual pieces—So the process 
followed creating group and individual pieces, 
much like we do here. Group pieces and then 
single pieces and how they overlap—and you find 
that everything has meaning—if the two individual 
pieces have meaning—There is always a synergy to 
everything that everybody does—you don't have to 
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plan for meaning because meaning is always 
present—You don't have to create meaning—meaning 
is always there--You just have to identify 
meaning— 
So then we took them into music and then they 
created pieces where they could use found sound. 
They went out and banged on the radiators—they 
were wonderful pieces—then they played the pieces 
for each other. 
Then they made movement videos with sound— 
sound/movement videos--we divided into groups--
Jeff had taught them what the camera could do like 
make people appear and disappear, slow motion, all 
the other trick things a video camera can do—so 
they divided into groups of five and made these 
sound/movement videos where they alternated being 
the videographer or the creator. 
My method of coming in on group creation is that 
they must each create a section and then the 
sections are chained together. So that everyone 
is in charge of being the director of the section 
and they very soon discover that they develop a 
group mind almost immediately. Even though one 
person is creating that—each piece has a very a 
very distinct message and quality because the 
minds integrate almost immediately when you start-
-even when you sit with each other— 
From that we took them into visual art—we started 
to stop frame the videos—Oh, we took them into 
photography from there—we gave them each a 
Polaroid camera for one hour and a roll of film— 
we said go out and take a picture—you have one 
hour to do it, and at the end of that hour—you 
have to pass it on to somebody else— 
Then we laid the pictures up all around the room 
and we said "who took these pictures?" They had 
enough experience with each other that frequently 
they could identify the person who took the 
picture—what their interests were—some took 
pictures of forms, shapes, architecture. Other 
people took pictures of people—others took 
pictures of colors, pictures of details, etc. So 
they identified without instruction that they each 
looked at the world differently—and that might 
have been only for the day—but they definitely 
were looking at the world individually—every 
single one of them took a certain kind of picture. 
There wasn't anybody that took a wide range of 
different kinds of pictures. Every single one of 
them got hooked into an idea. For most of them it 
was actually their point of view—It was their way 
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of looking at the world--and the other kids could 
identify this. 
Then we gave them (had no money for art supplies) 
each a dollar and told them to go zerox pictures 
out of books—make selections once again of what 
kind of pictures they were going to use—gave 
another dollar and told them to zerox words—pages 
out of books. They came back with twenty zeroxes 
of pictures and twenty zeroxes of words. 
Then they made collages out of pictures—visual 
collages—and once again everyone was doing 
themselves and it was very obvious that there was 
a self--an artistic view of the world, and 
aesthetic view, an agenda view, a topic view— 

FISH-DAVIS: Have you ever worked in a situation 
where there wasn't? I mean people that are non-
artists or not interested? 

SHINEFLUG: I have never tried to do this but I am 
going to in the fall because I am going to work 
with a program in the St. Charles school system in 
the sixth grade. Every kid in that school is 
going to take this class which is modeled after 
this course, not with the zeroxing, they're going 
to do art projects because they have supplies. 
Then we took them into words—they made collages 
of the words--We took them on a walking tour 
(taken from an exercise developed by Steven Loevy, 
(one of the instructors in the Columbia College 
program)—You go on a walking tour—he does it on 
the EL (Elevated Train in Chicago) and you just 
write images that you see—you are not allowed to 
edit or personally comment on it—you just write 
what you see--then you come back and everybody 
reads them and once again you identify—they're 
looking at clothing, color—they are looking at 
eyes, they are looking at hair, plants, 
architecture—Once again they are perceiving the 
world in a certain manner— 
Then they are to identify what they did best and 
make this into poetry by deletion, repetition and 
all the other things they can do with the words— 
but they can only use those words in any way that 
they want. 
Then we did a lot of the visual poets like E.E. 
Cummings and other people— 
Actually all through this we were talking about 
the history of everything so we were doing a 
cognitive area on all these things as we were 
going through and showing them art work from other 
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people and talking about what people did with 
photography as far as social issues go. 
Then they had to perform the poems—we started 
them into performance—theatre—just standing up 
and reading—we worked on their voices and how 
they projected—what physical messages they were 
giving to us while they were reading and was that 
the message they wanted to give us and if not what 
were they going to do about it. 
Then they read these poems—then they had to take 
these poems and find a place to do it—To have it 
meaningful in some other way—in a setting and add 
some other theatrical aspects to it— 
So we went all over the building—we went outside 
and went in the root cellars—There were poems 
performed everywhere—like one girl went into the 
kitchen and put fans on her face—she had long 
hair—read this poem and her hair was blowing--We 
were peeking in the door of the kitchen. We had a 
couple of clamp lights and that was about it. 
Then they had to do a piece of performance art in 
which they had to consider the visual images they 
were working with, what kind of text they were 
using, what kind of movement was happening. It 
had to be some kind of piece where they were 
making a conscious choice where they were speaking 
something out of their being--which we had not 
asked them to do before—but we kept asking them 
to identify themselves--Identify yourself--what 
are you saying? 
The last piece they had to do something in 
performance where they could do whatever they 
wanted but it had to be meaningful to them--It was 
very interesting to watch them. They went through 
all kinds of trauma through this process— 
We tried to have them be realistic—they had to 
write a proposal to justify what they were doing 
and they had to tell us what the process was and 
we made suggestions—then they had to write their 
proposals as if they were writing a grant for 
something to get money to do their proposals. 
Many found a way through this and solved the 
problem . . . 
zeroxed Aristotle, Kant, Kandinsky, St. Augustine 
for kids--
they had to explain philosophy to class, and could 
not quote from the book. 
Used similar exercises from Columbia College-
right to left brain, a choice made for this class-
starting with movement and going to words was for 
TIP project. 
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FISH-DAVIS: Do you go from movement to music to 
visual arts to theatre (words) at Columbia 
College? 

SHINEFLUG: We used to teach music, movement, and 
visual arts first term--
they didn't have enough history to do it well. 
Now we try to impact from different sides, instead 
of taking class along in a chain. 
One of the good things about the lack of funding 
in the arts is that there is a general 
disappearance of the traditional single subject 
art course. 
There is now an intense desire to identify 
themselves so they won't get into drugs and start 
making choices— like Say No To Drugs, etc. 
Children developing themselves as human beings and 
how they fit into society. Lecturing doesn't work 
Interdisciplinary is the new buzz word. 
Not interested in developing skills, but in 
empowerment 
QUEST (Drug Prevention Program)—gives them sense 
of creativity--life can be fun. 
Have done this with high-school 
I really don't think you need skill training at 
this level. 
Take tape recorder and record things, 
sense of form-color-texture 
Skill not necessary at beginning level. 

FISH-DAVIS: How do you evaluate? 

