71-17,056
STEVENS, Wilson Wayne, 1929-
TEAM TEACHING A GENERAL FINE ARTS COURSE
TO THE CULTURALLY DISADVANTAGED AT THE
JUNIOR HIGH SCHOOL LEVEL.

! The University of Oklahoma, D.Mus.Ed., 1970
; Music

v

University Microfilms, A XEROX Company , Ann Arbor, Michigan

(:) 1971

WILSON WAYNE STEVENS

ALL RIGHTS RESERVED

THIS DISSERTATION HAS BEEN MICROFILMED EXACTLY AS RECEIVED



THE UNIVERSITY OF OKLAHOMA

GRADUATE COLLEGE

TEAM TEACHING A GENERAL FINE ARTS COURSE TO THE CULTURALLY

DISADVANTAGED AT THE JUNIOR HIGH SCHOOL LEVEL

A DISSERTATION
SUBMITTED TO THE GRADUATE FACULTY
in partial fulfillment of the requirements for the

degree of

DOCTOR OF MUSIC EDUCATION

by
WILSON WAYNE STEVENS
Norman, Oklahoma

1971

i DeS IR



TEAM TEACHING A GENERAL FINE ARTS COURSE TO THE CULTURALLY

DISADVANTAGED AT THE JUNIOR HIGH SCHOOL LEVEL

APPROVED BY




PREFACE

There seems to have been an innate proclivity toward synthesis of
the arts which influenced my acceptance, upon invitation by Mr. Olen Lahor
.and persuasive encouragement by Mrs. Pearl Bean, of the position of vocal
music teacher at Roosevelt Junior High School im Oklahoma City. Although
an experienced teacher, this was ﬁy first time to be a member of a teach-
ing team and my first participation in a structured program of integrated
fine arts education.

From the inception of my.membership‘on this fine arts team, I rec-
ognized that I was enjoying a unique experience in an innovative program
which held great promise--a venture in aesthetic education that needed to
be studied systematically and objectively; but sympathetically. The
results of such a study, I beliéved, would ﬁe significant enough to be
presented to épecialists in the arts, school administrators, and other
interested educators.

At last I am realizing the fulfillment of my personal commitment
to do such a study and prepare such a report of my'findings. I trust
that this presentation will not be hopelessly outdated by the time it
reaches a concerned reading audiénce, but that it will be relevant and
interesting, especially to fellow mentors in the arts.

.Team—teaching is no longer considered an innovation, but a widely

accepted educational approach, even though the implementation of the team
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approach has met with a variety of obstacles. Where, we might ask, could
team teachiné be more naturally and compatibly tried than in an integrated
fine arts curriculum? Yet, observation and inquiry reveal that among
teachers and departments of the allied arts: there is frequently less co-
operation énd/or correlation than in many other subject-matter areas.

As a music specialist with a wide‘and absorbing interest--as well
-as some teaching experience--in the other arts and the humanities, I feel
that this situation represents a deplorable miscarriage of true kinship.
Furthermore, my experience has shown that the cleavages and misunderstand-
ings among the art specialities are more often caused by the educators
themselvgs than by their students.

It is hoped that the thoughtful repérting of integrate& fine arts
ventures in the Oklahoma City pgblic schools may prove to be préfession—
ally helpful and informative; that the rationale which has been formulated
on the basis of the accumulated data and ﬁhe study of related research
literature may prove to be stimilating enough to generate the development,
diffusion, and adoption of some workable solutions to the problems
involved in team-teaching General fine Arts courses. The findings are
presumably adaptable to any type of school, but I expect them to be espe-
~ cially appropriate for the racially variegated, inner-city Junior High
or Middle School.

" As intimated earlier, I am indebted to Mrs. Pearl Bean (the art’
specialiét, chairman of the fine arts team, and initiator of the program
at Roosevelt Junior High School) who recognized my inclination toward
unification of the arts, and convinced me of the pedagogical soundness of
the approach. Mr._Lébor, formerly principal at Roosevelt and now at

' iv
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Hoover Junior High School, not only gave me my first opportunity to team
teach within the framework of an integratea General Fine Arts curriculum,
but was very helpful in supplying information about the similar program
recently established at Hoover.

My gratitude goes ﬁo Mrs. Patricia Watson and Mrs. Mary Crowe,
the music and speech teachers at Webster Junior High, for their coopera-
_tion in sharing their experiences in theiteaching of an allied arts
project. The interest, sympathy, and practical assistance given me wﬁile
at both Roosevelt and Central by Mrs. Bobbie Burk, Helping Teacher, are
well remembered, as are the generous efforts and concern which came from
Mr. Ed Keiler, Music Consultant.

My respectful acknowledgment gces to the most supportive admin-
istrative associates anyone could ask for, Dr. Joe Lawter and Mr. Al
Marshall, Principal and Assistant Principal at Central Junior-Senior
High School, who had the confidence to charge me with the responsibility
of setting up an integrated General Fine Arts program in their school.
Interest and help also came from the counselors, the administrative
interns, and the Director of the Materials Cénter, Mr. Ken Poverud, of
Central; and from Mrs. Juanita Simpson, Librarian, at Roosevelt.

The understanding indulgence of my. teen—age sons who needed my
time more often than I was able to give it, and the loving encouragement--
hometimes; painful prodding--of my wife (plus the unselfish sharing of
her professional knowledge and experience in child ésychology, school
administration, and the graphic arts) all contributed immeasurably to
the consummation of this milestone.

it has been an honor to study under the guidance of four of the
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highly competent members of my Reading Committee: Dr. Margaret S. Haynes,
Associate Professor of Music, Chairman; Mr; épencer H. Norton, George
Lynn Cross Research Professor of Music; Dr. Woodrow C. James, Assistant
Professor of Music; Dr. George Henderson, G?ldman Professor of Human Re-
lations; and Dr. Robert Glidden, Associate Professor of Music. Dr.

Robert C. Smith was helpful in the initial stages of this study.

One thing that I have learned while enmeshed in the convolu-
tions and vicissitudes cf this project is this: the secret of "feed-
forward." 1In the language of cybernetics and of the British-born seman-
ticist, Ivor Arﬁstrong Richards; I have found that the before-the-event
counterpart of '"feedback'" is much the more difficult and unpredictable

" of the two processes! Richards, noted for his formﬁlation of an inter-
national language called Basic English, expresses my feelings precisely
in his contribution to the "What I Have Learned" Series of the Saturday
Review of February 3, 1968:

It has all been like writing a book . . .': As you come to-

ward the end, you begin, you think, to see how you should have
done it. . . ., How often I saw where I should be going only by

setting out for somewhere else.

W. W. S.
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TEAM TEACHING A GENERAL FINE ARTS COURSE TO THE CULTURALLY

DISADVANTAGED AT THE JUNIOR HIGH SCHOOL LEVEL
INTRODUCTION

In the first part of this dissertation, the researcher tried to
give a rather comprehensive background of the problem with which the
study was concerned, as well as the direction of the investigation.

After setting some common grounds for communication by defining
terms and stating the underlying assumptions on which the study was based,
the writer dealt with the critics of both general education and fine arts
education. Re-evaluation and innovation in aesthetic curricula were shown
to be a part of a larger critical examinaﬁion and consequent revision
found in the modern educational écene among §irtua11y all subject matter
areas. In fact, the evidence indicated that fine arts educators would be
conspiciously alone and apparently complacent if they were ﬁot seeking
improved ways to teach the arts to modern students--especially to the
. culturally disadvantaged--and make the aestﬁetic realm of meaning more
relevant to them.

The appalling lack of research in the area of general fine arts‘
curricula for digadvantaged yoﬁth was noted; then the goals and procedures

of this study were delineated.

The bulk of primary source data was presented in the second part
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2

through detailed descriptions of actual gengral fine arts curricula at
the‘junior high school level. Two Oklahomé City schools were used for
these descriptive surveys; botﬁ schools were made up of students who were
culturally deprived.

Possible solutions, or at least some directions toward solutions,
were sought in this study fop these concerns: (a) the failures of educé—
tion in general; (b) the special problems'common to c;lturally disadvan-
taged youth; (c) problems inherent in the "in-between" age; and (d) the
negd for improvement and expansion in general fine arts education. The
last concern, of course, was the most crucial to the study; the other
concerns were important only as they had a bearing upon the successes
and failures of the last concern. For example, attempts were made to
apply the critical rumblings found in the literature against schools in
general to the fine arts curricula, in order that some of the pitfalls
pointed out by the general education critics might be avoided in prospec-
tive plans for aesthetic education. Furthermore, from the data obtained
through direct observations of on-going fine arts programs, the researcher
hoped to gain insights into the problems (both overt and covert) involved
in such programs; and by reflecting critically upon these problems, some
new ideas for improved teaching approaches would, hopefully, emerge. The
final part of this dissertation is devoted to such reflections.

The researcher's sociological orientation was unavoidably evi-
denced throughout the writing. Education as a social phenomenon--for
that_matter, involvement in the fing arts as afsocial phenomenon--could
not be disregarded or passed over superficially. Indeed, it was the

writer's opinion that if fine arts educators in the 1970's were found to

e i
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3
be disinterested in the sociological problems of America's young people,
they would be righteously censured by fellow.educators for being a kind
of an anachronistic clique.

Although the investigator readily admitted that the allied
approach to teaching the fine arts was not éhe only good way, considerable
support for its rationale was found in the literature from several points
of view: historical, philosophical, psychological, sociological, and peda-
gogical. These avenues of supportive arguments were related, without
neglecting their counter-arguments, in Part III.

At the conclusion of thé body of the dissertation, a very limited
attempt was made to develop, within the confines of this study, the begin-
"nings of a model curriculum, which could be used as a possible springboard
for further study.

The appendixes became quite voluminous, but they served an impor-
tant part of the scheme of the dissertatiqn: a new approach which inte-
grated the stu&y of the fine arts would, pregumably, need a list of new
and basic materials which were pertinent to a molar or holistic view of
the arts. (121, p. 406) Lacy explained the necessity of such aids:

New emphasis on the arts and humanities requires vast quantities
of new learning materials, for one cannot learn about these subjects
without experience of many kinds in music, arts, vhilosophy, and
many other related subjects. Not only are more bcoks needed for
such education but many other types of learning resources: all
kinds of pictures, records, reproductions, exhibits, and perform-
ances are necessary for such curriculum enrichment. (213, p. 32)

The resource materials were included in the éppendixes because

they weré consideréd to Bé ﬁoteﬁtially ﬂelpful.té fine arts specialists

of any discipline who became involved in teaching a General Fine Arts

course at the jumior high school (or middle school) level, especially if

:
i
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4
the students taught were of mixed races and culturallyldisadvantaged.
These resources were sometimes listed even‘wﬁen complete bibliographical
information was not available., It was deemed more important to present
the fact that certain relevant aids existed and to give whatever annota-
tions possible than to omit them because of incomplete specifications.
Most materials were examined directly by the researcher and the annota-
tions were original, representing his peréonal evaluation. However, some
descriptions were taken from secondary sources, such as book-jacket
blurbg, periodical notices or reviews, advertisements, and even pre-
puBlication announcements from publishers.

It is without apology that the writer acknowledges that throughout
' the treatise a noticeable but understandable bias tbward the music educa~-
tor's point of view appeared. Since the investigator was primarily a
music educator and secondarily a fine arts coordinator, most of the dis-
course emphasizgd findings particularly relevant to the music specialist
with a keen subordinate interest in general fine arts education. None:
the less, a sincere effort was made not to preclude any findings germane
to the other fine arts disciplines or of interest or benefit to non-arts
educators, who for various reasons, may be attracted to an alliance of
the arts.

Several efforts were made to secure financial aid to help carry
out this study, but they were all unsuccessful. Consequently, all
expenses were borne by the investigator. No doubt,‘a much more vaiuable
contribution could have been produced for research in the field of aeg—
thetic education if finances had been less limited. It was early in 1965

when the researcher'first began to collect some of the data used in this



5
treatise, However, a conscientious effort was made to keep the related
sources up~-to-date in spite of numerous unavoidable delays in its

completion.
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PART I. BACKGROUND OF THE PROBLEM

AND DIRECTION OF THE STUDY
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CHAPTER I
TERMINOLOGY AND ASSUMPTIONS

To facilitate communication between the investigator and the
reader, an attempt will be made to "externalize" the frame of reference
used in researching this topic. The title of this paper itself contains
some terms currently found in the professional literature and heard
" by educators in contexts which suggest dive;gent connotations. ' The
intended meanings of some of the relevant nomenclature are explicated

below.

Definitions and Discussion of Terms

Team teaching 1s found in an increasingly greater number of

schools, but under a variety of operating arrangements. There is consid-
erable disagreement as to what constitutes '"real" team teaching. Various
existing levels and practices of the team approach are discussed through-
. out this study, but the criteria for team téaching established by Shaplin
aﬁd Olds (362, passim) are accepted as authoritative. Team teaching must
involve more than loosely o;ganized cooperative ventures (usuvally on a
short~term basis) among neighboring or friendly teachers. Some type of
relatively permanent structuring is required, as well as regular team
planning';nd delineat;on of responsibilities among the team members.
Organization of classes into large, mediumg and small groups appropriate

7
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to the tasks involved usually is essential to successful team teaching.
The advantages of this approach will be diécussed further in following
ghapters; the difficulties encountered in certain team efforts will be
referred to in various portions of Parts II and IV.

Use of the adjective, "general," to describe the type of fine
afts course under study emphasizes the exploratory, non-specialized
natuée of the course. It indicates a sur;éy course which is "concerned

with the main or over-=all features" (as defined in Webster's New World

Dictionary of the American Language, 1966). A distinction is made

between "general education in the fine arts" and "fine arts in general
education" which follows the thinking of Haynes (155, p.2). "General
"education in the fine arts" refers to the organization and presentation
of the essential and basic nature (or structure) of the arts' while "fine
arts in general education" deals with the relationship of aesthetic edu-
cation to the total pattern of general education. Also, the adjective,
"general," is admittedly carried. over from the course title so familiar
to all music educators in the public schools: "General Music." (In
fact, most integrated fine arts courses are used as replacements for some
"or all of the General Music courses of a particular school.) The same
"perennial ambiguity in the concept of general music" (155, p. 1) which
Haynes found among music educators may be anticipated in the concept of
general fine arts, only to a greater extent, A 'general" course in any
field is most elusive of definition; and no matter how carefully planned,
critics from opposite polarities will complain that either too much is

omitted ‘or neglected, or that too much is included in the curriculum.

Implicit in the phrase "general fine arts" is the assumption of

s A
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interrelatedness. In the present discourse, the following terms are
consideréd practically synonymous and are ﬁsed more or less interchange-
ably: unified, integrated, correlateinallied, related, interdisciplinary,
and even "simultaneous pursuit” (as explained in Chapter IV) and "core
curriculum." The vogue of such similar terms increases and diminishes
from time to time rather capriciously. The definition of '"general music"
in the junior high school given by Hughes (174, p.13) is useful for the
purposes of this treatise when expanded to include all of the fire arts.
General Fine Arts, in this context, refers to instruction.that promotes
aesthetic sensitivity. It denotes a kind of learning experience which is
by nature broad and general rather than specialized and peculiar to only
"one area of aesthetics. This kind of course seeks fo develop the child's
innate capacity to respond to the expressive qualities of aesthetic expe-
rience more than to develop the specifics and mechanics of performance
technique. (174, p. 13)

Closely aligned with general fine arts is a term which 1s appear-

ing more and more frequently in the literature: "humanities" or "arts and

humanities" or, more.specifically, "related arts/humanities." Although

the scope of the huménities is variously interpreted, the designation
usualiy is considered to be more inclusive than "fipe arts." The emphasis
' is upon the philosophy and history of human goals, values, and accomplish-
ments. The Humanities course in the secondary school is intended to help
students face society with confidence and understandingi to understand
themselves and their neighbors; to improve their personalities and become
better citizens; and to search for méaning in 1life. (45, passim) The

understanding of basic concepts is deemed more important than the

TR Ak L R e,



10
memorization of facts. It is hoped that students in a Humanities course
will develop a sensitivity not only to the arts but to their obligations
as a member of a democratic society. The earliest attempts to teach
courses of such a design occurred in the colleges and universities;
recently, they have become increasingly popular in the secondary schools
and even in the lower grades. (For example, there is a Humanities Center
for Kindergarten Children connected with the University of California at
Los Angeles.) Very successful Humanities courses have been taught to both
honor students, as part of their college preparatory curriculum; and to
slow learners, who do not anticipate going to college and are likely to
be high school dropouts. Broudy provides us with the following frame of
. reference for the meaning of humanities:

" The humanities taken In their broadest and most generous ‘intent
include works of art, literature, music, sculpture, architecture,
history, and philosophy which depict the human ideal. This ideal
is no more nor less than a conviction that man can transform his
animal instincts into something worthy of being called "human," a
transformation achieved by intelligence and imagination. By intel-
ligence he can reflect on his experience and by imagination he can
expand it, even to the point of changing its quality. Who but man,
for example, could transmute feeding into dining and lust into
romance? From this cultivation of intelligence and imagination
emerges a value system in which some experience is judged to be
better or higher than another, an understanding of why this is so,
and an obligation to achieve the better and the higher at consid-
erable, parhaps at all, costs. (45, p. 19)

The general fine arts curricula studied in the present research could very
well be classified as "humanities" or, perhaps better, "allied arts/humani-
ties" curricula. Further discussion of the humanities trend in education
will be found in Chapter VIII. The problems and negative aspects of the
humanities approach will be explored in Chapter IX.

‘A very broad interpretation of the meaning of fine arts is used

for the purposes of this study, similar to that of the Educational Policies
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Commission of the American Association of School Adminiétrators, viz,:

We have in mind not only painting and music--the aspects most
likely to be found in public school programs--but also literature,
poetry, drama, dance, sculpture, architecture, photography, and
cinema. When we use the term ART in this paper, we encompass all
these fields. (10, p. 5)

Webster's Third New International Dictidnary (1966) gives the following

definition of fine arts: '"Any art (as painting, drawing, architecture,
sculpture, music, ceramics, or landscape architecture) for which aesthetic
purposes are primary or uppermost.” It would seem that the term, fine
arts, would need little or no discussion; that its meaning is self-evident,
so it cquld be relegated to théf vast category of commonly understood,
undefined expressions. On the contrary, the investigator has found con-

- siderable disagreement among writers, artists, and edﬁcétors not only
about a proper taxonomy of the fine arts, bﬁt about the meaning of "art' .
itself. The latter dispute, of course, involves questions of a philo-
sophical nature and will be considered more fully in Chapter VI. Classi-
fication, however, is a practical problem which warrants some explanation
at this time.

Many different systems of sub-dividing the arts are plausible and
have been used, but they all pose problems of overlapping, omission, and
degree of relatedness. A tendency exists ?n current literature (e.g.,
113, p. 66) to distinguish between the "Fine Arts".and éhe "Performing
Arts," the former referring to the visual arts such as graphic art and
sculpture, while the latter term is used to designaté theatrical or con-
cert presentation. In this dissertétion, no such limitation or distinc-
tion is. made. The phrase, "fine arts,'" is intended to be inclusive of

all categories of aesthetic experience. Thus the term is extended to
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include more areas of human behavior than may be commonly expected.

As will be illustrated by paradigﬁs in Chapter VII, the preferred
schema takes the form of an overlapping triune pattern which includes the
visual arts, the aural-oral arts, and the kinesthetic arts. Information:
from both primary and secondary sources showed Movement, or the Kines- '~
thetic Arts, to be the most neglected of the three categories, in both
.education and research. Whenever competeﬁt teachers were found in this
area, they were more apt to come from the Physical Education Department
than from the Fine Arts specialists. A hierarchy is not proposed in the
schema; neither is any distinction make between '"primary" and."secondary"
arts within the three divisions of aesthetic experience. Therefore, some
activities which are often considered handcrafts (éuch as puppetry,
jewelry-making, stagecraft, costuming, etc.) are also included within the
scope of Fine Arts.

A compilation of the specific artistic activities available
within.the framework described above discloses the inexhaustible resources
and unlimited channels possible in aesthetic education. There are so many
different kinds of music, for instance, that the plural form of the word--
musics-~is quite appropriately being used in the profession today. We
have classical music, popular music, jazz, soul, ligﬂt soul, blues, rock’
'n' roll, hard rock, acid rock, music from Broadway shows, movie music,
art songs, folk songs, protest songs, patriotic music, sacred and secular
music from various historical periods (ancient, medieval, renaissance,
baroque, rococo, romanéic, etc.), ethnic music, therapeutic music,

"enticement -to-buy" music for supermarkets, background music for offices,
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computerized or synthesized music, aleatory‘music, chamber music, opera,
experimental music created electronically from non-musical sounds, exotic
music from'non—Western civilizations, improvisational music, and even
"school music." There are also many studies directly related to the per-
formance of music: composition, theory, ethnomusicology, acoustics,
amplification, mass media, recording, music printing and publishing, etc.

The channels of graphic art are jﬁst aé variegated: drawing,
painting, design, photography, graphics, lettering, cartooning, op art,
pop art, ob art, collage, montage, déEoupage, experimental, multi-media,
etc. Sculpture has its own sub-channels: cut-away, plastic, modeling,
kinefic, constructivist, minimalist, environmental, scrap metal, sand-
casting, bas relief, carving, repoussé; mobile, abstract, geometric,
soap, ice, etc.

Movement can be approacﬁed from several different directions:
pantomime, modern dance, ballet, social dancing, eurhythmics, folk dance,
acting, charade, posture, puppetry, mime, paralanguage, kinesics (sub-
divided into pre-kinesics, micro-kinesics, and social kinesics), semi-

. otics, ethnic dance, choreography, experimental dance forms, and the very

negation of movement, tableau vivant.

The complexities involved in the creation and production of a
work of dramatic art are explained very well by an undergraduate drama

major at Angelo State University, San Angelo, Texas., Laura Beth Graf,

Production Manager of the play, "Plastic Pleasure Dome" (by James Buchanan,

an A.S.U. senior student) gave the following observations in the Program

Notes:

A work of dramatic art is not created by a playwright or a
director or even an actor. It is the product of ¢reative choices
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of dramatic arfists which determine the direction that. the work of
dramatic art will take. It is in such a manner that a work of dra-
matic art is created, not by one individual but through the efforts
of many. ‘

To illustrate the cooperative effort and social learning which
are inextricably involved with the creation and productionjof a dramatic
work of art, one only has to look at the list of responsibilities dele-
gated to the members of the production staff. Besides the cast of actors,
these functionaries are equally indispensable: director, technical
advisor, composer of incidental music, prompter, special effects designer,
costume designer, production manager, stage manager, assistant stage mana-
ger, master scenic designer,. master carpenter, master electrician, prop-
erties custodian, wardrobe mistress, make-up aftist, hairstylist, sound
engineer, lighting crew, building crew, and many others.

There are many different types of dramatic activities: proscenium
stage play, theatre-in-the round (and the half-round and quarter-round),
closet drama (readers' theatre), comedy, tragedy, musical comedy, mono—
iogues, dialogues, poetry interprgpation, speech arts, impromptu, extem-
poraneous, etc., etc. Dramatic art is also extended to radio, television,
and movies. Raconteur is not so well known but requires dramatic skill.
Last, but certainly not least, are the script writers.

Another important member of the. fine arts which is sometimes
neglected by fine arts specialists is architecture, both building and
landscape. ‘The oriental art of flower arranging and interior decoratioﬂ
cﬁuld also be included in a broad definition of fine arts.

The newest fine-art medium, according to Newsweek's art critic

is videotape. (The A.S.U. play referred to above utilized videotape on
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stage as one of the properties essential to the plot.) It was the use of
videotape as a visual art medium--not as a stage property in a drama--that
Davis had in mind in his article:

Videotape--what Andy Warhol calls "the new everything" material--
is now a permanent fixture in the fine arts. Last week Ileana Sonna-
bend, the vanguard matron of Paris art dealers, confirmed that she
had sold out an edition of three "original tapes created by the
American artist Bruce Nauman to buyers who include two collectors
and a European museum. The analogy between the 'limited-edition"
print—-a lithograph or an etching--is clear. The videoprint, in
'short, is here. (82, p. 98)

The explanation for the new accessibility of videotape as an art medium is
the appearance, in 1968, of the Sony Home Videorecorder: a tape-camera-
recorder-monitor combine. There are indications that an inexpensive model
.is forthcoming. The technical possibilities are exciting: at one exhibi-
tion, the tapes were blown up on the wall to a 12-foot by 14-foot scale,
"turning the tiniest facial details into wide-screen epics.”" (82, p. 99)
Videorecorders are now owned by many modern public schools, and they will
-more than likely become standard equipment in the Instructional Materials
Center of schools of the future, just as movie and slide projectors are
today. Only a lack of imagination on the part of the fine.arts specialists
would prevent their creative use.

Ideally, the final cohesive activity for a team?taught General

" Fine Arts course would seem to be a stage productioh in which the students
make use of a wide variety of the skills and concepts learned from their
teachers and from each other during the process of exploring the many fine

arts channels. Prerequisite steps leading to such a culminating experi-

ence are outlined in detail in Chapters IV, V, and VIII.

The 1abe1,."culturally disadvantaged," which is the next phrase
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in the title of this thesis, has many synonyms. Other terms which could
have adequately conveyed the meaning intended include these: 1lower class,
socially disadvantaged, culturally deprived, underprivileged, socioeco-
nomically deprived, poverty level, culturally alienated, chronically poor,
etc., etc. No nice distinctions among these terms were made by the inves-
tigator; all were accepted as practlcally synonomous.

Culturally disadvantaged students ére predominantly from slum or
ghetto areas (sometimes from fringe suburbén sections) of large cities;
hut, of course, they are also fqund in rural and isolated parts of the
country. The slum schools of the "inner—city" are typically attended by

minority races and lower—class whites. The exodus of affluent femilies

to the better suburbs within the last several years has left the imner-

~

city school as a depository of impoverished youngsters. The significahce
and urgency of the problems of these children are poignantly brought to
our attention in a critical discussion by Gordon and Wilkerson:

Children come to the school disadvantaged to the degree that
their culture has failed to provide them with the experiences that
are "normal" to the kinds of children the schools are used. to
teaching.

As a consequence, in school these children show disproportion-
ately high rates of social maladjustment, behavioral disturbance,
physical disability, academic retardation, and mental subnormality.
Such problems are acute wherever they are found, but they have been
exacerbated and brought to the focal point.of public attention
because of the recent increasing concentration of this population
in the center-city areas. (139, p. 2)

The effects of human ecology which have direct bearing on Fhe
teaching-learning process were considered very imporfant by the fesearcher.
Interest in social ecology and the defense of its reievance is apparent
in Chapter VII.. Ecological cdnsidefations of the students involved repre-

sent a crucial basis for the ratioﬁgle disclosed in Paxrt III of this

T T A
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paper. Within recent monﬁhs, references to "ecology" or, more specifi-
.cally, "human ecology" or "social ecology," have become commonplace in
the literature of nearly all disciplines, on radio and television, on
billboards and other advertisements, and even in the hallg of Congress.
A satisfactory explanation of the meaning of ecology has been offered by
one of the writers for Newsweek:

The word "ecology" derives from the Creek oikos, meaning house.
Ecology, therefore, is translated as the study of houses, or, in a
broader sense, environments. (3, p. 35)

The ramifications of human ecology, especially as they pertain to minor-
ity races and children from poverty areas, will be explored in depth
later.

The organismic view of Ambrose and Miel which assumes that in

the final analysis "all learnings are social in nature,” (9, p. 5) is

similar to the holistic-dynamic concept of Maslow (251, passim) and was

accepted as operationally valid for the purposes of this investigation.

Social learnings refer to those controls of behavior which a person

develops as he lives through and reacts to social situations, actually
or vicariously. A child is not a multipartite creature; he is at one
and the same time a thinking-feeling-acting person. Sloan expressed the
idea similarly:
You react as an organized whole to your total environment. You
cannot respond to only a part of it. Any kind of response produces
intellectual, emotional, and physical reactions. (377, p. 1)

Virtually every portion of the curricula studied--despite the

titular designation of Junior High School Level--could be successfully

adapted to the newly emerging Middle School movement. The Middle School

is defined by William M. Alexander as "a school providing a program for
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aArange of older children, preadolescents,‘and early adolescents that
builds upon the school for earlier childhood and is linked to but differ-
ent from the school for adolescence." (432, p. 41)

As with most innovations in education, there is considerable
diversity in the organizational arrangements of middle schools, as they
aﬁpear arouﬁd the nation. The age of pupils ranges from nine through
fourteen. The most common grade equivalents contained are fifth through
eighth. The middle school is purported to answer the question, "How can
we best serve the educational needs of pupils who are no longer children
and not quite adolescents?" (432, p. 41) It is an attempt to combine the
best features of the self-contained classroom idea of the elementary
'school with the best features of the specialization of secondar& schools.,
Further description is given by Williams:

Middle Schools are frequently housed in new buildings, and new

buildings are more likely to be open-concept in design and to have
video and audio learning facilities and, occasionally, even closed-

circuit television. All of these media can result in greater indi-
vidualization in the student‘'s program.

The middle-school movement is an exciting development, . . . the
excitement of creativity is felt in these schools. (432, p 42)

It may be appropriate to remind ourselves that aesthetic sensi-
tivity and/or aesthetic sophistication do nqt necessarily follow grade
" levels with any consistency. Culturally disadvantaéed Sénior High School
adolescents were found to be at the Junior High or even Elementary School
level in the aesthetic realm of their education. With slight alterationm,
the general plan of a team—taught Fine Arts course intended for the Junior
High School ox Middle'School would be workable in the Senior High School,

especially among aesthetically underdeveloped.students.
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A few terms, other than those found in the title of this disser-
tation, may warrant some discussion. For instance, the term mentor is
preferred to the label, "teacher," because of its implications of guid-
ance and advice in the learning process, rather than the connotation of
demonstrating and imparting knowledge. It is the conviction of the inves-
figator that fine arts students at the junior high school level need to
be given the opportunity to discover aesthetic principles through creative
experiences more than they need to be "taught" a pre-selected body of
information.

The art of modern dance was treated with some ambiguity in the
literature. Some dange educators contended that they.were more interested
in the process than in the product. They commented thus:

Modern Dance is symbolic movement which has been organized,

~ integrated and objectified for individualized expressive purpose.
It shares with other arts the element of creativity. (232, p. v)

Movement for its own sake, however "dancy" it may be, it not art

dance. It must be channeled into form, and it must be couched in

formal terms. (228, p. 5)

A helpful distinction between the two terms, integration and cor-

relation, was found in an MENC publication:

Good teachers . . . have long been aware of the real understanding
which accrues when genuine relationships between subject matter areas
are developed. This process, rightly called "correlation," when uti-
lized properly, permits no subject to lose its identity. On the con-
trary, at the same time that children develop discrimination and
insight in each subject as an entity, they may also reinforce their
learning by becoming increasingly aware of certain elements that
subjects possess in common. In addition, a third dimension is added
in the form of relating these understandings to human striving and
achieving as a whole, rather than in discrete segments.

The effect of the cultivation of these inter-relationships among
various subject matter areas is called correctly integration, while
the organization of the curriculum pattern itself is referred to as
correlation. Subject matter is correlated in order that learning
‘may be integrated. (241, p. ix) :
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Although this distinction is logical and worthy of consideration, it is
not adhered to slavishly throughout this treatise.

Due to the current emphasis upon the conceptual approach to

teaching all subjects, it was considered apropos to seek acceptable
definitions for the general term, concept, as well as for the more spe-

cific term, musical concept. Another MENC publication offered help on

_both accourits. After entertaining the ridiculously broad and oversim-
plified definition of a concept as 'that which remains in the mind fol-
lowing a given learning experience," the editor quoted a more scholarly
denotation by Asahel Woodruff:.

A concept is a relatively complete and meaningful idea in the
mind of the person. It is an understanding of something. It is
his own subjective product of his way of making meaning of. things
he has seen or otherwise perceived in his experiences. At its most
concrete level it is likely to be a mental image of some actual
object or event the person has seen. At its most abstract and
complex level it is a synthesis of a number of conclusions he has
drawn about his experience with particular things. A conceptual
statement is a description of the properties of a process, struc-
ture, or quality, stated in a form which indicates what has to be

_ demonstrated or portrayed so a learner can perceive the process,
structure or quality for himself. (123, p. 2)

Musical concepts are musical meanings developed in the mind
of the child as a result of his experiences with the sound of
music. . . . Tonal concepts are mental images of tones that remain
in the mind. . . . When children hear, sing, or play a song, a
phrase, or tonal pattern; when they differentiate among pitches
and identify some as being higher or lower, longer or shorter,
louder or softer, faster or slower, than others; and when they
verbalize these differences, they are developing concepts of
pitch and melody, rhythm, dynamics, and tempo. (123, p. 2)

Frederick McDonald, in his book, Educatidnal Psychology,
stresses that developing a concept does not mean mere rote learning
but, rather, the understanding of an idea. To him a concept is a
“classification 6r systematic organization of stimuli, characteristics,

or events which have common characteristics." (pp. 134-135) A final
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comment on conceptual learning in the fine arts should suffice:

The understanding of a concept, or idea, is a much more
involved process where the understandings are often abstract and
difficult to verbalize. This is particularly true in the arts.

