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ABSTRACT

This study explored the extent to which contemporary social reconstruction theory
existed in university general education art offerings in 1998. The researcher executed a
content analysis of the 1995-1998 issues of the two journals. The Journal of Cross-cultural
and Multicultural Research in Art Education and The Journal of Social Theory in Art
Education, to define social theory from the authors' perspectives. The most cormnon
themes that emerged were: (a) pluralism and multiculturalism, (b) power relationships, (c)
social reconstructive critical aesthetic theory, (d) critical theory applied to technology use,
and (e) implementation strategies for social reconstruction. General education's traditional
affiliation with democratic ideals supports these five social theory themes. However,
catalog course descriptions and sample syllabi from 19 mid-sized, public universities only
provided three examples of a social theory orientation in general education art offerings.
An analysis of survey responses from 449 non-art majors enrolled in general
education art courses revealed that students will be more engaged in visual arts general
education courses if course content emphasizes contemporary concerns and if instructors
adhere to connected teaching strategies. The researcher applied descriptive statistical
analysis and qualitative content analysis to survey data on student demographics,
enrollment motivation, assessment of course value, attitudes toward making art, learning
style, and suggestions for improvement.
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CHAPTER I
DSfTRODUCTION

Problem Statement
This study explored the relationship between contemporary art education theory,
current general education art offerings, and preferences for general education art offerings
by undergraduate university students. My goal was to find out to what extent theoretical
perspectives in art education of the second half of the 1990s were embedded in general
education art courses of the sametimeperiod, and to what extent both the literature and
courses related to student expectations and desires.
There is no guarantee thatfirst-yearcollege students will have had meaningful
experiences with visual art. University general education programs provide an opportunity
for art educators to contribute to the lifelong learning of non-art majors. Few studies
explore university art courses for non-art majors.
The most common type of art course for non-art majors, historically, has been the
two-semester, chronologically ordered, slide-and-lecture survey of the Westem civilization
from prehistoric to modem times (Shipps, 1994; Zimmerman, 1992). Seldom do general
education options include studio art. Since general education programs nationwide
experienced intense reform activity during the past and present decades (Gaff, Ratcliff, &
Associates, 1997; Gaff, 1991), distinct curriculum changes have occurred in art courses for
non-art majors since the survey work executed by Ziegfeld (1953), Hubbard (1963), and
Sontag(1970).
In the 1990s, some faculty have organized general education art history courses
according to social themes. Other art education departments and faculty have added non-art
major selections that focus on visual literacy, visual expressions of human values, and
critical and creative thinking. Throughout the 1980s, a "raucous war of approaches" ensued
1

within the art fields (Heller, 1996, p. 102). Marxist, or social theory, feminism, gay and
lesbian theory, psychoanalysis, semiotics, and multiculturalism emerged as alternative
viewpoints for the creation and interpretation of art. Radical, or progressive, pedagogy is
an understanding of teaching as a cultural practice (Gaudelius, in press). Today these
viewpoints and pedagogies have gained some academic acceptance (Fehr, Fehr, & KeiferBoyd, in press; Hutchins & Suggs, 1998; Heller, 1996).
In this study I examined general education course offerings in 19 mid-sized public
universities to reveal the extent to which modifications or progressive paradigm shifts have
occurred, and the extent to which these pedagogical views align with undergraduate student
preferences for art education. Curricula changes should be informed from the needs
expressed by students and from changes in the field of art education.
I also investigated the status of general education art courses in relation to the issues
that emerged from the journal article content analysis in Chapter EQ and the preferences of
non-art major students. These issues were related to the need for experiential concept
learning, discourse and art making experiences in conjunction with lectures, and an
emphasis on contemporary issues including feminist and postmodern multicultural
perspectives.

Background of the Problem
To provide a background for the relevance of this study, I investigated the role of
art in general education programs by looking at historical reasons for its inclusion and
rationale changes throughout the twentieth century. Art's inclusion in general education
was predominantly a twentieth century development, since few institutions included art
study before 1874 (Sontag, 1970). First, however, I provide an overview of the historical
development of general education in this century to identify goals of art in education.

Rationales for and Foci of "General Education"
The philosophies governing the purpose and structure of general education
programs changed at critical junctures in United States history. The nineteenth century
began with universities intent on liberal education, but the Industrial Revolution prompted a
shift toward more specialized, vocational education (Rockfish Gap Commission,
1818/1961; Wayland, 1850/1961). The Industrial Revolution in the United States (19001950), as an age of machine development and use, resulted in dispersed rural communities,
expanded urban culture, and new social and environmental problems that require socially
responsible actions (Gablik, 1992; Lovejoy, 1997). Between the turn of the century and
World War n, the association of democratic principles with general education developed as
a common denominator of two competing philosophies: humanism and instrumentalism.
Meiklejohn (1923) expressed a humanist philosophy for general education. Higher
education's purpose, he felt, was to understand human endeavors in the context of society.
He and his colleagues espoused an anti-research sentiment in reaction to the scientific
method.
Many educators refer to Dewey's progressive education as instrumental
philosophy. This philosophy concerned the growth of the individual, who, through
reflection and inquiry, could achieve personal and social transformation (Dewey, 1944).
By the 1940s, the goal of general education was to develop attitudes and values that would
enable students to create a better future by changing society (Childs, 1950). For the first
time, American education became oriented to the future instead of to the past.
The advent of the Cold War transformed the conception of democracy in the United
States. Educators, politicians, and citizens came to view democracy, no longer as a process
for social change, but as an institution to be revered and defended. The United States
adopted a new role of protecting and transmitting the idea of democracy across intemational
borders (Robertson, 1980).

University enrollment in the United States burgeoned due to the GI Bill (Ravitch,
1983). The Harvard University report. General Education in a Free Society (Harvard
Conmiittee, 1945), called for reforms in general education. General education's mission,
the report advocated, was to empower students "to make decisions . . . with perspective
and a sense of standards" (Harvard Committee, 1945, p. 244). By the early 1960s, the
university had become "a prime instrument of national purpose" (Kerr, 1982, p. 87).
In the 1960s and 1970s, issues such as civil rights for African-Americans,
women'srights,and the Vietnam War fostered a climate in which many students rejected
the status quo and demonstrated for individual freedoms. Democracy strained to
accommodate highly personal values, and higher education became characterized by
curricularflexibiHty,variety, and choice (Keller, 1982). Miller (1988) referred to this shift
in the general education paradigm as educating for diversity.
In The Meaning of General Education, Miller (1988) identified three organizing
principles that have characterized general education since its inception and continue to guide
its development today. The first trait was that general education must be self-conscious and
purposeful. Educators must make a commitment to ongoing self-study and the evaluation
of both goals and methods. Secondly, the general education emphasis on basic methods,
attitudes, skills, and values should be valuable to all students from diverse contexts. Third,
general education should teach democratic processes and promote a democratic society
(Miller, p. 188). The individual and his or her relationship to society, rather than
knowledge for its own sake, is at the core of general education.

Rationales for Visual Arts Courses in
the General Education Curriculum
The inclusion of art courses as an elective in higher education was not widespread
before the 1930s since curricula planners considered art a feminine activity and academia
served males (Keppel, 1925). At Princeton, an all male university in the 1930s, the focus
4

of art teaching was on appreciation and not the production of art, while the women's
colleges promoted the production of art and crafts (Duffus, 1928). Curriculum developers
initially considered art the domain of female students, but the growth of coeducational
institutions in the thirties and forties spurred the development of art programs for both
genders (Steward, 1951). In the first half of the century, the few art courses in higher
education were most commonly art appreciation elective classes, with classical content
more popular than American modem art (Goldwater, 1943). Johnson (1947), a university
educator, promoted the dissemination of Westem art history as cultural literacy, i.e., a
means to educational capital. Promotion of aesthetic history connected with Westem
democratic ideals fit the Cold War agenda of promoting democratic nations through cultural
imperiahsm (Guilbaut, 1983).
Since the 1930s, and as is somewhat true today, the Westem survey elective course
also served as an introductory freshman course for attracting majors to departments of art
and art history (Sontag, 1970). It was not until the late 1960s, however, that studio art and
art history courses became firmly entrenched in the general education curriculum
(Morrison, 1973). The 1970s was a boom-time for art departments nationwide due in part
to the exponentially increasing global market for contemporary art, with New York City as
the focal point of the art world (Guilbaut, 1983). The studio art educational emphasis was
on individual freedom and self-expression through abstracted pure forms (Chicago, 1975).
Around the midpoint of the century, the field of art education as distinct from studio
art and art history began to coalesce in higher education. Barkan (1955) presented evidence
that personal need satisfaction, social well-being, and enhanced sensitivity to relationships
increased with one's valuing of creativity. Barkan viewed art education and general
education as paradigmatically entwined, and Chapman (1978) furthered this association. In
the 1980s and 1990s, art education literature focused on discipline-based art education
(Eisner, 1985; Levi & Smith, 1991), multiculturalism (McFee, 1995), feminism (Parker &

Pollock, 1981; Collins & Sandell, 1984) and social reconstruction theory (Blandy &
Congdon, 1987; Neperud, 1995). Social theory called for a shift from the dominance of a
high art worid culture to a balance or integration of established art traditions into the
multicultural life-worlds being lived by students (Bersson, 1987).

Modified Art History Survey Courses
Most general education visual art selections include survey art history courses,
often to the exclusion of other art educational possibilities. Additive approaches to survey
art history courses are no longer viable with recognition of the diversity of definitions of art
and artist by feminist and postmodern multicultural scholars (Florence, 1998; Parker &
Pollock, 1985). I describe below some modifications to the art history survey course to
serve as examples of possibilities. However, the problem lies in that these are rare
examples. More common are survey art history courses (often fulfilled by Advanced
Placement high school art history courses and college tests) that maintain Westem and
Modernist biases. These biases privilege constructs of art as a progression of unique and
original objects, and artist as white male individual creative geniuses.
Winter and Zemich (1995) at Harvard no longer teach the traditional art survey
course. Initially they added women and non-Westem artists to their survey course.
However, the cumulative amount of material became impossible to cover in one semester.
Winter and Zemich redesigned the co-taught course into four sections: (a) an examination
of what it is we call "art," (b) the recognition of diverse systems of representation, (c) an
exploration of the differing perspectives on interpretation, and (d) confrontation with issues
of value and judgment. The classroom sessions alternated with site/museum visits,
providing students with "hve" art experience. They enhanced class discussions with team
teaching interactions and built upon each other's presentations. This type of course, which
involved discourse instead of lectures, was more appropriate for general education

students, they argued, than the standard survey course. Their course emphasized methods
and debates in the field and museum visits. According to Heller (1996), enrollment in this
general education art course was far greater than the enrollment in traditional art survey
courses at Harvard.
A description of art history survey curriculum experimentation by Condon (1995) is
an example of how individual instructors are reshaping course content and methodologies
to engage students more fully in art history. After five years of experimentation to capture
students' interest, Condon (1995) found most successful the use of a series of topically
focused lectures on particular aspects of each chronological unit. Her students did not make
art. However, they listened to music during class which promoted understanding of the
differences in artistic styles. She required supplemental readings beyond the basic survey
text to provide a more contextualized approach. Condon had previously experimented with
using only readings such as artists' manifestos, and feminist and other multicultural essays
in place of a survey text, but found that students performed poorly on exams. Evaluation
revealed a student perception that the literature of thetimesstudied was not as accurate as a
textbook of chronological "facts." Condon interspersed class discussions within lectures.
She also used frequent, regular, in-class response exercises to help elicit her students'
passion for art. Take-home essay exams consisted of broad questions that offered students
choices, so they could personally synthesize lecture, text, and readings.
Dietrich and Smith-Hurd (1995) noted that while feminist and social theory had
accomplished much since the early 1980s, the theories had not transformed the art
disciplines. To encourage collegial efforts in translating theory into practice, the authors
proceeded to share practical classroom strategies. They supplemented Gardner's A/t
Through the Ages (9th ed., 1991) with Chadwick's Women: Art and Society (1990), and
their students, who enjoyed the interplay between the texts, learned to form their own
opinions. The authors cite Freirean pedagogy (Morris, 1998; Freire, 1971) as a paradigm

for art classroom methodology, suggesting that educators move away from the podium,
and change the way students sit, often grouping them in discussion circles. They
abandoned the methodology of showing as many sHdes as possible in favor of the
discussion of issues. Dietrich spent the first two weeks of a semester laying the
groundwork for the rest of the course and getting to know the students and their attitudes
regarding what they already knew about art and what they wanted to learn. She arranged
slide lectures according to topics the students selected. Like Condon, short response papers
were a regular feature of course methodology. Smith-Hurd always began discussion of a
historical era with the social history and gender issues of thetime.She gave equal time to
female and male artists, and students made frequent visits to local museums. Getting
students out of the classroom to view art encouraged a more visceral response than was
possible from projected images.
Steiner (1984) supported the inclusion of working directiy with art materials in
visual arts general education courses because this, she argued, promotes sensitivity and
competency, two desirable social qualities.
The importance of qualitative knowing is that without such knowing one is not
sensitive to situations, one is not able to grasp their pervasive qualities and so
take situational standpoints. Without such standpoints, theoretical knowing is
nonfunctional in the life activity of human beings
A better social design
depends upon sensitivity and competency as well as reflectiveness. (Steiner,
1984, pp. 12-13)
Harris (1997) also defends the value of art making experiences for the general student. She
stated that art making experiences not only complement the variety of student learning
styles, but they reinforce the comprehension of cultural awareness. Caine and Caine's
(1991) research revealed that human brains learn better and retain more information when
teachers include experiential activities.
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Social Reconstruction Theoretical Frame
The theoretical frame for this study aligned and arose from two art education journal
publications that espouse specific theoretical orientations. The Journal of Cross-cultural and
Multicultural Art Education aligns with pluralistic notions of multiculturalism and The
Journal of Social Theory in Art Education is based on progressive notions of social theory.
In the field of art education in the 1990s there were only a few journals created specially by
and for art educators: Studies in Art Education, The Journal ofArt Education, School Arts,
Journal of Cross-cultural and Multicultural Art Education (JMCRAE), and The Journal of
Social Theory in Art Education (JSTAE). I excluded Studies in Art Education, a research
and issues journal, from my analysis due to its wide breadth and no specific theoretical
orientation. I also excluded from analysis The Journal ofArt Education and School Arts,
both with a practical application focus, for the same reason—neither espoused a specific
theoretical orientation. In Chapter EI, I provide findings from an in-depth content analysis
of three years of JMCRAE and JSTAE from 1995-1998 to define multicultural and social
theory from the authors' perspectives.
The commonalties of these perspectives served as the lens to examine catalog
descriptions of non-art major general education courses and syllabi from these courses
from 19 universities in the United States. I also compared the art education theory
advocated in the two selected journals to student enrollment motivation, their preferred
learning styles, and valuing of these courses. In Chapter EQ, I present five themes that
emerged from a content analysis of JSTAE and JMCRAE between the years 1995 to 1998.
These five emergent themes from the selected literature, which guided my analysis and
interpretation of the catalogue descriptions, syllabi, and student responses to general
education art courses, included:
1.

pluralism and multiculturalism;

2.

power relationships;

3.

social reconstmctive critical aesthetic theory;

4.

critical theory applied to technology use; and

5.

implementation strategies for social reconstruction.

I present the analysis in Chapter IV and the interpretation connecting these three areas in
Chapter V.

Methodology
Since general education aligns with democractic social values, and the growing
body of social reconstruction literature supports participatory democratic practices, this
study recommends a stronger relationship between social theory and teaching practices than
currently exists. To explore this relationship within non-art major art courses, I gathered
data from four sources: (a) the past three years of two of the five art education journals
which have clearly identified theoretical orientations; (b) catalog descriptions for non-art
major art courses from 19 mid-sized, public, four-year universities in the United States; (c)
23 course syllabi from six of the selected 19 universities; and (d) from a survey of 449
students who reported their enrollment motivations, preferred learning styles, and attitudes
regarding course content, methodology, and value of a non-art major course that they
selected to fulfill their general education requirements. I also compared the value ratings of
111 art major survey respondents to those of the general education students. I compared the
non-art majors' motivations and attitudes toward the courses that they experienced to
general education art courses offered at similar universities throughout the United States
and to the issues that emerged in a content analysis of the past three years of two art
education journals. Chapter n describes the methodology and limitations of this study.
With no contemporary survey available, and few studies of general education art
curriculum, I surveyed descriptions of art courses currently taught to non-art majors. These
courses, selected by students from among varying numbers of options, fulfill general
10

education program requirements. The requirements defined by general education
curriculum developers include such areas as the fine arts, multiculturalism, individual and
group behavior, or other subcategories related to cultural practices. Catalog course
descriptions are the primary public source for students to learn about course options.
Particularly in the case of non-required courses, these descriptions function as a marketing
tool to entice student enrollment and to convey the essence of the course. Faculty carefully
compose the descriptions to convey as much about the course as possible within a minimal
amount of allotted words as required for the catalog copy. Usually the word limit averaged
about 29 words per description in the 19 universities surveyed in this study. Faculty also
compose the descriptions to allowflexibilitysince different faculty often teach the course
and to avoid annual revision to the description. I examined the course descriptions for
evidence of course content, ideology, and methodology. In Chapter IV, I report a content
analysis of the catalog course descriptions and compare their emphases to the themes that
emerged from 1995 to 1998 in the two journals from affiliates of the National Art
Education Association.
Course syllabi offered a more detailed description of course content and
methodology than catalog course descriptions. In Chapter IVI include an analysis of 23
syllabi for evidence of social theory content and methodology as described in the past three
years of the two selected art education journals.

Significance of the Study
Zimmerman (1994) produced a report for the National Art Education Association
summarizing eight distinct research areas endorsed by the organization as critical areas of
inquiry for the field of art education. Two of these research areas are the study of context
issues related to various settings in which art education occurs and the documentation of
attitudes and values of art students. As a contribution to these two areas of inquiry, this
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study (a) gathered information on current practices which define the context of universitylevel art courses for non-art majors, and (b) examined non-art majors' motivations for
enrolling in an art course, and their attitudes toward the knowledge gained from three types
of general education art courses. This study also explored student-perceived attitudes on
making art as a component of a general education art course.
A review of general education theory and practices revealed the historic association
of general education with democratic social values (Miller, 1988). This study provides data
and analysis for general education curricula reformers concerning the application of social
reconstruction theory in general education art curricula. Social reconstmction theory, as
defined in Chapter EQ, is more appropriate for the diversity of today's society and
classrooms than theory based on the non-existent melting pot conception of American
culture. General education theory has maintained an association with democratic values by
adapting to shifts in social perspectives. This study encourages general education practice
to respond to social reconstruction theory.
This study is also significant because it considers the voices and preferences of
non-art majors who selected an art course for general education program credit. Novices in
anyfieldcan not fully describe the content they want to study, when they have litUe or no
knowledge of the discipline. However, student reactions to the broad, introductory art
courses that are the focus of this study revealed a sense of dissatisfaction with the status
quo. The student attitudes and suggestions for improvement provide valuable feedback for
curriculum reformers. Students do not usually provide this type of information on teacher
evaluations or through other means.

Assumptions and Limitations
This study does not attempt to document the voluminous literature in support of art
as a valid and basic area of inquiry which should be included in school curriculums at all
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levels. In this study I assume that the study and teaching of art are valuable and worthy of
ongoing reform and establishment as a required component of general education programs.
This study's investigation of application of social reconstruction theory and student valuing
of university-level general education art courses does not include an intention to produce
one, specific, written curriculum or course ouUine.

Definitions of Terms
I defined the following terms which I employed throughout the text of this study to
eliminate ambiguity in the reader's interpretation of their meanings.
(An) Art curriculum
frames experience, stmcturing it, setting certain experiences off from theflowof
life, constructing encounters that will help... students learn in, about, and through
art. The art curriculum provides a framework within which students gather
information, determine significance, and make meaning. (Stankiewicz, 1997, p. 5)
(A) General education (program) is
that part of a student's academic program which is at the core of learning and
knowledge . . . that set of academic experiences where students develop
understanding and competencies in the arts, the humanities, the social and
behavioral sciences, mathematics and in oral and written communications.
(Romano, 1978, p. 3)
Keller (1982) refers to the core as "the statement of a faculty, a college, a generation, as to
what they believe to be the character and goals of a college education" (p. ii).
Learning stvle. according to Howard Gardner (1995), "designates a general
approach that an individual can apply equally to every conceivable content" (p. 202).
Mid-sized universitv refers to a university with between 10,000 and 20,000
students.
Non-art majors are undergraduate college students who have not yet declared a
major or have declared a major in a field other than those in the visual arts.
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Ocy-evolution refers to changes which occur
when traditional, indigenous aesthetic systems, which for all their diversity
inevitably view art as conveying cultural meaning, are replaced by values that
emphasize the maker's manual skill, and the trade value of the artwork in the
contexts of a larger, state economy, and considerations of ethnic identity or
subcultural pride. (Anderson, 1993, p. 395)
Outcome measures are quantitative or qualitative information supplied by students
reflecting back over a course or other aspect of university experience that was recently
completed. Assessment specialists have made attempts to standardize a wide variety of
outcome measures (Ewall, 1997; Lenning, Micek, Patrick, Service, & Yong, 1979).
Studio art course is a course offered in departments of art which requires students
to create art using various types of art mediums.
Survey course refers to the broad, chronologically arranged, two-part, art history
courses that are the most standardized courses in general education offerings among
university art and art history departments. Thefirsthalf, or semester, of the survey course
typically explores prehistoric through Medieval art, and the second half, or semester,
covers Renaissance through modem art. Universities that employ a quarter system typically
divide the Westem canon into three courses.
Visual arts courses are defined as courses offered by departments of art, art
education, and art history which fulfill general education requirements. This specific usage
of this term is relevant to the focus of this study.
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CHAPTER n
METHODOLOGY

Introduction
In the first section of this chapter, I discuss the characteristics of the content
analysis research technique. I then describe the methodology for the content analysis of the
1995-1997 issues of The Journal of Multicultural and Cross-cultural Research in Art
Education (JMCRAE) and the 1995/96, 1997 and 1998 issues of The Journal of Social
Theory in Art Education (JSTAE). Next, I explicate the methodology for the content
analysis of the university catalog course descriptions and syllabi. In the remainder of the
chapter I document the design, administration, and analysis procedures for the student
surveys. In Chapter EI, I report the findings from my content analysis of the journal
articles, focusing on five emergent social reconstruction themes. In Chapter IV, I report the
content analyses of the university catalog course descriptions, course syllabi, and student
survey responses. In Chapter V, I present an interpretation connecting the three areas of
analysis from Chapter IV to the themes that emerged in Chapter EI.

Content Analysis Methodology
Content analysis is a systematic research method for analyzing textual information
in a standardized way that allows investigators to make inferences about information
(Krippendorff, 1980). "In content analysis, evaluators classify the key ideas in a written
communication" (United States Government Accounting Office [USGAO], p. 6); or, as
Weber (1990) states, "the many words of [a] text are classified into much fewer content
categories" (p. 12). The standard classification process, called coding, consists of marking
text passages with short alphanumeric codes. This creates categorical variables that
represent the original verbal or written information. A researcher may analyze these
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categorical variables using standard statistical measures. For complex content analyses,
researchers employ computer programs for both the coding and evaluative procedures.
To classify a document's key ideas, the evaluator identifies its themes, issues,
topics, and so on. The result might be a simple list of the topics in a series of
meeting notes. Content analysis can go further if the evaluator counts the frequency of statements, detects subtle differences in their intensity, or examines
issues over time, in different situations, or from different groups. (USGAO, p. 6)
I employed content analysis techniques in this study to analyze five different types of data:
1.

Prevalent themes among articles in two art education journals;

2.

Representation of visual arts courses among general education options;

3.

Classification of types of art courses and presence of social reconstmction
themes in university catalog art course descriptions;

4.

Presence of social reconstruction theory in 23 art course syllabi; and

5.

Classification of open-ended student responses to two survey items:
enrollment motivation and suggestions for course improvement.

In corresponding subsections in this chapter, I describe the level of content analysis
techniques that I applied to these five types of data to achieve my specific research goals.

Content Analysis of the Journal Articles
The three most recent issues of JMCRAE at the time of this study were the Fall
1995, Fall 1996 and Fall 1997 journal issues. The three most recent issues of JSTAE at the
time of this study were the 1995/96 combined issue, and the 1997 and 1998 issues. After
thoroughly reading all the journal articles and highlighting key passages, I compiled brief
summaries and coded issues and concepts found in each article (see Appendix A). I then
reviewed the codes (see Appendix B) and identified five themes that emerged as prevalent
in the journal articles. I explicate these emergent themes in Chapter EQ.
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Universitv Catalog Survey Sample Selection
The selection of the host site for the student survey prompted the identification of a
specific group of universities for the catalog survey: a peer group of 15 universities
nationwide that share mid-sized, public, and four-year status with the host site (see
Appendix C). (I rejected eight of the total 23 peer universities: two due to private rather
than public status and six due to enrollment figures below 10,000 or over 20,000
students.) According to the host university's Office of Institutional Research, the peer
universities also share a similar distribution of degrees awarded and comparable faculty
salary levels. To the 15 national peer institutions, I added the host site and the other three
in-state, mid-sized, public, four-year universities. These four institutions contributed a
local context for the survey.

Catalog Survey Process Procedures
I obtained copies of 11 university catalogs from a microfiche data base. I called art
departments and admissions offices to obtain the other eight. I employed "hard copy"
catalog data rather than Internet data, since catalogs are the official source for university
academic information. Appendix D contains the complete text of the non-art major art
course descriptions from the sample group. I examined the course descriptions for evidence
of course content, ideology, and methodology. I then identified categories for classification
of the courses, and I report these among the results of the content analysis in Chapter IV.
The course descriptions which contained elements of social reconstmction theory are the
focus of my discussion in Chapter IV.

Course Syllabi Survey Process Procedures
I made many phone calls, and follow-up calls, to the 19 sample group institutions
seeking copies of art course syllabi. I had to modify my original intent to examine syllabi
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from every survey site after I received negative reactions from many art department
contacts. Through this request process, I obtained 23 art course syllabi.
I read the syllabi several times and highlighted content related to the social theory
themes evident in journal articles. From familiarity with the syllabi, I was able to verify that
the course classifications from the catalog descriptions were accurate. In Chapter IV, I
focus on describing the three syllabi that were most representative of social reconstmction
theory. Appendices E, F, and G contain copies of these three syllabi.

Student Survev Sample Selection
The host university offered three types of art courses for general education credit:
1.

Interdisciplinary Arts (interdisciplinary visual and performing arts, in
thematic units);

2.

Cultural Arts (thematic presentation of art content, no emphasis on historical
chronology); and the

3.

Art History Survey (chronological presentation of content).

I planned to compare responses among types of courses and among sections of the same
types of courses, so I surveyed two sections of each type of course for two semesters.
Since the responses from sections of the same courses did not differ significantly, I report
the data according to type of course. Students in a total of 12 classes completed a survey:
six classes at the end of the spring 1998 semester and six classes at the beginning of the fall
1998 semester.
I selected class sections with similar enrollments that did not meet at the same time,
so that I could administer all the surveys myself I also selected only full-time facultystaffed courses. The sample groups emerged through the consideration of these three
factors. I listed the enrollment status totals for each sample group in Table H.l in Appendix
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H. Enrollment in the art history sections was lower in the fall semester than in the spring
due to an increase in the number of sections offered (see Appendix H).
In addition to the 12 sample classes, a full-time faculty member who taught an 8:00
a.m. section of Cultural Arts, with an enrollment of 18 students, agreed to ask those
students to complete the survey as a test of the instrument. Consequentiy, I was able to
revise the survey items before administration to the study participants.

Student Survev Content Development
I planned to administer the spring survey at the end of a semester to discover
student attitudes regarding enrollment motivation, course content and methodology, and
suggestions for improvement. I administered the second survey in the following fall
semester, before students had received a syllabus, to see if responses to the enrollment
motivation item would differ from the spring participants. I also viewed the second survey
as an opportunity to explore additional topics based on the results from thefirstsurvey.
The content for both surveys is described below.

Spring 1998 Student Survey Content
There were four distinct types of survey items on the first student survey. I discuss
the content for the survey items below, according to the four types.

Demographic Items
The first survey (see Appendix I) contained six items seeking descriptive
demographic data:
1.

gender;

2.

academic major;
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3.

academic level (freshman through senior year status, with an "other" option
to identify any non-traditional students);

4.

one question intended to identify students enrolled in the course for general
education credit;

5.

one question intended to identify students enrolled in the course because it is
required for art majors; and

6.

one Likert-scaled question asking respondents to characterize their
background experiences with art, from weak to strong.

I employed gender as a descriptive characteristic of the respondents in each sample
group. Gender has been the focus of research in many fields, including art education. For
example, gender was one of five student characteristics that Gibson (1987) examined in
relation to student scores on the Eisner Art Information Inventory and the Eisner Art
Attitude Inventory. Gibson determined that the women enrolled in studio art courses for
non-majors had a slightiy more positive attitude toward art than the men; and the women
enrolled in an art lecture course for non-art majors had a much more positive attitude
toward art then the men. In this study, I employed gender as a descriptive term to identify
the participants. I have not analyzed data in terms of gender groups, although this may be
useful data for a future study.
I also included the academic major as a descriptive characteristic of the respondents
in each sample group. The distribution of academic majors among non-art majors who
select a visual arts course for general education credit is important baseline information.
Documentation of academic majors for students who select a visual arts general education
course is information I could not locate during the review of literature. This knowledge
may have implications for curriculum decisions.
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I included academic level so that I could describe the participating classes according
to the number of freshman, sophomore, junior, senior, or non-traditional students. I do not
analyze survey responses in relation to separate academic levels of the students.
Of the three types of art courses for non-art majors at the host institution, the
cultural arts and art history courses are also required courses for art majors. The third type
of art course, interdisciplinary arts, is a general education course option, and not a
component of any academic major program. I included items #4 and #5, which correspond
to items #6 and #7 on the second survey (see Appendices I and J), in the demographic
items so that I could identify and separate respondents in each class into the two subgroups: art majors and non-art majors. I report art major and non-art major survey
responses to selected items separately for the eight Cultural Arts and Art History classes.
Non-art majors answered yes to Item #4 (#6) and no to Item #5 (#7). Art majors
answered no to Item #4 (#6) and yes to Item #5 (#7). Elective students answered no to
Items #4 and #5 (#6 and #7). Due to the small total number of 32 elective students among
the 449 participants in the 12 sample groups (see Appendix H), I do not report the elective
students' survey responses.
Item #6 (#8) asked students to rate their background experiences with art content
prior to enrolling in the art class. Other researchers stated that non-art majors who choose a
visual arts course have little or no background in art (Shipps, 1994; Hill, 1994;
Zimmerman, 1992). I included this item to test the other researchers' supposition. It is
conceivable that students may choose to enroll in an art course because significant prior art
knowledge may help guarantee a high grade in the course. I chose to employ a 5-point
Likert scale, from weak to strong, to obtain this data so that the item would generate a more
informative answer than yes or no, and so that I could compare responses among sample
groups using a descriptive statistical measure of central tendency. I repeated this item on the
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second survey to obtain student self-ratings before any art course content could possibly
influence their responses.
Gibson (1987) related the characteristic of prior experience in art to non-art major
scores on the Eisner Art Information Inventory. Students enrolled in lecture-format art
history courses and studio art courses completed the inventory. Gibson found that "there
was a significant difference in the scores on the Art Information inventory relative to the
student's amount of prior experience

however, there was no significant interaction

between the type of course and the amount of experience" (p. 55). I characterize Item #6
(#8) as a demographic item because students' perceived weak-to-strong background in art
is a descriptive characteristic within the sample population. I did not analyze survey
responses in relation to the students' perceived background in art.

Likert-scaled Outcome Assessment Measure Items
The first survey included four,five-point,Likert-scaled items seeking attitude
ratings from respondents regarding four course outcome assessment measures:
#7 .

Perceived interest in course content;

#8 .

Perceived effectiveness of course stmcture and teaching methodology;

#9 .

Perceived pace for content presentation; and

#10 .

Perceived educational value of course for lifelong learning.

"Criteria used in assessing general education should be broad, including content learning,
cognitive development, and attitudes and motivation toward leaming" (Gaff & Ratcliff,
1997, p. 159). I employed the above four outcome measures on the survey because
Diamond (1989) referred to these four topics as measures of student satisfaction. These
outcome measures are also represented in Measuring Up to the Challenge: What Standards
and Assessment Can Do for Arts Education (Mitchell, 1994).
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Enrollment Motivation Item
Both survey instruments included an open-ended response item (#11/#11) which
asked students to describe their motivation for selecting the art course from among eight
options in a general education categorytitledIdeas and Expressive Forms in the Human
Community. Motivation for selecting a course is a type of outcome assessment measure
which is useful for general education curriculum reform (Gaff & Ratcliff, 1997; Kanter,
Gamson, & London, 1997). I included this item on both survey instruments (a) to see if
any students displayed evidence of social reconstmction themes, and (b) in response to
Gibson's recommendation "that further study be done on the possible reasons for student
[art] course selection" (Gibson, 1987, p. 70). I was unable to locate any enrollment
motivation data for visual arts general education students during the review of literature, so
the results from this item represent baseline data for the field of art education, as well.

Suggestions for Improvement Item
Students' suggestions for improvement of visual arts general education courses is
also a type of outcome measure for student satisfaction (Diamond, 1989). Asking students
for direct feedback and suggestions for improvement is indicative of the transition in
academic program assessment "from quantitative to qualitative approaches, from
summative to formative evaluation, and from reliance on inputs to emphasis on outcomes"
(Gaff & Ratcliff, 1997, p. 600). I included this item on the first survey instrument to see if
students would (a) provide suggestions that would be useful for curriculum reform; (b)
suggest the incorporation of hands-on experience with art media, and (c) describe concepts
related to social reconstruction themes.
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Fall 1998 Student Survey Content
I administered the second survey on the first day of each art class, at the beginning
of the 1998 fall semester. The second survey (see Appendix J) included the same
demographic items as the first survey, plus two additional items of age and race. These
characteristics further clarified participant description. I repeated the enrollment motivation
item also, but I removed the outcome measures and suggestion for improvement item since
that information was irrelevant on the first day of classes.
Three additional items asked each respondent (a) if he/she enjoyed making art, (b) if
he/she considered himself/herself to be an artist, and (c) if he/she would have considered
selecting a visual arts course which incorporated a hands-on approach to art leaming. I
added these items (#9, #10 and #12) to the fall survey (see Appendix J) so that I could
describe student interest in making art in my discussions of curriculum reform. I did not
include these items on the first survey because I thought that respondents might suggest
hands-on art experiences as a curriculum improvement. Since only nine students
completing the spring survey suggested this, I added the new items to the fall survey to
ensure that students would address the topic. Participant responses to these three items
would either (1) support the concept of hands-on art experience for general education
students or (2) reveal negative attitudes toward the practical application of art theories in the
general education classroom.
I also included a leaming style inventory on the second survey to document the
variety of leaming style propensities students possessed in each of the six classes. I
planned to relate the variety of leaming styles to my discussion of social reconstmction
theory and art curriculum reform. I selected a leaming style inventory for the survey that I
discovered on the University of Hawaii at Honolulu Web site (www.hcc.hawaii.edu/
hccinfo/facdev/lsi.html). I based this decision on a conversation with a faculty member at
the University of Hawaii who indicated that the Student Leaming Center there had
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successfully employed the specified inventory for ten years. The primary purpose of usage
had been to guide students to develop better study skills by making them aware of their
leaming styles.

Designing the Format for Student Survey Items
After establishing the survey content, the next step was to design the instmment
itself I selected a questionnaire format since it is an appropriate instmment for gathering "a
great deal of information from a large number of people in a short period of time" (Prehm
& Altman, 1976, p. 20). "A questionnaire is relatively economical, has standardized
questions, can ensure anonymity, and questions can be written for specific purposes"
(Schumacher & McMillan, 1993, p. 238).
I constmcted the items on the survey instmments with an awareness of the
following considerations:
1.

Make items clear.

2.

Avoid double-barreled questions.

3.

Respondents must be competent to answer.

4.

Questions should be relevant.

5.

Simple items are best.

6.

Avoid negative items.

7.

Avoid biased items or terms (Schumacher & McMillan, 1993, pp.
240-242).

I employed Likert-scaled responses for four of the outcome assessment measures because
a scale is a series of gradations, levels or values that describes various degrees
of something. Scales are used extensively in questionnaires because they allow
fairly accurate assessments of beliefs or opinions. This is because many of our
beliefs and opinions are thought of in terms of gradations. (Schumacher &
McMillan, p. 244)
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I employed an open-ended response format for the enrollment motivation and
suggestions for improvement items. Three advantages of open-ended items are that they (a)
are subject to little influence from the investigator, (b) elicit a wide variety of responses,
and (c) give respondents a chance to "have their say" (Lenning et al., 1979, p. 52). The
format for all items and responses on the data collection instmment follows suggestions for
eliminating ambiguity (Schumacher & McMillan, 1993). I also verified the format using
Johnson & Johnson's (1996) 12-item checklist How Good Are Your Questions? in their
chapter on assessing student attitudes.

Refining the Student Survev Instmment
As a test of my questionnaire-styled instmment, I administered the first survey to
12 of the 18 students in an 8:00 a.m. Cultural Arts course section. Six students were not in
class on that day. I wanted to leam:
1.

how much time students needed to complete the instmment;

2.

how muchtimeI needed to distribute and collect the instmment;

3.

if my method for distributing and collecting the instmment was sound;

4.

if I needed to revise either the cover letter or the informed consent
document;

5.

if I needed to improve any item or response formats on the instmment; and

6.

if the open-ended questions would elicit good quality responses from the
participants.

Following are the observations I made during the process of administering the
initial survey and in consideration of responses to the instmment. I list these comments in
correspondence to the six elements listed above.
1.

The students completed the survey in five to seven minutes.
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2.

I left the room with the completed instmments ten minutes after handing out

the first survey. I then estimated that larger classes would need up to double that amount of
time to complete and return the survey.
3.

I handed the survey to the students and told them briefly who I was and

what I was doing. The cover letter explained more fully my reason for being there. I
consciously wanted to minimize the amount of classtimethe students used to complete the
survey. I offered to answer questions at any time, but the students did not ask any. As
students finished, I walked around and collected the completed instmments. This process
would take more time with more students, but seemed quicker than requiring students to
stand and carry the completed survey to a collection point.
4.

All 12 students successfully removed the participant's copy of the informed

consent document, and 6 of the 12 students provided information to receive afinalreport
about my project. I realized that I should revise the cover letter to ask students to include
their campus post office box numbers, to keep mailing expenses low. The informed
consent document did not require revision.
5.

The item response formats seemed to work well for the students. The

Likert-scaled responses for the outcome measures were effective, since participants
employed the full range of response options.
6.

I wanted only the general education students to complete Item #11

regarding enrollment motivation because art majors must complete the Cultural Arts course
and both halves of the Art History survey course as a major requirement. Two of the art
majors in the test group responded to Item #11 anyway, so I revised the wording for Item
#11. This item formeriy read: "If you are taking this class for general education credit
(please skip this question if you are not)..." I changed the statement to read: "If you are
taking this class for general education credit (you may skip this question if you are an art
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major)..." (see Appendices I and J). I detected no problems with the suggestions for
improvement item (#12) wording.

Distributing and Collecting Student Survey Materials
After the host university's Institutional Review Board approved the first survey
instmment (see Appendix K), I photocopied and collated the survey pages, informed
consent document (see Appendix L), and cover letter (see Appendix M). The cover letter
reminded students not to write their name on the instmment so that responses would remain
anonymous. I placed my signature on the cover letters and the informed consent documents
and the survey was ready to distribute.
I administered the survey to five of the six participating classes on the last class
meeting before exam week, on April 29 and 30,1998. One of the participating faculty
members decided not to relinquish class time for my project, so he distributed the survey
and asked students to retum the completed documents to him the next week at the exam
time. This faculty member's decision occurred too late for me to solicit the participation of
another class, so I allowed the teacher to proceed in this way. However, only 24 of the 74
students in that class returned the survey, so I learned that I should avoid this method of
survey administration in the future.
I briefly addressed each sample group as I distributed the surveys, carefully
employing the same terminology to convey information to each group. I told each group
that the cover letter would explain what I was doing, and that I needed their signatures on
the informed consent document as proof that they were aware of theirrightsas human
subjects in a research setting. I also instmcted the participants to notice that I had
photocopied the survey on both sides of the paper, to conserve paper. I thanked each group
for participating in my study, and encouraged them to answer each item as honestly as
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possible. I said that I would be happy to answer questions at any time, as needed. None of
the participants asked any questions.
After I collected the survey materials from each group of participants, I went to my
office and separated the cover letters, informed consent documents and survey instmments
into three stacks. I wrote consecutive numbers in one comer of each survey instmment as a
method for counting responses. As I numbered the responses, I also check-marked the
letter on the top of each instmment which represented thefirstinitial of the participating
faculty members' last names. This procedure effectively linked each instmment to the
correct class and section. To ensure the anonymity of the subjects, I then placed the cover
letters and informed consent documents into separate envelopes, sealed them, and stored
them in my office. When I mailed a report on survey responses to those participants who
requested one, I retrieved the names and addresses from the cover letters.
After approval from the Institutional Review Board (see Appendix N), I
administered the second survey to six art classes on September 1 and 2, 1998.1 acquired
responses from all sample groups following the same procedures for administering
surveys, linking instmments to specific classes, and ensuring the anonymity of the
participants.

Analvzing the Data from Both Student Surveys
Since the different types of data required different types of analysis, I discuss them
below in separate sections. The first step in analyzing participants' responses, however,
was to organize and transfer all participant responses from the surveys to a spreadsheet
format using Microsoft Excel software (see Appendices O and P for sample quantitative
and qualitative data spreadsheets).
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Demographic Item Responses
In Appendix E, I report the number of general education students, art majors, and
elective students for each course section, type of course, and an overall count for each
semester. In Chapter IV, I:
1.

report the gender distribution for each sample group in the study by course

section, type of course and an overall count for each semester;
2.

document the distribution of general education students' academic majors by

reporting the count for each major by course section, type of course and an overall count
for each semester;
3.

document the age data for the fall 1998 participants by counting the number

of students for each age represented in each sample group and reporting the data by course
section, course type and an overall count for the semester;
4.

document the distribution of participants' academic levels by course section,

type of course and an overall count for each semester; and I
5.

document the race data for the fall 1998 participants by counting the number

of students for each race represented in each sample group and reporting the data by course
section and an overall count for the semester.
In Chapter IV, I also compare the demographic characteristics of the sample groups
to the same characteristics of the student population. In Chapter V, I discuss the
implications for the demographic profile.

Background In Art Item Responses
In Chapter IV, I document the Likert-scaled responses to the item conceming
background experience with art by describing the frequency distribution for each response
option. In Chapter V, I discuss the implications of participants' responses to the selfperceived background in art item.
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Enrollment Motivation Item Responses
I coded and categorized the open-ended enrollment motivation item responses using
a constant comparative method of qualitative analysis (Coffey & Atkinson, 1996). Emergent categories for organizing responses developed from coding segments of the data. "A
data segment is comprehensible by itself and contains one idea, episode, or piece of
information relevant to the study. Segments can be any size~a word, a sentence, a few
lines or several pages" (Schumacher & McMillan, 1993, pp. 487-488).
Asking another person to assist with the task of coding helps prevent researcher
bias in assigning meaning to responses. "Objectivity . . . refers to the quality of the data
produced by the procedures for collecting and analyzing data and not the researcher's
personal characteristics" (Schumacher & McMillan, 1993, p. 10). As an objectivity test for
my coding, I presented ten completed instmments from each sample group to an objective
assistant for coding. The coding of those responses matched my coding, so I proceeded
with the analysis.
I developed an organizing system for the open-ended response data according to the
following six steps:
1.

Get a sense of the whole;

2.

Generate and code topics from the data;

3.

Develop categories;

4.

Try out the provisional classification system;

5.

Add to codes as I become more familiar with the data; and

6.

Refine my organization system (Schumacher & McMillan, 1993, pp.
488-492).

I compared and contrasted each category to determine the distinctive characteristics of each.
Finally, I compiled and reported the results in Chapter IV.
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Since this was myfirstexperience with qualitative data analysis, I examined the
literature for concepts and models. I studied Glaser and Strauss' (1967) description of the
constant-comparative method, Coffey and Atkinson's (1996) chapter on Concepts and
Coding and Mertens' (1998) suggestions for integrating diversity with qualitative research
methods. Weber (1990) and Krippendorff (1980) clearly conveyed the procedural steps for
the content analysis research techniques. These texts provided a clear understanding of the
requirements for understanding and reporting quahtative data. Shipps' (1994) study
regarding teaching methods for general introductory art courses employed a student
questionnaire with open-ended questions. Shipps' careful coding and analysis of students
responses modeled the type of coding I needed to employ for the student survey openended response items.
In Chapter IV, I report the frequency distribution for responses to the open-ended
enrollment motivation item (see Appendix P for a sample spreadsheet for participant
qualitative responses). I was able to account for all responses to the enrollment motivation
item with 15 categories for responses. I discuss the implications for the enrollment
motivation item responses in Chapter V according to course type.