SHINEFLUG: Either students commit or they disappear, 
there is no in between. Points for each project— 
full investment—have to take problem and how much 
time you have three years or one hour— 
figuring out how it will work for you, honest 
statement of being. 
You can tell if someone has really worked on 
something and that is an intuitive thing. 
Students have to go to performance/readings. 
Read dance history articles on dance criticism. 
See performance and write critique--as artist 
not take notes when they are there—but soon after 
try to figure out what the choreographer was 
trying to do. 
What was the artist's agenda? 
What was their point of view? 
—if it was successful then why was it successful? 
paced well? 
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critical sense— 
Why did it plug into you? 
Were the images clear? 
If it didn't work, why?—material already knew 
about? 
Learn from looking--
And that's what I do! 
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The following is an excerpt from a personal 
interview held with Eileen Cherry a former student of the 
Interdisciplinary Arts Education graduate program and a 
Visiting Lecturer at Columbia College, Chicago. The 
interview was conducted on August 23, 1993 at Lake 
Geneva, Wisconsin, as part of the Summer Inter-arts 
Workshop. 

FISH-DAVIS: Did you find what you wanted in the 
[Interdisciplinary Arts Education] program? 

CHERRY: Yes I did. I was in the third group. I 
would say it exceeded my expectations in terms of 
how much support, how validated I felt. Also I 
felt it gave me the chance to meet people who 
thought like I did. Even though in my group there 
were only two of us who were not teachers. I do 
not have a teaching certificate. I do not have a 
degree in education. I came from the standpoint 
of being a community artist who happened to be an 
arts activist and administrator and that came 
about just from being an artist and just doing 
what you have to do to get things done. I also 
ran the Black Theatre Alliance of Chicago. I came 
basically an administrator-artist. It took me 
longer to do the degree than my counterparts who 
were teaching because they had the summers free. 
I finished mine in '81 and they finished in '79 or 
'80. That is sort of where I was. 

FISH-DAVIS: What do you think that they gave you, 
what do you think that they did? 

CHERRY: Methodology, community, ideas. I say out 
of methodology comes the creative ideas and 
options and ways to go. I think those two 
concepts are the main things. Out of those grow a 
lot of things. Out of methodology comes creative 
process. Learning to take word images and visual 
images and movement images, and the faculty was 
connecting things together--so I said "Oh, this 
isn't just an instinctive thing with me—there is 
something here going on." When I talk about 
community that is real important because you can 
feel pretty isolated. I have met friends and 
colleagues that I have with me who will probably 
be with me a long time. It has given me so far 
employment—because of the masters degree—the 
particular masters degree that I had—I went into 
a very unique situation at Columbia College. 
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They were doing an experimental program in 
interdisciplinary arts and they wanted a program 
designed, and I was able to do it. So I was sort 
of in the right place at the right time with the 
right kind of interests. I was at Columbia 
College before they moved over. Since then I have 
been off and on now associated with the program as 
a faculty member, part-time so to speak, none-the-
less it has been really helpful to me. Most of 
key things I got out it, and of course with a 
masters degree, it gave me a unique position to 
get within the college system that I was working 
in and that gave me the leverage to be teaching 
and working at the college level. Since then I 
went on to other positions within the college. I 
was there for ten years, from running a special 
program called the Artists Apprenticeship program 
where I designed, along with one of the faculty 
members in the program, who referred me for 
employment--it gave me an opportunity to direct an 
interdisciplinary program both for the inter-city 
and at Columbia College. At Columbia I directed a 
student development program for young artists 
where it was strictly interdisciplinary. There 
was a lot of things that people were doing in 
student development. So I was able to work with 
young artists, that was young film makers, 
dancers, visual artists, actors, performers. So I 
was able to do a boot camp for them and integrate 
everything I knew about their art form and be as 
helpful as I could be for those students. 

FISH-DAVIS: So you designed curriculum? 

CHERRY: That is what this program did. It taught 
me how to a design curriculum. It was something 
that I picked up instinctively and it just gave 
validation to that. Also as a arts programmer I 
had been familiar—the project I talked about with 
you—The Thousand Tongues project—where I had to 
write proposals. I sort of did that on my own and 
learned a lot about proposal writing from working 
for this nonprofit organization. So what I did 
was apply those skills to developing the 
curriculum. So we ran the program for three years 
until the Title III money ran out and by then the 
college wanted to keep me. I joined their 
academic advising staff—and from there I was 
promoted to Assistant Dean. I spent the last part 
of that ten year period at Columbia College until 
I left. 
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FISH-DAVIS: Did you like that? Did you prefer 
being in administration to being an artist? 

CHERRY: Well, the arts thing never stopped. It 
never stops. That's employment—that's health 
insurance. It gets in the way—promotions aren't 
necessarily the best thing in the world but again 
it was leverage because I was able to gain another 
position and it helped to be an Assistant Dean in 
order to be eligible for what I eventually ended 
up doing. When I left Columbia, it was pretty 
controversial but it was an amenable arrangement 
in terms of I was going on to what I think now are 
bigger and better things. 

FISH-DAVIS: What do you think are some of the 
negatives of this program, having been a student 
and also a teacher? 

CHERRY: I think it is not a program for somebody 
who is just trying to find their way. I think you 
need to be pretty focused in your identity as a 
creative person. But I think that they go ahead 
and their screening of students is pretty good in 
that respect. I think that Suzanne could use more 
administrative support. I think that is the 
biggest drawback. I think for a masters program, 
now that they have added—now when I came through 
they did not have the teaching certificate, which 
is something I feel we missed. But of course that 
comes with the evolution of the program. So that 
is one advantage that these people have now—that 
they have certificates in secondary and elementary 
education. They qualify for that and that would 
have been an extra bonus for me. That would have 
been another option I could use in the event I 
decided I wanted to teach in that context. 
From what I see she does struggle with the 
availability of faculty that can really understand 
what we mean by interdisciplinary arts, it's a 
philosophy. A lot of people may be artists, but 
everybody doesn't think in an interdisciplinary 
way. I would say if there was any weakness in the 
program—I don't really see it in the quality of 
the students, I have been more and more impressed 
with them as each year goes on, those I have 
encountered. But I don't really see anything that 
would be a major, major drawback. I can't think 
of anything right now because you are looking at a 
person who is really a booster for the program. I 
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certification 
certificate. 
enough rigor. 
your artistic 
and what have 
strength. 