A concept is a useable mental device which can be applied to mul-
tiple situations. In the acquisition of a concept, the individual
must be able to group or categorize his experiences in order to
recognize the same concept in a slightly different form, and he
must discriminate and generalize in this recognition. (425, p. 10)
A brief definition of the term aesthetics is all that is needed
at this point, since its ramifications are discussed in detail in Chap-
ter VI, Stating it concisely, aesthetics is the study or philosophy of

beauty; the theory of the fine arts and of human responses to them.

Sensitivity, taste, and critical evaluation are vital components of

. aesthetics.

In modern schools the initials IMC éarry important significance.
The new concept of the school library as a resource center has given birth
to the new términology: Instructional Materials Center, or its equiva-
lent, Instructional Media Center, According to the American Library

Association in its 1960 publication of Standards for School Library Pro-

grams, "Instructional materials include books--the literature of children,
" young people, and adults--other printed materials, films, recordings, and
newer media developed to aid learning." The architecture of many new
schools is planned so that the IMC is the hub of the eﬁtire school.

The terms idiographic and nomothetic are applicable at several
~ levels of discourse; thg fine arts as a discipline; psychological impli-
cations for both students and team teacher;‘curricular, pedagogical, and
administrative decisions. .The idiographic approach is based upon the
philosophy that "each individual is unique and has meaning only as an

isolated and unreproducible compleé." (121, p 409) TCultural sciences
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sometimes are labeled idiographic, as opposed to the natural sciences,
which are considered nomothetic. The nomothetic approach is generalist
rather than particularist in orientation. It is
« « « directed toward the discovery of general laws governing the
relationships between particular conditions of stimulation and
associated behavioral responses. These laws are understood to be
normative in character, derived from the study of representative
samples or cases, and applicable to the individual insofar as he

_represents an instance of the general case. (121, p. 409)

"Creative ares are by nature strongly idiographic, but when team~teaching

a General Fine Arts course, it is the educators' responsibility to search

for a happy balance between the nomothetic (normative) and the idiographic

(individualistic), both in aesthetic concepts'and in human behavioral

responses.

The terms heuristic and algorithmic are used to describe pedagog-

ical methods. The heuristic approach refers to "learning by discovery."

Algorithmic teaching is in opposition to the heuristic in that it makes
use of pre-set "formulas'" provided by the teacher for the solution of
problems. As indicated earlier, the "mentor" concept is more consonant
with heuristic teaching; the "teacher" as the imparter of knowledge is
. better suited to the algorithmic approach. Discbvery techniques are
believed to be superior in creativity and meaningfulness; however}'they
require the allotment of more time than sometimes ‘is available, thus

making it expedient to resort to algorithms.

The Taxonomy of Educational Objectives by Bloom, Krathwohl and
others, was taken as the authoritative basis for any discussion of the

cognitive, affective, ahd psychomotor domains of teaching goals. The

Affective Domain was found to be particularly relevant to the fine arts.

Affective objectives deal with values and attitudes.. They.specify in
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operational terms the actions, feelings, and thoughts students are expected
to develop as a result of the instructional process. Further explanation
follows in Chapter VII.

Curriculum is succinctly defined by the American Association of
School Administrators as "the formal plan b; which educational goals are
sought." (350, pp. 27-28) At times the term is.used to refer to the total
school program; sometimes if is limited to the "formal plan . . ." of a
specific subject matter area.

Consideration of the foregoing terminology should be sufficient
to establish commen ground for éommunication between the writer and the

reader. Attention will next be focused upon some of the underlying

- assumptions held by the investigator.

Basic Asgsumptions

It would be impossible to make explicit all of the assumptions
upon which any researcher bases his mode and direction of study--some of
them must remain implicit and tacit. However, an examination of some of
these assumptions is necessary for a more accurate understanding of cer-
tain conclusions drawn by.the investigator and of certain delimitations
of the study. In the following list of assumptions, no attempt has been
~made to establish any hierarchy:

(1) Some aesthetic laws or principles exist in nature which are
common to all the arts and can be studied in a related way.

(2) There is a kind of natural affinity and/or interdependence of
the arts; each of the arts has some quality to complement or enhance
the other.

.(3) Students profit from an acquaintance with the cultural aspects
of human life as a whole; they can also profit from studying those
aspects as a Gestalt rather than as isolated, unrelated "bits" (as so
much of their education is structured).
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(4) Aesthetic experiences are perennially an important part of
humanization and maturation.

(5) The increased leisure time awarded by modern technology makes
possible a greater amount of participation in the arts by more indi~
viduals,

~~ (6) The arts are so pervasive in everyday modern life that to
ignore their importance or to deny them a place in the school cur-
riculum would be short-sighted and insensible.

(7) The arts cannot be fully appreciated by just studying about
them; they must be experienced. . -

(8) Art is not nature; it must be created by man.

(9) Although the arts can and often do have instrumental or _
extrinsic values, the stature of an art is not diminished because of
its lack of usefulness.

- (10) Something of value to a large segment of the student popﬁ—
lation~-much larger than that involved in specialized, elective fine

arts classes—--is gained through a generalized, correlated course in
aesthetic education.

(11) Since the junior high schoolor middle school years provide
the last general exploration of the arts ordinarily required of all
students, these are vital years to the fine arts educators and
desexrve a high priority.

(12) Both intra- and inter-disciplinary research are necessary
and important in educational inquiry as a basis for curricular
improvement in the aesthetic realm.-

(13) 1If an improved program of general fine arts is not formu-
lated by the specialists who should be best qualified to deal with
the problems involved, a program will probably be devised by admin-
istrators or curriculum "experts."

. (14) Too long has General Fine Arts for the early adolescents
been treated like a "step-child" of the curriculum and tolerated as
a '"necessary evil" by many specialists who are interested primarily
in their elective courses.

(15) New specialists are needed who are professionally prepared
as generalists in the fine arts to meet the needs of the general
students by creating an exciting and relevant program for them.

(16) Correlation of the arts is pedagogically sound and does not
damage or destroy the autonomy of any one of the individual fine
arts disciplines.
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(17) One of the values of an aesthetic experience is. that dispa-

rate social groups can be mutually "caught up'" in an aesthetic expe-

rience to the point that all prejudicial differences become irrelevant.
It would seem inadvisable to attempt to verify or "prove" such a long
list of substantial assumptions; however, in the review of the literature
upon which Part III is based, a.gréat deal of supportive research and
expert opinion are presented. Most of the above assumptions were held by
the writer before conducting the study; some of them were acquired during
the process of investigation and perhaps should more properly be called
conclusions.

Very closely asseciated with these assumptions were the researcher's
personal reasons for selecting the topic for this dissertation. One rea-
son was the conviction that the generalist's péint of view has had less
than its fair share of defense in the research literature. An intellec-
tual curiosity about the various avenues of the arts, their possible inter-
relationships, and the aesthetic problems involved in a synthesis of the %
arts in education also contributed to the motivation of the study. The
researcher's training and experienée were in line with the problems under- :
taken for study. His background is specifically outlined in the Vita é
entry at the end of the dissertation, but in general it includes formal or !
informal education in philosophy, speech and drama, dance, painting and
sculpture, creative writing, psychology, sociology, anthropology, ceramics,
and photography, to a more or less limited degree, as well as extensive
~education and experience in vocal and instrumental music.

The researcher's teaching experience in both traditional junior

high school fine arts courses and innovative team-teaching situations

should presumably lessen his tendency to be biased toward one type of
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program or the other, and should possibly add credibility to his observa-
tions, comparisons, and conclusions. Finaiiy, perhaps the decisive reason
for following through with this study was the fact that direct access to

primary data was available to the researcher, both as an observer and as

a participant.
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CHAPTER II
THE PROBLEM REVEALED THROUGH CRITICS

The concerns of this study are at least fourfold. In the order
of discussion within this chapter, they are as follows: (1) the short-
comings of the total educational scene in contemporary society; (2) the
special problems common to culturally disadvantaged children; (3) the
_problems common to the developmental stage of early adolescence; and,.of
utmost importance to this thesis, (4) the need for improvement and expan-
sion of the fine arts curriculum to meet the needs of a greater number
of students with a wider variety of aesthetic experiences. Consideration
of the first three concerns is believed td be necessary for an intelligent

view of the last.

Criticism of Schools in General

The national spotlight has been turned on ten subject areaé
(including art, music, and literature) for the years 1969, 1970, and 1971.
It will be interesting to learn the results of this federally sponsored
evaluation, at both local and national levels, since Oklahoma City's edu-
cational system is directly involved., An explanatioﬁ of the assessment

.procedure is given by the Director of Secondary Education of the Oklahoma
City Public School System:

Oklahoma City's.school system has been selected.as one of 500 in
the United States to participate in a new national assessment program

27
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designed to learn what American youngsters and adults know. Measure-
ment Research Center of Iowa . . . is conducting the assessment under
contract to the Committee on Assessing the Progress of Education.

The committee hopes to provide, for the first time, census-like

data on the educational attainments of our national population.
(227, p. 4)

Lindley commented further that the U.S. Office of Education has always
had the responsibility to inform Congress of the progress of education in
the nation, but that that charge has never been fulfilled. (227, p. 4)
Although fine arts specialists and other educators may well ponder

the outcomes of such an assessment, it is not necessary to wait for HEWfs
official report té find Qidespréad and severe criticism of our nation's
schools. Attacks come from reputable 1eaders both within and outside the
_educational professions, and no area of the curriculum has been immune.
(If the fine arts have been neglected by some of the outspoken critics,

it is probably because they considered aesthetic education less important.
than other areas, rather than less faulty.) Statements from one concerned
educator exemplify the harsh views of many.critics:

Most children in school fail.

For a great many, this failure is avowed and absolute Close to
forty percent of those who begin high school, drop out before they
finish. For college, the figure is one in three.

Many others fail in fact if not in name.
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They fail to develop more than a tiny part of the tremendous
capacity for learning, understanding, and creating with which they
were born and of which they made full use during the first two or
three years of their lives. (168, pp. xiii-xiv)

Holt continued to criticize our educational institutions for their lack -

of relevancy, thus:

They are bored because the things they are given and told to do
in school are so trivial, so dull, and make such limited and narrow
demands on the wide spectrum of their intelligence, capabilities,
and talents.

They are confused because most of the torrent of words that pour [s]
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over them in school makes little or no sense. It often flatly contra-
dicts other things they have been told, and hardly ever has any rela-

tion to what they really know--to the rough model of reality that they
carry around in their minds. (168, pp. xiii-xiv)

From a different flank, Gordon and Wilkerson criticize our system
of education by reminding us of the dire lack of conéept-learning among
the children in our schools:

Our failure to train the best qualified to the maximum extent is
but an extension of our failure to provide even the minimum survival
skills for this complex age to those whom we call the socially dis-
advantaged. . . . Educators are increasingly embarrassed by the large -
numbers of young people whom they have failed to prepare for much .
less complex intellectual, academic, vocational, and social func-
tioning. In fact, they are quite properly under attack, from a
number of quarters, for their failure to provide adequate preparation
even to many of the young people who seem to succeed in our system.
Witness the large number of high school and college graduates who
have difficulty in recognizing a concept and who are practlcally
incapable of producing a clear one. (139, p. 3)

Problems of the Culturally Disadvantaged
The literature is replete with writings about the special problems
of children from minority races and others who have been culturally
deprived. The usual curricula in the public schools are grossly inade-
quate for these students, in the opinion of many éritics. This opinion
is represented by Beck and his co-authors in the following quotation:

We can be rather certain that the present curriculum is not ade-
quate for large numbers of our youth. .For example, the so-called
culturally deprived youth often found in cities . . . are quite
obviously not succeeding in developing their potentialities in
today's schools. The dropout rate is relatively high for these
youth and the comparative scores on standardized tests show large
average differences between certain groups of culturally deprived
students and their more fortunate peers.

Further evidence of the inadequacy of the present curriculum
and/or forms of schooling can be found in Benjamin Bloom's Stabil-

- ity and Change in Human Characteristics.

At present, the conclusion can only be what we have known all
along-~that public school curricula are constructed primarily for
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the college-bound student and that the subject matter studied has
relatively little direct relevance to youngsters' lives in any
immediate sense. (21, pp. 180-82)

The seriousness of our failures to adequately educate the cul-
turally disadvantaged is expressed by other.critics, who admit the prob-
lem is not new but has become more intense in our generation:

Now the fact is that the presence in our schools of children
whose background of experiences and whose readiness for the tra-
ditional demands of the school differ from those of white, middle-
class United States nationals is not a new phenomenon. . . . But
the schools' failures in previous years had far less serious con-
sequences for ‘the children and for society than do our fallures
today. (139, p. 2)

Henderson, of the University of Oklahoma, presented a challenge

to educators, as he depicted tﬁe coﬁmonly found physical surroundings of

our poorer schools:

Delapidated buildings, inadequate facilities, and racially seg-
regated schools are part of a pattern found in cities throughout
America. The slums of the inner-cities, limited access to legiti-
mate opportunities for minority groups, and the competition inherent
in the existence of differing socioeconomic classes--all are inter-

. connected. Building new schools, improving facilities, and racially
integrating classrooms help 'somewhat, of course; the foremost prob-
lem in American education, however, is to adjust the curricula to
meet the needs of culturally disadvantaged students.

The challenge to those professionally involved in public educa-
tion is to find a way to bridge the culture gap between school
personnel and core-city students. If we cannot bridge the gap,
more and more schools will become merely custodial settings, sterile,
cold, dedicated primarily to the maintenance of discipline; while

possible educational innovations are 1gnored, even resisted. (330,
pp. 235-36)

Contributing to the growth of poverty pockets and the concomitant
problems in the inner-city is the phenomenon which sbéiologists call an
ecological invasion, i.e., a large exodus of white residents from the
area, "along with a still larger in-migration of nonwhites." (330, pp.

177-78) In the researcher's opinion, lack of concern for these problems
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and their implications for education would be flagrantly unrealistic for
any educator, despite his discipline ox echeion.

Strong indictments against American schools and their professional
educators come from many sources. The President's Panel on Educational
Research and Development concluded that "By all known criteria, the major-
ity of urban and rural slum schools are failures." (304, p. 6) An educa-
tor from Columbia University described the plight of the culturally disad-
vantaged child when he called the inner-city school "a pulsing tangle of
academic retardation, pupil and staff transiency, racial imbalance, aliena-

tion, personnel and staff shortéges, and general inadequacy of reéources."
(304, p. 6) Then he raised a tough question for educators by quoting the
'social psychologist, Goodwin Watson:

"To what extent has the school itself cultivated the apathy,'lack
of self-confidence, absence of persistent effort, the evasions, the
suspicions, defensiveness and hostility of slow learners? Are the
attitudes and biases of professional educators--conscious or not-—-
responsible for the inferior attainments and expression of problems
in inner—city schools?" (304, p. 6)

Considering the sociological facts of joblessness due to automa-

tion, increased leisure, population growth and mobility, as well as the
dangers inherent in racial or ethnic prejudice, the researcher agrees

fully with Henderson that "drastic reforms in education are demanded by

_the realities of the age in which we are living." (330, pp. 277-79)

The Uniqueness ;f Early Adolescence
Many of the problems which became evident dufing the progress of
this study were ﬁot attributable to the system of 6rganized team teaching,
nor the fine arts curriculum, nor the special problems of the culturally

.disadvantaged milieu.. They simply stemmed from the characteristics of the
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age level of students in the junior high school. According to a speaker
at the fifty—si;th annual meeting of the National Council of Teachers of
English, "'There is probably no other area of the school as strenuous to
teach in as the junior high school, or the middle school." (184, p. 1)
After noting that children at this age were.inconsistent and emotional,
difficﬁlt to motivate, and suffered from a severe "academic slump," John-
son recognized the importance of this developmental period:

- Given the critical nature of the middle school years, it is
unfortunate that so many teachers would rather teach elsewhere in
the school system. . . . '

There is no other area of school life where influence on boys
and girls and where. good teaching and good teaching materials have
a better chance to help establish important habits and positive
attitudes. (184, p. 2)

The following statements about the common problems which face the
jJunior high school general music teacher are probably apropos to the
other fine arts areas at the-junior high school level:

Students come to the junior high school general music class with

varying competencies and backgrounds. In some localities they come

_ from elementary school programs where they had a rich and valuable
experience. In others, they enter junior high school having had no
contact at all with school music.

The junior high school general music teacher has the problem of
adjusting to the background and individual abilities of each student.’
The teacher must not only set objectives for the majority of the
students, but also make provision for the others who may be at
either extreme--those operating at a high level of ability and those
who are musically impoverished. (174, p. 14)

Observations in the same vein were made by Imig, who pointed to
"the organized confusion of music in the junior high school." (269, p. v)

He summed up the problems of the teacher in this manner:

A contemporary problem of major importance in the field of junior
high school music is the presentation of the intellectual, the
aesthetic, the correlative, and the skill aspects of music to students
of varied backgrounds. The teacher, in meeting this problem, must
also be aware of all those other problems that are inherent in the

"edrly ‘adoleéscent 'years. (Emphasis supplied.) (269, p. V)
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" Chapter VII of this dissertation will déqué more detailed attention to
"all those other problems." |

In summary, the general consensus of the critics appears to be
that the primary shortcomings of general education are (1) the lack of
relevancy in the subjects taught and the teaching materials used; (2)
insufficient opportunity for student involvement; (3) inadequate develop-
ment of concepts and creativity in‘the majority of children; (4) failure
to motivate or challenge students enough; (5) ineffectual coping with the
special problems of the culturally disadvantaged; and'(6) the lack of
understanding of or concernjfor the difficulties common to stages of.pre-

adolescent, early adolescent, and adolescent development.

Criticism of Fine Arts Curricula

It is typical for music specialists to criticize the curriéulum
(or, more specifically, other music teachers) on the basis of the quality
of the performing talent exhibited at concerts and contests. This, how-
ever,‘is not necessarily the criterion used by administrators and other
educators outside the music field. On the contrary, the very exclusive-
ness of many performance ensembles——notwith;tanding their potential or
real entertainmént and public relations valge-—may be open for criticism.
" In other words, many administrators would like to sée tﬁe slogan, "Music
for Every Child--Every Child for Music," become an actuality, not just a
cliche. TFault-finding against music and the other fine arts is multi-
directional: it comes from laymen, students, teachers in other fields,
administrators, and other fine arts specialists.

At the 1969 Convention of the Oklahoma Music Educators Association
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the State Superintendent of Education made three points about music edu-
cation in our State: (1) that only 24 per.cent of all seventh and eighth
-graders in Oklahoma were enrolled in music; (2) that only 19 per cent of
all senior high students were enrolled iﬁ music; and (3) that only 48 high
schools in the State offered music appreciation classes. Based on thése
points and some other observations, he concluded that "We are doing good
jobs in some of the areas but not in the field of music." (320, p. 16)

This high-ranking State educator emphasized the need for and importance

of general music as well as performing groups. He disagreed with the
commonplace that music "is a nice but relatively unimportant part of the
school curriculum." (320, p. 16) However, the very fact that a number

" of well-meaning patrons do hold such a notion manifests a problem to the
conscientious music educator. Similar commentary could be made regarding
the other fine arts.

The following critical statements about fine arts education in the
elementary schools seem equally valid and applicable to the middle schools
or the junidr high schools:

Education or training in the arts in the elementary school has

not been approached from the standpoint of aesthetic education, nor
is aesthetic education, per se, generally thought to be its respon-
sibility. . . . Consensus is easily reached in nearly every educated
group today that American public school.children are receiving

neither the amount nor the quality of training in the arts that is
desirable.

Direct experiences with music and art usually do not approach
the problem of aesthetic education, or appreciation, discrimination,
literacy in the body of knowledge known as the arts. (66, p. 2)

The researcher agrees with the above music educator in his claim

.that there is a pressing need for a "clear cut statement of the primary

aims for an arts program in aesthetic education in the public schools;"

-
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and further that "aims for integrated programs in junior and senior high
schools are vague at best." (66, p. 7) It is hoped -that the findings of
this study may lead to some clear-cut statements about educational objec-
tives in the arts.

Another music educator discusses fhe need to right some of the
outstanding wrongs found in the aesthetic education of our schools by up-
@atihg and expanding the fine arts curricula in ways that would increase
the impact of the arts on the entire field of education. In Standifer's
.Opinion,

It is probably safe to assert that curriculum developers in the
arts have not yet responded to the demands of the times. They gen-
erally lag, in many areas, far behind curriculum developers of other
disciplines. _ ' L

Present practices in aesthetic education make it reasonable to
assume that a challenging opportunity now facing this field is not
being met. Individuals charged with the responsibility of teaching
about the arts . . . have not recognized . . . the vast potential of
aesthetic education for filling an enormous void in education. (384,
pp. 28-89)

One of the most frequent complaints against education in the fine
arts--particularly music--is its exclusiveness. Jipson warns us of the
consequences of exclusory attitudes:

What of the other eighty-five per cent? Are they to be forever
classified as unmusical? How can they be in sympathy with a subject
that tells them they are incapable of taking part in it?

If we are interested in surviving and in having-'a right to that
survival, we need to revise some of our thinking on the scope and
direction of our music curriculum. Certainly, there must be groups
and music for the most capable, but we must not drive from our pro-
gram those students with less talent or with different inclinations
of taste. (183, p. 36)

Sociologically aware of the problems of our times, Standifer
emphasizes the special need for recognition of Negro art and Negro artists.

Such recognition, which.he contends has too long been neglected, would
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enrich the aesthetic experiences of a greater number of children than
ever before.

“Currently existing curricula in-the fine arts do not necessarily
provide students who take elective courses in an art area with an appre-
" ciation or perspective of the subjects studied as a part of the whole
field of aesthetic education. This hypothesis of the investigator is
supported by Travelstead, who found that "even those students who were
active in performance groups, though technically well trained, were fre-
quently deficient in understanding music as an art." (410, p. 9) Perris
extends this.line of reasoning with the following jibe:

If our select high'échool music groups found a lasting value in
music, it would be some solace, but studies show there is frequently
little carry-over into adult life. What of the other high school
students who are not in music organizations? They, too, are future
citizens, future voters, potential members of the audiences who per-
petuate the taste for a narrow range of music literature. (312, p. 47)

The situation of limited participation in the typical school's

music curriculum is sharply questioned by Broido and Gary, and their ques-
tions can be logically extended to include the other fine'a}cs areas. A

portion of their criticism follows:

Many schools have . . . succeeded in involving only about twenty
per cent of the students. Attention has been given to those who
demonstrated talent or interest, but this has resulted in a form of
discrimination that is not easily defensible. If music is funda-
mental and vital, can the schools with integrity serve only those
who are easy to teach? Is there not a responsibility to make music
real to all children? (42, pp. 32-33)

In the important document referred to as the Yale Report (69, passim)
the accusation is clear: music educators are not making a significant

contribution to general education because they so frequently limit their

work to select groups.

The basis for this accusation has been empirically substantiated
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through the researcher's personal e;perienCe;"Dﬁplicitf is observable
among music specialists; while claiming to want music for all children,
many times their behavior and comments communicate the impression that
they dislike being "bothered" with the untalented--or more specifically,
the seventh grade general music class. It can safely be asserted that

a similar kind of duplicity exists among specialists of other fine arts

aisciplines.

Relevancy in the Fine Arts

Just as the general school curricula are criticized for their
lack of relevancy, so are the fine arts programs. The practicality of
" aesthetics has been neglected in our educational system. Our environment
constantly reminds us of the lack of aesthetic sensitivit& among the
general population. This disregard for quality in American life is
pointed out by Travelstead:

The hulking ugliness of large parts of our cities and towns, the
mediocrity of some industrial production, the brazen tawdriness of
much of our advertising and commercial display, the insipid programs
that fill many pages of newspapers and magazines do not provide the
desired image. These conditions exist because too many people are
willing to accept such standards, having 1itt1e educated basis for
critical selection. (410, p. 10\

A plea for relevancy and up—to-dateness in music education was
the central theme of the Tanglewood Symposium, where a superintendent of
- schools delivered this indictment:

Music outside the schools is the only "real" music for most of
America's children, even those who are taking music in school. (42,
p. 33)

A college-level textbook written for prospective teachers reveals,

rather baldly, the attitude toward the fine arts which many non-arts
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educators and administrators have acquired. The following excerpt sum-
marizes the author's discussion of the arts:

Art and music are offered as required courses in grades seven and
eight . . . and as electives in the other high school grades. In the
senior high school, art is elected by students who have a special
interest and aptitude in applied art. Music, on the other hand, has
become allied with the extracurricular program, and the school band
frequently dominates the instrumental music program. An order of
first priority for the band may be memorization of musical selections
for parade and exhibition purposes. In many schools youngsters spend
hours perfecting marching formations for a football game. Vocal
music tends to emphasize group performance. . . . Occasionally, elec-
tive courses may be offered in music theory and in music or art
appreciation or history, (296, pp. 140-41)

If college professors are teaching future teachers such a limited concept
of aesthetic education, the fine arts specialists are ultimately to blame.
Assuredly, the impression of art and music stated by Ohles was honest.
impartial, and based directly upon some actual observations of narrow,
superficial, and irrelevant teaching by fine arts specialists. Such a
mirror presented by Ohles persuades many educators, including the
researcher, that a reorganization of priorities and a deeper significance
for aesthetic education are needed.

After reading dozens of 'musical background autobiographies" writ-
ten by college undergraduates, the researcher is convinced that very little
general education in music takes place in the majority of junior high
school and/or senior high school performance groups. Furthermore, it seems
to make little difference in the individual's general understanding or
appreciation of music as an art whether or not he or she studied voice or
an instrument privately. In performance groups, the needs of the individ-

ual are necessarily subordinate to the needs of the organization, to the

ego and personal preferences of the director, and to the pleasure and
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tastes of the audience.

Another criticism that is sometimés directed against fine arts
specialists is that too many experienced teachers develop habits, preju-
dices, or behavioral patterns which are consciously or unconsciously accepted
as the way of teaching or learning their art, forgetting the origins of
their arbitrary preferénces and commitments, and failing to question or
xe—éxamine the validity of their methods.. As Haynes expresses it,

Too many "authorities" teach as they are taught and without
mediating ideas to give dynamic meaning to what they teach, and we
should not exclude the field of music education from this issue.
(157, p. 4) ’

The investigator found that some experienced fine arts specialists

. in the Oklahoma City schools seemed to value neatness; conformity, marks,
and compliance over creativity and individuélity. Evidence of this pat-
tern of thinking can be detected in the copy 6f "Instructions for Music
Notebooks--Grade 7," found in Appendix E. This example did not come from
one of the schools studied, but several séhools in the system are known
to have used it or a similar seg of standard; for their traditionally-
taught General Music classes. The kind of teaching approach epitomized
-by these "Instructions" proves to be ineffectual when working with cul-
turally disadvantaged children, for some of the following reasons:
(1) Culturally disadvantaged childr;n do not attach the same
sense of importance to marks as the music specialist who wrote the

instructions evidently did.

(2) Many culturally deprived seventh graders cannot read well
enough to understand the Instructions.

(3) The music specialist naively assumed that all children would
have access to magazines and newspapers. This is not true among
poverty-level families.

(4) The specialist's definition of "worthy music" is a direct
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insult to the personal worth and good taste of the average adolescent,

and the culturally disadvantaged are especially sensitive to such an
implication.

(5) All music which most adolescents consider ‘“worthy" is con- -
spicuously absent from the list,

(6) The students are exhorted to keep their notebooks in a "safe"
place; but slum children often do not have any place they can be
assured is safe, whether at home or at school.

(7) The teacher discourages frugality by demanding the use of
wide-lined paper and forbidding the student to write on the back side.
To many impoverished children, even the most meager of writing mate-
rials are difficult to afford. (Notice the duplicity: the Instruc-
tions were prepared with single-spaced, elite type.)

(8) The arbitrary prohibition of the use of spirai notebooks
works a hardship on some students who may already have that kind.
(This item, as well as other items in this list, reflects the teach—

er's interest in his own convenience rather than the needs of the
children.)

(9) Some disadvantaged children do not have access to a television
set; many more are helpless in regulating the programs to be viewed
at home. Even where the viewing assignment is possible, it represents
an imposition of the teacher's personal tastes (or, if one prefers,

his middle-class standards) upon the children, with callous disregard
for their own tastes.

(10) Seldom, if ever, do the majority of culturally disadvantaged
children have any opportunity to attend a concert or recital.

The cultural gap between the middle-class fine arts specialists and the
lower-class children presents manf inherent problems, and some failures
in communication are to be expected. (These problems are discussed in
Chapter VII.)

Two suggestions are offéred which can possibly make aesthetic
education for the culturally disadvantaged more efficacious, while at the
same time answer some of the criticisms of the fine arts curriculum: (1)
The fine arts specialists should learn to empathize--not just sympathize-—
with the unique problems of culturally deprived youth. Since true empa-

thy can only come from a knowledge and understanding of the social ecology
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of impoverished children, it is recommended that fine arts educators
study their problems through independent reading and observation, and
become involved in some kind of in-service training for this purpose.

(2) An adaptatioh, revision, or complete re-structuring of the fine arts
- curriculum seems to be needed. There are many conceivable ways of
approaching this need. One could be in the direction of an "allied arts"
program. This possibility will be examined in considerable detail in
Chapter VIII. Some discussion of the allied arts/humanities approach.as

an answer to critics is appropriate in the present Chapter.

Allied Arts: an Answer to Critics
The researcher agrees with Perris that "interdisciplinary studies
are never easy to organize intelligibly and feasibly" and that such courses
which have been attempted were "hand-crafted, usually by a team of teachers,
with much labor and struggle." (312, p. 48) The problems are many and
complex, including a lack of suitable textbooks, but an increasing number
of secondary schools are offering -humanities-oriented courses. (76, p. 85)
According to Gaver, the rewards are worth the difficulties encountgred:
Music educators must assume the responsibility for educating
today's youth beyond the traditional marching bands, vocal music, and
service organizations. The humanities approach demands hard work and
cooperation with many other departments of the school. However, its
educational rewards are great. It is the music educator's responsi-
bility to make music an integral part of the total educational scene.
° (125’ p- 47)
Some of the criticisms to which an allied arts approach may be a
suitable answer are discussed by Karel. In his opinion, a course in gen-

eral fine arts is just as logical and important as a course in general

science or general history:
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We have never shown the student the whole field of the arts. He
sees only a little of the painting, or the literature, or the music.
He cannot know how these are related, why they are all arts, and what
others belong to the group. We have no-''general arts" course to
offer, as in science or history. (196, p. 1)

Karel continues to list shortcomings of the traditional fine arts cur-
ricula which an allied arts/humanities curriculum might rectify:

In addition to the fact that all the arts were not represented
in the secondary school curriculum, a second difficulty lay in the
practice of using them for public entertainment. . . .

A third defect in school arts programs concerned their exploita-
tion of the students. Talented youngsters were being monopolized by
one art area rather than having a chance to gain experience in sev-
eral, (191, pp. 1-2) :

Karel further claims that an allied arts curriculum will expand the total
number of students in fine arts education. Since, as adults, most stu-
dents will not become performing or professional artists--but, rather,
the "consumers" of the fine arts--"a consumer course in the arts seemed
clearly indicated. This would be for all students." (191, p. 3) He

also predicts that if a change is not made in our approach to aesthetic
education, "our generations of graduating séniors will become lost to the
arts." (194, p. 32) He adds:

Our present low level of arts support in the United States can
be blamed on the fact that nobody bothered to educate the "consumer."
Now we pay the price in ugliness, pollution, rapidly destroyed
beauty, dismal radio and TV fare, urban blight and struggling pro-
fessional groups. (194, p. 32) '

The researcher agrees with Karel that the "aesthetic method" is
purely the province of the fine arts specialists, and that if they do not
include it within their teaching responsibiiities, probably no other edu-
cators will, (194, p. 32) 1Ironmically, more support for allied programs

has come from school administrators, counselors, and teachers of English

and other areas than from the fine arts specialists, (193, p. 3) All
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students are exposed to courses in which the "scientific method" is
employed and courses in whick the "historical method" is used, but few
students are taught the "aesthetic method" of understanding the world
about them. Nor do the customary music, art, and drama courses prepare
students to make critical judgments about aesthetic objects. (189, p.
p. 112) Conspicuously absent from the school curricula are the arts of
architecture and cinema; neither are the skills needed for'intelligent
viewing and listening taught. (189, pp. 110-11) 1In an allied arts:pro~
gram, these deficiencies would be directly gcted upon.