Likert-scaled Outcome Assessment
Measure Item Responses
The five-option, Likert-scaled outcome assessment measure item responses
describe student valuing of different aspects of the art courses. In Chapter IV, I report the
frequency distribution for the spring 1998 general education student responses to each of
these items. I also report the art majors' ratings for comparison with the general education
student ratings. No other study has explored the differences in art major and non-art major
perceptions regarding general education art courses. In Chapter V, I discuss the
implications of art major and non-art major responses to these outcome assessment measure
items.
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Suggestions for Improvement Item Responses
The suggestions for improvement item responses are also related to student valuing
of the three general education art course types. Through the open-ended format of this item
students were able to make comments regarding their satisfaction with course content and
methodologies, or to suggest improvements. I analyzed the open-ended responses to the
spring 1998 students' suggestions for improvement item using the constant comparative
method of qualitative analysis (Coffey & Atkinson, 1996). I received a wider range of
responses to this item than I did for the enrollment motivation item. To report these results I
identified 12 categories for responses and added a category tided Other for the responses
which did not fit another category. I coded a total of 34 responses into the Other category. I
report the frequency distribution for categorical responses to the suggestions for
improvement item in Chapter IV (see Appendix Q for an account of the Other responses). I
discuss the implications of the suggestions for improvement item responses in Chapter V.

Making-Art Item Responses
In Chapter IV, I document the yes-or-no responses to the three making-art items on
the second survey instmment (Items #9, #10 and #12) by reporting the frequency
distribution for responses. In Chapter V, I discuss the implications of participants'
responses to the making-art items.

Leaming Style Inventory Responses
In Chapter IV, I document the results of the leaming style inventory for the fall
1998 study participants according to individual courses and type of course. I also discuss
the relationship between leaming style inventory responses and teaching methodologies
(see appendices R, S, and T for syllabi from each of the three types of art courses from the
spring semester, and appendices U, V, and W for syllabi from the fall semester). In
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Chapter V, I discuss implications of the varied student leaming style propensities for
curriculum reform.
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CHAPTER m
EMERGENT SOCIAL RECONSTRUCTION THEMES
FROM TWO ART EDUCATION JOURNALS

Introduction
In this chapter I present the results of the in-depth content analysis of the 1995
through 1998 issues of The Journal of Multicultural and Cross-cultural Research in Art
Education (JMCRAE) and The Journal of Social Theory in Art Education (JSTAE). I
organized the findings according to the journal articles' five most dominant emergent
themes. The emergent themes guided the analysis and interpretation of the general
education course catalog descriptions, syllabi, and student survey responses which I report
in Chapters IV and V. Appendix A contains thematic summaries and descriptive keywords
for all of the journal articles.

What is Social Reconstmction Theory?
Social theorists view art as a cultural practice embedded with cultural codes
(McFee, 1996). The dominant themes of social reconstmction theory in the six journal
issues were (a) pluralism and multiculturalism; (b) power relationships; (c) social
reconstmctive critical aesthetic theory; (d) critical theory applied to technology use; and (e)
implementation strategies for social reconstmction (see Table 3.1 on the following page for
a summary of these themes). I list the first four themes on the left side of the Table 3.1, and
I refer to the implementation strategies as methodology related to the four dominant themes.
I discuss each concept summarized in Table 3.1, with examples from the journal analysis,
according to their order in the table. In each subsection, I also document the number of
articles that presented each emergent theme, for both of the joumals.
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Table 3.1

Concepts of Social Reconstmction Theory

Social Theory in Art: Content
Pluralism and multiculturalism;
inclusion vs. exclusion
Power relationships:
race and cultural issues
class issues
gender issues
Critical aesthetic theory
based on art in context; rejection of
formalism and artworld standards
Technology and art

Social Theory in Art: Methodology
Validation of all world views;
strive for equality and respect
Reveal and reject oppression;
ensure representation of all voices
through communication and
collaboration
Promotion of visual literacy
and visual expression;
art as communication and social action
Critical aesthetic theory applied to
technology use; education required

Pluralism and Multiculturalism
Pluralism or multiculturalism was a theme in all 30 of the articles in JMCRAE. This
theme was evident in 34 of the 36 articles in JSTAE.
"Multiculturalism is the opposite of ethnocentricity. In terms of the visual arts, it
describes the increasingly widespread opposition . . . to the elevation of the European
cultural tradition over those of Asia, Africa, and Indigenous and non-white populations"
(Hart, 1995, p. 79). The theme of indigenity is common in JMCRAE. A major objective of
multicultural education is to eliminate notions of exotic and romantic from culture and to
replace them with self-determined voice and respect (Morris, 1997). Members of all
cultures must develop their power to speak for themselves; others do not possess the
qualifications to speak for them. Scott, Kmg, and Stuhr (1995) profess that multiple
perspectives within a culture, which detail contextual information, create a more authentic
understanding of cultural objects and practices than one voice.
By the year 2000,40% of the public school student population will be from
culturally or linguistically diverse backgrounds (Gersten & Woodward, 1994). The effect
this statistic will have on higher education is an expansion of multicultural enrollment
figures. Social reconstmction is a theory that rejects a hierarchical grouping wherein a
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dominant faction usurps control over the social, political, economic, and subsequent
visceral, realities of others. In the early part of this century, social reconstmction developed
from a vision of democracy based on the melting pot conception that United States citizens
of varied cultural backgrounds would unite to create a shared culture. As the century
progressed, however, recurring conflicts between members of the dominant, white culture
and people of varying cultural, racial, class, gender, and ability status engendered separatist
realities and sometimes violent stmggles for equalrights.The 1990's version of social
reconstmction envisions a society that "values the self and the other, and fosters personal
security and human relatedness" (Hoard, 1997, p. 111). Pluralism and multiculturalism are
terms which infer respect for all others and a willingness to listen, communicate, leam, and
co-exist. Adherence to these tenets would achieve the ultimate social goals of world peace
and prosperity.

Power Relationships
The distribution of power, which is at the heart of multiculturalism, racism, and
feminism, was a theme in all 30 of the articles in JMCRAE. This theme was also evident in
34 of the 36 articles in JSTAE.
A key concept of social reconstmction is collaboration for the good of the whole, in
contrast to competition. Social theory rejects the current social stratification into haves and
have-nots for a tmly democratic, ideal vision of society in which all citizens are educated
and willing to take responsibility for the well-being of others. Literacy is a requirement for
people to become politically aware and able tofightoppression through political stmctures
of governance (Freire, 1971; Morris, 1998). Toward these ends, social reconstmctionists
work to expose and dissolve oppression due to racial, cultural, class, gender, or ability
differences. Deniston (1997), citing Freirean pedagogy, berated the vogue of "excellence"
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as a goal for education because of its orientation toward privileged classes and against
equality.
Art educators can empower students to confront oppression by encouraging cultural
awareness. For example, Morris (1997) and McFee (1996) stated that students must be
able to understand and preserve their own cultural identity in order to understand and coexist with others. Morris (1997) challenged West Virginia schoolchildren and teachers in a
coal mining region to critically consider their own Mountain Culture. Through visual and
performing art projects, she encouraged students to discover positive aspects of Mountain
Culture and to reject negative, outsider perceptions. Student benefits from their cultural
exploration included increased cultural awareness and pride, and an ability to defend the
culture to outsiders (Morris, 1997).
Feminist theory has expanded the range of strategies to halt the oppression of
women. Social theory encompasses feminist theory in its definition, as is evident in more
than 15 of the journal articles and featured art works. Smith-Shank (1998) described her
journey through male artist-dominated Modernism to a Postmodern, feminist theory of art:
Feminist artwork is about agency and about being heard. It is about finding
non-hierarchic alternatives to patriarchy; it is about making art for personal
growth and political insurrection. It is about participating in the constmction
of culture: a culture where women can have role models, women can make
art, and name themselves artists if they want. (p. 25)
Bickley-Green and Wolcott (1995/1996) described how feminist collaboration and
dialogue deserve credit for challenging the oppression of women in the art fields.
Gaudelius and Moore (1995/1996) supported the critical examination of context in art to
expose power relationships, such as the sexualization of violence in artistic depictions of
rape. Their reminder to colleagues that critical writings may also contain language that
perpetuates negative and subordinate images of women is illustrated by another article in
the same journal issue. Bolin (1995/1996) exposed the demeaning critical language and
underrepresentation of female artworks in the fourth edition of Jansen's History of Art.
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(1991). Green's (1997) analysis of gender representation on children's television programs
exposed the ongoing presence of masculine dominance.
Social reconstmction theory encompasses gay and lesbian issues, supporting the
quest to expose homophobia and discrimination. In a series of classroom activities which
included art works by Haring and Hockney, Check (1997) guided pre-service art teachers
in understanding how sexual orientation is a critical component of an art work's context.
The students discovered that many straight people, including themselves, hold distorted
views on homosexuality, and those kinds of negative perceptions affect gay artists' selfimages and art works (Check, 1997).
Desai (1997) entreated art educators to discuss race openly as part of the context of
art works because not doing so perpetuates concepts of racial dominance and discourages
students from understanding racial differences. Art educators must "address the
complexities and contradictions of race as it intersects with gender, social class, and
sexuality in . . . teaching, artwork, and research" (Desai, p. 49).

Social Reconstmctive Critical Aesthetic Theory
Social reconstmctive critical aesthetic theory was a theme in 26 of the 30 articles in
JMCRAE. This theme was evident in all 36 of the articles in JSTAE.
Social theory in art rejects modemist preoccupations with formalism and artistcentered aesthetic objects in favor of an emphasis on multiple voices, multiple realities, and
discourse (Chalmers, 1997; Irwin & Miller, 1997; Hart, 1995). Smith-Shank (1998)
referred to formalism as "the dispassionate, list-making form of criticism" (p. 23). Social
theory calls for the abandonment of the modemist practice of professional art critics (SmithShank, 1998). Social reconstmction is furthered by multiple, multicultural critical
responses to art (Duncum, 1995/96).
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From a social theory perspective, collaboration is the preferred methodology for art
making since it involves multiple perspectives and discourse (Hoffman, 1995/1996;
Howenstein, 1995/1996). Garoian (1996) recommended performance art teaching as a new
pedagogical approach in art education since performance art is community-based,
collaborative in nature, and more concerned with ideas and processes than the production
of a marketable art object. Green (1998) referred to performance art as new genre public art
to distinguish it from art of the European tradition and to champion its public
communication role. The intention of new genre public art is to blend aesthetic practice into
life experiences and to aid social reconstmction by involving communities in the processes
of perception, discussion, and evaluation (Green, p. 81). This emphasis on art as
communication is echoed by Smith-Shank (1998) in her statement, "understanding art is
the process of reasoning from culture to sign and back again" (p. 22).
Community is a recurring theme in the joumal articles because community
awareness, responsibilities, and solutions to social problems are prerequisites for social
reconstmction and worid peace. Deniston (1997) employed Dissanayake's (1988)
conception of art as making special as the critical context for viewing the vemacular artistic
production of elderly women. Deniston recommended that art educators explore community
values reflected in practices as an aesthetic model for future art teachers.
Narrative expression and ethnographic methodologies support the social
reconstmctionist focus on context in art. Narratives allow voices to be heard; as a result,
communication and awareness occur. Walker's (1996) investigation of the social and
cultural influences on three artists in an African-American community employed an
interview strategy to communicate directiy with the artists. Another article (Varde, 1997)
presented narrative accounts and photographs of women in India who had worked to
improve the quality of their lives and those of other women in their communities and
country.
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Critical Theory Applied to Technology Usage
The issue of critical theory applied to technology usage was a dominant theme in
three of the 30 articles in JMCRAE and in 8 of the 36 articles in JSTAE. The occurrence of
this topic was not as frequent as the other themes I identified as prevalent, with 11
considerations among the two joumals. However the 11 authors all presented strong cases
for the relevance of technology as a tool for implementing social reconstmction strategies.
Absence of critical theory applied to technology was the primary concern of the 11 authors.
Since computers arefirmlyentrenched in modem life, their use as a medium for
visual expression will increase. Johnson (1995/96) noted the interdisciplinary nature of
computer art, as it integrates content from math, science, fine art, cultural studies, and
sometimes language arts, architecture, and engineering. She encouraged art educators to
collaborate and help expand this interdisciplinary knowledge by teaching students how to
understand and critique visual images. Duncum (1995/96) identified the art classroom as
the only educational setting where critical analyses of visual images can occur in dialogue
form. The availability of this type of discourse for all students would certainly have a
positive impact on the quality of public, electronic images. Johnson (1995/1996)
challenged the Modemist notions of elements and principles of art with her study of the
conceptual differences of terms and a different set of vocabulary for computer art elements
and principles. Enrnie (1997) stated that students/people must becomefluentnot only in the
critical analysis of images, but in producing images, as well. He noted that mass media
photographic images define culture today, instead of firsthand interactions among people.
Members of society who do not produce representations of themselves or their world view
become invisible (p. 11).
The common, worldwide pool of information available on the Internet represents a
viable arena for multicultural common ground; however, art educators must work to
discourage misinterpretation of art from culture to culture (McFee, 1996). McFee (1996)
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expressed the social reconstmctionist goal of multicultural art education as helping students
to live in changing multicultural societies, respecting their own culture and its art as they
leam to respect others' culture and art.

Implementation Strategies for Social Reconstmction
Implementation strategies for social reconstmction theory were evident in 26 of the
30 articles in JMCRAE. These strategies were evident in 35 of the 36 articles in JSTAE.
The process of social reconstmction challenges people to think critically and act
consciously to discard the status quo in favor of a more productive, enlightened vision.
Appropriate educational strategies are a requirement for social evolution. Classroom
strategies which facilitate social reconstmction have developed in response to the work
accomplished by Brazilian educator and social theorist Paolo Freire. Freire referred to the
traditional teaching model as "banking," with teachers trying to "fill" students with deposits
of information, and students passively "storing the deposits" (Freire, 1971, p. 63). To
raise the consciousness of adult learners, Freire developed a collaborative model for
teaching in which partner-teachers employed a problem-posing strategy, so that students
and teachers had to engage in dialogue; and active, critical thinking replaced quiescent
memorization.
JMCRAE and JSTAE authors support the use of Freirean pedagogy in the art
classroom. Morris (1998), an author represented in both social theory joumals, described
Freire's conception of education as being community-based, with each individual assured
of therightto participate and collaborate with others for the good of the whole (Morris, p.
57). In a personal interview, Freire described to Morris the characteristic outcomes of
Freirean pedagogy for students and teachers who participated in a Freirean-based art
project:
~ respect as human beings and citizens
- the possibility of trying the joy of collective creation
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~ the possibility of doubting and figuring out the best way
— the possibility of being different and not being excluded
~ the possibility of thinking, being, expressing this existence and being listened to.
(Morris, p. 57)
In a 1986 work (Belenky, Clinchy, Goldberger, & Tamle, 1986), the authors
interpreted Freire's model in feminist terms, viewing the teacher as a midwife who draws
ideas out of students. Belenky et al. explored the concepts of "connected teaching" and the
"connected classroom" in which students and teacher share their "private tmths" in order to
constmct new interpretations of knowledge (pp. 222-223). Connected teachers get to know
their students in the community of the classroom, and create strategies and settings to
engage their interest and participation. In all but one of the 1995-1998 JSTAE articles, the
art educator authors presented examples of connected teaching, connected leaming, or
connected living strategies.
For example, Irwin (1998) recommended that all art educators develop their own
cultural self-consciousness to strengthen their understanding of their students' cultural
roots. Emme (1997) concluded his JSTAE article by emphasizing that students must
"become fluent" in making and understanding visual images in order to become visible,
contributing members of society. People who are invisible have no power. Desai (1996)
urged art educators to discuss racial issues openly in the classroom, as a critical component
of context in art. Desai cautioned that when racial differences are not addressed, art
educators perpetuate a white racial dominance status quo.
Collaboration, as an implementation strategy for both in and outside the classroom,
was a common theme in both social theory joumals, especially in the art work featured in
the JSTAE. Anderson (1997) related the procedural and visual differences in two peace
murals made by Japanese and United States children to cultural differences. The outcome
of the project, increased understanding of and respect for each other's cultures, supported
critical discovery as an altemative to negative stereotyping. Joumal author and artist
Howenstein (1995/96) constmcted a temporary community public sculpture called The
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Shelter Project as "a cooperative endeavor that would direct attention toward three
important issues essential to worid citizenship: (a) Respect for nature, (b) compassion for
the homeless, and (c) the necessity of sharing and managing our collective resources"
(Howenstein, p. 119). Working with students and teachers from the School of the Art
Institute of Chicago, a local private school, and eight different public schools, Howenstein
demonstrated the cooperative leaming and critical problem solving strategies that are at the
heart of social reconstmction theory in art education.
It is important here to note that the brain-based research of the 1980s and 90s has
supported the connected teaching strategies that JMCRAE and JSTAE authors recommend,
from a scientific knowledge base. Brain-based research (Caine & Caine, 1991) has sought
to improve teaching and leaming by matching classroom strategies with brain functions the
researchers had observed and documented. Implications of this educational research include
(a) the promotion of experiential leaming; (b) the recommendation of multifaceted teaching
which allows students to express visual, tactile, emotional, and auditory preferences; and
(c) the need for a state of "relaxed alertness" for optimum leaming, a combination of
"general relaxation with an atmosphere that is low in threat and high in challenge" (Caine &
Caine, pp. 86-87).

Summary
According to the authors of JMCRAE smd JSTAE, democratic art education today is
conceptually linked to social reconstmction. Issues of diversity, power relationships, and
critical use of technology are important art education topics. Critical aesthetic theory for art
today is community-based, focused on discourse and communication, and sensitive to
issues of social equality and respect. Implementation strategies for social reconstmction in
the art classroom are related to Freirean pedagogy, connected teaching, and experiential
methodologies that complement varied student leaming styles.
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CHAPTERED
ART EDUCATION JOURNAL THEMES COMPARED TO
CATALOG COURSE DESCRIPTIONS, SYLLABI,
AND STUDENT SURVEY RESPONSES

Introduction
In this chapter I report the results from the content analysis of the catalog course
descriptions from 19 universities and syllabi from six of the 19 universities, and the 449
non-art major survey responses. I compare the data from these three sources to the themes
that emerged in my analysis of the 1995-1998 issues of The Joumal of Multicultural and
Cross-cultural Research in Art Education (JMCRAE) and The Joumal of Social Theory in
Art Education (JSTAE).
In the first section of the chapter, I discuss the frequency of art courses among
other general education course options at the 19 survey universities. This information from
the university catalogs illustrates the fact that visual art courses have significant competition
for student selection from other general education course options.
Following the analysis of catalog course descriptions and 23 general education art
course syllabi, I present the analysis of participant survey responses, including (a) a profile
of the participants in this study, (b) their enrollment motivation responses, (c) their
evaluation of three types of art courses, and (d) their suggestions for improving the
courses.

Visual Art Course Frequency Among
General Education Options
The frequency with which art courses appeared among other competing general
education options varied widely among the 19 surveyed institutions. I identified three
descriptive factors which, together, describe the poor situation of art courses among
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numerous general education options. In Appendix X, Table X.l, I included figures for
each specific institution regarding the following three factors.

Factor 1: Number of Categories
Examples of the names of general education categories which contained art courses
were (a) fine arts, (b) arts and letters, (c) personal life and growth, (d) creativity and
creative development, (e) the American experience, and (f) multicultural or non-Westem
content (see Appendix D for names of categories at specific institutions). The most
common category among the 19 surveyed institutions was the fine arts category. The
following Table 4.1 presents the number of categories containing art courses among the 19
universities. Visual arts course options were included in 35 categories among the 19
institutions, but most universities offered art in just one category.
Table 4.1
# of Universities
11
3
3
1
1

Number of Categories with
Visual Art Course Options
# of Categories w/ Art Options
1
2
3
4
5

Factor 2: Number of Art Courses Per Category
The second factor was the number of visual arts course options per category. Table
4.2 summarizes the range of art course representation among total course options for 33 of
the 35 categories containing art. The number of course options in two categories at one
university was not available.
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Table 4.2

Range of Art Course Representation Among
Other Options in GeneraJ Education Categories

# of Categories
7
7
6
6
4
3

# of Course Options
<10
10-20
21-40
41-100
101-200
>200

# of Art Options
1-2
1-6
2-32
4-15
1-20
8-28

Factor 3: Number of Required Courses Per Category
The third factor was the number of courses students needed to complete in each
general education category that contained a visual arts course option. Table 4.3 shows that
for 27 of the 35 categories containing art, students were required to select just one course.
Universities that required the selection of more than one course in a category most often
stipulated that students could not choose more than one course from the same department.
Table 4.3

Number of Required Courses Per
Category Containing Art

# of Categories
27
3
3
2

# of Required Courses
1
lor 2
2
5 or 6

Siimmarv for Visual Art Course Frequencv
Among General Education Options
Only one of the 19 colleges required the selection of a visual arts course (see
Appendix X). The three tables above reveal that the selection stmcture of the general
education programs at almost all of the sample universities does not encourage the selection
of an art course by non-art majors. At 11 of the 19 survey universities, art was represented
in only one general education category, and the number of course options in those
categories ranged from two (at the only university where an art course was required) to
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over 200 courses. At the other eight universities, art was represented in two to five
different general education categories, but the number of non-art courses in those categories
also ranged from less than ten to over 200. These figures support the conclusion that many
students graduate from college with no curricular exposure to art.

Evidence of Social Reconstmction Themes
in Catalog Course Descriptions
Of the 196 art course descriptions, 21 contained words and/or ideas indicative of
social reconstmction theory in art in accordance with the joumal authors' definition. (I
marked these 21 descriptions with an asterisk on the listing of art course descriptions in
Appendix D.)

Pluralism and Multiculturalism
The 14 art history survey course descriptions implied a concern for chronology,
formalism and the device of style. There were only three African art courses among the 196
course descriptions, and one survey of the arts of the Americas, Oceania, and Africa.
However, six course descriptions, listed in Figure 4.1, were the most
representative of the social reconstmction conception of multiculturalism in art. These
descriptions do not all convey a broad sense of the social theory perspective, but they do
represent general education options not aligned with formalism and the European art
tradition. The second entry is the only one among the six to employ the word "outsider,"
and to include the terms "ethnicity, class, popular culture, and community aesthetics."
Among the five entries, the authors of this description most thoroughly convey a social
theory orientation. These five descriptions are different from those of upper level
multicultural art history courses such as "Far Eastem Art Survey" or "Italian Renaissance"
because they do not employ the words "chronological" or "survey."
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ARTH 113. Myths and Stories in American Art. Myths, stories, folk tales, and
narratives depicted through American Art.
ARTH 422. Folk and Outsider Art. Focuses on the traditional and popular arts of the
United States. Topics covered include colonial Pennsylvania German decorative arts,
Victorian Welsh gravestones, African-American textile and basketry crafts, and
contemporary Inuit graphic arts. Discussions and research will focus on the
relationship of folk arts to questions of ethnicity, class, popular culture, and
community aesthetics.
ART 274: Common Threads: Multicultural Survey of Fiber Processes. In nonwestem
cultures, basic life sustaining necessities, e.g., food preparation, clothing, spiritual
and/or actual shelter often involve textile processes which find actual, symbolical, and
transformational meaning overtime.Stu(£o assignments using weaving, surface
design, and off-loom techniques will probe both process and content.
ARH 463/563. Native American Architecture. General examination of building
traditions among native peoples of North America. Explores cosmological
symbolism, building techniques, materials, settiements, and influences of culture and
climate.
ARH 391, 392. Art of the Pacific Islands I, II. Art and architecture of the Pacific
Islands considered in terms of style and as vehicles of social and religious expression.
391: Melanesia. 392: Polynesia and Micronesia.
ARTH 105. Art in Culture. Forms of art in relation to world culture.
Figure 4.1

Course Descriptions Containing References to Multicultural Content

Power Relationships
The second social theory joumal theme was evident in the course descriptions
pertaining to gender issues and feminist theory. Four of the courses, listed in Figure 4.2,
directiy addressed gender issues in art. The first description is the most successful in
conveying social theory ideology, through the inclusion of both men and women in the
description, and the emphasis on sociocultural analysis of social stmctures. By including
men in the description, the first description is perhaps likely to attract more men to enroll in
the course, than the second description which alludes to recent feminist studies. The third
description does not employ the word "culture," but implies the multicultural nature of
course content through the use of the words "social, political, and aesthetic conditions."

49

AAD 252. Art and Gender. Addresses sociocultural factors influencing roles of
women and men in arts disciplines. Examines underlying social structures that affect
how we define art and artists.
ARTH 240. Women in Art (cross-listed with WOMS 242). Analyzes die depiction of
women in art from pre-history to the present in the light of recent feminist studies.
Topics have been arranged to correspond with particular periods in history. Each class
includes a brief discussion of women artists and their works.
AAD 452. Women and Their Art. Examines the role of women in art from the Middle
Ages through the 20th century. Focuses on existing social, political, and aesthetic
conditions for women. Offered only during summer session.
ARH 285. Women in Art. Survey of images of women throughout the history of art
in Europe and America; investigation of the roles of women as patrons and artists in
art history.
Figure 4.2

Course Descriptions Reflecting a Concern For Gender Issues in Art

Social Reconstmction Critical Aesthetic Theory
The six entries in Figure 4.3 contain rhetoric which isfirmlyaligned with social
reconstmction theory. All five entries avoided the word "history," signifying the absence of
a singular chronological stmcture. The first two entries employ the word "contemporary,"
and the rhetoric of the other four implies a contemporary time frame for course content. The
first entry employed a vivid tide which emphasized its description of "art as a powerful
communicator of social and cultural values." The author of this description conveyed a
sense of social theory philosophy with 29 words.
Four of the six entries employed the word "cultural" or "sociocultural" which refers
to a cultural definition for art. The third description is the only one of the six to use the
word "context," but all descriptions reveal a concern for content and context over the use of
"style" as a signifier. The words "giving form to ideas and perceptions" and "reflecting on
their meaning" in thefifthentry, and "dialogue" and "cultural interrelationships" in the last
entry, particulariy convey a sense of social reconstmction pedagogy.
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AAD 250. Art and Human Values. Addresses fundamental aesthetic theory and
practical questions resulting from viewing art as a powerful communicator of social
and cultural values. Values, rights, and responsibilities of the contemporary visual
environment.
Art 315. Issues in Contemporary Art. Examination of current issues of content and
form; developments in technology; and social, political and cultural issues affecting
contemporary visual art and artists.
AAD 251. The Arts and Visual Literacy. Explores ways in which physical,
perceptual, affective, and cognitive modes of leaming interact when viewing,
interpreting, and assessing designed visual information within sociocultural contexts.
VA 110. Introduction to the Understanding of Art. Films, original works, slides,
discussions, demonstrations. Stmcture and meaning of visual art forms as revealed
through the analysis of psychological, sociological and philosophical applications of
art media.
ART 180. Introduction to Visual Inquiry I. Studio seminar increases awareness of the
meaning and value of visual experience. Basic visualization processes; giving form to
ideas and perceptions; reflecting on their meaning.
ART 190. Visual Dialogue. Introduction to the processes, materials, vocabulary and
expressive means used in art. Concepts of content, significance and cultural
interrelationships of art.
Figure 4.3

Course Descriptions Aligned with Social Reconstmction Critical Aesthetic
Theory

The two course descriptions in Figure 4.4 represent courses which may possibly
contain social reconstmction components (see italics), but the descriptions are rather vague.
They allude to contemporary living and current trends, but the second entry refers to styles
of art, as well. Due to the brevity of these descriptions, I could not be sure whether or not
students would encounter social theory in these two courses.
AH 101. Introduction to Art. Designed to introduce the student to the significance of
art as related to contemporary living and our historical heritage.
ART 390. Orientation to Art. An introduction to art stmcture and styles of art;
relationships between past ideas and current trends.
Figure 4.4

Course Descriptions Containing Vague References to Social Reconstmction
Theory

Critical Theory Applied To Technology Usage
Three of the 196 courses (see Figure 4.5) aimed to introduce students to the use of
computers for visual expression. However, other than expanding students' abilities to
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express themselves visually through digital images, the descriptions do not address the
ideology of social reconstmction. The third description is the least neutral regarding choice
of terminology (see italics). As a general education course selection, these three courses
exhibit a methodology of social reconstmction: educating students in the use of technology
for visual communication. The third course appears to be the most likely to include
exposure to social reconstmction theory.
CSCI40. Computer-Assisted Art. Introduction to computer graphics and art. Using
the computer as a tool for the creation of static and animated images. Basic instmction
in design and color relationships. Research reports from current graphics
publications. 1.0 hour discussion, 4.0 hours activity.
ART 100. Using Visual Information Effectively. Accessing, analyzing, and
organizing visual information, including Internet research and Web Page design.
ARTS 222. Digital Media I. A project based introduction to tools and methods of
digital media and a design class which examines how the new tools can contribute to
the activity of the artist.
Figure 4.5

Course Descriptions That Suggest Critical Theory Applied to Technology
Usage

Implementation Strategies for Social Reconstmction
Due to word-limit constraints for course descriptions, authors of the art course
descriptions generally focused on course content. References to course methodology,
among the total 196 course descriptions, were scarce. However, six of the course
descriptions among the preceding Figures 4.1 through 4.5 included references to class
discussion or experiential leaming (see italics in Figure 4.6); or they included values or
community aesthetics as course topics, categories which evoke class dialogue. I have
reproduced these six course descriptions in Figure 4.6 to facilitate my illustration. The
authors of these six descriptions succeeded in communicating a participative strategy versus
a lecture format for each course. These six course descriptions convey a sense of the
connected teaching strategies which the social theory joumal authors supported.
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ARTH 422. Folk and Outsider Art. Focuses on the traditional and popular arts of the
United States. Topics covered include colonial Pennsylvania German decorative arts,
Victorian Welsh gravestones, African-American textile and basketry crafts, and
contemporary Inuit graphic arts. Discussions and research will focus on the
relationship of folk arts to questions of ethnicity, class, popular culture, and
community aesthetics.
ART 274: Common Threads: Multicultural Survey of Fiber Processes. In nonwestem
cultures, basic life sustaining necessities, e.g., food preparation, clothing, spiritual
and/or actual shelter often involve textile processes which find actual, symbolical, and
transformational meaning over time. Stucfio assignments using weaving, surface
design, and off-loom techniques will probe both process and content.
AAD 250. Art and Human Values. Addresses fundamental aesthetic theory and
practical questions resulting from viewing art as a powerful communicator of social
and cultural values. Values, rights, and responsibilities of the contemporary visual
environment.
VA 110. Introduction to the Understanding of Art. Films, original works, slides,
discussions, demonstrations. Stmcture and meaning of visual art forms as revealed
through the analysis of psychological, sociological and philosophical applications of
art media.
ART 180. Introduction to Visual Inquiry I. Studio seminar increases awareness of the
meaning and value of visual experience. Basic visualization processes; giving form to
ideas and perceptions; reflecting on their meaning.
ARTH 240. Women in Art (cross-listed with WOMS 242). Analyzes the depiction of
women in art from pre-history to the present in the light of recent feminist studies.
Topics have been arranged to correspond with particular periods in history. Each class
includes a brief discussion of women artists and their works.
Figure 4.6

Course Descriptions Containing Evidence of Social Theory Implementation
Strategies

Summary for Content Analysis of Course Descriptions
The content analysis of the art course descriptions revealed that the Westem art
history survey course is still an anchor in the general education programs at 73.7%, or 14
of the 19 universities I surveyed. Of the 196 art course descriptions, only 9.7%, or 18,
included evidence of social reconstmction theory. While this percentage is low, it indicates
social theory's representation in general education programs.
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Content Analvsis of Course Syllabi
For this analysis, I collected 23 syllabi from six of the 19 out-of-state universities
surveyed. Table 4.4 lists the names of courses according to university source so that a
reader could match courses with course descriptions in Appendix D, if desired.
Table 4.4
University
SUNYB
UD
UND
UNI
UO
WWU

Listing of Out-of-State Syllabi
Collected for Analysis
Course Syllabi Collected
Drawing I, Introduction to Art History, Surrealism, Elistories of
Photographies, Introduction to Architecture, and Architecture of the
Atlantic Worid
Introduction to Art History I, Survey of Asian Art, American Folk and
Ethnic Arts, and Women in Art
Drawing I, Introduction to Sculpture, Introduction to Ceramics, Slide
Photography, Intro to Visual Art and Art Survey/Paleolithic to
Renaissance
Visual Inventions and Visual Perceptions
Art & Human Values, Art & Visual Literacy, Art & Gender
Visual Dialogue, Survey of Westem Art I

Of the 23 syllabi, six represented courses whose descriptions I had coded as containing
elements of social reconstmction theory (see italics in Figures 4.1 through 4.5). I focus on
these six syllabi in the following discussion since the object of my content analysis was the
discovery of social theory content and methodologies in the general education setting.
However, the rest of the syllabi were useful for verifying the accuracy of my course type
designations.
Familiarity with the six syllabi revealed that three of them, from the same
institution, presented the most thorough orientation toward social reconstmction theory. I
included copies of these syllabi in Appendices E, F, and G as a resource for other
researchers, and as models to guide general education curriculum planners. Below, I
briefly discuss each of the six social theory-oriented course syllabi.
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American Folk and Ethnic Arts
This syllabus listed here three required texts, supplemented by 21 articles on
reserve. The course outline indicated that students taking this class would spend the initial
two weeks defining folk art and discussing approaches to the study of folk art. This
methodology aligns with social reconstmction theory because the teacher encouraged the
students to collaboratively define folk art through discussion, reflection, and research
instead of relying on any one authoritative definition. The third week was designated for
consideration of aesthetics and context in folk art, an implementation strategy linked to the
social reconstmction focus on context of art. The following five weeks included exposure
to many genres of folk art, through both readings and local field trips that provided
experiential opportunities for the students. The syllabus designated thefinalfour class
sessions for class presentations and discussion. The pedagogy for this course appears to fit
within the emergent social theory joumal authors' conceptions of pluralism and
multiculturalism, social reconstmction critical aesthetic theory, and implementation
strategies.

Visual Dialogue
The tide of this course fits within the emergent category of implementation
strategies since it emphasizes class participation. The course description on this syllabus
was much longer than the published description. The author described the course as "an
introduction to concepts and cultural relationships in art today." There were two required
texts. Investigating Modem Art (1996) and Believing is Seeing (1995), and a course
reader. The syllabus designated the first class as a preview for course content. Students
would read works by social theorists Dissanayake, Berger, and McEvilley. The topic for
the second week was, "What is Art? What is Art For?" The topics for thefinalnine weeks
of the course (quarter system) were:
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1.

"What changed? The Beginnings of Modem Art,"

2.

"Culture, Science, Technology and the Avant-Garde,"

3.

"The Importance of Chance, Humor and the Subconscious: Dada,
Surrealism, Duchamp,"

4.

"Abstract Expressionism: A Break from European Traditions,"

5.

"(the site)'s Sculpture Collection,"

6.

"The Relationship of Art to the Worid: Andy Warhol and Carl Andre,"

7.

"Politics and Visual Culture: Feminist Art," and

8.

Final two weeks: "Shifting Practices: Changes in Contemporary Art since
the 1970's."

This course had a modemist focus in only three of nine weeks, and the topics for those
three weeks served to contextualize the other six weeks which were linked to social
reconstmction theory.

Women in Art
This syllabus listed three required texts and one optional text: Chadwick's (1994)
Women, Art, and Society; Broude and Garrard's (1982) Feminism and Art History;
Broude and Garrard's (1992) The Expanding Discourse: Feminism and Art History, and
Lesser's (1991) His Other Half: Men Looking at Women Through Art. The goal of the
course was to evaluate the roles women have played in the history of art from the
prehistoric era to the twentieth century. The syllabus professed that class discussions
would address the subject of gender as it related to subject matter, patronage, and the
creative process itself This methodology fits the emergent category of social theory
implementation strategies. The course outline included suggested readings from a variety of
sources besides the course texts, as well as a six-page bibliography of feminist theory
publications. The syllabus mentioned only one field trip, and art making was not described
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as part of course methodology. However, this course syllabus fits the emergent category of
power relationships, with feminist theory a vital component of social reconstmction theory.

Art and Human Values
This syllabus (see Appendix E) is the first of the three from the same institution.
The University of Oregon (UO). The course employed a course reader instead of one or
more textbooks. The course outiine listed six objectives:
1.

Consider culturally based versus universally based theories of art.

2.

Examine the political, regional, economic, technological, religious, ethnic,
gender, and generational influences that shape conceptions of art.

3.

Investigate the role of intemational and national cultural institutions and art
policies on art and art making.

4.

Consider gender, race, and ethnicity in relation to representation in art.

5.

Examine contemporary and historical cross-cultural examples of art as an
agent of social/cultural change and stability.

6.

Consider ethical practice and art.

These objectives describe a social reconstmction viewpoint consistent with all five of the
emergent themes in the joumal analysis presented in Chapter HI, as do the seven focus
categories for the course:
1.

Introduction (includes Dissanayake's What is Art For?)

2.

Art, Democracy, and Covert Culture

3.

Art and Democratic Values: Free Speech

4.

Art and Environmental Values

5.

Values and Personal Places

6.

Customizing the Body

7.

Art and Gender Politics
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While the syllabus did not mention any field trips, it did contain evidence of
experiential leaming, which fits the emergent category of social theory implementation
strategies. The production of a "zine" was a course requirement, and the syllabus also
instmcted the students to bring a "perfect" food to class on a certain date.

Arts and Visual Literacy
This syllabus (see Appendix F) also listed course content that is consistentiy aligned
with social reconstmction theory according to my analysis of themes in Chapter EQ. Course
content included:
1.

the formation of art attitudes,

2.

definitions of art or aesthetic theories,

3.

obstacles to perception,

4.

visual vocabularies,

5.

politics of display and representation,

6.

diverse critical models for interpreting art, and

7.

issues of power displayed through images.

In this course, the instmctor taught theory experientially. Besides two art projects, many
in-class activities were experience-based, such as "A Tactually Oriented Art Making and
Interpretive Process," "A Multivocal Model Involving Five Diverse Ways to Interpret Art,"
and a "Visual Vocabulary Game." Even the two reading response assignments included the
use of a visual image. Besides a course reader, the required text was Barrett's (1994)
Criticizing Art: Understanding the Contemporary. This syllabus displayed a thorough
integration of content and methodology associated with social theory. Allfivesocial
reconstmction categories were apparent in this course.
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Art and Gender
The third syllabus from UO (see Appendix G), according to the course description,
denotes a course which examines underiying social stmctures that affect how we have
defined and do define art and artists. The course is predominantiy a slide-lecture and
discussion course with limited experiential content. The syllabus contains one tour of a
museum and no in-class art activities. Thefivecourse objectives were:
1.

consider approaches to/roles of men and women in art through history in
terms of education, social status, subject matter, critical analysis, and public
acceptance;

2.

explore select social, political, aesthetic, and economic factors that influence
ways we define art and artist;

3.

examine differences that have been articulated by critics and others
regarding the value and nature of women's art and men's art;

4

leam about artists and their work in the context of gender; and

5.

adopt a critical perspective regarding art and the past.

These objectives are certainly oriented toward providing students with an understanding of
social theory in art, and fulfilled all five themes identified in my analysis of the JMCRAE
and JSTAE article topics.
The focus topics on the course outiine display a somewhat balanced consideration
of male and female gender issues, although evidence of gay or lesbian issues appears to be
limited. The topics included:
1.

What is Art? Defining Art;

2.

Domestic and Folk Art: Terms and Cultural Meanings;

3.

Portrayal of Women in Fine Arts;

4.

Portrayal of Female in Fine Arts;

5.

Portrayal of Men in Fine Arts;
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6.

Tour: UO Museum of Art;

7.

Women, Feminine, Female in Art and Design;

8.

Men, Masculine, Male in the Arts and in Design;

9.

Portrayal of Gender in Popular Media;

10.

Marginalization in Art;

11.

Significant Others/Couples in Art;

12.

Love, Fertility, Erotica; and

13.

Erotica, Pornography.

Summary for Content Analvsis of Course Syllabi
In the content analysis of course syllabi from the selected institutions I discovered
evidence of social reconstmction theory in six of the 23 out-of-state syllabi. It is therefore
likely that a wider survey of art courses in general education programs would reveal
evidence of social theory at other institutions. The six syllabi discussed above indicate that
individual scholars committed to social theory are making efforts to disseminate social
reconstmction ideology to general education students.

Analysis of Participant Responses
to the Two Survey Instmments
In accordance with this study's methodology, I transferred all quantitative student
data to spreadsheets for easier access than working with the survey instmments
individually (see Table 0.1 in Appendix O). I coded and organized all of the qualitative
responses before transferring the information to spreadsheets (see Table P. 1 in Appendix
P). Following are analyses of the results from (a) the student demographic data, (b) the
background in art item, (c) the enrollment motivation item, (d) the outcome assessment
measure items, (e) the suggestions for improvement item, (f) the making art items, and (g)
the leaming style inventory. Prior to these seven types of analysis, I present an overview of
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the course methodologies for the three types of general education art courses available at the
host university.

Overview of Course Methodologies for the Three
Types of General Education Art Courses
The three types of general education art courses the host university offered to nonart majors were the Westem art history survey course, the cultural arts course, and the
interdisciplinary visual and performing arts course. I included two syllabi from each type of
course in Appendices R through W.

Art History Survey Courses
The art history survey courses shared a similar methodology (see Appendices T &
W). These courses were predominantiy slide-lecture presentations, with littletimeavailable
for class discussion due to the quantity of course content. A supplemental CD-ROM
version of the text was available for students so that visual images could be more exciting
than those in the textbook. The courses did not include group projects orfieldtrips with
one exception: the fall 1998 classes attended the Van Gogh exhibit in Washington, D.C
The syllabi for all six surveyed art history survey classes included writing assignments
such research papers, short essays or response papers. Five of the classes required
research papers and one required four short essays or response papers. The six art history
classes required varying numbers of quizzes and exams. Five of the six classes included an
mid-term and a final exam. One class relied on quizzes and onefinalexam.

Cultural Arts Courses
Five of the six cultural arts courses shared a similar methodology (see sample
syllabus in Appendix S) based on a slide-lecture format like the art history survey classes.
However, the cultural arts syllabi emphasized contemporary themes in art in contrast to the
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historical perspective of the art history survey courses. The five cultural arts courses
required three in-class exams, but no research papers or other writing assignments. The
five syllabi displayed no evidence of experiential leaming such as field trips or class
projects.
A new art education faculty member with a social theory perspective taught one of
the surveyed cultural arts courses in the fall 1998 semester (see Appendix V). Her syllabus
exemplified connected teaching. In her syllabus, she stated her desire for the course to be
interactive, and not just a lecture course, and she required her students to maintain a joumal
for
class notes/comments/observations, reaction papers for experiencing other
arts venues, small art pieces that you work on in class and at home, and a
collection of articles/cartoons, etc. that relate to class (each with a brief commentary by you). (Appendix V)
This instmctor's connected teaching strategies may have been partially responsible for the
cultural arts courses' receiving the most positive ratings from this study's non-art major
participants.

Interdisciplinary Arts Courses
All six of the interdisciplinary arts courses shared a similar methodology. The
syllabi described a slide-lecture format that instmctors supplemented with video tapes and
recorded music. Out-of-class assignments included attendance at five visual and performing
arts events (art gallery exhibition, modem dance concert, theatre performance, music
recital, and cinema screening) and one architecture assignment. The syllabi did not include
class discussions, group projects or other experiential leaming assignments. The
interdisciplinary course was a three-year-old general education course that was taught by
theatre, dance, and music faculty, and was not supported by the art or art history faculty.
During the 1998 fall semester, the art and art history faculty voted to recommend that the
dean of the college cancel the course, which he proceeded to do. However, since the
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interdisciplinary course received the most negative value ratings from the non-art major
study participants, the demise of the course may have been justifiable.