FISH-DAVIS: Do 
technique, or 
should? 

don't think it [Columbia program] can do no wrong. 
It strikes a balance—it gives you enough 
structure for you to—with the addition of the 

requirements—you come out with a 
You have enough form—you have 
It is challenging in developing 

ideas and your administrative skills 
you. I think that is a major 

you think it needs to teach more 
do you think it teaches what it 

CHERRY: I think they have found it. Also they 
allow you—you have to respect who these students 
are that come to this program. They are not just 
kids right out of school searching for their 
identity. These people have paid some dues. So 
they have a certain amount of expectation and they 
are going to take it and immediately apply it to a 
situation and I think that's what is communicated 
here. You can take whatever we give you here and 
take it immediately into a classroom or to an arts 
program or whatever you are doing and make it 
useful. I think that is the attitude of a lot of 
the faculty, at least that is my particular 
approach to teaching and being helpful to this 
particular population. I don't think it is a 
program for somebody that is coming right out of 
college. I think it needs to be for people that 
have taught, at least been in the classroom or 
have been in the working world for awhile and 
struggling as an artist and have their identity 
together and then coming in here and saying "Now I 
feel a need for this. It is definitely not a 
haven for people who are trying to delay their 
approach to the job market. One of the chief 
advantages of the program is that these people are 
doing things out in the community, so much stuff 
that you can pretty much plug into this network in 
the event that you would need to call upon this 
particular pool of people. That is what I think 
is the clear advantage or . . . is most valuable 
about this experience. 

FISH-DAVIS: Did you have any trouble going from 
this program into the doctoral program at 
Northwestern? Because it is more traditional, 
isn't it? 
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CHERRY: No. It is more traditional. I don't know 
what criteria they used to select me. Yes, I had 
a masters degree but I had considerable 
professional experience—teaching and I am also a 
published writer—and I had a lot of things going 
on in the community—and I was an alumni. I think 
I made a pretty good name for myself and I think 
it was on the strength—this was a factor because 
they also have an inter-arts program on the 
undergraduate level, so they were not oblivious to 
the concept. So they saw that as a plus in terms 
of what I was doing. I think that helped in terms 
of me being a match—for what they think will be a 
successful candidate for the Ph.D which is what 
they are trying to go after. This is not an 
academic program, this particular program. I 
don't know how much reading people are doing and 
things like that—but it is not heavy in that 
sense, it has other kinds of challenges. I think 
the emphasis on the thesis and whatever the final 
project is going to be—which they have really 
tightened that up and got that together. What we 
are trying to teach people is how to make 
connections--learning connections—and how to be 
of use in the classroom and you can not get that 
from a book. You can read about it but you have 
to practice it. Then having practiced it that is 
how you teach. This is an experiential program. 
I think it is appropriate for the masters degree. 
Now if you want to get really theoretical, I think 
there are other programs that might serve your 
needs, but who needs that in education right now. 
I think that the Ph.D. level is for those 
interested in research, then yes by all means that 
is an appropriate degree to have—theoretical--
because that is where the research emphasis is. 
But the emphasis here is not on research—it's on 
practical application and practical experience in 
relating art forms. Art is not just theory, its 
doing. Its making things happen. It takes 
commitment, it takes skill. I think one thing 
that is really neat about this program is that it 
allows for peoples' individuality. They don't 
send out clones. In each class they help you to 
connect the knowledge that you come in with and 
that is learning. So from them practising that on 
us, we are able to then validate ourselves in 
working with students in that way—And wherever 
our students are, and I have worked with high-
school teachers as well as with students on the 
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elementary, college and secondary level. In terms 
of whether it was a plus or minus, my acceptance 
at Northwestern, I have no idea. So that I had a 
lot of other things going. Test scores not being 
one. I don't test well. . . I think you can go 
in a lot of different directions with this degree. 

FISH-DAVIS: Do you notice a difference in teaching 
between year three and the present? 

CHERRY: I have not had the opportunity to observe 
another instructor so I really can't comment on 
that. The program is part-time, the teachers are 
part-time. I have not, I mean other than they 
have invited me in as part of— we have critiqued 
student's work as part of a team of other faculty 
members. But I have not sat in on their classroom 
as I would as a student and gone through the 
sequence of courses knowing the teachers that 
taught me. Some of them are no longer with the 
program, have gone their own different way for 
whatever reason. So I really couldn't be of help 
to you in saying--in being able to compare what 
was happening when I was a student to what is 
going on now. I do know some of the people that 
are involved in the program and I would say that I 
have a great deal of confidence in them and their 
commitment to the arts and trying to educate 
people— and evidently based upon the waiting list 
and the number of students that keeps flowing 
through--somebody is doing something right in the 
classroom. I know that people who took my 
word/images course seemed to enjoy the experience 
a great deal. I went at it with in mind that 
these people are already practising artists, here 
is another technique I am sharing with them, so 
that they can share it in the classroom or apply 
to whatever mission they might have. 

FISH-DAVIS: So you have designed curriculum for 
various kinds of organizations? So do you take 
this interdisciplinary idea with you in your 
teaching? 

CHERRY: Oh, yes. I think it is the way to be. I 
am not a compartmentalized thinker. Although, I 
do believe in--there is value in specialization, 
but see nobody thinks in compartments—we all are 
interdisciplinary people. That is just the nature 
of life. Any situation, just like this summer I 
worked for the Illinois Summer School for the 
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Arts. That was a program that helped students 
that had a primary art form. But its primary 
mission is to give them an interdisciplinary arts 
experience. I fit right into that and into the 
mission in where learning takes place in the 
interdisciplinary classroom. In fact the 
executive director of that program was very good 
because he really has a handle on the theory 
behind it. 

FISH-DAVIS: Tell me some more about the theory. 

CHERRY: Well, I don't have the documentation with 
me but I would be happy to send it to you. You 
might want to write to him and get a copy of 
ISSA's—he talks about the cognitive outcomes—he 
translates that into how to deal in secondary 
education . . . 

FISH-DAVIS: Is this ISSA's position paper? 

CHERRY: Yes, its a justification for the 
curriculum— a curriculum outline—what it is they 
may be learning, the outcomes--what the plan of 
action is--also, I have material that the state of 
Illinois is sending arts teachers through ISSA for 
teacher training and he developed a piece because 
they were getting it for credit and it talked 
about what it is that we were doing in the program 
and what sort of a theoretical basis for that. 

FISH-DAVIS: Is this for high-school students, 
because they don't necessarily have an art form? 

CHERRY: Oh yes they do—they have to sort of 
declare an art form when they arrive at ISSA. 
They come in saying I want to be a creative writer 
and this is a very selective program. Right now 
the population is going to grow but they come in 
saying, I want to be a creative writer, I want to 
be a visual artist, or a media artist. So they 
apply under a particular art form and they come in 
and work with those of us who have that particular 
art form. But we are also interdisciplinary 
artists. They have us in the morning and then in 
the afternoon, I have visual artists come in and I 
teach them writing, I have musicians coming in 
and I teach them writing. Where as my writers 
went and they learned dance and music. And then 
we had what we called interdisciplinary teams 
where we mixed those kids up. They had their 
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primary in the morning, but in the afternoon, they 
were mixed so that there was a dancer, or a visual 
artist—and they had to collaborate on a project. 
So that's what ISSA did and that's the 
interdisciplinary element. 

FISH-DAVIS: Do you think it comes directly from 
this program? 