Another criticism of the fine arts curricula, which may be invali-
dated ‘'when a team~taught allied arts curriculum is implemented, concerns
the lack of cohesiveness among.the various fine arts disciplines and the
absgnce of close cooperation and interdisciplinary interests among fine

arts specialists. Karel discusses this weakness by comparison to other

* academic areas:

Other areas, especially the scientific and historical ones, have.
worked out strong relationships among their constituent sub-fields.
History, political science, economics and sociology acknowledge their
relationship. A Just as strongly related are physics, chemistry,
biology and zoology. But in the aesthetic area there is at best a
grudging admission that music literature and painting even belong in
the same category of knowledge! This lack of interest or understand-
ing among the arts has been encountered by every teacher who has
tried to .interest his colleagues in a related arts or humanities
course. (194, p. 28)

While the researcher sympathizes whole-heartedly with the gist of
ithe above statement, the implication that solidarity and amicable rela-
tions commonly exist within other subject a£eas is slightly misleading.
At least in practice, there are egamples of unreasonable compartmentali-
zation among the sub-fields of history and science, as well as demarcation

and exclusiveness among the teachers of those sub-fields. (0Of course,
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such an observation does not justify the fact at all.) Ivey reinforces
Karel's.argument and illustrates the absurd limits to which divisive
factions can develop even within one fine arts discipline:

In some situations, the division into "camps" is so severe that
communication between musicologists, theorists, and their music
faculty colleagues, most particularly those in the performance
teaching field, has been completly cut off. (177, p. 32)

Conclusion

In aesthetic education for the culturally disadvantaged, the high-
est level of academic training and talent on the part of the fine arts
. specialists becomes rather.inconsequential if they ére so unaware of the
students' milieu that they cannot or do not establish the common frame of
reference which is essential to communication. In fact, if it is true
that teachers fail to "provide even the minimum survival skills for this
complex age," (139, p. 3) one might reasonably question whether culturally
disadvantaged children are ready for or in need of any type of aesthetic
education at éll. However, the descriptions of the General Fine Arts
programs which follow in Chapters IV and V provide convincing evidence that
the very opposite may be true: i.e.; aesthetic experiences are sometimes
more meaningful to culturally disadvantaged children, in terms of.immedi-
ate needs, than the so-~called survival skills. \

An allied arts approach offers an alternative to the traditional
curricula. .It has the potentiality to alleviate some of the criticisms
directed against present fine arts curricula. It is not intended by.the
~reseachef.or by the references cited that an allied arts approach should
supplant all other approaches to the teaching of the fine arts, but that é

it should supplement existing elective courses, thereby expanding the
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total enrollment of students in aesthetic education.

‘Criticism of Preévidus Reseéarch

It is lamentable that research on the problem of team teaching
general fine arts to the culturally disadvantaged at the junior high
school level is practically non-existent. Mucﬁ research has been done
concerning each sub-topic of the problem (i.e., teaﬁ teaching, general
fine arts, the culturally disadvantaged,.and the junior high school),
but studies encompassing the whole problem are practically nil. The
investigator has had to rely upoﬁ related studies which are pertinent
to the subdivisions of this dissertation, and which provide data and
bases for the synthesis of a rationale. Also considerable use is made
of the resgarcher's direct observations and the peréonal evaluations
which sprang from those observations.

Much of the related research was in the form of opinions, norma-
tive statements, and estimations. The lack of specificity is exemplified
in the following statement:

Enrollment in music, art, and dramatics enterprises failed to

keep pace with the rapid rise in school population. Each year a
larger percentage of the total pupil enrollment was untouched by art
experience of any sort. A further omen was the shift of the best
students away from the arts into the solids. (189, p. 110)
- While the abdve observations are probably generally true, they would have
been more convincing and more helpful as references for further resegrch
if some concrete facts and accurate statisﬁics could have been supplied.
Concrete data or statistical analyses of the problems related to this

study were much more difficult to find than opinions and observatioms.

The limited statistics available were loosely documented and oftentimes
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contradictory. For instance, it is difficult to determine whether the
following reference cites statistical data based on accurate research or
simply gives an opinionated rough guess: "In many school systems, formal
music education for seventy to eighty per cent of our students stops at
the sixth- or seventh-grade level." (404, p. 39)

The foiiowing information about music and art in the schools was
found in a study made by the Research Division of the National Education
Association. The data is probably quite accurate. The significance of
the data is defended on the premise that a finer focus is provided on
- the picture of the place of the arts in the total school setting.

Nearly 95 per cent of the secondary scliools in the country

offered music [in 1962]. Student enrollments in music courses
and extracurricular activities were on the increase. However,
well over half of all high-school graduates had less than a year
of music in high school. (279, p. 53)
Just the fact that music enrollment increased without comparing that
increase to the total increase in school enrollment does not tell us
whether the music program is keeping pace with population growth. The
next statement is not statistical, but very pertinent to the problem:

The music program as it stood in most secondary schools appeared

to be geared to the interests and abilities of students who could
perform, rather than to efforts to insure that every student learn
something about music before he graduated from high school. (279,
p. 54)

The monograph continues with data concerning the visual art program:

Quantitatively, art does not hold a major place in the secondary . :
curriculum. While 96.5 per cent of the large secondary schools
offered art at the senior high level, only 14.9 per cent of their
students had elected to take any art courses in 1961—62 Very few
schools required art for graduation.

More than two~thirds of the small secondary schools with enroll-
ments under 300 failed to offer art. ;

Art appreciation or art hlstory was seldom taught as a separate -

course, so the student was given little feellng for art as a part of
civilization. (279, p. 74)
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Nationally, during the school year of 1961-62, 42,7 per cent of the
small schools (under 300) offered courses in General Music for grades
seven through nine; in the medium and large sthools, the figure was

62 per cent. Only 36.9 per cent qf all senior high schools offered any
courses in General Music. The NEA monograph did not mention the exist-
ence of any allied arts or humanities courses. General Fine Arts
courses were negligible and were included in the category, "Others."
(279, p. 44)

Research in music education at the doctoral level has a very
recent history as far as any significant quantity is concerned. Out of
20,000 doctoral degrees conferred in the United States between 1960 and
1962, only 103 were in Music Education. (16, p. 2225 Doctoral studies
in the other arts are also of small quantity: out of 14;490 doctorates
granted in 1963-64, only 422 were in Fiﬁe and Applied Art;. (132, p.330)

According to the 1967 World Almanac, only 67 doctorates were awarded in

Music Education in 1964~65; the figure was down to 48 out of 18,239 the

following year.

In Earned Degrees Conferred: 1967-68, a publication of the
Office of Education (HEW), the following statistics appear: Theré was
an aggregate total of 23,091 doctorates granted in the academic year,
1967-68. Only 81 of these were in Music Education; 35 were in Art Edu-
cation; 24 were in General Applied Art; 185 were in Applied Music,
including Sacred Music; 269 were in Speech and Dramatic Arts; and 50 were
in all otﬁer fields of Fine and Applied Arts. In the category "Arts,

General Program," only nine doctorates were conferred. The Summary of

this government document showed a steady increase in the number of

o
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doctorates granted.from 1960-61, when 10,575 terminal degrees were given,
to 196?—68; the average annual rate of increase was 11.8 per cent.

According to a list compiled by the Music Education Research
Council, out of 262 doctoral dissertations in progress as of January 1,
1969, only one (other than the present investigator's) was directly con-
cerned with a related arts curriculum in the junior high school. It was
by Thomas Haynes of the University of California, Berkeley, and was
entitled, "The Development and Evaluation of an Allied Arts Program for
the Junior High School." Others listed which were indirectly related to
the present study included the following:

(1) "The Development of a Framework for Validating and Designing

Integrative Studies in the Fine Arts and Humanities" by DuWayne

Hansen (Indiana University).

'(2) "Development of a College Curriculum for Teacher Preparation
in General Music" by Walter Smith (University of Oregon).

(3) "A Study of Innovational Change in the Secondary School Fine
Arts Program" by Stephen L. Stone (University of Oregon).

(4) "A Study of Teacher Attitudes Toward Music in the Junior
High School" by James Hardy (University of Kansas).

~ (5) "A study of Cognitive Objectives in the Junior High School
General Music Classeg'by James O. Mintz (Teachers College, Columbia
University). B

(6)"'Folk Music of the Dominant Immigrant Cultures of Hawaii As a
Resource for Junior High School General Music" by Ray Ichiro Okimoto
(George Peabody College for Teachers).

(7) "The Value of Contemporary Music in the Development of Aes-
thetic Sensitivity to Music at the Junior High School Level by Karen
Fanta Sumbrum (University of California, Berkeley).

These“dissertation topics were found on pp. 13-14 of the list which was
distributed by the M.E.R.C.

The most incredible finding in the 651-page research project of
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Schneider and Cady (355, passim) was the total absence of research at
the doctoral level related to a junior high school correlated fine arts
curriculum, even though the compilation was comprehensive and covered a
perlod of 32 years. The compiler§ themselves admitted that research
during the time from 1930 to 1962 "does not provide much data for solv-
ing problems in music education today." (355, p. iii) The present
researcher concluded, in agreement with Colwell, that

The arts lack the background research the other disciplines

have enjoyed for so many years. Even today, curriculum research
in the arts in programs involving all children [is] comparatively
rare. (66, p. 5) '

A similar void regarding music and general fine arts was discov-
ered in the 1200-page Handbook of Research on Teaching. (121, passim)
There was a complete lack of any reference to reséarch in music educa-
tion--the word "music" did not even appear in the index. There was no
mention of an integrated method of studying the fine arts. Only a very
brief chabter was given to the visual arts. In contrast, extensive
treatment was given to research on teaching various grade levels and
subject matter areas other than the fine arts.

It was difficult to understand how the same situation could exist

in two other reference sources: (1) Teaching the Disadvantaged: New

Curriculum Approaches by Loretan and Umans, which contained a section on

"A Curriculum to Counteract Cultural Deprivation" that entirely omitted
(despite an emphasis on creativity) the most "cultural" of all subjects,

the arts;.and (2) Curriculum Principles and Social Trends by Gwynn, a

book which did not list the terms "music," "fine arts," or "art" in the

index.
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Some educators, outside the realm of fine arts, complained about
the paucity of research on team teaching and the inadequacy of reports
on team teaching projects. It was Shaplin's opinion that what has been
reported about implementation of team teaching projects have '"been more
a survey of research needs than of research findings." (362, p. 326)

He carried his criticism further in these words:

Doubtless much as been learned about implementing team teaching
in the hundreds of projects that are underway across the country.
Unfortunately, very little of this knowledge has yet appeared in
published reports. (362, p. 323)

The researcher reasoned that if leaders in general education found that
research on team teaching was scarce, then research on team teaching in
the fine arts must be nil!

Nevertheless, further effort was made to learn of the existence
of any other research directly related to the topic of this dissertatiom.
A letter of inquiry was sent to Robert Lowry, Information Retrieval Proj-
ect Sﬁpervisor, of gpe Ohio State University Center for Experimental

Research in the Arts. Excerpts from his reply, dated February 26, 1969,

are quoted below:

We have found very little experimentally oriented literature on
this topic, although it is currently a matter of great concern.

We are'unfortunately ignorant of the literature on educational
taxonomy, since this is somewhat outside of our concerns. However,
if we had found any literature on the place of the arts in educa-
tional taxonomy, we would probably have included it in our retrieval
system.

We have found no experimental work on team teaching in the arts
as a whole or in any particular art.

Barth lamented the dearth of postdoctoral research in the field

of music education as well as the quality of writing in the professional

literature, which he described as "reflective personal opinion based on
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cumulative practical experience, not on organized systematic research.
(16, p. 222) He found very few research studies in music education other

than doctoral dissertations in progress during the period he scrutinized,

from 1961 to 1964.

A highly disturbing condition in the professional literature is
the nearly total absence of research activity at the postdoctoral
level. . . . During 1957-61, $17.6 million in research contracts
was let, 1,483 proposals were reviewed, and 423 proposals were
approved. Three of the proposals approved were for research in
music education; all three were by Petzold [re: auditory percep-
tion]. Presently [1964], at least one additional Cooperative
Research Project in music education has been authorized [i.e., Ohio
State University]. It would seem generally that leaders in music
education do not feel a personal compulsion to apply their mature
insights and skills to research endeavors. (16, p. 222)

Research in Music Education was found to lag far behind research
" in other fields, including the graphic arts. Much of it was just a gath-
ering of miscellaneous facts without any clear direction, and the result-
ing data was often contradictory and inconclusive. Michael's review of

Barth supported these findings:

Except for a few doctoral dissertations and a handful of pub-
lished studies, the writer has been impressed with the relatively
low level of sophistication of research in music education. The
stage of the science, or the art, with respect to its research,
seems to be that of educational psychology in 1935 or 1940. (259,
p. 254)

Improvement in public school teaching of the fine arts has been
due more to general educational, psychological, and sociological research
that to research in aesthetic education. Michael elaborated on this,
point:

In music and art education, one cannot help being impressed by
the interdisciplinary nature of research. Psychologists especially
have been concerned with both methodological and substantive prob-
lems. In fact, they seem to be the major participants in research

in the fine arts once graduate students in music education and art
education complete their doctorates.
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In comparison with previous three-year cycles, there appeanrs to
have been an even more decided move toward participation of indi-
viduals from certain academic disciplines--especially psychology,
linguistics, and sociology--in the study of research problems in
language arts and fine arts. (259, pp. 253-255)

One important exception found to the rule of laxity in postdoctoral
research in aesthetic education was Leon Karel, who had in progress at
the time of this writing a Junior High School Curriculum Guide for Allied
Arts Courses,

It seemed apparent that clarification of the meaning, scope, and
focus of general fine arts was needed; as was investigation into the
relevancy of the arts to the culturally disadvantaged adolescent. With

" the following quotation

the term "fine arts" substituted for "music,
from Haynes also seemed to suggest the need for the present study:

In the profession, . . . there seemd to exist an almost unbounded
confidence that general music, despite many and often contradictory
concepts of the term, was one of the most important constituents of
the entire music program. On the other hand [there] was a dissatis-
faction, uncertainty, and even ignorance concerning basic means for
the realization of this factor. (155, pp. 1-2)

It was concluded that an aEtempt at making a logical analysis of
the problems involved in team teaching a general fine arts course to the
culturally disadvantaged at the junior high school level would be bene-
ficial in at least two respects: (1) guidelines for the improvement of
aesthetic education could be drawn from such a study; and (2) questions
for further research could be elicited from it.

Implementation of innovative curricula in the fine arts--just as
in other educational innovations--needed to be based on some field trials

in selected schools. Such field trials had been made in Oklahbma City

schools, but they had not been studied systematically or reported in
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detail. The present work was not a duplication of any known previous
research. It was considered reasonable that a published critical study
of these trials would be welcomed by educators who were giving consid-
eration to new directions in aesthetic education. Haynes cautioned edu-
cators about the need for careful thought in planning for an integrated
arts approach:

Children may "know" music in two general ways: according to the
content of the discipline itself and according to cross-disciplinary
approaches involving the integration of music with other realms of
meaning. Instruction in the former, because it deals with a pure
discipline (music) is probably easier to conceive of and to perform.
Instruction involving integrated studies, the kind advocated in
related arts or humanities courses, needs much more thought if any-
thing definite in the way of behavioral objectives are to be real-
ized. (156, p. 20)

Summary

In order to amplify the background of the study which was begun
in Chapter I, this chapter presented critical discussions of the problems
of education in general, of aesthetics education in particular, and a
review of previous research.

.The general school problems included relevancy of the curricula,
teaching the culturally deprived, and understanding adolescence. The
discussion of the problems of aesthetic education disclosed the need for
relevant curricular reform in order to meet the needs and "readiness' of
slum children; and to provide all students with a concept of the inter-
relatedness of the arts. The allied arts/humanities approach was sug-
gested as one route to curricular improvement and expansion.

The lack of previous research on the topic of this dissertation

'proved the need for a study of this kind, even if it served no other
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purpose than as a springboard for further--and, hopefully, more scien-
tific--research. The absence of concern for the fine arts on the part

of general educators and curriculum experts, as found in the literature,

was both embarrassing and disappointing.




CHAPTER III

AIMS AND PROCEDURES OF THE STUDY

Purpose, Scope and Delimitations

Iwo of the broader goals of this study are partially expressed
in Gage's Handbook: First, "to learn something about the teaching pro-
cess and its relationship to pupil learning," and Second, "to gain
insight into the naéure of effective teaching" in the fine arts. (121,
p. 249)

By describing and critically analyzing some specific quasi-
experimental fine arts programs actualized in Oklahoma City, it is fur-
ther hoped that some basis for revision in the procédures of other fine
arts curriculé and/or teacher-education programs might be provided.
Through systematic observation and comparison of actual team-taught fine
arts courses in large-city junior high schools, the researcher gathered
data, constructed hypotheses, and made inferences which he trusted would

contribute to the understanding of the significant place of music and

. other arts in the lives of culturally impoverished adolescents. From

the material of this research, an incipienf model of a revised General

Fine Arts curriculum might be suggested.

The researcher supplemented the pragmatic experiences gained from

the "field trials" with diligent searching through the available
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literature for substantiation or disavowal of a germinating rationale.
In other words, the general aims pervading the entire study are (1) to
increase the breadth of vision for both the writer and the reader, in
the field of aesthetic education for adolescents, and (2) to synthesize
a rationale which would lend validity and authenticity to a curriculum
of related arts.

Another important purpose of the study is the collection of
-empirical data and secondary resources suitable for the stimulation of
further investigation. Many open-ended questions are raised which serve
this purpose.

More specifically, one of the intents of this study is to inves-
tigate the hypotﬁesis that junior high school students can 1eafn more
rather than less general fine arts throﬁgh "simultaneous experiences"
instead of the traditionally separated exploratory experiences in art,
music, and speech, when all the domains of educational objectives (after
Bloom, Eﬂiiék') are considered. |

The researcher intentionally focuses attention, in this study,
upon some of the neglected areas in arts education, to wit: environmen-
tal aesthétics, catharsis, value theory, team teaching in the fine arts,
implicationsIofﬂparalinguistics, symbolism, modern dance, cinematography,
and others. Although students of the arts from all socioeconomic levels
could obtain enrichment from many of these areas, the emphasis of this
study is their relevance to the education of lower-class children.

This dissertation and its appendixeé are inténded to be helpful
not only to the music. specialist Wﬁé ﬁay become a member of a fine arts

teaching team, but also to other fine arts specialists who would like to
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know more about relating music to their special fields. Although no final
solutions aré expecﬁed fo be reached in this study, directions may be
indicated,‘approaches suggested, critical thinking stimulated, and avoid-
able mistakes made known.

To summarize, the purpose of this study was mainly to investigate
and report as accurately as possible the succeésful and not-so-successful
operations of team~taught fine arts courses in Oklahoma City. Through a
critical analysis and interpretation of those operations, aided by a
search of the related literature, it is hoped that some answers might be
suggested to the following qﬁestions: How can team—teaching in the fine
arts at the junior high school level be improved? Can each art disci-
pline maintain its integrity and autonomy while at the same time it must
share time, space and direction with other arts? What are the problems
of team teaching in general, and of team teaching the fine arts in par-
ticular? Why are many fine arts specialists and even some school admin-
istrators opposed to a correlated or unified approach? Can a simultaneous
experience in-the fine arts be usable in the inner-city ghetto séhool as
well as in the suburban school? How should the fine arts curriculum be
constructed so as to be relevant to modern adolescents and enhance their
creativity?

Many imre questions are raised than answers found; but presﬁmably
this is one of the profitable results of research, for answers cannot be
sought until the questions are known. Howéver, such a basic quéétion as
“Why have innovation at all?" was dismissed and replaced with the more

tenable question, "What kind of innovation is best to have?" (cf., 327,

passim)
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The definitions of terms presented in Chapter I were in themselves
a kind of delimitation of the study, as were the statements about the
problem outlined in Chapter II. The purposes and focal points of the
study, given earlier in this chapter, further circumscribe the limits of
the study. Since speciai attention is given to the culturally disadvan-
taged, various sociological aspects involved in the teaching of fine arts
to tgis type of student are given consideration. Crucial to this study
is the understanding of the relationship of music education to education
in the other arts and to recent trends in general education as well as
aesthetic education. |

Aithough the primary focus ié upon the Junior High School (or
its possible replacement, the Middle School), this mid-point in public
school education is inextricably related to the years immediately pre-
ceding and following it. Realizing that fine arts educators can profit-
ably draw upon resources from either elementary school or high school"
and adapt them to the needs of junior high school pupils, the researcher
uses references to these other levels freely whenever they are considered
appropriate or helpful.

It seems reasonable‘to limit the number of schools to be described
in detail to two, even though it is known that other similar "field experi-
ments" have geen pursued in Oklahoma. Most of the data was accumulated
from Roosevelt Junior High School and Central Junior-Senior High School
because (1) they were typical for the puréoses of the topic of this dis-
sertation, and (2) the investigator acquired firsthand knowledge of the
invisible as well as the visible operations of the fine arts programs in

those schools.
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Procedures of Research Used

The order of presentation of the over-all dissertation or of
this section on "procedures" does not necessarily represent the chrono-
logical order of events or of the research.

The investigator gathered together raw data in the form of such

items as the following: old scripts of fine arts productions, notes from

team-planning sessions, clippings from school papers, lesson plans, and
rough drafts of related material. He held personal interviews with
former team members, and with administrators associated with the fine
arts curricula at Roosevelt Junior High, Webster Junior High, and Hoover
Junior High. Colored slides were viewed and selected for reprqduction
in this paper.

Besides the procedures mentioned above, first-hand accounts of
the General Fine Arts curricula were compiled which were based upon
written reports, memos, transcriptions of tape recordings, photographs,
personal notes, etc., in addition to the investigator's memory of events.

The researcher endeavored to keep up-to-date with the "youth

music scene," social and racial developments related to the schools,

cultural trends, and educational innovations through re;earch in cu;rent
periodicals and books; by attending and participating in fine arts work-
shops, lectures, and conventions; and enrollment in graduate courses and
seminars. .At the same time, the researcher tried to anchor the emerging
rationale to the deeper roots of history and philosophy.

At all times the writer considered the generalists point of view
as well as the specialist's and ﬁade an effort to wed the specifics of

aesthetic education to the total school enterprise.
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Some of thé 444 references listed made an unconscious impression
upon the writer and influenced his attitudes and decisions, even though
direct quotations from all references are not cited. The researcher was
also influenced by his personal acquaintance with the author of Avenues .
to tﬁe Arts and president-elect of the National Association for Humani- .
tiés Education, Leon Karel. However, more often the writer found con-
firmation of his independent research and thinking through his visits
and correspondence with Karel, rather than new direction.

Material for the appendixes was collected from any and every
opportune source. The compilation was facilitated by the beneficent
assistance of the researcher's wife, whose apropos experience includes
elementary school administration, college-level teaching of education
majors, supervision of student teachers (including some in art fields),
creative arts consultant to public school teachers, and her current and
most helpful position as librarian and director of the IMC of an innova- ;

-~tive junior high school,

Paradigms were drawn to help pictorialize some of the ideas,
hypotheses, organizational structures, and suggéstions for teaching aids
which were generated in the investigator's mind as the study progressed.
Most of the schemata are considered open-ended and tentative; they are i
presented as a means for clarifiéation of the researcher's direction of
thinking rather than declared solutions. The organizational structures-
are based on the factual data of the existing administrative plans. The
_other parédigms are based on a combination of original contemplation of E
the problems flus idéas gleaned from the literature.

An important inadequacy of the research was discovered to be the
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lack of appropriate instruments of measurement. An original effort to
provide such an instrument is found in Plate VI, which is based on the

Taxonomy of Educational Objectives by Bloom, Krathwohl, and others.

Plates VII-VIII are supplementary to the proposed observational instru-
. ment. Plates I-V and IX-X are reproductions of photographs or color
slides depicting actual student participation in the various General Fine
Arts programs.

The over-all procedure of this research project can be classified
as hypothetico-deductive-observational (121, pp. 142-43); and it is pri-
marily descriptive-survey (131, p. 100) and/or historical in design.
However, portions of the study meet the general requirements of Glenn
and Turrentine's definition of the "Case-Study Design': |

[The Case-Study Design] involveé consideration of pertinent

facts from observation, interviews, testing about an individual

or group in order to identify the determinants of the status itself
of the group.

The degree to which the group represents the larger population
determines the degree of truthfulness about the larger population
which may.be inferred from the group. (131, p. 101)

The methods of investigation consist largely of analyses and interpreta-
tions of the philbsoPhy, pedagogy, organization, and operation of school
curricula in General Fine Arts.

None of the procedures deserves the claim of being "experimental"
in the true,scientific meaning of the term.” But according to Henry Mur-
ray, all research must pass through "the tedious stages of observation,
description, and classification" before reaching scientific maturity.

(323, p. 1)

Plutchik further explains‘the importance of research other than

the purely experimental:
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Before any laboratory research is undertaken, . . . a great deal
of information has usually been informally acquired either by care-
ful observation or by "pilot" studies. In fact, all science starts
from observation. Before formal experimentation is begun, we must
have some idea, even if not very precise, about what to search for,
what to observe, and what to measure. (323, p. 2)

There was no carefully-maintained "control" group in this study;
however, a "quasi-experimental" situation may be said to have existed in
certain instances when both the traditional approach and the team-taught,
unified approach to teaching the arts were simultaneously in progress at
the same school.

Medley and Mitzel emphasize that observation is an important
facet of research related to teaching children:

Direct observation should play a crucial part in the most funda-
mental kind of research in teaching--the search for effective pat-
terns of classroom behavior. '

It seems safe to say that almost any research on teaching and
learning behavior can benefit by the use of direct observations of
the behaviors. (121, pp. 249-50)

The manner in which the observations of this study were made and
recorded is explained earlier in this section. To their support of the
desirability of observation, the above authors add this practical warning:

The failure to find a difference between methods may have been
due to the fact that both classes were taught by the same method,
despite the fact that the teachers were supposed to use different
methods. (121, p. 249)

- Probably this fact occurred many times, intentionally or unintentionally,
in the schools studied, at the most likely time: when the specialists
were alone with their small groups.

Belleving that "a hypothesis is simply a guess in a testable

form," and that most precise, well-substantiated, scientific conclusions

"probably began as mere intuitioms," (62, pp. 35-36) the researcher did
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not disparage intuitive judgments either.from adults or children. The
reseacher and others comnected with the innovative fine arts courses
seem to have been motivated by a concept similar to that expressed by
Clinchy:
| Thinking does not usually begin with recipes for solution or
even with a well-formulated hypothesis. It begins, often with some
sense of puzzlement or with a feeling that something is wrong, that
there is a gap or a contradiction somewhere. (62, pp. 35-36)
Videotaping of the fine arts groups in action was considered
ideal for the study, but it was not possible. Several attempts were
made to secure federal funds to help in such a technique and to increase
the staff{ but they were all unsuccessful. One of the proposals pre-
sented for consideration is reproduced in Appendix F. In the'research—j
er's opinion, as much can be learned ffom failures as successes; conse-
quently, both positive and negative aspects of the entire stﬁdy are
presented as fairly as possible.
According to Good and Scates, the scientific method of research

contains at least seven steps:

1. A difficulty or situation is recognized.
2. A survey is made of available information relative to the

problem.

3. A hypothesis is set up concerning possible solutions to the
difficulty. T .

4. The hypothesis is tested experimentally under controlled
conditions.

5. The results are collected, evaluated and verified, and their
implications reviewed.

6. The hypothesis is accepted, rejected, or modified.

7. A new hypothesis may be formulated and the entire operation
repeated. (135, passim) '

In this dissertation, the investigator has attempted to accomplish the
first three steps of this procedure. * The remaining steps need to be taken

up by additional researchers, including some in other related fields as
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well as those in music education or aesthetic education.
To summarize, the research procedurés which have been involved
in the present study include at least the ones outlined below:

(1) Integration of phenomenological observations and records
(confined to a few local schools) with the broad field of related
professional and journalistic literature.

(2) Interpretation based on years of personal experience and
educational training,

(3) Analytical survey of existing programs and review of related
literature of many types: pedagogical, sociological, psychological,
philosophical, and aesthetic.

(4) Interviews with teaching and administrative personnel
directly connected with innovative fine arts curricula.

(5) Detailed examples of team-teaching methods,

(6) Photographs illustrating various kinds of teacher and stu-—
dent activities in the General Fine Arts courses of three Oklahoma
City schools: Roosevelt Junior High School, Central Junior~-Senior
High School, and Hoover Junior High School.

(7) Original paradigms symbolizing the interrelatedness of the
arts and the organizational schemata of the fine arts curricula
under study.

(8) Graphs and charts based on compilations of observed student-
teacher interactions with an experimental music class, used to
illustrate the possible distribution of cognitive, affective, and
psychomotor behavior in a music class.

(9) Description of interrelationships and comparative trends in
_aesthetic education.

(10) Conjecture as to directions of future development in
aesthetic education. :

The next chapter provides a detailed account of the type of

innovative arts program initiated at Roosevelt Junior High School.
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PART II. DESCRIPTIVE SURVEYS OF‘INNOVATIVE CURRICULA IN
GENERAL FINE ARTS COURSES IN TWO OKLAHOMA CITY SCHOOLS



CHAPTER IV
ROOSEVELT JUNIOR HIGH SCHOOL

Introduction

As a preface to the description of the junior high schools
studied, a brief overview of the administrative structure of the entire
Oklahoma City Public School System would perhaps provide a suitable gen-
eral setting. The System consisted of 96 elementary schools, grades K-6;
10 junior high schools, grades 7-9; 7 junior-senior high schools, grades
7-12; 4 senior high schools, grades 10-12; 2 senior high schools, grades
9-12; and 2 area vocational schools. The Oklahoma City Schools also
maintained a clear-channel Educational Television station and an F.M.
radio station, as well as a large and active centralized media-disbursement
plant. The films listed in Appendix A were all available from this media
center, which was 1§cated in the administration building.

Fine arts teaching at the elementary school level was done pri- %

marily via ETV. General courses in music, art, and speech were required

of all seventh graders, usually in twelve-week segments of time for each
subject. Each discipline was taught independently by the individual fine
arts specialists, with the exception of the schools included in this

study.

Roosevelt Junior High School was the first school in the System -
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to initiate an integrated (correlated)fine arts curriculum, and to
organize a teaching team for the Fine Arts.' The following paradigm
indicates the administrative structure of the System as related to the

staff at Roosevelt Junior High School:
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Paradigm No. l--Administrative Structure (Oklahoma City Schcol System)
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General Background of Roosevelt Junior High

This school consisted of a compar#tively new, modern structure
situated in an all-white, low-income suburban neighborhood. Some of its
approximately 1200 students and 45 teachers, were acquired as a result of
the closing of a nearby rural school. Grades Seven, Eight, and Nine were
éncompassed. The building had adequate facilities and space; it con-
tained a cafetorium with a stage and movaéle walls so that it could serve
és classroom space (for large or small groups), as a cafeteria, and as
-an auditorium. The attractive,.well—equipped libraryfmedia center was
efficienfly maiﬁtained énd constantly in use by both students and teach-
eré. The grounds were spacious; the landscaping rather mediocre; the
architecture primarily functional.

‘The general staff of the school included the principal, assistant
principal, two counselors, a nurse, an aftendance clerk, an office sec~
retary, and cafeteria and custodial personnel, in addition to the teach-

ing faculty. There were two special education teachers and two reading

specialists. In the fine arts areas, there was a visiting string teacher,

a band director, a vocal music teacher, a speech-drama teacher, and an

" art teacher. Both Spanish and French were taught, as well as homemaking,
typing, industrial arts, physical education, and the regular academic
subjects. The plant had an excellent gymnasium, which was shared or uééd
alternately by boys and/or girls. Journalism was offered, and a schoolvv
paper.was published regularly. Roosevelt had the unusual distinction of
. having an assistant principal who held the doctorate. In-service trgin-
ing was provided for new teachers and special-interest groups; frequent

meetings were held with the principal, for large and small faculty groups.
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Origin of the Correlated Fine Arts Program

At fifst, the fine arts program at Roosevelt was on the tradi-
tional iwelve—week, rotating, exploratory sfstem used in the other Okla-
homa City schools. The fine arts specialists, however, became dissatis-
fied with this structure: they were frustrated by the facts that twelve
weeks did not allow enough time to establish a satisfying rapport with
the pupils, and that the students were not receiving any concept of the
interrelationships among the arts. In the estimation of the fine arts
teachers at Roosevelt, the students had little opportunity to concen-
trate on the areas of fine arts they preferred; instead, they were being
superficially "run through the program." (378, p. 12)

In 1962, the speech, art, and yocal music specialists agreed to
work together as a teaching team and to experiment with a program "in-
volving art, music and speech being taught simultaneously." They
called their project "Simultaneous Pursuit." (378, p. 12) The members
of the teaching team became thoroughly dedicated to the idea, and their
interest and enthusiasm were contagious. Talks and programs at P.T.A.
meetingé convincea parents of the project's relevance and potential.

The principal was supportive of the program, |

At the end of the first year of the experimental "Simultaneous
Pursuit" in the fine arts, the teaching team considered the results
gratifying. They felt that they had succeeded in teaching genuine "cul-
- tural appreciation' to 400 culturally disadvéntagéd students, The pupil
reaction itself was quite favorable:

We also had an evaluation'by the students in our largest group

of 104. There were only seven who preferred to return to the old
type program. They enjoy working as groups, changing areas, doing
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things together in their projects, and they say they are having fun
as well as learning. (19, p. 17)
As far as the researcher could determine from available sources

(i.e., the professional literature, school records, minutes, reports,
etc.), Roosevelt's "Simultaneous Pursuit" w;s the first structured plan
of its kind certainly in Oklahoma City and probably in the State.
According to a newspaper article capfiﬁned "City Teacher Gets Speech

Honor--New Approach Is Winner, Too," found in the Oklahoma City Times

" (April 10, 1964, p. 8) the project was remarkably successful: "Under

the direction of Mrs. Pearl Beah, whose specialty is art, the four-
.member team has over-turned fine arts and made the Roosevelt pupils love
. the study."

The teachers instilled pride in the.students for their new uni-
fied fine arts program in several ways: (1) They set a good example
before the students by showing their own pride in the accomplishments of
t?e various interest groups and the culminating productions; (2) They
advertised the program to the rest of the school by use of the display
cases gnd bulletin boards in the halls, as well as through articles in
the school paper; and (3) They wore appropriate costumes to school on -
the days of the stage productions to increase general interest in their
" activities. '

Color slides of these activities were shown to sixth-graders in
the "feeder" elementary schools. This helped foster the attitude that
the Fine Arts project was somethihg "special" that could be anticipated
as an enjoiable experience. (In 511 fairness, it should be pointed out

that many other school activities were advertised in similar ways; also,
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other teaching teams at Roosevelt maintained interesting, exciting, and
innovative programs in their special fieldS;) Formal invitations were
sent out to selected classes to attend the ﬁroductions; exceptionally
good ones were given in assemblies for the entire student body.