Student Demographic Profile
The demographic characteristics of the 449 general education students who
completed the two survey instmments included: gender, academic major, academic level,
age, and race. For each characteristic, I compared the sample group for this study to the
population from which the sample group came: all undergraduate, degree-seeking students
at the university. The most recent, available population data published by the host
university's Office of Institutional Research (http://www.xxx.edu/instresrch/statsum/
199798/toc.htm #student) was for the 1997 fall semester, the semester prior to the one in
which I administered the first survey.
According to the survey's demographic item responses, the majority of the general
education students enrolled in the 12 visual arts courses at the host university are
Caucasian, 19-year-old sophomores with a business, health science or undeclared academic
major. I documented the demographic profile for this study's participants so that readers
could link the data this study produced to a specific population. The sample population
closely resembled the university undergraduate population with regards to the distribution
of gender, academic major, and race. The academic level data revealed that of the 449
general education students who completed the surveys, 219 were sophomores, 184 were
freshman, 33 were juniors and 13 were seniors. Eighty percent of the general education
student participants were 18 or 19 years old. Eighty-four percent of the non-art major
respondents were Caucasian. I compiled tables summarizing the demographic data for both
of the survey sample groups. See Appendix Y for the following demographic summary
tables:
Table Y. 1:

Gender of Students Enrolled in Art Courses
for General Education Credit
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Table Y.2:

Academic Major Comparison Between the Study's
Spring and Fall 1998 General Education Students
and the Fall 1997 Undergraduate Population

Table Y.3:

Academic I^vel of Students Enrolled in Art
Courses for General Education Credit

Table Y.4:

Age Comparison Between the Study's General
Education Students and the Fall 1997
Population's Ages

Table Y.5:

Summary of Race Data for Fall 1998
Gen Ed Participants

Background in Art Item Responses
Table 4.5 displays the results from the student-perceived ratings of their
background in art, with "1" representing "weak" and "5" designating "strong." I included
the rating frequencies for the 111 art majors as well as for the 449 non-art majors, for
comparison. It was not surprising that the art majors claimed to have had more art
background than the non-majors, since they had all selected art as their major area of study.
However, most non-art majors rated themselves with a "2," and the most frequent selection
for art majors was "3," the average position. Eighty-seven percent of the non-art majors
rated their background experience with art as weak-to-average (responses of "1," "2," or
"3"), and 90.1% of the art majors rated their experience as average-to-strong (responses of
"3," "4," or "5"). These results support claims by other researchers (Shipps, 1994;
Zimmerman, 1992) that non-art majors who enroll in general education art courses
generally possess a weak background in art. The nominal order of rating for the art majors,
from highest to lowest percentage, was 5-4-3-2-1. The nominal order of rating selection for
the general education students, from highest to lowest percentage, was 2-1-3-4-5.
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Table 4.5

Summary of Frequency Distribution for
Prior Experience with Art

Sample Group
TOTAL lA-GE
TOTAL C A-GE
TOTAL AH-GE

# Responses
194
161
94

%#1
28.3
30.4
22.3

%#2
35.6
32.3
34.1

%#3
23.2
26.1
28.7

%#4
7.2
8.7
12.8

%#5
5.7
2.5
2.1

TOTAL L\-Art
TOTAL C A-Art
TOTAL AH-Art

1
16
95

n/a
0
2.1

n/a
0
9.5

n/a
37.5
26.3

n/a
18.7
31.6

n/a
43.8
30.5

TOTAL GE %
TOTAL Art %

449
111

27.8
1.8

34.1
8.1

25.4
27.9

8.9
29.7

3.8
32.5

Note: Data is organized according to course type, student type,
and percentages of responses.
Key: #1 = Weak; #5 = Strong;
GE = General education student; Art = Art Major;
lA = Interdisciplinary Arts; CA = Cultural Arts;
AH = Art History

Enrollment Motivation Item Responses
Following are the results from the content analysis of the non-art major's
motivations for having selected a visual arts class for general education program credit.
There were 15 emergent response categories, plus a "no answer" option (for coding) for
students who skipped this item on the survey. Following are descriptions for each of the
emergent categories.

Emergent Categorv 1: "Course Content"
These respondents selected the class based on course content. This assignation was
attributed to responses such as, "I am interested in art," "I read the course description and
thought it would be interesting," "I wanted to leam about art," etc.
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Emergent Category 2: "New Knowledge"
These respondents specifically stated that she or he selected the course to gain new
knowledge in the unfamiliar field of art. In many cases, the statement which I coded into
this category followed a statement which I had coded into the "Content" category.

Emergent Category 3: "Continued Interesf
These participants specifically stated that she or he selected the course to continue
an established interest in art, often from high school experiences with art.

Emergent Category 4: "Easy Course"
These participants specifically stated that she or he selected the course because she
or he had "heard it would be easy," or "thought it would be easy."

Emergent Category 5: "Course Recommended"
These participants specifically stated that she or he selected the course because
either a friend or an advisor had recommended the course to her or him. Referrals by
friends greatly outnumbered referrals by an advisor. I suspect that, in many instances, a
course was recommended by a friend for one of the other reasons/categories for responses
such as "Ease of Course." I included this category because so many respondents did not
reveal why someone had recommended the course.

Emergent Category 6: 'Teacher Recommended"
These participants specifically stated that she or he selected the course because a
friend had recommended the teacher to them. Participants did not reveal whether the teacher
was purportedly a good teacher, an easy teacher, etc. Some students used this item as a
fomm for positive or negative opinions of teachers rather than responding to the item as it
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was written. If a participant wrote a positive comment about the teacher I coded the
statement into this category.

Emergent Category 7: "Seeking Major"
These respondents were students with undeclared academic majors who specifically
stated that she or he selected the course as an exploration of art or art history as a possible
choice for an academic major.

Emergent Category 8: "Fit Schedule"
These participants specifically stated that she or he selected the course because it
happened to be "open" and/or happened to fit into their class schedule.

Emergent Category 9: "Friends in Class"
These participants specifically stated that she or he selected the course because she
or he had friends who also were enrolling in the class.

Emergent Category 10: "Only Option"
These participants specifically stated that she or he selected the course because it
was the only general education course or arts general education course that was still "open"
at the time of registration.

Emergent Category 11: "Dislike History"
These participants specifically stated that she or he selected either the
interdisciplinary arts or the cultural arts course because she or he did not like or were not
interested in history, so the art history survey course was not an option for her or him.
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Emergent Category 12: "Like History"
These participants specifically stated that she or he selected the art history or cultural
arts course because she or he liked or were interested in history.

Emergent Category 13: "Dislike Making Art"
Just a few students stated that they selected a course because they did not want to
make art. Making art was not a component of any of the general education art course
options at the host site.

Emergent Category 14: "Dislike Performing Arts"
Just a few students stated that they selected an art history or a cultural arts course
because they disliked or had no interest in the performing arts.

Emergent Categorv 15: "General Education Program Constraints"
Just a few students used the enrollment motivation item response as a fomm for
voicing negative opinions about the stmcture of the host site's general education program,
as it is developing. Students are no longer allowed to select individual general education
courses, but must complete a "track" containing three or four related courses.

Summary for Enrollment Motivation Responses
I included a summary for the frequency of all participant responses in each
emergent category in Appendix Z (see Table Z.l). I present the data for the six most
frequent responses in Table 4.6.
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Table 4.6

Most Frequent Emergent Responses to
the Enrollment Motivation Item
from 449 Gen Ed Respondents

Response Category
Content
New Knowledge
Easy Course
Course Recommended
Fit Schedule
Dislike History
Key:

# Respons.
185
71
62
82
74
31

L\
106
47
42
36
37
28

CA
50
18
14
37
26
3

AH
29
6
6
9
11
0

lA = Interdisciplinary Arts; CA = Cultural Arts;
AH = Art History

The most frequent enrollment motivation response, encompassing 57% of the nonart major respondents, was a kind of generic desire to leam more about art. The students'
rhetoric implied a sense that educated people should know about art, so they selected an art
course as part of their higher educational experience. This open-ended item did not evoke
from the students any sense of familiarity with social reconstmction in art. The survey
format seemed to encourage the respondents to contribute brief and somewhat vague
answers, rather than more substantive, and clear, explanations.
Twenty-seven percent of the students enrolled in the Westem art history survey
course selected that course because they liked history. Twenty-eight respondents in cultural
arts classes chose that course because they did not like history. The implication of these
results is that student attitudes toward history influence their selection of general education
art courses.
Approximately 30% of the general education participants enrolled in a visual arts
course because it happened to fit into their schedule or was the only general education
option available upon registration. The implication of this result is that scheduling
challenges may supersede interest as a factor in general education course selection.
Approximately 32% of the participants enrolled in an art course because someone
had recommended either the teacher or the course, and approximately 19% of the
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participants enrolled in an art course because they had heard it was easy. Rarely was the art
history course recommended to students by others, perhaps because students did not
perceive that course as easy. So, more than 50% of the students based general education
course selection on other people's recommendations. Knowing this, curriculum planners
must strive to continually evaluate the art content and teaching methodologies used to
engage the participation of non-art majors. The more enthusiastic student reaction is to a
class, the more students will "market" the course to their peers.
I would have preferred the response that students "heard the class was great,"
instead of "easy." The low ratings which some students ascribed to the outcome
assessment measures on the survey may have resulted from students' discoveries that the
selected course was not as "easy" as they had heard.

Art Course Value for Lifelong Examing
I obtained a sense of how students valued their art courses in three ways. Asking
the students to rate components of their art class experience provided one type of insight.
Seeking suggestions for improvement of the courses through an open-ended response
format supplied another. Third, I explored student attitudes toward the value of making art
as a general education art course methodology. I discuss these three survey topics in the
following subsections.

Outcome Assessment Measure Item Responses
The four outcome assessment measures which students rated, on a five-option,
Likert scale response format, were (a) their interest in the course, (b) the effectiveness of
the course stmcture/teaching methodology, (c) the pacing of the course, and (d) the lifelong
educational value of the course. I report the findings from these four survey items for the
general education students and the art majors, for the purpose of comparison.
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Interest in the Course. Table 4.7 reports that 45.2% of general education students
and 30.4% of art majors rated themselves as having no to low to average interest
(responses of "1," "2," or "3") in the course content. Fifty-five percent of the general
education students and 69.6% of the art majors rated their courses as having better than
average interest for them (responses of "4" or "5"). The cultural arts courses, one of which
exhibited a social theory orientation, were rated the most interesting of the three course
types by the non-art majors. None of the surveyed classes were taught by the same faculty
member, so the absence of a chronological order for course content appears to be more
appealing to general education students. Chronological order seems to infer more emphasis
on "history" than "art," and consequentiy, more "work" than "fun." The nominal order of
rating by both art majors and general education students, from highest to lowest
percentage, was 4-3-5-2-1. Art majors rated the art courses as more interesting than non-art
majors.
Table 4.7

Summary of Frequency Distribution for
Interest Generated by Course Content

Sample Group
TOTAL lA-GE
TOTAL CA-GE
TOTAL AH-GE

# Responses
101
56
40

%#1
8.9
0
2.5

%#2
22.8
1.8
10.0

%#3
35.6
10.7
22.5

%#4
30.7
50.0
42.5

%#5
2.0
37.5
22.5

TOTAL I A-Art
TOTAL C A-Art
TOTAL AH-Art

0
8
48

n/a
0
2.1

n/a
12.5
2.1

n/a
0
29.1

n/a
25.0
52.1

n/a
62.5
14.6

TOTAL GE %
TOTAL Art %

197
56

5.1
1.8

14.2
3.6

25.9
25.0

38.6
48.2

16.2
21.4

Note: Data is organized according to course type, student type,
and percentages of responses.
Key:

#1 = No Interest; #5 = Extremely Interesting;
GE = General education student; Art = Art Major;
lA = Interdisciplinary Arts; CA = Cultural Arts;
AH = Art History
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Effectiveness of the Course. Table 4.8 reports that more than one-third of the
general education students (37.5%) and more than one-fourth of the art majors (26.7%)
circled "1," "2," or "3" ("inappropriate methodology for content" to "needs improvement").
Seventy-three percent of the art majors circled "4" or "5" as compared to 62.5% of the
general education students. Art majors were more satisfied with the course
stmcture/methodology than general education students. The nominal order for rating, from
highest to lowest percentage of responses was again the same for both groups: 4-5-3-2-1.
Table 4.8

Sunmiary of Frequency Distribution for
Course Stmcture/Methodology Effectiveness

Sample Group
TOTAL lA-GE
TOTAL CA-GE
TOTAL AH-GE

# Responses
101
56
40

%/l
4.9
0
0

%/2
16.8
1.8
7.5

%/3
35.7
5.3
22.5

%/4
35.7
39.3
32.5

%/5
6.9
53.6
37.5

TOTAL L\-Art
TOTAL CA-Art
TOTAL AH-Art

0
8
48

n/a
0
0

n/a
0
8.3

n/a
0
22.9

n/a
50.0
43.8

n/a
50.0
25.0

TOTAL GE %
TOTAL Art %

197
56

2.5
0

10.6
7.1

24.4
19.6

36.0
44.6

26.5
28.7

Note: Data is organized according to course type, student type,
and percentages of responses.
Key: #1 = Inappropriate for Content; #3 = Could Be Improved;
#5 = Successful for Content;
GE = General education student; Art = Art Major;
lA = Interdisciplinary Arts; CA = Cultural Arts;
AH = Art History
Pacing of the Course. The number of topics listed on the course syllabi for the six
spring 1998 classes varied. The number of topics on the art history survey syllabi ranged
from 15 to 21. The number of topics on the cultural arts syllabi ranged from 6 to 11. And
the number of topics on the interdisciplinary arts syllabi ranged from 9 to 12. Table 4.9
reports that 55.4% of both the general education students and art majors circled "3" (just
right) for the pace of their courses. Thirty-six percent of the general education students and
39.2% of the art majors rated the pace of the class as too rapid ("4" or "5" response); and
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8.1% of the general education students and 5.4% of the art majors rated the pace of the
class as too slow ("1" or "2" response). The nominal order for responses to this item for
the non-art majors was 3-4-2-5-1 and 3-4-5-2-1 for the art majors. A littie more than half of
all respondents were satisfied with the pace of the course content presentation, almost 40%
of respondents rated the pace as being too rapid, and less than 10% of the participants rated
the pace as being too slow.
Table 4.9

Summary of Frequency Distribution
for Pace of Course

Sample Group
TOTAL L\-GE
TOTAL CA-GE
TOTAL AH-GE

# Responses
101
56
40

%/l
0
0
0

%/2
13.9
3.6
0

%/3
48.5
76.8
42.5

%/4
33.6
8.9
45.0

%/5
4.0
10.7
12.5

TOTAL lA-Art
TOTAL CA-Art
TOTAL AH-Art

0
8
48

n/a
0
2.1

n/a
12.5
2.1

n/a
87.5
50.0

n/a
0
35.4

n/a
0
10.4

TOTAL GE %
TOTAL Art %

197
56

0
1.8

8.1
3.6

55.4
55.4

28.9
30.3

7.6
8.9

Note: Data is organized according to course type, student type,
and percentages of responses.
Key: #1 = Much Too Slow; #5 = Much Too Rapid;
GE = General education student; Art = Art Major;
lA = Interdisciplinary Arts; CA = Cultural Arts;
AH = Art EEistory
Lifelong Educational Value of the Course. Table 4.10 reports that 48.5% of general
education students and 26.8% of art majors circled "1," "2," or "3" (no to low to average
educational value) for all types of art courses. Fifty-one percent of the non-art majors and
73.5% of art majors circled "4" or "5," attributing high educational value to their art
courses. The non-art majors rated the cultural arts courses as the most valuable for lifelong
leaming among the three types of courses, with 80.3% of those students circling a "4" or
"5." The art majors also attributed high value to the cultural arts course, but only 8 art
majors were enrolled in cultural arts courses in the spring 1998 semester. Of the 48 art
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majors enrolled in the art history course, 72.9% circled "4" or "5," compared to 60% of the
non-art majors. The nominal order for responses to this item were 3+4(tied)-5-2-l for
general education students and 4-5-3-2-1 for art majors.
Table 4.10

Summary of Frequency Distribution for
Course Educational Value

Sample Group
TOTAL L\-GE
TOTAL CA-GE
TOTAL AH-GE

# Responses
101
56
40

%/l
3.9
0
2.5

%/2
24.8
5.4
15.0

%/3
38.7
14.3
22.5

%/4
27.7
32.1
25.0

%/5
4.9
48.2
35.0

TOTAL L\-Art
TOTAL CA-Art
TOTAL AH-Art

0
8
48

n/a
0
2.1

n/a
0
4.2

n/a
25.0
20.8

n/a
25.0
43.7

n/a
50.0
29.2

TOTAL GE
TOTAL Art

197
56

3.0
1.8

17.2
3.6

28.3
21.4

28.3
41.1

23.2
32.1

Note: Data is organized according to course type, student type,
and percentages of responses.
Key: #1 = No educational value; #5 = High educational value;
GE = General education student; Art = Art Major;
lA = Interdisciplinary Arts; CA = Cultural Arts;
AH = Art History

Summary for Outcome Assessment Measure Items
The results from these items provided strong evidence that improvement of the
general education art curriculum is needed at the host site. Thefiguresof 45.2% for general
education students and 30.4% for art majors who rated their course content as having no to
low to average interest for them describes students who are not fully engaged in art
leaming. More than one-third of the general education students and more than one-fourth of
the art majors also rated the course methodology and stmcture as "inappropriate for
content" or "needs improvement."
Since almost 40% of both general education and art major students rated the pace of
their classes as too rapid ("4" or "5"), it is likely that art knowledge will not be well
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integrated into students' lives. When asked directiy to rate lifelong educational value,
48.5% of general education students and 26.8% of art majors circled "1," "2," or "3" (no
to average educational value). Of the three types of art courses I surveyed, respondents
rated the cultural arts course the most favorably.

Suggestions for Improvement Item Responses
The following results are concerned with the emergent suggestions for
improvement that the general education students offered on the Spring 1998 survey.
Twelve categories emerged that accounted for all but 34 of the responses, which I coded
into an "other" category. I also employed a "no answer" code for those surveys which
contained no response to this item. Following is the description for each emergent
category. The frequency of responses for each of the six participating spring classes is
described in Appendix Q, in Table Q.l.

"No Answer for This Item"
Nine percent of the non-art major respondents left this item blank on the data
collection instmment. Every student in just one class, an art history survey class,
responded to this item.

Emergent Category 1: "Fine as is"
These participants did not offer any suggestions for improvement, just stated that
the course was "fine as is."

Emergent Categorv 2: 'Too Much Content"
These participants, who had already rated the pace of their courses on the preceding
page of the survey, reiterated a belief that the course offered "too much content."
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Therefore, an improved course would have less, or more engaging, content. Emergent
Categories 2, 3,4, and 5 are interrelated.

Emergent Categorv 3: "More In-depth Approach to Content"
These participants implied that in an improved course, the teachers would cover less
material, but with more in-depth exploration of topics.

Emergent Categorv 4: "More General Approach to Content"
These participants believed that their courses included too much detail for a general
education course. So, for them, an improved course would be more general in nature.

Emergent Category 5: "Slower Pace for Instmction"
These participants implied that their teachers covered course content too quickly for
them to be engaged or absorb the knowledge. For them, an improved course would have a
slower pace, with more time for questions and reflection.

Emergent Category 6: 'Take Field Trips/View Original Art"
These participants were not satisfied with seeing and discussing art only in the
context of slides and textbook or CD-ROM reproductions. For them, an improved course
would include encounters with "live" art.

Emergent Category 7: "More Student Involvement"
These participants were unhappy with the lecture-dominated format of their art
courses. For them, as in Emergent Category 5, an improved course would allow more time
for student interaction.
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Emergent Categorv 8: "Include Making Art"
These participants believed that an improved general education art course would
include hands-on experiences with art materials and concepts. Like all of the students
whose responses I coded into Emergent Categories 2 through 7, these respondents wanted
to be engaged more effectively. This group felt that engagement would occur with a handson approach. It is probable that these respondents discovered from the leaming style
inventory that they were tactile learners. I identified 41 of the 252 leaming style inventory
respondents as tactile learners, and another 19 students achieved a tie score reflecting a
tactile leaming style propensity.

Emergent Category 9: "Great Teacher"
These participants used this item as a fomm to praise their teacher. Of the three
classes for which I coded responses in this category, two were cultural arts sections and
one was an interdisciplinary arts section. The respondents' praise was aimed at three
different teachers.

Emergent Category 10: "Better Stmcture and/or Organization Needed"
These participants, who had rated the effectiveness of their course's stmcture and
teaching methodology on the preceding page of the survey, reiterated a belief that
improvement in this area was needed. This is also an issue of engagement.

Emergent Category 11: "Dislike the General Education Program"
Rather than offer suggestions for improvement of their art course, these participants
used this item as a fomm for criticizing the general education program at the host site. The
university had been enacting ongoing stmctural changes to the program for the past few
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years. Students reacted most negatively to the instigation of "tracks" of related courses that
replaced student selection of individual courses.

Emergent Category 12: "More Multicultural Course Content"
These participants voiced opinions that an improved art course would include more
multicultural art content. Of the three classes for which I coded responses in this category,
two were cultural arts sections and one was an interdisciplinary arts section.

"Other Responses" (Other)
Thirty-four non-art majors made suggestions or comments which did not fit into the
12 emergent categories. I placed the description of these 34 other responses, according to
course type, in Appendix Q. Two basic themes emerged from the other suggestions. First,
several students suggested that a general education art course should focus more on
contemporary art than on art of the past. The second issue that emerged from the other
responses was that a kind of tension existed between the art majors and the general
education students. Several non-art majors expressed feelings that teachers were not
sensitive to the lack of knowledge which general education students possessed regarding
art and art terminology. Non-art major attitudes toward art leaming might improve if no
sense of competition, or of being "second-best," existed between majors and non-majors.

Summary for Suggestions for Improvement Item Responses
I included a summary for the frequency of participant responses in each emergent
category in Appendix Q (see Table Q.l). I present the five most frequent responses in
Table 4.11.

78

Table 4.11

Most Frequent Emergent Responses to the
Suggestions for Improvement Item

Response Category
Fine As Is
Too Much Content
More General Approach
More In-Depth Approach
Take Field Trips

Total %
40.8
19.0
11.1
9.0
7.3

%L\
17.5
19.0
11.6
7.6
6.1

%CA
50.7
4.5
1.5
6.0
6.0

%AH
29.0
10.9
7.3
3.6
1.8

Note: The columns headed by the three course types describe
percentages of the Total %figurefor the gen ed
respondents.
Key:

lA = Interdisciplinary Arts; CA = Cultural Arts;
AH = Art History

Forty percent of the spring general education participants said that their course was
"fine as is." Therefore, for 60% of the students, there was room for improvement. The
next-highest percentage of respondents, 19%, believed that a general education art course
should not try to cover as much material. The two next-highest percentages of students,
11.1% and 9.0%, seemed to make conflicting statements, with the first group asking for a
more general approach to material and the second group envisioning a more in-depth
approach. Both of these groups implied that the course material had not engaged their
interest. Finally, 7.3% of the participants believed that viewing "live" art would improve
general education art courses.

Making Art Item Responses
The 1998 fall semester general education students responded to three questions
regarding making art. Table 4.12 describes the yes-and-no responses to Item #9 on the
second survey, "Do you like to paint, sculpt, do crafts, etc.?"
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Table 4.12

Summary of Fall 1998 Gen Ed Student
Responses: Enjoy Making Art

Course Type
lA
CA
AH
Totals

# Gen ed #Bl.
93
0
105
1
54
0
252
1

%B1.
1.0
.4

#Yes
44
60
35
139

%Yes
47.3
57.1
64.8
55.2

#No
49
44
19
112

%No
52.7
41.9
35.2
44.4

Note: Data is organized according to course type, actual counts, and
percentages.
Key:

# Gen ed = the number of gen ed respondents; # Bl. = blank on
survey; lA = Interdisciplinary Arts; CA = Cultural Arts;
AH = Art History

Fifty-five percent of the non-art majors replied that they enjoyed making art, and
44.4% said that they did not. Forty-seven percent of interdisciplinary arts, 57.1% of
cultural arts and 64.8% of the art history general education students replied that they
enjoyed making art.
The second making art item on the survey, #10, was "Do you consider yourself to
be an artist?" Table 4.13 describes the yes-and-no responses to this item.
Table 4.13
Course Type
L\
CA
AH
Totals

Summary of Fall 1998 Gen Ed Student
Responses: Consider Self to Be an Artist
# Gen ed #Yes
93
17
105
14
54
16
252
47

%Yes
18.3
13.3
29.6
18.6

#No
76
91
38
205

%No
81.7
86.7
70.4
81.4

Note: Data is organized according to course type, actual
counts, and percentages.
Key: # Gen ed = the number of gen ed respondents;
lA = Interdisciplinary Arts; CA = Cultural Arts;
AH = Art History
Nineteen percent of the students replied that they considered themselves to be
artists, and 81.4% replied that they did not. Nineteen percent of interdiscipHnary arts,
13.3% of cultural arts and 29.6% of art history general education students considered
themselves to be artists.
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The third making art item on the second survey, #12, was "Would you have
considered selecting a visual arts general education course which incorporated a "hands-on'
approach to art (guided explorations with art materials/making art), if the option had been
available at this university?" Table 4.14 describes the yes-and-no responses to this item.
Table 4.14

Summary of Fall 1998 Gen Ed Student
Responses: Amenable to the Practice of Art

Course Type # Gen ed #B1.
lA - #1&2
93
0
CA - #1&2
105
0
AH-#1&2
54
2
Totals
252
2

%Bl.
3.7
.8

#Yes
67
77
40
184

% Yes #No
72.1
26
73.3
28
74.1
12
73.0
66

%No
27.9
26.7
22.2
26.2

Note: Data is organized according to course type, actual
counts, and percentages.
Key:

# Gen ed = the number of gen ed respondents;
# Bl. = blank on survey; lA = Interdisciplinary Arts;
CA = Cultural Arts; AH = Art History

Seventy-three percent of the non-art majors responded affirmatively, and 26.2%
answered "no" to this item. Seventy-two percent of interdisciplinary arts, 73.3% of cultural
arts and 74.1% of art history general education students would have considered enrolling in
a course which incorporated art making into the curriculum.

Summary for Making Art Item Responses
Approximately half of the general education students (55.2%), who also claimed to
have a weak background in art, responded that they enjoyed making art; and 73% replied
that they would have considered enrolling in an art course with a making art component.
The higherfigureimplies that almost three-quarters of the general education students
attributed educational value to the concept of making art, even if approximately one-third of
these students claimed not to enjoy making art. Almost 20% of the general education
students (18.6%) considered themselves to be artists, a surprising characterization for
general education students who generally claimed to have weak backgrounds in art.
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Leaming Style Propensity
The 252 fall 1998 general education students all completed the leaming style
inventory that was a component of the second survey. I summarized the students' leaming
style assignations, according to my scoring of the instmments, in Table 4.15 below.
Table 4.15
Course
lA
CA
AH
Totals

Summary of Fall 1998 Gen Ed Student
Responses: Leaming Style Propensity

# Gen ed
93
105
54
252

%V
47.3
52.4
44.5
123

%A %T %V-A
21.5 16.1
7.5
19.0 13.3
5.7
18.5 22.2 11.1
50
41
19

%V-T
5.4
2.9
3.7
10

%A-T
1.1
5.7
0
7

%V-A-T
1.1
1.
0
2

Note: Data is organized according to course type, leaming styles
and response percentages. Totals reflect actual counts rather than
percentages.
Key:

EA = Interdisciplinary Arts; CA = Cultural Arts; AH = Art History;
V = Visual learning Style; A = Auditory learning Style; T = Tactile
E^aming Style; V-A = tie score for Visual & Auditory; V-T =tiescore
for Visual and Tactile; A-T =tiescore for Auditory and Tactile;
V-A-T = 3-way tie score for Visual, Auditory & Tactile.

Of the 252 fall 1998 general education students, 123 indicated a visual leaming
style propensity, 50 students scored highest in the auditory leaming style category, and 41
students scored highest in the tactile leaming style category. Nineteen students achieved a
tie score for visual and auditory leaming styles, 10tiedfor visual and tactile modes, and
seven scored the same for auditory and tactile propensities. Only two students achieved a
three-way tie among the three leaming style propensities. The implications of these results,
and the other survey results I reported in this chapter, are discussed in Chapter V.
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CIL\PTERV
IMPLICATIONS AND RECOMMENDATIONS

Introduction
In thisfinalchapter, I compare thefiveemergent themes of social reconstmction
theory from The Joumal of Multicultural and Cross-cultural Research in Art Education and
The Joumal of Social Theory in Art Education (Chapter HI) to the three areas I analyzed
and presented in Chapter IV. I have organized the chapter according to the three analysis
areas: the general education art course descriptions, the selected art course syllabi, and the
student survey. The student survey subsection is organized according to thefivesocial
theory joumal themes. I discuss the implications of the study results in each area. In the
final pages of the chapter, I offer recommendations for art in general education according to
the knowledge this study generated and suggestions for further, related research. The last
section of the chapter summarizes the most important and most surprising findings of this
study.

Implications of the General Education Art Course Descriptions
The value of art leaming for non-art majors is compromised by general education
program stmctures which relegate art courses to non-required status. Student opportunities
for selecting a visual arts course are limited in proportion to the often high number of
course options within required general education categories.
The variety of general education art course types offered at 19 higher education
institutions indicated that no consensus exists among educators with regard to goals, art
content or teaching methodologies which could make the best contribution to the non-art
major's general education. As Rush (1997) expressed, art is a discipline which has
historically valued creativity and autonomy, two characteristics that hinder agreement on
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any one, best model for teaching about art. However, the historic association of general
education program goals with social values and social well-being (Meiklejohn, 1923;
Dewey, 1944; Miller, 1988) calls into question the appropriateness of courses such as the
Westem art history survey class for non-art majors. Social reconstmction theory, as it has
developed in the field of art education today, provides a viable underpinning for the general
education art curriculum since it envisions a role for art that embraces social cohesion.
With regards to evidence of the emergent joumal themes, only 9.7% of the 196
course descriptions contained references to elements of social reconstmction theory.
Among the sample universities, multiculturalism was most commonly constmed, not as an
integrated social concept, but as a more polarized conception of "non-Westem" cultures.
Computer art technology for non-art majors was a rare option among the 19 sample
universities.

Implications of the Selected Art Course Syllabi
The survey of 23 art course syllabi produced three strong examples of syllabi based
on social reconstmction theory which I included in this document (see Appendices E, F, &
G) as models for general education curriculum planners. The discovery of these syllabi
represented evidence that individual art educators today are beginning to approach nonmajor curriculum reform from the perspective of social theory. The total of six socialtheory oriented syllabi from among the 23 I gathered represent documentation of the
emergent joumal themes in general education today.

Implications of the Student Survey Results
In general, the attitudes that the student survey documented revealed a
dissatisfaction with the Westem art history survey and a readiness for social theory-
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oriented art courses and connected teaching strategies. I have organized this section into
subheadings which reflect the five emergent joumal themes.

Pluralism and Multiculturalism
The demographic data from the student survey revealed that approximately 80% of
the students who completed the survey were freshman or sophomores, and 84% of the
students were Caucasian. While the racial distribution of the respondents matched the racial
distribution of the university population, I could not help wondering whether more diverse
students would be attracted to the art courses if pluralism and multiculturalism were an
embedded component of the curriculum.
On the suggestions for improvement survey item, several participants in two
cultural arts courses and one interdisciplinary arts course voiced the opinion that an
improved art course would include more multicultural art content. Multiculturalism as a
theme in education abounds in the literature of the past ten years, and these student voices
suggest that a better integration of multicultural content and strategies is desired.

Power Relationships
Since course descriptions in university catalogs are so brief, and often vague,
general education art course instmctors should post course syllabi on university Web sites
so that they will empower students with information, to make course selections. Reading a
social reconstmction theory-based syllabi can educate students. Connected teaching
strategies that are evident in a course syllabus would attract students to a classroom
environment that is democratic in the distribution of power, and not authoritarian in nature.
Improved assessment at the end of general education art courses would empower
teachers and administrators to consider the attitudes and opinions of the student
constituency toward the curriculum. Rather than viewing the typical end-of-semester
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evaluation instmment solely as a component of teacher evaluation, the addition of
assessment items could seek student feedback on the curriculum itself Allowing students
to have a voice in curriculum development is more democratic than relying on faculty
and/or administrators to make curricular decisions.

Social Reconstmction Critical Aesthetic Theory
Harris (1997) called for the development of new options for visual art in general
education. Thefindingsfrom this study support the use of social reconstmction theory as a
guiding influence for non-major art curriculum reform.
Of the three types of art courses, the non-art majors in the cultural arts courses rated
their classes as the most valuable for lifelong educational value, with 80.3% of those
students circling a "4" or "5" on the Likert scale. (The art majors also attributed high value
to the cultural arts course, but only 8 art majors were enrolled in cultural arts courses in the
spring 1998 semester.) Several students enrolled in art history survey courses suggested
that a general education art course should focus more on contemporary art than on art of the
past. Since contemporary content was the most evident in the cultural arts courses, these
responses infer that non-art majors are the most interested in the art of their own
contemporary culture. Social theory supports the understanding of one's own culture as a
prerequisite to studying the art of other cultures (Morris, 1997). Like the student
respondents, I believe that contemporary local, national, and intemational content should be
included in general education art content. If the exposure to and creation of democratic
social values is the focus of general education programs, and not knowledge for its own
sake, contemporary art should always be a major component of general education art
courses.
Social reconstmction theory upholds therightsof all people in a democracy to have
access to life-enhancing social, economic, political, and educational opportunities
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(Simmons, 1998; Desai, 1997; Hoard, 1997). The correlation of student leaming styles to
classroom teaching methodologies is a connected teaching strategy that aligns with social
reconstmction theory. The employment of teaching methods that favor one leaming style
decreases educational opportunities for students with other leaming style propensities. Of
the 252 student respondents who complete a leaming style inventory, 123 indicated a visual
leaming style. Slightly more than half of the students tested as tactile leamers, aural
learners, or atie-combinationof two or three leaming styles. For general education to be
tmly democratic, educators must consider the variety of student leaming styles.

Critical Theory Applied to Technology Usage
Social reconstmction theory in art, as described in Chapter H, encourages all people
to participate in art and employ visual images to express themselves, both publicly and
privately (Emme, 1997). Confidence in creating or compiling visual images, especially for
mass reception via the Intemet, will only occur if students are guaranteed exposure to art
and artistic media within educational settings. Art courses at all levels are logical places for
critical theory applied to technology usage to occur. The art segment of the general
education curriculum is the most accessible setting in higher education for this exposure to
occur. Aesthetic choices on a societal scale as well as the quality of personal expression
would improve if the practice of art was a required component of university education.
Computer technology was not a component of any of the three types of general education
art courses at the host university.

Implementation Strategies for Social Reconstmction
Regarding interest in course content, the interdisciplinary arts course was the least
interesting for general education students and the cultural arts course was the most
engaging. 19.3% of the non-art majors, in all courses, as compared to 5.4% of the art
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majors claimed to have little or no interest at all in their art course. The implications of these
results are that non-art majors respond better to contemporary content that teachers present
thematically. For the non-art major study participants, the chronological arrangement of
content appeared to represent a focus on thefieldof history rather than art. The students
seemed to want art to be more "fun" than history. However, the absence of connected
teaching strategies in the art history survey courses may be discouraging students more
than a concept of "fun."
For satisfaction regarding course stmcture and teaching methodology effectiveness,
almost 40% of the non-art majors responses ranged from "unsatisfactory" to "needs
improvement," as compared to about 30% of the art majors. The interdisciplinary course
was the least satisfactory, followed by the art history survey course. About 30% of all art
majors and non-art majors were dissatisfied with the art history survey course, and only
7.1% of the cultural arts students rated their course negatively. In consideration of the
teaching methodologies for the three types of courses, which I described in Chapter IV,
student satisfaction would be likely to improve with course content and methodologies
based on social reconstmction theory.
For the pace of course content presentation, 55.4% of both the general education
and the art major participants rated the pace of their courses as being "just right."
This figure denotes that almost half of the students were unsatisfied with course pace, and
therefore not effectively engaged with course content. Almost 40% of both the art majors
and non-art majors rated course pace as being too rapid, especially those respondents in the
art history survey course. Students are neither likely to retain content that is presented too
quickly, nor to develop a lifelong interest in the subject.
For the measure of lifelong educational value, 51.5% of the general education
students and 73.2% of the art majors rated their course as having higher than average
educational value. These figures highlight the discrepancy between non-art major and art
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major attitudes toward the same courses. Art majors may be more satisfied because they
have chosen art as their primary field of study and are likely to have more interest in art
than the non-art majors. However, improved course content and teaching methodologies,
such as those recommended by the social theory joumal authors, would be likely to engage
non-art majors better.
While the student suggestions for improvement responses did not reveal any
evidence of familiarity with social reconstmction theory, 12.3% of the students understood
that "live" experiences with art would enable students to discover visceral, aesthetic
properties which reproductions of artworks lack. Like the outcome assessment measure
responses, the results from this item revealed that the non-art majors are not effectively
engaged by the three types of art courses offered in the general education program at the
host university.
Seventy-three percent of the non-art majors would have considered enrolling in a
general education art course that included hands-on experiences with art. For curriculum
planners, this figure is an indication that student attitudes, in addition to Freirean pedagogy
and brain-based research, support experiential leaming strategies.
Almost 20% of the non-art majors who completed the fall 1998 survey perceived
themselves to be artists. Social reconstmction theory in art, as described in Chapter II,
encourages all people to participate in art and employ visual images for expressive
conununication. For so many non-art majors to consider themselves to be artists, these
students display a readiness for exposure to social reconstmction theory. The art
component of the general education curriculum is the logical setting for this confrontation to
occur. These non-art major artists understood their innate capacities to be producers and not
just consumers of art.
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Summary for Student Survev Implicafinns
The student survey responses revealed that most of the non-art majors were not
effectively engaged by their course content and teaching methodologies. Social
reconstmction theory, as defined in Chapter HI and represented in the three social theoryoriented course syllabi (see Appendices E, F, & G), is an appropriate, democratic theory
which curricula developers can employ to introduce non-art majors to the contemporary,
social content of art, through more engaging teaching strategies.

Recommendations for General Education
Art Course Stmcture and Curriculum
This study's results support the following recommendations for general education
art curriculum reform.

Separate Classes for Art and Non-art Majors
Art majors consistently valued the art courses more than non-art majors in the same
classes. Since non-art majors expressed the concern that instmctors expected the general
education students to know more about art than they did, curriculum planners and course
instmctors must pay attention to course dynamics which affect non-majors in negative
ways. This study supports the idea that non-art majors may develop better attitudes toward
art if art majors are not included in the same classes.

Thematically-arranged, Contemporary Content
for Non-art Majors
When Harvard University replaced the Westem art history survey course with
Winter and Zemich's Visual Inquiry course, art enrollments expanded and the number of
fine arts majors rose (Heller, 1997). A key difference between the new course and the old
was that the instmctors emphasized contemporary methodologies for criticizing art along
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with thematic explorations of art of the past and present. The increase in enrollments
reflected the students' satisfaction with a course that sought to provide tools for
understanding the most accessible art in the students' lives-contemporary art.
The non-art majors in this study responded the most positively to the cultural arts
courses which, of the three types of courses at the host university, offered the most
contemporary art content. In response to the changes that have occurred in art, art history
and art education since the early 1980s, university art units must re-examine art content and
methodologies for non-major art courses. Student enrollment motivations indicated that
general education art course selections should always include an option or options besides
the historically-organized, chronological art history survey course.

Art Making for the General Education Student
Art courses which include art making or other experiential activities would offer a
unique kind of experience to general education students since art making can engage
students in ways no other general education course does. The 73% of this study's non-art
major respondents who stated that they would have considered enrolling in a course that
included art making support this recommendation as a curriculum reform consideration.

Improve Assessment of General Education Art Courses
Art department administrators should actively monitor the art component of general
education programs to ensure that ongoing evaluation and reform occur. For example,
teacher evaluation instmments which are regularly completed by college students could also
contain outcome assessment measures such as the four employed in this study, or other
content and methodology specific items which would increase the value of student feedback
for instructors, administrators, and future students.
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Art Education Faculty Involvement in
General Education Programs
Art education faculty at mid-sized universities should share general education
program responsibilities with art history faculty and contribute to curriculum reform.
Lifelong art leaming for non-art majors is an important facet of culture and society, and art
educators can make significant contributions towards this end. Art history faculty may not
be as likely as art education faculty to expose students to concepts of social reconstmction
theory.

Elevate Art to Required Status in
Programs of General Education
The most frequent enrollment motivation response, encompassing 57% of the nonart major respondents, was a kind of generic desire to leam more about art. Those students
believed that exposure to art was a valuable and important component of a higher
education. If educators would work to elevate art to required status within general
education program stmctures, they could help guarantee that all non-art majors would be
exposed to the field of art. This exposure may lead to significant lifelong abilities to express
as well as appreciate ideas through art.

A Better Marketing Tool for Art Departments
Twenty-one percent of the study participants had not yet declared an academic
major. Art courses based on social reconstmction theory, that incorporate contemporary
themes and experiential methodologies which address the variety of student leaming styles,
may be better marketing tools for attracting majors to the art disciplines than current art
course offerings.

92

Suggestions for Further Research
This study's results support the following suggestions for further research.

Need for Qualitative Studies on
General Education Art Courses
The impersonal nature of this study's student survey format inspired only brief,
somewhat terse, responses to student attitude survey items. Researchers need to explore
student attitudes using ethnographic semi-stmctured interviews and written responses. This
would provide deeper insight on how to engage students in art and perhaps stimulate a
lifelong interest.

Need to Study Art Major Recmitment Impact
of General Education Art Courses
Since 21% of this study's general education student participants had not yet
declared an academic major, there is a need to discover (a) how many students elect to
major in art due to the influence of a general education art course, and (b) ways to increase
that impact. A comparison of the number of majors that developed after exposure to various
types of general education art courses would help guide curriculum development that could
increase art major selection. I expect that the number of new majors who completed a
course based on social reconstmction theory would outnumber students who completed a
Westem art history survey course.

Need to Study Social Theory Curriculum Models
The three syllabi in Appendices E, F, and G serve as examples for writing
curriculum based on social reconstmction theory. Further research should involve the
development of more general education art courses based on social theory. There is wide
latitude for creative selection of curriculum subject matter and experiential teaching
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strategies. For example, further research could involve the study of a general education
course based on Garoian's (1996) performance art pedagogy.

Pilot Programs
Social reconstmction theory is just as appropriate for three to 17-year-olds as it is
for college-aged general education students. I recommend that researchers develop pilot
programs which present social reconstmction theory concepts to art students at all levels.
This research could contribute to positive changes in how educators teach art and how
students feel about art in the public schools.

Need for a Current Broad Study of General Education Art Courses
Since my survey work was limited to 19 institutions of higher education, I
recommend that researchers work to close the wide gap in the literature on general
education art courses by executing a more extensive survey on the current status quo for art
in general education. Thefieldof art education is enhanced by historical documentation,
and almost 30 years have passed since Sontag's (1970) thorough survey of general
education art programs in the United States.

Summarv of Studv Findings
Through a content analysis of general education art course catalog descriptions and
syllabi from 19 mid-sized, public universities in the United States, I discovered that
contemporary social reconstmction theory in art has not yet had a wide-spread impact on
general education art teaching. Only one of the surveyed universities, the University of
Oregon, exhibited a strong social theory perspective. It was surprising that social theory
was not represented more broadly, since this theory aligns so succinctiy with the
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democratic values that traditionally have been at the core of university general education
programs.
Also surprising, from the fall 1998 non-art major survey, was that almost 20% of
the 252 non-art major respondents perceived themselves to be artists. Fifty-five percent of
the fall 1998 non-art majors claimed to have a weak background in art, yet 73% of the
students said that they would have considered enrolling in an art course that included art
making activities. These students display a readiness for exposure to social reconstmction
theory and experiential teaching strategies. The results from the student leaming style
inventory, which highlight the diversity among students at the university level, also support
the need for connected teaching so that teachers can more thoroughly engage students of all
leaming style propensities in course content. Better engagement is likely to result in
stronger lifelong interest in and practice of art for non-art majors.