CHERRY: You can ask Suzanne [Cohan-Lange] about 
that—the history behind ISSA. And she lays claim 
to it. It was one of the outgrowths . . . Nana 
[Shineflug] was the one who got me employed in 
that program. Again it gets back to here is a 
pool of people that they can pool from. They were 
looking for a particular type of individual— They 
had writing teachers down there before, but the 
nightmare was these people were not interested in 
any kind of interdisciplinary interaction because 
they themselves were not interdisciplinary 
artists, they were writers and strictly that— 
that's what they believed they wanted to do. They 
were not into the team concept of planning 
curriculum and making things happen in that sense 
with artists for other art forms. So after they 
had gone through a couple of nightmare years with 
that. She said I have somebody I can recommend 
who is available this summer that can come and do 
it. And I got down there and met them and their 
response was that I was a dream come true. They 
said we don't have to explain anything to you—you 
just fit right in and to me it was fun because 
here I was with a dancer, or theatre people, 
musicians, visual artists—and we all talked about 
how we were going to educate these kids--how we 
are going to make it happen. I would be in there 
in dance class, I performed. My writers saw me 
doing other things besides just writing. Also, 
they were able to hear my writing and see that I 
had a very serious commitment to that, so it's not 
like I'm a dilettante, that I have a serious 
commitment to writing and to my art form. But 
also I tell them how much painting and drawing and 
music and dance and all these things did for my 
writing and made me a better writer. And when I 
am tired of being a writer, I can mention other 
things as well. So that was why they needed those 
unique type of individuals and from what I 
understand this kind of program is going to 
continue and grow. I have other colleagues who do 
similar types of teaching in similar types of 
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programs such as California. They say this is the 
kind of thing that is developing and this program 
IS putting out the kind of people who are 
qualified to teach in those kinds of situations or 
to direct those kinds of programs. 

FISH-DAVIS: In the Columbia College of Chicago 
program, is there any art form that seems to 
predominate or any art form that doesn't work 
quite as well? 

CHERRY: My sense is—from what I see—I've seen 
this pattern and it seems like visual arts 
dominates. But I don't think it's an imbalance, 
it's just that more people seem to sign up for the 
visual arts . . . I think they have a lot of 
visual artists because that is where Suzanne 
[Cohan-Lange], she is a visual artist. She has 
contacts in other areas, but it seems very visual 
arts oriented. It is a dominant group, but I 
don't think it's a dominance in terms of nothing 
else can be seen outside of the context of visual 
arts. All of the individuals that she had in one 
form, that has really gotten strong—which was 
weak when I first came in--was theatre--there was 
no theatre or dramatic program at all. Whatever 
experience I brought to that, because I had my own 
training in theatre but we didn't have theatre at 
that time, a lot of performance types of things— 
that has since gotten stronger. What I think they 
need is somebody who is going to be consistent 
with that. The writing has always been there. Of 
course, Nana has been a consistent presence and 
then people like Jeff Abel who is a performance 
artist, his training is as a musician. So I would 
say that if any art form that sort of 
predominated, based upon the person that created 
the program, it was her network, it was her 
particular community, not based on any preference 
and it sort of went out from there. I am also 
seeing what people are doing, like the group of 
people here, they lean toward the visual artists. 
The musicians and writers and theatre people tend 
to be in the minority. But when you talk about 
visual arts, you talk about film makers, 
photographers, as well as painters and sculptors. 
I would say a larger boost for performing arts. I 
think the drama and theatre craft, they should 
give a little more fundamental—they may be doing 
this now—they need to give people some stagecraft 
and how to run an auditorium. Those practical 
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kinds of things that they can walk in a space and 
know the technology. That's what I think they 
need. I think they are learning about video and 
media. I wish we had that as I was coming through 
the program. I originally took a video course, 
but I still get nervous picking up a video camera 
or something like that. I think there needs to be 
some familiarity with computers, its impact on 
arts production. I think there needs to be a 
little more attention as we move into the twenty-
first century to the impact of technology on the 
arts and we need to stop being afraid of that. 
Also I think there needs to be a strong emphasis 
on people who are interested in the administration 
of arts organizations. I think there is room for 
that because I felt like an outsider when I was in 
the group. I made my needs known and people tried 
to accommodate that, but I'm not a school teacher. 
But I do work for non-profit organizations, and I 
have a proposal to write and this is what I am 
trying to do. There needs to be that balance if 
they are going to attract those students. But I'm 
sure that Suzanne can address that better than I 
can. 

FISH-DA\^IS: Was there any art form that helped you 
a great deal over the others? 

CHERRY: Movement did—I had been dancing, and stuff 
before, but the idea of moving from the center and 
also that I did not have to weigh 110 pounds in 
order to move, that was so freeing. I could be 
seen as a dancer and not fit the profile—not have 
the perfect dimensions. That is what I love about 
the program, I saw people what weigh three hundred 
pounds move across the floor with confidence and 
with ease. Personally, I see that as a major part 
of the program. That was number one. 

FISH-DAVIS: And it helped your work? 

CHERRY: It helped me psychologically and it gave me 
confidence that I didn't have to fit into certain 
conventions. I've never been conventional anyway. 
Visual arts was fun because we did a lot of crazy 
things. She incorporated performance art elements 
which was pretty new at the time—now its close to 
twenty years--now you look around and everyone is 
doing performance art. But for us back in the 
'70's to paint our faces and to walk into bars in 
and out of Rush St. That was exciting. I think 
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those were all confidence builders and a way to 
break down barriers. It freed me. It gave me a 
sense of support. To talk to you about the Ten 
Thousand Tongues project which was my consuming 
interest at that time. I got support for it from 
most sectors. There was one instructor who did 
not support it—he was out voted—he was in charge 
of Sound/Images at the time . . . They have since 
changed that, I understand. And if there was a 
down it was Sound/ Images. I was very 
disappointed because a lot of that had to do with 
my own state of mind—because I had certain 
limited ideas about music. But looking back, he 
could have done a better job. He had us making 
instruments and things like that but I hated the 
class. The thing is I am a music person, I 
respected this person's musical ability and 
respected his brightness, but he seemed confused 
and not quite comfortable with me and other 
students. Although, he had his favorites. My 
project ended up being a musically oriented 
project and afterwards there was no doubt about 
its quality. Some of these people can be so 
avant-garde that they can't relate. I'm for 
experimentation but I think if you are going to be 
in this kind of context that you ought to be able 
to translate those ideas and not be so caught up 
in your ego that you neglect students . . . Unless 
you were a music person, he didn't pay any 
attention to you and that's what I think was at 
cross purposes with the program. Because the 
program is supposed to break down those 
resistances. As a teacher, if I get someone who 
is sitting in my class at the graduate level — just 
because it may not be your primary art form—you 
may know little about it—my job is to help you 
make those kinds of connections . . . I have seen 
a lot of innovations. I am so happy that the 
program is still going on and I have a chance to 
share in that, it gets back to my original point. 
It's not just training—you can train people, and 
that's a connection, but the connection also has 
to be made with people, too. If you don't have a 
relationship, a positive one, there is no way that 
you are going to convey that kind of knowledge. 
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The students for the pilot study of Introduction to 
Fine Arts were taken from a larger Introduction to 
Theatre class. 