The program was obviously initiated.ﬁy teachers with a commit-
ment, not by adminisffative decree. The first attempt was made with
only one section of students--the other classes continued to operate on
the traditional rotating plan. Before the end of.the first year, two
sections had adopted the integrated arts approach. The second year cur-
riculum consisted entirely of the "Simultaneous Pursuit" for all sections
of the fine arts classes. This plan was largely original, but the
* teachers and administrators involved were aware of other humanities-
oriented, related arts curricula being deveioped elsewhere in the United

States. (441)

Organization and Qualifications of the Team

‘Team teaching was already known at Roosevelt in other subject
matgg; areas when the Fine Arts team was formed. Team planning was
facilitated by the fact that all the fine arts teachers were given the -
same planning period. At various times other members of the fg;ulty
were included as temporary members of the team} e.g., the teachers of
language arts, home economics, social studies, and inétrumental music,
Basically, however, the regular members of the team wefe the ngcialists
in vocal music, art, and speech-drama. Dance instruction alternated
between the music teacher and the drama teacher.

The team members had varied interests and talents in the fine

arts. For example, the speech teacher, Mrs. Terry Pendell, also played

~ R TR S



73

the piano and did oil paintings; Betty L. Cooksey taught vocal music and
language arts. All the fine arts teachers‘had a curiosity and desire to
learn more about the other areas; they learned from each other during
their team efforts. |

Region-wide recognition of the experimental fine arts program
came when Mrs. Pendell was awarded an "outstanding teacher" plaque by
the thirteen-state Central States Speech Association. This award had
never been given ﬁo a teacher at the junior high school level before; it
had always gone to college teachers, with one exception. Mrs. Pearl
Bean was one of the top-ranking art teachers in Oklahoma City, with many
years of teaching experience in her field.

Mrs. Juanita Simpson, the librarian, worked very closely with
the fine arts feam. She was interested in the success of the program
and was qualified to be especially helpful, since she had served on a
Fine Arts Sub-Committee at an in-service workshop for school librariaus.
The purpose of the workshop was the establishing of criteria for the

selection and preparation of bibliographies on various subjects. (See

Appendix D, Section XIII.) She was also a member and occasional soloist’

in one of the better church choirs in Oklahoma City. (442)

Efforts to include the instrumental music teachers in the team
were unsuccessful,'mostly due to scheduling-problems; nor would sched-
uling permit students who were enrolled in Band or Orchestra to- also
participate in the General Fine Arts program. Seventh and eighth grade
members of the choir were able to take Fine Arts concomitantly because

they attended special Choir rehearsals before or after school hours.

The team felt the need, however, for an additional teacher, or at least
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a teacher's aide, to make the program more efficient and effective:
An extra teacher would be very helbful in this program, or even
a teacher's aide; for example, a home economics teacher to help with
costumes, etc., or a physical education teacher to help with the
dancing. (443)

The regular planning sessions of the teaching team were consid-
ered of the utmost importance. A continuous process of evaluation was
made possible by these meetings. By discuesing the progress of indi-
Qidual students, the team members helped each other become aware of
more pupils as persons instead of names on the roll, thus gaining insight

-into their iﬁdividual needs, strengths, and weéknesses. (443).

The organizational and administrative responsibilities were

~ shared equitably and carefully planned. A definitive outline of objec-—
tives and procedures was prepared for each semester. An autheﬁtic team-
teaching approach was adhered to. It was the duty of the chairman of
the team to report regularly to the principal about the status of the
entire fine arts program. Less frequently but regularly, the principal
held a conference with the teacﬁing team ali together.

The researcher's first association with the fine arts team was '
on a substitute basis, with the opportunity provided from time to time
to fill the positions temporarily pf each of the specialists when cir-
cumsténces forced them to be absent.. Befoée the writer accepted a full-
time teaching assignment on the team, howevér, the ﬁembership of the
team had completely changed. Mrs. Pendell had taken a leave of absence.
and was replaced by Mrs. Sally O'Hair, who graduated from the University
of Oklshoma and specialized in speech, drama, and dance; Mrs. Bean had

moved to Tulsa, Oklahoma, and was réplace& by one of her student teachers,
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ers. Barbara Cohenour. Tﬁe w;iter became the vocal music specialist,

and the only male member of a‘éhree-teacher team. Mrs. Cohenour was
appointed as chairman by the principal, Mr. Olen Labor. Both Mrs. O'Hair
and Mrs. Cohenour were first-year teachers. Mr. Stevens had several

years of teaching experience, but none in team teaching or in an inté—

grated fine arts program.

Philosophy and Purposes of the Curriculum

The philosophy of "Simultaneous Pursuit" was built upon these
tenets: (1) that there are basic principles which are common to the
arts; and (2) that students learn best by doing. (378, pp. 12-13) The
purpose of the integrated fine arts program was "to demonstrate to the
student the interrelationship existing between music, art, and speech."
(309, p. 1) This purpose was to be éccomplished through simultaneous
experience, study, exploration, and investigation of these three aes-
thetic areas.

The fine arts curriculum should show "that an idea starting in
one field has a parallel idea starting in another field." (309, p. 2)
The initiators of the program felt that ome art could often be explained
best by comparison to another art. (Leon Karel seemed to have a similar
idea in mind‘when he told the researcher that he had learned more about
music.as an art during recent years of investigatioﬁ into the visual
arts than he did throughout all his college years as a music majo;.)

The following ideas, from which the philosophy and purposes of
the curriculum began to take shape, emerged from one of éhe early plan-

ning sessions of the original teaching team:

~.
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(1) Attitudes of cooperation, curiosity, and initiative should
be instilled in the students.

(2) More responsibility for learning should be placed on the
student, encouraging him to think for himself.

(3) Students need to learn to assume responsibility for work
both as an individual and as a member of a group, with emphasis on
participation, planning, and promptness.

(4) Students need wholesome recognition of their achievements
from their peers and adults.

(5) Students need to gain an appreciation of history as it has .
related to cultural changes and as it relates to life today.

(6) Philosophical thinking through'discussion of values, atti-
tudes, prejudices, etc., should be encouraged.

-(7) Students in the fine arts program should gain an apprecia-
tion of the “feeling" of the times or eras, as expressed through
art forms.

(8) Students need to learn how ‘o listen to music; they need to
discover that classical music can be enjoyable.

(9) An appreciation of the value of others' efforts should be
developed.

(10) Desirable outcomes of the program: experience in realistic
self-appraisal; improvement in student's self-concept. (309, pp. 3-4)

The philosophy of the Roosevelt teachers included the belief
that cuiturally disadvantaged junior high school studen;s had distinctive
social and academic problems. They agreed in general with the findings
of the project for culturally deprived students of Houston, Texas,‘éalled
the Talent Preservation Project. This was an experimental program insti-
tuted at the seventh grade level in 1961. ' According to an unpublished
report from'the supervisor of the Houston project, the problems of these

students included the following:

Lack of Stabiiityrin the homes caused by divorce, desertion,
poverty, 1llness and mobility.
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Lack of cultural stimulation in the home attributed to apathy,
indolence, illiteracy, disproportionate family size, and language
barriers.

Lack of enrichment experiences in both the home and school to
ensure the disadvantaged student an equal or comparable readiness
so vital to the successful learning experiences.

Lack of flexible, realistic curriculum for the disadvantaged
child.

The use of field trips and resource speakers, as reported by the

Houston project supervisor (268, p. 4), became important in the curricu-
lar planning of the Roosevelt fine arts team. It was agreed that the
curriculum should be "experience-oriented,”" and that a system of grading
would be used that differed from that of the regular academic courses in
that reading and writing skills would not be considered as important as
creativity, participation, and cooperation. (310, paésim) It was believed
that students usually "live up to your expectations,”" and that the most
effective approaches to discipline would be in the direction of casual
kindness, recognition of individual needs, counseling, and temporary
exclusion from the group. (443)

The initial teaching team and their principal were more concerned

with the development of interest in the fine arts and in providing a
creative outlet through which students could discover the interrelation-
ships within the arts than in perfecting a "finished" production. They
felt that this approach offered an ideal vehicle for the correlation of
fine arts with other subjects, such as social studies, foreign language,
home economics, English, etc. They recognized the fact that the teaching
team must work very closely together in order to lead the students into

meaningful experiences. (441)

The principal felt that the integrated, team-taught approach

e A e
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allowed for a better utilization of the strengths of staff members; that
it avoided the possibility of low enrollments for some teachers, and
over-loads for others; that better inter-staff relationéhips were fos-
tered; that the children were challenged to make value judgments,
develop leadership, work cooperatively with other students, and to
become involved in the fine arts in a productive manner; and that the
approach encouraged pupil-teacher planning. (441)

It was admitted that in many ways the traditional, one-teacher,
rotating plan was easier, less complicated, and less demanding; never-
theless, the potential benefits seemed to make the extra effort worth-
while. The "culminating experience" presented a relevant, realizable
goal for students whose natural interests were in the present or immedi-
ate future rather than the distant future; therefore, it gave them pur-
pose and motivation. The flexibility of this program Wasvconsidered
good for students of the "in-between" age, because of their need to

explore many avenues of knowledge, including the arts.

Procedures and Material Used

The procedures were capsulated in a newspaper clipping of unknown

source or date, which pictured Mrs. Pendell and reported her winning the
speech award (discussed above):

The program combines study of speech art and music to help stu-
dents recognize the inner relationships [sic] between them.

The students investigate different aspects of the three subjects
and present their findings in the form of short plays or skits to
other classes. '

Most often, facts about the arts and artists composed the major

portion of the continuity material for the beginning attempts at creating
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a éulminating production. Only with the more apt students, or only
after students had had a previous semester's experience in the program,
were abstract aesthetic concepts objectified on the stage. Easier, more
mundane subjects were tried first; such as "countries" or travel or
historical periods, which lent themselves quite naturally to integrated
learning experiences and made related fine arts materials easy to find.
The productions which dealt with art concepts were among the
most successful of any given. Instead of the term "aesthetic concepts,"

the teachers used a phrase which could be considered practically synony-

mous: ''the basic elements common to the arts."

(This was sometime
before the "conceptual approach" was discussed in the educational litera-
ture.)

When the researcher became a member of the team, a series of
orientation sessions were given at the beginning of the semester for the
incoming seventh-graders. This series dealt directly with the important
concepts of each of the areas of fine arts. They were presentéd sepa~
rately by each of the specialists on the team. Each member of the teach-
ing team tried to relate the concepts of his particular field to the
parallel concepts in the .other fine arts areas. (Refer'to Paradigm 4,
which emerged from the planning of these ;eésions and similar ones at
Central Junior-Senior High School.)

Each day students met first in the stage area (a section of the
cafetorium with a movable wall behind the students and the stage in front)
as a "large gréup" (approximately 120). Here, the attendance was checked

from large master seating charts, announcements were made, and any plan-

ning or discussing necessary was taken care‘of. Then the large group 5
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broke up ints simaller groups of special interest, meeting with the
teacher of that special area of fine arts, in smaller rooﬁs, usually
regular classrooms or on the stage.

Mentors and pupils planned the program.themes together. The
teachers tried to make the students feel that the decisions and ideas
were their own, although at times, especially among the inexperienced
groups, a good deal of tactful guidance had to be given. After a new
group of students selected their theme for a production, they spent
several days doing library research on the sﬁbject. This was done in
the small;group confext by borrowing related materials from the library
for use-in the classrooms, rather than send an unreg;onably large group
to the library. A problem developed at this point when there was a
‘limited amount of material on a certain subject. The team teachers
supplemented the library holdings with their own personal books and
materials; sometimes additional materials were borrowed by the teachers
from other libraries. All students would not need the same books at the
same time, since their research papérs were supposed to emphasize the
afea of fine arts in which they were especially interested. These
reports were évaluated by the teachers, then turned 6ve£ to the group of
students selected tc write the continuity script. While the script was
being composed, other students were working with the music specialist on
songs appropriate to the theme, or with the art specialist, painting
Backdrops of related scenery. This also gave the specialists an oppor~
tunity to explain some of the fundamentals of their fine arts area.

Communication and coordination of pacing among the three small

groups was extremely important, so that all could be ready at approximately
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the same time for joint rehearsals. Deadlines were set up and faith-~
fully adhered to; if they had not been, it would have been impossible to
schedule three productions per semester for each large group.

Peer grsups were invited to attend the performances if the theme
had some relevance to what they were studying in another class at that
hour. For example, if the theme was "Patriotism" the history classes
might be invited; if "Countries", the social studies classes were invi-
ted; French or Spanish classes would be invited to see productions about
France, Spain or Mexico, etc. It was entirely left up to the teacher of
the other classes whether or not he would or could accept the invitation.
Strict fules on audience participation and courtesy were enforced, and
the students responded well because they knew their turn to be on stage
before an audience was coming soon. After students had been in a produc-
tion once, they became better audiences.

Groups became competitiye in making their production better than
another group's or better than their owﬁ last production. Students
helped each other within groups; e.g., one student would drill another
on memofizing parts, so he "wouldn't spoil the play." (443) They dis-
covered the necessity of accepting responsibility for various jobs in
order to make the production a success.

After the performance, wriften evaluations were turned in by the
participants and some of the observers. As a final project, students
divided into small groups and contributed to a large composite scrapbook
related to the theme of the production, or to general fine arts.

Aaequate moﬂéy from school funds was made available for art sup-

plies, music, maké—up, and costumes. A lot of emphasis was placed on
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costuming because it seemed to givé students increased confidence as
well as add glamour to the productions. The teaching team sometimes
used their planning period to go together to the music store, art shop,
costumer, efé., to select needed materials. They equally shared the job
of typing stencils of the scripts from the student versions, making cor-
rections in spelling and some editing if necessary. A paraprofessional
was avallable to help with th; duplicating of scripts, tests, review
sheets, music, etc.

The librarian was an unofficial member of the team and was very
helpful in aiding students with resource materials. Since there were no
textbooks, a great deal of resourcefulness was demanded of both students
and mentors. Students held their own planning sessions and reported the
results to other small grbups.

The program allowed flexibilit& in student mobility from one
group to another as interests changed. Most students could find at least
one of thevfihe arts teachers with whom they could identify. Some liked
to work in all three areas; some did not, but they were at least exposed
to all éhe areas. They 1earneﬁ about fine arts history'through feelings
and identification: this was affective education before the advent of

Krathwohl's and Bloom's Taxonomy of Educational Objectives--Domain II.

The tegchers gave students as much freedom in making selections, choices,
and value judgments as poésible; not arbitrarily telling them what must’

be done, The teachers tried to ask éuestions which would lead the students:
into deciéion—making, or they tried to make suggeétions with alternatives.

(443) Freedom was within the limits of relevant creative effort, however,
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and strict discipline was maintained, especially in the large-group
sessions.

Excursions included such aesthetic experiences as these: visits
to art museﬁms; theater-in-the~round, churches with unusﬁal architecture,
and attendance at symphony concerts and musicals on stage. One trip was
made to the Frankbma: Pottery Company at Sapulpa and to the Philbrook
and Gilcrease art museums in Tulsa. Television assignments at home were
tried, but some parents complained.

All classes were grouped homogeneousiy according to general abil-
ity at Roosevelt, and the.more capable sections usually preduced better-
quality'progrgms. When dividing a section into small groups, students
were allowed. to select the fine arts area in which they preferred to
spend the major portion of their time. .Usually the numbers of students
were voluntarily balanced among the three areas, but sometimes the teach-
ers had to "guide" the selections of the undecided. The selections were
turned in on secret ballots to avoid having choices made on the basis of
camaraderie rather than true integest in the fine arts area.

For the lower-achievement students, two different activities were
tried: a puppet show waich proved too difficult) and a commercially
prepared oberetta (which Qas successful)., Pupils of lowest I.Q. (i.e.,
the special education students) were not included in the program.

When the program was first initiated, the seventh gradefs were
given marks pf S or U the first semester, then the ABCDF system was used
for the second semester. Later, scheduling was changed so that students

took Fine Arts one semester in the seventh grade and one semester in the

eighth grade, and the Satisfactory-Unsatisfactory marking system was
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dropped. Grading ﬁas based on perfoéﬁance and rehearsal participation
(50 per cent), research papers (20 per cent), objective-type tests (10
per cent), and attitude and behavior (20 per cent). The student rolls
were divided equally among the teachers for the purpose of keeping rec-
ords. Grades given by all three teachers were averaged for a composite
grade. Special record cards were formulate& upon which marks and com-
ments could be placed by whatever teacher the student worked with at the

time. A sample of this card is given below:

7th Grade Fine Arts

NAME ) RECORD TEACHER
REPORTS ART, MUSIC, DRAMA REHEARSAL | PRODUCTION
QUIZZES SCRAPBOOK
EXTRA CREDIT

CONDUCT & REMARKS

Tests were compiled jointly by the team members and cerred all
three areas. Additional considefation in grading was given to tﬁe stu-
dent's cohtributioq to thg scrapbook prepared by his sub-group and any
other work done worthy of extra credit. The best scrapbooks were dis-

played in the hall window display case for everyone to see.
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An abbreviated description of some of the themes which were used fog
the productions will conclude the discussion of procedures and materials:

Theme I: '"Color in Art, Music, and Speech"
The setting is typically Western. Characters all have the names of
colors. The bad buys (dull colors) stole all the color from Color-
ville; only black and white are left. Examples are given to show
how dull music, art, and speech are without color and variety. Hero
rescues the town by restoring its color.

Theme II: "The Fine Arts Need a Doctor"
All the arts went sour; everything was wrong. Pictures were out of
balance; singers were out of tune; speech—maker couldn't speak; the
gestures of the actors didn't go with their words. A Doctor of Fine
Arts was called in and he magically transformed all the sick art
back to beauty.

Theme III: "A Visit to Italy"
Backdrop shows the Leaning Tower of Pisa and an Aqueduct. A flower
stand is part of the Italian street scene. Italian composers are
presented, some of their music played on recordings, and some of
their songs sung by all. A poem in Italian dialect is recited as
part of conversation.

Theme IV: "Life in the U.S.A., 1890-1930" ,
The setting is the Second World's Fair at St. Louis. Dvorak's '"New
World Symphony'is heard before the curtain opens; then John Philip
Sousa's "Stars and Stripes Forever"; all sing "Meet Me in St. Louis."
Skyscrapers by Sullivan are seen in the backdrop. Anti-prohibition
and Women's Su ffrage signs are carried.- Newsboy cries important
headlines of the times. Oklahoma becomes a state. Emmet Kelly and
vaudeville act for finale. Several songs of the era are sung.

Summary and Preliminary Evaluation

The "Simultaneous Pursuit" of the fine arts at Roosevelt was a
humanities-ofiented épproach which providea a welcomed relief from the
ultra-compartmentalization usually found in the secondary school curric-
ula. Its success, however, may havé been‘dge to the strength and com-
mitment of the teaching team and the.administrative leadership of the
principal, instead of the innate qualities of the program itself.

This tentati#e conclusion was suggested by the fact that the pro-

gram ceased (i{e., returned to the traditional rotation plan) one semester
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after the principal and the experienced team left Roosevelt; furthermore,
similar programs were initiated at Hoover Junior High School (where the
principal moved) and at Central Junior-Senior High School (where one of
the team members moved). According to Dr. Gaut (the principal who suc~
ceeded Mr. Labor at Roosevelt), "The chances for success are more likely
when this approach emerges from the teachers themselves rather than being
inherited f;om a previous team." (440) The new team consisted of two
first-year teachers and a third member with no previous experience in this
type program. Friction and incompatibility developed; the vocal music
teacher did not feel that she could fit her teaching to this approach.

The art teacher was so inadequate and had so many problems, she was asked
to leave. The researcher asked Dr. Gaut whether he would attempt an inte~
grated fine arts program if he moved to a new school. He replied that if
he perceived that he had qualified and compatible personnel, he would be
receptive to the idea and would try to stimulate interest in it, but
would not initiate such a program himself., "(440)

Although tbe building was modern and had greater flexibilify than
older schools, the room arrangement and architecture of the Roosevelt
School plant was far from ideal for the type of fine arés curriculum
attempted. Moving through the halls when changing from large groups to
small groups causéd some disturbance; re-arranging the cafetorium from
classroom space to eating space and back to classroom space every day was
a custodial burden. Costumes had to be stofed in a poorly located hall
closet. Research facilities and materials presented special problems.

From the point of view of'group dynamics, a teaching team‘of

three members is not too satisfactory--it is too easy for two of the
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members to “pair off" and leave the third member out of the mainstream
of planning and decision-making. If any érea of fine arts was slighted,
however, it was probably due to lack of initiative and imagination on
the part of the specialist in ;hat area.

The criticism was expressed that there was insufficient time for
the specialists to teach the‘fundamentals of their art fields as thor~
oughly as they would have liked, due to tﬁe pressures of production dead-
lines. However, there were ample opportunities to teach basic skills
"on the épdt," when the need was apparent to the student and interest
was at a peak. Inclusion of some instrumental music experiences wéuld
have been considered an improvement; the researcher worked in this direc-~
~ tion when he was a member of the team.

Obviously a teacher who was interested only in his or her specialty
(rather than the arts and humanities as a whole) would not be comfortable
in this type of program. Team-teaching is difficult in any subject area,
and finaing the right personalities to work well together.in a fine arts
program was a pérennial problem. . .

This curricular approach at Roosevelt, which was conceived as a
flexible innovation, became, after a few years of establishment, an
inflexible "neo-orthodoxy" in the minds of some of the team members and
the principal. In the researcher's opinion, this was an unfortunate
development because a creative program of this sort should remain open--
ended and adaptable. According to one of the originators of the curricu-
lum, any rigidity of format was contrary to the principles upon which the

program was based.

Despite_many'criticisms, the over-all effect of the program was
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highly'satisfactory in its educational objectives of all three domains--
cognitive, affective, and psychomotor. Students were challenged crea-
tively; they became involved in fine arts experiences to a greater
extent than would be true in most traditional systems; they discovered
interrelationships among the arts th;t many adults (including fine arts

teachers) have never learned.



Art
Special

ist

89

Music
Specialist

l

N

Large Group
Meetings and

Library Research

> »

Speech
Specialist

Small Group
(Temporary)

\
\
\
' \
Yv

- Small
Group

Art

Small
Group

Music

N+ Script Writing

| SR |

)

Small Group
Speech-Drama

Dance

N\

v .
Sub- Sub-
Group Group
Painting Dancing
Sub- Sub-
Group Sroup
Drawing ‘Handcraft
NS
Sub-group
Sub~-grou Sub- Sub-gr . .
grotp gxoup hErop Writing
Stagecraft Singing Playing Lyrics,
. Instruments Composing
Music

Paradigm No. 2--Curriculum QOrganization (Roosevelt Junior High School)




90
PLATE

AT AT AT Aot DV AT RN

Fig. 1--In a make-believe tour of Italy, Roosevelt
Fine Arts students see the Leaning Tower of Pisa, hear
Guiseppi the Barber recite his poetry, attend an opera,
and reconstruct some forms of Roman architecture.

Fig. 2--Continuing the
theme of "Visits to Other
Countries," Roosevelt's
Fine Arts students travel
on to Paris where they
inspect some of paintings
of sidewalk artists.

Classmates watched this
rehearsal and wrote a
critique on it.

Fig. 3--Students at
Roosevelt stage a mock
interview with a radio
personality who remembers
the days of early radio.
Using a "Communications"
theme, the students later
show the development of
experimental television
and communications satel-
lites.
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PLATE 11

Fig. 1--A Fine Arts Class at Roosevelt Junior High
donned costumes and choir robes to depict a series of
scenes based on Christmas carols. The art group made
wreaths out of polyethylene to decorate the stage.

Fig. 2--Prints of
famous paintings
were borrowed from
an art center so
they could be viewed
by Roosevelt stu-
dents. The pictures
displayed were re-
lated to the era or
style of art being
studied at the time.

Fig. 3--Western
scenes were favor-
ites among Roosevelt
Fine Arts students,
Square dancing was
used in this pro-
duction. Physical
Education teachers
volunteered help in
teaching the dances.




Fig. l--Some interesting puppets were made
by art groups; dialogue and voices created
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PLATE JII

by speech groups; music furnished by the

music groups. Result: a successful puppet

show at Roosevelt.

Fig. 3--The theme of "Other
Countries" was one of the
easiest to utilize. Related
material from all the arts
was easily accessible. Stu-
dents at Roosevelt color-
fully represented Spain,
Italy, and France in this
scene.

Fig. 2--A professional

actor from the Mummers
demonstrated different
kinds of stage makeup
effects before large groups.
At other times, professional
musicians demonstrated dif-
ferent musical instruments.
(Roosevelt Junior High)

Fig. 4--American tourists
ate at a sidewalk restau-
rant in Paris while French
paintings by Impressionist
artists were exhibited. A
phonograph (visible in the
picture) was used to furn-
ish background music by
Impressionist composers.
(Roosevelt Junior High)



CHAPTER V
CENTRAL JUNIOR-SENIOR HIGH SCHOOL

General Background of the School

Central is the oldest secdndary school in the State. It was
originally the Oklahoma High School--a grand old stone edifice located
near the center of downto&n Oklahoma City. Its almost‘indesfructible
construction ranks high in durability but low in flexibility. The bﬁild—
ing has four and one-half stories ﬁlus a sﬁb—basement,lmarble.stairs;
high ceilipgs, and expansive halls with mosaic tile floors. The school
had its beginning‘in 1892; its 75th Anniversary was celebrated while the
researcher was teaching there. The building itself was erected in 1910‘

‘(at a cost of over a half milli;n dollars),'and although its. remodeling
and redecorating needs are impossibly great, it is comfortable and spa-~
cious. The auditorium boasts a "horseshoe" balcony and a large stage. |

The school underwent many organization revisions, especially %
withiﬁ the last decade: changing back and forth ffom a.senior high |
school to a junior-senior high schoél and to a junior high school. 'At
one time the student body consisted predominantly of upper- to upﬁer—
middle~class whites. However, the racial and socioeconomic distribution
had completely reversed by the time of this study. About fifty per cent

of the children are non-white, including Afro-Americans, Mexican-Americans,

93




9%

and American Indians. Practically all studepts now are from lower- or

lower-middle class families, including the Caucasians. For many of the
entering students, attendance at Central is their first experience in a
multi-racial school. B

Graduates from Central comprise a very impressive list of the
State's most noteworthy personalities: U.S. senators and representatives,
vméyors, first-rate physicians and attornefs, oil millionaires, entertain-
ers (such as Don Chastain, star of the Broadway show, "Superman"), bank
presidents, business executives of important State industries and firms,
well-known clergymen, and teachers and school administrators (including
some on the Central faculty)--in short, many of the outstanding leaders
| of the State.

The practical problem of physical proximity among the fine arts
classrooms made the logistics of team teaching very difficult. The vocal
music room was on the fourth floor; the speech-drama room on the second
floor at the opposite end of the building; the art room was located sn
the ground floor in the gymnasium annex; and the instrumental music hall
shared a second annex with the vocétional classes. The girls' physical
education teacher, who helped with .the dance instruction, taught in the
sub-~basement which had been converted into 'a girlszgymnasium. The
second year that the investigator faught at Central, the vocal music
room was moved to a more convenient location on the‘other side of‘the
stage from the speech-drama "little fhéatre.“ There were disadvantages
‘as well as advantages to the move: the fourth-floor choral room had
permaneht_risers, better acoustics, and larger area. It could accommo-

date large-group meetings of the entire fine arts section. The room next
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to the stage had advantages which will be oyvious to the reader plus two
adjoining rooms whiéh could be used for‘doﬁning costumes, for small sub-
group planning sessions and rehearsals, for a work area for aides, and
for an office-conference area for the teacher. The costume storage and.
stage properties were accessible on the opposite side of the stage, by
way of doors that opened on to the stage behind the prosceniﬁm from the
choral room; the speech room had the same:type of exit to the other side
of the stage. The lighting panel and sound controls were caged in and
padlocked; only trained and approved students could enter this area.

A very frustrating situation existed: here was an excellent
auditorium with a large, well-equipped stage, with adjoiniﬂg music and
drama classrooms-—ideal for an integrated fine arts program--that could
not be used for its intended purpose, because it was occupied by large,
televised history classes nearly every hour of the day. This had been
an established procedure for several years. Advance rehearsals on the
stage were practically impossible, and since most of the student§ rode -
the schéol buses and had no other mode of transportation, rehearsals

before or after school were out of the question.

Origin of the Experimental Fine Arts Program
When the writer accepted the teaching posifion at Central Junior-
Senior Higﬁ School, it was with the understanding (from both the adminis-
tration and the other fine arts specialists) that at least one of the |

seventh-grade fine arts sections could be re-structured into a team-taught %

General Fine Arts "experimental" program. Team teaching had been opera-

ting successfully‘in other subject matter areas (e.g., Social Studies and

R AT YT
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History; English and Language Arts), and thg administrators expressed an
interest in the success of a venture in team teaching of the fine arts.
They verified their interest by scheduling the same planning period for
all of the fine arts specialists after tﬁe first semester.

The researcher was appointed as the Group Leader of the Fine
Arts Team; he, in tﬁrn, was directly responsible to the Administrative
Intern in charge of Curriculum. (Cf., Paradigm No. 3) It was agreed
that one section would be tried using the team-~taught, correlated
approach; the other seventh—grade section of fine arts classes would be
handled in the traditional rotating manner, with no attempﬁ at correla-

tion of the independent fine arts groups. It was projected that, based

on the success of the first "field trial," both sections would be team-

taught the second year.

As Group Leader of the Fine Arté Team, the researcher naturally
drew heavily upon his past experience at Roosevelt Junior High. However,
all the suggestions of the Central teaching team were discuésed and con-
sidered carefﬁlly, and many debartures from the Roosevelt plan werevnec—
essary in order to adapt to the differences in the physical plant, in
the multi-racial student body, and in the teaching and administfative
personnel at Central. The art specialist, from the beginning, indicated
a strong interest in the innovation and a belief in its validity; he was
concerned about his lack of experience in team teaching. The speech-
drama specialist promised her full support to the venture, but had mis-
givings about its success;

The additional responsibilifies which all of the fine arts

teachers bore understéndably subordinated the importance of the single
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experimental course in their thinking and working priorities. A look at

sample class schedules will make this point clearer:

FIRST SEMESTER, 1966—67

Hour Specialist  Description of Courses Taught
1st Art Independent Study
1st Music Senior High Mixed Chorus
1st Speech Speech-Drama II-III-IV
2nd Art General Fine Arts 7 (“experimental®)
2nd Music General Fine Arts 7 ("experimental'')
2nd Speech General Fine Arts 7 ("experimental'')
3rd Art General Fine Arts 7 ("traditional')
3rd Music General Fine Arts 7 ("traditional")
3xd Speech General Fine Arts 7 ("traditional')
4th Art Art I-II-III
4th Music Planning
4th Speech Speech I
5th Art Art I-II-III
5th . Music Junior High Mixed Chorus
5th Speech Speech 8
éth Art ~Art I-II-III
6th Music Music Appreciation (Special Education)
6th Speech Planning
FIRST SEMESTER, 1967-68
Hour Specialist Description of Courses Taught
1st Art Art I-II-III
1st Music U.S. History
1st Music Vocal Solos and Small Ensembles
‘Ist Speech Speech I
2nd Art Art I-II-III
2nd Music Beginning Band
2nd Music Senior High Mixed Chorus
2nd Speech Speech-Drama 'II-III-IV
3rd Art Art I-II-III
3rd Music Concert Band
3rd Music Junior High Mixed Chorus
3rd Speech Speech I
4th Art General Fine Arts 7
4th Music General Fine Arts 7
4th Music General Fine Arts 7
4th Speech General Fine Arts 7
5th Art Art 8-9 (Special Education)
5th Music Intermediate Band
5th Music Music 7-8 (Special Education)
5th .

Speech Speech 8
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Hour Specialist Description of Courses Taught
6th Art Planning
6th Music Planning
6th Music Planning
6th Speech Planning

Organization and Qualifications of Teaching Team

The first fine arts teaching team consisted of the art specialist,
Mr. Dennis Belindo; the speech-drama specialist, Miss Mayﬁelle Conger; and
the vocal music specialist, Mr. W. Wayne Stevens. During the second .
semester, another speech-drama specialist (who was otherwise teaching
Special Education), Mrs. Phoebe Revelle, teﬁporarily replaced Miss Conger.
The instrumental music specialist, Mr. Harold Witten, was added to the
team the second year, making it possible for the four specialiéts to team
teach the entire seventh grade enrollment (with the exception of the
special education students).

The entire teaching team did not meet together every day during
the planning Period. At first, joint meetings were called by the Group
Leader, aé needed; later, regularly scheduled meetings were set on the
calendar for one day each week, additional meetings to be called if nec-
essary. The Administrative Intern, who visited the planning sessions
frequently, suggested that the fine arts team should meet three days per
week (since éhe teams in other subject areas met from three to five times
per week), but the members objected to giving so much time to joint plan-
ning when only one hour per day was team gaught and they still needed
planning tiﬁe alone for all their other courses. Even the once-a-week
scheduled meetings were difficult and sometimes impossible to maintain

regularly due to conflicting commitments and a variety of "excuses." A
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copy of a note from ;ne of the team members to the Group Leader is given
to illustrate:

Mr. Stevens.--If you call a F. A. meeting Tues. I will not be
able to attend. A lady called from Mustang last week to come in
Tues. & observe my Jr. high classes. I will be visiting with her.