95

LIST OF REFERENCES
Alland, A. (1995). From folk to pop and back again: Musings on the survival and
transformation of local and indigenous art. Joumal of Multicultural and Crosscultural Research in Art Education, 13, p. 9-20.
Anderson, R. (1993). Aesthetic contrasts and aesthetic change. In R. Anderson & K. Field
(Eds.), Art in small-scale societies: Contemporary readings (pp. 390-397).
Englewood Cliffs, NJ: Prentice-Hall.
Anderson, T. (1997). Art, education, and the bomb: Reflections on an intemational
children's peace mural project. Joumal of Social Theory in Art Education, 17, 71Andersson, S. B. (1995). Local conventions in children's drawings: A comparative study
in three cultures. Joumal of Multicultural and Cross-cultural Research in Art
Education, 13, 101-112.
Barkan, M. (1955). A foundation for art education. New York: The Ronald Press
Company.
Barrett, T. (1994). Criticizing art: Understanding the contemporary. Mountain View, CA:
Mayfield Publishing Company.
Belenky, M. F., Chnchy, B. M., Goldberger, N. R., & Tarule, J. M. (1986). Women's
ways of knowing: The development of self, voice, and mind. New York: Basic
Books, Inc.
Bersson, R. (1997). On the cover [Cover art work: Prisoners]. Joumal of Social Theory
in Art Education, 17, 145-146.
Bersson, R. (1995/96). The gallery: Social action and art [Art work: Homeless collage:
Residents of the richest country in the world]. Joumal of Social Theory in Art
Education, 15/16, 115.
Bersson, R. (1987). Why art education is neither socially relevant nor culturally
democratic: A contextual analysis. In D. Blandy and K. G. Congdon (Eds.), Art in
a Democracy (pp. 78-90). New York: Teachers College Press.
Bickley-Green, C , & Wolcott, A. G. (1995/96). Feminist collaboration in the art
academy. Joumal of Social Theory in Art Education, 15/16, 160-190.
Blair, L. (1996). Toward understanding art and Protestant fundamentalists. Joumal of
Multicultural and Cross-cultural Research in Art Education, 14, 58-65.
Blandy, D., & Congdon, K. G. (Eds.) (1987). Art in a Democracy. New York: Teacher's
College Press.
Bolin, P. E. (1995/96). Discussions and depictions of women in H. W. Janson's History
of Art, fourth edition. Joumal of Social Theory in Art Education, 15/16, p. 146159.
96

Bonnette, J. (1995/96). The gallery: Social action and art [Art work: Endura: Survivor].
Joumal of Social Theory in Art Education, 15/16, 109.
Broude, N., & Garrard, M. D. (1992). The expanding discourse: Feminism and art
history. New York: Icon Editions.
Caine, R. N., & Caine, G. (1991). Making connections: Teaching and the human brain.
Alexandria, VA: Association for Supervision and Curriculum Development.
Chadwick, W. (1990). Women, art and society. New York: Thames and Hudson.
Chalmers, F. G. (1997). Author's Response [Response to review of the book Celebrating
Pluralism: Art, Education, and Cultural Diversity]. Joumal of Multicultural and
Cross-cultural Research in Art Education, 15, 106.
Chang-Sik, K., & Geahigan, G. (1997). From chaos to stability: South Korean art
education in the immediate postwar period, 1945-1960. Joumal of Multicultural and
Cross-cultural Research in Art Education, 15,
Chapman, L. (1978). Approaches to art in education. New York: Harcourt Brace
Jovanovich, Inc.
Check, E. (1997). Queers in the classroom: Internalized and projected homophobia.
Joumal of Social Theory in Art Education, 17, 56-70.
Chicago, J. (1975). Through the flower: My struggle as a woman artist.. Garden City,
NY: Doubleday.
Childs, J. L. (1950). Education and morals. New York: Appleton-Century-Crofts
Publishers.
Clay, V. (1995/96). The gallery: Social action and art [Art work: Pillars of salt]. Joumal
of Social Theory in Art Education, 15/16, 113.
Coffey, A. & Atkinson, P. (1996). Making sense of qualitative data: Complementary
research strategies. Thousand Oaks, CA: Sage publications.
Collins, G., & Sandell, R. (1984). Women, Art, and Education. Reston, VA: National Art
Education Association.
Condon, P. (1995). From Giotto to Jesse. Art Joumal, 54 (3), 70-72.
Congdon, K. (1995/96). The gallery: Social action and art [Art work: Project row house,
inc.]. Joumal of Social Theory in Art Education, 15/16, 117.
Deniston, G. (1997). Gender and age: Out of our yards, sight, and minds. Joumal of
Social Theory in Art Education, 17, 42-48.
Dennis, D., Hanes, J., Stuhr, P., Walton, G., & Wightman, W. (1997). Resident initiated
and operated prison art program: A group field study. Joumal of Multicultural and
Cross-cultural Research in Art Education, 15, 63-76.
97

Desai, D. (1997). Race: Speaking in diasporic tongues. Joumal of Social Theory in Art
Education, 17, 49-55.
Desai, D. (1996). Multicultural art educatin and the social reality of race: A historical
perspective. Joumal of Multicultural and Cross-cultural Research in Art
Education, 14, 19-39.
Desai, D. (1995/96). The gallery: Social action and art [Art work: Hindu-Muslim Bhai
Bhai]. Joumal of Social Theory in Art Education, 15/16, 111.
Dewey, J. (1944). Democracy and education. New York: The Free Press. (Original work
published 1916)
Diamond, R. M. (1989). Designing and improving courses and curricula in higher
education: A systematic approach. San Francisco: Jossey-Bass Inc.
Dietrich, L. & Smith-Hurd, D. (1995). Feminist approaches to the survey. Art Joumal, 54
(31 4 4 - 4 7 .
Dissanayake, E. (1988). What is art for? Seattie, WA: University of Washington Press
Duffus, R. L. (1928). The American renaissance. New York: Alfred A. Knoff
Duncum, P. (1995/96). Art education and technology: These are the days of miracles and
wonder. Joumal of Social Theory in Art Education, 15/16, 12-29.
Eisner, E. (1985). Beyond creating: The place for art in America's schools. Los Angeles:
The Getty Center for Education in the Arts.
Emme, M. J. (1997). Photography(s) and cultural invisibility: Symptoms and strategies.
Joumal of Social Theory in Art Education, 17, 10-22.
Ewell, P. T. (1997). Identifying indicators of curricular quality. In J.G. Gaff, & J. L.
Ratcliff (Eds.), Handbook of the undergraduate curriculum: A comprehensive
guide to purposes, structures, practices and change (pp. 608-627). San Francisco:
Jossey-Bass Inc.
Fehr, D., Fehr, K. & Keifer-Boyd, K. (in press). Real-world readings in art education:
Things your professor never told you. New York: Falmer Press.
Finley-Stansbury, K. (1997). On the cover [Cover art work: Global Unity/Peace Angels].
Joumal of Social Theory in Art Education, 17, 146.
Florence, N. (1998). Bell Hooks' engaged pedagogy: A transgressive education for
critical consciousness. Westport, CT: Bergin & Garvey.
Fourteen teens working with artists Olivia Gude, Dorian Sylvain, and Turbado Marabou.
(1995/96). The gallery: Social action and art [Art work: By all means necessary].
Joumal of Social Theory in Art Education, 15/16, 105.
Francis, B. A. (1997). Kapa-making in Hawaii: Cultural reconstmction through art.
Joumal of Multocultural and Cross-cultural Research in Art Education, 15, 51-62.
98

Freire, P. (1971). Pedagogy of the oppressed. New York: Seabury Press.
Gablik, S. (1992). The reenchantment of art. New York: Thames and Hudson.
Gaff, J. G., RatcHff, J. L., & Associates. (1997). Handbook of the undergraduate
curriculum: A comprehensive guide to purposes, stmctures, practices and change.
San Francisco: Jossey-Bass Inc.
Gaff, J. G. (1991). New Life for the College Curriculum. San Francisco: Jossey-Bass
Inc.
Garber, E. (1995/96). Book Review [Review of the book Frida's fiestas: Recipes and
reminiscences of life with Frida Kahlo]. Joumal of Social Theory in Art Education,
15/16, 196-199.
Gardner, H. (1991). Art through the ages (9th ed.; H. de la Croix, R. G. Tansey, & D.
Kirkpatrick, eds.). New York: Harcourt, Brace, Jovanovich.
Gardner, H. (1995). Reflections on multiple intelligences: Myths and messages. Phi Delta
Kappan, 77 (3), 200-209.
Garoian, C. R. (1996). Performance art: Repositioning the body in Postmodern art
education. Joumal of Multicultural and Cross-cultural Research in Art Education,
14, 40-57.
Gaudelius, Y. (in press). Feminist and critical pedagogies: Intersections and divergences.
In D. Fehr, K. Fehr, & K. Keifer-Boyd (Eds.), Real-world readings in art
education: Things your professor never told you. New York: Falmar Press.
Gaudelius, Y. (1997). Book Review [Review of the book Contemporary art and
multicultural education]. Joumal of Social Theory in Art Education, 17, 141-143.
Gaudelius, Y. & Moore, J. (1995/96). When art turns violent: Images of women, the
sexualization of violence and their implications for art education. Joumal of Social
Theory in Art Education, 15/16, 120-145.
Gersten, R., & Woodward, J. (1994). The language-minority student and special
education: Issues, trends, and paradoxes. Exceptional Children, 60(4), 310-322.
Gibson, D. (1987). Comparative achievement on art information and attitude inventories in
two types of college art courses for non-art majors (Doctoral dissertation. The
University of Arkansas, 1987). Dissertation Abstracts Intemational, 49-08A, 2076.
Glaser, B. G. & Strauss, L. L. (1967). The discovery of grounded theory: Strategies for
qualitative research. Chicago: Aldine Publishing Company.
Goldwater, R. (1943). The teaching of art in the colleges of the United States. College Art
Joumal, II (supplement), pp. 3-31.
Green, G. L. (1998). Tear down these walls: New genre public art and art education.
Joumal of Social Theory in Art Education, 18, 77-82.
99

Green, G. L. (1997). Televised gender toles in children's media: Covert messages. Joumal
of Social Theory in Art Education, 17, 23-39.
Guilbaut, S. (1983). How New York stole the idea of modem art: Abstract expressionism,
freedom, and the cold war. Chicago: The University of Chicago Press.
Harris, E. T. (1997). The arts. In J. G. Gaff & J. L. Ratcliff (Eds.), Handbook of the
undergraduate curriculum: A comprehensive guide to purposes, stmctures,
practices, and change (pp. 320-340). San Francisco: Jossey-Bass Inc.
Hart, L. M. (1995). Taking the next step: Terminology, meaning, and cultural context in
multicultural art education. Joumal of Multicultural and Cross-cultural Research in
Art Education, 13, 78-84.
Harvard University Committee on the Objectives of a General Education. (1945). General
education in a free society: Report of the Harvard committee. Cambridge, MA:
Harvard University Press.
Heller, S. (1996). Changing course in art history: Study of critical approaches replaces
traditional surveys. Chronicle of Higher Education, 42 (34), A19-A20.
Hendrick, S. C. (1995). Book Review [Review of the book Many voices, many
opportunities: Cultural pluralism & American arts policy]. Joumal of Multicultural
and Cross-cultural Research in Art Education, 13, 113-114.
Hill, M. K. (1994). A study of academic leaming in undergraduate art history courses.
Dissertation Abstracts Intemational, 54 (12A), 4288. (University Microfilms No.
AAG94-11169)
Hoard, A. (1997). Book Review [Review of the book Voices of Color: Art and Society in
the Americas]. Joumal of Multicultural and Cross-cultural Research in Art
Education, 15, 107-113.
Hoffman, E. (1997). Book Review [Review of the book Celebrating pluralism: Art,
education, and cultural diversity]. Joumal of Multicultural and Cross-cultural
Research in Art Education, 15, 103-105.
Hoffman, E. (1995/96). The gallery: Social action and art [Art work: Sanctuary quilt/The
Boise peace quilt project]. Joumal of Social Theory in Art Education, 15/16, 102103.
Howenstein, D. (1997). On the cover [Cover art work: Vessels of Reciprocity]. Joumal of
Social Theory in Art Education, 17, 144-145.
Howenstein, D. (1995/96). The gallery: Social action and art [Art work: The shelter
project]. Joumal of Social Theory in Art Education, 15/16, 119.
Hubbard, G. A. (1963). The development of the visual arts in the curriculum of American
colleges and universities. Dissertation Abstracts Intemational, 24 (01), 171.
(University Microfilms No. AAG63-04607)

100

Hutchins, J. W., & Suggs, M. S. (Eds.). (1998). Art education: Content and practice in a
postmodern era. Reston, VA: National Art Education Association.
Irwin, R. L. (1998). Roots/routes as arterial connections for art educators: Advocating for
aboriginal cultures. Joumal of Social Theory in Art Education, 18, 29-48.
Irwin, R. L., & Miller, L. (1997). Oral history as community-based participatory research:
Leaming from First Nation women artists. Joumal of Multicultural and Crosscultural Research in Art Education, 15, 10-23.
jagodzinski, j . (1997). The perception of non-perception: E^ssons for art education with
downcast eyes (Part One: Trompe-L'Oeil and the question of radical evil). Joumal
of Social Theory in Art Education, 17, \ 17-140.
jagodzinski, j . (1995/96). Violence and generation X: How the right is managing the moral
panic through television and teen films. Joumal of Social Theory in Art Education,
15/16, 46-76.
Janson, H. W. (1991). History of Art (4th ed.) (revised and expanded by A. F. Janson).
New York: lEarry N. Abrams and Eglewood Cliffs, NJ: Prentice-Hall.
Jeffers, C. S. (1997). Aesthetic preferences, views, and expectations of diverse students
and teachers. Joumal of Multicultural and Cross-cultural Research in Art Education,
15, 77-90.
Jeffers, C. S. (1996). Pluralist and pragmatist views of multiculturalism: Creating an
interface. Joumal of Multicultural and Cross-cultural Research in Art
Education, 14, 114-122.
Jeffers, C S. (1995). Making a mural, blending art and the politics of culture [Review of
an installation]. Joumal of Multicultural and Cross-cultural Research in Art
Education, 13, 115-116.
Johnson, D. W. & Johnson, R. T. (1996). Meaningful and manageable assessment
through cooperative leaming. Edina, MN: Interaction Book Company.
Johnson, M. (1995/96). Portrait of the computer artist: Between worids. Joumal of Social
Theory in Art Education, 15/16, 30-45.
Johnson, R. I. (Ed.). (1947). Explorations in general education. New York: Harper &
Brothers Publishers.
Kanter, S. L., Gamson, Z. F. & London, H. B. (1997). Revitalizing general education in
a time of scarcity: A navigational chart for administrators and faculty. Needham
Heights, MA: Allyn & Bacon.
Karpati, A., & Schonau, D. (1997). Examining the Dutch/Hungary final examination
system in art. Joumal of Multicultural and Cross-cultural Research in Art
Education, 15, 91-102.

101

Keifer-Boyd, K. (1998). Book Review [Review of the book The Power of Women: A
topos in medieval art and literature]. Joumal of Social Theory in Art Education, 18,
83-86.
Keller, P. (1982). Getting at the core: Curricular reform at Harvard. Cambridge, MA:
Harvard University Press.
Keppel, F. P. (1925). The place of the arts in American education. Association of
American Colleges Bulletin, XI, 100-105.
Kerr, C. (1982). The uses of the university. Cambridge, MA: Harvard University Press.
Kindler, A. M., and Darras, B. (1995). Young children's understanding of the nature and
acquisition of drawing skills: A cross-cultural study. Joumal of Multicultural and
Cross-cultural Research in Art Education, 13, 85-100.
Krippendorff, K. (1980). Content analysis: An introduction to its methodology. Newbury
Park, CA: Sage Publications.
Landis, C. M. (1995/96). Book Review [Review of the book Warrior for Gringostroika:
Essays, performance texts, and poetry]. Joumal of Social Theory in Art Education,
15/16, 160-190.
Lenning, O. T., Micek, S. S., Patrick, C , Service, A. L. & Yong, S. L. (1979).
Postsecondary education outcome measures and procedures: A sourcebook
for administrative research (Clearinghouse No. HE 019 560). Boulder, CO:
National Center for Higher Education Management Systems. (ERIC Document
Reproduction Service, No. ED 272 113)
Lesser, W. (1991). His other half Men looking at women through art. Cambridge, MA:
Harvard University Press.
E^vi, A. W. & Smith, R. A. (1991). Art education: A critical necessity. Urbana and
Chicago: University of Illinois Press.
Lovejoy, M. (1997). Postmodem currents: Art and artists in the age of electronic media
(2nd ed.). Upper Saddle River, NJ: Prentice Hall.
McFee, J. K. (1998). Cultural diversity and the stmcture and practice of art education.
Reston, VA: National Art Education Association.
McFee, J. K. (1996). Interdisciplinary and intemational trends in multicultural art
education. Joumal of Multicultural and Cross-cultural Research in Art Education,
14, 6-18.
McFee, J. K. (1995). Change and the cultural dimensions of art education. In R. W.
Nepemd (Ed.), Context, content, and community in art education: Beyond
Postmodemism. New York: Teacher's College Press.
Meiklejohn, A. (1923). Freedom and the college. New York: The Century Company.

102

Mertens, D. M. (1998). Research methods in education and psychology: Integrating
diversity with quantitative and qualitative approaches. Thousand Oaks, CA: Sage
Publications.
Miller, G. E. (1988). The meaning of general education: The emergence of a curriculum
paradigm. New York: Teacher's College Press, Columbia University.
Mitchell, R. (Ed.). 1994. Measuring up to the challenge: What standards and
assessment can do for arts education. (Clearinghouse No. SO 026 296). New
York: American Council for the Arts with support from the Scurlock Foundation.
(ERIC Document Reproduction Service No. ED 393 788)
Morris, C. B. (1998). Paulo Freire: Community based arts education. Joumal of Social
Theory in Art Education, 18, 49-58.
Morris, C. B. (1997). A mountain cultural curriculum: Telling our story. Joumal of Social
Theory in Art Education, 17, 98-116.
Morris, C. B. (1996). Seminal seeds and hybrids: Colonialism and mountain cultural arts
in West Virginia. Joumal of Multicultural and Cross-cultural Research in Art
Education, 14, 66-79.
Morrison, J. (1985). The maturing of the arts on the American campus: A commentary.
Lanham, MD: University Press of America, Inc.
Morrison, J. (1973). The rise of the arts on the American campus. New York: McGrawHill Book Company.
Nepemd, R. W. (Ed.) (1995). Context, content, and community in art education. New
York: Teacher's College Press.
Parker, R. & Pollock, G. (1981). Old mistresses: Women, art and ideology. New York:
Pantheon Books.
Petrovich-Mwaniki, L., & Kaderbhai, T. (1995). The traditional arts of Kenya as reflected
in school art textbooks. Joumal of Multicultural and Cross-cultural Research in
Art Education, 13, p. 21-31.
Politsky, R. H. (1995/96). The clash between sacred and profane: Controversial art and
religion in the postmodem era. Joumal of Social Theory in Art Education, 15/16,
11 - 98.
Prehm, H.J. & Altman, R. (1976). Improving instmction through classroom research.
Denver, CO: Love Publishing Company.
Rauch, K. (1995/96). The gallery: Social action and art [Art work: Woman tide]. Joumal
of Social Theory in Art Education, 15/16, 107.
Ravitch, D. (1983). The troubled cmsade: American education, 1945 -1980. New York:
Basic Books.
Robertson, J. O. (1980). American myth, American reality. New York: Hill and Wang.
103

Rockfish Gap Commission. (1961). Report of the Rockfish Gap Commission appointed to
fix the site of the University of Virginia. In R. Hofstadter, & W. Smith (Eds.),
American higher education: A documentary history (Vol. 1, pp. 193-199).
Chicago: University of Chicago Press. (Original work published 1818)
Romano, J. J. (1978). Cooperative education - general education: A new syntiiesis?
Interdisciplinary Perspectives: A Joumal of General and Liberal Studies, 9 (1), 37.
Rush, J. C. (1997). The arts and education reform: Where is the model for teaching "the
arts"? Am Education Policy Review, 98(3), 2-10.
Schumacher, S., & McMillan, J. H. (1993). Research in education: A conceptual
introduction (3rd ed.). New York: HarperCollins College Publishers.
Scott, A., Kmg, D., & Stuhr, P. (1995). A conversation about translating the indigenous
story. Joumal of Multicultural and Cross-cultural Research in Art Education, 13, p.
32-48.
Shipps, S. W. (1994). Last impressions? Aesthetic theory and outcomes in "Art 101."
(Doctoral dissertation. Harvard University, 1994). Dissertation Abstracts
Intemational, 55-03A, 450.
Simmons, III, S. (1998). Creating community through art: Two research project reviews.
Joumal of Social Theory in Art Education, 18, 59-76.
Smith-Shank, D. (1998). Sugar and spice and everything: Reflections on a feminist
aesthetic. Joumal of Social Theory in Art Education, 18, 21-28.
Smith-Shank, D. (1996). Microethnography of a Grateful Dead event: American subculture
aesthetics. Joumal of Multicultural and Cross-cultural Research in Art Education,
14, 80-91.
Sontag, J. H. (1970). A survey and evaluation of the development and contemporary
nature of general education art programs in American colleges and universities.
Dissertation Abstracts Intemational, 31 (lOA), 5046. (University Microfilms No.
AAG71-08255)
Spang, L. B. (1995). The process of self definition within the native north american art
movement. Joumal of Multicultural and Cross-cultural Research in Art Education,
13, p. 49-66.
Stankiewicz, M. A. (1997). Editorial. Art Education, 50 (3), 4-5.
Steiner, E. (1984). Toward a conception of the role of the arts in liberal education. Studies
in Art Education, 26(1), 5-13.
Steward, J. A. (1951). Art in general education in the liberal arts college (Doctoral
dissertation, Ohio State University, 1951). American Doctoral Dissertations,
W1951, 186.

104

Stockrocki, M. (1995). Patterning Navajo art skills, basic schema, and arrangements.
Joumal of Multicultural and Cross-cultural Research in Art Education, 13, 67-77.
United States General Accounting Office, Program Evaluation and Methodology Division.
(1996). Content analysis: A methodology for stmcturing and analyzing written
material. Washington, DC: The Office; Gaithersburg, MD.
Varde, A. (1997). Daughters of Maharashtra: Portraits of women who are building
Maharashtra. Joumal of Multicultural and Cross-cultural Research in Art Education,
15, 115-134.
Walker, H. (1996). What interviews with African American artists indicate about the
significance of community consciousness in music and visual art. Joumal of
Multicultural and Cross-cultural Research in Art Education, 14, 92-103.
Wayland, F. (1961). Report to the corporation of Brown University on changes in the
system of collegiate education, read March 28,1850. In R. Hofstadter & W. Smith
(Eds.), American higher education: A documentary history (Vol. 2, pp. 478-487).
Chicago: University of Chicago Press. (Original work published 1850)
Weber, R. P. (1990). Basic content analysis. Beverly Hills, CA: Sage Publications.
Winter, I. J. & Zemer, H. (1995). Art and visual culture. Art Joumal, 54 (3), 42-43.
Wolcott, A. G., & Macaskill, J. (1997). New Zealand: Integration of traditional Maori art
and art education curricula. Joumal of Multicultural and Cross-cultural Research in
Art Education, 15, 24-32.
Ziegfeld, E. (1953). Art in the college program of general education. New York: Bureau
of Publications, Teachers College, Columbia University.
Zimmerman, E. (1994). Art education: Creating a visual arts research agenda toward the
21st Century: A final report (Clearinghouse No. SO026521). Reston, VA:
National Art Education Association, Commission on Research in Art Education.
(ERIC Document Reproduction Service No. ED 403 190)
Zimmerman, J. E. (1992). An analysis of university-level general education courses in the
visual arts Q^octoral dissertation, Illinois State University at Normal, 1992).
Dissertation Abstracts Intemational, 53-05A, 1371.
Zuk, B., & Dalton, R. (1996). Cross-currents: Tradition and innovation in circumpolar art.
Joumal of Multicultural and Cross-cultural Research in Art Education, 14, 104113.

105

APPENDEX A
JOURNAL ARTICLE SUMMARIES AND
EMERGENT KEYWORDS

106

JSTAE (18)-1998
Issue Theme: Community
1. Author:

Deborah Smith-Shank

Title:

Sugar and Spice and Everything: Reflections on a Feminist Aesthetic

Pages:

21-28

Topic:

Smith-Shank celebrates the 25 years of progress made by the feminist

movement in hearing women's voices describe the context for their art. She relates her
personal stmggles to reject elements of patriarchal culture throughout her life as evidence of
this progress.
Emergent keywords: feminist theory, art and context
2. Author:

Rita L. Irwin

Title:

Roots/Routes as Arterial Connections for Art Educators: Advocating for
Aboriginal Cultures

Pages:

29-48

Topic:

Irwin's article is about cultural contexts for art and for people. The article

uses a word metaphor (roots/routes) for the traveling and exposure to other cultures
(routes) which becomes part of an individual's roots. She describes the artistic objects
viewed during a residency with indigenous people of Taiwan, the Paiwanese. Like many
Pacific rim native peoples, the Paiwanese have no one word for "art" because the practice
of creating is so integrated into life activities. Irwin cautions those who study varied
cultures to become aware of their own roots in their specific culture, because those roots
influence one's perception and translation of other cultural objects and activities. An art
educator's own cultural self-consciousness also aids the understanding of students' cultural
roots and routes.
Emergent keywords: art and context, cultural understanding, other voices, professional
development
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3. Author:

Christine Ballengee Morris

Tide:

Paolo Freire: Community Based Art Education

Pages:

49-58

Topic:

Morris discusses Freire's life and impact on education, both in Brazil and in

the rest of the worid. Freire believed that power must be shared by all in a democratic
system of govemment, so literacy must be accompanied by an understanding of culture and
the cultivation of personal expression. Collaboration and having a voice are the keys to
education, democracy and a successful life.
Emergent keywords: community, other voices, issues of class
4. Author:

Seymour Simmons EQ

Tide:

Creating Community Through Art: Two Research Project Reviews

Pages:

59-76

Topic:

Simmons describes research projects whose aims were to evaluate

community art centers, arts-infusion schools, and other related venues for arts education.
The dominant trend observed was a shift in focus from art appreciation to a social
reconstmctionist role for art activities. Benefits of the varied arts programs were linked to
positive community development, the articulation and/or transformation of personal
identities, and improved performances in other academic subjects due to improved critical
and reflective thinking skills.
Emergent keywords: community, art and context, other voices
5. Author:

Gaye Leigh Green

Title:

Tear Down These Walls: New Genre Public Art and Art Education

Pages:

77-82

Topic:

Green presents a methodology for public genre art andfiveexamples of

public genre art created by art education majors at Westem Washington University. She
describes public genre art as art that is related to anthropology, sociology, and psychology.
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The intention of this kind of art is to blend aesthetic practice into life experiences and to aid
social reconstmction by involving communities in the processes of perception, discussion,
and evaluation.
Emergent keywords: community, art and context, professional development
6. Reviewer: Karen Keifer-Boyd
Title:

Book Review: The Power of Women: A Topos in Medieval Art and

Literature by Susan L. Smith
Pages:

83-86

Topic:

Smith's work focuses a spotiight on the image of a woman riding on a

man's back, "the Mounted Aristotle," which appeared on stone reliefs, embroideries, and
manuscript illumination during the middle ages, particularly in marginalized spaces within
cathedrals. Smith gathered varied interpretations of the image's meaning from medieval
literature. The reviewer of the book, working with university students, identified
contemporary cultural representations of the same themes/interpretations.
Emergent keywords: gender power relationships, feminist theory, other voices, cultural
representation, professional development
JSTAE (17) -1997
Issue Theme: Invisible in Plain Sight
7. Author:

Michael J. Emme

Title:

Photography(s) and Cultural Invisibility: Symptoms and Strategies

Pages:

10-22

Topic:

Mass media photographic images define culture today, rather than firsthand

interaction among people. The value of an image corresponds to the size of its viewing
audience. Members of society who do not produce representations of themselves/their
world view are invisible. The author concludes that students/people must "become fluent"
in making and understanding visual images in order to become visible members of society.
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Emergent keywords: cultural visibility, politics of representation, other voices, technology
and image production, professional development
8. Author:

Gaye Leigh Green

Title:

Televised Gender Roles in Children's Media: Covert Messages

Pages:

23-39

Topic:

Mass media stereotypes influence how viewers understand society.

Generalization which occurs from stereotyping prevents individuals from having a unique
or different identity. Children's cartoons in the United States are heavily biased toward
male power stmctures. Female characters are not only significantly underrepresented, but
misrepresented as well, in the form of female stereotypical identities which are negative,
peripheral, and powerless. The author advocates the teaching of critical television viewing
skills to students, including pre-schoolers, so they can de-code rather than intemalize mass
media messages.
Emergent keywords: cultural visibility, politics of representation, gender inequality,
professional development
(Note: The following three articles are subsumed under onetitle,Living the Discourses,
with three authors; but each article has a separate title, as noted below.)
9. Author:

Grace Deniston

Title:

Gender and Age: Out of Our Yards, Sight, and Minds

Pages:

42-48

Topic:

Art and social justice are diminished by the exclusion of women's craft

work from cultural attention and research. The author upholds the validity of the aesthetic
experience of elderiy women who "make things," relating their experiences to
Dissanayake's (1988) understanding of art as "making special." Deniston, quoting Freire,
berates the vogue of "excellence" as a goal for education because of its orientation toward
privileged classes. She emphasizes the need for university art educators to reassess how
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aesthetic experience is discussed and conveyed to future art teachers. The significance of
community values reflected in practices must be considered.
Emergent keywords: community, cultural repression, art and context, other voices,
cultural history and form, professional development
10. Author:

Dipti Desai

Title:

Race: Speaking in Diasporic Tongues

Pages:

49-55

Topic:

Discussions of racial hierarchies must be included in multicultural

approaches to art in classrooms to encourage students to work across differences rather
than erase them or pretend they are invisible. Issues of race are historically linked to the
past, but are re-created daily in the present. Students must leam to distinguish the presence
and the historic versions of racism as part of the context in which art is situated. Racist
attitudes are more likely to change if confronted and discussed openly in educational
situations. When racial differences are not addressed, art educators perpetuate racial
dominance.
Emergent keywords: racism, multicultural art education, art and context, other voices,
professional development
11. Author:

Ed Check

Tide:

Queers in the Classroom: Intemalized and Projected Homophobia

Pages:

56-64

Topic:

An artist's sexual orientation is a critical component of a work's context.

Gay and lesbian artists confront open or invisible homophobic attitudes in many aspects of
their lives and must constantly self-mediate the consequences of revealing their affectional
preferences. Check relates his teaching experience with a university art class for pre-service
teachers who discuss the work, personal views, and public perceptions of gay artists
Haring and Hockney. Check, a self-identified gay person, shared some of his own public
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experiences with homophobia and enabled students to realize that many straight people hold
distorted views of homosexuality, and that gays and lesbians may intemalize these false
perceptions as shame and/or repressed rage. The article supports the role of art education as
a venue for leaming to explore and understand context and working to dispel
misunderstandings of race, class, and sexuality issues.
Emergent keywords: art and context, art and sexual orientation, homophobia, other voices,
cultural power stmctures, professional development
12. Author:

Tom Anderson

Title:

Art, Education, and the Bomb: Reflections on an Intemational Children's
Peace Mural Project

Pages:

71-97

Topic:

Anderson relates the procedural and visual differences in two peace murals

made by Japanese and United States children to cultural differences. The outcome of the
project, increased understanding of and respect for each other's cultures, is an important
building block for peaceful co-existence. Through critical discovery, negative stereotypes
are destroyed.
Emergent keywords: cultural exchange, peace process, art and context, other voices,
professional development
13. Author:

Christine Ballengee Morris

Title:

A Mountain Cultural Curriculum: Telling Our Story

Pages:

98-116

Topic:

The author describes a residency in a small West Virginia elementary school

intended to involve students in critical consideration of their own mountain culture.
Teachers participated in brief staff development activities prior to the student contact period
of six weeks. The curriculum included critical discussions of cultural evidence, and
subsequent arts projects: visual art, dance, theatre, poetry and other literary work. An
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evaluation of the project revealed positive benefits for the students (increased cultural
awareness and pride, ability to "defend" culture to outsiders), but teachers complained
about the extra preparation and loss of routine/less-stmctured class activities which
impacted on classroom discipline. Students' multicultural education must begin with
knowledge which enables them to understand and preserve their own cultural identity. A
major objective of multicultural education is to eliminate notions of "exotic" and "romantic"
from culture and replace them with self-determined voice and respect.
Emergent keywords: multicultural education, art and context, cultural identity, other
voices, professional development
14. Author:

j an jagodzinski

Title:

The Perception of Non-Perception: Lessons for Art Education with
Downcast Eyes (Part One: Trompe-L'Oeil and the Question of Radical Evil)

Pages:

117-140

Topic:

The author employs philosophical reasonings to compare his postmodem

perception of perception to the concept of representation in art. He describes the suspension
of disbelief which viewers willingly accord to representational art works, pointing out that
representation is logically linked to modality and cultural specificity. He compares a
pleasing, aesthetic response to a painting to a psychoanalytic desire to be complete and
whole. Part of a satisfactory experience in viewing representational art is the knowledge
that the representation is a representation, jagodzinski says that for the concept of trompe
I'oeil to "work," there has to be a delay in the brain's noticing that the representation is just
a representation. He applies this concept to the fright experienced by viewers of a horror
film. This sense of the "uncanny" is evident in the postmodem processes of constmction,
deconstmction, and reconstmction; postmodem humans no longer view the world as
concrete, but as uncertain, jagodzinski's message for art educators is to help break down
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the (lingering from the modemist period) hierarchical concept of self/other, the "other"
denoting other race, gender, class, animals, religions, and nature.
Emergent keywords: perception and cultural/spatial/temporal context, art and context,
other voices
15. Reviewer: Yvonne Gaudelius
Title:

Book Review: Contemporary Art and Multicultural Education, Susan Cahan

& Zoya Kocur, editors
Pages:

141-143

Topic:

The reviewer regarded this book as a useful resource for teaching about

contemporary issues in multicultural education through contemporary works of art. She
supported the book's social reconstmctionist viewpoint, but is uncomfortable with the
recipe-mentality which pervades the unit-and-lesson-plans section of the book. Gaudelius
expressed the need for art teachers who can create their own units and lesson plans through
thoughtful consideration of critical issues with students.
Emergent keywords: multiculturalism, professional development
(The following three artist's statements correspond to three art works/images pictured on
the joumal cover, all related to the joumal theme of invisible in plain sight.)
16. Artist:

Drea Howenstein

Pages:

144-145

Topic:

The artist constmcted a sculptural installation on an island as a kind of

memorial to all the animals slaughtered in a facility that used to exist there which had
dominated the locale. Howenstein's visceral childhood memories of the site reinforce her
desire to apologize for the culturally approved mass slaughter of animals for food. Her
discussions with a Lakota keeper of holy ground influenced the physical form of her
monument: two wooden vessels supported by vertical branches in sky-burial positions.
After the installation was complete, the Lakota friend led a healing ceremony for the
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desecrated land and "sacrificed" four-leggeds. The artist refers to the boat-like stmctures
which face different directions as a metaphor for the question, "Do we, collectively, know
where we are going, and who is steering?"
Emergent keywords: healing, art and context, other voices, art and place
17. Artist:

Robert Bersson

Pages:

145-146

Topic:

The topic for Bersson's mixed media portrayal of prison guards in front of

prison cells is the idea that prisoners are simultaneously existent and non-existent, visible
and invisible. We see the prisons, we read of convictions, but the people inside have
ceased to exist in the worid as they exist behind metal bars.
Emergent keywords: other voices, prisons as a social reconstmctionist issue
18. Artist:

Kim Finley-Stansbury

Page:

146

Topics:

This art work is one of over 270 created by artists and students in the

United States, Israel and Taiwan as part of the 1996 Global Art Project. The participants
expressed personal visions for global unity. Finley-Stansbury's Peace Angel embodies her
vision that the angelic realm connects us as human beings and that our angels will guide us
in a peaceful planetary rebirth.
Emergent keywords: global unity, art and context, multicultural education, professional
development
JSTAE (15/16) - 1995/1996
Issue Theme: Social Action through Art
19. Author:

Paul Duncum

Title:

Art Education and Technology: These are the Days of Miracles and Wonder

Pages:

12-29

Topic:

This article contributes an educational perspective to the increasing presence

of computer-based visual images in everyone's lives. Duncum compares the aesthetics of
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computer images ("staccato signals of constant information," a la Paul Simon) to Kantian
aesthetics which address "beauty" and the "sublime" and Baudrillard's sense that
information has become so fragmented and disconnected that context and meaning
disperse. Duncum cites scholars who have linked the information age to capitalism: the
speed and availability of the Intemet increases the pace offinancialtransactions. Educators
must engage student needs by devising curricula which incorporates the new technologies.
Educational settings are practically the only place where critical analyses of students'
exposure to new media occurs in dialogue form. Duncum compares the status of art
education to the status of media education to identify directions which need to be developed
in art education. Art educational goals or strategies include a focus on political and
economic context; issues of race, gender, and class; multicultural audience responses to art
in place of professional critics' responses; and the discovery of cultural production as a
collective process.
Emergent keywords: technology, aesthetics, art and context, multicultural education, other
voices, professional development
20. Author:

Mia Johnson

Title:

Portrait of the Computer Artist: Between Worlds

Pages:

30-45

Topic:

Johnson makes a case for social and educational acceptance of computer art

and artists whom practitioners in fine art, art education, science and industry have viewed
as not belonging to, or as a threat to the established art world. Computer art is
interdisciplinary in nature, integrating content from math, science,fineart, cultural studies,
and sometimes language arts, architecture, and engineering. Johnson calls upon art
educators to embrace the challenge of helping to expand this interdisciplinary knowledge
base in positive ways such as teaching students how to understand and critique images. Art
history expertise contributes to the understanding of culturally-bound perspectives; and
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symbols and metaphors can be explored as artists' tools for manipulating audience
response in computer art as well as in all art media. Since computer art images will only
increase in the future, art educators are responsible for the dissemination of new art terms
and vocabulary, student understanding of studio and technical practices, an awareness of
historical artistic conventions, and the teaching of critical analysis skills.
Emergent keywords: art and technology, interdisciplinary art, professional development
21. Author:

j an jagodzinski

Title:

Violence and Generation X: How the Right is Managing the Moral Panic
through Television and Teen Films

Pages:

46-76

Topic

jagodzinski asserts that sensational media images of violence, which the

moral majority employs to articulate a moral panic in America, are statistically inaccurate
representations of violent crime and tend to mask broader socio-economic concems such as
the perpetuation of stereotyping. The author criticizes the ploys used by the politicalrightto
justify censorship strategies such as the use of the "V-chip" to censor television violence.
He denigrates television talk shows for their promotion of a social paranoia which widens
the gulf between the Baby Boomer generation and Generation X. Also contributing to this
gulf are media works which promote nostalgic, glorified, and inaccurate accounts of
"perfect" family life (The Andy Griffith Show, etc.), i.e. white, patriarchal delusions, and
reactionary, antinostalgic films, as well, jagodzinski concludes that the best way to reduce
violence is not to censor it, but to work to change the social conditions that produce the
taste for it. The gulf will narrow only if the gap between the privileged and the
underprivileged in the social strata can close.
Emergent keywords: gender, class, race, culture, critical perception, art and context
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22. Author:

Rosalie Politsky

Tide:

The Clash Between the Sacred and the Profane: An Examination of
Controversial Art in the Postmodem Era

Pages:

77-98

Topic:

Politsky uses mythic criticism to explore contemporary cultural and

religious instability as the motivation for appropriation of ancient religious myths and
symbols by postmodem visual and performance artists. She first identifies art works with
themes related to (a) rituals of divinization, (b) shamanic rituals of self-mutilation, (c)
rituals of androgyny and union with the goddess, and (d) taboo acts to draw away societal
contempt. Then Politsky notes characteristics of postmodem culture such as the loss of
tradition, the absence of a transcendental signifier (an unquestionable meaning to which all
other signs can be said to point, such as self or God), and the loss of a common
culture/iconography. She concludes that a thirst for spirituality is the impetus for personal
mythology quests which manifest as visual and performance art. Controversial art rejects
notions of formalism and forces the examination of context into visual experiences, and
provides a vehicle for personal healing and transformation.
Emergent keywords: art and context, other voices, spirituality
(The following nine topics are associated with reproductions of art works and artist
statements in a section of the joumal called The Gallery.)
23. Artists:

Boise Peace Quilt Project/Elizabeth Hoffman

Pages: 102-103
Title: Sanctuary Quilt
Topics: worid peace, cross-cultural collaboration, other voices, social action, professional
development
24. Artists:

14 teens working with artists Olivia Gude, Dorian Sylvain, and Turbado

Marabou
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Page: 105
Title: By All Means Necessary
Topics: multicultural social awareness, other voices, social action, collaboration,
professional development
25. Artist:

Kristin Rauch

Page: 107
Title:

Woman Tide

Topics: social action/equality, other voices
26. Artist:

Joan Bonnette

Page: 109
Tide: Endura: Survivor
Topics: cancer, other voices, multicultural common ground
27. Artist:

Dipti Desai

Page: 111
Tide: Hindu-Muslim Bhai Bhai
Topics: world peace, multicultural common ground, collaboration vs. domination
28. Artist:

Vaughn Clay

Page: 113
Title: Pillars of Salt
Topics: world peace, multicultural common ground
29. Artist:

Robert Bersson

Page: 115
Tide: Homeless Collage
Topics: social inequality, other voices
30. Artist:

Kristin Congdon

Page: 117
119

Title: Project Row House, Inc.
Topics: community revitalization, empowerment, other voices
31. Artists:

Drea Howenstein and students from The School of the Art Institute of

Chicago, Amundsen High School, students and teachers from eight different Chicagoland
public schools, the Bureaus of Forestry/Streets and Sanitation, the Chicago Public Schools
Board of Education, Winnemac Park Staff and several other individuals
Page: 119
Title:

The Shelter Project

Topics: environment, compassion for the homeless, multicultural collaboration/common
ground, professional development
32. Authors:

Yvonne Gaudelius & Juhet Moore

Title:

When Art Tums Violent: Images of Women, the Sexualization of Violence,
and Their Implications for Art Education

Pages:

120-145

Topic:

The authors reinforce the necessity for critical examination of context in art

to expose power relationships, such as the sexualization of violence in artistic depictions of
rape. The reexamination of images of women in fine arts and in popular culture must also
include attention to descriptive writings which can contain language that perpetuates
negative connotations.
Emergent keywords: art and context, discrimination against women, professional
development
33. Author:

Paul Bolin

Title:

Discussion and Depictions of Women in H W. Jansen 's History of Art,
Fourth Edition

Pages:

146-159

120

Topic:

Bolin criticizes the low representation and negative critical language

regarding art by women in a widely used art history textbook. He exposes the continuation
of the white male dominance stance of the Westem art history tradition evident in Jansen's
language describing women's art. Bolin emphasizes the need for art educators to instill in
their students a capacity to critically examine and expose the beliefs and attitudes present in
textbooks which present subject content as facts.
Emergent keywords: feminism, cultural power, politics of representation, professional
development
34. Authors: Cynthia Bickley-Green & Anne G. Wolcott
Tide:

Feminist Collaboration in the Art Academy

Pages:

160-190

Topic:

The authors describe the positive changes in the art world that can be

attributed to feminist collaboration in the form of dialogue, both written and visual, and
through academic studies. The authors describe how collaboration facilitated women's
entry into the visual arts and new perspectives in art history and art criticism, but has not
fostered enough change in the administration or pedagogy of art institutions.
Emergent keywords: feminism, collaboration, professional development
35. Reviewer: Connie M. Landis
Title:

Book Review: Warrior for Gringostroika: Essays, Performance Texts, and

Poetry by Guillermo Gomez-Pena
Pages:

191-195

Topic:

The author/artist communicates his impressions and thoughts regarding his

life experiences and social interactions which have accumulated on both sides of the
Mexican-American border. Selections from 20 years of manifestoes, conceptual postcards,
letters, posters, and critical, performance and poetical texts embody the artists' personal
transformations and public dialogues regarding social reconstmctionist issues. The
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reviewer recommends this book for anyone interested in the social, political, and
psychological aspects of the contemporary art scene as related to the new intemationalism.
Emergent keywords: postmodem art, art and context, cultural borders, pluralism
36. Reviewer: Elizabeth Garber
Title:

Book Review: Frida's Fiestas: Recipes and Reminiscences of Life with

Frida Kahlo by Guadalupe Rivera & Marie-Pierre Colle
Pages:

196-199

Topic:

The reviewer described this book as more entertaining than scholarly, and

perhaps motivated more by economic gain than intellectual contribution. Similar in format
to the successful work of fiction, Como agua para chocolate, the authors (one of whom is
the daughter of Diego Rivera) relate memories and recipes of Frida Kahlo accompanied by
sumptuous photographs of Mexican food and settings from Kahlo's life.
Emergent keywords: multicultural understanding, art and context, feminism
JMCRAE (15)-1997
Issue Theme: The Narrative and Art
37. Authors: Rita L. Irwin and Lorrie Miller
Title:

Oral History as Community-based Participatory Research: Leaming from
First Nations Women Artists

Pages:

10-23

Topic:

The authors support the role of art education as being concemed with social

issues related to multiculturalism, gender, class, sexual orientation and ability. As a
contribution to multicultural women's issues, Irwin and Miller focus on First Nations
women artists through the oral history provided by a Coastal Salish knitter. The woman
interviewed talked about leaming from her mother, her artistic practices and issues, and
concems and suggestion for preserving her cultural heritage. Irwin and Miller recommend
the gathering of oral histories as valuable community-based participatory research which
has the potential to capture knowledge which might otherwise become lost.
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Emergent keywords: cultural history, women's issues, other voices, multicultural
understanding, professional development
38. Authors: Anne Wolcott and Jeanne Macaskill
Title:

New Zealand: Integration of Traditional Maori Art and Art Education
Curricula

Pages:

24-32

Topic:

The authors describe the recent (1961-1991) integration of Maori art and

traditions into art education and across the K-12 curriculum in New Zealand. The Maori
arrived in New Zealand from Polynesia approximately 1000 years ago, and exhibited welldeveloped cultural traditions and lifestyles when the British and other European settlers
arrived in the early 1800's. The newcomers were predominantiy oriented toward adopting
Maori natives into European culture rather than co-existing or converting their own
traditions. As a result of the shift in art education to inclusion and valuing of Maori art, new
cultural understandings have served to unify the Polynesian and European-descended
inhabitants of the country in positive ways. Wolcott and Macaskill credit the shift in art
education practices as the impetus for greater Maori representation in museums and
galleries.
Emergent keywords: cultural history, colonial strategy, multicultural understanding,
professional development
39. Authors: Chang-Sik ICim and George Geahigan
Title:

From Chaos to Stability: South Korean Art Education in the Immediate
Postwar Period, 1945-1960

Pages:

33-50

Topic:

This study is focused on the changes and influences affecting art education

content and availability in Korea for fifteen years during the post-Worid War II period. The
authors document how political and economic factors affected art education, such as the
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Korean war, destroyed school buildings, American military governance, a dearth of
qualified art teachers, and unengaging art texts. While the rhetoric of thetimeperiod was
reform-oriented, many art education practices remained the same as before Worid War U;
yet art at least maintained a secure, if marginal, place in the school curriculum. The authors
attributed the inability of the progressive, or child-centered, movement to affect change in
Korea to Confucian cultural values instilled in Korean students.
Emergent keywords: cultural history, multicultural awareness
40. Author:

Barbara Ann Francis

Title:

Kappa-making in Hawaii: Cultural Reconstmction Through Art

Pages:

51-62

Topic:

The author describes the disappearance of the traditional Hawaiian art of

producing kapa, or decorated bark cloth, by 1890 as a result of colonization. She also notes
the resurgence of kapa production since the 1970's, when a revival of Hawaiian traditions
began. Included in the article are descriptions of kapa production processes with references
to cultural context. The author conveys concern that the current arts funding which allows
kapa artists to demonstrate their art to students and tourists does not guarantee continued
kapa production.
Emergent keywords: multicultural art, indigenous cultural values, art and socio-political
context, colonial oppression, women's textile art, aesthetics and nature
41. Authors: Deanna Dennis, Jay Hanes, Patricia Stuhr, Gregory Walton, & William
Wightman
Tide:

Resident Initiated and Operated Prison Art Program: A Group Field Study

Pages:

63-76

Topic:

This article relates the results of a case study executed by graduate art

education students at a midwestem university. The students observed art practices and
exhibitions in a prison, and interviewed 13 prison artists and the art program administrator.
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The students concluded, among other results, that the art room was viewed as a secure,
fraternal haven for the participating prisoners. The prison artists claimed to create art for
both personal and social reasons. A teacher-mentor system was employed by those
involved in studio work, rather than formal art classes, so that the oldest prison artists were
able to wield a kind of power over younger artists. The prison artists revered drawing and
painting more than craft art, mirroring the same fine art distinction held by society-at-large.
In the prison, where decision-making power is generally administrative and hierarchical,
the art program reflected a high degree of resident control.
Emergent keywords: art and context, other voices/prisoners, professional development
42. Author:

Carol Jeffers

Title:

Aesthetic Preferences, Views, and Expectations of Diverse Students and
Teachers

Pages:

77-90

Topic:

This article relates the results of a study involving 361 students and teachers

from grades K-12 in Los Angeles. The author/researcher explored the complex relationship
between socialization processes, diverse students' and teachers' aesthetic preferences, and
their views of art. Participants rated the personal appeal of the same 12 art reproductions;
and a subset of participants provided a definition for art, rated a most and least appealing
work, and noted whether or not the 12 artworks were considered to be art or not. The
researcher was surprised by the study results. She found that ethnically and artistically
diverse teachers and students share similar preferences and views, perhaps due to their
shared society at school. She also found that students were much more aware of teachers'
artistic preferences and conceptions than teachers were of students', probably due to
students' awareness of socially relative leamed expectations (i.e. paying attention to and
modeling teacher-presented knowledge and attitudes in the quest for high grades).
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Emergent keywords: art and context, aesthetic differences, other voices, multicultural
common ground
43. Authors: Andrea Karpati and Diederik Schonau
Title:

Examining the Dutch/Hungary Final Examination System in Art

Pages:

91-102

Topic:

This article relates the procedures involved in a cooperative effort to

improve the Hungarian final examination in art, in the wake of liberalization of the
govemmentally controlled educational system (1930-s -1989). The authors describe the
highly stmctured art examinations in both Hungary and the Netheriands, then focus on the
positive changes which resulted from Hungarian collaboration with Dutch educators. One
component of the revised exam involved portfolio-styled assessment of studio projects.
Other changes included more local, rather than national, contributions to curriculum and
testing, more specifically Hungarian art in the art history programs, and improved teacher
training to build curriculum development skills. The positive results of this study
contributed to the establishment of a Swedish-Finnish-Spanish-Dutch-Hungarian research
group whose task would be to experiment with a project-based assessment method in
developing a system of examinations suitable for Europe-wide usage.
Emergent keywords: multicultural collaboration, curriculum, assessment
44. Reviewer: Elizabeth Hoffman
Tide:

Book Review: Celebrating Pluralism: Art, Education, and Cultural

Diversity by F. Graeme Chalmers
Pages:

103-105

Topic:

This book, published by the Getty Institute, seems to the reviewer to be a

kind of attempt to blend DB AE and social reconstmctionist art education. But Hoffman
views the two philosophical stances as mutually exclusive. She defines social
reconstmctionist theory as being built upon self-determining strategies that reject
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established institutions which have upheld a value system beneficial to maintaining the
status quo. While DBAE proponents have embraced multiculturalism in recent years, the
"master works" approach to the study of art remains pervasive. The book is intended to be
a resource for helping teachers develop multicultural content in art classrooms, and
Hoffman recommends it as such, but cautions educators to facilitate fomms for other
voices to be heard without speaking/or others.
Emergent keywords: art and context, multicultural understanding, professional
development
45. Book Review Author F. Graeme Chalmers' (above) response to the review:
Page:

106

Topic: Chalmers re-emphasizes his personal approach to art and art theory as a process of
looking for commonalities while celebrating pluralism. Since he is committed to
multiculturalism as a moral imperative, Chalmers' claims that his text was intended to
infuse an awareness of social reconstmction theory into DBAE since DBAE is a system
which seems to be working well for so many educators today.
Emergent keywords: multicultural understanding, professional development
46. Reviewer: Adrienne Hoard
Title:

Book Review: Voices of Color: Art and Society in the Americas, Phoebe

Farris-Dufrene, editor
Pages:

107-114

Topic:

The reviewer describes this edited book as a collection of essays which

examine places of comfort and conflict in the changing worid of multicultural, multiethnic
education. The author/artists are each concemed with those who interact widiin the global
worid of art, and how we view ourselves, individually and collectively. The spiritual
connection of artists to their work is an important theme among the essays, as are unique
representations of "othemess" in the author/artists' experiences. Hoard defines othemess as
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a respectful, relational attitude towards any man, woman, or child irrespective of difference
in appearance from oneself Socially negative definitions of othemess perpetuate attitudes
of prejudice, suspicion, and racism. The authors explore varied conceptions of what it
means to be American, and they call for an emphasis on critical social context in art. Artists
must assume responsibility for informing society of current practices which are in need of
revision for a better future. In this book, other voices speak for themselves.
Emergent keywords: multicultural worid views, other voices, art and context, art and
spirituality, art and culture
47. Introduction, Photographs, & Interviews:
Title:

Abhijit Varde

Daughters of Maharashtra: Portraits of Women Who are Building
Maharashtra

Pages:

115-134

Topic:

This article presents narrative excerpts from the Daughters of Maharashtra

book project in which the author interviewed 71 extraordinary women who have
contributed to positive social progress in India, and as such, are positive role models for
young Indian girls. All the women featured in this excerpt improved the quality of their
lives and the lives of others in their communities or country. The narrative format of the
book allows these women's voices to be heard, speaking for themselves.
Emergent keywords: cross-cultural narratives, feminist issues
JMCRAE (14) - 1996
Issue Theme: Social and Cultural Forms of Expression
48. Author:

June King McFee

Tide:

Interdisciplinary and Intemational Trends in Multicultural Art Education

Pages:

6-18

Topic:

Two world trends today which affect multicultural art education are the

common, worldwide pool of information available on the Intemet and the deep desire to
preserve cultural or sub-cultural identities. In order for art to become a viable avenue for
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cross-cultural understanding, art educators must work to discourage misinterpretation of art
from culture to culture. A difficult aspect of culture for students and teachers to leam is that
everyone is culture bound, or takes for granted ways of thinking and valuing which color
reactions to cross-cultural art or other cultural expressions. Art educators must critically
examine their own cultural orientations, and discern and address those of their students.
Foundational fields of multicultural art education include: the study of die cultural roots
and culture changes overtimeof a people's art; the effects of cultural confluence;
multicultural study of perception, cognition, leaming, and creativity; and theories of
leaming, curriculum development, teaching strategies, and evaluation as adapted to cultural
differences among children. The main goal of multicultural education is to help students
live in changing multicultural societies, respecting their own culture and its art as they leam
to respect others' culture and art.
Emergent keywords: art and context, multicultural understanding, professional
development
49. Author:

Dipti Desai

Title:

Multicultural Art Education and the Social Reality of Race: A Historical
Perspective

Pages:

19-39

Topic:

Desai traces art education's historical role in unconsciously supporting

mainstream U.S. racial ideologies through the early 1970's. She systematically reveals
discriminatory rhetoric and social actions instigated by the dominant, white, Anglo-Saxon
formulators of democracy which maintained the marginalization of all odier races while
promoting American nationalism and equal opportunities for all. For example, the
development of formalist theory during the Progressive Movement was applauded because
it could be applied to art of any origin, supporting a worid view that art was something
diverse cultures have in common. What formalist theory actually did was remove context
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from cultural expressions, conceivably negating the legitimacy for other cultures to be
heard and understood. Desai cautions today's art educators who continue to define the
concept of multiculturalism to be critically aware and confront inequalities.
Emergent keywords: art and context, art and culture, critical evaluation, multicultural art
education, professional development
50. Author:

Charies R. Garoian

Tide:

Performance Art: Repositioning the Body in Postmodem Art Education

Pages:

40-57

Topic:

Garoian characterizes performance art teaching as a new pedagogy in art

education, citing other scholars who are similarly oriented, such as Clifford, McLaren,
Taussig, and Ulmer. This pedagogy replaces object-making with idea and process as the
guiding forces of art. Performance art is community-based rather than culturally
autonomous, and the concept of an audience/viewer is replaced by collaboration and
involvement. Multiple voices, multiple realities, and discourse replace artist-centered
expression using traditional artistic media. Garoian describes six documented art teaching
models ~ the Beaux Arts tradition, vocational training, arts and crafts, the Bauhaus, the
child-centered approach, and DBAE ~ as representative of westem European art historical
and cultural developments, and consequently, inappropriate methodologies for postmodem
times. Garoian's pedagogy contributes to the discipline's ongoing re-formation of
democratic values as being inclusive of every race, gender, culture, and class, and
dominated by none
Emergent keywords: performance art, art education pedagogy, collaboration,
multiculturalism, professional development
51. Author:

Lorrie Blair

Title:

Toward Understanding Art and Protestant Fundamentalists in the Public
Schools
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Pages:

58-65

Topic:

Blair presents her understanding of Protestant Fundamentalist doctrine for

the benefit of other art educators who may lack knowledge in this area. Her concern arises
from incidents in which parents of fundamentalist students openly disapproved of
curriculum content deemed offensive, and children were removed from public school
classrooms, accordingly. Blair includes excerpts from interviews with nine Fundamentalist
artists to convey a sense of a Fundamentalist aesthetic. She cautions art educators about
censorship issues which can arise in an art classroom, and she recommends that art
teachers become aware of student religious beliefs and encourage students to bring their
individual perspectives to discussions in the art classroom.
Emergent keywords: multicultural understanding, art and context, censorship,
professional development
52. Author:

Christine Ballengee Morris

Title:

Seminal Seeds and Hybrids: Colonialism and Mountain Cultural Arts in
West Virginia

Pages:

66-79

Topic:

Morris exposes state and federal govemmental marketing of Mountain

cultural arts in West Virginia to be colonizational in nature and detrimental to preserving the
authenticity of Mountain cultural arts. Three institutions appear to be more motivated by
economic gain than by any sense of historical preservation or accuracy. Artists are
instmcted to make changes to increase the marketability of their art. Consequently,
Mountain culture is inaccurately portrayed in state educational settings. Morris recommends
that Mountain cultural artists themselves must commit to political action to resist domination
by the colonial institutions. Self-determination and assertive voices are needed; and
effective art education would be a valuable tool in an artist-motivated effort to rescue
Mountain cultural arts from the negative effects of colonization.
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Emergent keywords: other voices, colonization, authentic art and culture, art and context
53. Author:

Deborah Smith-Shank

Title:

Microethnography of a Grateful Dead Event: American Subculture
Aesthetics

Pages:

80-91

Topic:

The author describes the art and culture of "Deadheads" whom she observed

by briefly immersing herself in this folk sub-culture whose members gather to attend
Grateful Dead concerts. The concerts are always accompanied by a selling event featuring
vendors from among the culture who travel from city to city, selling hand-made artifacts,
before and after each show. Smith-Shank described the "store" function as having the
aesthetic feel of a pseudo-medieval fair. She encourages the study of this kind of art which
is integral to the process of living, serving to identify, unite, and celebrate a culture.
Emergent keywords: art and culture, art and context, other voices
54. Author:

Harriet Walker

Tide:

What Interviews with African American Artists Indicate About the
Significance of Community Consciousness in Music and Visual Arts

Pages:

92-103

Topic:

Walker's investigation of the social and cultural influences on three artists in

an African-American community (New Orleans) provides a model for art teachers seeking
to involve students in multicultural content. In addition to researching the remnants of
artistic and musical culture which were preserved by African-Americans in the bondage
period of their American history. Walker interviewed two artists and one musician in search
of aesthetic properties and cultural similarities and differences among art works and artists.
Through the artists' narratives, she discovered that art was appreciated and talent was
encouraged in each artist's home. Music played a part in both visual artists' work, either as
a theme, as background inspiration, or as accompaniment for visual improvisation. She
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also found that a sense of participation with the audience/viewer was of primary importance
for all three artists, and that all three were social activists and positive role models for
community children.
Emergent keywords: art and context, multicultural voices, art and social activism,
professional development
55. Authors: Bill Zuk & Robert Dalton
Title:

Cross-currents: Tradition and Innovation in Circumpolar Art

Pages:

104-113

Topic:

These authors study the perspectives of aboriginal peoples in the

circumpolar regions of the world. Through depicting and describing contemporary art
works by an Alaskin Yupik and a Canadian Inuk artist, Zuk and Dalton illustrate how
traditional imagery manifests as an important cultural foundation. Yet innovative elements
are also present in the art works which indicate a positive revitalization of culture. The
authors note that art educators most frequentiy look to the past when selecting multicultural
art content for classroom use. This article reminds educators that contemporary forms of
indigenous material culture serve to illustrate valuable concepts of change.
Emergent keywords: art and context, indigenous culture, multicultural education,
professional development
56. Author:

Carol Jeffers

Title:

Pluralist and Pragmatist Views of Multiculturalism: Creating an Interface

Pages:

114-122

Topic:

Jeffers discusses commonly held views on multiculturalism, the most

popular educational approach discussed in contemporary education literature. These views
include the promotion of social justice and equal opportunity for all people, the strength and
value of cultural diversity, and the equal distribution of power among all ethnic groups.
Concepts of cultural understanding tend to overiap widi multiculturalism. Jeffers cautions
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that attempts to enact pluralist goals can mask a hidden agenda to maintain the status quo by
favoring cultural (anthropological) content over issues of social stratification. In dialogues
with preservice elementary teachers, Jeffers notes the extremely practical, or pragmatic,
nature of their questions regarding implementation of multicultural teaching and curriculum
strategies. She analyzed her students' concems and determined that issues involving the
range, specificity, and achievability of pluralist goals are fueling the pragmatic concems.
Jeffers refers to the gap between theory and practice in multicultural art education and
concludes that usable strategies for teachers do not exist. Art educators and practitioners
must work to refine and ground multicultural theory, which must be informed by practice.
Emergent keywords: multicultural education strategies, pluralism, professional
development
JMCRAE (13)-1995
Issue Theme: Indigenous People. Art, and Place
57. Author:

Alexander Alland

Tide:

From Folk to Pop and Back Again: Musings on the Survival and
Transformation of Local and Indigenous Art

Pages:

9-20

Topic:

Allandfirstconsiders four different concepts which combine to describe the

environment in which art work is produced. The first, and most obvious, is the naturalphysical characteristics of the place in which art work is produced. The second is the
semantic field in which different kinds of art are situated by both the maker of the art and
by art world critics and consumers of art. Alland emphasizes the need to eliminate the term
"primitive" from the modem vocabulary of aesthetic studies, rooted as it is in late-19th and
early-20th century eurocentric anthropological terminology. Third is the definition of the
local cultural environment in which an art work is produced; and fourth is a concept Alland
refers to as the environment of interaction. This refers to the direct and indirect relations
existing between the producers of art sold beyond its place of origin and the martketplace in
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which it is sold. Alland describes the connotation for the descriptor authentic as related to
the kind of scarcity which escalates the price of art or cultural products. He accuses the
mainstream art worid of appropriating art from other cultures by framing objects as art
which have been removed from a context of use and performance. In the second half of the
article, Alland discusses ways in which Westem materials and ideas were adopted and
adapted by native Inuit artists and aboriginal Australians as they stmggled with cultural and
aesthetic demands as well as the culture of their buying public. Westem intervention
frequently occurred (and occurs today) in the guise of economic development. The outcome
of these cottage industry processes is art which synthesizes the old and the new.
Emergent keywords: art and context, indigenous cultures, historical Westem art worid
attitudes
58. Authors: Lois Petrovich-Mwaniki and Themina Kaderbhai
Title:

The Traditional Arts of Kenya as Reflected in School Art Textbooks

Pages:

21-31

Topic:

The authors surveyed a sample of newly produced school art textbooks

used in Kenya to discover if one aim of the newly written art curriculum was addressed: to
instill in students an understanding of their past and present cultural heritage and its valid
place in contemporary society. The researchers discovered that the material in the texts,
except for some references to a specific artwork's cultural context, was clearly Westem in
orientation; and a Westem perspective cannot provide the necessary understanding for
viewing indigenous art. The scope of the curriculum permitted only a cursory look at
traditional African arts and crafts. The authors recommend that a more critical approach to
non-Westem aesthetics be taught at the university and teacher training institutions, and that
Kenyan primary and secondary art teachers reconsider not only the revised curriculum
content but their traditional teaching and leaming methods, as well.
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Emergent keywords: art and context, art and indigenous cultures, professional
development
59. Authors: Anthony Scott, Don Kmg, and Patricia Stuhr
Title:

A Conversation About Translating the Indigenous Story

Pages:

32-48

Topic:

This article developed in response to conversations held at the United States

Society for Education through Art (USSEA) 1994 conference entitled Indigenous People,
Art, and Place: Interactions of Culture and Environment in Contemporary Life. In the first
part of the article, the authors address complexities associated with the term indigenous as it
relates to art education research practices. The authors emphasize the importance of
perceiving how writers use and ascribe meaning to the word indigenous. In researching
and discussing art from indigenous cultures, scholars should indicate how meanings are
relationally formed, socially constmcted, and historically situated. Romanticized, exotic,
and otherwise misinformed meanings associated with different lifestyles no longer suffice
as definitions, and oppressive practices, such as colonialism, must be avoided. Lived
experience is the connection between people and a sense of place, so indigenous peoples
must be allowed and encouraged to speak for themselves. In the remainder of the article,
the authors describe a Welsh cultural festival called Eisteddfod to help frame considerations
of the terms indigenous, authenticity and cultural translation. The Eisteddfod is held in
various locations in the United States and other non-Welsh locales. The authenticity of the
annual festival is problematic because, as a tradition, it was invented in 1819 by one man
seeking to help preserve Welsh language and cultural identity. However, the festival has
enabled those of Welsh descent to transmit essential values of Welsh culture and to
maintain a separate cultural identity. In the final section of the article, the authors focus on
the problem of speaking for others, or cultural translation. The authors suggest that critical
methods need to be developed to allow researchers to write and teach sensitively, more
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from the position of student rather than master. They believe that multiple perspectives on a
culture rather than any singular viewpoint are required in accounts which aspire to
authenticity.
Emergent keywords: art and context, art and place, indigenous voices, authenticity,
cultural translation, professional development
60. Author:

L. Bendy Spang

Title:

The Process of Self Definition Within the Native North American Art
Movement

Pages:

49-66

Topic:

The author describes the contemporary Native North American Art

movement as a group of Native artists, curators, and critics who have organized in order to
bring Native voices to the forefront of making, exhibiting, and translating. Native
American art. Spang criticizes non-Native scholars with Westem eurocentric viewpoints for
producing almost all of the existing, inaccurate critical writing about Native arts. He
attributes this false information about Native culture and arts to die errant anthropological
methodologies employed by outsiders who mistakenly viewed Native culture as "primitive"
and "dying out." The ethnocentric, colonialist-based history of Native art and culture is not
acceptable to the very-much-alive members of Native groups today. Of primary concem is
an imperative for viewers to understand Native art in the context within which it is created.
The National Museum of the American Indian (NMAI) in New York is a new organization
which strives to provide a fomm for Native-generated interpretation of Native art and
cultural heritage. Spang encourages art educators to seek the Native voice in classroom
considerations of Native art and culture.
Emergent keywords: authentic voices, art and context, Native American art and culture,
professional development
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61. Author:

Mary Stokrocki

Title:

Patterning Navajo Art Skills, Basic Schema, and Arrangements

Pages:

67-77

Topic:

In this article, the author describes her research on cultural patterning in a

Navaho primary art class taught by a Navaho instmctor. Stokrocki observed young
children leaming how to make identical paintbmsh strokes to depict a horse in the Navaho
way. She observed pottery lessons wherein the teacher placed his hands over the student's
hands to teach fine points of control. She perceived the conformity with which the
instmctor taught weaving skills and woodcarved patterning. Throughout Stokrocki's 3year, microethnographic study on a Navaho reservation, she noted the distinct difference
between the teaching strategies of Navaho and Anglo art instmctors. Children in the more
traditional, mral areas of the reservation preferred the explicit, sequenced nature of
instmction which sharpened skills in re-creating traditional schema. Children closer to
urban areas who were exposed to more contemporary forms of art did not accommodate
such step-by-step instmction as readily. The term ocy-evolution is used to describe new or
unique cultural patterns that emerge after contact with another culture. This concept
includes changes in art works which occur in order to accommodate other-culture market
tastes. Stokrocki suggests that art educators observe students closely to determine
individual leaming styles and subcultural pattems which every student possesses. Teachers
must then select appropriate teaching devices to match individual leaming styles. The
author characterizes her research as promoting dialogue between Anglo and Navajo art
teachers.
Emergent keywords: cultural patterning, Navaho art, ocy-evolution, professional
development
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62. Author:

Lynn M. Hart

Title:

Taking the Next Step: Terminology, Meaning and Cultural Context in
Multicultural Art Education

Pages:

78-84

Topic:

The content for this article developed out of discussions held during an

invitational panel presentation at the 1994 USSEA conference. Hart presents her ideas
regarding the object-context debate in art, promoting concem for context as central to
understanding works of art and to the concept of multicultural art education. Hart's view
that art from all cultures is most authentically understood and translated by voices from
within that culture is antithetical to an aesthetic preference for viewing art works as objects,
distinct from any context, as prescribed by some art historians, art critics, and museum
curators. Hart is concemed with the role which terminology plays amid the object-context
debate. She defines multiculturalism as the opposite of ethnocentricity, and she notes the
problem with using certain terms such as traditional, modem, and indigenous when
discussing non-Westem art. Using contemporary Canadian-First Nations art as an
example. Hart wonders if new terms are needed to describe art produced by indigenous
cultures who incorporate both traditional and modem elements in single art works. She
leaves the answers to this question open for further discussion among the joumal readers.
Emergent keywords: multicultural terminology. First Nations art, indigenous culture, other
voices, professional development
63. Authors:

Anna M. Kindler and Bemard Darras

Title:

Young Children's Understanding of the Nature and Acquisition of Drawing
Skills: A Cross-cultural Study

Pages:

85-100

Topic:

This article presents results from a cross-cultural study exploring young

Canadian and French children's conceptions of the nature and modes of acquisition of
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drawing skills. The study contributes to the literature on die role of attitudes and beliefs in
influencing behavior (drawing). The researchers used a stmctured interview technique to
obtain data from the eighty three-to-six-year-old participants. Thefivecategories for the
research concems were: (1) children's beliefs in regard to their self-assessment of drawing
abilities, (2) children's assessment of drawing abilities of others, (3) children's conceptions
of the mode of acquisition of drawing skills, (4) children's notions about the rationale for
drawing and their perceptions of adults' participation in drawing, and (5) children's
understanding of the value and importance of drawing in their lives. The researchers
observed some distinct cross-cultural differences, and suggested that since many responses
were shared by large proportions of children, that the shared views were reflective not just
of personal opinion, but represented socially constmcted views. These researchers'
observations of children's background knowledge and beliefs regarding selected visual
literacy concepts should prove useful in developing curriculum and teaching approaches for
the designated age levels.
Emergent keywords: children's beliefs and attitudes, visual literacy, curriculum theory
64. Author:

Sven B. Andersson

Title:

Local Conventions in Children's Drawings: A Comparative Study in Three
Cultures

Pages:

101-112

Topic:

This article describes a cross-cultural study, involving 232 grade five

students, which identified local conventions in drawings from two African and one
Swedish cultural setting. Some observed local drawing conventions challenge the
representational model for drawing ability development which claims that all children strive
for iconic realism and equivalence of form. Due to the manifestation of socio-cultural ideas
in African children's drawings, this study provides evidence that the representational model
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is not universally applicable. Andersson asks joumal readers to join him in considering a
sociocultural developmental model of children's drawing abilities.
Emergent keywords: multiculturalism, cross-cultural children's drawings, drawing
development theories, professional development
65. Reviewer: Sarah Chatterton Hendrick
Title:

Book review: Many Voices, Many Opportunities: Cultural Pluralism &

American Arts Policy by Clement Alexander Price
Pages:

113-114

Topic:

Noting the failure of the melting pot model of inclusion in the United States,

Price presents arguments for cultural pluralism as a replacement for the ethnocentric bias
which has historically guided American cultural policies. Part of Price's monograph
includes proposals for facilitating more pluralistic arts policies, such as annual seminars on
diversity in the arts, papers published on diversity issues, and the development of a policy
center on diversity. Central to Price's viewpoint as a professor of American and AfricanAmerican history is the recognition that social class more than culture is what unites and
divides individuals. Hendrick recommends Price's work to faculty and students of art
administration, art education, and fine arts, and to employees of federal, state, and local
arts agencies who seek a deeper understanding of the connections that exits between race,
class, gender, and culture.
Emergent keywords: cultural pluralism, diversity, social reconstmction
66. Reviewer: Carol S. Jeffers
Title:

Installation review: Making a Mural, Blending Art and the Politics of

Culture
Pages:

115-116

Topic:

The author of this review is an art education faculty member in the Art

department of a large, urban, Califomia university. She describes an interactive installation
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she devised for inclusion in a departmental faculty art exhibit. The postmodem piece
included a taped recording of a series from National Public Radio titled, American Culture
Wars: The Search for Common Ground. The author/artist also wrote this title at the top
and bottom of a largely blank, white mural board. The only other graphics on the board
were stylized male and female figures constmcted of white, yellow, brown, red, and black
hyphens pinned to the board. The hyphenatedfigurescarried signs that read, IrishAmerican, African-American, Asian-American, and Mexican-American. Jeffers placed
markers, pushpins and additional cut-paper hyphens on classroom desks in front of the
mural, and posted an artist's statement which encouraged viewer participation and dialogue
regarding the search for common cultural ground. The mural installation successfully
attracted multicultural dialogue. Several references to Proposition 187, California's voter
initiative denying state services to illegal immigrants, appeared on the mural, as did
references to oppression of other social groups such as women and gays. The mural itself
became a place of common ground, where individuals from a variety of races and cultures
came together to express themselves.
Emergent keywords: cultural pluralism, multicultural expression and dialogue,
professional development

142

APPENDIX B
JOUIUS[AL ARTICLE EMERGENT KEYWORD
WORK SHEET

143

Joumal of Social Theory in Art Education
(1998, 1997, and 1995/96)
Emergent Keywords for 36 Entries
feminist theory, art and context
art and context cultural understanding, professional development
community, other voices, issues of class
community, art and context, other voices
community, art and context, professional development
SSl'et^^^^^^^
'^"'"^^^ ^'^^^' ^^^^^ - - ^ ' - ^ ^ - 1 representation,
cultural visibility, politics of representation, other voices, technology and image
production, professional development
cultural visibility, politics of representation, gender inequality, professional development
conimumty cultural repression, art and context, other voices, cultural history and form,
professional development
racisni, multicultural art education, art and context, other voices, professional development
art and context, art and sexual orientation, homophobia, other voices, cultural power
stmctures, professional development
cultural exchange, peace process, art and context, other voices, professional development
multicultural education, art and context, cultural identity, other voices, professional
development
perception and cultural/spatial/temporal context, art and context, other voices
multiculturalism, professional development
healing, art and context, other voices, art and place
other voices, prisons as a social reconstmctionist issue
global unity, art and context, multicultural education
technology, aesthetics, art and context, multicultural education, other voices, professional
development
art and technology, interdisciplinary art, professional development
gender, class, race, culture, critical perception, art and context
art and context, other voices, spirituality
world peace, cross-cultural collaboration, other voices, social action, professional
development
multicultural social awareness, other voices, social action, collaboration, professional
development
social action/equality, other voices
cancer, other voices, multicultural common ground
world peace, multicultural common ground, collaboration vs. domination
world peace, multicultural common ground
social inequality, other voices
community revitalization, empowerment, other voices
environment, compassion for the homeless, multicultural collaboration/common ground,
professional development
art and context, discrimination against women, professional development
feminism, cultural power, politics of representation, professional development
feminism, collaboration, professional development
postmodem art, art and context, cultural borders, pluralism
multicultural understanding, art and context, feminism
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Joumal of Multicultural and Cross-cultural Research in Art Education
(1997, 1996, and 1995)
Emergent Keywords for 30 Entries
cultural history, women's issues, other voices, multicultural understanding, professional
development
cultural history, colonial strategy, multicultural understanding, professional development
cultural history, multicultural awareness
multicultural art, indigenous cultural values, art and socio-political context, colonial
oppression, women's textile art, aesthetics and nature
art and context, other voices/prisoners, professional development
art and context, aesthetic differences, other voices, multicultural common ground
multicultural collaboration, curriculum, assessment
art and context, multicultural understanding, professional development
multicultural understanding, professional development
multicultural world views, other voices, art and context, art and spirituality, art and culture
cross-cultural narratives, feminist issues
art and context, multicultural understanding, professional development
art and context, art and culture, critical evaluation, multicultural art education, professional
development
performance art, art education pedagogy, collaboration, multiculturalism, professional
development
multicultural understanding, art and context, censorship, professional development
other voices, colonization, authentic art and culture, art and context
art and culture, art and context, other voices
art and context, multicultural voices, art and social activism, professional development
art and context, indigenous culture, multicultural education, professional development
multicultural education strategies, pluralism, professional development
art and context, indigenous cultures, historical Westem art world attitudes
art and context, art and indigenous cultures, professional development
art and context, art and place, indigenous voices, authenticity, cultural translation,
professional development
authentic voices, art and context. Native American art and culture, professional
development
cultural patteming, Navaho art, ocy-evolution, professional development
multicultural terminology. First Nations art, indigenous culture, other voices, professional
development
children's beliefs and attitudes, visual literacy, curriculum theory
multiculturalism, cross-cultural children's drawings, drawing development theories,
professional development
cultural pluralism, diversity
cultural pluralism, multicultural expression and dialogue, professional development
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Table C. 1

Institutions Included in the Survey of
19 Mid-sized, PubHc Universities

Institution

Abbr.

Appalachian State University
Baylor University
Califomia State University - Chico
Califomia State University - Fresno
College of Charleston
Indiana University of Pennsylvania
James Madison University
Middle Tennessee State University
Old Dominion University
State Univ. of NY, Binghampton
Towson State University
University of Delaware
University of North Dakota
University of Northern Iowa
University of Oregon
University of Rhode Island
University of Virginia
Virginia Commonwealth University
Westem Washington University

ASU
BU
CSUC
CSUF
CC
lUP
JMU
MTSU
ODU
SUNYB
TSU
UD
UND
UNI
UO
URI
UVA
VCU
WWU

Enrollment (to nearest 1000;
based on 1997-98 counts)
12,000
12,000
14,000
18,000
10,000
13,000
14,000
18,000
14,000
12,000
13,000
14,000
12,000
13,000
17,000
12,000
18,000
20,000
11,000

Note: The sample group included (a) the study's Virginia host site, (b) three
additional public, mid-sized, in-state universities, and (c) 15 out-of-state,
public, mid-sized, universities.
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Visual Arts Course Requirements. Descriptions.
and Content Analysis Summaries
Note: Entries containing words or concepts related to social reconstmction theory are
marked with an asterisk (*). Of the 201 entries, 20 contained evidence of social theory
themes.
Out-of-state Institutions
Appalachian State University (ASU)
Requirements: From among six divisions, art courses are included in just one.
Humanities. Four courses must be selected from among three disciplines (19 courses)
including English, French, German, Latin, Religion or Spanish; At least one literature
course must be selected. One fine arts course must be selected from among 20 courses in
art, dance, music or theatre. Five of the 20 courses are art courses.
Courses:
ART 2011. Art Introduction. Analysis of selected examples of architecture, sculpture,
painting, crafts, and industrial design in relation to their historic time and need. Three hours
lecture.
ART 2012. Humanities: Arts and Ideas I. A course which concentrates on the interplay of
art, music, dance, theatre, philosophy and religion in the ancient through medieval cultures
and their influences as manifested in other centuries. Lecture three hours.
ART 2013. Humanities: Arts and Ideas n. A course which concentrates on the interplay of
art, music, dance, theatre, philosophy and religion in contemporary culture. Lecture three
hours.
ART 2030. Prehistory Through Medieval Art. A survey of painting, sculpture, and
architecture from prehistoric times through the fourteenth century. Sophomore standing or
consent of the instmctor.
ART 3030. Renaissance Through Contemporary Art. A survey of painting, sculpture, and
architecture from the fifteenth century to the present. Sophomore standing or consent of the
instmctor.
Summary: No studio art courses are offered. Three courses target non-art majors only. Art
is not a required course, but must be selected from among 20 options in art, dance, music
and theatre. Art History courses limited to surveys.
Baylor University (BU)
Requirements: For a B.A. degree, the eight core categories include Fine Arts. For the Fine
Arts requirement, one course is required from each of three areas selected from among
eight areas: Art, Family and Consumer Sciences, Journalism, Latin, Music, Speech
Communication, Telecommunication and Theatre Arts. The art course selections number
three among the 19 courses in the Fine Arts area.
149

Courses:
ART 1200. Art Appreciation (for non-art-majors only). (No description in catalog.)
ART 2302. History of Art I. Architecture, sculpture, painting, and the minor arts in relation
to styles and culture pattems from prehistoric times to ca. A.D. 1400.
ART 2303. History of Art EI. Architecture, sculpture, painting, and the minor arts in
relation to styles and culture pattems from A.D. 1400 to the present time.
Summary: No studio art courses are offered. One course for non-art majors. Art is not a
required course, but must be selected from among 19 course options in eight disciplines.
Art History course selections limited to surveys.
Califomia State University - Chico (CSUC)
Requirements: Three-division program stmcture: Core, Breadth, and Upper-Division
Thematic requirements. Breadth categories are: Natural Sciences, The Physical Universe,
Life Forms, Mathematical Concepts, Arts and Humanities, Behavioral and Social Sciences,
and Lifelong Examing. The arts and humanities area requirement is the selection of one
course from each of three categories: (1) The Arts, (2) Languages and Literature, and (3)
Philosophies, Ideas and Major Figures. The arts category is comprised of 20 courses, six
of which are art courses, including one computer-assisted art course taught in a computer
department. One art history course is included in the extensive thematic requirements
division. CSUC also has a non-Westem studies course requirement of 3 credits, which I
am counting as a general education requirement since all students are required to fulfill this
requirement. 5 art history courses are included in the 72 non-Westem courses.
Arts and Humanities Courses:
Art 1 A. Art History Survey. Survey of the major visual arts of the Ancient World through
the Middle Ages.
Art IB. Art History Survey. Survey of the major visual arts of the Renaissance and the
Modem World.
Art 2A. Far Eastem Art Survey. Survey of the major visual arts of India, China, and Japan
from the prehistoric to the nineteenth-century period. An emphasis on the traditional
Buddhist, Taoist, and Shinto arts.
Art 2B. Survey of Arts of the Americas, Oceania, and Africa. A survey of visual arts,
including Pre-Columbian, Post-Columbian, Native American, Islamic, and African. These
arts will be placed in their historical, social, and religious contexts.
Art 4. Visual Literacy in Art. An illustrated lecture course designed to fulfill General
Education C-1 requirements in the basic study of visual elements and concepts related to the
arts.
*CSCI 40. Computer-Assisted Art. Introduction to computer graphics and art. Using the
computer as a tool for the creation of static and animated images. Basic instmction in
design and color relationships. Research reports from current graphics publications. 1.0
hour discussion, 4.0 hours activity.
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Upper-Division Thematic Requirement Courses:
Theme L: Roots and Branches of Modernism:
Art 197. The Avant-Garde in the 20th Century. Using innovative and often startling
methods, nineteenth- and twentieth-century artists have extended the traditional boundaries
of their disciplines. This team-taught, interdisciplinary course explores the nature of the
ever-changing avant-garde in art and music, with an emphasis on how artists such as Cage,
Cezanne, Duchamp, Glass, Stravinsky, and Warhol have dealt with time/space, time/place,
and social commentary. Happenings, events that seem to negate the very foundations of
traditional arts disciplines, will be explored.
Non-Westem Studies Courses:
Art 2A. Far Eastem Art Survey, (description above)
Art 2B. Survey of Arts of the Americas, Oceania, and Africa, (description above)
Art 242A. Pre-Columbian Mexican Art. A survey of Pre-Columbian arts and cultures of
formative, classical, and post-classical MesoAmerica up to the Conquest, including the
Olmec Mother Culture, Teotihuacan, Zapotec, Mixtec, Classic Gulf Coast, Toltec, Maya,
Aztec, their belief systems, and early post-Cortesian codices fusing with European art
forms. A survey of sites: La Venta, Palenque, Monte Alben, Mitla, Chichen Itza, Tula, and
the recentiy excavated Aztec temples of Hummingbird-on-the-E^ft and Tlaloc, the Rain
God.
Art 244. Chinese and Japanese Art. In-depth study of Chinese and Japanese visual arts
(architecture, painting, sculpture, and other fine arts such as ceramics and woodblock
prints) from the pre-historic to the nineteenth-century period.
Art 248. African Art. An investigation of the arts and cultures of the African continent, with
major emphasis upon the Negroid peoples south of the Sahara, the medieval kingdoms of
the Sudan and the rain forest cultures and great civilizations of Ife, Benin, and the Congo,
the sculpture, painting, body art, architecture, music, dance, belief systems, aural tradition
of folklore, and reciprocal influences with other continents will be considered.
Summary: One studio course is included in gen ed: a computer art course offered in a
computer science department. One "new content" course is offered: a visual literacy,
"illustrated lecture" course for non-art majors.
Califomia State University - Fresno (CSUF)
Requirements: Interesting three-phase curriculum with core, breadth, and capstone
courses. Art is situated in the breadth area, in two categories: Personal Life and Growth
and Fine Arts. In the first category, seven studio art courses compete with 28 other courses
in the following disciplines: Child and Family Studies, Dance, Drama, English,
Gerontology, Health Science, Industrial Engineering, Music, Nutrition, Physical
Education, Psychology, Recreation and Leisure Studies and Speech. One art theory course
and 2 art history survey courses in the Fine Arts division compete with eight courses in 6
disciplines: African American Studies, Chicano and Latin American Studies, Dance, Drama
and Music. Three art history courses are included in the capstone cluster courses. Two
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courses in a single cluster must be selected after 56 credit hours have been completed.
There are 89 courses in 29 cluster selections.
Personal Life and Growth Courses:
Art 13. Design. Exploration of basic art concepts through two- and three-dimensional
design problems.
Art 20. Drawing. Introductory experiences in drawing using observation, imagination, and
expressive means.
Art 30. Photography. Basic theoretical and practical aspects of black and white
photography as an art form.
Art 40. Painting. An introduction to concepts, materials, and processes in contemporary
painting with an emphasis on individual creative exploration.
Art 50. Sculpture. Introductory exploration of creative expression of ideas and aesthetic
concepts through sculptural form.
Art 60. Beginning Ceramics. A survey of ceramic materials and their functions in the arts.
Covers basic studio practices in the handbuilding processes, glazing and throwing on the
potter's wheel.
Art 70. Crafts. Exploration of traditional craft media, primarily using natural materials.
Students develop their expressive abilities as they transform traditional imagery and
processes into contemporary art forms. Field trips to various museums and galleries are an
important aspect of the course.
Fine Arts Courses:
Art 1. Art Forms. An introduction to art/seeing and appreciating the visual world around
us.
Art History 10. The Ancient and Primitive World. An introductory survey of the arts of the
prehistoric and primitive realms through the mid-14th century.
Art Elistory 11. The Modem World. An introductory survey of Westem art from the
Renaissance through the 19th century.
Capstone Cluster Courses:
Ancient Pem:
Art H 175. Pre-Columbian Art - The Andes. Andean cultures from Chavin through Inca.
The Church and the Court:
Art H 122. Northern Renaissance. Painting and sculpture from the Netheriands, France
and Germany between 1300 - 1550.
The Renaissance:
Art H 120. Italian Renaissance. Artisdc revival of classical antiquity in Italy between 1300 1550.
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Summary: Studio courses are included in the gen ed offerings. Visual art is not required
There are 122 courses students may select besides the 13 art and art history courses in the
categories above. No courses with the newer types of content are offered.
College of Charleston (CC)
Requirements: 12 semester hours must be completed from within six disciplines, with no
more than six semester hours in any one: (1) British or American literature; (2) Any foreign
literature; (3) Art history, music, and theatre (excluding courses in studio art, and the
practice and performance of music and theatre); (4) History; (5) Philosophy; and (6)
Religious Studies.
Courses:
ARTH 101: History of Art from Prehistoric to Renaissance. A combined visual and
historical survey of Westem art from prehistoric to Renaissance times. The techniques,
forms, and expressive content of painting, sculpture, and architecture will be studied within
the context of the cultural environment which produced them.
ARTH 102: History of Art from Renaissance through Modem. A combined visual and
historical survey of Westem art from Renaissance through Modem times. Painting,
sculpture, and architecture will be analyzed in terms of technique, form, and expressive
content, as well as studied within the context of the historical environment in which they
were produced.
ARTH 103: History of Asian Art. An introduction to the visual arts of Asia, with an
emphasis on India, China, and Japan. The techniques, forms, and expressive content of
architecture, sculpture, and painting will be studied within the context of the cultural
environment which produced them.
ARTH 230. Introduction to Historic Preservation. An introduction to the history and
contemporary practice of historic preservation in the U.S. The course includes a survey of
the content and context of the heritage to be preserved and examines current preservation
practice in preserving buildings, landscapes and material culture. Issues related to
archeology, architectural history, social history and community planning will be covered.
ARTH 245. Introduction to Architecture. A survey of the history of Westem architecture
that will analyze architecture in terms of function, stmcture, form, and cultural and
historical context.
ARTH 250. American Art. A survey of American architecture, sculpture, and painting from
Colonial times to the present, with an emphasis on the relationships of American art to
European art, and of American artists to their public. Prereq: ARTH 102 recommended.
ARTH 260. Addlestone Seminar on the Arts and Culture of the Lowcountry. Topics related
to Lowcountry arts and culture will be presented by selected guest lecturers. Topic may
include Charleston Architecture, Historic Preservation Planning, Garden and Landscape
Architecture, etc. Maymester.
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ARTH 290. Selected Topics in Art History. Special topics of broad geographical or
chronological areas of art history such as Pre-Columbian art, art of Islam, African art, etc.
May be repeated for credit with differing topics.
Summary: No studio art included. No courses just for non-art majors. Visual art is not
required, but must be selected from a wide offering of courses.
Indiana University of Pennsylvania (lUP)
Requirements: In the Fine Arts category, one course is required from among four options:
Introduction to Art or Music or Theater or Dance. Three courses are required in a category
tided, "Liberal Studies Electives." Four Art History courses are listed in this category,
among a total of 94 courses.
Fine Arts Course:
*AH 101. Introduction to Art. Designed to introduce the student to the significance of art as
related to contemporary living and our historical heritage.
Liberal Studies Electives:
AH 205. Ancient to Medieval Art. Study of art from prehistoric times to the Middle Ages.
Man's artistic development is seen in relation to political, social, economic, and religious
events.
AH 206. Renaissance to Baroque Art. Study of art from the Renaissance to the Baroque in
light of the historical events which affect man's artistic impulses and development.
ART 211. Modem Art. A survey of the revolutionary movements which began about 1850.
Concludes with trends in contemporary arts.
ART 222. American Art. Surveys American art and its relation to the development of
American ideas and ideals.
Summary: No studio art courses among selections. One course is targeted for non-art
majors. The only art history selections are surveys. Visual art is not required, but must be
selected from among four introductory courses in art, music, theater and dance.
Middle Tennessee State University (MTSU)
Requirements: Gen Ed requirements are arranged in five categories, one of which is
Humanities and Fine Art. Students must choose one of eight course options from the
disciplines of art, history, music, philosophy and theatre. There is only one art option.
Course:
*ART 390. Orientation to Art. An introduction to art stmcture and styles of art;
relationships between past ideas and current trends.
Summary: An art course is not required for the gen ed program; it must be selected from
among 8 options. There is only one visual art gen ed course. The MTSU art and art history
course offerings are quite extensive, but the non-art majors are limited to the one course.
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State University of New York - Binghampton (SUNYB)
Requirements: The gen ed program is arranged into five major categories: Language and
Communication, Creating a Global Vision, Science and Mathematics, Aesthetic Perspective
and Physical Activity/Wellness. Only 4 credits under Aesthetic Perspective are required.
Gen ed courses at SUNYB are not listed in the gen ed section of the catalog; rather,
identifying letters accompany course listings in the schedule of classes. So, I obtained the
studio art course listings directiy from the Art secretary (schedule of classes unavailable on
the web). In speaking with the Art History secretary, she claimed that the art history gen ed
courses change by the semester, depending on who is teaching what. So I have listed only
the art history courses which she identified as "always" being gen ed choices. Some art
history courses are included in the Global Vision category, as well, but I was unable to
identify them with authenticity.
Studio Art Courses:
ARTS 131. Sculpture I. Basic problems in three-dimensional nonrepresentational form
related to understanding of aesthetic and technical demands of sculptural media and
expression.
ARTS 141. Introduction to Painting. Classic problems in painting, concentrating on form,
color, space, with related subject matter: still life, landscape, and figure. Individual
instmction based on student's experience and needs. Materials and preparation of
canvases.
ARTS 171. Drawing I. Introduction to practice of drawing for serious students. Drawing
as working and thinking: series of open-ended interrelated problems dealing with seeing,
visual language, vocabulary, organization, and necessary technical skills. Basic problems
in drawing, intensifying perception and comprehension of form, space, line, volume,
texture, stmcture, movement, composition. Instmction in use of various drawing materials
and processes as means of personal investigation, understanding, and expression in
relation to aspects of landscape, figure, and still life.
ARTS 231. Sculpture II - Figure. Work from the human figure with armature and
plastilene. Leaming the stmcture of the human form and developing figure images from the
model. Daily critiques. Prereq: ARTS 131.
ARTS 241. Painting II. Stmctured to more experienced painting student, who is
encouraged to be experimental, and search for more personal expression through painting.
Problems in painting: various painting media, including some examination of historical
examples and techniques. Prereq: ARTS 141.
ARTS 271. Intermediate Drawing. Problems in drawing. Various drawing media: some
examination of historical examples and techniques. Prereq: ARTS 171.
ARTS 272. Life Drawing. Drawing from figure (model) in varied media, to develop a
stmctural understanding of the figure. Using the figure as expressive vehicle. Prereq:
ARTS 171.
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Art History Courses:
Aesthetic Perspective:
ARTH 101. Introduction to Art. Understanding major developments, stmctures, and
institutions of the history of art. Lectures, with discussion sections. Required of majors.
ARTH 103. Introduction to Architecture. Understanding built environments: space,
stmctures, settlements, landscapes; major monuments and contemporary issues.
ARTH 275. Building the Atlantic Worid: Architecture and Urbanism of the First Global
Era, c. 1500-1800. Concemed with architecture, including the making of cities and
designed landscapes, in Europe and the Americas from the 15th to the 18th centuries. Main
focus on developments involving both sides of the Adantic, linked by the infamous
"triangular trade." Will consider the impact of New Eastem and Chinese ideas, architectural
idioms, and technologies in the "West," especially France and England.
ARTH 280. History of Photography. Introduction to problems in theory, analysis, and
history of photography. Nature of camera apparatus and photographic meaning;
development of photography as the basis of a picture industry; growth of photographic
records and documentary evidence, recent emergence of new forms of critical practice.
Woven into course is study of the institutional and discursive orders in which
photographies function and produce meaning.
ARTH 281. A-Z. Topics in Art History. Intensive study of particular themes and problems
announced in advance.
Global Vision:
ARTH 242. Northern Renaissance Master Painters. Oil painUng originated in the eariy 15th
century in the South Netheriands. Exploration of artistic and broader cultural phenomena
that led to the development of painted panel, its fate and its diverse messages.
Summarv: Visual art is not a requirement, and I could not tell how many other classes are
available in the same category as art. Bizarre catalog organizational decision, not to list gen
ed courses anywhere but in the schedules of classes. Studio art courses included; no
courses for non-art majors only.
Towson State University (TSU)
Requirements: The gen ed program at TSU contains two major categories, (I.) Skills for
Liberal Leaming and (II.) Contexts for Liberal Leaming. Visual art courses are included in
five of the 14 sub-categories:
LB.
IE
li B 1
lie 1
II.D'. *