It was decided to invite the theatre students 
enrolled in the larger required course because they 
comprise a small group and were easily identifiable on 
class rosters. The group of twelve theatre majors that 
eventually made up the class are not the actual target 
group for this study but for the purposes of 
practicality, this seemed the best approach. 

Journal—1/18/94 
There will be thirteen students in the class. The 
students seem to be quite willing to participate and 
become involved with the idea of the class. 

1/20/94 
Today I spent the entire class period giving the students 
an extensive inventory of their background in relation to 
the arts, to include: theatre, dance, music, and visual 
arts. Began relaxation exercises. 

1/25-1/27 
Discussion of Paul Baker's Sensory Workshop and 
vocabulary. The in-depth look at the senses seemed 
beneficial to the students. It took longer than I had 
anticipated. In retrospect, I would make more of an 
effort to relate the individual art forms to the senses 
through further use of the sensory vocabulary. This 
exercise could also be used in small group discussions or 
as the subject for a written paper in a larger class 
setting. It is interesting to note that I always learn 
something different about the senses when I work with 
exercise. While using this approach in an adult 
education setting, a nurse remarked on how loss of the 
sense of taste, usually considered lesser in value than 
the other senses, led to a deep depressive state in 
patients. Thought to be much more severe than those who 
have lost other senses. 

Jimmy--Journal #l-Sensory Workshop 
I think the sensory activity was a good way to get in 
touch with my senses, as well as the senses of everyone 
around me. I have to admit, at first I thought it was 
stupid and pointless, but as we got into the discussion 
and learned the definitions, I realized new ways of 
focusing on my senses and getting in touch with the 
senses of other people in everyday life. 
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2/3/94 
Began discussion of visual art slides. Started with 
Impressionist and Expressionist work in 19th century, 
continuing through to the beginnings of Cubism. 
Relaxation and music to movement exercise begin all class 
lessons. 
Students were asked to bring in an object from their 
childhood that was important as a child—had some 
meaning--and can tell something about their work today— 
says something about them as individuals—what identifies 
them. 
The exercise worked well once students talked about their 
own object--I noticed some discomfort at the beginning. 
Many of these students are so young—they are still very 
close to their childhood. For some I saw that they could 
not see the point of the exercise. For others they were 
able to tap into feelings and transfer from child to 
adult. 
In retrospect, the exercise connects the student with 
self, individual learning styles, and personal issues. 
Jennifer—The bottle that would hold "good" thoughts and 
memories for days when she was banished to her room. 
Transfer to use of memories and emotions to creating 
characters for acting. 
Josh--Arrowhead--A pre-med major that switched to Theatre 
at the last minute. He likes the outdoors and science. 
He decided he uses nature as a springboard for 
concentration, focus, and imagination. The arrowhead was 
delicate, precise, finely crafted, a real treasure. 
Jimmy—wooden balls on a string necklace from UIL 
competition (High-school One-Act Play Festivals). Jimmy 
received this for participating in his first UIL 
competition. They would knock the balls together for 
good luck. It meant you were part of the show, part of 
the team—the ritual of belonging. Theatre as ritual and 
providing a sense of belonging. Perhaps why he is 
attracted to theatre. 
Tamera—Bible—Very beautiful—very rich—full of culture 
and tradition. Theatre as part of religion and ritual. 
This young girl has a-great deal of depth. However, she 
seems committed to a literal translation of the Bible— 
something stops her from acting different character 
roles. 
Adam—Toy Shovel--Virginia Beach—Interested in visual 
arts—used shovel to imagine what vacation would be like-
-imagination still used for creation of roles. 
Brian—Bart Simpson doll—Very sharp, has tendency to be 
glib. Brought in movie he had made with the Simpson 
doll. Very inventive video. Would like to attend UT 
Austin film school in the fall. Very interested in film 
studies--good mimic. 
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Matt--Grandfather's Hat—likes to wear costumes--the way 
he creates characters is through external means. I think 
he has the potential for being a good writer. 
Robert—St. Genesius Medal—Very in tune with self— 
musician, athlete, searching for something within self— 
has moved from school to school—"come full circle" found 
theatre—feels this is his place—very sensitive and 
observant. 
Vanessa—Children's Book from childhood—read to her by 
her father. Beautiful pictures. Used imagination to 
develop characters in childhood and as an actress. Very 
childlike quality. 
Tracy--Music Box—grandmother's—Remembers as a child 
stealing into her grandmother's room and listening to the 
music box. She is a dancer, interested in acting as 
well. Dancing has always been a part of her life. Her 
foot is in a cast now. 
Garrett—Magazine about the death of one of the Beach 
Boys—A child of military parents, he was very impressed 
as a child by the rock group. The Beach Boys. He was 
especially affected by the untimely death of one of the 
Beach Boys by drug and alcohol abuse. He felt that this 
was such a waste of a life. Garrett, himself, admits to 
having problems with alcohol. At some point in his life, 
he resolved to make a clean break. He is a professional 
stand-up comedian and an older returning student. 
Louie--Grandfather's Hat--has a sense of style about his 
life. Would like to work with teenagers and convey 
values and traditions to them, in the hopes of deterring 
them from drug and alcohol abuse. 

Tracy--Journal entry 
The exercise that we did with objects from our childhood 
was fun and interesting and difficult for me. On Tuesday 
I brought two items both very special to me, but I had 
not handled or really thought about either of them for a 
long time and when I was getting them together and 
dusting them off, I started thinking a lot about what 
they mean to me and a lot of memories were coming back. 
I was glad that I didn't get up and talk about my objects 
on Tuesday because the feelings that I was having were 
still very fresh and I didn't feel comfortable with 
getting up in front of everybody and crying. The 
sadness was not because of the objects themselves but 
because of the people they caused me to think of. 

Today I only brought the music box and not the 
photograph. The photo is precious to me and reminds me 
of my connection with my Papie Lek, but the music box 
reminds me more of my grandmother and I was much closer 
to her. 
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1. 
2. 
3. 
4. 
5. 
6. 
7. 

Renoir--
Van Gogh 
Van Gogh 
Gaugin 
Gaugin 
Matisse 
Picasso 

The thing I enjoyed the most about this exercise was 
listening to the other peoples stories. In many cases, I 
had similar experiences and it allowed me or rather, I 
was reminded of them; things I had done that I hadn't 
even thought about in a long time. Like the summer 
vacations we used to go on; being involved with UIL one 
act competition etc. It was nice to see the similarities 
and the differences in our experiences. 

2/10 
Working with visual arts, today I introduced Mittler's 
model for looking at works of art. Looked at 
impressionists, expressionists, and beginnings of cubism 
again to give some sense of continuity. Most are still 
unfamiliar with looking at paintings, etc. 