There was a decided reluétance among some of the team members to come
together for planning sessions.

The art specialist, Dennis Belindo, is an American Indiam who
received his B.F.A. degree from the University of Oklahoma. He had five
" years teaching experience, including the 1967-68 school year. His
paintings- have been exhibited at the Philbrook Art Center of Tulsa; the
Heard Museum, Phoenix; the Gallery of American Indian Art, Washington,
D.C. His brother is an official in the U.S. Bureau of Indian Affairs,
and Belindo himself has been q;ite active in working to ameliorate con-
ditions of his race. His aesthetic interests were not limited to the
visual arts; he sang in the Faculty Men's Quartet at Central; and as the
sponsor of the school's Indian Club, he taught the music and dances of
Indian culture.‘ ”

The speech-drama specialist, Maybelle Conger, taught at Central
37 years; §he was the Oklahoma Director of the National Thespian Society
for 14 years. Known and honored statewide, Miss Conger was a talented
teacher and an unforgettable dynamic force at Central. She is an excel-
ient, entertaining speaker and writer. Her interests and experience in
the fine arts have always been broad: she studied voice and piano to
some extent; she works in many forms of handc¥aft, especially ceramics;
she has some unusual topical collections of postage stamps. Oklahoma's

Orbit (the magazine of the Sunday Oklahoman newspaper) contained a color
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feature article about her unusual collection of masks from all over the
world. Although admiftedly opinionated, strong-willed, and "old-
fashioned" about discipline, she was highly respected as a teacher by
former students and adored by youngsters of all races. In the research=~
er's candid opinion, Miss Conger was winsome but moody, creative but
unpredictable; she was sincere and likeable but unabashedly ougspoken.
She was difficult to work with in an innovative situation because she
resented anything that upset her established routine. Her rugged indi-
vidualism was well-suited to the forceful leadership and influence to

- which she was accustomed, but not to the "give-and-take" compromise of
team teaching. The wr;te;'s evaluation may sound unduly harsh and crit-
ical, but it is given honestly and with personal affection for a remark-
éble lady and educator, Maybelle Conger.

Harold Witten, the instrumental specialist, was a first-year
teacher who filled the Gacancy of a very popular band director, Lloyd
Robbins, forméfly the Group Leader of the fine arts curriculum. Witten
was a cooperative and enthusiastic supporter of the General Fine Arts
‘%kperimént." He helped interested students learn to play simple instru-
ménts, thus adding a musical dimension which was lacking at Roosevelt.

Miss Patrisha Nicholson, who taught girls' physical education and
modern dance, contributed to the fine arts program by helping students
with dance ideas and routines.

Mrs. Phoebe Revelle did exceptionally well in carrying on the -
-program when the researcher was in a train wreck and incapaqitated for
the major portion of a semester. Her sister, Mrs. Mary L. Crowe, was the

speech teacher at Webster Junior High School. "Mrs. Crowe and Mrs.
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Patricia Watson; the vocal music specialist at Webster, together, pro-
duced a correlated fine arts stage performance which was related to the
-'students' language arts readings. It was called "We Have Yarns to Tell,"
and an adaptation of it was used in the Central Junior-Senior High

School experimental fine arts project. (See also Appendix G)

Philosophy and Purposes of the Curriculum

The members of the General Fine Arts teaching team at Central
were requested to give thoughtful consideration to the philosophy and
purposes of a team—-taught, correlated fine arts curriculum; then they
were asked to submit, in writing, some specific and general eduéational
objectives.' Quotations from these lists of objectives should indicate
the educational philosophy of the team,. both individually and compositely.
The art specialist submitted the following outline: |

Educational Objectives:

1. Express Creatively Through Art:
" a. Spontaneous inventions in painting, clay sculpture,
scrap constructions.

b. Experimentation with painting, sand, and other media.
¢. Instruction in fundamentals.

2. Understanding of scope and signification of art through:
a. Films, filmstrips, prints, and other visual aids.
b. Visiting professional artists.
c. Biographical information about famous artists.

3. Develop appreciation of all the Fine Arts.

The instrumental music specialist prepared the following list of objec-
tives:

Fine Arts Objectives (Instrumental Music):

l. To learn to appreciate the instrumental aspect of a pro-
duction through learning music theory, learning to play
an instrument (flutophone or ukulele) and learning some
of the background of the instruments.

2. To learn how to coordinate the instrumental parts with

_the other three areas by actual participation in a
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production.
To receive enjoyment and a feeling of accomplishment

from the combination of the four areas in a stage pro-
duction. - ) -

-

The following statements were received -from the speech-drama specialist:

I have three objectives in the Fine Arts speech classes:

1.

To teach team work. It takes just as much cooperation
and team work to produce a successful skit, play,
pageant, or any type production as it does for a foot-
ball team to win a game. No star shines alone as
brightly. No one "shows off" or tries to steal the show.
We work for the greatest good for the greatest number.
The one with the walk-on part is an important as the

- lead.

To make them feel at home on the stage. Many have never
been up on a stage. I never make them go up alone at
first. We work in groups until they feel sure of them-
selves. "No one refuses to get up. No one ever fails in
7th grade speech if he attends class. If he's there, there
will be someone to help him with ideas or if no one else,
I will be his partner. There isn't any walk of life where
he will not be called on to sell himself, his product or
communicate with others. He can learn to do that while
still having fun. Puppets will often bring out shy child-
ren who hesitate to do anything where they can be seen,
but will work through the puppet and be excellent. They
tend to identify with the puppet.

We learn that we can give pleasure to others by putting

on productions and that many of our students have very
little to laugh at except when they are at school. Many
never see live actors, just TV and movies. The produc-
tions are the motive that makes them work to do "better
than their best!.

The vocal music specialist expressed his ideas in this manner:

Educational Objeétives{

'1.

Acquaint students with a wide variety of types of vocal
music from different historical periods, through the use
of records, tapes, films, filmstrips, and actual experi-
ence in singing examples. . o ,
Have enjoyable experiences in singing songs of current
interest, such as popular songs, songs from movies, etc.,
with piano accompaniment or with recordings, and occa-

sionally a cappella.

Develop elementary concepts of good singing techniques
and note-reading skills; however, much of the singing
should be learned by rote.

Point up the relationships (both similarities and dif-
ferences), whenever possible, between music and the other
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Fine Arts, and emphasize the possibilities of integrat-
ing all the Fine Arts into one or more original stage
productions next semester.

All the team members seemed to agree generally that students
should have di;ect experiences which deal with the materials of each
individual fine arts discipline. All but the art specialist recognized
the importance of the experience of a stage production. All except the
speech specialist indicated the need for a balanced appreciation ef all
the.fine arts areas. Although she certainly presenﬁed some worthwhile
.objectives, the speech specialist did not comply with the request, wbich.
read as follows: "Will you please help me by formulating twd or three
specific educational objectives which you consider relevant to your
department and one or two which you consider important for the Fine Arts

”

program as a whole." All of the teachers implied or explicitly stated

the necessity of enjoyment in the arts.

Procedures and Materials Used

At the earliest planning sessions of the SChooi year (1966-67),
the teaching team worked on an outline guide for.the pgpcedures which
éould be used to implement the "experimental" curriculum. An exact
reproduction of that outline communicates the planning and thinking of
the team rather concisely:

SUGGESTED OUTLINE GUIDE FOR
GENERAL FINE ARTS CORRELATED PROGRAM

I. ORIENTATION: First Week

A. Discussion with the large group about general questions
concerning the course.
B. More specific presentation by each of the team teachers,
demonstrating the common underlying princ1ples of ALL
NOF THE ARTS.
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III.

Iv.
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EXPLORING FOR INFORMATION: Second Week

A.
B.

C.

D.

Decide on two themes for two culminating productions.
Divide into two research groups based on interest in the
two themes.,

Using all resources available, get relevant information
and ideas upon which to base the culminating production.
Hand in written reports, to be graded and used to help
in the writing of the script..

FORMATIVE OR CREATIVE STAGE

A.

.

Students select area of greatest interest and divide

.into three groups:

1. Those interested in writing the script for the pro-

" duction will work with the speech-drama specialist.

2. Those interested in doing the art work for the pro-
duction will work with the art specialist.

3. Those interested in preparing the music for the pro-
duction will work with the music specialist.

It is very IMPORTANT that COMMUNICATION of ideas and

progress made during this stage be CONSTANTLY MAINTAINED

between groups.

Each teacher-specialist will explain to his or her group

how to approach their selected phase of the total pro-

duction problem, as related to the particular fine arts

discipline involved.

The creative contributions of the different small groups

should include the following:

1. Writing of the script by the speech~drama group.

2. Selecting appropriate music and dances by the music
group.

3. Planning and sketching the scenery by the art group

REHEARSAL AND EXECUTION PERIOD -

Tryouts for speaking parts open for anyone in any of the
interest groups.

After cast is selected, rehearsal procedures begin in the
"little theater" of the speech-drama classroom under the
guidance of the speech-drama specialist.

The art group works on scenery, sets, decorations, cos-
tumes, posters, programs, invitations, etc. :
Memorization and rehearsals of the musical part of the
production begin in the choral room under the guidance
of the music specialist, assisted by the modern dance .
teacher.

COMBINED REHEARSALS ON STAGE

A.

Teamwork among students and teachers essential.
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Interest groups should be encouraged to learn from the
problems of other groups.

Art students should be putting up backdrops and making
final stage preparations under the guidance of the art
specialist.

This period requires some outside help from the adminis-
tration to maintain discipline backstage and in audience
area.

PRESENTATION OF PLAY TO AUDIENCE OF PEERS AND GUESTS

WORK ON COMPOSITE FINE ARTS SCRAPBOOKS AND WRITE EVALUATION
PAPERS

RE~-GROUP AND BEGIN WORK ON SECOND THEME FOR NEXT PRODUCTION

The Orientation Period was considered extremely important, and

since it was needed but once a year (for the newly enrolled seventh grad--

ers), sometimes it was expanded to a period of two weeks or more through

the addition of films, filmstrips, color slides, and other media, as well

as live demonstrations by teachers, guests, and older students. The Gen-

eral Fine Arts teaching team composed a separate outline guide for this

Orientation Period. It is given in full:

'I.

II.

SUGGESTED OUTLINE FOR ORIENTATION
TO CORRELATED FINE ARTS PROGRAM
(SEVENTH GRADE)

Review: Proper behavior for group discussions.

Al

B.

Procedure

1. Take a question or problem

2. Examine the possible solutions

3. Attempt to arrive at the best answers

Rules of order

1. Raise hand and be recognized by discussion leader
2. Speak one at a time.

3. Listen to others and evaluate without prejudice

What is meant by "Fine Arts"?

A.

B.

The study of painting, drawing, sculpture, music, archi-
tecture, dance, and drama

Objects created by man in his leisure time to bring joy
to himself and others
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IV.

VI.

Why

A.
B.
c.
D.

106

Art which is concerned with creation of objects of
imagination and beauty for their own sake, without
regard to their usefulness

should I take Fine Arts?.

Learn leisure time skills

Entertainment and enjoyment

Appreciation of previous art and artists

Learn skills which lead to vocations in the arts

What other fields that I am now studying in school will I

use

HEooOw >

in the General Fine Arts course?

Social Studies
Language Arts
Math and Science
Industrial Arts
Instrumental Music
Others

do we study Art, Music, and Drama together?

They are all Fine Arts; naturally related
Examples of related arts:
1. Television
2, Movies
3. Stage productions
4. Opera. and operettas
There are certain qualities or properties or character—
istics which are common to &1l three
1. What is a quality, property, or characteristic?
a. Something common to all members of a set or class
b. Examples: Sweetness in all kinds of sugar ; all
kinds of dogs have four legs; wetness in a11
liquids, etc. o
2, What are some of these properties?
a. Rhythm
b. Unity
c. Balance (Proportion)
d. Variety (Contrast)

What is meant by Rhythm?

Al

B.

In general: related movement; repetition of patterns,
shapes, colors, sounds, movements, etc.

In each of the specific Fine Arts areas:

1. Music and dance

2. Visual and graphic art

3. Speech and drama
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What is meant by Unity?

Al

In

general: oneness; a combination of parts so as to

make a complete whole; the ability to hold together

In
1.
2.
In
1.

3.

our daily lives:

teamwork in sports

the family or school as a working unit

each of the Fine Arts

Drawing and painting

a. That quality which holds the picture "together"

b. A center of interest Wthh keeps your eyes from
"wandering off the canvas"

As seen in drama

a. Plot: keeps the play together and makes the
action believable

b. Limits of the stage like a frame around a pic-
ture; keeps action all in one place

As heard in music

a. Another name for harmony among voices or instru-
ments

b. Musical form (e.g., ABA)

c. Scale systems (major-minor tonality)

d. The conductor helps control the unity in a musi-
cal organization

What is meant by Balance and Proportion?

A.

B.

As
1.
2.
As
1.
2.
3.
As
1.
2.
As
1.

2.
As
1.

2.

found in nature
Trees and leaves
The human body
seen in every-day life
Buildings
Automobiles
Furniture
seen in Visual Art
Balance by shape, size, nuwsber (quantity)
Balance by color
seen in Drama
In casting: huge girl not matched with tiny boy
(except in comedy)
Way of speaking; change of mood; pacing
heard in music
Balance in number and quality of different parts,
sung or played
Balance in dynamics (volume)

What is meant by Variety?

A.

In

general: things that differ in some resbects from

other items within a set or group

-
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B. In things around us .
1. Dogs (collie, poodle, hound, St. Bernard)
2. Furniture (contemporary, French Provincial, Early
: American, etc.)
C. In the specific Arts
1. ' In music

a. Rhythms
'b. Instruments
c. Voices

d. Styles of composing and performing
e. Historical periods
2. 1In drama
a. Characters
b. Types of plays
(1) Tragedy
(2) Comedy
(3) Melodrama
(4) Serious drama
3. 'In visual art
a. Media (materials)
b. Historical periods

It can be correctly deduced from the above outline that the pur-
poses of the Orientation Period are (1) to guide the children through an
exploration of aesthetic principles, (2) to stimulate thinking and imagi-
nation, (3) to show the interrelationships among the fine arts as well
as the relatedness of the fine arts to other subjects being studied, and
(4) to encourage discussion in a democratic manner.

‘The actual teaching of the Orientation Period was tape-recorded
and transcribed. It would be unwieldy to include the entire transcrip-
tion herein; however, some excexpts selected from some of the sessions
can be appropriately quoted at this time:

Leader: '"Tell us in your own words what is meant by unity in

fine arts.” : ’

Student: ‘“Putting two things together so that they harmonize.

Putting many things together so they harmonize."

Leader: "This is true in art and music and drama} not just in

music, but in all of the arts."

Leader: "Just in a few words, someone tell me what we mean by

variety in fine arts."
Student: "Variety in all kinds of music."
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Leader: "What else do we mean by variety in fine arts?"

Student: "“All different kinds of thngs that you find, such as
in art there are different kinds of art."

Leader: "We have variety in moods, don't we? We have variety
in our feelings and our emotions. Mr. Belindo talked to you about
the mental and emotional part of you. Now some arts appeal to your
mind--to your intellect--and some to your feelings. Some of them do
both." :
Leader: "What about the material the composer has to work with?
Or the orchestra director--does he have a lot of variety to work
with? [Affirmative response from several students.] We went through
a whole board full of different instruments, didn't we?"

Students: Responded affirmatively and named some of the various
instruments of the orchestra.

Leader: '"What about the artist? Does he have a variety of
colors? Does he have a variety of kinds of material to work with?"

Students: Affirmative responses.

Leader: "I think that you have a good idea--most of you. We
have talked about unity and variety. Now let's talk about balance.

I was hoping that I would get to borrow a pair of scales from the
science teacher. They look something like this, [Sketches a simple
balance rod with hanging weights centered on a fulcrum.] You have a
balance upon a staff, and at each end you have a little pan hanging
by strong strings or wires. When it is perfectly balanced, you know
you have the same amount of weight in each pan. Would it take a lot
more feathers on this side to balance a little b1t of gold or steel
on this side?"

Students: Answer affirmatively.

Leader: "Sometimes the volume is not the same, but the weight
is the same. This is true in painting and balancing a picture.

There are some ways that you can balance a picture besides hav1ng it
just exactly the same on each side."

Leader: "We showed you a filmstrip the other day about painting.
I hope you remember, we talked about classical balance--the same
thing on each side--but we don't have balance that way. We can bal-
ance that way. We can balance another way. Just one simple thing
that's heavy and big can balance a lot of smaller, complicated things
that are more interesting. 1In music, we can balance the big, heavy
tones down here [demonstrates on piano] that are lumbering and loud--
we might have just a few of them to balance a whole lot of little
airy tones up here. [Again, demonstrates on piano.] The composer
considers the quality of one group and the quality of the other group
to see 1f he can make them balance each other in interest."

Leader: "On the stage you could balance the hero and the heroine.
To do this, you would have a big, strong hero come in to save the poor
little girl. It would not be very well balanced for Jerry [a light-
weight Negro boy is indicated] to rush up and try to save a 300-pound
woman."

Students: Laughter.

Leader: "“When we pick out characters for acting, we have to take
this into consideration: Will they be balanced when they play opposite
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each other?"

Leader: "You have to balance your actors. You have to balance
the stage. What if we got our stage crew to set up the stage with
all different periods and sizes of furniture. Can you imagine how
unbalanced your stage would be? Balance is one of the things we
strive for in fine arts."

Leader: "Can you think of any ideas of ba1ance°“

Students: No response.

Leader: "I was hoping that your ideas would come out of these
discussions, not just hear us talk all of the time. This was not
the way I was hoping it would work out. I want us [the discussion
leaders] to start you off thinking. Some of you have not thought of
these“things at all. I would like to hear what you are coming up
with.

Student: "There's balance of power in government.'

Leader: "This is a good example of balance."

Leader: "Have you ever heard about a balance in nature? You
can work out a balanced aquarium. [Describes the process.] If
anything happens to break that balance, they die."

Leader: "This is what we hope to get out of this class: We
hope to unify the fine arts, and work with, all three of them in one
production. While we are talking about the principles of fine arts,
I hope you are thinking of ideas that we might use in our productiomn.
We want you to bring out your own ideas. I know that all of you are
capable of bringing up some creative ideas. Just get enthusiastic,
~ interested, and think--maybe I should say dream a little bit, because
a work of art is, I think, a materialization of a dream. A play was
at one time a dream of some writer before it was ever put on the
stage."

Leader: "There's probably not any other course in the whole
school curriculum in which your dreams, your imagination, will be as
welcome as they will be in this class. When you go to your math
class and start dreaming up new ways to add and subtract, multiply
and divide, you are going to get into trouble; you are going to have
the wrong answers. You are going to have a low grade in math. If
you go to your English class and start putting the verbs before the
nouns, you are going to end up in a lot of trouble. But in this
class, every creative and imaginative idea is welcome. We are not
going to buy a play and give every one a part. The idea is for you
to be creative.,"

Leader: "I am going to show you how the three arts got together
on one single project. Some of my other seventh-graders [referring
to special education students, but not so named] noticed that we have
an emblem of art, music, and drama down.in the main entrance hall.
Some of them went down and drew copies of that design. Here is
another project where three arts got together. [The leader shows a
hand-lettered poster of a poem about Music.] The first was the poet:
the poet is an artist--he's a creative writer. The art department
did a nice job of lettering it for us on this poster."

Leader: "You are going to work in creative writing. Some of you
are going to write the script for us to go by and tell the actors
what to say."
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[The basic plans of the course.are outlined to the students.
Then the art specialist discusses balance in movement, color, and
form, illustrating principles with his own paintings of Indian cul-
ture. He then relates his examples to music.]

Mr. Belindo: "When you sit down with a pencil and paper and
start the thinking process, this is the basic beginning of an idea
that stays with you all the way through. I did that painting about
a year ago. That painting, as long as it exists, will be a living
thing to me. I can come back to it ten years from now, and still
experience that basic idea that I started out with ten years ago."

Mr. Belindo: "I had rather use informal [than formal] balance
because it creates more interest. But within myself, I do. feel a
compulsion to balance pictures."

[Students ask the art specialist questions about his paintings.
He tells them how long it took him to paint them, and that some of
them are already sold.]

One of the obvious criticisms which will probabiy occur to the
reader is that there is entirely too much teacher talk. The researcher
has no.excuse or justification to give in repiy to that criticism. There
was a technical difficulty that should be mentioned as a partial expla-
nafion. Some of the tape-recordings were unable to pick up the voices
of students far away from the microphone; consequently, some student
responses were impossible to transcribe.

An earlier session during the Orientation Period was devoted to
the discussion of Rhythm. Some excerpts from that lesson may prove
interesting:

Leader: "I had planned for a boy to come and play for you the
different kinds of rhythms on his percussion instruments, but he
won't be in school this morning. Another time he will show you all.
the different kinds of rhythms that drummers have to learn. Some
people think drummers have an easy time, but to be a good drummer
you have to learn quite a bit."

Leader: '"Rhythm is only one element in music. Some people only
hear that element. Rhythm is most noticeable in music, but we have

" rhythm in all of the fine:-arts. We have it in poetry and writing.
We have to set the words to the music, and the rhythm of the words,
have to go along with the rhythm of the notes. [Gives an illustra-
tion.] All of the different kinds of rhythm that you find in poetry
have different names."

Leader: 'Maybe some of you will even make up your own music for
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the production. Don't think this is impossible. A grade school
class that I taught in Texas wrote their own Easter song. ‘I also
hope that some of your own words will be put to the songs you select
for the production. This happened this year on our new pep song,
didn't it? We had two girls in our glee club who liked a tune that
I played for them, so they made up some new words about Central so
that the rhythm of the words fit the rhythm of the music. Now we're
all trying to learn this new song."

Leader: "“In music we have simple rhythms and complex rhythms.
Some of the music we dance to has a strong rhythm and beat. People
want a strong rhythm that they can hear easily when they dance. You
hear it easily, and when you turn the amplifier up you can even feel
it. A song with complicated rhythm is harder to hear. Maybe we
aren't trained to listen for those complex rhythms. Some people
-have to yell and shout before they can hear the rhythm, and some
people can sense subtle and hidden rhythm."

Leader: '"We have to have a series of symbols to show these
rhythms or else we would never learn to read music. I want to show
- you some of the things we have learned to use to make up these
rhythms. We had some people cut out some little felt notes and
symbols so we can do this." [The leader illustrates note values,

* meter, measures, and other symbols on a large white flannel board

upon which is printed a large black staff.]

Students: Respond by tapping and clapping rhythmic patterns
showii on the flannel board.

Leader: "I want to show you how much difference rhythm will
make in a song. There's one song from the Broadway musical called
"™Music Man.' The composer had an idea. He wrote a song--a love
song--called'Good Night, My Someone.' Meredith Willson, the composer,
got the idea that he would take the same song and change the rhythm,
and it would make an entirely different piece of music. That's all
he did. He left the notes and the harmony the same. He just changed
a waltz rhythm to a march rhythm. [The leader demonstrates the two
numbers on the piano and sings both versions.] It became the song,
'Seventy-six Trombones.'" [John Philip Sousa is given as another
example of a composer who changed his love songs into marches.]

Speech—drama specialist: Discusses rhythm in speech, acting,
and dancing; also notes the importance of rhythm in painting and
music.

Mr. Stevens demonstrates different rhythms in walking: a
Charlie Chaplin style and a serious style.

Students: Respond by distinguishing between the humorous and
the serious rhythms in walking.

. Mr. Belindo, the art specialist, sums up the lesson for the day,
stressing the importance of rhythm in all of the fine arts.

During the "Exploring for Information" stage of the program,

several "brainstorming" sessions were held. These sessions seemed to

stimulate the imagination of most students, even though they didn't speak
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out about their ideas. This was evidenced by the attentive way they
listened to the ideas offered by their peers. Some ideas for a plot and
some scenes crystalized. 1In reviewing the tape, the lesson seemed to
move too slowly; however, non—ver?al communication was no doubt going on,
and the students may have simply been following the leader's instructions
at the beginning of.the class: "Your job today is to think and give
ideas."

At first, only about twelve students out of approximately ninety
in the large group contributed any ideaé at all. But after calling this
fact to the attention of the class, the leader began to receive more
ideas from other students. Memos of the ideas were jotted down, and
credit was given to the contributor by marking a number (value rated
from one to ten) on the seating chért by the student's name, then trans-
ferred to the grade book later. Copie; of the seating charts were made
for each member of the teaching team, and they proved to be quite con-
venient and useful: foll could be checked quickly and quietly while
another teacher went ahead with the lesson; students could be quickly
identified by name for pufposes of grading, recognizing, or disciplin-
ing. The teachers took turns checking éttendance, starting the iesson,
summing up the lesson, agd observing behavior.

The "Up With Central" theme suggested by the speech-drama spe-
cialist was utilized very successfully. It was quite apropos for the
celebration of Central's 75th Anniversary. It was based on the "Up
With Peoﬁle" show; original words were used which depicted the activi-
ties and hoﬁorable history of Oklaﬁoma High School (now Central Junior-

Senior High). The musical score was unavailable. An instrumental combo
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was needed for the right background, but none was obtainabie. The prob-
lem was solved by learning the songs with a disk recording. for accompani-
ment. The students even learned the harmony parts by listening to the
record. A tape recording was then made of the entire group singing along
with the record. For the stage production, the tape was'played back as
an accompaniment and reinforcement for the singers.

"Up With Central" stressed student pride in their school and its
heritage. The effect was morale-building. The songs were taken up with
the enthusiasm of pep songs at a rally. A healthy school spirit was
generated, and students new to Central learned of the schoél's tradition;
One girl who seemed to be shy about singing, played the melodigs by ear
on her clarinet along with the singing.. The script was simple, outlining
Central's past, present, and future. The song, "Design for Dedication"
was changed to "Design for Education." "Up With People" was naturally
revised to become "Up With Central." Appropriately, one of the favorite
songs among all the students was "What Color Is God's Skin?" They also
enjoyed "You Can't Live Crooked--And Think Straight" and "Run and Catch
the Wind." The finale, "Which Way America?" was changed to "Which Way

You Cardinals?"

Summary and Preliminary Evaluation

The experiences gained by these seventh graders enabled them to
be ready to participate in a high school ﬁrqduction of "West Side Story"
the followiﬁg'year. The encouragement of originality and creativity was
rewar&ed when one of the Negro girls won the grand prize at the all-school

fair for her original song (words and music) which she sang and played.
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The music was composed in a low register, appropriate to thé girl's con-
tralto voice. The left hand played an arpeggiated piano accompaniment to
Ehe right-hand melody. |

A large percentage of the seventh-graders who selected music as
their major interest group in the General Fine Arts course joined the
‘Junior High Mixed Chorus the next year. A noticeable amount of social
maturation and poise occurred in the personalities of many of the young-
sters during the year. Of course, how much of this change was due to their
fine arts experiences and how much was simply a result of natural growth
and development cannot be proved. Nevertheless{ it was obvious to the
observer thaf improvement in poise and stage presence, teamwork and coop-
-erativeness, originality and creativity, confidence and responsibility all
resulted from the aesthetic experiences fhese young people had. Perhaps

most important of all was the enthusiasm and enjoyment that was theirs

through involvement in the fine arts.
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PLATE IV

A Group of Special
Education Students
(7th Grade Fine Arts)
Sketching the Sym-
bolic Design Repre-
sentative of Educa-
tion and the Arts,
a Mosaic in Marble
on the Floor of the
Entrance Hall at
Central Junior High.
The Symbolisms were
explained by the
Music Specialist.

Seventh Grade
Fine Arts Music
Group Rehearsing
Song, "Up With
Central," (based
on the "Up With
People" Television
Production). The
clarinet player
played the melody
by ear. She was
in the Beginning
Band.

Fine Arts Students
in the Music Group
Working Out Their
Own Version of a
Dance to Use with
One of the Liveller
Songs in the "Up
With Central" Stage
Production.
(March, 1967)




PLATE V

Mr. Dennis Belindo Explaining

One of His Own Indian Paintings

During the Fine Arts Orientation

Central Junior-Senior High School
(March, 1967)
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The Fine Arts Team at Central Jr. High
Miss Maybelle Conger, W. Wayne Stevens,
and Dennis Belindo (Speech, Music, Art)

A Bulletin Board Prepared by a
Central Student Who Was Enrolled
In Both Art and Music Classes
This Song and Several Others from
"Over the Rainbow" were learned
By the Fine Arts Students and the
Special Education Students in a
General Music Class

The Three Girls in Front Made
Up Their Own Choreography for

a Special Dance in "Up With
Central"
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PART III, RATIONALE AND RELEVANCE OF THE

INTEGRATED APPROACH TO THE FINE ARTS
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CHAPTER. VI

HISTORICAL AND PHILOSOPHICAL BASES

Former Ideas of Interrelatedness in the Arts

Ancient and Medieval Times

' Prehistoric drawings and wall paintings indicate that the arts
were a normal part of the life of early man. Pictorial art, music,
dance, and drama were inseparably bound to the ceremonies of religion
and magic. Not until the Middle Ages was music considered a subject for
separate study, and then it was an integral part of mathematics and
astronomy (or, more accurately, astrology). (263, p. 3) Speculations
about the oriéins of music have given rise éo the theories that (1)
music may have developed from primitive communications, such as tribal
drums and calls; (2) music was associated with work rhythms from very
early times; and (3) music has beén instinctively associated with
emotional expression. (263, p. 3) |

One thing seems clear--that music and the other arts have nearly
aiways been "functional.'" Since ancient tipes, the arts have been the
very substance of such ceremonial festivities as fertility rites and the
worship of the god of wine, Dionysus. An example.of sexual symbolism in

the ceremonial arts appears in the following description of an ancient

120
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Egyptian custom in which music, art, drama, dance, and a kind of primi-
tive puppetry were utilized:

The women in their village festivals used to carry with them an
image of the god of fertility about twenty inches high, fitted with
a phallus of nearly the same length that could be erected by strings.
(331, p. 28)

In ancient Greece, theatrical performances were considered an..
important part of the worship of Dionysus. . . . Groups of traveling
performers gave dramatic presentations at the festivals. . . . A
combined song and dance called a dithyramb was performed around an
altar placed near the god's temple. The dancers usually impersona-
ted satyrs. . . . Because they sometimes wore goat skins and because
“a goat was often sacrificed to the god, the performance came to be
called a tragodia, or goat-song. (31, pp. 15~16)

Rich citizens supported these plays, and the Athenian government spon-
sored a public competition among the dramatists, who wrote three trage-
dies and one satyr-play (a farce or boisterous comedy) for the contest.
Many arts were utilized in these presenéations: masks were created and
decorated, scenery was painted, the chorus was trained, costumes were
designed and made, and the actors (only one to three men were employed)
presented the dialogue and interpreted the moods of the play through ges-
tures and tone of voice more than by movement. The narration of the
chorus gave unity to the performance. (31, p. 16)

The interrelatedness of the arts was so natural in the minds of
the Greeks that they "had one word for painting, dance, music, and
sculpture--music~-and they got along with it quite well." (392, p. 38)
Wold and Cykler emphasize the importance of poetry in Greek music:

The word music was applied to a combination of poetry, music,

and dancing, of which poetry was considered the ruler, music the
accompaniment and dancing the rhythmical expression of the vocal

incantation. (434, p. 38)

Plato gave music a very high place in the education of young men,
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as indicated by this excerpt from The Republic:

Education in music is most sovereign, because more than anything
.else rhythm and harmony find their way to the inmost soul and take
strongest hold upon it, bringing with them and imparting grace, if
one is rightly trained, . . . Because omissions and the failure of
beauty in things badly made or:.grown would be most quickly perceived
by one who was properly educated in music. (131, pp. 3-4)

There were two Greek cults which dominated artistic expression.
The Apollonian cult was characterized by clarity of form, purity, and
objectivity of expression; a plucked stringed instrument, the cithara,
was used. On the other hand, the Dionysian cult was characterized by
ecstasy, passion, sensuality, and subjectivity; a double-reed wind instru-
ment, the aulos, was used in its ceremonies. These two opposing concepts
are often called "classical” and "romantic'" in describing the styles or
trends of fine arts today. (263, pp. 5-6)

To the Romans, music and the otﬁer arts were used for enhancing
sensual pleasure. Their tastes tended toward the spectacular and the
military. Most of their cultural enrichment was borrowed from the Greeks,
but to them the trumpet and drum were more useful than the lyre.