Using Information Effectively (1 of 13 course options)
Creativity and Creative Development (6 of 13 options)
American Experience: Arts and Humanities (2 of 14 options)
Westem Heritage: Arts and Humanities (4 of 39 options)
Global Awareness: Non-Westem Cultures, Traditions, Issues (4 ot 39
options)
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Each student must take one approved course in each subcategory (except for H A 1ScenUftc Inquiry - two courses in two different disciplines). Students may enrc^in no

Course option for I.R:
* ART 100. Using Visual Information Effectively. Accessing, analyzing, and organizing
visual information, including intemet research and Web Page design. ^'
^
^
Course options for I.R:
ART 102 Design for Non-Art Majors. Creative process through two-dimensional art
theory and concepts. Studio application, lectures, research problems.
ART 106. Drawing for Non-Art Majors. Creative process through drawing. Studio
application, lectures, demonstrations, and research problems.
ART 107. Ceramics for Non-Art Majors. Creative process through the creation of
ceramics. Studio application, demonstrations, critiques and research problems.
ART. 109. Sculpture for Non-Art Majors. Creative process through sculpture. Studio
application, lectures, demonstrations, research problems.
ART 113. Painting for Non-Art Majors. Creative process through painting. Studio
application, lectures, demonstrations, and research problems.
ART 126. Fabric Design for Non-Art Majors. A study of design elements and principles
using various textile techniques such as embroidery, applique, quilting and dyeing.
Course options for II.B.I.:
ART 115. American Traditions in Painting. Diverse trends in American Painting. Lecture,
demonstration, studio experiences, museum visits, guest speakers.
*ARTH 113. Myths and Stories in American Art. Myths, stories, folk tales, and narratives
depicted through American Art.
Course options for II.C.I.:
ARTH 109. Art and the Human Body. Depictions of the human body in Westem art.
ARTH 207. Honors Seminar in Art History. Specific historical period/movement or artist,
with presentations, critiques, directed readings, and a research paper. (Not open to students
who have successfully completed ART 207 'Honors Seminar in Art History'.)
Prerequisite: Honors college students with special permit.
ARTH 221. Survey of Westem Art I. Prehistoric to Medieval Art. (Not open to students
who have successfully completed ART 221 'Prehistoric to Medieval Art'.)
ARTH 222. Survey of Westem Art II. Renaissance to modem art. (Not open to students
who have successfully completed ART 222 'Renaissance to Modem Art'.)
Course options for II.D.:
*ARTH 105. Art in Culture. Forms of art in relation to worid culture. (Not open to
students who have successfully completed ART 105 'Art in Culture'.)
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f n d ™ - ' ^ ' " ' ' ' ' ^ ' ' ' " ^ ^ ' " ^ ^^^^""^- ^^^^'^ id^^S' subjects and motifs across time
oflSSS^^^^^^^^

^^- ^ ^ " - ^ - ^ - ^^ ^^^ Amencas, Afnca,

f'rt^.T wfthfn ! J ^ T ^ ^ " ^ " ^ ^" Non-Westem Art. Specific historical period/movement or
r T s e t ^ nap^^^^ non-western tradition with presentations, critiques, directed readings, and
S m n m ^ : A student may take up to three (or more if both ART and ARTH prefixes are
selected) or no visual arts courses in fulfilling gen ed requirements. iTart or^^ h^^^^^^^^
a^ ma^r. 1 Z r e ^ H ^ ' T ^ T °^ T''''' '^'^'^ ^'^' ^^^^g^"^^- ^^^ studio courses for non^ W H M.
? ^ ^ Z^^' '?^^.'^'''" °^ ^ h^s^^^ ^ou^ses beyond the basic survey is
offered. New content may be included, however I can't tell without the syllabi.
University of Delaware (UD)
Requirements: The visual arts are included in Group A of the College Breadth
Requirements, "Analysis and appreciation of the creative arts and humanities." Students
must select 4 3-credit courses from at least two departments, from among 107 courses
One non-studio art and five art history courses are included in Group A. UD also has a 3
credit multicultural requirement, and one art (with studio content), two art conservadon
and 12 art history courses are available for selection from among over 200 courses.
Breadth Courses:
*Art 315. Issues in Contemporary Art. Examination of current issues of content and form;
developments in technology; and social, political and cultural issues affecting contemporary
visual art and artists. Prereq: completion of 62 credit hours.
ARTH 150. Monuments and Methods in the History of Art. Painting, sculpture and
architecture studied as artistic and cultural expressions of their times. Emphasis on selected
major artists, monuments and methods of analysis.
ARTH 151. Myth, Religion, and Art. An introduction to the study of mythical and
religious images, types, attributes and symbols on a comparative basis from many ages
throughout the world. Includes archetypal images, such as the Great Mother, the Great
Father, the hero, images with supematural powers and satirical images.
ARTH 152. Design and Expression in the Visual Arts. An introducdon to visual analysis of
painting, sculpture and architecture. Principles of two- and three-dimensional design,
spatial composition, color and technical methods used by artists to create emotional and
aesthetic effects. Examples chosen from a variety of periods and places.
ARTH 161. Art in East and West. Similarities and differences between works of art typical
of Asian and Westem traditions and examination of their points of contact, emphasizing
such themes as nature, humanity and the divine, world of the mler, religious art and private
art.
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ARTH 162. EEistory of Architecture. Major buildings and architects from the ancient world
to the present. Elements of architectural design and the influence of social, economic,
political,religiousand technological factors on the art of building. Architecture as cultural
expression.
Multicultural Courses:
*ART 274: Common Threads: Multicultural Survey of Fiber Processes. In nonwestem
cultures, basic life sustaining necessities, e.g., food preparation, clothing, spiritual and/or
actual shelter often involve textile processes which find actual, symbolical, and
transformational meaning over time. Studio assignments using weaving, surface design,
and off-loom techniques will probe both process and content.
ARTC 444. Techniques of Cultural Materials: Ceramics and Glass (cross-listed with
ANTH 444 and MSST 444). Nature of raw materials, processing methods, chemistry and
stmcture of finished products, deterioration mechanisms and effects, scientific methods of
analysis, and case studies of ancient and historic ceramic and glass objects from the point
of view of technology, aesthetics and function. Case studies from a wide variety of cultural
traditions.
ARTC 445. Techniques of Cultural Materials: Metals (cross-listed with ANTH 445 and
MSST 445). Nature of raw materials, processing methods, chemistry and stmcture of
finished products, deterioration mechanisms and effects, scientific methods of analysis,
and case studies of ancient and historic metal objects from the point of view of technology,
aesthetics and functions. Case studies from a wide variety of cultural traditions.
ARTH 155. Asian Art. Introduction to the artistic traditions of China, Japan, India, Korea
and Southeast Asia. Emphasis on historical, religious and social context. Focus on the arts
of Buddhism; also considers Hindu, Confucian, Taoist and other localized religions and
cultural influences on the visual arts.
ARTH 161. Art in East and West, (description above)
ARTH 209. Early Medieval Art: 200-1000 A.D. Painting, sculpture and architecture in
Europe and the Near East. Surveys the earliest Christian art as well as Byzantine, Eariy
Islamic, Anglo-Saxon and Carolingian art.
ARTH 233. Art of China. Survey of the arts of China from Neolithic times to the 20th
century. Discussions center on such phenomena as Confucian thought and political art, the
importation of Buddhist beliefs and their Chinese expressions, and the search for harmony
with the natural world.
ARTH 234. Art of Japan. Survey of the art of Japan from Neolithic times to the 20th
century. Emphasis on the interaction between imported ideas and native sensibilities, the
development of Buddhist imagery and the influence of literature, drama and political change
on the visual arts.
ARTH 235. Art of India. Survey of the art of Indian Asia from the prehistoric culture of the
Indus Valley through the development of Buddhist, Hindu and Islamic religious stmctures
and imagery. Emphasizes the interrelationships of philosophical, religious and aesthetic
concepts in shaping Indian art and the spread of Indie culture.
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ARTH 236. The Arts of Islam. Survey of architecture, painting, ceramics and metalwork
of Islam in Westem and Southern Asia, Islamic Africa and the Iberian peninsula. Also
treats influences of Islamic design on the arts of Judaeo-Christian Europe and the rich
secular cultures thatflourishedin Moslem nations.
ARTH 237. Art of Tibet. Survey of Tibetan art including sculpture, paintings, textiles,
jewelry, ritual objects, architecture, and ephemeral art. Emphasis on relationship of art to
religious and philosophical tenets of Buddhist and Bon-po traditions; development of
regional styles in Tibet; and artistic connections to northern India, Nepal, and China.
* ARTH 240. Women in Art (cross-listed with WOMS 242). Analyzes the depiction of
women in art from pre-history to the present in the light of recent feminist studies. Topics
have been arranged to correspond with particular periods in history. Each class includes a
brief discussion of women artists and their works.
ARTH 321. History of Afro-American Art (cross-listed with BAMS 320). Review and
study of major artistic movements and works by Afro-American artists from the early
American colonialtimesto the Harlem renaissance era to the present. (Prereq: ART 150)
* ARTH 422. Folk and Outsider Art. Focuses on the traditional and popular arts of the
United States. Topics covered include colonial Pennsylvania German decorative arts,
Victorian Welsh gravestones, African-American textile and basketry crafts, and
contemporary Inuit graphic arts. Discussions and research will focus on the relationship of
folk arts to questions of ethnicity, class, popular culture, and community aesthetics.
ARTH 457. Survey of African Art (cross-listed with ANTH 457). Major African art styles,
their interrelationships, the context of usage and the meanings of African artworks.
Summary: A visual arts course is not a requirement, but must be selected. No courses for
non-art majors only. Studio art content in three courses, two of which are art conservation
courses. A student may select up to five art and art history courses, using cross-listed
course prefixes.
University of North Dakota (UND)
Requirements: The gen ed program has two major areas, Cross-Disciplinary Abilities and
Disciplinary Abilities. The Disciplinary Abilities area includes The Behavioral and Social
Sciences; Mathematics, Sciences and Technology; and Arts and Humanities. The Arts and
Humanities category includes 15 disciplines. Besides Fine Arts and Visual Arts, the
category includes Education and Human Development; English; History; Honors;
Humanities; Indian Studies; Industrial Technology; Languages; Music; Philosophy;
Political Science; Religion; and Theatre Arts. Students must meet a 9-hour minimum, and
courses must be taken in a minimum of 2 departments. Besides the one fine arts course and
10 visual arts courses, there are 101 other courses in the category.
Fine Arts Course:
FA 150. Introduction to Fine Arts. Preparatory presentations and discussion sessions
combined with attendance at a variety of campus arts events to provide understanding and
appreciation of thefinearts and their importance to the individual and the community.
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Visual Arts Courses:
Key: @ = Maximum total of 3 credits from these courses may be counted toward the gen
ed requirement in the Arts and Humanities area.
@ VA 100. Introduction to Sculpture. Introduction for non-majors to sculptural materials,
process and concepts.
*@VA 110. Introduction to the Understanding of Art. Films, original works, slides,
discussions, demonstrations. Stmcture and meaning of visual art forms as revealed through
the analysis of psychological, sociological and philosophical applications of art media.
@VA 120. Introduction to Drawing and Color Materials. Introduction for non-art majors to
drawing and color media and techniques. Includes working from still-lifes, models, and
landscapes.
@VA 130. Drawing I. Form, proportion, composition, and perspective covering a wide
range of media and subject; experimentation in line and color quality;figurework.
@VA 131. Drawing II. A continuation of the skills and concepts developed in Drawing I.
(Prereq: VA 140)
@VA 151. Introduction to Ceramics. Introduction for non-majors to basic handforming
processes and glazing techniques. Clay and firing processes are leamed through lecture,
discussions, demonstrations, and readings.
@VA 173. Design I: Two-Dimensional Design. Basic concepts of 2-dimensional design as
they apply to the fine and applied arts are leamed through projects with various media,
black and white and color.
VA 210. Art History Survey: Paleolithic to Renaissance. A survey of westem art from
Paleolithic to the Renaissance.
VA 211. Art EEistory Survey: Renaissance to Present. A survey of westem art from
Renaissance to the present.
@VA 260. Slide Photography. A non-darkroom oriented class in slide photography
emphasizing the aesthetic design and compositional aspects of this artistic medium.
Summary: Visual art is not required, but must be selected. One interdisciplinary course is
included in the Arts & Humanities category. Seven studio art courses are included in this
category, three for non-art majors only. No "new content" courses are offered.
University of Northem Iowa (UNI)
Requirements: The gen ed program contains six categories, one of which is Fine Arts,
Literature, Philosophy and Religion. Students must complete 6 hours in this category, 3
credits in each of two sub-categories. Fine Arts; and Literature, Philosophy, or Religion.
There are two visual arts courses, two music courses and one each of dance and theatre.
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Courses:
(Art) 600:002. Visual Inventions. A studio course: experiences in critical responses to die
visual arts through an active involvement with various creative processes and media and
through the study of the relationship of the visual arts to other fields of human endeavor.
(Art) 600.004. Visual Perceptions. A lecture course: experiences in critical responses to the
visual arts through the analyses of artworks and artistic processes and the relationship of
the visual arts to other fields of human endeavor.
Summary: Visual arts is a required course, and students may select one of two visual arts
courses. The two courses are for non-art majors only: 1 studio and 1 lecture course.
University of Oregon (UO)
Requirernents: UO has both group requirements and a multicultural requirement for all
bachelor's degree candidates. The group requirements are selected from three categories:
Arts and letters, social science, and science. Bachelor of arts, fine arts, and science degree
seekers must complete 16 credits in each group category; Bachelor of architecture,
education, interior architecture, landscape architecture, and music degree seekers must
complete 12 credits in each group category. Six credit hours fulfill the multicultural
requirement for all, or one course from two of the following categories: (A) American
Cultures; (B) Identity, Pluralism, and Tolerance; and (C) Intemational Cultures. Many
visual arts courses are represented in the Arts and letters group requirement category, and
in all three categories of the multicultural requirement.
Arts and Letters Group Requirement Courses:
*ART 180. Introduction to Visual Inquiry I. Studio seminar increases awareness of the
meaning and value of visual experience. Basic visualization processes; giving form to ideas
and perceptions; reflecting on their meaning.
ART 181. Introduction to Visual Inquiry II. Exploration of drawing and thinking skills as
applied to a number of subject areas. Study of graphic systems used by artists and
designers.
*AAD 250. Art and Human Values. Addresses fundamental aesthetic theory and practice
questions resulting from viewing art as a powerful communicator of social and cultural
values. Values, rights, and responsibilities of the contemporary visual environment.
*AAD 251. The Arts and Visual Literacy. Explores ways in which physical, perceptual,
affective, and cognitive modes of leaming interact when viewing, interpreting, and
assessing designed visual information within sociocultural contexts.
*AAD 252. Art and Gender. Addresses sociocultural factors influencing roles of women
and men in arts disciplines. Examines underlying social stmctures that affect how we
define art and artists.
ARH 204, 205, 206. History of Westem Art I, II, III. Historical survey of the visual arts.
Selected works of painting, sculpture, architecture, and other arts studied in relation to the
cultures producing them. 204: ancient. 205: medieval to early Renaissance. 206:
Renaissance to modem.
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ARH 207. History of Indian Art. Historical survey of the visual arts of India. Selected
works of painting, sculpture, architecture, and other arts studied in relation to the culture in
which they were produced.
ARR 208. History of Chinese Art. Historical survey of the visual arts of China. Selected
works of painting, sculpture, architecture, and other arts studied in relation to the culture in
which they were produced.
ARH 209. EEistory of Japanese Art. EEistorical survey of the visual arts of Japan. Selected
works of painting, sculpture, architecture, and other arts studied in relation to the culture in
which they were produced.
ARH 314, 315. EEistory of Westem Architecture I, II. Survey of architectural
developments in the West from prehistory to the present. 314: prehistory through Gothic.
315: Renaissance to the present.
ARH 322. Art of Ancient Greece. Introduction to major traditions, functions, and styles of
Greek art from the Bronze Age through the Archaic to the Classical and Hellenistic periods.
ARH 323. Art of Ancient Rome. Introduction to major traditions, functions, and styles of
the art of ancient Italy and the Roman Empire, from the Etmscans through the Republic to
the art of Constantine the Great.
ARH 348. Rome in Age of Bemini. (listing/description not on website course list)
ARH 349. History of Prints. Westem printmaking, from the 15th century to the present,
focused on major artists (Durer, Rembrandt, Goya, Johns). Development of print media;
changing goals of printmakers.
ARH 351. 19th-century Art. Introduction to artistic movements in Europe from 1780 to
1900 including neoclassicism, romanticism, realism, and impressionism.
ARH 352. 20th-century Art. Introduction to artistic movements in painting, sculpture, and
graphics from postimpressionism (1900s) to the present.
ARH 358. History of Design, (listing/description not on website course list)
ARH 359. History of Photography. Photography from early 19th century to the present,
aesthetics of the medium, its relationship to painting and the graphic arts, and its social
role.
ARH 360. American Art. Survey of major developments in American painting and
sculpture. May include special emphasis on the creation of a national identity, regionalism,
and the impact of technology.
ARH 381. Nomadic Art of Eurasia. Art of the Scytho-Siberian nomads and its relation to
the art of Greece, the ancient Near East, and China, 7th to 2nd centuries B.C.
ARH 382. Art of the Silk Route, (listing/description not on website course list)
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ARH 394, 395, 396. Japanese Art I, II, III. Major types and periods of Buddhist art and
architecture in Japan. Includes painting, sculpture, gardens, monastic buildings and plans,
ritual implements, and calligraphy. 394: Paleolithic to 10th century. 395: 10th to 16th
centuries. 396: 16th to 20th centuries. ARH 209 recommended.
ARH 397. Japanese Buddhist Art. Major types and periods of Buddhist art and architecture
in Japan. Includes painting, sculpture, gardens, monastic buildings and land, ritual
implements, and calligraphy. Emphasizes form and function. Prereq: ARH 209 or 394 or
395 or 396 or instmctor's consent.
Multicultural Requirement Courses:
A. American Cultures:
ARH 360. American Art. (description above)
*ARH 463/563. Native American Architecture. General examination of building traditions
among native peoples of North America. Explores cosmological symbolism, building
techniques, materials, settlements, and influences of culture and climate.
B. Identity. Pluralism, and Tolerance:
AAD 250. Art and Human Values, (description above)
AAD 251. The Arts and Visual Literacy, (description above)
AAD 252. Art and Gender, (description above)
*AAD 452. Women and Their Art. Examines the role of women in art from the Middle
Ages through the 20th century. Focuses on existing social, political, and aesthetic
conditions for women. Offered only during summer session.
C. Intemational Cultures:
ARH 207. EEistory of Indian Art. (description above)
ARH 208. EEistory of Chinese Art. (description above)
ARH 209. EEistory of Japanese Art. (description above)
ARH 381. Nomadic Art of Eurasia, (description above)
ARH 382. Art of the Silk Route, (description above)
ARH 384, 385, 386. Chinese Art I, II, III. The major Chinese arts, including bronzes,
sculpture, painting, and architecture, from the Shang through the Ching dynasties.
ARH 387. Chinese Buddhist Art. Graded only. Introduction to selective aspects of the
history of Buddhist art in China. Emphasis on sculpture and painting.
ARH 389. Art and Politics in 20th-century China. Introduction to changing political
situations and the effect of politics and ideology on art from 1900 to ca. 1982.
*ARH 391, 392. Art of the Pacific Islands I, II. Art and architecture of the Pacific Islands
considered in terms of style and as vehicles of social and religious expression. 391:
Melanesia. 392: Polynesia and Micronesia.
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ARH 394, 395, 396. Japanese Art I, II, HI. (description above)
ARH 397. Japanese Buddhist Art. (description above)
'fj^'^^^To j " " ^-^'"^^^ ^'^- t'^^P^^l Topics vary from year to year. Prereq: ARH
208, ARH 384 or 386 or instmctor's consent.
J
J
j
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AlOi 488 Japanese Prints. Major thematic, technological, and artistic developments of the
woodblock pnnt in Japan as part of the cultural, social, and political pattems of the times.
Prereq: ARH 209 or 394 or 395 or instmctor's consent.
ARH 490. Islamic Art and Architecture. Examines the formation of Islamic art and its
development from the 7th century to the mid-13th century (Mongol Conquest). Prereq:
ARH 205 or instructor's consent.
ARH 494. Problems in Japanese Art: [Topic] Changing topics in Japanese art. Prereq:
ARH 209 or 394 or 395 or 396 or instmctor's consent.
Sununary: Two courses with studio content included in gen ed selections. Many art history
selections. Four courses with "new" content: Art and Human Values, The Arts and Visual
Literacy, Art and Gender, and Women and Their Art. No courses for non-art majors only.
University of Rhode Island (URI)
Requirements: 3 credits in Fine Arts, in courses related to the historical and critical study of
the arts. Sixty-two courses in other disciplines "compete" with the selection of one of the
seven art studio and eight art history courses in the Fine Arts area.
Courses:
ART 101. Two-Dimensional Studio I. Exploration of principles of visual organization
relating primarily to formulations on the two-dimensional surface by means of fundamental
studies and assignments in studio techniques.
ART 103. Three-Dimensional Studio I. Introduction to problems in three-dimensional
organization. Observations from objects with discussion and application to simple mold
and casting techniques. Introduction to the use of basic materials, clay, plaster, and wood.
ART 203. Color. Visual perception of color and manipulation of light as they pertain to
two- or three-dimensional formulations.
ART 207. Drawing I. Visual perception and observation, using nature stmctures, drawing
from live models, still life, and landscape; exercises in basic drawing techniques and
principles.
ART 215. Filmmaking I. Introduction to basic filmmaking techniques and theory.
Emphasis on film as a visual art. Required projects and readings.
ART 231. Printmaking I. Introduction to intaglio and lithographic processes, with an
emphasis on image development and workshop procedures. Prereq: 101, 207 or
permission of the instmctor.
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ART 233. Relief Printing and Typography I. Introduction to basic elements of graphic
design; letter forms, their relationship to the page and to the image. Various traditional and
modem reproduction techniques, workshop practice in typesetting and layout. Prereq: 101
or permission of chairperson.
ARH 120. Introduction to Art. Fundamental principles of the visual arts, evolution of
styles and conceptions through the ages in different forms of creative expression.
ARH 251. Introduction to History of Art. The development of architecture, sculpture, and
painting from prehistory through the Middle Ages.
ARH 252. Introduction to History of Art. The development of architecture, sculpture, and
painting from the early Renaissance to the present.
ARH 284. Introductory Topics in Architectural EEistory. Consideration of the history of
architecture and city planning through surveys of selected periods and themes.
* ARH 285. Women in Art. Survey of images of women throughout the history of art in
Europe and America; investigation of the roles of women as patrons and artists in art
history.
ARH 359. Baroque Art. Developments in painting, sculpture, and architecture in Italy and
northem Europe from 1600 to 1750.
ARH 364. American Art. Painting, sculpture, and architecture from their origins in the
seventeenth century to the present; emphasis on the nineteenth century.
ARH 374. Topics in Film. Explores the social, historical, and aesthetic development of the
cinema from 1895 to the present. Lectures and required film screenings.
Summary: 7 studio art courses as options. One course for non-art majors only. One course
with "new content": Women in Art. Visual art is not required, but must be selected.
Westem Washington University (WWU)
Requirements: Students must select a minimum of 20 credits from among 13 disciplines
(art and art history considered separate). The 20 credits are chosen from among 48 (plus
any European or Russian foreign language course numbered 200 and above and involving
actual instmction in the foreign language) three, four, orfive-creditcourses in art, art
history, classical studies, dance, English, foreign languages, history, journalism, liberal
studies, music, philosophy, political science and theatre arts. One art course and three art
history selections are included in the group.
Courses:
*ART 190. Visual Dialogue. This course is a required component of the foundation (for art
majors). Art pre-majors are advised to take Art 190 concurrent with Art 101, 120 or 130.
Introduction to the processes, materials, vocabulary and expressive means used in art.
Concepts of content, significance and cultural interrelationships of art.
AH 220. Survey of Westem Art History I. Issues and topics in ancient and medieval art.
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AH 230. Survey of Westem Art EEistory n. Issues and topics in art, 15th - 18th centuries.
AH 240. Survey of Westem Art History IH. Issues and topics in 19th- and 20th-century
visual representation.
Summary: No courses with studio content available. No courses for non-art majors only.
No Art History selections beyond the survey. No new content courses.

In-state Institutions
James Madison University (JMU)
Requirements: Gen ed is arranged in five major areas: Skills for the 21st Century; Ideas and
Expressive Forms in the Human Community; The Natural Worid; Social and Cultural
Processes; and Individuals in the Human Community. Visual art courses are only included
in Ideas and Expressive Forms in the Human Community. There are three categories in this
area: (1) Transition from Liberal Studies (choose one course from each of three areas:
Historical Foundations [4 options]. The Fine Arts [8 options] and Literature [16 options]);
(2) Arts in Context (Track A: Before 1650; Track B: Since 1650)[Take a history course and
an art history course, then choose a survey of either English Literature or World Literature];
(3) The Greek Experience (no art courses).
Transition from Liberal Studies Courses:
ARTS 101. Introduction to the Fine Arts. This course offers an interdisciplinary approach
to the fine arts disciplines of cinema, dance, music, theater and the visual arts. This course
introduces students to the basic knowledge and perceptual skills necessary for developing
appreciation of each of the fine arts disciplines, revealing both the interrelationships and the
uniqueness of each art form.
ART 200. Art in General Culture. An exploratory courses which aims to develop a nontechnical, general, cultural understanding of the space arts, such as architecture, painting,
sculpture and industrial design. Emphasis is on the contemporary.
Arts in Context Courses:
Track A:
GARH 205B. Survey I: Prehistoric Through Medieval Art. An introduction to the art and
architecture of prehistoric man, the ancient worid (Egypt, Greece and the Roman Empire)
and Europe during the Middle Ages. Style, function and meaning of individual works of art
are discussed.
Track B'
GARH 206B. Survey II: Renaissance Through Modem Art. An introduction to Westem
European art and architecture in the Renaissance, Baroque, Enlightenment, and 19th and
20th centuries. Style, meaning and function of individual works of art are discussed.
Summarv: A visual arts course is not required. In the first option, an interdisciplinary arts
or general art survey course could be selected from among eight options. In the second
option, an art history survey course is required as one of three courses in a "Track." The
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third option does not include art. No studio art courses are offered to gen ed students, and
no new content courses are offered, but ART 200 may include some new content.
Old Dominion University (ODU)
Requirements: (for all majors) 4 credits (3 hours lecture, 1 hour lab) in Fine and
Performing Arts Perspective/one course from among two art, two music, one dance and
one theatre course that meet the fine and performing arts perspective requirement.
Studio Art Course:
ART 122A. Visual Communication. An introduction to essential themes and means of
visual communication in the fine arts with an emphasis on studio experience in drawing and
design fundamentals. Slide lectures, demonstrations, museum visits, critiques of student
work.
Art Historv Course:
ART 121 A. An Introduction to the Visual Arts. An introduction to the purpose, meaning
and concepts of style in the visual arts with an emphasis on the development of analytical
and critical skills and appreciation of creative endeavor. Museum visits, demonstrations,
and other visual assignments.
Summary: Art is not a required course in the gen ed program, but it must be chosen from
between two classes among six options. Both courses are geared toward the non-art major.
Studio art is a gen ed option. Experience with original works of art appears guaranteed by
museum visits.
University of Virginia (UVA)
Requirements: (for Arts & Sciences majors) 6 credits in Humanities/one course from two
of three groups of departments and programs: (a) Literature, (b) Fine Arts or (c) Moral,
Philosophical, and Religious Perspectives. No limits on the type or level of the courses
selected in these areas other than a limit to courses which do not list prerequisites. The Fine
Arts selections include "Art (and Art History), Drama, Music, and Architectural History
courses ARH 100, ARH 101, ARH 102, ARH 150, and ARH 203."
Studio Art Courses:
ARTS 100. Purpose and Practice in Art. In this team taught course, five areas within
contemporary visual art are examined by artists/professors who practice in those areas.
Each presents a series of classes designed to examine the particular concems and
craftsmanship of their art. Each both introduce their field and place that field in a historical
context. Each also presents a workshop in their specialty and students are required to attend
one workshop of their choice. None of the workshops, or the class as a whole, requires
any special skills or previous art experience. (Does not count toward major or minor
credit.)
ARTS 161, 162. Introduction to Drawing I, II. Materials and techniques of drawing,
training in the coordination of hand and eye. Development of visual analysis. Emphasizes
understanding form, space, light and composition.
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* ARTS 222. Digital Media I. A project based introduction to tools and methods of digital
media and a design class which examines how the new tools can contribute to the activity
of the artist.
^
Art Historv Courses:
ARTH 101. EEistory of Art I. The history and interpretation of architecture, sculpture and
painting. Begins with prehistoric art and follows the main stream of Westem civilization to
the end of the medieval period.
ARTH 102. History of Art II. The history and interpretation of architecture, sculpture and
painting from 1400 to the present.
ARTH 202. Tigris to Tiber: Art of the Ancient Worid. A survey of major masterpieces of
painting, sculpture, and architecture from Prehistoric Europe, Mesopotamia, Egypt, the
Aegean, Greece, Rome, Constantinople, and Medieval Europe. Style and subject matter are
studied as languages expressing the values and meanings associated with changing norms
of human personality in relation to the gods, the state, and nature, and as the basis of
aesthetic delight.
ARTH 209. Sacred Sites. Examines the art and architecture of ten religious sites around the
worid focusing on theritual,culture, and history as well as the artistic characteristics of
each site.
ARTH 211. Art of the Ancient Near East and Prehistoric Europe. The art of Mesopotamia,
Egypt, the Aegean, and prehistoric Europe, from the sixth tot he second millennium B.C.
Course examines the emergence of a special role for the arts in ancient religion.
ARTH 213. Greek Art. A view of the painting, sculpture and architecture of the Greeks,
from the Dark Ages through the Hellenistic period. The work of art will be studied against
its social and intellectual background.
ARTH 214. Etmscan and Roman Art. Painting, sculpture and architecture in Italy and the
Roman Empire, from the time of the Etmscans to Constantine the Great, thefirstChristian
emperor. Special emphasis on the political and social role of art in ancient Rome and on the
dissolution of Classical art and the formation of Medieval art.
ARTH 215. Introduction to Classical Archaeology. Introduction to the history, theory and
field techniques of Classical Archaeology. Major sites of the Bronze Age (Troy, Mycenae)
as well as Greek and Roman cities and sanctuaries (such as Athens, Olympia, Pompeii)
illustrate important themes in Greek and Roman culture and the nature of archaeological
data.
ARTH 221. Early Christian and Byzantine Art. Art of the early Church in East and West
and its subsequent development in the East under the aegis of Byzantium. Influence of
theological, liturgical and political factors on the artistic expression of Eastem Christian
spirituality.
ARTH 222. Medieval Art in Westem Europe. The arts in Westem Europe from the
Hibemo-Saxon period up to, and including, the age of the great Gothic cathedrals.
ARTH 231. Italian Renaissance Art. Painting, architecture, and sculpture in Italy from the
close of the Middle Ages through the sixteenth century. Special attention to the work of
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major artists such as Giotto, Donatello, Botticelli, Leonardo, and Michelangelo. Social,
political, and cultural background of the arts is discussed in detail.
ARTH 236. Painting and Graphics of the Fifteenth and Sixteenth Centuries in Northem
Europe. Survey of major developments in painting and graphics in thefifteenthand
sixteenth centunes in the Netheriands and Germany. Rise of Netheriandish naturalism and
the ongins of woodcut and engraving. Effects of humanist taste on sixteenth century
painting as well as the iconographic consequences of the Reformation. Emphasis placed on
the work of major artists such as Van Eyck, Van der Weyden, Durer, Bosch and Bmegel.
ARTH 241. Baroque Art in Europe. Painting, sculpture, and architecture of the seventeenth
century in Italy, the Low Countries, France and Spain. Special attention is given to
Caravaggio, Bemini, Velazquez, Rubens, Rembrandt and Poussin.
ARTH 246. Eighteenth-Century European Art. A survey of European painting and
sculpture from the late Baroque period to Neoclassicism. Emphasis on the artistic careers of
major figures and on the larger social, political and cultural contexts of their work. Artists
include Watteau, Boucher, Fragonard, Chardin, Falconet, Pigalle, Greuze, Batoni,
Rusconi, Hogarth, Gainsborough and Reynolds.
ARTH 251. Nineteenth-Century European Art. Survey of painting and sculpture from the
French Revolution until 1880. Emphasizes artistic careers of major figures and the larger
social, political and cultural contexts of their work. Artists include David, Ingres, Canova,
Constable, Turner, Delacroix, Friedrich, Courbet, Manet, Monet, and Cezanne.
ARTH 253. The Formation of Twentieth Century Art. The forms, concepts and
developments of modem art from the Post-Impressionism and Symbolism until Worid War
I. Emphasis on the Synthetism of Gauguin and his followers, the relationship between the
Symbolist writers and painters at the fin-de-siecle, Fauvism and Matisse, Cubism,
Futurism, German Expressionism and Dada.
ARTH 254. Modemist Art. The forms, concepts and development of modem painting and
sculpture from World War I to the present. Emphasis on representational and abstract art of
the 1920's and 1930's, abstract expressionism, pop art, color field painting, minimal and
idea art, new realism, neo-impressionism and the post-modem.
ARTH 258. American Art. The development of American art in its cultural context from the
seventeenth century to World War EI.
ARTH 261. Buddhist Art From India to Japan. A survey of the Buddhist sculpture,
architecture and painting of India, China and Japan. Consideration will be given to aspects
of history and religious doctrine.
ARTH 280. Art Since 1945. A survey of art production and theory in the U.S. and Europe
since World War II. Relationships between artistic practice and critical theory are stressed
in an examination of movements ranging from Abstract Expressionism to Neo-Geo.
ARTH 313. Art and Poetry in Classical Greece. Major themes in Greek sculpture and
painting of thefifthcentury, including mythological narrative, cult practice, banqueting,
and athletics. In order to view these themes in the context of classical Greek culture, the
course seeks out shared stmctures of response and feeling in contemporary poetry;
readings in translation in Anakreon, Pindar, Aischylos, Sophokles, and Euripides.
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ARTH 315. The Greek City. The Greek city from the Archaic to the Hellenistic period,
with an emphasis on developing concepts of city planning, public buildings and houses,
and the inclusion within the city of works of sculpture and painting.
ARTH 316. Roman Architecture. The history of Roman architecture from the Republic to
the late empire with special emphasis on the evolution of urban architecture in Rome. Also
considered are Roman villas, Roman landscape architecture, the cities of Pompeii and
Ostia, major sites of the Roman provinces, and the architectural and archaeological field
methods used in dealing with ancient architecture.
Architecture Courses:
AR H 100. History of Architecture: Survey. Traces the development of westem
architecture from prehistoric times to the present. The historical context within which this
development occurred is stressed as architecture is studied as a response to, and mirror of
the society which produced it.
AR H 101. History of Architecture: Ancient, Medieval and Early Renaissance. Traces the
development of westem architecture from prehistorictimesinto the Renaissance. The
historical context within which this development occurred is stressed as architecture is
studied as a response to, and mirror of the society which produced it.
AR H 102. History of Architecture: Renaissance to Modem. The history of architecture and
allied arts from 1500 to the present day. The focus is on Europe but the United States is
included. Prereq: AR H 100 or 101.
AR H 150. Thomas Jefferson's Architecture. A survey of Jefferson's architectural world
with special emphasis on the Lawn.
(AR H 102 has a prerequisite and AR H 203 is not listed or described in the catalog, yet
these two courses are included as general education requirement options.)
Summary:
Four studio art, 23 art history, and five architecture courses are included in the art gen ed
options. An art course is not required in the gen ed program, but must be selected from a
large number of courses in three different humanitiesfields:(1) Fine Art, (2) Literature and
(3) Moral, Philosophical, and Religious Perspectives. Newer content is not represented.
There are 32 visual arts courses, two theatre and one music course in the Fine Art category.
Virginia Commonwealth University (VCU)
Requirements: Two major divisions: Skills and Competencies Requirements and Areas of
Inquiry Requirements. Visual and Performing Arts is located under the latter, along with
seven other sub-categories: Ethical Principles; Natural Sciences; Literature; Civilization;
Foreign Language; Human Behavior; and Urban Environment. One course from a list titled
"European Culture and Heritage Courses" is required for the Visual and Performing Arts
category. Two of the 27 options are visual art courses, the two halves of the typical
westem art survey course.
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Courses:
ARH 103,104. Survey of Westem Art. Semester courses; 3 lecture hours. First semester:
Prehistoric through Gothic. Second semester: Italian Renaissance through Modem.
Illustrated lectures.
Summarv: For a university with a renowned art school and theatre program, and a doctoral
program in art history, it is surprising that gen ed students may only choose the art history
survey course. No courses for non-art majors only; no studio courses in gen ed.
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rts &Visual Literacy
Vi/uol

ConlcKtx

Viewe

July 20 - August 13,1998
Second Summer Session
11a.m.-12:50p.m.»MUWH
249
Hall
o k e r Dr.Office hours: MW 1:00-2:00 p.m.
Email:
.edu
Office phone: (541)346-2078 at 262 lA

An underiying premise of the course is that Interpretation of visual
information is directly affected by what we know and believe, and by
the physical, psychological, and socio-cultural surroundings in which
we encounter Images. We will use a dynamic visual model as a tool
for investigating the influence of various contexts of viewer, maker,
and art object that affect interpretation of visual information.
This course Is unique In that theory is taught experientially. Course
content includes: the formation of art attitudes, definitions of art or
aesthetic theories, obstacles to perception, visual vocabulary, politics
of display and representation, diverse critical models for interpreting
art, and Issues of power displayed through images. Students explore
their own assumptions, values, and definitions of art through activities that reveal their beliefs.

PoilfMby
MwyLnnboti

Course Requiremanta & Grading (basad on 90-100%A; 80-89%B; ate.):
30% Two Projects (Stiil-life Symbolism & Politics of Display)
36% In-class partictpation in activities
20% Two reading responses
15% Rnal essay exam
Raquirad Raadlnga:
1. Barrett, Teny. (1994). Criticizing
art! Understanding the contemtx?rafv.
Mountain View: Mayfield Publication.
(200 pages) ISBN 1-55934-147-5
(paper) $16.95. (Available at UO
AAD 251. Arts & Visual Literacy
Bookstore)
CRN 41007-04 credits
2. Reading Packet at UO Bookstore
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251: CRN 41007: 4 credits • Arts & Visual Literacy
July 20 - August 13,1998 •
11a.m.-12:50 p.m. • Rm. 249 LA
Dr.
Visiting Asst. Professor of Art
COURSE
Week One:
Monday, July 20

OUTLINE:

Course Orientation: What is Visual Literacy?
Introduction
Drawing Differences
Concepts: Diverse modes of visual communication
Assignment: (1) Bring 2 objects to class on July 21. One that you consider art
and one that you do not consider art. (2) Bring the reading packet and the
Barrett text to each class. (3) Complete the student questionnaire and bring it
to class on Tues., July 21.

Tuesday, July 21

Aesthetics: Assumptions about Art & Artist (bring 2 objects)
Art/not activity
Categoriea of Art Kitsch & other 'arf categories denoting a societal value
system
Concepts: Aesthetics as a social construction
Aesthetic Debates: What is art? When is something art?
What visual phenonmena do you respond to, take-for-granted, or ignore?
Assignment:
1. For 7/22 read Barrett, pages 101-108.
2. For 7/22 read packet: John Berger. Wavs of Seein? (packet)
3. Use the chair handout given on 7/21 to categorize chairs & select 'besT due 7/22.

Wednesday, July 22

Formation of Art Attitudes, Obstacles to Perception, & Censorship
"Mindsets" or ways of thinking/knowing & obstacles to perception
Discuss Qanstt reading: pages 101-108 {AppraisaJs, Reasons, & Criteria) and
QssSiSaL'i Ways of Seeing.
Gender Factors in Interpreting Images
Daninedin the USA - video on censorship
Concepts: Aesthetic criteria: Expressbnism, Formalism, Imitationalism (Realism),
Instrumentalism, & Other Censorship; Obstacles to Perception
Assignment: For Thurs., 7 ^ read:
(1) Read visual vocabulary section in packet including M. Johnson article.
(2) Read Kissick. J. (1993). Art Context and CriHcism in packet which
includes: (page #s refer to original source, not the packet)
The Power of Images, pp. 16-20
Viewing Art as Language, pp. 21-22
Art & Its Codes, pp. 23-24
The Changing Face of Quality, pp. 25-26
The Good, the Bad. and the Ugly, p. 27
Making Amends, p. 28.
(3) Read Barrett pages 22-25.