"Le Moulin de la Galette" 
"Night Cafe" 
"Starry Night" 
"White Horse" 
"The Siesta" 
"Interior with Eggplant" 
"Girl Before a Mirror" 

First exercise--Sense memory--Emotional recall 
I think the term "emotional recall" is a deceptive 

one and perhaps one that should not be used in 
conjunction with this exercise. The students, I think 
perhaps because they are in theatre, either rejected this 
exercise or wanted to really cry and sob. Either 
response is not appropriate for this work. The objective 
is to distill an emotion... 
Josh--On a cliff-exhilarating 
Vanessa--Grand-parents 
Tamera—Repelling 
Jimmy--Leaving home 
Matt—Winning contest 
Brian—Park in Colorado 
Garrett—Skate boarding 
Louie—Howard University, Washington,D.C. 
Robert—Father's stroke 
Jennifer-Dinner in New York city 
Adam—Band concert—playing tuba 
Didn't feel like this exercise worked—seemed like a 
great deal of resistance—had to work too hard for 
results—Made me think this would not be a good exercise 
for non-artists--too many emotional traps—perhaps if I 
renamed exercise--and only based exercise on emotional 
recall. In retrospect, I would either use the childhood 
object exercise (mentioned previously) or the emotional 
recall. Both exercises seem to get at the same thing. I 
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do think the emotional recall can be easily transferred 
to the elements of drama and theatre. Perhaps I needed 
to spend more time addressing the essence and elements of 
theatre before attempting exercise. This would have 
given the exercise more focus. 

Brian—Journal entry 
Yesterday we found out we will be doing a recall 
exercise Oh no!! I hate those things! First of all, 
nothing traumatic has happened to me and if it did, I 
wouldn't want to relive it. And secondly, I don't see 
how it helps us develop as actors or students. I never 
understood that. 

Robert--Journal entry 
This exercise for me brought back the emotional side of 
what I had experienced, because when it happened I was 
very calm and collected. I even remembered a couple of 
things I didn't before. 

Walking across stage—Comedy and Tragedy walk 
I felt most people took the easy way out. Exercise looks 
simple but is more complex than one thinks. 
Tracy--put some thought and commitment in to it —only 
comedy 
Jennifer—Although she didn't spend time on it—she had 
something--an idea--
Although Tamera was sick--she instantly changed. 
Josh--did cartwheels--and fell—O.K. but no real 
commitment--
Vanessa--found easy childish response 
Brian--Easy--whoopee cushion noise 
Garrett--Comedy or Tragedy? Too quick, too self-
conscious N 
fight—didn't understand 
Josh--Run out of room--some commitment —tragedy 
Tamera--tragedy--very powerful, like a Greek goddess or 
mother earth, strong emotion. 
Tracy--tragedy--fear, good involvement, strong 
willingness to move. 
Robert--comedy and tragedy—comedy- picking nose and 
eating, 
tragedy—looking and responding to the heavens—very 
moving and very profound. Emotions seem to play off him. 
Jimmy—comedy—smelling something bad—very much like 
Jimmy, strong sense of smell. Good work. Tragedy not as 
well defined, somewhat overdone. 

Jump exercise—Resistance concerning strict rules—When 
it doesn't work they don't want to know why. 
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"^n?^n;;"T ^""^^^^ effective jump-a certain quality of 
acting however. This exercise requires truthfulness. 

Concerning writing in journal. You can't go back and 
write about it. You must write about it as it is 
happening. This is not a standard class—really should 
be named Introduction to the Creative Process. 
I am interested in you--your development--your individual 
voice--what you want to say and you must be interested in 
yourselves for this to proceed— 
Criticism— 
We will start that this week. You must care about your 
impact on other people—A different kind of criticism-
intuitive- Instead of "I don't know anything about 
dance," you must be open to it. You must be willing to 
fail, that doesn't mean giving up, failure can be a 
thrilling, freeing experience. 
You can't just do the minimum amount to work for the 
exercise and not explore—you must go beyond yourself to 
do some real creative work. 
Reason for interdisciplinary work is to explore different 
parts of self. 
This classroom doesn't work for me—I feel too hard to 
get started—no real space—such heavy tables—overcome 
by board tables--how can we organize or can we change 
rooms? 

Attended Art Exhibit filled with mixed media works—FOVA 
and Senior student exhibit with primarily mixed media 
collages. 

Feeling and Form Susanne K. Langer "virtual" powers of 
movement--The primary illusion of dance is a virtual 
realm of power--not actual, physically exerted power, but 
appearances of influence and agency created by virtual 
gesture. 

Dance videotape--Requested students to record impressions 
and thoughts for discussion afterwards. The videotape 
shown to the class was taken from the series Dancing: 
Dancing In One world and Dancing: The Individual and 
Tradition. The first. Dancing in One World centers 
around The Los Angeles Arts Festival 1990 which brought 
together indigenous dancers from around the world. Some 
of the dance included in the video are: Native American, 
Balinese, Mexican, Afro-American, African, Hawaiian, and 
Australian Aboriginal dance/dancers. The second 
videotape shown discussed the beginnings of modern dance 
with Isadore Duncan to present contemporary work. This 
video gives a good account of the development of modern 
dance in the Twentieth Century. 
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"Dancing"--notes from videotape 

Jimmy--Journal entry 
When I think about dance, I usually recall popular dance 
styles such as jazz, ballet, modern, or tap. This video, 
however, shows how dance is a way of expressing oneself 
and communicating without using words. It shows how 
dance has evolved culturally, and I realize now that 
without the hundreds of years of culture, popular dance 
techniques would cease to exist. The video shows how 
dance has evolved into a defined art, yet there are so 
many different varieties of dance, one would think that 
each style is an art form all its own. This video helps 
me to understand that there is more to "dance" than just 
skill and knowledge. Dance is an art of expression, 
culture, understanding and rhythm. 

Garrett--Journal entry 
Cultures use dance to break down walls. 
Speaking without words—physical poetry. 
To live in the present without giving up the past. 
Draws community together in a cohesive unit. 
Expressing joy and happiness. 
ceremonies —healing, seasonal, tribal, emotional 
The use of movement to express. 

Adam--Journal entry 
I can respect their cultures and their heritage, but I 
just can't get into foreign dance (most of it)--I mean--
it's pretty to an extent but I just look at it and go on. 
It doesn't hold my interest, whereas modern dance or 
ballet, jazz, tap, etc. does fascinate me—maybe its 
because I enjoy the music more. I don't like for 
anyone's heritage to be banned, though. I think 
(concerning above statement) I'm referring more so to 
Native American dance. Hawaiian, Indian, etc. holds my 
interest a little bit more. I think it is great to teach 
children of other cultures dances from others. 