The Greek tragedies deteriorated into dance pantomimes which
became more popular with the Romans as they became more obscene and
sensual. It was this source from which most of Rome's musical life
took its nourishment. (434, p. 51) -

In Greece, music was an integral part of the sports program; the

Olympic contests included music with a place of importance equal to any
of the athletic events. As explained by Portnoy:

Music and gymnastics had a vital role in Platonic education. He
reasoned that music should not follow gymnastics, rather, music should
precede and dominate gymnastics because the body did not ennoble the
soul. . . . Furthermore, gymnastics could become coarse and lead to

rowdiness and so it must be tempered with music. Music without gym-
nastics might produce effeminate aesthetes. Therefore, temperance
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and modulation of music and gymnastics would produce a well-balanced
Athenian youth. (324, pp. 15-16)

Historically speaking, it is a truism that "the basis of all art
is religion." (331, p. 23) Unlimited examples could be presented to show
the relationship between religion and the arts. According to Allen, even
ballet and opera were used in the Church by the Jesuits during the Counter-
. Reformation. The interrelatedness of music, drama, and liturgy is dis-—
cussed briefly by that author:

The art of worship is essentially a dramatic art; the history of
liturgical music is closely bound up with the history of dramatic
music, and vice-versa. This is apparent with reference to the civic-
religious music dramas of the ancient Greeks and it is equally obvi-
ous in the liturgical dramas of the medieval church. (5, p. 146)

The broad relationships of the arts to Eociety are found as
easily in primitive cultures as in western civilization. This point is
brought out by a contemporary dance educator:

In primitive societies, dance appears to be integrated with other
arts and other aspects of primitive culture such as religion, econom-
ics, political status, and family structure. Art for art's sake
appears to be a product of our modern culture. (436, p. 68)

The above statement by Wooten reminds us again of the functional aspects
of the arts which have been paramount throughout most of man's history
and still prevail in many parts of the world.

The historical connection between astrology and the arts (par-
ticularly music) is fascinating and explains some of the aesthetic theo-
ries--to be discussed further in the next section--which persist to
modern times. It was an astrologer, Pythagoras, who discovered the
natural octave and the acoustical ratios upon which modes (scales) could

be built. TFor centuries, mystical significance wés proclaimed for the

twelve semitones of the scale which corresponded to the twelve zodiacal
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signs and the twelve points of a circle. The medieval attitude toward
the art of music and its mysteries is summed up by Andreas Vogelmaier,

who made the following statement in his Musice ‘active micrologus in 1517:

The world's Musicke is an Harmonie, caused by the motion of the
starres, and violence of the Spheares. . . . Now the cause wee can-
not heare this Sound, according to Pliny is, because the greatnesse
of the sound doth exceed the sense of our eares. (293, p. 68)
(Translated by John Dowland, London, 1609.)

More Recent Times

No single person in western civilization has ever welded the arts
together more successfully or with more conviction than the inimitable
genius, Richard Wagner. Opera, by its nature, demands the ultimate in
unification of the fine arts. Its unique place in our culture has made
opera subject to the severest criticisms and to the most laudable praises.
Wagner was both critic and adulator of this art form, as well as its
leveler and reformer; he wrestled persistently with the inherent problems
of the amalgamation of aesthetic diversity, which he preferred to call
"music~drama." These innate problems are disclosed in the following

quotation:

Almost since its very beginnings several centuries ago, opera
has been among the most bitterly attacked and passionately defended
of all the arts. Attacked because, being in essence a composite of
poetry, drama, singing, dancing, instrumental music, and several
other arts, it has never managed to satisfy the pure lovers of any
of these; and defended because in spite of its numerous and undoubted
shortcomings, it has continued to exert a steady fascination on its
listeners, stirring them on occasion to a degree rarely equaled in
any other field. (369, p. 247)

Throughout the history of music-drama (or opera) the emphasis or
prominence has inescapably vacillated between the two major arts, music

and drama--each vying for the position of supremacy. Only once (in the

M v om 1o
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"Grand Spectacle" operas of France, ca. 1830) did the dance assume the
ruling position. Although many composers Sf opera have strived to main-
tain a balance among all the arts in their creations, Wagner accomplished
this feat with the greatest ingenuity.

Critics of music-drama have existed at least as far back as the
day of Aristotle, who complained that a dramatic poet should be a maker
of plots rather than verses. He particula?ly detested the episodic plot
(aAsuccession of acts or episodes without probaﬁle oTr necessary sequence).
He further accused bad poets of composing such pieces through lack of
skill; and good poets of doing so to please the actors. (46, p. 89)
Frequent references to Greek culture, especially with regards to aesthetic
'education, are defensible, as these sources'indicate:

Since practically every step in the development of opera, from
its first appearance during the Italian Renaissance through the
reforms of Gluck and Wagner, has styled itself an attempt to return
to the greatness and effects of Greek tragedy, it is not inappropri-
ate [to appraise the fine arts of ancient Greece]. (46, p. 90)

There are several reasons why the study of . . . ancient Greece

has meaning and relevance for the modern educator. In many respects

the Greeks are the intellectual ancestors of western civilization.
(198, p. 19)

Opera of the Baroque era had fully developed the complexities of
stagecraft to the level of an art in itself. By this time, opera had
‘become sheer entertainment--the antithesis of the ofiginél Greek concept
from which it sprang. The plots were unbelievable and lacked continuity.
The arts involved lacked integration: "“Scenic production, the singing,
acting, scenery, and costumes served chiefly one end--their own effective-
ness. They were not harnessed to the purpose of the drama." (369, p. 263)

Schopenhauer was prompted to give a very uncomplimentary definition

P T A A
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of operaj he called it an "unmusical invention of unmusical people."
(46, p. 87) Even modern critics, such as Calvin Brown, disparage the
practice. of excessive vocal exhibitionism‘charaéteristic of some operas:
No opera-goer with an aesthetic sense can fail to be constantly
irritated by music which is written and performed with the sole pur-
pose of personal aggrandizement for one of the singers. (46, p. 20)
In eighteenth—century France and in Italy during the period of
Rococo style in architecture, art and music, opera-going audiences were
overtly candid in their response to operas which were weakly integrated

and lacked interest: They would often indulge in card playing, talking,

or drinking during long, narrative "dry recitatives" between the virtu-

osic arias. (369, p. 262)

Modern Times

Integration of the fine arts in western civilization has a long
history--longer, in fact, than their separation or compartmentalization.
Moreover, integration of the arts in American education is not a new or
unexplored concept. As Karel says, "Since earliest times man has sought
ways of relating known facts." (192, p. 1) 1In the 1950's the term "cor-
relation" was very important in educational philosophy. Despite efforts
over many years to relate knowledge and correlate subject areas, no érea
of learning is "so lacking in an over-all correlating system'" as the
area of fine arts (192, p. 1) |

In 1935 Lilla. Belle Pitts authored a publication entitled Music

Integration in the Junior High School. The legitimate question arises:

How does the integrated fine arts curriculum which is the object of the
present study, differ from her plan? An investigafion of the book
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revealed a number of significant differences. Although superficially it

may appear that the new trends in humanities and allied arts are but a
revival of the "correlation hobbyhorse" hailed by educators of a genera-
tion ago, the new concept of aesthetic education only dimly resembles
the plan of Miss Pitts and her followers. Some specific contrasts are

itemized below:

(1) The Pitts plan did not propose the use of stage productions
in which music, dance, speech, drama, painting, scenic design, light-—
ing, etc., were related components of the whole experience.

(2) The older plan was limited by the absence of educational
media that today's schools possess: television, overhead projectors,
color slides, movie projectors, public address systems, portable tape
recorders, etc.

(3) 1In the older concept of correlation the examples of the
interrelationships between painting and music were chosen on a basis
of superficial "content" and "programmes' rather than of structure
. and aesthetic principles. :

(4) Pitts suggested idealistic ways of integrating music with
other subjects which were unlikely to be implemented by many teach-
ers; the ideas were arbitrarily prescribed from the adult p01nt of
view without regard to student interests or needs.

(5) Pitts proposed that the units of study be prepared by the
teacher, without student participation, and that all units should be
on some musical subject, without consideration of any of the other
fine arts areas or of subjects of common interest to early adoles-
cents.

(6)> The older blan never éllbwed’sﬁﬁdent involvement in the
selection of songs to sing or records to listen to} the musical taste
of the teacher was unassailable.

(7) No team teaching or even cooperative planning with other fine
arts speciallsts was envisioned by Miss Pitts.

(8) Democratic pupil-teacher planning was never considered in the
older program.

(9) Popular music was completely omitted from any consideration
by Pitts.

(10) - In the Pitts procedure all subjects and all other arts are
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definitely subordinate to music; however, educators contemporary with
Pitts stressed social studles, maklng the arts (including music) sub-
servient.
In 1963 a concert singer gave up her professional career to
establish a school for aesthetic education in Harlem. In her School of

the Arts, Dorothy Maynor provides culturally disadvantaged Negro children

with opportunities to study instrumental or vocal music, dance, or theory

for a token charge (e.g., fifty cents for a piano lesson). Instruction

is also given in painting and drama. (252, p. 135) Her social and aes-
thetic. objectives are admirable:

What I dream of is changing the image held by the children. We
have made them believe that everything beautiful is outside this com-
munity. I want them to make beauty in this community. You know,
the music lover was really the first astronaut: through music we
can raise ourselves above the cares of this world. (360, p. 72)

~Some of the nation's most outstanding musical figufés lend their support

to this school of over 400 students and twenty-five teachers.
In 1964 a Combined Arts workshop was designed for junior high

school students at Indiana University as a contribution to the research

of Instructional Systems in Teacher Education. The name was later cﬁanged

to Creative Arts Workshop and children of mixed ages were admitted to the
experimental program. The objectives of the workshop were as follows:

(1) Develop an understanding of the value and significance of
the arts in society. '

) Develop an understanding of the interrelatedness, as well
as the uniqueness, of each of the arts.

(3) Develop and enhance a perceptual response to the arts by
studying basic concepts through creative experiences.

(4) Understand the developmental pattern of children, their
similarities and differences, as they participate in the arts.

~(5) Develop methods and materials in presenting the arts.

(6) Plan, organize, and evaluate a program of the arts as a part

of the elementary program.

(7) Provide an opportunity to increase perceptual awareness
through creative experiences dealing with the basic concepts common
to art, dance, and music. (425, pp. 7, 14)

PR B
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N The concepté which were included for study during the three-
semester experiment are as follows: (1) Space and Time;.(2) Melody and
Line; (3) Color and Dynamics; and (4) Form. and Design. The following
general statement about the success of the conceptual approach used in
the program was given by the reporter:

The conceptual approach to the correlated study of art, dance,
and music through creative involvement has been an exciting and
rewarding experience for students and instructors alike. It involved
not only creative student participation, but creative teaching as
well, The study of the arts through experiences with the basic con-
cepts offered an insight and understanding .of their. value and signi-
ficance not possible through traditional methods. The conceptual
approach is a positive means of developing aesthetic perception,
which enables the individual, through creative personal involvements,
to perceive artistic value meaningfully. (425, p. 61)

Despite the general tone of optimism about the positive results
of the workshop, several negative factors were reported. There were
problems in scheduling, facilities, team rapport, student interest and
preparation, time allotment, and staff size. The three-hour-long after-
noon sessions during the summer term were considered too.long and ener-—
vating, especially since the building was not air-conditioned. Proper
coordination and cooperation among the instructional staff were impossible
because regular planning meetings could not be held. A teaching team of
seven members was found to be too large. Some of the teachers failed to
grasp the "combined arts approach" and some had had no previous experi-
ence in the "conceptual mode of thinking and teaching." (425, pp. 48-51)
During the fall term, scheduling conflicts prevented the use of musical
instruments and the music room; materials, facilities, space, and equip-

ment were deemed inferior; and no training in dance was available. (425,

pp. 53-54) Similar problems existed during the spring term, necessitating
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a considerable reduction in art activities and make-shift measures in
the instrumental music activities; dance compositions were attempted,
‘but the outcomes were inferior. (425, pp. 56-57)

A list of some of the conclusions drawn by the participants of
the workshop and reported by Wesley dre summarized below:

(1) The idea of the conceptual approach applied to the combined
teaching of art, dance, and music through creative experiences is a
dynamic development in aesthetic education. The success of programs
based on this idea warrant continual exploration.

(2) The Creative Arts Workshop, based upon the conceptual
approach, was a successful and worthwhile experimental program. Its
achievements were significant enough to consider the continuation of
the program. :

(3) The Creative Arts Workshop offers a type of enrichment to
future elementary teachers. These teachers, however, are not skilled
enough to teach the three areas alona. They can offer this enrich-
ment to their elementary children, but only as a supplement to a
specialized program of instruction in art, dance, and music.

(4) The Creative Arts Workshop must concern itself exclusively
with art, and only forms of art should be included. Self-testing,
games, and other physical education activities must be deleted
because they cannot be considered forms of art.

(5) The Creative Arts Program requires that certain basic musi-
cal skills and understandings be acquired prior to participation in
the program. The reading, writing, and performing of simple rhyth—
mic, melodic, and harmonic patterns must be a part of the student's
knowledge and skill.

The statements in the last conclusion bear directly on this dis-
sertation and deserve special emphasis: . * .

‘The Creative Arts Program is most effectively.presented by a team
of teachers. Each member must be a specialist in at least one area, -
as well sympathetic toward the others., Team efforts must
be highly organized, necessitating regularly scheduled meetings for
discussion and planning. The flexibility of the individual and the
team should be the most important consideration in the development
of teaching teams for this program. (425, pp. 62-63) ’

Innumerable humanities courses have been taught, formally and
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informally, at various levels, and many allied. arts ventures have been
tried within the last decade. Reports of most of these are never pub-

lished. However, in the State of Missouri, under the leadership of

 Leon C. Karel, the humanities and allied arts approaches to aesthetic

education have been meticulously formalized, rationalized, and utilized.

Karel makes a nice distinction between the two approaches and predicts

.that, in most practical situations, a choice of one or the other must

-

be made. (192, pp. 5-6) By his differentiation, the "humanities

approach results in an alliance of the arts through their historical

and philosophical similarities"; while the allied arts "means of inte-
grating arts deals with the [aesthetic] principles common to that area,"
(192, pp. 2,3) The advantages of the allied arts approach, 2s viewed by
its proponents, are appropriately considered in the present study:

(1) It focuses attention on the arts of our daily lives by
encouraging the student to use the art principles in judging the
world around him. :

(2) Such judgments give him practice and confidence, with the
result that his ability to think for himself in artistic matters
keeps on growing in adult life.

(3) The course teaches a "mode of thinking'" peculiar to the
arts area, just as science courses stress their own "method," and i
history courses theirs. '

(4) The Allied Arts program acts as the general course for the
fine arts in the same way as general science or general history in
these fields, opening doors for all students, not just those who can
sing, play, draw, or act.

(5) The course may sexrve as a rallying point around which the
now hard-pressed secondary school arts may gather. "Academic" in
nature (that is, not an activity course) the Allied Arts readily
finds a place in the tradltlonal curriculum on an equal basis with
other 'solids."

(6) 1t provés to be of practical value to the future citizen, ﬁ
dealing as it does with art principles easily applied to product é
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design, advertising, styles, cinema, domestic planning and so on,
as well as the traditionally more formal fine arts areas.

(7) In a section on “style" the Allied Arts course does approach
the arts from a historical viewpoint, though relatively briefly.
(192, pp. 4-5)

The allied arts guide for the secondary schools of Missouri,

which Karel helped to formulate and implement, does not seem to make a

consistent distinction between the two approaches, as evidenced by its

title: The Allied Arts: A High School Humanities Guide for Missouri.

Its purposes, though, follow the spirit of the seven advantages of the
allied arts approach listed above. Briefly, they are (1) to make stu-
dents aware of the artistic aspects of the world around them through
active involvement in the arts; (2) to emphasize the common principles
of the arts and their operation in the everyday world; (3) to elicit
changes in aesthetic responses and attitudes; énd (4) to permanently
improve the critical judgment of the student. (266, pp. 11-12)
The researcher has two major disagreements with the purposes and
content of the Missouri Guide. In the first place, the program claims
to stress "active involvement in the arts," but "involvement" as pre-
sented in the Guide is limited to intellectual or vicarious "consumptionﬁ
of the arts--not actual creative participation in aesthetic experiences.
This "sit-look~listen syndrome" indicated by the approach may be suitable
for some high school students, but rarely effective with action-oriented
junior high school students. Secondly, the important fine arts areas of
drama and dance are slighted to an unjustifiable degree in the ggigé.
Hipple surveys the trend in secondary school humanities courses

and makes some astute observations in regard to content, method, and
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evaluation of various approaches. 1In defense of the interdisciplinary
approach he says:

The compartmentalization of knowledge in modern education is
more often lamented than remedied. . . . Interdisciplinary courses,
provided they are rigorous and not vague, broad but not vacuous, are
an evident remedy for the disintegration of knowledge. And this is
a powerful argument for offering courses which, like humanities,
bring the separate parts of knowledge together. (166, pp. 85-86)

Noting that humanities education lags behind the sciences and mathemat-
ics in curriculum advances and pedagogical innovations, he suggests
that "the way for humanists to redress the balance is by teaching their
subjects in new and better ways." (166, p. 87) Some of the advantages
.of the interdisciplinafy approach are given:

An interdisciplinary program in the humanities could compensate
for any overemphasis upon science, or upon vocation preparation, not
by doing away with other subjects, but by itself exerting a more
powerful influence upon students. '

Integrated courses in the humanities afford a convenient avenue
for introducing into the secondary curriculum subjects now almost
entirely neglected.

High school students can be shown that these ancient writers
[Plato and Aristotle] are discussing problems which agitate students
in the twentieth century: . . . (166, p. 87)

Hipple believes that philosophy should be introduced into inte-
grated-courses in the humanities "so that it can be seen as one aspect
of civilization, affiliated with other subjects." (166, p. 87) He also

points out the need to give more emphasis to the visual arts, for the

following reasons:

The visual arts are very often the most obvious point from which
to grasp the character of an epoch. They are certainly the easiest
and most obvious way to study the development and evolution of civi-
lization. In the time required to study closely a single play by
Shakespeare, one can canvass the whole sweep of Renaissance and
‘Baroque painting. In the time required to analyze a single symphony
by Beethoven, one can scan two centuries of architecture. (166,

p. 87)
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Karel quotes the master's thesis of David Miles (1966) whose
findings agree with the importance of visual arts in an allied arts

course, even when the teachers studied were predominantly music spe-

cialists:

Half the students indicated that the area of péinting was the
most interesting part of the course. This may indicate that ear-
lier fears that teachers would concentrate on their major field and
neglect other areas was groundless. With more than half the
instructors trained in music, that should have been the favored
field. (191, p. 11)

There are four major modes of organization which can be used in
the teaching of a humanities class, according to Hipple: '"by arts and
genres, by aesthetic aspects or categories, by topics, and by chronology

and culture." (166, p. 88) He prefers the chronological mode for these

reasons:

The historical organization insures that the materials of a
given culture will be studied together. . . . The student needs to
see the stream of civilization as a whole and to grasp his place in
that stream. Teachers can more easily cross-index a historical
course by topic or genre than elicit the character of .an epoch in
civilization from materials scattered through a course that is organ-
ized non-historically. . . . Historical organization integrates the
materials of the course and reinforces that matrix of time, space,
and development within which any cultural fact, including our own
existence, ought to be seen. (166, p. 155)

Although Hipple concedes that "team teaching is not always the
_best way to treat a humanities course,'" he presents some important advan-—

tages of team teaching: .
The team affords a greater varilety of personality and approach;

the student's interest may be better maintained, and he may gain more

insights if one instructor lectures and another conducts discussions,

if one instructor is devoted'to formal analysis and another to expli-

cation of a work as an expression of a culture or as a treatment of

a human problem, . . . (166, p. 155)

He astutely warns that '"team teaching does not guarantee that the diverse
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subjects of the humanities program will be adequately related," unless
the instructors themselves are willing to accomplish what is expected

of the students. He further suggests that the nafveté of one instructor
about the speciality of another may be beneficial to the success of the
program. His explanation of this idea clarifies his point:

The teacher who is exploring an area outside his own specialty
has a sense of adventure and enthusiasm which may be infectious. .

+ « Students will be working alongside a more developed mind that
is undergoing the same experience they encounter. (166, p. 156)
- Hipple leaves the humanities educator some practical advice and offers
a workable definition of team ﬁeaching:

The minimum requirement for a team of instructors is that each
instructor teach part of the materials that fall in the province of
every other. . . . Any mature and interested person can sufficiently
train himself to play his part in a cooperative teaching effort--
that is, to participate in the work outside his own specialty. A
team should not be merely an aggregate of individuals, each perform-
ing separately, but a group working together, reinforcing and learn-
ing from one another. (166, p. 156)

The foregoing historical discussion and the inseparable evalu-

ative or normative statements about approaches to aesthetic education
lead us to the consideration of some aesthetic theories and other phii—

osophical foundations for the development of an integrated fine arts

rationale.

A Look at‘Some Aesthetic Theories

As with many of the knotty problems of philosophy, there are
aesthetic issues which have been debated since ancient times but are
still far from being resolved. Sometimes the aesthetic views of modern
educators and laymen‘are unknowingly expressions of these perenmnial

issues. Examination of some of the aesthetic theories is necessary in
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order to make intelligent decisions in the formulation of a fipe arts
curriculum.

One of the oldest beliefs about music and the related arts was
established by the Peripatetics and Stéics of ancient Greece. It was
called the doctrine of ethos, which inﬁolved,the idea that music has a
direct effect upon the soul. The variant factors were rhythm, modality,
and the instrument employed. (265, p. 4) Vestiges of this belief sur-
vive today under the name of "moralism." The résearcher found a classic
example of this philosophy in a public address at one of the National
" Education Association's conventions at the turn of the twentieth century
(1896). "How Good Music Makes Good Citizens" was the title of the speech

by F. H. Damrosch (NEA Journal of Proceedings and Addresses, XXXV, pp.:

722-29).

In the moralistic words of Aristotle:

Rhythm and melody supply imitations of anger and gentleness, and
also of courage and temperance, and of all the qualities contrary to
these, and of the other qualities of character, which hardly fall
short of the actual affections, as we know from our own experience,
for in listening to such strains our souls undergo a change. The
habit of feeling pleasure or pain as mere representations is not far
removed from the same feeling about realities. (324, p. 23)

Certain alterations in the musical scale were forbidden by Plato, because:
"L aﬁy-musical innovation is full of danger to the whole State and
ought to be prohibited. . . . When the modes of music change, the funda-
mental laws of the State always change with them." (206, p. 23)

Beardsle& describes the attitudes of critics of the arts who

carry the philosophy of moralism to its logical conclusion today:

There are Moralist critics who would apply their categories [of

bad and good] across the whole field: music may minister to lascivi-
ousness or help to break down self-control, or on the other hand it
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may strengthen martial courage or deepen moral resolution; even
nonrepresentational painting may stimulate a relish for violence
and lawlessness by means of its tense designs, garish color combi-
nations, and sharply conflicting patterns, or it may encourage a
cool love of order and decorum aud a calm joy in self-discipline.
(20, p. 565) '

Although there is a profound analogy between moral order and aesthetic

order, no causal relationships have ever been objectively established.

The antithesis of moralism is called aestheticism, which is the
"view that aesthetic objects are not subject to moral judgment, that
only aesthetic categories can be, or ought to be, applied to them."

(20, p. 561) Aestheticism can be given credit for being a kind of anti-
dote to the resistance to inmovation in the fine arts prompted by
moralism, exemplified by the outbursts against Stravinsky, James Joyce,
Dylan Thomas, or Picasso. Speaking in more practical terms, however,
the "art for art's sake" tenets of aestheticism--though welcomed by the
artists themselves——-do not present a convincing enough justification to
satisfy the lay public, including most school administrators.

A vexatious subsidiary theory to the doctrine of ethos is the
one often referred to as Aristotelian catharsis. Aristotle's full mean-
ing is still moot, but he was referring to a purification of the emotions
through art; more specifically, through the effects of tragic drama.
Aristotle's "emotional katharsis" and the therapeutic uses of music are
described in his own words:

For feelings such as pity and fear, or again, enthusiasm, exist
very strongly in some souls, and have more or less influence over
all. Some persons fall into a religious frenzy, whom we see as a
result of the sacred melodies--when they have used the melodies that
excite the soul to mystic frenzy-—-restored as though they had found
healing and purgation. Those who are influenced by pity or fear,-and
every emotional nature, must have a like experience, and others in

so far as each is susceptible to such emotions, and all are in a
- manner purged and their souls lightened and delighted. (324, p. 23)
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Actually the use of music as a therapy for the mentally deranged (emo-
tionally disturbed) was practiced in China and Egypt before the Greek
priests came to use it. Frenzied music was applied to cure frenzied
minds: "A wild and restless musical strain could so affect its emotion-
ally unbalanced listener that mental equilibrium was restored." (324,
p. 24)

Beardsley sketches a modernized version of the. catharsis hypothe-
sis, speculating on the possibility that aesthetic experience itself
could be peculiarly beneficial in providing an outlet for "psychological
impulses that would be destructive if they overflowed into overt action."
(20, p. 559) He continues to develop the idea:

With the help of aesthetic objects we can work off these destruc-
tive impulses, without having them fester inside and without taking
them out on our neighbors. This is very plausible as far as litera-
ture [and drama are] concerned, for we can feel as we like about its
make-believe world, and run through all sorts of emotions--love, hate,
self-satisfaction, moral indignation, cynicism--without fear of
injuring anyone. It is even plausible for musical experience; we are
caught up in the drive and purposefulness of the musical process, and
though full-fledged emotions are not directly manipulated, the ten-
sion and restlessness that are their feeling—-basis may be used and
relieved and quieted by music. And if we think of the experience of
painting as an experience that takes time this experience, too, may
turn out to be psychologically beneficial in the same way as music.
(20, p. 559)

Not unrelated to Aristotelian catharsis is Freud's psychoana-
lytic concept of sexual sublimation, which involveé the expression of
primitive drives through culturally acceptable artistic or creative
channels. Beardsley implies a similar concept in his hypothesis:

There is often a very special refreshing feeling that comes

after aesthetic experience, a.sense of being ususually free from
inner disturbance or unbalance. And this may testify to the purga-
tive 'or cathartic, or perhaps sublimative, effect. (20, p. 560)

However, we are :emiﬁded that "what we lack to make the hypothesis highly
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acceptable, is adequate physiological and behavioral evidence for that

effect." (20, p. 560)

Dance may be an aesthetic experience which is closely related
to Aristotelian catharsis. According to a study by Waterman:

Religious dancing in West Africa and in the New World areas
where African-derived cults persist involves a kind of lending of
the worshipper's body to the tutelary deity, who uses it to perform
his distinctive dance. The personal function of such a spirit-
possession dance seems to be psychological catharsis; the cultural
function is, again, a reaffirmation of the solidarity of the cult-

group and a symbolization of their system of value and beliefs.
(436, p. 49) )

Even the sophisticated modern dancer, Martha Graham, believes in some

of the tenets of catharsis and the doctrine of ethos. A biographer

‘reports:

Her concept of drama and of the function of theater has always
been, in fact, essentially Greek: entertain, delight though the
play may and must, it must also, if it is to have any value, be good

for the soul, and must move, purge and elevate the spirit. (436,
p. 43) :

Langer reviews various aesthetic theories in her search for the

"significance of music." She admits "the undeniable connection of music

with feeling," but concludes that "music is not the cause or the cure of

feelings, but their logical expression." (217, pp. 184, 185) Referring
to catharsis and its commonly assumed essence, self-expression, Langer

emphasizes the fact that “sheer self-expression requires no artistic

form." (217, p. 184) She continues:

Even the expressiveness of oaths rests not on the fact that such
words were invented for psycho-cathartic purposes, but that they are
taboo, and the breaking of a taboo gives emotional release. Break-
ing a vase would do better still. (217, p. 184)

Nevertheless, she recognizes that "we find the belief very widely'dis—

seminated that music is an emotional catharsis," and that the common
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answer to the puzzle of such terms as "plea;ing sorrow' and 'grateful
terrors" is that the performer expresses his emotions to an audience,
"or--in solitude--just works them off to relieve himself." (217, p. 182)
She explains the effects of music therapy as-"functions of sound rather

than of music,”

and predicates that the somatic influences of music are
transient and "moral hangovers or uplifts seem to be negligible." (217,
p: 181) Her conclusion as to the validity of the doctrine of ethos
resides in this statement:
There is, to my knowledge, not a single authentic record of any
specific change of disposition or intention, or even the inhibition
of a practical impulse in any person by the agency of music. (217,
p. 180)
Langer cautiously excludes vocal music from her predication "since words
and the pathos of the human voice are added to the musical stimulus.”
(217, p. 181)
Presuming we could disprove the doctrine of ethos and the theory

of moralism in pure music, we dare not generalize about the psycho-bio-

social influences of the other arts on this basis. Susanne Langer warns

us against this in the following excerpt from her work, Philosophy in a

New Key:

We should take warning against the fallacy of hasty generaliza-
tion--of assuming that through music we are studying all the arts,
so' that every insight into the nature of music is immediately appli-
cable to painting, architecture, poetry, dance, and drama; and above
all, that propositions which do not have obvious analogues in all
these departments are not very valuable in their restricted musical
context. A basic unity of purpose and even of general method for all
the arts is a very inviting hypothesis, and may well be demonstrable
in the end; but as a foregone conclusion, a dogmatic premise, it is
dangerous . . . (217, pp. 178-79)

Studies by psychobiologists direct our attention to an important

variant: the individual's susceptibility to influence.. The nervous



141

system and personality traits of certain individuals equip them with
poor impulse control and a consequently low level of self-discipline.
Thi§ type of person is highly susceptible to suggestion and has an
extreme response to fantasy; he tgnds to gmﬂigand drink too much, and
seldom represses his sexual impulses. He becomes totally absorbed in a
book, a play, or a movie, losing himself in the action. According to
Rosenfeld in his report on the studies: "The casual acceptance of vio-

lence, epitomized in the movie, Bonnie and Clyde, creates a climate which

some scientists believe can arouse susceptible people to violent acts.
(352, p. 67) Boston psychobiologists have established, through their
experiments with animals, that "there are a number of key areas in the

brain that control violence,"

and brain damage from birth or any other
cause could result in a human personality type which is susceptible to
extreme responses and violence. (352, p. 69) These scientists hypothe-
size that "a feeling of alienation, or purposelessness, and of the
absurdi;y of existence [are] often fostered and énhanced by the arts and
by pop culture, with their raucou$ assault on the senses." (352, p. 70)
The stresses of modern society--constant exposure to violence in news-
papers, magazines, books, television, movies, and the theater--together
with the increasingl§ cool and casual attitudes toward violence, both
real and fictional,‘are too much for persons with more susceptible brains
and nervous systems. (352, p. 70)

The researcher's findings lead to the suggestion of another.
important'variant related to the degree of effect an art object can have

upon an individual: the person's level of aesthetic experience and

sophistication (qr, "psychical distance"). Living in the days of mass
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media, where we are constantly bombarded by an endless variety of art
and pseudo-art--each clamoring for our attention through the use of more
and more startling innovations--we satiated and benumbed moderns find it
difficult to conceive of the possibility that the ancient Greeks could
have been stirred by the strange sounds of an altered scale or by the
"cacophony" of a dissonant harmony. Allowing Plato the variables of
‘susceptibility, sophistication, and unsatiated sensitivity, in additicn
to the broader definition of "music" which included poetry and other
arts of the Muses; his exhortations may have been entirely reasonable,

A final summary of Plato's philosophy of music is taken from Portnoy:

The essence of Plato's philosophy of music is that music as an
educational and cultural discipline should be used for the attain-
ment of a sound morality. He expressed- the view that music was
bestowed upon man for the purpose of helping him live a harmonious
and judicious life.

Plato maintained that only strictly tempered musical modes and
tunes that were emotionally affective because of their simplicity
were beneficial. The proper kind of music could help man to rhyth-
mically attune his finite soul with the infinite. . . . Raucous
cacophony might cause the human soul to clash with the ideal order
of things. Therefore bards who composed music incongruous with the
natural order must be cast out of society for they were destroyers
of souls and the forerunners of social doom. (324, pp. 21-22)

Considerable time has been devoted to the discussion of the two

theories, Moralism (including its antecedents, ethos and catharsis) and
its antithesis, Aestheticism, because they are probably the most fre-
quently defended and attacked. However, some attention should be given
to other aesthetic theories.