Thursday, July 23

Visual Vocabulary Game
Bring your reading packet to class.
Concepts: Elements and principles of art based in European traditior\s.
Conceptual differences in visual vocabulary when discussing non-European
traditions of art or newer media such as computer art.
Assignment: For Monday, 7/27 read BanstL pages 1 -21 and 109-117 and
complete reading response #1 on Berger, Barrett & Kissick.

175

Week Two:
Monday, July 27

Historical and Critical Approaches to Interpretinq Visual Art:
Discuss Barrett pages 1-21 on "about art critk^snf and 109-117 on Iheoiy
and an criticism,'' with a focus on 'Vodemist aesthetics and criticism.'
Concepts: Chinese Taoist painting, synchronistk: "field thinking" /cyclical
thinking, metaphoric interpretations, Modernism
Asaignment:
(1) For 7/28 read Barrett, pages 71-78 on Principles of Interpretatwn and 2644 on selecting inforrruation to help understand the art.

Tuesday, July 28

Historical & Critical Interpretations of Selected Vlaual Art:
Applying the Fekiman/Mittler art critk:ism modal (using Banett pgs. 45-101).
Discuss SaostLreading pages 71-78,26-44.
Concepts: Oescriptkm, Analysis, interpratatnn. Judgment

Wednesday, July 29

Reading 17th & 20th Century Stlll-Llfe Symbolism
Contaxtualizing art, the viewer, and the makar
Concepts: Imitatbnaiism, iconography
Assignment: Create a two-dlmensk>nal still-He from collage images, or computer
graphics, or any drawing or painting toots based upon the critieria d0vek>ped in
dass on 7/29. Due August 5. Prepare your 2D stilHife for display on 8/5
using our triad formatforthe label.

Thursday, July 30

Expressionism, Abstract Art (Formalism) & Modsmism
Discuss artists Kbiwitz. Krasner & Pollock
Concepts: Cultural contexts of art. Modernism.
Asaignmsnt: (1) For Mon., 8/3 read BanBtt pages 118-131 on Postmodem
Aesthetics and Criticism. (2) For 8/3 read in packet R. Clark on Modernism &
Postmodemism.

Week Three:
Monday, August 3

Postmodemism (meet in computer lab-B26 Klamath HaU
A multivocai art criticism modei
Concepts: Formalist, sockxsultural, feminist, experimental reconstruction, &
environmental approaches to interpreting art
Assignment:
(1) Rnd something visual that denotes power to you. Bring it to class on
Tues., a/4.

Tuesday, August 4

Imagea & Power (Bring power image.)
Chilean arpWems
Types of Power. Dominatk}n, consensual, transformative
Concepts: Social values expreraed in images & power ideok>gical t>asas
influencing interpretation. Does understanding the context of creation help or
hinder visual r[teracy?-80urces of Imagery; purposes of art; social change
through art.
Aaalgnment: For 8/6 optiorwl readings to help with final project: (1) Baostt
pages 131 -141 & In packet: (2) Women Artists and the Politics of
Representation by Whitney Chadwfck; (3) Re-presentations in Virtual
Museums by Keifer-Boyd, & (4) The Ecohgicai Imperative by Gablik.

Wednesday, August 5

Late 20th Centu

Your Art

Contextualizirtg an, the viewer, and the maker
Concepts: Imitationalism & contaxtualizing art, the viewer, and the maker
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Thursday, August 6

Effects of Context on Interpretation & Politics of Display
Museumism Art
Gueriltos in Our Midst - video
Concepts: Contextual interpretations
Aaalgnment: (1) go to a kxsal or Intemet gallery...(details of the assignment in
the packet) (2) Read the last chapter of Ban^, pages 142-165, on "Writing
and Talking about A/flor kieas and examples ttiat may be useful to your
politics of display critique. (3) Bring a scarf or long ctoth (a biindfokj) &
sunglasses or regular glasees to class on Monday, 6/10.

Week Four:
Monday, August 10
Tuesday, August 11
Wednesday, August 12

Tactile Aesthetics (Bring "blindfokf and glasses on 8/10)
Reading Mass Media Intages (Bring a magazine to class on 8/11)
Interpreting Film

Final E x a m : T h u r s d a y , A u g u s t 13 • 11:00 a.m.-12:50 p.m. (Politics of Display Projects Due)
In-class s h o r t e s s a y s that apply t h e tollovvinq issues & c o n c e p t s to selected examples:

Obstacles to perception
Visual vocabulary
Aesthetic theories & your deffnitk}n of art: When does something become art?
Aesthetic theories as criteria applied to evahiating art
Power & Images
Five different art critksism models
Interpreting your own and one other polit»s of display project

Projects: There are 2 projects to complete outside of class (15% of course grade each): (1)
symbolic stiil-life, and (2) politics of display.
In-class Activities: There are several activites that you must be in class on those days to
get credit for participating. These in-class acth/ities impact 35% of your course grade (i.e.,
chair/mindsets, art/not, vis. voc, use of Feidman/Mittier model, power images, still-iife A,
multh/ocal)
Reading Responses: There are 2 reading responses (10% each). Due 7/27 (#1). and 8/3
(#2). Prepare a visual (see Visual primitives" in pacicet for conceptual thinking maps) to show
relationships of the readings and a coresponding written response that explains the visual.
Textbook:
Barrett, Terry. (1994). Criticiang art: Understar^din^ the contemporary. Mountain View: Mayfield Publication
Company. (200 pages) ISBN 1-55934-147-5 (paper) $18.95.
Reading Packet Includes In this Order:
(unless the items listed below are specified with another name all were created by Karen Keifer-Boyd 01998)
VVu^k (.)i

I Monday. 7/20:
1.
Syllabus aa packet cover
2.
Course outline wirth assignments and due dates
3.
What Is Visual Literacy: A Compilatk)n of Definitions & Descriptk>ns
4.
Group Task Roles
Tuesday, 7/21:
5.
Visual Literacy: The Process of Reading a Visual Text (Keifer-Boyd & Maitland-Gholson)
6.
Art/Not Activity
7.
Aesthetic Theories that Underiie What is Valued in Art
8.
Art Theories & You: Record Your Views Here
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Wednesday. 7/22:
9.
Mindset Factors that Affect How We Interpret & Create Visual Infonnation (Keifer-Boyd)
10. Visual Response to Berger's IVays of Seeing
11. Berger, John (1972). Ways of Seeing (pp. 7-34). New Yoric: Viking Press.
12. Gender Factors in Intenareting Images
iThursday. 7/23?
13. Kissick, J. (1993). Art: Context and Criticism (pp. 16-28). Madison. Wl: Brown & Benchmaric
14. Visual Vocabulary section including:
a.
Visual Glossary (Vocabulary)
b.
Language of Design
c.
Formal Properties of Art: Compos<tk>nal Elements
d.
Euro-Am. 19th/20th c. Compositnnal Visual Principles of Fine Art
e.
Fonnalist Reading of Art
f.
Design Chart
Visual Vocabiiary Game
SVisual Vocabulary Score Sheet
h.
Aspects of Compositbn
Principies of Computer Art
IDesign Vocabulary: Traditional Art vs.Computer Art (In JSTAE. 1995/96, pp. 42-43)
k.
Johnson, Mia (1996). A comparative study of terms used in art education and computer graphics
I.
to describe the visual properties of images. Studies, 37(3), 184-192.
MaiKle (African-Amerkan)pririoples of visual oompositmn
m
(Monday. 7/27:
15. TNnkmg Maps (from Visual Tools for Constructing Knowledge by Hyerte, 1996)
16. Graphic Primitives & D^mitkMis (Hyerle, 1996)
17. Comparing Historical & Critical A|3proaches to Interpretbig Visual M
18. Historical Approacfias to Art
19. 1900-1990 Intenrelatnnships of Major Movements & Styles in European & US /\rt of the 20th c
20. Who Are Art Critfcs A What Do They Do

iTuesday, 7/28:
21.
22.

Descripttons, Interpretations, & Judgments (Based on Barrett, 1994)
In-daas Critiques Applying Visual Vocabulary & the FeUman/Mittler Model for a Critnai and Historical
Approach to Art

I Wednesday, 7/29:
23.
24.

17th & 20th Still-lifes
Theory of Art: Imitationalism

Thursday. 7/30:
25.
26.
27.
28.
29.

Theory of Art: Emotbnalism
Emotionalism (Expressionism) & KAthe KoUwitz
Theory of Art Formalism
Lee Krasner's Nonobjective Art
Artistic Modernism eFormafisnVAbstract Expressbnism

Week Tlirt^H

(Monday, 8/3:
30. Clark, R. (1996). Art Education Issues in Postmodem Pedagogy, pp.1 -12. Reston, VA: NAEA.
31. Modernism
32. Postmodemism
33. Modem & Postmodern Artifacts
34. A Multivocal Model Involving Rve Diverse Ways to Interpret Art
Tuesday. 8/4:
35. Chilean Arpilleras
36. Types of Power
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IThursday, 6/5:
37.
38.
39.
40.
41.
42.
43.

Art in Context- An Oven/iew of /Vrt Criticism Models
Chadwwk, W. (1988). Women artists and the politics of representatMn. In Raven, A., Langer. C ,
Foieh, J. (Eds.), Feminist Art Criticism: An Anthology {pp. 167-185). NY: HarperColfins.
Keifer-Boyd. K. (1997). Re-presentatk>na in Virtual Musaun^. Art A Academe, 9(Z), 38-60.
Gablik. S. (1991) The ecological imperative: A new cultural coding (Chapter 6). TTie Reenchantment
of Art (pp. 76'95). New Yoric Thamea and Hudson.
A Paleoanthropopsychobiological View of Art & Eoofeminism
Effects of Context on Interpretation
Politics of Display Assignment

44. A TactuaUy Oriented Art Making and Interpretive Process
{Tuesday, 8/11
45. A Process for Reading the Media

46.
On R(j

Bbliogrephy
AAA Librciv

47.

Keifer-Boyd, K. (1996). Interfacing Hypermedia and the intemet with Critical Inquiry in the Arts:
Presen^ice training. The Joumal of Art Education, 49(6), 33-41.

48.

Keifer-Boyd, K. (1998). Transformative power, controversy, and critical thinking. In E Zimmerman & E.
Sacca (Eds.) Herstories, Our Stories, Future Stories: Women Art Educators IV. Quebec. Canadian
Society for Educathn Through Art.
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250: ART & HUMAN VALUES
COURSE SYLLABUS

Spring, 1998:
Instructor:
<

250 T/H 11:00 -12:20
25IB LA, 346-3683,
.edu>

Graduate Teaching Assistant: Marcia deChadenedes, 262 LA,
346-2078, <mdechad@dark\ving.
.edu>
Assistants: Gwynn Hamilton
Dan Harbison
Course Description: This course will address fundamental,
theoretical, and practical questions that result from a view of art as a
powerful social and cultural force. Participants, by addressing these
questions, will examine their and others' aesthetic values as a means
of understanding art and advance multicultural and cross-cultural
understanding. Emphasis will be placed on perennial, current,
national, and international events in which human values are
materialized in art.
Seminar Objectives: It is anticipated that participants in this course
will:
1. Consider culturally based versus universally based theories of
art.
2. Examine the political, regional, economic, technological,
religious, ethnic, gender, and generational influences that
shape conceptions of art.
3. Investigate the role of international and national cultural
institutions and art policies on art and art making.
4. Consider gender, race, and ethnicity in relation to
representation in art.
5. Examine contemporary and historical cross-cultural examples
of art as an agent of social/cultural change and stability.
6. Consider ethical practice and art.

181

Course Requirements!
1. Attendance and class participation (will be monitored through
the collection of 5 minute written critiques collected by the
instructors at the conclusion of each class) - For every three
absences, grade will be lowered by one grade, (up to 5 points
can be awarded for participation)
2. Bring a "perfect" food to class on April, 9 - (5 points)
3. Coordination of a small focus group plan (due Tuesday of
week of presentation - 5 points) and presentation - (20 points)
4. Mid-term, April 28 - (40 points)
5. Bring one reading to class on May 19 that you believe relates to
the topic of art and gender politics (5 points). Readings will be
combined and distributed to course groups. As a group your
task will be to visually represent in two or three dimensions
selected concepts associated with the readings you are given.
Due June 2 (5 points).
6. Production of a "zine" in an edition of 5, due and distributed in
class on June 4 (guidelines for publishing a zine are in the
course reader; additional guidelines for this assignment will be
distributed on April 30 -15 points).
Course Texts: A course reader available at the UO Bookstore
If you have a documented disability and anticipate needing
accommodations in this course, please make an appointment with
me during the first week of the term. Please request that the
Counselor for Students with Disabilities send a letter verifying your
disability. The current counselor is Hilary Gerdes at 346-3211.
Disabilities may include (but are not limited to) neurological
impairment; orthopedic impairment; traumatic brain injury; visual
impairment; chronic medical conditions; emotional/psychological
disabilities; hearing impairment; and leaming disabilities.
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AAD 250 Art and Human Values
Readings - Spring, 1998
Introduction
Dissanayake, E. (1991). What is art for? In K. C. Caroll (Ed.).
Keynote addresses 1991 (NAEA CnnventinnV (pp. 15-26).
Reston, VA: National Art Education Association.
Battin, M., Fisher, J., Moore, R., & Silvers, A. (1989). Art and other
values (pp. 148 -179). Puzzles about art: An aethetics casebook.
New York: St. Martin's.
Art, Democracy, and Covert Culture
Rushkoff, D. (1994). Introduction (3-16). Media virus: Hidden
agendas in the popular media. Ballantine Books.
Art and Democratic Values: Free Speech
Becker, C. (1996). When cultures come into contention (pp. 13 - 25).
Zones of contention: Essays on art, institutions, gender, and
anxiety. Albany, NY: State University of New York.
Gomez-Pena, G. (1996). The artist as criminal (ppl82-187). The
new world border. San Francisco: City Lights.
Art and Environmental Values
Adams, D. (1992). Joseph Beuys: Pioneer of a radical ecology. Art
lournaL 51(2), 26-34.
Lippard, L. (1997). Places with a present (pp. 276 - 284). The lure of
the local: Senses of place in a multicentered society. New York:
The New Press.
WWW SITE: Cascadia Planet <http://www.tnews.com/>
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Values and Personal Places
Sander, S. R. (1991). Yard birds (121-129). Secrets of the universe:
Scenes from the journey home. Boston: Beacon.
Stanley, T. (1984). Two South Carolina folk environments. In D. F.
Ward (Ed). Personal places: Perspectives on informal art
environments, (pp. 62-71). Bowling Green, Ohio: Bowling
Green State University Popular Press.
Customizing the Body
Sanders, C. R. (1989). Introduction: Body alteration, artistic
production, and the social world of tattooing (pp. 1-35).
Customizing the body: The art and culture of tattooing.
Philadelphia: Temple University
WWW SITE: Tattoo Museum in Amsterdam
<http://www.tattoomuseum.com/tattoo.html>
Art and Gender Politics
Bright, S. (1997). Coed confidential. Susie Bright's sexual state of
the union (173-178). New York: Simon and Schuster.
Stanley, L. A. (1991). Art and "perversion": Censoring images of
nude children. Art joumal, 50(4), 20-27.

184

250: Art and Human Values
Schedule - Spring, 1998
March

31

Introduction to the course

April

2

Focus group assignments

7

Making special: anthropsychobiological view of art

9

Making special: A "perfect" food due

14

Focus I: Art, Democracy and Covert Culture
Mid-term study questions distributed

16

Student presentation

21

Focus 2: Art and Democratic Values: Free Speech

23

Student presentation

28

Mid-Term

30

Zine assignment discussed

5

Focus 3: Art and Environmental Values

7

Student presentation

12

Focus 4: Values and Personal Places

14

Student presentation

19

Focus 5: Customizing the Body

21

Student presentation

26

Focus 6: Art and Gender Politics

28

Student presentation

2

Gender Politics assignment due

4

Zines due and Distribution of zines

May

June

Finals Week - No Final
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Arts & Administration Program
University of Oregon

^««,^T^

SPRING 1998

^

Qj

AAD 252

— ART & GENDER ~~
Course Syllabus
Description:
This course addresses socio-cultural factors influencii\g roles of women arid men in arts
disciplirres. It examines underlying social structures that affect how we have defined
and do define art and artists. It addresses how gender is relevant to the creation and
study of art. It draws upon gender as a vehicle for the understanding of art and its
meaning.
Objectives:
Through lectures, guest speakers, dialogue, readings, activities and papers, students will:
(a) consider approaches to/roles of men and women in art through history in terms
of education, social status, subject matter, critical analysis, and public acceptance;
(b) explore select social, political, aesthetic, and economic factors that influence
ways we define art and artist;
(c) examine differences that have been articulated by critics and others regarding
the value and nature of women's art and men's art;
(d) leam about artists and their work in the context of gender; and
(e) adopt a critical perspective regarding art and the past.
A s s i g n m e n t s a n d criteria:
(1) SMALL ASSIGNMENTS: (60%)
jLj, Museum exercise—20%; K Group Presentation—20%;
c Final Exercise~20% due last day of class.
(2) EXAM-Blue Book: (40%)
(3) ATTENDANCE: More than 2 absences will incrementally lower the final course
grade earned. Therefore, regular attendance is required: participation in class discussion
and activities is expected reflecting thoughtful reading of assigned materials. Weekly
in-class written responses will be used to take Tuesday roll. Your final grade, if
borderline, may be influenced by the quality of these responses.
Readings:
A required reading Packet is available at the Bookstore.
Supplementary readings available for presentations are on reserve in the Lawrence Hall
Library (Architecture & Allied Arts), 2nd floor, south end.
Office Hours:
to be announced: 251D Lawrence, 346-3680.
262 Lawrence, 346-2078.
Other times by appointment.
NOTE: If you have a documented disability and anticipate needing accommodations in this
course, please make an appointment with me during the first week of the term. Please request
that the Counselor for Students with Disabilities sends a letter verifying your disability. The
current counselor is Hilarv Gerdes at 346-3211.
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AAD 252 - Art & Gender

S p r i n g 1998

249 Lawrence
Tuesday/Thursday
2:00 - 3:20

Weekl
Mar 31

COURSE OUTLINE

(Do Readings before each class)
Introduction
Overview of class, resources, weekly topics. (Handout of Syllabus and Course
Outline [also in Packet!.) Fill out art knowledge forms.

Apr 2

Focus: What is Art? Defining art
Readings: (1) Horowitz, Ch. 1 "Making Connections with Arf
(2) Ch. 2 "What is Art, and Where Does It Fit In?"
(3) "Naming All the Parts."

Week 2
Apr 7

Focus: DomesHc and Folk Art Terms and cultural meanings
Review ait terms and gendfiLterms used in course; definitions.
Reading: Horowitz, Ch. 14 "Folk Art".

Apr 9

Bring Reading Packet!! for in-class readings exercises.
Readings: (1) "Coming to Terms with Terms of Art" (2) Janson. "Introd.",

Weeks
Apr 14

Focus: Portrayal of Women in Fine Arts
Slide lecture on: prostitutes, laundresses, and dancers painted by Degas.
Reading in packet:
(l)Lipton, E. "Images of Laundresses: Social and Sexual Ambivalence."
Video: Betty La Duke
HANDOUT: MUSEUM ASSIGNMENT

Apr 16

Portrayal of Female in Fine Arts
STUDENT PRESENTATIONS (A, B.)
Reading: (1) Garb, T. The Forbidden Gaze".
(A) Women artist(s)portrayal of women.(B) Male artist(s) portrayal of women.

Week 4
Apr 21

Portrayal of Men in Fine Arts
Readings in Packet:
(1) Berman, P. "Body and Body Politic in Edvard Munch's Bathing Men'
(2) Cumow, K. "Prestige and the Gentlemen"
(3) Failing, P. "Invisible Men: Blacks and Bias in Westem Art"

Apr 23

TOUR: UO MUSEUM OF ART
Meet inside of Lobby at 2:00. An Exhibit will be featured on the tour and will
provide information for the first assignment.
(1) 2-page Fact and Issue sheet on the National Museum of Women in the Arts
(2) Two 1-pg. articles: 1-Women museum directors; 2-women/Vietnam sculpture

Week 5
Apr 28

Focus: Women, feminine, female in art and design —Guest speakers
Readings in packet:
(1) Chadwick, W. "Art History and the Woman Artist"
(2) Kingsley, K. "Gender Issues in Teaching Architectural History"
(3) Bluestone, N. "Introduction" to book: Double Vision: Perspectives on Gender
and the Visual Arts.
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Apr 30

Bring Packet. Discuss readings
(1) Lippard, "What is Female Imagery?"
STUDENT PRESENTATIONS (C, D)
(C) Portrayal of men in art (by female).
(D) female/feminine imagery;
»>MUSEUM ASSIGNMENT DUE: 20%

Week 6
May 5

Focus: Men, masculine, male-in the arts and in design
Packet:
(1) Stem, W. "How Men Look " (On the Masculine Ideal, the Body Beautiful)
(2) Tom, P. "Bad Boys" Gang Photographs and Outiaw Masculinity
(3) Cooper, E. "AH for Art. The male nude in the service of art."
(4) "Calvin's Worid" Newsweek, Sept. 11,1995
S t u d y H a n d o u t for MIDTERM Exam

May 7

STUDENT PRESENTATIONS (E & F)
(E) Male artist or architects
(F) Male in design/advertising

Week 7
May 12

Focus: Portrayal of Gender in Popular Media
Video: "Warning: the Media May be Hazardous to your Health."
Readings in packet:
(1) "Forum: Gendered Appecurances in Twentieth-Century Popular Media"
(2) S. Faludi: "Femininity, Undercover" from BacWas/i.Readings

May 14

MIDTERM EXAM 40%

Week 8
May 19

Marginalization in Art
(1) Nochlin, L. "Why Have Their Been No Great Women Artists?"
(2) Schulman, K. "A Painter of Heroic Women in a Brawling, Violent World."
Slides of women artists' works discussed in Nochlin article.
Video: Guerillas in Our Midst
HANDOUT: Final excercise guidelines

May 21

STUDENT PRESENTATIONS (G & H) on women artists

Week 9
May 26

Significant Others/Couples in Art
Reading: Herrera, H. "Beauty to his Beast: Frida Kahlo & Diego Rivera."
See Couples list in Packet and book on reserve: Significant Others
Video: Georgia O'Keeffe

May 28

Discussion. Bring packet.
STUDENT PRESENTATIONS: (I & J - each group select a couple)
Creativity and partnership will be discussed: Kahlo/Rivera, Claudel/Rodin,
O'Keeffe/Stieglitz, others. See Packet list of couples in art.

Week 10
June 2

Focus: Love, Fertility, Erotica
Readings: Packet-(l) Kampen, N. "Epilogue-Gender & Desire"
(2) Judgments of Robert Mapplethorpe's Work (3) "Introduction" from The
Homoerotic Photograph: Male images from . . . (4) on violence

June 4

Focus: Erotica, Pornography
NOTE: Attendance m a n d a t o r y
» > D u e : Final E x e r c i s e - 2 0 %
Reminder—Course grade based on: Museum assignment
Presentation 20%; Final Exercise 20%; Attendance-See
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20%; MIDTERM
Syllabus.

Exam 40",

APPENDIX H
ENROLLMENT STATUS TOTALS FOR SPRING
AND FALL 1998 SAMPLE GROUPS
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Table H. 1
Group
S-IA#1
S-IA#2
S-CA#1
S-CA#2
S-AH#1
S-AH#2
Spring Totals
F-IA#1
F-IA#2
F-CA#1
F-CA#2
F-AH#1
F-AH#2
Fall Totals
Grand Totals

Enrollment Status Totals for Sample Group
# Gen Ed
# Art Major
Total #
# Elective
Respondents Respondents Respondents Respondents
40
0
41
1
61
0
3
64
20
1
3
24
36
7
7
50
18
24
3
45
22
24
2
48
197
56
19
272
41
0
0
41
52
0
4
56
55
4
1
60
50
4
6
60
31
14
1
46
23
33
1
57
252
55
13
320
449
111
32
592

Note: Data is organized according to course sections and course types
for the two 1998 semesters of study participation.
Key:

S = Spring, F = Fall;
lA = Interdisciplinary Arts, CA = Cultural Arts, AH = Art History;
#1 = Section #1, #2 = Section #2
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APPENDIX I
DATA COLLECTION INSTRUMENT #1
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DATA COLLECTION INSTRUMENT
A[ ]

C[ ]

M[ ]

0[

]

S[ ]

W[ ]

Jr.

Sr.

1.

[ ]M [ ]F

2.

Academic Major:

3.

Academic Level (circle):

4.

Are you taking this class for general education program credit?
[ ]Yes
[ ]No

5.

Are you taking this class because you are an art major (studio art, art history, art
education, architecture) and it is required?
[ ]Yes
[ ]No

6.

How would you describe your background experiences with art content prior to
taking this class? (1 = weak; 5 = strong)

Fr.

Soph.

Other

1
7.

In terms of its ability to gain and hold your INTEREST, how would you rate the
CONTENT of this course? (circle answer: 1 = no interest; 5 = extremely
interesting)

8.

In terms of the STRUCTURE or teaching methodology used to present the course's
content, how would you rate it's effectiveness? (circle answer: 1 = inappropriate for
the content; 5 = successful for the content; 3 = could be improved)

From the perspective of PACING, how would you rate the presentation of content
in this course? (circle answer: 1 = much too slow; 5 = much too rapid; and 3 = just
right)
1

2

3

4

5

(OVER)
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10.

From the perspective of lifelong educational VALUE for you, personally, how
would you rate this course? (circle answer: 1 = no educational value; 5 = high
educational value)

11.

If you are taking this class for general education credit (You may skip this question
if you are an art major, unless you are completing this questionnaire in
ARTS 101), you selected this course from among 3 visual arts course options.
What motivated you to select this class from among the three options:
Fine Arts 101 (interdisciplinary visual & performing arts),
Art in the General Culture (thematic presentation of content) and
Art History Survey I or II (chronological presentation of content)

Or from among the eight arts offerings in the gen ed category?
(Theatre, Dance, Music and Art)?
(PLEASE GIVE 2 OR 3 REASONS.)

12.

General Education has been defined as "leaming that is useful across the scope of
one's life as a human being in this society." In terms of content or other aspects of
this course, what changes or improvements do you think would make this course
more effective as a general education arts course?
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APPENDIX J
DATA COLLECTION INSTRUMENT #2
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DATA COLLECTION INSTRUMENT - Fall 1998
C [ ] G[ ] K[ ] M[ ] S[ ] X[ 1
1.

[ ]M [ ]F

3.
5.

Age
4. Race
Academic Level (circle):
Fr.

6.

Are you taking this class for general education program credit?
[ lYes
[ ]No

7.

Are you taking this class because you are an art major (studio art, art history, art
education, architecture) and it is required?
[ J Yes
[ ]No

8.

How would you describe your background experiences with art content prior to
taking this class? (1 = weak; 5 = strong)
1

2.

Academic Major:
Soph.

2

3

9.

Do you like to paint, sculpt, do crafts, etc.?
[ ]Yes
[ ]No

10.

Do you consider yourself to be an artist?
[ ]Yes

Jr.

Sr.

4

Other

5

[ ]No

11.

If you are taking this class for general education credit (You may skip this question
if you are an art major, unless you are completing this questionnaire in
ARTS 101), you selected this course from among 3 visual arts course options.
What motivated you to select this class from among the three options:
Fine Arts 101 (interdisciplinary visual & performing arts).
Art in the General Culture (thematic presentation of content) and
Art History Survey I or II (chronological presentation of content)

Or from among the eight arts offerings in the gen ed category?
(Theatre, Dance, Music and Art)?
(PLEASE GIVE 2 OR 3 REASONS.)

(OVER)
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12.

Would you have considered selecting a visual arts general education course which
incorporated a "hands on" approach to art (guided explorations with art materials/
making art) if the option had been available at this university?
[ JYes
[ ]No

LEARNING STYLE INVENTORY
Directions:
To gain a better understanding of yourself as a learner, you can evaluate the way you prefer
to leam or process information. By doing so, you will be able to develop strategies which
will enhance your leaming potential. The following evaluation is a short, quick way of
assessing your leaming style.
This 24-item survey is not timed. Answer each question as honestly as you can.
Place a check on the appropriate line after each statement.
Often
1. I can remember more about a subject
through the lecture method with information,
explanations, and discussion.
_
2. I prefer information to be written on the
chalkboard, with the use of visual aids
and assigned readings.
3. I like to write things down or take notes
for visual review.
4. I prefer to use posters, models, or actual
practice and some activities in class.
5. I require explanations of diagrams,
graphs, or visual directions.
6. I enjoy working with my hands or
making things.
7. I am skillful with and enjoy developing
and making graphs and charts.
8. I can tell if sounds match when presented
with pairs of sounds.
9. I remember best by writing things down
several times.
10. I can understand and follow directions
on maps.
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Sometimes

Seldom

Point
Value

Often

Sometimes

Seldom

11. I do better at academic subjects by listening to lectures and tapes.
12. I play with coins or keys in pockets.
13. I leam to spell better by repeating.
14. I can better understand a news article by
reading about it in the paper than by
listening to the radio.
15. I chew gum, smoke, or snack during
studies.
16. I feel the best way to remember is to
picture it in your head.
17. I leam spelling by "finger spelling"
words.
18. I would rather listen to a good lecture or
speech than read about the same material
in a textbook.
19. I am good at working and solving jigsaw
puzzles and mazes.
20. I grip objects in my hands during leaming
periods.
21. I prefer listening to the news on the radio
rather than reading about it in the
newspaper.
22. I obtain information on an interesting
subject by reading relevant materials.
23. I feel very comfortable touching others,
hugging, handshaking, etc.
24. I follow oral directions better than written
ones.

(OVER for Scoring)
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Point
Value

Leaming Style Inventory
SCORING PROCEDURES
Directions:
Place the point value (below) to the right of all your answers for the 24 items. Then transfer
each point value to the line next to the corresponding item number below. Add the points in
each column to obtain the preference scores under each heading.
OFIEN = 5 points;

S(3METIMES = 3 points;

SlELDOM = 1 point.

VISUAL
# of points

AUDITORY
# of points

TACriLH
# of points

2.

1.

4.

3.

5.

6.

7.

8.

9.

10.

11.

12.

14.

13.

15.

16.

18.

17.

19.

21.

20.

22.

24.

23.

VPS =

APS =

TPS =

VPS = Visual Preference Score
APS = Auditory Preference Score
TPS = Tactile Preference Score
If you are a VISUAL leamer, then by all means be sure that you look at all study materials.
Use charts, maps, filmstrips, notes, and flashcards. Practice visualizing or pictunng
words/concepts in your head. Write out everything for frequent and quick visual review.
If you are an AUDITORY leamer, you may wish to use tapes. Tape lectures to help you fill
in the gaps in your notes. But do listen and take notes, reviewing notes frequently. Sit in
the lecture hall or classroom where you can hear well. After you have read something,
summarize it and recite it aloud.
If you are a TACTILE leamer, trace works as you are saying them. Facts that must be
leamed should be written several times. Keep a supply of scratch paper for this purpose.
Taking and keeping lecture notes will be very important. Make study sheets.
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APPENDDC K
INSTITUTIONAL REVIEW BOARD APPROVAL
FOR SPRING 1998
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Serial #9798092
Proposal Approval Form
The Institutional Review Board (IRB)
on the Use of Human Subjects in Research

PRINCIPAL INVESTIGATOR:

Julie Drinkard Fox

PROJECT TITLE: An analysis of student perceived outcomes from
three types of visual arts courses selected to
fulfill university general education requirements
In accordance with
Policy Number 1104 and the Guidelines of
the Department of Mental Health and Mental Retardation, it is
hereby certified that the above stated project:
XX

being exempt from full review was reviewed by
subcommittee and in its present form was
being exempt from full review was reviewed by
subcommittee and in its revised form was
was reviewed by the IRB and, in its revised form, was
Approved on

4/28/98

Disapproved on

Comments: A follow-up Report for Research Proposal form is
attached and should be returned on or before May 1,
1998.
Human subjects are adequately informed of any risks.

Signature:
Date:

Chair

i/^/9r
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APPENDDC L
COVER LETTER FOR DATA COLLECTION
INSTRUMENTS
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(Letterhead)

Date

Hello!
I am a graduate student at Texas Tech University and I am writing to ask if you
would please assist me with my dissertation study by completing the attached short survey.
All information you provide will be confidential and anonymous and you are asked to
please read and sign the informed consent agreement prior to completing the survey.
All information you provide is confidential. The study will present only group data
about your whole art class. Therefore, I will not be providing individual scores or
feedback. If you would like to receive a final report sunmiarizing the results of my finished
project, please fill in your name and address below. Please do not place your name or
address on the survey itself, as these will be identified only by a number.
As stated in the consent agreement, you do not have to complete the survey, and
refusing to do so will not affect your grade in this class in any way. However, I hope that
you will take just a few minutes to fill out the survey as accurately and honestly as you can,
to help me with my study. If you have any questions, please feel free to contact me or my
dissertation committee chairperson at Texas Tech University, Dr. Karen Keifer-Boyd
(numbers listed on your copy of the informed consent document). Thank-you!
Sincerely,

Julie Drinkard Fox
Student Researcher at
Texas Tech University
To receive a final report about my project, please provide the information below:
Name:
Address:

Campus
Box#:

.

(Please help me save postage costs, and include this box #!)
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APPENDDC M
INFORMED CONSENT DOCUMENT
FOR STUDY PARTICIPANTS
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Informed Consent Document
Investigator's Copy [ ]
Participant's Copy [ x ]
Your signature on this form acknowledges that you are volunteering to complete a
brief survey conducted by a graduate student at Texas Tech University. This survey has
been approved by the James Madison University Institutional Review Board on the Use of
Human Subjects in Research. If you agree to participate, you will be asked to complete the
attached survey which involves answering questions conceming the visual arts course you
are taking this semester. You are free to withdraw your consent to participate
and discontinue participation at any time.
A summary of this survey's findings will be available later this semester. Only
group data will be presented in the dissertation. All information remains strictly
confidential and no individual scores or data will be disclosed. Should you
have any questions or concems regarding this research, please feel free to call me at #8963359, or my chairperson at Texas Tech, Dr. Karen Keifer-Boyd (KarenKB@ttu.edu). For
information on your rights as a research subject, contact Dr. Janet Gloeckner, XXX
Institutional Review Board, #7084.
If you agree to participate, please sign the consent form in the appropriate section
below. Then proceed to answer the survey.

Participant's Signature

Date

Investigator's Signature

Date

Student's Copy of Leaming Style Inventory Scores:
Visual Pref

Tactile Pref

Auditory Pref

If you are a VISUAL leamer, then by all means be sure that you look at all study materials.
Use charts, maps, filmstrips, notes, and flashcards. Practice visualizing or picturing
words/concepts in your head. Write out everything for frequent and quick visual review.
If you are an AUDITORY leamer, you may wish to use tapes. Tape lectures to help you fill
in the gaps in your notes. But do listen and take notes, reviewing notes frequently. Sit in
the lecture hall or classroom where you can hear well. After you have read something,
summarize it and recite it aloud.
If you are a TACTILE leamer, trace works as you are saying them. Facts that must be
leamed should be written several times. Keep a supply of scratch paper for this purpose.
Taking and keeping lecture notes will be very important. Make study sheets.
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APPENDIX N
INSTITUTIONAL REVIEW BOARD APPROVAL
FOR FALL 1998
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Serial #9899006
Proposal Approval Form
The Institutional Review Board (IRB)
on the Use of Human Subjects in Research

PRINCIPAL INVESTIGATOR:

Julie Drinkard Fox

PROJECT TITLE: Student-perceived enrollment motivation and
valuing of three types of visual arts courses
selected to fulfill Universitiy General Education
requirements
In accordance with
Number 1104 and the Guidelines of
the Department of Mental Health and Mental Retardation, it is
hereby certified that the above stated project:
XX

being exempt from full review was reviewed by
subcommittee and in its present form was
being exempt from full review was reviewed by
subcommittee and in its revised form was
was reviewed by the IRB and, in its revised form, was
Approved on
Disapproved on

8/24/98

Comments: A follow-up Report for Research Proposal form is
attached and should be returned on or before May 1,
1999.
Human subjects are adequately informed of any risks.

Signature:
Date:
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Table 0.1

Sample Spreadsheet for Participant
Quantitative Survey Responses

Spring 1998 Data - CA*2
Items #1-10

Spring
1998

i

; Cultural
Arts

Sec.
#2

i

Gen Ed:

i

i
1

36
7
Gen Ed lArt
'

7
Elect.
1

Majors :

1

1

Gen. Acad.
1 Major
F
j Comm.
M
'Bus.
F
Und.
F
Comm.
F
ICScl.
F
iM. A&D
M
Bus.
F
Eng.
M
ISAT
F
Bio.
F
H.Sci.
F
Mus.
M
Bio.
F
Econ.
F
Eng.
F
ISAT
F
Bus.
F
Math.
M
Bus.
F
Psy.
F
H. Sci.
M
Bus.
F
Econ.
F
ISoc.
F
Und.
M
Bus.
M
Und.
F
1 Und.
M
Comm.
M
H.Sci.
F
Geog.
F
Und.
M
C.Sci.
H.Sci.
M
M
M.A&O
F
P. Sci.

[

50
responses

Acad Gen
: Level Ed
F
Yes
:j
Yes
F
Yes
F
Yes
F
Yes
S
Yes
!s
Yes
'j
Yes
,S
Yes
iS
Yes
is
Yes
1F
Yes
|S
Yes
iF
Yes
|S
Yes
is
Yes
'F
Yes
'F
Yes
!S
Yes
|Sr
Yes
1S
Yes
1S
Yes
Ij
Yes
ij
Yes
iF
Yes
1F
Yes
!F
Yes
1F
!Yes
'• F
Yes
iS
Yes
}F
Yes
IF
;Yes
;Yes
Is
'j
Yes
S
;Yes
Yes
J

Art
Cr.
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No
No

Back- Inter. Struct. Pacing Value
I ground
3
4
4
3
5
1
5
5
5
5
2
4
5
4
3
4
4
5
4
3
5
3
4
5
2
4
3
5
3
5
4
4
5
3
2
3
4
4
3
3
4
3
5
4
3
4
4
3
3
4
1
4
4
3
4
3
4
4
3
5
1
5
5
5
5
4
4
4
3
3
1
5
5
3
5
4
2
3
5
3
2
5
4
5
3
4
4
4
3
4
4
4
2
3
3
5
4
5
3
5
2
5
5
3
5
4
5
5
3
3
4
4
5
5
3
4
2
3
5
3
4
1
3
5
3
4
1
3
3
2
4
5
5
5
2
4
4
4
5
2
4
4
4
2
3
4
3
3
2
3
4
2
4
5
5
2
3
3
2
3
4
4
1
5
5
5
5
2
5
5
4
5
3
5
3
4
4
5
3
3

Art
Cr.
Yes
Yes
Yes

Back- Inter. Struct. Pacing Value
ground
4
4
3
5
5
4
4
4
3
5
4
21
5
5
31

i
Art Major or Minor:

i

1
1

Gen. Acad.
Major
Art
F
Art
F
F " Art

Acad.
; Level
!S
'F
S

Gen
Ed
No
No
No
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Table 0.1

Continued

Spring 1998 Data - CA#2
Items #1-10

Art Major or Minor (con't.):
Gen. Acad.
Acad. Gen
' Major
Level Ed
F
iArt
Sr
No
M
lArt
F
No
M
iArt
F
iNo
F
Art
F
iNo
!
Elective:
Gen. lAcad.
1 Major
M
' ISAT
M
: Bio.
M
<Und.
M
' Soc.
M
i Bus.
M
i ISAT
M
' Bus.

1
;
Acad. Gen
Level :Ed
Sr
No
Sr
No
S
No
J
No
Sr
No
Sr
No
Sr
No

i

i

!

Art
Cr.
Yes
Yes
Yes
Yes

Back- Inter. Struct. Pacing Value
ground i
1
4
5
5
3
5
5
5
5|
5
3
2
4
3
3
3
5
5
5
3
5

LAM

, Back- Inter. Struct. Pacing Value
ground i
4
4
5
5
3
1
4
3
3
2
5
3
5
2
4
4
3
3
3
5
4
4
3
5
2
4
4
4
3
3
4
3
1
4
5

Cr.
No
No
No
No
No
No
No
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SAMPLE SPREADSHEET FOR PARTICIPANT
QUALITATIVE SURVEY RESPONSES

211

Table P. 1

Sample Spreadsheet for Participant
Qualitative Survey Responses

Fall 1998 Data - CA#1
Enrollment Motivation
Item #11
Fall 1998

Enroll.
Motiv.

Gen Ed:
A
B
C
0
No Con- New
Contin.
Ans. tent Knowl. Interest

E
Ease of
Course

Cultural
Arts

Section
#1

F
Course
Recom.

G
H
Teacher Seeking
Recom. Major

X
X

,
60
55
respon. Gen Ed

1
N
'M
J
K
'L
Fit
Dislike
Dislike
Only
'Uke
Friends
-1—-^
Sched. in Class option history Hands On P.Arts
1

X

X

i

X

!

X

\
X

i

X

'

X
X
X

!

!

1

X

1

X

X

•

X

X

'
'

X

1

X

'

.

•

{

!

'
1
i

'
•
'

:
1
!
!

!
i
i

1
!
1

i

1

:

1

1

i

i

:
:

1
1
i

•

1

:

1

;

i
1

Ix

ix

1
j

X

:
'

X

1

X

,

,

ix
!
1
i

'
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i
1
i
i
!
1

.

1

'
1

:
X
:

1

•

1

,

>

i
i
1
:

•
:
1

i

1

1

1

1

!
1

'
:

1

:
1

1

X

'

,

1

I

1
,

1

i

X

X

I •

1

'

X

I

:

1

X

X
X

;
;

X

X

I

1

i

Ix
i

1

;
'

X

;

Ix
X

1

1
1
i
1

X
1

i

1

i

•

'

1

I

Table P. 1

Continued

Fall 1998 Data - CA«1
Enrollment Motivation
Item »11
Gen
A
No
Ans.

Ed (con't):
B
C
D
Con- New
Contin.
tent Knowl. Interest

F
Course
Recom.

E
Ease of
Course

G
H
Teacher Seeking
Recom. Major

1
J
Fit
Friends
Sched. in class

K
Only
option

M
N
Dislike
Dislike
Hands On P.Arts

L
Uke
history

X
X

X

•

i

;

ix

•

;

1

.

1

X

ix

:
;

1

I

j

;

'

'

1

;

t

'

:

!

'

'

1

i

X
X
X
X

1
X

,

X

X

X

.
X

X

:

1

!

j

'

.

•

1

i

1

j

1

Ix

1

1

1

X
X

X

X

X

i

X

i

1

!

.

.

1

1

i
1

X

.

i

1

'

1

1

X

1

1

;

'

!

1

1

i

X

X

•

'

:
X

X

1.

X

X

i
'

•

i

:

.

i

'

•

:

•

'

1
X

!
i

.

I
X

I

1
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[

1

j

1

1

1

1

!

I

1
1

;

•
:
:

'

:

!

!

APPENDIX Q
RESPONSE SUMMARIES AND "OTHER" RESPONSES
TO THE SUGGESTIONS FOR IMPROVEMENT
SURVEY ITEM
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Table Q. 1

Frequency of Spring 1998 Gen Ed Student
Suggestions for Improvement Responses

# Gen Ed partic.
No Ans.
# Respondents
Categories/Sections
Fine as is
Too much content
More in-depth
More general
Slower pace
Field trips
Student Participation
Include making art
Great teacher
Better structure/organiz.
Dislike gen ed program
More multicultural
Other
Total # Responses
Avg. # resp./participant

Notes: 1.
2.
3.
4.

Key:

40
5
35
S-IA#1
9
13
3
8
3
2
2
1
6
2
5
55
1.57

61
5
56
S-IA#2
14
12
7
7
2
6
4
3

20
36
4
1
16
35
S-CA#1 S-CA#2
16
18
3
4
1
1
1
3
4

7
4
1
10
78
1.39

1
23
1.44

22
18
0
3
22
15
S-AH#1 S-AH#2
4
12
5
1
3
2

6
2
2
5
44
1.26

1
2

3
2

10
28
1.86

4
27
1.23

Data is organized according to class sections, response categories
and actual counts.
Art majors were not required to respond to this item because both
the art history and cultural art courses are required courses for
art majors.
The frequency of each categorical response is reported for the
number of general education participants who responded to this
item (# Gen Ed partic. - # No Ans = # Respondents).
The total number of response statements and average number of
responses per participant in each sample group are noted at the
bottom of the table.