Josh--Journal entry 
Indonesia has beautiful costumes. The dance I find to be 
strange. (The eye movements scare me) 

Brian--Journal entry 
Aaaghhh! I hate modern dance. It makes no sense to me. 
There is no rhythm or semblance of order. Being a 
musician and an actor, I must have beats and some type of 
order in my art work. Cunningham's work exemplifies my 
point. He made sure there was no meaning!! What's the 
point! 
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Matt—Journal entry 
I don't like dance very much but I can see that every 
culture of the world has something to do with dance. 
Dance can also be a link to the past. In the aboriginal 
dance, their whole life is involved with the stories, 
dreams, and communication of their dance. 

Dance/Movement—Yogo stretches for class 

1. Chest expansion 

2. Back stretch 

3. Cobra 

4. Triangle 

5. Knee and thigh stretch 

6. Simple twist 

3/1/94 
Interesting class—finished Dance tape—It was too long 
but interesting--comments good--Students wrote their own 
definitions of dance. 
Comments--Tamera did not like choreographers taking from 
indigenous dance and creating new dance. She felt the 
cultural dance was sacred part of the religion, and 
should be treated as such. 
Josh found many of the images portrayed by the cultural 
dance to be frightening, "scary." 
3/8/94 
Performance of dance/movement exercise 
The assignment was to choreograph and perform a movement 
piece based on your autobiography. A portion of the 
assignment is to record the process the student goes 
through as he/she creates the assignment. 

Robert did a very interesting piece that seemed to be 
based on a chronological approach to his autobiography. 
The piece moved back and forth between literal and 
symbolic movement. The opening was very good with a 
hand/eye movement that showed his birth and awakening to 
the world. At one time in the piece he came to an 
audible sound of "AH-H". Something similar to the 
intuitive "Ah-Ha" idea of finally putting the pieces 
together and solving the problem. 
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Tamera s piece involved a repetition of rhythm/movement 
sequence. In the beginning she had difficulty finding 
the rhythm—It was broken and fragmented as the piece 
progressed and she "grew" in a mystical way, the rhythm 
becomes more focused and complete. Tamera is strong and 
powerful in her movements. Prayer is definitely a 
motivating force in her life. 

Josh's movement/piece was much more literal-minded. He 
very clearly chose to work with athletic images that he 
was fond of in his life. He started with baseball and 
ended with the expectation and thrill of climbing a 
mountain. He achieved a strong clarity of movement and 
the movement definitely came from a source of pleasure 
for him. One could tell that his body liked doing these 
activities. In the discussion afterwards, he felt he had 
not been "dance-like" enough. This was not important to 
me, I was after the student being able to explore 
movement possibilities and enjoy movement potential in 
front of an audience. Josh did this very well in his own 
unique way. 

Matt--Child developing to man. Wrapped up—very 
interesting, seemed to advance ages with his hand. 
Movement, small, very precise. 

Adam—Over on the table, interesting peering around 
corner. Comes up and around. 

Brian--very obscure, abstract, mysterious, Christ-like. 

Jimmy—some kind of rough treatment—performer. 

Vanessa--good smooth movement, into corner. 

Tracy—Dance background. Very obviously a choreographed 
dance by someone familiar with movement. She began 
twirling around the room very free and open in movement. 
Slowly she began to put on a series of coats and 
sweaters, one at a time, until she was nothing but a lump 
of clothing in the center of the room. Slowly she 
learned to let go of the protection until she came to a 
stop in front of a window. The movement was very clear 
and precise with each movement leading into another, 
taking the audience along with her at every step. 

Garrett-By contrast with Tracy who had a great deal of 
background, Garrett had very little. However his work 
was quite strong and committed. He had seemed self-
conscious in the beginning exercises. With this one, he 
seemed to focus and concentrate. The movement was 
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literal in tone, but it seemed to come from his core. 
Later he told the class that he had developed the 
movement by using emotional recall and trying to put 
himself back in the moment through his senses. 

Louie—Aimless, not knowing what he is about or doing. 
Obviously he did not prepare for this exercise. 

Robert—Journal entry 
In this exercise, I first went through a process of kind 
of a "slide show" presentation in my head. I then go 
through the process of going into some physicalization 
where I portray the "slides" that are or were my original 
thought. In doing this physical part though I often 
change my original idea; when I work through this a 
couple of times I begin to get a feel for what it is I 
eventually want to do or present. 

The movement exercise was very interesting, although Nana 
Shineflug advises against using autobiography in 
beginning stages, this did work. 
The class really took it seriously and all of the work 
was unique. I think their theatre background helps them 
clarify performance work. 
Interesting to note that when a piece is more abstract, 
it seems to make more sense. It comes more interesting, 
rather than literal movement—but this exercise frames 
whatever student does—so all movement has meaning. 

Sound/Music 

Compilation of sound and silence—Tracy 

Sound can be anything, your own interpretation--Adam 

Rhythmic sound—expression of soul. Tamera 

Music with movement exercise 

Vanessa--Journal entry 
I really liked this exercise. I thought it was fun. I 
like to express what I am feeling—and music helps that a 
lot—I found the music was responsible for making my body 
change. The movement was an extension of the music—they 
corresponded. 

Garrett--Journal entry 
Allows freedom of expression (physically) and allowed me 
to listen to its actual sound and move freely without 
planning or reproach. 
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Jimmy—Journal entry 
I really enjoyed this exercise. I felt really tuned in 
^ ^ fu'""̂ *̂'-̂ '''̂  everybody's rhythm. It was fun to move 

with the music without having to worry about being 
laughed at. I felt free. 

Assignment for next week 
Rhythm characterization or autobiography in found sound 

Sounds in the room 
Jimmy scraping paper 
The sound of chair—Jimmy 
Jimmy giggling 
Josh's pen 
the lights hum 
my pen 
Josh jiggling pen 
Kleenex hitting the floor 
some sort of crackling sound outside 
my own breathing 
cough 
sound of heart 
bodies shifting--moving--sniffing 
shifting of blinds 
movement of corners of my mouth 
my breath--my arm shifting 
pen movement--paper 
Favorite sound project--
Matt—the soothing sound of a fan--whirring, gentle 
sound, humming 
Josh--Bird whistle--Clint Eastwood sound 
Jimmy--Keys—jingling, tinkling sound 
Adam--tapping and cupping hand, hollow sound 
Vanessa--violin strings, screechy sound, creaky sound 
Garrett--throat harp-- William Tell Overture 
Tamera--jazzy, smooth, sliding vocal sound 
Tracy--meow, cat sound, angry cat 
Louie--Pager sound--a vibration of sound 

Jennifer--Make-up movement and sound exercise—has been 
absent for quite awhile. 
Scrunchy shoes--autobiography 
good movement from high to low places. 
Sound/movement entertwined--movement is easier for her 
with the sound element introduced. 
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Rhythm characterizations 

Josh—could tell that he had spent some time with i t -
the subject is a male. 