A theory that, in Beardsley's words, "a great many teachers hold,

in a half-thought-out and uncriticized form," is Intuitionism. (20,

P 387)"Applicab1e only to the nonverbal arts, the Intuitionist Theory

"makes no use of either propositions or universals," but holds that we
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"have a unique faculty of insight that is independent of both sense
experience and the rational intellect." (20, p. 388) This metapbysical
faculty permits direct communion with an aesthetic object which gives
knowledge in a nonconceptual form,'such as an immediate conviction or
feeling., The theory cannot be disproved, since it is beyond reason,
logic, and inference; it is independent of language. Everyday comments
that would suggest this theory run something like this: "I know a good
painting when I see one," or "I know that is good music, because I have
a certain feeling when I hear it," or "When I listen to Bruckner's ada-
gios, I feel their profound religious understanding." (20, p. 390)

Many educators and musicians talk about the "expressive quality"
of "musical message" contained in a work. Such concepts are part of
what Beardsley calls the Proposition Theory of aesthetic objects. It
holds that "at leaét some paintings and musical compositions can be con-
strued as vehicles of propositions in exactly the same way that sentences
in ordinary speech are vehicles of propositions." (20, p. 369) The aes-
thetic object hés two components:"a "subject" and an "interpretation."
In other words, the "work 'says' something about reality, and what it
says can be assented to or dissented from by the spectator." (20, p. 369)
Persons who hold to this theory commonly ask, "What does it mean?" or
"What does it say?" about nonverbal works of art. Composers and painters
are as apt to adhere to this theory, consciously or unconsciously, as are
the listeners and viewers; tone poems are a case in point. Related to,
But not the same as, the Proposition‘Theory is Langer's belief that
"musical forms constitute a symbolism that is more congruent with huﬁan

feelings than language can possibly be. This is possible because of the
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ambiguity ﬁn music which cannot exist in a precise language." (155,
p. 44) Dance educators, Norris and Shiner, reveal their adherence to
the Proposition Theory in their description of dance:

[Dance] is a creative art form which expresses and communicates
ideas and controlled emotions through the medium of its substance,
movement. Its contemporary name is modern dance. . . . As an art
form it speaks a language comparable to that of other arts. Although
all arts have common elements of rhythm, line, design and the like,
each art form expresses its content in its own unique way. (289,

p. 1)

"Music-~the Universal Language" is a commonly heard slogan, but
its truth is denied by Beardsley, Langer, Farnsworfh; by anyone who dis-
proves or.disbelieveg the Proposition Theory. The fact that music is
not, strictly speaking, a language does not detract from its worth. As

‘Farnsworth explains:

Music tells no clear-cut story with universal meaning. Yet every
listener is trained to read local meanings into what he hears. He
recognizes a Wagnerian motive, a needed resolution, or a church hymn
and thus shares in the enjoyment of his associates. It is, however,
the very paucity of these local meanings which gives him the oppor-
tunity to implant in the music his own personal images and associa-
tions. Thus this art medium serves as an important aid to his
fantasy life. (102, p. 273)

When referring to music as "the language of the emotions," it
must be remembered that even if it can be established that moods may
be aroused by music, they are ambiguously defined and variable. The
listener is, after all, no automaton. He has a personal, as well as
a cultural history which makes his reactions to any piece of music .
+ o unique and therefore difficult to forecast. (102, pp. 93-94)

The Beauty Theory of aesthetic value, as formulated by Beardsley,
holds that "the aesthetic value of an aesthetic object consists in its
possession of a certain unique regional quality, called 'beauty' and the
degree of its aesthetic value is determined by the intensity of this

qualify.“ (20, p. 505) The fact that there has never been any consensus

as- to what is meant by the term, "beautiful," makes this theory difficult
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to accept. According to this theory, beauty is an objective entity which
is either present or absent from an aesthetic object and determines its
value. There are many forms of the theory, including Plato's universals.
The Beauty Theory amounts to an oyersiﬁplification of the‘meaning of aes-
thetic value and lacks sufficient evidence to be philosophically satis-—
factory. As far as the theory relates specifically to music, the
researcher agrees with Farnsworth:

[It is unlikely that] a satisfactory mathematical formula for
forecasting musical taste or beauty has been or ever will be dis-
covered. . . . Since there is no invariant relationship between

musical stimuli and human responses, . . . sucha formula would be
unthinkable. (102, p. 273)

The Psychological Definition of Value .in works of art is referred
to variously a subjectivism, relativism (individual and cultural), the

"yum-yum" or "I like" theory, or the notion that "beauty is in the eye of

beholder." Cultural Relativism is upheld by Farnsworth, as the following

quotation suggests:

All the evidence so far gathered peints to the relativity of
taste, to the fact that it is.culture-bound, not culture-free. The
descriptions sociology gives of mores fit taste most exactly. Change
with training and individual differences in the acceptance of stand-
ards, both characteristics of musical taste, are earmarks of mores
and folkways. The teaching of taste, then, is essentially a process
of indoctrination, and the material to be learned differs somewhat
from culture to culture and from period to period. (102, p. 153)
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Later, the same source borders on Individual Relativism in musical values.
The following description of changes in value reminds us of the atavistic

trend in popular music to assimilate Bach and Hindu sonorities: ‘

The acceptability of any musical form grows, but later diminishes.
Listener satiations gradually build up and eventually lead to change.
‘Sometimes the changes are in the direction of innovations, while at
other times they point back toward what was acceptable at an earlier
time. If the new forms differ too markedly from the old they do not
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achieve general acceptance. But every change is a violation of

some rule and is apt at first to seem undesirable to the conser-

vative. (102, p. 153)
What is "good" depends upon the individual preferences of the individual
or the culture, according to the Psychological Definition., Such think-
ing is probably responsible for aleatory music and random art cr happen-
ings: the rational denial of rationality in art and the purposeful
avoidance of purpose or plan. This aesthetic direction is vehemently
objected to by Angus, who voices five criticisms'"any of which 1s capable
of destroying any art: overkill, pretentiousness, inarticulateness,
lack of direction, and tedium." (13, p. 14) She explains that the
development of aesthetic relativism got its impetus from science:

Art today, like science, is in the grip of the uncertainty prin-
ciple. Einstein began it with relativity, and now Heisenberg has
shown that the smallest particles of matter are indeterminate in
their motion. The sense of this relativity and indeterminateness
has filtered into all our consciousnesses. (13, p. 14)

If the Psychological Definition of aesthetic value could be
embraced with sound justification, the problem of pornography or obscen-
ity in the arts‘would practically"vanish, as would any objective
standards of criticism.

The Instrumentalist Theory of aesthetic value conceatrates on
the extrinsic values of art, and, for all pracéical purposes, denies the
reality of intrinsic value. In some ways Instrumentalism is akin to
Moralism in its concern for the social and psychological effects of aes-
thetic objects. When pushed to its logical conclusion, Instrumentalism
resorts to an infinite regression, since all objects or acts have some

instrumental value to something else. By definition, something of

intrinsic value is non-functional, terminal, and non-useful; anything of
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extrinsic value is functional, instrumental, and useful. Naturally,
the Instrumentalist is interested in the uses to which art is put. The
musical’® criticism of Confucius was based on this theory. In his writ-
ings on ethics and religion, he sgid:

The music of Cheng is lewd and corrupting, the music of Sung is
soft and makes one effeminate, the music of Wei is repetitious and
annoying, and the music of Ch'i is harsh and makes one haughty.
These four kinds of music are all sensual music and undermine peo-—
ple's character, and that is why they cannot be used. (324, p. 15)

That the connection between ethics and aesthetics is very close and of
ancient. origin can be verified by an etymological investigation of the
derivations of the two words. Instrumentalists have blamed many psycho-
social ills on "pornmographic" music: "One is réminded of the legislative
threats againsf rock 'n' roll during the summer of 1956." (102, p. 112)
To conclude this philosophical discussion of some of the important
aesthetic theories, a list of predications about the main kinds of inher-
ent value that have been ascribed to aesthetic objects is given.‘ The
researcher agrees with Beardsley that there is some truth in each of
them, but much more evidence is needed before valid assertions can be

made:

(1) Aesthetic experience relieves tensions and quiets destructive
impulses. i .

(2) Aesthetic experience resolves lesser conflicts within the
self, and helps to create an integration, or harmony.

(3) Aesthetic experience refines perception and discrimination.

(4) Aesthetic experience develops the imagination, and along
with it the ability to put oneself in the place of others.

(5) Aesthetic experience is, to put it in medical terms, an aid
to mental health, but perhaps more as a preventive measure than as
a cure.

(6) Aesthetic experience fosters mutual sympathy and understanding.

(Z)'Aesthetic experience offers an ideal for human life. [This
refers to the social role of the arts; to the dimensions of enyxich-—
ment, fulfillment, and quality of life.] (20, pp. 574-75)
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Meaning and Pq;pose of Aesthetlc Education

*In his Realms of Meaning, Phenix implles that the aesthetic realm

is essentially idiographic,as opposed to the nomothetic nature of sc}ence,
mathematics, and grammar. (315, pp. 143, 154 et passim) Some quotations
from Phenix will give us the benefit of some of his insights into the
meaning of the aesthetic realm:

All the arts have in common the aim of creating singular objects
that articulate significant patterns of subjective feeling. (315,

p. 152) _

The successful artist in any given field is a person who thinks
well with the characteristic materials of that field. Thus, the musi-
cal composer is skillful in thinking with sounds. The painter articu-
lates his inner life through the medium of paints. The sculptor:
reveals his intuitions in metal, clay, or marble. The architect
speaks volumes with wood, brick, stone, steel, or any number of other
building materials. Similarly, in the dance and drama the artist
works through the medium of bodily movement and action, and in lit-
erature the esthetic idea is embodied in words.

What holds for the creative artist also applies, though with some-
what less force, to any person who seeks to understand a given art
form. No one can intimately comprehend works in a given field unless
he cultivates an immediate feeling for the basic qualities, possibili-
ties, problems, and limitations of the materials from which objects in
that field are made. Such a feeling is best, or perhaps only, gained
by actual practice in manipulating the kind of stuff with which the
artist works. (315, p. 154)

Phenix postulates that the significance and meanings of the arts
depend, not on the materials themselves, but on the manner in which the
materials are organized, i.e., upon the formal properties of the works:

The esthetic feeling evoked by an esthetic object is a result of
the qualities of its constituent materials as they are put together
in a patterned whole.. (315, p. 156)

Musical meaning is communicated by the sound patterns which the
theorist discerns and names, and anyone who seeks musical under-
standing or hopes to teach it needs a knowledge of the structure of
sound that is the source of musical delight to the practiced listener.
(315, p. 149)

The principle of unity in variety is central in all esthetic
endeavors. The source of significance in all of the arts--and indeed
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also of esthetic delight in natural objects--is in the weaving of
contrasting parts into a single complex whole. (315, p. 150)

Phenix argues that enrichment of experience through music depends

upon openness to the boundless variety of possible musical ideas:

A person's musical understanding is unnecessarily impoverished if
he limits himself to certain traditional, conventional, and habitual
musical patterns as being the only ones he considers authentic or
admirable. Anyone who wishes to enlarge and deepen his esthetic
insight must practice receptivity to unfamiliar musical forms (includ-
ing the initially strange forms of non-Western music), listening to
them hospitably and without preconceptions, until such inherent power
to delight as they possess makes itself felt. (315, p. 150)

Some significant relationships between the arts and science are

explained by Phenix in these terms:

The language of science is discursive, aiming at precise literal
descriptions organized according to the principles of ordinary logic
and reaching perfection in the formulas of mathematics. The language
of art, on the other hand, is nondiscursive, symbolical, and meta-
phorical, and is organized according to the different logic of
presented forms. (315, p. 143)

The fields of science and art are . . ..by no means mutually exclu-
sive. One may find deep esthetic meaning in things which are studied
scientifically, for example, in interesting crystal formations or in
the ritual patterns of a primitive tribe. . . . Likewise, things which
have been made to yield esthetic delight, such as buildings or the
sounds of a symphony, can by analyzed empirically, and the activities

of the creative artist can be subjected to scientific scrutiny. (315,
p. 144)

In comparing aesthetic meaning to meaning in thé symbolic and
empirical realms, Phenix selects particularity of aesthetic objects as’
the main distiﬁguishing feature. (315, p. 141) A work of art must stand
on its own'merit along. Aesthetic meanings are derived from self-
forgetful absorption in the direct contemplation of a work of art as a
whole. (315, p; 150) '

The trouble with'represenfational arf, in Phenix's opinion, is

that it unduly restricts the range of admissible meanings; Since music
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and architecture do not have to imitate or represent any other object,
he reasons, neither should painting or sculpture. He tells us how a
student should be taught to understand aesthetic meaning:

The meaning of a drawing, a painting, or a sculpture is not
necessarily or principally contained in the answer to the question,
"What does it look like?" Its meaning consists in the perceived
design--in a unique pattern of colors, lines, surfaces, volumes,
light and shade, which express certain intrinsic and singular quali—
ties of the object. (315, p. 159) *

The freedom provided by modern art makes cﬁiticism more. difficult, but
there still remains what Phenix considers '"the sovereign esthetic cri-
terion: the power of the work to create delight in the attentive and
sympathetic beholder." (315, p. 160)

Cne of the'higﬁest purposes of education, acdording to Whitehead,
is the development of that aesthetic quality, style. To him the sense
of style is "the most austere of all mental qualities." (428, p. 23)

He further defines and praises style:

It is an aesthetic sense, based on admiration for the direct
attainment of a foreseen end, simply and without waste. Style in
art, style in literature, style in practical execution have funda-
mentally the same aesthetic qualities, namely, attainment and
restraint. - '

Style, in its finest sense, is the last acquirement of the edu-
cated mind; it is also the most useful. It pervades the whole being.
« « .« Style is the ultimate morality of mind. (428, pp. 23-24)
Article 2 of the Constitution of the National Association for
Humanities Education states the objectives of the organization; these

objectives are supportive of the purposes of general aesthetic education;

or, more specifically, of a team-taught General Fine Arts course:

The concern of the humanities is Man--his frustrations, his faults,

his failures; as well as his triumphs, his satisfactions, his co-
operative spirit--indeed his total attempts at excellence. Because
no single discipline leads to the fullest answers, attention to the
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humanities has brouzht an additional dimension to education. Highly
individualized courses, crossing disciplinary lines, have grown--
people to people~—in an infinite number of creative ways. Convinced
that grass-roots origins are vital to an effective program, but aware
that no single teacher can effectively deal with the inherent diffi-
culties, the National Association for Humanities Education seeks to
provide leadership in clarifying and expanding the role of humanities
education.

Concerned with philosophies, policies, and procedures that affect
the quality of both formal and informal education, the Association
will provide forums and conferences; develop resource centers; pub-
lish pertinent news, reviews, and articles; assist in structuring,
implementing, and evaluating programs; recommend speakers and con-
sultants; conduct research. (70, p. 11)

Just as the purpose of science education is to teach students to
think scientifically, the purpose of aesthetic education is to teach stu-
dents to think and behave aesthetically. Karel lists some factors
involved in teaching the kind of thinking appropriate to the aesthetic
area of knowledge:

A. Sensory (Perceptual) Training--How to see and hear.

B. Emotional Training--How our emotions may be objectified and

brought under better control through the arts.

C. Value Training--How standards may be developed by the indi-

vidual in accordance with his background and experiences.

D. Judgment Training--How the student may acquire increased

skill and sureness in deciding the relative worth of those art works

and aesthetic experiences he encounters. (194, p. 29)
Anti-fragmentation is recognized as one of the principles of general aes-—
thetic education; as are humanization, self-understanding, and the devel-
opment of skill in forming one's own evaluations and interrelationships
in a multi-cultured world. (285, pp. 18, 22) 1In terms of action a visit ]
to a well-organized museum can aid in the realization of these principles.
The next-best thing would be to bring the "museum" to the school by the
use of multi-media, such as are suggested in Appendix C and Appendix D
of this dissertation.

The purposes of aesthetic education are set down by Renfield in
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form of hypotheses, divided into three categories: (1) those which

require further research to be convincing to persons uncommitted to the

arts; (2) those which have already been demonstrated persuasively; and

3)

those which can only be asserted as preferences. (342, pp. 36-37,

Bassim) Abbreviated forms of the five hypotheses which belong to the

first category are given below:

Creativity is a general ability, transferable to many endeavors
in life. . . .

The arts can be so taught as to help the individual understand
himself, . . .

Experience in the arts promotes the ability ‘to think in other
facets of life. . . .

Education in the arts helps people to experience life in the
full. . . .

The production or consumptlon of art provides a healthful and
enjoyable emotional outlet for a wide variety of people. . .
(342, pp. 37-38)

In the second category, Renfield gives us two basic ideas:

The arts can teach us about our past and about other cultures. . .
Education in the arts can be a stimulus to thinking about basic

problems, such as the understanding of human values and human nature,
. (342, p. 38)

Research in the third category would probably be useless, since the pur-

poses or justifications here are mainly a matter of preferences:

This

For his leisure-time choices, for his choice of vocation, and for
many other purposes, the individual should have the broadest possible
range of alternatives open to him. . . .

Any form of potential that our society does not frown upon should
be developed. . . .

It is good for students to provide entertainment to communities.

Great art has shown an ability over the ages to create a depth of
emotional participation~-an incandescence-—-in the individual that in
itself is a worthwhile goal. . . . (342, p. 38)

"capacity of great art"--the last of Renfield's points--is considered

by him to be the "most persuasive argument available today for universal
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.education in the arts."” (342, p. 38) 1In his opinion, most of the
rationalizations presented by fine arts educators are rather weak and
subject to denudation by impartial critics; in fact, at the present time,
we have no irrefutable case for aesthetic education at all, since most
of the claims made by fine arts specialists have been based on tradition,
wishful thinking, and arrogance, rather than evidenée. (342, p. 38)

Like Renfield, Broudy presents an iconoclastic disavowal of
several of the current arguments for aesthetic education before he is
able to formulate a satisfactory defense. Aesthetic education, he gdn-.
cludes, is justifiable because "systematic reflection extends the aes-
thetic experience, intensifies our interest in it, and enhances our
enjoyment of it." (44, p. 45) He postulates that there is a difference
between great art and popular art, and that a taste for good art can be
and should be cultivated as one of the goals of aesthetic education.

Another goal for cultivation is the development of adequate aesthetic
experiénpe, both in nature and human creations. (44, p. 45) Broudy
notes the difficulty of defining '"good art," but asserts that "theré are
teachabié skills of aesthetic discrimination and classification," which
can be discerned and verified by interpersonal judgment; Teaching these
skills, then, is another goal of aesthetic eduéation, and is consonant

with "aesthetic autonomy,"

meaning that nonaesthetic values need not be
included in the objectives of aesthetic education.
His solution to.the difficulty'of establishing norms is to use

the same method employed by other subject matter .areas: "We rely upon’

the expert or the consensus of the learned and, hopefully the wise."

(44, p. 46) It follows, then, that another goal of aesthetic education
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is to teach pupils the characteristics of the expert thét make his evalu-
ations meaningful. These qualities of enlightened judgment may be pro-
duced by developing aesthetic sensitivity to (1) sensory differences in
works of art, (2) formal properties, (3) technical features, and (4)
expressiveness; thus cultivating the "delicacy of taste" which is required
of the critic. (44, p. 87) Other aesthetic purposés include (1) aes-
thetic skills; (2) creative performance; (3) aesthetic judgment; and (4)
induction of the young to the artistic culture of £hé past. The last goal
of aesthetic education, given immediately above, is to be accomplished
through paradigm art, "that is, through those works that in each eéoch

supplied the models from which the rules and principles were derived."

(44, pp. 90-91) The following quotation summérizes Broudy's justifica-

tion of aesthetic education:

The good life, not science, not the humanities, not the arts, is
the purpose of general education., We justify art education because
aesthetic experience does contribute to well-being in a unique way,
by giving aesthetic satisfaction and by intensifying and perhaps
illuminating every other mode of experience. . . . That aesthetic,
cognitive, moral, and religious experience were originally one, is
highly probable; the aesthetic as a distinctive domain is a late
development of sophisticated abstraction. So there is something to be
said for . . . man's instinrtive demand that the primordial unity be
restored. . . . : '

Enlightened cherishi or paradigm art, at least, blends easily
with the other ingredients of general education, and yet contributes
something other ingredients cannot. (44, pp. 92-93)

Implicatiohs for the General Fine Arts Curriculum

The researcher perceived that criticism and evaluation of the
arts have been the province of various individuals or segments of society
during different eras of history. Monarchs, the Church, the Aristocracy,

the rich Middle Class, and the Scholastics have each had a turn at setting
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the '"correctness of taste" in the arts for the populace. However, in a
modern free Democracy, every citizen has a right to make his own evalua-
tive judgments about aesthetic objects and aesthetic experiences. Along
with that right, he has the obligation to make intelligent evaluations--
and that, in the researchér’s opinion, is the justification for aesthetic
education. Therefore, aesthetic discrimination is one of the primary
concerns of the General Fine Arts course.

Artistic discrimination is the act of making choices. There are
at least two conditions prerequisite to choosing: alternatives from
which to choose, and the freedom to do so. If the individual only has
cognizance of one type of art from the world of art types, he can not
make choices even though he is given the freedom. The job of aesthetic
education, then, is to make students aware of the diversity of art so
they havé alternatives to choose from. A second component of aesthetic
discrimination is the act of making intelligent choices. Here the indi-
vidual must have help from persons with more experience in artistic
evaluation: the mentor and the art critic. As Phenix suggested, enrich-
ment of éesthetic esperiences depends upon the boundless variety of pos-
sible aesthetic ideas. A child's aesthetic understanding is impoverished
if limited to habitual ones that he knows to be "real" or admirable. So
it is the business of aesthetic education to help the aesthetically
impoverished child to become familiar with a new world of initially
strange forms of art. ‘

The General Fine Arts curriculum has just as much to offer the
less capable student as it does to the highly capable, because aesthetic

knowledge can be approached from every domain: cognitive, affective, and
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psychomotor. For e#ample, the student who has difficulty expresging his
ideas in writing can give his thoughts orally and record them on tape;
the non-reader or slow reader can gain gnderstanding through listening
to music, viewing a painting, ?olerplaying; seeing a film, or watching a
stage presentatibn. In these ways, he can develop his inner resources,
improve his self-image, and experience a feeling of identification with
persons of the past and present. (112, p. 45)

The degree of importance placed upon the therapeutic uses of aes-
thetic education should depend upon the needs of the students involved.
The culturally disadvantaged child, for whom.this study is chiefly con-
cerned, may need more than the usual amount of:therapy, since the pres-
sures of his environment are apt to make him emotionally disturbed.
Lowenfeld has established that "creative activities of art serve as a
means for emotional release and adjustment." (83, p. 60) Mh¥a1 making
is recommended by Davidson for the emotionally disturbed, mentally - -
retarded, or socially handicapped children. (83, p. 62) This project
was used quite éuccessfully with éhe special education class of junior
high school age children at Central. Their mural depicted all fine arts
areas, especially music.

Thé team—-taught General Fine Arts program proposed in this study
will assimilate ﬁény of the ideas offered by humanities cohrseé; but will
need to avoid the danger of merely imparting verbal information. It - '
should be kept in mind that "art is essentially a human exﬁeriénce,‘no;
a mere technique." (273, p. 7)

The instrumental or extrinsic values of the fine arts should not

be scorned. The arts have had a very long history of social acceptance
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based on their instrumental or extrinsic worth; they have, comparativeiy
speaking, an extremely brief history of recognition of their autonomous
or intrinsic values. Fine Arts specialists may need to be reminded of
this perspective when defending their somewhat cavalier philosophy of
"art for art's sake" to parents, administrators, and other practical-
minded laymen and educators. This is not intended to sell Aestheticism
short, because it is through their intrinsic, aesthetic contributions to
education that the arts are most soundly justified. It is more like a
precaution to be considered when dealing with an unconvinced, less-than- '
sympathetic public; or perhaps it is just a regrettable commentary on
the limited effectiveness of previous fine arts educators. In his con-
sultant's report to the Martin County Public Schools, Fred Sloan revealed
his superior insight into the meaning of aesthetic education with these
suggestions for improving the fine arts curriculum at the elementary
school level:

Many teachers use art, music, and drama to enrich language arts
and social studies. This functional use of the fine arts, though
desirable, is inadequate. '

Drama is more than reading a play in a book or acting out a story;
music is more than singing; art is more than drawing. A well bal-
anced music program includes melody, tone, rhythm, harmony, form,
vocal music, instruments, and lyrics. Similarly, art has its. own
elements and strands, including color, form shape, texture, composi-
tion, design, aesthetic appreciation, history and literature of art,
and appreciation of masterpieces both early and contemporary. Drama
also can be broken down into its interrelated strands and elements.
(250, pp. 84-85)

In like manner, Phenix recommends that the analysis of a painting be

broken down into specific concepts, as outline below:

(1) line: expresses structure and movement
: . suggests harmony and ease, or conflict and
harshness

gives a feeling of rigidity, or of flexibility
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conveys a sense of movement by leading the eye
: in rhythmic fashion
- (2). color: has basic qualities of hue, saturation, value
and distribution
arouses characteristic emotional responses
affects the sense of movement by contrasts or
continuity
expresses agitation or repose, excitement or
serenity ,
values produce a sense of volume
creates the appearance of mass
(3) perspective: produces the illusion of depth
(4) composition: the interrelations of line, color, light and
shade, volumes, masses, planes, proportion,
location, symmetry, contrast, even the
frame (315, p. 156)

The view of interrelatedness among the arts has enough veracity
to be used as a basis upon which can be structured a General Fine Arts
curriculum. Some of the common properties of the arts which occur to
the researcher are offered for pcssible inclusion in such a curriculum:
(1) all the arts affect human feelings; (2) all are humanly created or
“artificisl"; (3) any work of art requires unity, coherence, orderliness,
or organization of its interrelated components (even random art and
aleatory music consist of chance patterns); (4) all the arts make use of
fantasy and imagination in both their creative and presentational phases;
(5) style is very important in every art, and a wide variety of stvles
exist in each art area; (6) an aesthetic experience requires a degree of
fixed attention or absorption, concentration of experience, and intensity
of feeling; (7) an aesthetic object satisfies the human desire for com-
pleteness, wholeness, and perfection; and (8) the aesthetic experience
involves a complexity of responses: "cognitive, affective, psychomotor.

In considering the broader purposes of aesthetic. education,the

researcher formed an alliterative device which was used-- with favorable
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response-—in a lecture to an undergraduate. humanities class. The pur-
pose was to present, with the aid of. mnemonics,.a.list of. the personal
benefits to be derived from study of the arts, and to relate them casu-
ally to pop culture jargon. The items are arranged roughly in the order
of aesthetic maturation:
The Seven E's of Esthetics

(1) Experience the arts--a "happening"

(2) Explore the unfamiliar--the "weird"

(3) Extend your knowledge--"blow your mind"

(4) Expand your tastes--"way out, man"

(5) Enhance your environment--'that's beautiful, baby"

(6) Express your ideas and feelings~-"do your own thing"

(7) Enjoy being human--'"cool"; "existential"

An adaptétion of these could probably be made suitable for a teaching

aid during the orientation stage of a junior high school General Fine Arts

course.

The researcher thinks that findings of this study warrant the
conclusion that team-teaching an Allied Arts course is to be preferred
over the "Wagnerian'" approach of having a one-man aesthetician who is
expected to be an expert in all the fine arts areas. This approach may
have been suitable for the temperament and genius of Wagner and the
psycho-social setting of his epoch; but it is in opposition to présent
educational trends toward team teaching, to the fact of the highly spe-
cialized training of most secondary school teachers (due partly to the
twentieth-century "knowledge explosion" and partly to the jealously
guarded curricula of college departments), to the practice of school
_ democracy; and to the most efficient utilization of. faculty talent. The
investigator cannot agree with Karel and. others who imply. that team-

teaching does not set a good example for the students. To the contrary,



160

cooperative effort among fine arts specialists and/or humanities teach-
ers offers an excellent model for the pupils: it shows them that even
though they decide to specialize themselves some day, they will still
benefit from an understanding and apﬁreciation of related areas.

The reader's attention is drawn to Paradigm No. 4, which is an
original overture to a new kind of taxonomy of aesthetic analogies and
parallelisms. Further development in this direction could conceivably

result in a helpful guide for teachers of the Allied Arts/Humanities.

CODETTA
The view of Aestheticism is expressed beautifully by Archibald
Macleish in his poem, "Ars Poetica'':

A poem should be palpable and mute
As a globed fruit,

Dumb
As old medallions to the thumb,

Silent as the sleeve-worn stone
Of casement ledges where the moss has grown--

A poem should be wordless
As the flight of birds.
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A poem should be equal to:
Not true.

For all the history of grief
An empty doorway and a maple leaf.

For love .
The leaning grasses and two lights above the sea=--

A poem should not mean
But be.



Fine Arts Area(s) Where Meaningful

Concept Subordinate Components Perceptual Basis Semantic Basis
Colorl hue, tint, value, in- . painting, costuming, interior visual phenomenological
tensity; distribution, decoration, stage sets, make-up,
chromatic, achromatic, stained glass
primary, secondary :
Color2 light waves, prism, stage lighting, photography, visual phenomenological
" refraction, mixing interior decoration, psychedelic
properties effects (projectors and strobo-
scopes) for dances & light shows
Color3 chromaticism, dynam- vocal and instrumental music, aural metaphorical
ics, timbre, sonority, speech, dramatic utterances ‘ . ST
mode, mood, dissonance,
consonance, embellish-
ments [
=
Color4 characterization, pac~ drama, dance visual metaphorical
ing, -posture Co empathy
Color5 locale, description, literature, drama, speech . visual & metaphorical
- dialect, picturesque aural
language
Color emotional response painting, costume, make~up, visual phenomenological
6  feeling tone : lighting, photography intuitive (overt & covert)
Color7 continuity, contrast painting, interior decoration, visual phenomenological
stage sets, costume
Color8 movement, directional painting visual phenomenological
) attraction empathy - (optical 1llusion)

Paradigm No. 4--Analogles and Parallelisms in Aesthetic Concepts



CHAPTER -VII
PSYCHOLOGICAL AND SOCIOLOGICAL BASES

Meeting the Psycho-Emotional Needs of Adolescents

Adolescence

To ﬁusic educators of a generation or two ago, the following

statement by Stoutamire may have sounded somewhat strange:

Music activities should be organized in such a way that recogni-
tion is made of the adolescent's needs concerning peer approval and
independence of adult control. The subject matter should of fer
enough variety to each student, regardless-of his musical talent or
background. (391, p. 64)

This position indicates a change in attitu@e from authoritative, nomo-
ﬁhetic éurrigﬁlﬁ;—gﬁiiéigg, from the adulf point of view, to considera-
tion of the dynamics of adolescent psycho-emotional needs. The modern
fine-arts educator can not limit his concerns to his subject-matter spec-
ialty alone; he must also consider the stu@ent's "intelligence, emotional
maturity, social adjustment, interest, and previous experience."” (11,
p..11)

In order to "tune in" on the needs and problems of adolescents,

the National Council of Teachers of English'recomménd that teachers should

become careful listeners to the informal conversations of their students

during free time. One English teacher went a step further; he circulated
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a questionnaire améng junior high school pupils to determine what their
chief worries were. The responses were all self-centered. Grades
(marks) were by far the most frequently mentioned. The other worries,
in order of frequency of mention, fell into these categories; (a)
Other School Problems (such as homework, tests, and "snobby" teachers);
(b) Opposite Sex; (c) ﬁeing Popular; (d) Family Relations (especially
with Mbther); (e) My Future; (£f) Mygelf (e.g., lack of self-confidemnce,
personality, ability to dance); (g) Being Accepted; (h) My Friends; and
(1) My-Appearance. (184, p. 4)

Father Warren J. Rouse summarizés the nature of the adolescent
with these typical characteristics: loneliness, insecurity, loss of
identity or feeling of not belonging, rebellion, emergetic, sexually
awakened, hero-worshipping. He then lists the needs of the adolescent:
challenge, leadership, acceptance and understanding, encouragement to
be creative, guidance, feeling of accomplishment, recognition for work
well done, knowledge of personal worth, social acceptance through group
participation,‘necessary traininé to be an intelligent consumer of music,
and a wide variety of experience in order to achieve all his needs.
Father Rouse also discusses the sex differences in attitudes toward
music:

We must give boys virile material in music: "muscled material"
to help [them] reflect [their] masculine role. This tremendous
aliveness and vitality of adolescent boys is the most potent kind
of energy for the music program. (143, pp. 20-22)

‘There seems to be general agreement among psychologists, soci-

ologists, and eduéétoré thaﬁ the most important single factor in the ado-'

lescent's social adjustment and happiness is the development of a positive

¥ ' i:
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self-image. When he "feels good inside about himself, he can afford to
like others and he becomes able to move positively toward them even
though they may be different." (287, p. 6) Noar and Horrocks agree on
the importance of providing adolescents wifh every chance possible to
bolster their self-concepts, because they frequently doubt their own
worth and seldom believe they are liked. (287, p. 6; 170, p. 132)

Ragan and Henderson accept Jersild's definition of self~concep£
as "the organization of qualities that the individual attributes to
himself in varying situations." (330, p. 79) The adolescent's self-
image grows out of interaction and communication with others; it is
molded by his feelings about how others judge him. (330, p. 78) Whether
these feelings are based upon fact or upon an erroneous, imaginary inter-
pretation of environmental stimuli is irrelevant. Attitudes-~to be dis-
cussed more fully later--have a dramatic effect upon learning and are
very closely related to the self-image; in fact, "many of our attitudes
are defenses of our self-images." (330, p. 237) The thinking of Stone
and Church is in the same direction:

The central theme of adolescence is the finding of one's self.

The adolescent must learn to know a whole new body and its potentials
for feeling and behavior, and fit it into his picture of himself.