S = Spring 1998; lA = Interdisciplinary Arts; CA = Cultural Arts;
AH = Art History; #1 = Section #1; #2 = Section #2;
Other Responses: Interdisciplinarv Arts Students

(a)

One student wanted the course to "move at a faster pace;"

(b)

One student wanted to have "more selection in choosing art events to attend;"

215

(c)

One student reported that the "texts are vague/hard to understand, definitions/key
concepts are never elaborated;" Another student said that a "better textbook is
needed;"

(d)

One student said that he/she had "no suggestions and no interest in art and will
never use it;"

(e)

One student wanted the course/instructor to "concentrate more on film and music,
not dance and visual art which don't affect most students here very much;"

(f)

Two students complained about having to pay for required arts events;

(g)

Two students wanted the course content to focus more "on modem art we could
identify with" and to "use examples of more interest to college kids;"

(h)

Two students said that the "class time was too long/hard to stay alert" and that the
class "should meet later in the day;"

(i)

Two students felt that the "teacher is too strict on content of opinionated
questions" and that the class should have been assigned "less papers, more other
kinds of homework;"

(j)

Two dissatisfied students believed that the course contained "a lot of pointless
work" and that the "content of the course is useless: Picasso = Guemica and Fred
Astaire = Puttin' On the Ritz are useless information;" and

(k)

One student believed that lifelong leaming would be enhanced if he/she could
have leamed "how to hold a conversation with an artist."
Other Responses: Cultural Arts Students

(a)

Two students wanted the course to "focus on contemporary art rather than history'
and for the instructor not to "run out of time at the end of the semester to
cover modem art;"

(b)

One student believed that the course methodology should be to "teach 2-3
paintings of each famous painter and emphasize what category they fall into;"
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(c)

One student who may have been more pleased with an interdisciplinary arts
course wished that his cultural arts course content had included "a broader range
of art, including cinema and photography;" and

(d)

One student, who defined general education as "information that people may not
really need in their future," believed that "general education courses should be
presented in a fun manner."
Other Response.'^: Art Historv Students

(a)

Three students believed that "history could have been emphasized more along
with the art history, for better comprehension...than the slide-memorization which
won't stay with us;" One student wished that "more history could be included;"

(b)

Two students were fmstrated because the "instmctor does not seem to realize that
general education students have no general knowledge of art coming into the
class" and "more focus on understanding basic art terms (and) tests on smaller
amounts of information" would improve the course;"

(c)

Two students complained that "consistency on quiz formats" was needed and the
instmctor shouldn't "change test formats so the class can get used to how the tests
are graded;"

(d)

One student complained that the "course is too difficult to get an A and too timeconsuming outside of class, too many papers;"

(e)

Two students noted that the "teacher needs to gear [the] class towards non-art
majors, to go slower and give more leeway with slide recognition" and that "other
non-art majors whine about this class, but it's good for them;"

(f)

One student suggested that, in a future course, the instructor should not "expect
people to have previous knowledge" about art;
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(g)

One student thought the content should include "more ties to other classes" and
"show how the paintings affected the society the people lived in;" and

(h)

One student wanted to "spend more time on the recent subject matter."
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ARTS 101 Introduction to the Fine Arts

Spring 1998
Instructor:
Office:
349
Phone: 6511/E-mail: GHARAST

THTi 10:50-12:05
Room: DM240
Hours: M/W11:30-1
or by appointment

Course Description
ARTS 101 is an interdisciplinary approach to the fine arts disciplines of the
visual arts, cinema, music, theatre, architecture and dance. This course introduces
Students to the basic knowledge and perceptual skills necessary for developing
appreciation of each of the fine arts disciplines, revealing both interrelationships and
the uniqueness of each form. This course will also seek to have the student find
his/her own personal relationship to the arts and the role that art plays in their life.
By developing the tools to observe and perceive and the methods to help analyze and
respond, the student should be able to venture fiirther into understanding the
emotional and aesthetic value of the fine arts.
Course Objectives
Students who have completed ARTS 101 should be able to:
1. perceive and describe sensory and formal elements or aspects of works
in tlie visual arts, cinema, dance, theatre, architecture and music.
2. analyze and interpret artistic works, and recognize meaning in artistic
works and the ways in which meaning is constructed.
3. recognize and respond to the aesthetic and emotive content of artistic
works.
4. recognize major monuments and majors styles periods in the visual
arts, cinema, dance, music, architecture and theatre, and understand the relation
of the arts to their cultural and historical contexts.
5. recognize similarities, differences, and interrelationships in the arts.
6. attend artistic and performance events and recognize their impact and
responsibilities as members of an audience.

220

Course Requirements
All smdents are required to read the assigned text/materials by the
stated reading list dates and use them in conjunction with assignments.
They are requested to attend class regularly and follow and participate
in lectures, dialogues and demonstrations. All classroom activity
should be recorded with clear and detailed notes. Each student must attend
all the outside art events that have been selected to be discussed in
the classroom.
Course Assignments
-There will be five events and one architecture assignment
(listed in the reading list/event sheet) that each students must attend. A
typed written, NON-JUSTIFIED, double spaced (no larger than a 12
font), 2-3 page paper on two events using the arts worksheet provided must be turned
no later then the assigned date (usually 1 week after the event). There will be a 2
point deduction for each day after the due date. Each paper will be worth 25 points
and attendance at the event will be worth 5 points for each and will be verified by a
program with ticket stub when available. You must pick one event to write about
from both the lists below:
I. Visual Art
Music
Theatre

II. Dance
Film

-There will be three major tests during the semester on the dates
listed on the assigned reading schedule. The first two will be worth
40 and 50 points and the final 100 points. Make up tests will only be given
due to extreme doctor verified illness or university program related excused absences
with signed sheet from faculty advisor. The make up test must be taken the week
following the exam.
- There will be two unannouced quizzes during the semester on the assigned
reading, each will be worth 10 points. If you miss these quizzes, you can make up the
points with extra credit work.
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ARTS 101
Assigned Reading Schedule
Spring 1998
Text: Reality Through the Arts Dennis J. Sporre

ToDic
Introduction
Style

Paqes
12-26
175-182

Date to be read bv
January 20

29-56
257-260
268-272
371

January 27

Sculpture

57-71

February 3

Architecture

130-157
208-210
250-254
285-286

February 10

72-85
287-288
307-308
326-327
379-381

February 17

Film/Cinema

104-115 & 365

March 5

Dance

116-129
328/354/377-78

March 26

86-103
206-208
272-275

April 16

Visual Arts

Music

rTest I March 3

rTest II April 14^
Theatre

222

EVENT LISTING
ARTS 101
SPRING 98

Attendance to the following events are mandatory and are an important
part of the success of this course. Please clear these dates on your calendars
now at the beginning of the semester so you do not have any conflicts later.
If you have a major conflict with these dates (or money is a problem) please
talk to me early on.

Visual Art

Aime Seidman Visual Installation *Tlotting Chance'*
January 19-30 (must be seen by 1/27)
Gallery
Due date for papers: 2/3

Architecture: Project to be announced
February 5
Due date for papers: 2/12
Music:

Wind Symphonic Band
February 28
Due date for papers: 3/5

Cinema:

Film to be announced
March 23 7pm
(Our classroom) Due date for papers: 3/31

Dance:

CONTEMPORARY DANCE ENSEMBLE IN CONCERT
April 2-4
Theater
Hall Due date for papers: 4/9

Theatre:

THE IMPORTANCE OF BEING EARNEST
April 28 & 29
Theatre
Due date for papers:
Final exam

223

APPENDIX S
SAMPLE SYLLABUS FOR SPRING 1998
CULTURAL ARTS COURSE

224

ART 200

Course Requirements and General Information
Purpose:

Art 200 is an introductory course stressing methods, materials and concepts in the
visual arts and the aesthetic response to a work of art. It will give the students
insight into artistic creativity and a general understanding of the artistic processes
inherent in \ arious art forms.

Text:

Artforms. Duane and Sarah Preble, 6th edition

Attendance:

It is your responsibility to initial the role sheet yourself at every class period you
attend except for test days. This course uses visuals to a very large extent and
there is no way to make up what you do not see. The development of visual
literacy and perceptual awareness are important goals for this course.

NOTE:

Any more than three unexcused absences will result in a loss of points toward the
final grade. Three points will be deducted from the final grade for each absence
which exceeds the three which are allotted.

Office Hours: Office- 216 (2nd floor, Duke). Office hours will be posted on the door.
Evaluation:

There will be three tests based on the text. All questions will be objective.
The number- letter for the course:
A
B
C
D
F

90-100
80-90
70-80
60-70
60 and Below

Tests must be taken on the assigned day. If you do miss a test because of
verifiable illness, family emergency or similar crisis, a new date will be scheduled
for you. Arrangements must be made promptly. Failure to take an assigned test
will result in a zero for that test.
Please retain this copy for your files.
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SYLLABUS:

ART IN GENERAL CULTURE

SELECTED TOPICS;
I.

Elements of Art
A) Line
B) Form
C) Color
D) Texture
E) Material

II.

The
A)
B)
C)

Organization of the Elements
Unity
Movement
Rhythm and Proportion

III. The Fiinctions of Art
A) Personal Fxinctions of Art
1) Spiritual Concern
2) Aesthetic Expression
3) Love, Sex, Marriage
4) The Theme of Mortality
B) Social Functions of Art
1) Political Art and Propaganda
2) Satire in Art
3) Graphic Communication
4) Comic Art
C) Physical Functions of Art
1) Architecture
2) The Community
3) Crafts and Industrial Design
IV.

The Styles of Art
A) The Style of Objectivity
1) Illusion and Imitation
2) Selectivity and the Eye
3) Modern Approaches
4) The Detached Observer
B) The Style of Formal Order
1) Kinds of Formal Order
2) Abstraction
3) Concrete Poetry
C) The Style of Emotion
1) Romantic Art
2) .Toy and Celebration
3) Distortion as a Device
D) The Style of Fantasy
1) Dreams
2) Fantasy and Illusionism
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V.

The
A)
B)
C)
D)
E)
F)
G)
H)

Interaction of Medium and Meaning
The Human Image in Traditional Meaning
The Human Image in Modern Painting
Mixed Media
Photocollage Approaches
Assemblage
The Portrait
Approaches to Drawing
Approaches to Printmaking

VI.

Architecture and the Environment
A) The Classic Materials
B) The Urban Environment
C) Interior Space
D) Modern Materials and Structural Devices
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GARH 206B - Renaissance through Modem - Duke 240
MWF 2:00-2:50 p.m. - Spring 1998
Dr.

Course Overview
This course is Intended to familiarize you with the great wortcs of art from various worid cultures. These
are the visual building blocks" of your general education in the global community - Europe, North
Amenca. Asia and Africa. Worths of art will be studied in context, that Is, we will discuss how social,
religious, philosophical, political and economic realities have motivated and/or constrained the artists and
patrons who created art and architecture. Additionally, you will develop your visual perception, leaming
about fomi. shape, color, texture, space and other design elements - that is, the language of art - all of
which will help you in identifying major styles and relating them to specific cultures and times.
Objectives
•
•

Develop perceptual skills for appreciating and discussing worths of art.
Develop research skills appropriate for art history.

•
•

Leam the major monuments and styles from different periods and cultures.
Locate unfamiliar worics of art within major style periods and cultures.

•
•

Describe and analyze individual worics of art and architecture using appropriate vocabulary.
Explain how artwortcs may have been influenced by past cultures and how they relate to
contemporary history, politics, literature and religion.

Required Text
Stokstad, Marilyn. Art History: Volume Two. New Yoric: Prentice-Hall, 1995.
Recommended: The Art Historian: Vol. Two. CD-Rom available at the bookstore.
The CD-Rom The Art Historian is an essential study tool that will allow you to review images and related
material before the tests. It is dual platform and may be used with either a MAC or a PC platform. The
CD-Rom has also been made available on the network in Harrison computer lab.
Course Requirements
Quizzes (4 of 6)
Four writing exercises
Final exam

40%
40%
20%

Attendance. Regular attendance in class is required. Chronic absences (more than four un-excused
during the semester) will lower your final grade by 1 !4 points per absence. An attendance sheet will be
passed around each class; it Is your responsibility to be sure you sign it each day. If you have an
excused absence (illness, another school responsibility, death in the family) please bring a written
excuse the following class period.
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Quizzes. Quizzes will be non-cumulative and will test your grasp of distincth/e vocabulary, major
themes, ideas and concepts that have been discussed In class and/or that are in your textbook. These
quizzes will expect you to identify major objects that have been shown in class and to discuss them in
terms of style, significance, etc. Some quizzes will include a series of "unknowns" asking you to identify
the style period of objects not yet seen in class. More details will be given before the first quiz. You will
notice that quizzes will take place regulariy, about every other Monday. They will cover the material
through the previous Friday class period.
Writing assignments. Your writing assignments will consist of short essays or response papers on
varying topics. The assignments will be detailed on a separate sheet handed out the second week of
class.
Omce Hours. Mon. 3:00-4:00, Wed. 3:00-4:00 and Fri. 10:00-11:00 and by appointment. At other times
I can usually be found either in my office
x6372) or in the slide room (x3857). Please feel
free to call me at either place or leave a message in my box in M202. E-mail (
.edu) is a
great way to stay in touch, although I make no promises to check it every day.

Honor Code Violations
You are fortunate to attend
where individual and community integrity are
stressed. Such a community standard will give you many freedoms during your college career, but it
also requires certain obligations from you. 1 value the honor code highly, and expect that you also will
make academic integrity one of the most important elements of your continuing personal growth. The
following list does not include all possible Honor Code violations related to this course, but mentions
those that seem most pertinent.
1.

Cheating on a quiz or exam, including the use of notes or other unauthorized materials
and/or looking at someone else's test paper.

2.

Tuming in a paper written by someone else.

3.

Falsifying attendance reconjs.

4.

Falsifying an excuse for not attending a class, tuming in a paper or taking a test or exam.

5.

Plagiarism - the presentation of someone else's words, ideas or Information as your own In
your essays. I expect you to document any source you use and to give specific citation any
time you use words, ideas or information found in another source.
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Important dates to remember
February 2
February 9
February 16
February 23
March 2
March 9-13
March 18
March 20
March 23
April 6
April 13
April 20
May 6

Quizi
Paper 1

Quiz 2
Paper 2

Quiz 3
Spring Break
Papers
Last day to withdraw

Quiz 4
Quiz 5
Paper 4

Quiz 6
Final exam, 4-6 p.m.

(Extremely) Tentative Schedule of Lectures

Date

Subiect

Reading

Jan. 14-16

Introduction—How do we talk about art?

p. 15-32

Jan. 19-21-23-26-28

Eariy Renaissance Art

p. 609-677

Jan. 30- Feb. 2-4

High Renaissance in Italy

p. 680-711

Feb. 6-9-11

Mannerism, Northem Renaissance Art

p. 712-747

Feb. 13-16-18-20-23

Baroque Art

p. 751-819

Feb. 25-27-Mar 2-4-6

Neoclassicism

p. 928-975

March 16-18

Realism

p. 978-1006

March 20-23-25

Impressionism

p. 1007-1019

March 27-30

Post-Impressionism, Expressionism

p. 1022-1048

April 1-3-6-8

Eariy Modernism

p. 1048-1105

April 10-13-15-17

Art after WWII

p. 1108-1166

April 20-22-24

Art of China and Japan

p. 836-871

April 27-29

Art of the Americas and Africa

p. 874-91,910-25
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Arts 101 Introduction to the Fine Arts Fall 1998-99
SectioolOOQ2 Index #1261
GassMeetmgs: Tuesdaysand Thmsdays 11:00-f2:15
luslfucton
OfSce:
FhonB: X3468 Emaib

RDomlQ2

Reqiiirai>AibteiiilB
Spom^JhJU±.FaceMiigtkeAttr:
AnIntndaedaniatheBumatimes.
Sthei Prartkfrfiafl: EngiewoodCUf^NJ 1997.
Conne DooripdoB
ARTS 101 is aninteidiscipti'iiafy appcoach to liie.fins aits (fiscqilmes of music,
tfieatie, cinema, danoe-and the visual aits.: This.coiiEsea introdi]oes^tDdeiits.to the basic
knowiec^ andpoceptual skiDsBeeessaiy^ir developing an appreciation of each of tiie
roiDL

Course Objectives: Students wfaahavrcompleted ARES 101 sbould beable to:
1. pcroeiveand describe sensoiy andfiamalelements oraspects of works
oftiievisual aits; cinema^imisio,. theatre and (fance;
2. analyze and interpret aitistic woiks, andrecognizejneaiuiig.in.aitistic
works and the ways in which meaning is constructed.
3. recognize andre^xmdtathe aesthetic andemotxve content of aitistic
woiks.
4. recognize migormommientsandiBQorstyieperiods in the visual arts,
friiifp^i music, uieatre and danoe^ aod understandtherriation oftiiiearts
to their cultunl aad-histoiieal contexts.
5. rffj^JTf jgimilimtiea/difBBfencea, and intenfJatimMhipa jimnng tha
arts.

6. undeistandand appreciate tfaeie^xMisibility and importance of beingfi live
audience to arts events.
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1. Buy andreadtheassigned leAl/maieiiais and use them in coigmmtion with

2. Diligently follow our lectures, dialogues and demomlialions, ahvi^ taking copious
notes.
3. Listen to and lode at-all art experiences ¥d^bh are suggested to you, including live
concerts, galleiy shows, andlheatie/dance productions.
4. Take and pass all tests and occasiooal-qoiaes. Testing dates
below are tentative, butde genendschemewiU be followed
5. Write woricsheets ibr^five (^ live.axtse3q)eDences<8ee below); coUectivety 20% of
your'fina^ svenge.' ItishardtoinakB "A'inthis'coursewithoi^completingthis

Evafautioiia
1. ThreepredominantiyoiTectivetestsovermateriaLiniext, lectures,videotapesttid
ijgfcMwng examples. Thefirsttwotests are.20%e8clLofftefinalgmde. The Final
is conqxidiensivennd w«th.30%^of the^fmaHwenge:
TestI:
September24
Testn:
Nov 5
Ffainl:
December 15
2. Two or"tiiree t[*»'rrf* xjrwoik asignments,^collectiveiy worth 10% oftiiefinal

3. Five arts woiksbeets(8ee1)elow>ODfivearts events. 20%^
Attcadanee: (4tt—MJ^"** •» •n^JaMefcin *T¥pfrtw<; Hnll win hagheekedrntrMidflM-,
ExcnsedabiencesiiiBStbeTtlidatedbyiheiiistnictorin advance. You are allowed
one (1) fwifiiT wfwi'fM'—tffT ^ft^tit'TeeardeA'wagsBaaieA abscBce wifi rcnlt hi a 3
percentage point dedncthm ironyuui' flnnliivei'age;
MwWfawp p o l i ^ Make vp tests will be ofiered for reasons of iHness, injury, death,approved qmrts paitieipatioa and court appeanmccs. Make iq» must be done widiin one
week<wfaen possible) ofthe missed event Quizzes win not bemadeup. Taking
quizzes or tests eariy is not possftl^ Alternative live event dates are possible if our
chosen events conflict with odierclasses,' sports participation, jobs or excused illness.
AUemative events must be approved in advance by the instructor.
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Final Grade: Yourfinalgrade is deleiuiiued by averaging quizzes; tests and worksheets.
Dedurtians for absences aremgdg a n d a final peBegnt«gp> igvW<»mim#vf The letter grade

IS assigned based on a ten point scale:
A-90-100%
B = 8 0 - 8 9 % C='7&-79%etc
Plus/niiffiis gndes win • be giveiL
Nirtnmnifi-wiliMi^fTTffr

1. QUIZZES.f 2-4 evaluations which inqrsbe abjective or essi^ overreadings,events,
videos,etc. Theqdzsesmaybeunamraonced. Assignedwritmgexercises(maddition
to Woiksheets)may be scored like a cpiiz^ The lowest quizsoore will be dropped An
average of aD quizzes counts 10% toward thefinalgradCc
2. TJBS'i'S - All flgee tests (mchiding Fhial>areoverreadings,lectures, aD media
materials used in riass and live aits events; 1h^ may b&compreheqs2»e>over the course
of the semester Tests will be objective and scored on Scanlron cards. The average of
two test&andteFinal ^^«»**r"«^ 70% ofyonrvfinal gradcL.
3. WGRKSHEETSr Five different canqras arts events (soniefiee, some not) will be
assigned' EacfastodeatshaHprqweanassigiiedwoiksfaeetfereacheveaL-'RespecUve
deadfine&foF sidmussian of conqdeted wnrtuhrrts are innfndffid intfaeAHovring Course
Outiine: -We-will hawea discnssioQ session on eadt event- and wi^afaeet; eitiierbefbre or
afiertiieevent Whmposalfe, we wifftiy to Idiig guests iiivdvedwidi'tii& events to
oarclassrooiiL.I«speeteacfa worioheetto beia-dear type* willtca orworA*
processed form. Each woiioheet will incfaide the statement^
** On my IMBOT^ I attended the event described (tickets or program attached)
fajgned)
SAtm£ WORKSHEET FORAAAT

MjNi

ABTSiei, GRAYSON
E«CBtNaae»DatB

PLEDGE X (AS ABOVE)
L
AbootlOworfci
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WORKSHEET QUESTIONS

in the top ribband corner, put yourname, ARTS 101,
, dale submitted,
event name, date and location. Skipia lin&and writelhB pledge (as above). Attach a
program nr.tiekBtstub if one is away^)ie:Skip-anotlKFJhiB or two and answer these four
questions in a paragraph witii some detaiL - (^ reserve therightto become event-

1. Describe in genenltenns the natuieofthe event or exhibit yonatteoded Didthe
event /exhibithaven theme or subject mattei?
2. Using die -appropriateterminology ^^ch youhave leamed fiom dass readings and
lectures todate, describe the-eveaL Detail sensory elements,fiinnal:properties,and
relationships piesentin the woik(s).* Oomment on individual'seetions (ix.; pemtings,
acts, selections, etB.).as wen as die whole event
3. What do you bdieve islhe artisticintention of one or all offeewoiksinthe event?
How andv^^iatis itexpressing^: Possfl^ mtentions^mi^it include tig ciealoz's response
to social, political nrcutaind contexts; they m i ^ have a spiritual orpsydiologicai
function; theyntig^ be based purely on aesthetio oonsidentions ( a ^ afifect.
suiroundmgs on an emotional level).
4. Describe h o w ^ event; oran individual wmk^or part of the event)lad hnpact on
you personal^.- What was yon initio le^xmse? Didyourresponseschange as you
progressed into the event? Whatinthewoik.itself seenistolacvepronqstedtii^
icqxmses?
Woiiodieetawill beevalaatedon a point basis and wID. not receiveanoveran
percentageorgrade. Eachqaestioni»worth.fivepoints^witfapartiatcredltgiven
per qneitioiiy forn possible.total of twenfypointa per worksheet. An4iverageof the
live werhsheeta wffl cennt aalO^of yonrfinalgrade;
REQUIRED EVENTS
Stndents'sfaall attendfiveon^campns events:
1. Art MihonGlazer, Designer Selected Works in Sawfaill Gallery
SepL7-Oct20;?cc
1 Theatre: The Tempest by William Shakespeare

Theane

$5.00

Oct 13-17
3. Fikt North by Northwest by Alfied Hitchcock (maybe) October 29 (tentative!)
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4. Nfusic: The

Arts lotfaitrodnctionto the Fine Arts Fall 1998-99
Syrni^ony Urchesta Wilson Hall ;/9ise November 17 S.-OOpm

5. Dance: VirgimaRepertoiyCompany,Thnr»-SatDec. 10-12,8pm
Theatre $5.
(Ticket Prices are approximate)
You may do one addxtionai worksheet for extra credit if approved beforehand, and
sobntitted by, Tuesday, Dec. 8. This can add 3 percentage pomts to your lowest test
giade if deeoaed aoceptaUe.
MisceflaiieoBs lafb
(Quizzes may not be made iq). No extra credit negotiatedbeyondDec. 8. Failure
to tum in assignments or take tests on time nu^ result in an ."F* if not discussed beforehand Incompletes nearly are impossible. .Read the^Hooor Gxier on ipp. 44-45 in
the
Student I^dbooL
TentatiYcConrseOiitiine
Classes, are efiective only when -organiTed qiougji: to create a sense of expectation, yet
flexible enough to aUow for special interests (yours and mine) andappropriate pacing I
reserve the ri^ to deviatefiomthcLSpedfics lead below. We will ac&ere to tiiis outiine
whgnTf<y convenient and ssefnl;'biit tests xlates may have to change.
SessTom

SckedtJe

Sept 1,3

hitrodoction
Text C3iaps 1-2
to perception/criticism

Sqrtg-15

Visual Arts
AtteodBvent#l

Sept 17-24

Architectmr.
IstWorksheetdne
on 22 Sept (Glazer Show)

Sept24

R&KlmSS

TESTI
Visual Arts and Architecture
Ch^teisl,2,3,4,9,10
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Text Chapa 3-4

Text Chaps 9-10
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Sept29-Oct20

Theatre
Attend Event #2
Tempetf Qctl3!-17
Worksheet Due: Oct 22

Text Chap6

Oct22-Nov.3

Film/Photography
Attead'Evcnt IQ
Rim viewing:
Oct 29 (tentative.
WorksheetDne: Nov.lO

Text Chap 7
(veviewpp 43-62)

Nov. 5

TESTff
Theatre ami film/Photography
Chapten:;3,d,7

Nov. 10-19

Music
Text Chap 5
Attend Event M'^
Symphony. Orchcstra^ Nov. 17
HaU 8pm
(Woriaheet#4 dneNtrv. 19)
NOCLASS

Nov.24,26
Dec. 1-10

Dance
AtteBdEvent#5
VA Repertory Dance €o.
Decia-12

Dec.2

Extra credit worioheets:.
and make-npsaredae

Dec. 15

FINALEXAM
Worksheet#5 Due (Dance)

Text Chap. 8

Final Exam: ThnrsdayDecember 17-/ 10*J0-12:30
Classroom
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PERCEPTION
Perception can be understood as a transaction in which the body and mind process
infonnation received through the senses. The following formula is one way of understanding
this process:

S - rMs- R
S = initial stimulus
r = physiological response
M = mind
s = secondary stimulus
R = final response
An initial stimulus (S), excites our senses. There is a physiological response (r)~the ears
record sounds, the eyes sights, etc. Our mind (M) names and sorts the things sensed and
provides what can be called a secondary stimulus (s), which is the initial stimulus organized
by our mind through the workings of memory and knowledge. Our final response (R),
intellectual, psychological, and emotional, is based on the secondary stimulus.
We might go further and distinguish between a primary aesthetic response (R) and a
secondary aesthetic response (R'). The primary response to a work of art is our initial or
intuitive response, which is dependent on the steps outlined. The secondary aesthetic
response involves understanding the work and its implications more thoroughly, and can be
refined through analysis.
In this course, we will train and develop the skills of perception and analysis in order to
enrich and strengthen the aesthetic responses of students to the fine arts.
In all works of art (as in other objects of perception), we can usually discern the subject or
%tntT2l Junction of a work, the materials of which it is made, the sensory elements, formal
properties and relationships present in the form of a work, and can begin to come to some
conclusions about its content or meaning.
Analysis of works often moves from specific information to synthesis and evaluation. It is
helpftil to start with a simple description or inventory of physical features ofthe work of art.
The next step is to examine the relationships among features in the work. This is often
cziled formal analysis. From here, we can begin to form an interpretation or hypothesis
about the meaning of the work. A final stage is evaluation as we begin to synthesize the
information and responses we have gathered to form a unified understanding of the work of
art. Our ability to form sound interpretations and evaluations grows as our knowledge of
context and of otiier similar works grows.
This information is based on the method used in teaching the fine arts at Ohio University and
specifically on materials prepared by Professor Jessica Haigney of Ohio University.
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APPENDIX V
SAMPLE SYLLABUS FOR FALL 1998
CULTURAL ARTS COURSE
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ART 200
Instructor:

Sec. 5

FALL 1998

Dr.

Office Phone: 568-6372

Office Hours: see posting on office door

Text: Artforms (sixth edition) by Duane and Sara Preble
and occasional outside readings throughout the semester
The goals of this course are as follows:
• to intensify an awareness of and sensitivity to form (both in the natural
world and in works of art)
• to develop a way to critique works of art that may be extended beyond the
visual art examples discussed in class
• to develop an empathy for the artist by practicing the integration of
research, criticism and production of visual form
• to initiate or feed a lifelong interest in the arts as part of our humanity
and culture
Class Attendance: Class attendance is expected. 3 unexcused absences will result in a
loss of points toward the final grade ( see student handbook for university policy).
Students will sign a daily attendance sheet.
NO MAKEUP TESTS WILL BE GIVEN except for officially excused absences.
Please NOTE: All tests including the Final Exam will be comprehensive.
Evaluation: Two tests, a final exam, and a course joumal weighted as follows:
Test 1
Test 2
Course Joumal
Final Exam

10%
20%
40%
30%

(approx week of Sept 29-Oct 1)
(approx week of Nov 10- Nov 12)
(due for final review approx week of Dec. 1-Dec 3)
(Dec. 15)

Note: Timelines are tentative and subject to change.
Grading
90-100%
80-89 %
70-79%
60-69%
59- %

Scale:
=A
=B
=C
=D
=F

******PL£ASE NOTE: Your participation in class discussions is of
utmost importance. I would like this class to be INTERACTIVE, not just a
series of lectures, therefore, we will be doing some individual and small
group exercises in class. Your questions and responses to both the
instructor's and peers' observations will make the class much more lively.
THANKS!!!**''*****
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TOPICS COVERED
We will be following the basic order of the text, yet there will be some
overlap/coverage at different places during the semester since it all ties in
together. The following should help you in planning the "big picture" of
ways to look at and understand art. Remember that we will refer back to
things we have discussed in class before, therefore, it is important that you
review and try to make connections in your own mind as to how all this fits
together.
Parts I and 2
"why" art)
Parts 3 and 4
(ie "how" and
Parts 5 and 6
also a part of

establish a basic vocabulary of general terms/concerns about art (ie:
examine the broad categories of 2 and 3 dimensional media and processes
"what" artists do)
put all of this together and look at how art is both individualistic and
the broad culture.

PART 1
What is art, what is creativity, and how/why do we visually communicate?
PART 2
More about the language of Visual Experience, i.e. leaming about visual elements, principles of design, and
style. How do we critique and evaluate art?
Test # /
PART 3
The two dimensional arts of drawing, painting, printmaking, camera arts and graphic design.
PART 4
The three dimensional arts of sculpture, crafts, architecture and environmental design.
Test ^2
PART 5
Art as cultural heritage and as a way of understanding cultural identity. This includes sampling worics across
time (history) and distance (global).
PART 6
How art has changed, including recent developments prior to and including the 20th Century. Re-evaluating
your own perceptions of the visual world.
Final Exam (comprehensive, with greater weight given to the last 1/3 of semester).

About the COURSE JOURNAL
This is something you will keep throughout the semester. It needs to be at
least standard size (8 1/2 by 11") and there must be a way for you to
remove/add pages as we may be sharing things during class. Since this
journal is 40% of your final grade, it is important that you keep up with it
and keep it organized. It will contain sections for the following:
• Class notes/comments/observations
• reaction papers for experiencing other arts venues
• small art pieces that you work on in class and at home
• a collection of articles/cartoons, etc. that relate to class (each with a brief
commentary by you)
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APPENDIX W
SAMPLE SYLLABUS FOR FALL 1998
ART HISTORY SURVEY COURSE
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Prehistory through Medieval Art
Art History 205~Section 3—
MW / 5 ' . 3 r ' / 6 ' r O

Dr.
Fall 1998

Course Overview
Art History 205 is a chronological survey ofthe history of art from prehistory to the
Gothic period. The major goals of this course are to learn how to examine and discuss
works of art and to understand the social and cultural contexts within which art has been
created. Style, function, and meaning of works of art will be discussed.
Objectives
1.
2.
3.
4.

Develop perceptual skills for appreciating and discussing works of art.
Know the major monuments and major style periods (such as Greek, Roman,
Early Medieval, Romanesque, and Gothic) and their historical and cultural
context.
Identify and analyze individual works of art using appropriate vocabulary.
Develop research skills appropriate for art history.

Required Text
Stokstad, Marilyn. Art History: Volume One. New York: Prentice-Hall 1995.
Course Requirements
Midterm (on OCTOBER 23)
Final (on DECEMBER 16)
Paper 1 (DUE OCTOBER 12)
Paper 2 (DUE NOVEMBER 23)

ISVc0
3 5%
15%
25%

Regular attendance in class is required. Chronic absences (more than four unexcused
absences during the semester) will lower yourfinalgrade and make it neariy impossible
for you to do well on tests or papers. Assigned reading is also required.
Midterm and Final. The midterm and thefinalexam will test your comprehension of
distinctive vocabulary, and your grasp of important themes, concepts and historical trends
highlighted in lecture or in the textbook. They will also test your ability to identify the
style period of objects not yet seen in class. More details will be given before the test.
Writing assignments. Your writing assignments will consist of one short paper (3 pages)
And one long paper (8 pages). The assignments are detailed on a separate sheet. Further
details will be given two weeks before the assignments are due.
Honor Code. I expect you to follow the honor code of
University with
which you should be familiar. Violations of this code include but are not limited to
cheating on an exam; tuming in a paper written by someone else; falsifying attendance
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Art 205
Page 2 of4
records; falsifying an excuse for not attending a class, or for tuming in a paper or for not
taking an exam and finally of plagiarism (the presentation of someone else's words, ideas
or information as your own in your essays.)
Office Hours: Tues. 12-2, Wed. 5-6, Fri. 9-10 and by appointment. At othertimesI can
usually be found either in my office (
x6123) or in the slide room (x3857).
Please feel free to call me at either place or leave a message in my box located in the mail
room near the Dept. of Art and Art History on the second floor of Duke. You can also
send me an e-mail (
.EDin.
Important Date to Remember: Bus Trip to Washington D.C. from campus
scheduled for Friday October 2. We will get tickets to see the Vincent van Gogh
exhibition at the National Gallery. You may also choose an object/objects at the National
Gallery to write about for your short and/or long papers, (preferably an object which is
reproduced on a postcard in the bookstore.
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Prehistory through Medieval Art
Art History 205—Section 3—
MW 15:35-16:50

Dr.
Paii 1995
Page 3 of 4

Tentative Schedule of Lectures
^^^e
Sept. 2

Subject
Introduction
What is art? How do we talk about it?

Reading
p. 6-33

Sept. 7-9

Prehistoric Art
Begin Near Eastem Art

p. 34-59
p. 60-74

Sept. 14-16-21

Finish Ancient Near Eastem
Art of Ancient Egypt

p.75-89
p. 90-135

Sept. 21-23

Finish Egyptian Art
Aegean Art

p. 126-149

Sept. 28-30

Art of Ancient Greece

p. 150-177

Oct. 2

FIELD TRIP

Oct. 5-7

Art of Ancient Greece

p. 177-219

Oct. 12-14

Etruscan Art and Roman Art

p. 220-273

(Short Paper due 10/12)
Oct. 19

Roman Art

p. 273-285

Oct. 21

Midterm (Chapters 1-6)
Begin Eariy Christian Art
Early Christian, Jewish and Byzantine Art

p. 286-297
p. 298-335

Begin Islamic Art

p. 336-349

Nov. 2

Islamic Art

p. 336-363

Nov. 4-9

Art of India, China and Japan
Begin Art ofthe Americas
Art ofthe Americas and Africa
Begin Eariy Medieval Art

p. 364-441
p. 442-448
p. 449-465
p. 478-488

Early Medieval Art in Europe
(Long Paper due Nov. 23)
Begin Romanesque Art

p. 488-505

Oct. 26-28

Nov. 11-16

Nov. 18-23

246

p. 506-516

Art 205
Page 4 of4
Nov. 30, Dec. 2

Romanesque Art
Begin Gothic Art

p. 517.543
p 544.551

^^^•^-9

Gothic Art

p. 561-608

Dec. 14

FINAL EXAM (10:30-12:30)
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APPENDIX X
VISUAL ART'S PRESENCE IN GENERAL EDUCATION
AT 19 UNIVERSITIES IN THE UNITED STATES
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Table X. 1
Out-of-State
ASU
BU
CSUC
CSUF
CC
lUP
MTSU
SUNYB
TSU

UD
UND
UNI
UO

URI
WWU
In-State
JMU
ODU
UVA
VCU

Key:

Comparison of Visual Art's Presence in General
Education at 19 United States Universities
#Cat.
1
1 - 3/8*
1
2
3M
1
2
3 - 1/29*
1
1
2
1
1
2M
1
2
3
4
5M
1
2M
1
1
1 - 3/35*
2M
3M
4M
1
1
#Cat.
1
2
3
1
1 - 2/3*
1

# Art Opt. # Other Opt.
5
15
3
16
6
14
1
130
5
67
7
28
3
8
3
85
8
200-h
1
3
4
90
1
7
10+**
n/a**
1^**
n/a**
1
12
6
7
2
12
4
35
4
35
6
101
15
200-h
11
101
2
0
28
200-H
2
36
4
85
20
149
15
62
4
44
# Art Opt. # Oth. Opt.
2
6
1
1
1
1
2
4
32
3
2
25

# Crs. Req.
1
1
1
1/3**
1
1
1
2
1-2/4**
1
1/3**
1
1
2
1
1
1
1
1
1-2/4**
1
1-2/3**
1
5
1***
1***
1***
1
5 or 6
#Cr. Req.
1
0
0
1
2
1

# Cat. = The number of categories which include courses
with visual arts content;
# Art Opt. = The number of visual arts course options in
each corresponding category;
# Other Opt. = The number of other options besides a
visual arts course;
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# Crs. Req. = The number of courses required in each
corresponding category;
M = Multicultural, non-Westem or global requirement
*

An entry in this column with two numbers separated by a "/"
mark indicates that students must first select a number of
categories from among a number of options. A visual art course
may not be an option in the category a student chooses.

**

An entry in this category with numbers separated by a "/" mark
indicates how many visual arts hours may be selected within the
number required for the corresponding category.

**

Unable to determine how many courses were available for
general education credit due to insufficient general education
information in the university catalog and on the Web site.

***

At UO, two courses are required from among the three
multicultural categories.
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APPENDDC Y
PARTICIPANT DEMOGRAPHIC SUMMARIES
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Table Y. 1
Course/
Sample
Group
S-IA#1
S-IA#2
S-CA#1
S-CA#2
S-AH#1
S-AH#2
F-IA#1
F-IA#2
F-CA#1
F-CA#2
F-AH#1
F-AH#2
TOTALS

Total #
Gen Ed
Students
40
61
20
36
18
22
41
52
55
50
31
23
449

Gender of Students Enrolled in Art Courses
for General Education Credit
#of
Female
Gen Ed
25
44
12
23
9
12
19
33
33
29
14
11
264

%of
Female
Gen Ed
63%
72%
60%
64%
50%
55%
46%
63%
60%
58%
45%
48%
59%

#of
Male
Gen Ed
14
17
8
13
9
10
22
19
21
21
17
12
183

%of
Male
Gen Ed
35%
28%
40%
36%
50%
45%
54%
37%
38%
42%
55%
52%
41%

#of
blank
respons.
1

Note: Data is organized according to actual counts and percentages.
Key: S = Spring 1998; F = Fall 1998; lA = Interdisciplinary Arts;
CA = Cultural Arts; AH = Art History; #1 = Section #1;
#2 = Section #2.
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1

<1%

Table Y.2

Academic Major Comparison Between the Study's
Spnng and Fall 1998 General Education Students
and the Fall 1997 Population

Major
Anthropology
Biology
tsusiness
Chemistry
Comm and M A&D
Computer Science
Economics
English
Foreign Language
Geology
Geography
Health Science
History
Integrated Sci.&Tech
Mathematics
Music
Political Science
Psychology
Sociology
Theatre & Dance
Undeclared

Gen Ed %
.6%
4.8%
22.6%
.4%
8.4%
4.8%
.9%
3.9%
.2%
.4%
1.1%
11.6%
1.1%
4.6%
.6%
.2%
3.3%
6.2%
2.7%
.6%
21.0%

Population %
.9%
5.5%
18.8%
1.0%
8.4%
6.3%
1.2%
4.4%
.9%
.4%
.5%
8.7%
2.2%
5.1%
.9%
3.1%
4.1%
8.5%
4.0%
1.1%
14.0%

Difference
- .3%
- .7%
+ 3.8%
- .6%
0
- 1.5%
- .3%
- .5%
- .7%
0
+ .6%
+ 2.9%
- 1.1%
-.5%
-.3%
- 2.9%
-.8%
- 2.3%
- 1.3%
- .5%
+ 7.0%

Note: Difference = the difference between the general education
students' and the population's percentages.
Table Y.3
Course Type
S-IA
F-IA
Total -lA
S-CA
F-CA
Total -CA
S-AH
F-AH
Total - AH
Total /Level

Academic Level of Students Enrolled in Art
Courses for General Education Credit
F
86
3
89
21
15
36
32
27
59
184

F%
85.1
3.2
45.9
37.5
14.3
22.4
80.0
50.0
62.8
40.9

So
7
80
87
22
80
102
7
23
30
219

So%
7.0
86.0
44.8
39.3
76.2
63.3
17.5
42.6
31.9
48.8

J
6
7
13
8
10
18
0
2
2
33

J%
6.0
7.6
6.7
14.3
9.5
11.2
0
3.7
2.1
7.4

Sr
2
3
5
5
0
5
1
2
3
13

Sr%
1.9
3.2
2.6
8.9
0
3.1
2.5
3.7
3.2
2.9

# Gen Ed
101
93
194
56
105
161
40
54
94
449

Note: Data is organized according to course type, actual counts, and percentages;
S = Spring 1998; F = Fall 1998; lA = Interdisciplinary Arts; CA =
Cultural Arts; AH = Art History; F = Freshmen; So = Sophomores;
J = Juniors; Sr = Seniors.
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Table Y.4

Ages

Gen Ed
Students
.9%
2.4%
79.6%
15.9%
.4%
.8%
0
0
0
252

Blank
<18
18-19
20-21
22-24
25-29
30-34
35-39
over 39
Total #

Key:

Table Y.5
Course
F-IA-#1
F-IA-#2
F-CA-#1
F-CA-#2
F-AH-#1
F-AH-#2
Totals
% of Total

Age Comparison Between the Study's General
Education Students and the Fall 1997
Population's Ages
Undergraduate
Population
n/a
1.8%
47.0%
39.0%
9.1%
1.7%
.4%
.3%
.7%
12,551

Difference
n/a
+.6%
+32.6%
-23.1%
-8.7%
-.9%
-.4%
-.3%
-.7%
n/a

Blank = # of respondents who did not complete age item on data
instrument; Population = all undergraduate, degree-seeking students
at the university; Dif = the difference between the general education
student age category percentages and the population's percentages
or the total sample groups' age category percentages and the
population's percentages.
Summary of Race Data for Fall 1998
Gen Ed Participants

Bl.
2
2
7
2
1
14
5.6

AA
1
2
4
1
2
10
4.0

AS
4
2
1
7
2.7

C
37
43
41
43
27
21
212
84.1

F
1

H
1
1
1
2

ME

NA

1
1

1
.4

1
6
2.4

2
.8

0
0

Total Gen Ed
41 of 41
52 of 56
55 of 60
50 of 60
31 of 46
23 of 57
252 of 320
100% of 252

Note: Data is organized according to actual counts and percentages of the total.
Key:

F = Fall 1998, lA = Interdisciplinary Arts, CA = Cultural Arts,
AH = Art History; Bl. = Blank on Instrument;
AA = African American; AS = Asian American; C = Caucasian;
F = Filipino; H = Hispanic; ME = Middle Eastem;
NA = Native American.
Total Gen Ed = the number of gen ed students in each class section.
(The remainder of the students were art majors or elective students.)
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APPENDIX Z
ENROLLMENT MOTIVATION RESPONSE
SUMMARIES
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Table Z. 1

Summary of Spring and Fall 1998 Gen Ed
Student Enrollment Motivation Responses

# Respondents
Categs./Course Types
Content
New Knowledge
Continuing Interest
Easy Course
Course Recommended
Teacher Recommended
Seeking Major
Fit Schedule
Friends in Class
Only Option
Dislike History
Like History
Dislike making art
Dislike performing arts
Gen Ed Constraints
Total # responses

161
S/F-IA
71/35
28/19
8/12
31/11
19/17
2/2
1/1
21/16
3/2
7/5
18/10
n/a
n/a
n/a
n/a
209/130

Totals
lA
106
47
20
42
36
4
2
37
5
12
28
n/a
n/a
n/a
n/a
339

101
S/F-CA
23/27
8/10
6/8
8/6
13/24
15/2
0/2
13/13
1/1
4/5
3/0
0/1
0/5
n/a
n/a
94/104

Totals
CA
50
18
14
14
37
17
2
26
2
9
3
1
5
n/a
n/a
198

62
S/F-AH
10/19
3/3
5/9
3/3
6/3
2/0
1/2
2/9
2/0
2/2
n/a
6/11
1/1
1/4
4/0
48/66

Note: Data is organized according to response categories, types of courses,
and actual counts for Spring and Fall, and total counts.
Key:

S = Spring 1998; F = Fall 1998;
lA = Interdisciplinary Arts; CA = Cultural Arts; AH = Art History.
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Totals
AH
29
6
14
6
9
2
3
11
2
4
n/a
17
2
5
4
114