^^IS^f^TT^^® ^^ ^®^y willing to express herself vocally 
and tell story in abstract terms. Very mysterious. 

Matt—Male, father, short 

Adam Father, generous, smooth, sensitive 

Tracy—washing hands, wishy-washy, big, off-beat, 

Robert—Autobiography—the sound of yawning—Birth, 
Eastern music, church bells. Was that you playing? Robert 
Amazing Grace, noise, eastern-mystical, going into rock 
music. 

Autobiography—Brian 
clock 
waking 
Beep--Beep 
Throat sound 
breathing 
laughter 
clapping 

rhythm characterization—Jimmy 
Scissors--
sharp edges 
young 
stands for a dancer 
So interesting--Jimmy playing the scissors. 

Vanessa—Journal entry 
Rhythm assignment 
Characterization: My Mom--

diiu Lexx ±11 J-Cjve. i t j i o w , uxediny <jj.cippj.iiyj n^jwevcj. , &ins 
was Still sad inside, [sad clapping] A high point in her 
life was having her first pregnancy, [happy, excited 
rhythm] However, she lost three babies before she w=^ 
finally able to have me. [sad, slow rhythm] Her li 

as 
fe was 
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Sowever th. "̂  ̂ ^f""^ '̂'̂  ̂ ^^ moments, as with anyone. 
her ar^Hf^.H^'^^'^f ^""^^ Possibly occurred when she lost 
f^L^ l̂  ^^''' "̂ "̂  ""̂ ^ "̂ ^̂ ^ li^e a father to her. 
^na^r .nH^'^^f ""^"r^ ^^""^ "̂̂  ^^^- ^ ^^^"^ that she felt 
anger and hurt. [strong, hard clapping] From then on she 
has been very spiritual—to find out as much about death 
as she can. [slow, methodical clap] 

Garrett—Journal entry 
Rhythm characterization 
The person I am describing is a friend of mine from 
Jacksonville, FL. He is a person who has had a profound 
effect on my life and will remain a constant influence. 
Name: Mike 
Home: Wichita Kansas, now Florida 
Age: 38 
Occupation: Retired Navy 
Ht: 6'1" 
A jovial, funny, person who doesn't like kids or pets and 
relishes his attitudes of independence. I chose to use a 
pair of drumsticks to supplement his 20 years of military 
service and to show that he moves to the beat of a 
different drum. 

4/7/94 
Showed "The Fountain" by Duchamp today—of course a 
heated response—but they seem to like to discuss art. 
"Guernica" drew a huge response also—Talk of 
concentration camps and the effect of war on the 20th 
century drew an enormous response from the group. One 
student talked of her experience with missionary work and 
the foretelling of the second coming of Christ. The rest 
of the class had quite a heated discussion over this. I 
did not respond to the discussion. Just continued on 
with the slides. Pretty powerful stuff! 

4/12/94 
Work with Betty Edwards' Drawing On the Right Side of the 
Brain developed very much the way Edwards speaks of in 
her book. In the pre-instruction drawings, most students 
commented on how they disliked drawing, were never any 
good at it, etc. After drawing figure upside down and 
general introduction to contour drawing, remarkable 
changes occurred. Many were pleased with what they 
experienced. I would like to have more time with these 
exercises and would incorporate more from Edwards' latest 
book Drawing on the Artist Within in future classes. 

The Shakespeare assignment from the Chorus speech of 
Henry V did not go as well as I had anticipated. This 
has worked well in acting classes I have taught. I think 
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should h^ or. /!J''̂ ''?̂ '̂  ""^^^ sound/music and more time 
question th^ni ^^^^^JPi^^ ideas. It was my intention to 
ow^?.^? I ""^^t^ ^̂ '̂̂ ''̂  ̂ "^ ^ft^^ the assignment, to evaluate how much was learned. 

Assignment: Create a Collage using whatever materials 
^^®.u^^i .?-^^~~ '̂ h® subject matter should pertain to one 
ot the following 1) autobiography 2) Event in your life 
3) Feeling 4) Form interesting idea, etc. Collage should 
have a theme of some sort. 

The final assignment of the class involved inter-art 
projects. Students were advised to find a partner or 
partners and devise a piece that would include three of 
tlie four art forms discussed in class. Video-tape and 
film could also be used. Subject matter was up to the 
choice of individuals involved. Traditional material, 
such as scenes from plays could be used as well as more 
improvisational alternatives. Each group was given 
twenty minutes for performance of work. 

The final projects were very exciting. All were very 
unique and individual to the persons involved. Tamera 
worked alone as her partner had recently dropped out of 
school and she developed a performance piece built around 
puppets and her church work. She sang, danced, and 
improvised with dolls. 
I give her a great deal of credit for her willingness to 
discuss what she believes in. One of her qualities is a 
courageous spirit. 
Matt, Brian, and Garrett wrote, filmed, acted, and edited 
a videotape, much like MTV. Matt took a familiar pop 
song and wrote the story board and acted the character, 
while Brian filmed the videos. Garrett wrote, acted, and 
helped edit his piece which revolved around his car and 
fast paced music and dance. 
Vanessa, Tracy, Adam developed a performance piece which 
included readings from poems, body painting, original 
dance, and a music background. The overall production 
was quite good, with good transitions between the scenes. 
Jennifer and Jimmy wrote and acted in a comic piece which 
was a take-off on beatnik poetry of the 50s with 
accompanying dance and music. Both have strong comic 
timing. The original writing was clever and well 
structured. 
Josh and Robert read poetry and played music to 
accompanying slide of paintings and sculpture. It was 
something like a slide presentation with music and words. 
Josh read while Robert improvised on the piano. It was 
quite charming to give voice and texture to visual art. 
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Overall, the class was well received by the students. 
When I teach the class in future I plan to talk more of 
the interrelationship of the various arts, even going so 
far as to not stick so firmly to one section at a time. 
I will still retain the overall theme of sections but 
leave room for more discussion about overlapping elements 
and concepts throughout the course work. The journals 
were very important to student learning but also very 
difficult to keep on top of. The students did not like 
to write about their own process and had to be prodded 
continuously. In the future, I would make journal 
writing part of the time spent in class. Papers could be 
used in place of the journals, although I think journal 
writing is more applicable to the process involved. 

By the end of the course, some ideas and opinions had 
changed. The student who disliked visual arts found he 
rated this section the highest in exercises that had 
worked for him in the class. Students who disliked dance 
found that some of their ideas had changed in a positive 
way. The visual art search strategies developed by Gene 
Mittler resulted in a more in-depth view of the visual 
arts along with Betty Edwards' drawing exercises. 
Something worth noting is that each individual student 
had a best area and a least interested area, and these 
were individual to the particular student. No one area 
proved to be more popular than another by a wide majority 
of students. This said to me that the areas involved 
spoke in different ways to the individual student, 
corresponding to Paul Baker's idea of identification of 
individual learning styles. 
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