He must come to terms with the new constellation of meanings pre-
sented by the environment. He must define the place he will occupy
in adult soclety. This means an intensified self-awareness--largely
manifested as self-consciousness--and a new push for independence.
(390, p. 270)

Whitehead draws a parallelism between the human developmental
pattern and phases of educational progress. The stage of Romance in

edﬁcat@on coincides with early adolescence, and both are characterized

by natural cravings. for activity, expansion, discovery, new experiences,
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answers to questions, and most important of all, freedom. However, he
warns, even though the adolescent (in terms of chronology or education)
must be allowed to see and act for himself, guidance is needed to pre-
vent his wandering in an intellectual maze. (428, pp. 42-43) In a
similar way, Gesell refers to the need of‘experimental.and exploratory
activities, which he calls "psychic and muscular play," during early
-adolescence. (128, p. 140)

According to Erikson's Developmental Phases, the Sense of Iden-
tity is the main’business of the normal adolescent. This phase is
composed of the following aspects:

A. 'Psychosocial Crisis; Identity and Repudiation vs. Identity

Diffusion; Intimacy and Solidarity vs. Isolation '

"B. Radius of Significant Relations: Peer Groups and Outgroups,
Models of Leadership; Partners. in friendship, sex, competition,
cooperation v

C. Related Elements of Social Order: Ideological Perspectives;

Patterns of Cooperation and Competition
D. Psychosocial Modalities: To Be Oneself (or not to be), To
Share Being Oneself; To Lose and Find Oneself in Another
E. Psycho-Sexual Stages: Puberty; Genitality (96, p. 213)
The major problem of adolescence, according to Maier, is the achievement
- of a balance between dependence.and independence. (155, p. 176) But
Piaget's view is more intellectual. He describes the period of adoles-
cence as the Phase of Formal Operationj i.e., the stage of thought
operations which utilize symbolic propositions or hypotheses. The ado-
lescent can reflect about, evaluate, and criticize the logic and quality
of his own thinking. (419, pp. 74-75)
In the Developmental Chart compiled by McBroom, Beck, and Turren-

tine, the stages of early -adolescence are considered from three major

aspects! physical, mental, and social-emotional. Ages 11, 12, 13, and
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14 (corresponding ﬁq grades 6, 7, 8, and 9) are described in this manner:

11 years-~Physical: Eats incessantly. Possesses 20 of the 32
permanent teeth. Girls have overtaken boys in both stature and
weight. Girls have entered the phase of rapid growth preceding
puberty.
11 years--Mental: 20% have reached adolescence. Does wide range
of reading including comics. Repeats sentences from memory. Does
not listen to reason. . : :
11 years--Social-Emotional: A time of turmoil. Transition from
the individualistic period to the gang age. Realizes when he does
things wrong. Rejects what is expected of him. Talkative: endless
detail. Hypercritical of self and others, but resentful.of others'
criticism. Well developed sense of ethics. Depends on alibis.
Girls take blame better than boys. Girls run.in cliques; emotional
intense, and involved relationships. Boys form friendships with one ‘
or two, but mostly gangs. Some girls not interested in boys. Boys ‘
are neutral. Sometimes boys and girls are interested in each other.
12 years—-Physical: Sexual "coming of age.'" Glandular devel-
opment and sex-related contour. Boys' pubescent spurt begins:
Shoulders broaden, chest cavity increases, voice changes, develops
coloration of facial hair. Full development of sex drives in males;
partial development in girls. Brain and nervous system physically
mature. : ,
12 years--Mental: 407 are adolescent. Understand abstract words.
12 years--Social-Emotional: Warm, bubbling, uninhibited. Enjoys
group activity. Generally well-adjusted behavior. Separation of
sexes in play. Interest in clubs. Enthusiasm for teams. Coopera-
tion is learned. Boy's idea of a happy person is a noisy, raucous
type. Girls consider prim, ladylike standards.
13 years--Physical: Girl has achieved 95% growth. Boys start to
grow sharply. Hands and feet have reached adult size: natural
awkwardness. )
13 years—-Mental: 60% adolescents. Worries a lot, especially
about popularity, money, schoolwork. Firm conscience. Unscrambles
a sentence, :
13 years—-Social-Emotional: Reflective, withdrawn. Peer groups
are most important: center of youth's experience with personal
identity and stability. Peer groups' opinions are agreed to before
parents' opinions. Think of themselves as children. Sense of indi-
viduality. Self-criticism and independent capacity is at fresh peak. ,
Desire independence. Begins to establish a sense of identity: who 5
he is and his role in society. :
14 years--Physical: Few boys may shave periodically. Boys grow
faster and voice deepens. Boys are again taller than girls. Peak i
of physical skills for girls. {
14 years--Mental: 80% adolescents. Solves oral problems of !
determined difficulty.
14 years--Social-Emotional: Happy, outgoing, expansive. Girls
like boys, boys like girls. Clothes conscious: mneat. Gets along
better with teacher. Boisterousness and showing off considered
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childish. Girls shift from conformity to being a good sport. (131,
_pp. 58-60)

Ragan and Henderson-—as do many others—-stress the strong iden-

tification of adolescents with their peers which results in the formation

of cliques. They give some reasonable explanations as to why adoleséence
is often called the "impossible" period between childhood and adulthood:
(a) Although denied the rights of either children or adults, the adoles-
cent must fulfill obligations of both groups; (b) He is expected to

select a vocation and use adult manneré, yet he is denied the privileges
of adults; (c) He is struggling with the problems of sexual'relationships;
and (d) He is trying to evolve his own theory of life. (330, pp. 85-86)
The authors then cite Sherif and Sherif in a generalization about adoles-
cents that seems to cross all partitions of social class; i.e., they all
desire the tangible status symbols of material goods, such as comfortable
housing, cars, telephones, television sets, transistor radios, fashionable
‘clothing, and money. (330, p. 87) The reseacher admits that this view

is true for thg majority of Amerigan youth; however, it should be recog-
nized that an increasingly significant number of adolescents are rebel-
ling against this materialistic concept. Friedenberg comments on the
allurement of the symbols of "success":

Adolescents tend to be passionate people, and passion is no less
real because it is directed toward a hot-rod, a commercialized popu-—
lar singer, or the leader of a black-jacketed gang. Our exploitive
mass culture makes it terribly hard for youngsters to find or even
to identify appropriate objects for love. (118, p. 17)

At the same time, Friedenberg's optimism is welcomed. He considers these

two positive aspects of growth definitive of adolescence: (1) the capac-

ity for tenderness toward other persons, and (2) the attitude of respect
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for competence, béth in others and in oneself. (118, p. 17) The ado-
lescent is more attuned to the sociocultural influences and the larger
.society's adult success images than ever before in his life. (366,

p. 297)

The phenomenon of adolescence is by no means universal. Primi-
tive societies, such as Margaret Mead's Samoan culture, do not know the
meaning of the concept. The puberty rites of‘primitive groups make it
clear to &oung and old alike exactly when a person ceases to be a child
and becomes initiated into the adult world, thus eliminating the period
of wandering and wondering through limbo, typical of the youth of more

advanced cultures. Nor could the phenomenon of adolescence exist in a

hypothetical society such as George Orwell's 1984 or in a Planned Society

such as Skinner's, because—-in Friedenberg's opinion--there is no con-
flict. There must be conflict, he believes, between the adolescent and
society; in fact, adolescence is conflict--protracted conflict--between
the individual and society. Adolescent conflict is critical to indi-
vidual development; it is
"« . . the instrument by which an individual learns the complex,
subtle, and precious difference between himself and his environ-
ment. In a society in which there is no difference, or in which
" no difference is permitted, the word "adolescence has no
meaning. (118, p. 13) '
So it appears that the period of "storm and stress" is peculiar to the
pressures and tensions of our rapidly changing, competitive, unpredict-
able Western civilization. (11, PP 12-19;'2assim)
There are some problems of the family, however, which have

existed for centuries. Plant lists some of these, and their implications

for youth are obvious:
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1. Continual adjustment between the ideal Family and the family
as it is.

2. Continual growth and development of each member of the family.
No two children are born into the same family pattern.

3. The struggle of weaning the child from the parent and vice
versa.

4. Development of tolerance: acceptance of the right of another .

family member to be himself.
5. Fundamental differences between the young and. the old:

a. Adults conduct themselves by principles and generaliza-
tions; children by the immediate pleasure-pain effect.

b. Curiosity of youth vs. experience and caution of adults.

c. Parents' desire to exercise authority vs. child's desire
and need to assert independence.

d. Inability of one level to understand the thinking proc-
esses of the other: the adult process is symbolization
of reality; the child uses -physical action and reaction.

(321, Chapter VII, passim)

The process of social weaning away from the family is a very
difficult reorganization for the adolescent. Bossard and Boll agree
with Ragan and Henderson that the adolescent's situation involves the
problem of facing the multiple demands of three social worlds-~the family
world, the world of his peers, and the adult nonfamily world. Some of
the more specific difficulties are given:

Transfer from the family world to the school and gang or peer
world involves revolutionary changes and major problems for the child
such as: (a) the passage from protected to unprotected competition,
(b) the changed responses expected, (c) differences between the
culture of the family and that of the peer world, and (d) conflicts
with parental attitudes. (37, p. 383)

During adolescence, the referential standard for right and wrong is usu-
ally transferred from family and nonfamily adults to peer groups. As
already indicated, peer acceptance becomes a matter of supreme importance;
it does, in fact, becomé the new regulator.of conscience for the average
adolescent. (231, pp. 322-23)

Stone and Church give an interesting analysis of the "symbols of

progression toward adulthood" which modernsociety substitutes for the
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puberty rites of primitive cultures. These symbols include miniature
milestones (simple to the adult, but eitrémely important to the adoles-
cent) such as the first date, the first time to go steady, the first
part-time job, the firs£ time to.wear lipstick, the first "formal," the
first dinner jacket; or the first time to own a razor. The conflicts

6f adolescence are a creation of our society, albeit more by accident
-than by design, and could be partially alieyiated by showing more
respect to the degree of maturity which most adolescents possess. (390,
pp. 272-75)

Research findings indicate that industrialization (and, no doubt,
the concomittant lengthening of requisite apprenticeship or education),
especially in America, has spawned an adolescent sgb~cu1turé distinct from
the values and activities of adults. Members of this subculture consider
it far more important and desirable to be popular than to be academically
successful., Coleman suggests that a more realistic approach is needed
in secondary education which shifts the focus from the shaping of indi-
vidual students to fit adult values to an effort to influence the ado-
lescent sub-system as a social community to accept norms for themselves
which are more consonant with educational goals. The present approach,
which is obviously failing, is merely to inhibit their .norms. (57, pp.
87-89) |

Adult participation in the adolescent subcé;ture, however, may
be looked upon as an intrusion. (155, p. 178) This brings up a very
difficult and delicate questiogz How far can an educator go in appealing‘
to the youth culture on their own terms without being resented for "tres-

passing"? If the adult motives are honest, one can only hope that
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adolescents will accept efforts to understand '"pop" culture in the spirit
of friendship and sympathy that such efforts are intended. There has
been an unprecedented amount of just such attempts found in the litera-
.ture and in educational trends recently. It is too early to evaluate
these trends.

As a corollary to the independent system of values found in the
adolescent subculture, investigation reveals an independent system of
aesthetics. The arts play such a tremendous role in pop culture that the
fine arts educator may rightfully wonder why the same degree of interest
has not been shown in the arts curricula of thé schools. Perhaps.if more
teachers had followed Karel's recommendation to begin aesthetic education
with aesthetic objects which are familiar and important to adolescents
(such as automobiles, motorcycles, cooking utensils, popular music,
cinema, clothing, etc.), the school arts curricula would have reached a
much larger proportion of the student body. (193, passim)

Aesthetic educators might ask themselves this question:' Is there
not something incongruous about expecting adolescents, who are in the
Romantic stage of development (in Whitehead's terms), to be receptive to
classical formalism in the arts? The aesthetic experieﬁce to which they

will respond is more likely to be romantic, emotional, experimental, and
adventuresome. The attraction of pop arts knows no boundaries of age,
race, sex, creed, or socioeconomic status.

On the other hand, Baumann found that music classes and assem-—
blies at school ranked very low in acceptance by adolescents. (355, p.
370) The psycho-emotional adjusémént of many of the students who elect

music classes leave much to be desired, if Garder's findings can be
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generalized. In his comparative survey, he found that male music stu-
dents were less active, less stable emotionally, less objective, less
~adept in personal relations, and less masculine in interests than non-
music students; female music students were less restrained, less objec-
tive, less friendly, and less ;dept dt personal relations than the non-
music students. Seemingly contradictory findings came from the same
survey, however: on the whole, music students had earned more athletic
awards, held more class and club offices, and had earned more honors
and awards than had the non-music students. (355, p. 397)

A more recent study of adolescent musical tastes provides the
following ideas:

(1) Social pressures were found to have influence upon adoles-
cent preferences. . .

(2) Taste seems to be related to personal relations and friend-
ship groupings. . .

(3) Radio song plugging improved acceptance of a song which was
not well-liked at first, but . . . plugging had no effect upon
acceptance of an initially well-liked song.

(4) Taste is cultural and . . . musical training is important
in the dévelopment of taste. . . '

(5) The fact that the preferences of classical music for all
groups except those of the eighth and ninth grade were well .above
50 per cent is very likely related to the fact that the subjects
do comprise a select group of musically trained adolescents.
[Italics supplied.] '

(6) Members of the musically experienced group of subjects are
relatively free from any pressures of general population norms and
are able to form their own preferences in the light of musical
experience.

(7) More than one-half the subjects preferred listening to live
performances rather than to any of . . . three mechanical media.
(201, pp. 118-24, passim)

Contrary opinion is offered by an énonymous reviewer of Lundin's

Second Edition of An Objective Psychology of Music [Psychiatric Quarterly,

Vol. 42, No. 1, 1968, p. 184]: "There is very little difference between

the type of program chosen by patients themselves and non—psychoﬁic
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adolescenté from the same cultural and sociologic levels and such music
rarely includes any classical material.'" Based on the researcher's
personal experience, this statement by the reviewer appea;s to be more
reasonable when applied to the geperal adolescent population, than does
certain' educational rgseagch,<using selected grdups_of music students,.
" Even in Kelly's study, the junior high school age students did not con-
form to the tastes of the senior high school students.

Contemporary adolescents have undergone some significant changes
insofar as social organization is concerned. Some of these changes are
enumerated by Haynes: (1) Adolescents are socially sophisticated at a
much younger age now; (2) The social sphere of adolescents has developed
into the social system of the junior and senior high school; (3) They
are allowed more freedom for pleasure during the period of adolescence
because they are not needed in the work force of present-day society;
(4) Popular music and other commercial entertainment help to reinforce
the social isolation of adolescents; and (5) Academic motivation has
dropped to the level of "just getting by," partially due to compulsory‘
school attendance. (155, pp. 182-83)

Keniston recognizes the adolescents of the near fﬁture. .(As
the researcher pointed out earlier in this,chapter; there is a strong
minority of these students in and out of our schools today.) He pre-

dicts that the adolescents of the near future will have a new life style

that rebels against artificiality, academics, hypocrisy, and objectivism.

Characteristics of these post-modern youth are indicated by the follow-
ing terms: fluidity and openness, génerational identification, person-

alism, non-asceticism, inclusiveness, antitechnologism, participation,
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antiacademicism, nonviolence and antiviolence, and sensitivity to the

"credibility gap" (discrepancy between principle and practice). (203,

.pp. 227-45, passim)

Culturally Disadvantaged Adolescents

In addition to the general pfoblems with which all adolescents
must deal, there are special problems confronting the culturally disad-
vantaged adolescent. Clues to his diverse problems are found in a study
of his home and community environment from which he derives his opera-
tional system of wvalues. McCandless summafizes the typical values of
the culturally disadvantaged, and they are obviously unacceptable when
compared to familiar middle-class values. This value system is a result
—-not a cause--of the impoverished environment:

(1) Fewer parents of lower-class children attend church.

(2) Cleanliness is not next to godliness to many lower-class
families.,

(3) Thrift has little meaning, for the economically deprived have
nothing with which to be thrifty. ’

(4) Lower-class parents cnd children usually resort to emotional
rather than reasoning responses.

(5) Lower-class children have been conditioned to seek immediate
gratification of their needs.

' (6) Aggression takes a more overt form in the lower-class culture.
Such middle-class practices as gossip and sarcasm are not useful.

(7) There is less taboo associated with sexual indulgence.

(8) Filthy speech, colloquial accents, and messy grammar have no
negative connotation as long as they enhance communication.

(9) Overindulgence in alcohol is not regarded with the same dis-
dain as it is in middle-class society.

(10) Honesty is a trait valued by both lower-class and middle-class
people. Circumstances quite often, however, militate against honesty
in lower-class children.

(11) There is little reason to believe that hard work and self-
discipline will result in success.

(12) Learning for learning's sake is a waste of time, energy, and
money. (236, p. 484)

By being aware of these values, the teacher is better equipped to deal
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with the adjustment probléms of the culturally disadvantaged.

The highest priority is given to the emotional needs of cultur-
ally disadvantaged or academically retarded children by Dobbs. In his
estimation, "We must recognize that only an education which can help to
satisfy these needs has any real significance for them." (88, p. 8)
Herein lies the great strength of aesthetic education because of the
powerful influence exerted by the fine arts upon the emotional life of
all human beings. Real and lasting pleasure can be derived from the
arts by culturally stymied children--a pleasure which may give a sense
of well-being and exhilaration that to some extent compensates for their
lack of other opportunities. Such pleasure is contagious, and may be
passed on to their peers and members of their families. (88, é.‘12)

Chronic unemployment and éubstandard pay breed insecurity; inse-
curity, in turn, leads to feelings of alienation, despair, loneliness,

and cynicism--the trademarks of the culturally disadvantaged. The indi-

vidual from this kind of environment soon develops beliefs such as these:

(1) Community leaders are indifferent to and detached from his
needs, '
(2) His social conditions and those of people like him are get-
. ting progressively worse,
(3) Life is meaningless, and
(4) His immediate circle of relationships is not comfortable or
supportive. (330, p. 179)
There is a strong proclivity toward fatalism and an orientation to the
present among the impoverished, and a defeatist attitude pervades the
slum community.
The culturally disadvantaged member of a minority race has two

negative constructs to battle: economic degradation and social degrada-

tion. A vicious cycle of "self-fulfilling prophecy" is effectuated by
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the ecology and perpetuated by the depreciatory self-image of the poor
themselves plus middle-class prejudice. If the elevation of the average
adolescent's self~concept is important, the improvement of the self-image
of the culturally disadvantaged is doubly imperative. In the eloquent
words of James Baldwin: ‘ |

There was not, no matter where one turned, any acceptable image

of oneself, no proof of one's existence. One had the choice, either
of "acting just like a nigger" or of not acting just like a nigger,
and only those who have tried it know how impossible it is to tell
the difference. (330, p. 181)
The above quotation is not to imply that Negroes are unique in poverty;
they are just QAfé~visible. The ﬁeg;tive ﬁharacteristics of the cultur;
ally disadvantaged are practically the same for any racial or ethnic unit
--white, Mexican-American, Puerto Rican, American Indian, or Negro.

One of the problems of the culturally disadvantaged youth
deserves further consideration--the 1aﬁguage barrier, or the frequent
breakdown of communication between middle-class adults and lower-class
youngsters. In the lower-class home, there is usually found a crude,
limited'language: responses often take the form of unintelligible phona-
tions, nods, gestures, and monosyllables rather than complete sentences.
Speech is frequently vague and undifferentiated; for example, the impera-
tive, "Put those things there," is communicated visually instead of ver-
bally. In fact, linguistic limitations ca# be so severe that some young
children from deprived homes "do not know their given name, have not
seen their images in a mirror, or cannot identify objects which are part
of their surroundings." (99, p. 12)

At a pre-service workshop for teachers, Henderson gave some

amusing examples of communication barriers between middle-class teachers
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and lower-class students:

One student . . . said, "I told my teacher she had a crazy dress
on and she flipped. You know she got angry. She sent me to the man
(principal). He asked me what I'd done and I told him and he said,
'Go home until you promise to apologize.'" . . . The teacher and the
principal failed to realize that . . . this was the highest word of
praise that he could have given that dress within his vocabulary.

A 16-year-old boy dropped his biology class after attending one
lecture. I asked him why. "That thin, funny-looking cat,” refer-
ring to the teacher, "stood up, smiled, and said 'Everybody in here
is a homo sapien.' It's bad enough being [called] a homo, but I
don't get this sapien part." . . .

One young lady failed in English class, and she said that she
would never go back to this teacher again. . . . She said the
teacher said that relative pronouns were improper, and she responded,
"So is your mama." . . . Words are not always given the same meanings
in different cultures. (383, p. 4 of Third Address)

Cunningham recognized the delicate problem the teacher faces
regarding the use of unacceptable language. He wants to help the stu-
dent extend his vocabulary to a point of wider social acceptance, but
at the same time not seem prudish or too critical of the life style of
the pupil and his family. One concerned teacher reports on his dilemma:

My youngsters can as easily call each other 'bastard" and "son

of a bitch" as you or I would say "naughty boy" or "mischievous

child." I know they hear these phrases at home. I know they'll

get in trouble when they use this vocabulary outside their immediate

circle. (77, p. 51)
In order to be effective in promoting a shift in language habits, Cun-
ningham recommends that the teacher should take the language of lower-
class culture without being shocked until rapport has been established;
then he may try to influence the student's choice of words. (77, p. 5;)
In the same spirit, Henderson suggests that middle-class teachers of
lower-class students "adopt an attitude of ‘cultural relativism': that

which is good or ﬁad_is only good or bad by cultural definition." (162,

p- 8)
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Two major reasons can be given for the exceptional success which
resulted from the study of "West Side Stofy" at Central Junior-Senior
High School: (1) the language used was the "real" language of the lower-
class adolescent's sub-culture; and (2) identification was easy, because
illustrations of every one of "Millers' Six Focal Concerns of Slum Chil-
dren" appear in the musical. Leonard Bernstein ingeniously captured the
rhythm and the sound of the "in'" crowd with the syncopation of "Cool";
Stephen Sondheim just as skillfully captured the language of today's ado-
lescent sub-culture:

Boy, boy, crazy boy, Get cool boy.

Got a rocket im your pocket. Keep coolly cool, boy!

Don't get hot, 'cause man, you got some high times ahead.

Take it slow, and Daddyo, you can live it up and die in bed.

Boy, boy, crazy boy, stay loose, boy.

Breeze it, buzz it, Easy does it. Turn off the juice, boy.

Go, man, go, but not like a yo-yo school boy, Just play it cool,

boy, Real cool.

Millers' Six Focal Concerns, as reported by Henderson, are these:
Trouble, Toughness, Smartness, Excitement, Fate, and Autonomy. (162,

p. 7) All of these are replete in "West Side Story." Lower-class ado-
lescent boys, who would have probably been "turned off" by typical junior
higﬁ school choral music, were highly enthusiastic in their participa-
tion; even though Bernstein's music contains some very complex rhythms,
difficult intervals, and extreme ranges. They thoroughly identified
with the language, masculinity, and aggressiveness of the gangs (the
Sharks and the Jets). The relevance of the Six Focal Concerns is obvi-
ous in the lyrics to "Officer Kruﬁke" and "fhe Jets":

Dear kindly Sergeant Kruéke,

You gotta understand--
It's just our bringin' upke.
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That gets us out of hand.

Our mothers all are junkies,

Our fathers all are drunks.

Golly Moses--natcherly we're punks!

Gee, Officer Krupke, we're very upset;

We never had the love that every child oughta get.
We ain't no delinquents,

We're misunderstood.

Deep down inside us there is good! . . .

Dear kindly judge, your honor, my parents treat me rough.
With all their marijuana,

They won't give me a puff.

They didn't wanna have me,

But somehow I was had.

 Leapin'lizards-~that's why I'm so bad! . . .

My father is a bastard,

My ma's an S.0.B.

My grandpa's always plastered,

My grandma pushes tea.

My sister wears a mustache,

My brother wears a dress.

Goodness gracious, that's why I'm a mess! . . .

Dear kindly social worker,

They say go earn a buck,

Like be a soda jerker,

Which means like be a schmuck.
It's not I'm antisocial,

I'm only antiwork. \

Glory Osky, that's why I'm a jerk!

Officer Krupke, you've done it again.

This boy don't need a job, he needs a year in the pen.
It ain't just a question of misunderstood;

Deep down inside him, he's no good.

I'm no good.

We're no good, we're no good,

We're no earthly good.

Like the best of us is no damn good!

The trouble is he's crazy.

The trouble is he drinks.

The trouble is he's lazy.

The trouble is he stinks.,

The trouble is he's growing.

The trouble is he's grown!

Krupke, we got trouble of our own!
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Gee, Officér Krupke,
We're down on our knees,

'Cause no one wants a fella with a social disease.

Gee, Officer Krupke,

What are we to do?

Gee, Officer Krupke--

Krup you!

When you're a Jet,

You're a Jet all the way
From your first cigarette
To your last dying day.
When you're a Jet

If the spit hits the fan,
You got brothers around,
You're a family man!

You're never alone,

You're never disconnected!
You're home with your own--
When company's expected,
You're well protected!
Then you are set

With a Capital J,

Which you'll never forget
Till they cart you away.
When you're a Jet,

You stay a Jet! . . .

When you're a Jet,

You're the top cat in town,
You're the gold medal kid,
With the heavyweight crown!

When you're a Jet,

You're the swingingest thing,
Little boy, you're a manj;
Little boy, you're a king!

The Jets are in gear,

Our cylinders are clickin'!
The Sharks'll steer clear,
'Cause every Puerto Rican
'S a lousy chicken!

Here come the Jets

Like a bat out of hell--
Someone get in our way,
Soxeone don't feel so well!
Here come the Jets:

Little world, step aside!
Better go underground,
Better run, better hide!
We're drawin' the line,
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So keep yohr noses hidden!

We're hangin' a sign

Says "Visitors forbidden'--

And we ain't kiddin'!

Here come the Jets!

Yeah! And we're gonna beat

Every last buggin' gang

On the whole buggin' street

On the whole! ever--! Mother--! 1lovin'! Street!

The sense of rapport, which Cunningham mentioned, was firmly
established between the researcher and the eigﬁth and ﬁinth grade boys
who were singing the Jets' Song, when he accidentally sang "Mother-fuckin'"
instead of "Mother-lovin'" in the last phrase of the song. No verbal
comnent was made, but the boys' eyes and smiles showed a new acceptance
of the teacher as a normal human male and of his blunder, vwhich to them
was a perfectly natural mistake, easily made by anyone. Surprisingly
enough, none of the boys tried to imitate the error or take advantage of
the situation; from then on their general attitude was more cooperative
and respectful than before.

In discussing her School of the Arts in Harlem, Dorothy Maynor
admits that she and her staff do not expect to produce famous creative
artists, but the hope is that some disadvantaged ghetto child will "be
taught to dream and to realize that dreams are quite real. And if this
is kept up for a while, that child will one day look in the mirror and
see something that he never saw before--the makings of a real human being."
(252, p. 135) This, again, proclaims the crucial importance of the indi-
vidual's self-image. She concludes:

I suppose we are not trying to teach the arts so much as we are

trying to create horizons. . . . Life affords them no vista, no ample
view of themselves. That is what I want them to have. And I firmly

‘believe that the arts are a splendid means of providing this. (252,
p. 135)
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Another noteworthy humanistic and aesthetic experience was pro-
vided 100 culturally disadvantaged junior high school students in New
England. This group of small-town music and drama students traveled to

Boston, where they presented The Testament of Freedom (a musical setting

of Thomas Jefferson's words by Randall Thompson) and The Pied Piper of

Hamlin Town. This fine arts projegF had these fringe benefits: it fur-
thered brotherhood, ecumenism, and civil rights by involving Catholic,
Protestant, and Jewish families as hostsj and it "broadened the students;
horizons . . . " (318, p. 52) The pupils made such discoveries as the
following: streets can exist without sidewalks; croquet can be played by
real people, not just in television cartoons; what a live lobster looks
like. After the performance, the students and their hosts sang songs like

"Blowin' in the Wind" at an informal sing-along with slides; many young-

sters performed rock 'n' roll numbers, too. The director of this experi-

ence, who teaches vocal music -and drama, insists that the most vital center

of being for cﬁlturally disadvantaged children is their self-image. (318,
p. 54) |
One further personal experiencé will serve to illustrate the

problem of self-concept and, at the same time, the difficulties inherent
in the contrasting linguistic levels of the lower—class child and his

" middle~class teacher. An incident which exemplified the lack of stability
found in the family and home life of slum-dwellers unfolded in this manner:
On several occasions, the researcher inquired of Negro junior high school
students, "Where is your home?" or "Where do you live?" The consistent

reply was in an unfamiliar format: "I stay at ....," followed by some

\
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brief address or approximate location in the city. The use of the word
"stay" instead of "live" puzzled the middle-class teacher; so he ques-
tioned some of the music students about the wording as he drove them
"home" after some school-sponsored activity. Some of the less shy child-
ren confessed the fact--or, perhaps, the hope--that the place where they
"stayed" was only a temporary location; it was not worthy of the euphemism,
"lived." For many slum children, the school--no matter how old or run-
down the building might be--is the most beautiful and comfortable and safe
niche of their total environment. They like to come early and leave late.
This observation is based on the researcher's personal experiences at Cen-
tral, despite conflicting reports in the literature about the underprivi-
leged child's typical dislike of school.

In summary, the researcher can agree with Marburger that the
common denominator of culturally disadvantaged adolescents is the reality
of "not enough.” (305, p. 299) Not enouéh nutrients; not enough money;
not enough skills; not enough emotional stability; not enough self-
discipline; not enough affection and understanding; not enough cleanliness
and sanitation; not enough vocabulary; not enough living space; not enough
friends; not enough successes; not enough pride; not enough purpose; not
enough privacy; not enough parental attention (often, not even. enough par-—
ents); not endugh information; not enough medical care; not enough aspira-
tion and motivation; and, finally, not enough quality: 'natural beauty,
clean landscapes, or other pleasant and aesthetically pleasing surround-

ings." (231, p. 430)
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Socialization Through Aesthetic Involvement

Considerable evidence of socializétion through involvement in
Fine Arts projects has already been discussed in the preceding section.
The successful clinical uses of such devices as psyphodrama and/or
-sociodrama by psychologists, psychiatrists, and sociologists-~as well as
adaptations of these techniques by clergymen and school counselors--
support the hypothesis that social and embtionél problems can be at
least partially worked out through vicarious experiences. In Los

Angeles, the directors of the "Inner City Cultural Center' stress the

use of creative dramatics. Some of the values claimed for this approach

include the following: (1) clarification of some racial issues which

- confront adolescents today; (2) objectification of some life experiences
common to adolescents; (3) opportunity for identification and the
upgrading of self-esteem; (4) the provision of vicarious outlets for
adolescent emotions and pent-up frustrations; and (5) the building of
mutual respect, trust, and under;tanding. Thé subject matter of crea-
tive dramatics here is of a practical, realistic nature: education,
advertising, racial prejudice, mass media, politics, family relations.
(%, p. 19) Another example of aesthetic involvement as a socializing
process is the establishment of an innovative bilingual repertory thea-
" tre in the secondary schools of North Salinas, California, where the
emphasis is upon intercultural education. (94, p. 19) Other States
are increasing the use of educational theatre as an éid to successful
racial integration and improvement in the understanding of minority
cultures.. According to Elkind, adolescents can obtain a new frame of

reference and an aspiration to develop socially useful lives through
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participation in theatre productions. In his words:

Indeed, school people are beginning to take a second look at the
performing arts, for it is becoming increasingly clear that the
strategic use of the arts can serve as effective tactics to aid in
the solution of some explosive inter-school and community problems.
Theatrical production is in fact a superordinate corporate effort
which unifies a school and community and gives clear-cut purposes

and direction to the immensely creative energies of many adolescents.
(94, p. 18) : :

Although Bettelheim's attitude is contrary to that of Cunningham
and Henderson in some respects (e.g., he emphasizes straightforward hon-
esty of the teacher's own emotions instead of restraint from shock reac-
tions and the assumption of cultural relativity), he agrees with them in
the importance of teaching socialized béhavior to the culturally disad-
vantaged. He points out that while middle-class children can learn
socially acceptable behavior from their parents, the underprivileged
children are dependent upon the school and their teachers for precepts
and examples. (32, p. 10) He counsels teachers to use whatever oppor-
tunities arise to minister to the emotional and social needs of cultur-
ally disadvantéged children, without having any guilt feelings about
neglecting subject-matter learnings to do so, because "these children
need socialization more than anything else." (32, p. 8)

The best means of reducing the problem of adolescent alienation
is the use of a multidiscipline approach which consists of a great amount
of student involvement and rewards that are realistically ﬁeaningful to
adolescents. Junior high school pupils, especially, are action people,
and educational ﬁrograms in which students are the actors are generally
better than those in which they are acted uwpon. (330, p. 231) The per-
forming arts (or, musical theétre) provide a natural, dynamic setting for

creative, aesthetic involvement. Educational theatre is dedicated to the
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highest. ideals of democracy, and can contribute significantly to the
tasks of molding character and producing citizens who can work, play,
and live together. (94, p. 20) Other beneficial by-products of educa- \
tional theatre are creative imagination, poise, confidence, self-projec-
tion, clear speech, and convincing gestures and actions. (246, p. 151)
In addition to all the above benefits which were derived from
the General Fine Arts courses described in Chapters IV and V, the
researcher also observed a development of aesthetic sophistication or
"psychical distance," necessary for critical evaluation of works of art,
among the junior high school students studied. This should be encourag-
ing to fine arts specialists, as should be the findings of Parker which
showed that there was no inverse relationship between a child's aesthetic
sensitivity potential and his socio-economic status. (355, p. 432)
Standifer gives us further reason for encouragement:
Aesthetic education has a unique opportunity to shape and sharpeﬁ
the critical sensibilities of people regarding the commonality of
. feelings of all races. The arts are eminently suited to this purpose
in that they capture and present ways of feeling common to all man-
kind throughout history. The ebb and flow, tension and relaxation,
exemplified in the unique manipulation of the expressive elements of

art can be examined and felt by anyone given meaningful exposure to -
[the] same. (384, pp. 29-30) !

Educational theatre has been used as a specific example of an

" unusually appropriate avenue to socialization, but'of céurse it is not ?

the only aesthetic area of importance in this direction. If drama is the ;
most social of aesthetic experiences, the visual arts (including hand-

crafts) are probably the least social. '"Music is both an individual and

a group activity,”" ' Glenn and Turrentine remind us; and as group experi-

ence, valuable socialization--under competent guidance--is almost




























































































































































































































































































































































































































































































































































































































