ABSTRACT
A ZERO SUM GAME? ELIMINATING COURSE REPETITION
AND ITS EFFECTS ON ARTS EDUCATION
By
Ting-Pi Joyce Carrigan

In 2011, with ongoing concerns over state budget shortfalls and the increasing
educational cost structure, California state legislators focused their attention on measures
that could lead to access, added productivity, and value in order to sustain the current
educational system. One of the recommendations provided by the Legislative Analyst’s
Office (LAO) was to eliminate state support for course repetition in activity classes. In
2012, the Board of Governors (BOG) adopted the changes to Title 5 of the California
Code of Regulations to limit the apportionment a community college district could collect
for student attendance in credit courses that are related in content. This limitation on
apportionment was intended to specifically limit student enrollment in active
participatory courses such as those in the visual and performing arts.

This qualitative interview study used the Discipline-Based Art Education
framework to bring forth the experiences of 13 community college visual and performing
arts (VAPA) instructors. The purpose of the study was to understand how VAPA
instructors experienced the elimination of course repetition, how they reconciled the
requirements of their discipline with the state educational policy, and how these changes

influence the teaching and promotion of access to arts learning.
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Findings showed little uniformity and commonality in the approach participants
took to reconcile the pedagogical practices of their discipline with the state-initiated
curricular changes. The findings also indicated that VAPA instructors had very different
perceptions of their students’ developmental levels. Consequently, their approach at
making changes to their curricula varied significantly.

Furthermore, all VAPA instructors in the study felt strongly that skill building
was inherent to the process of arts learning and making. With the loss of arts courses due
to recent budget cuts coupled with the loss of course repetition, VAPA instructors argued
that students would find the pursuit of arts studies to be cursory and insignificant, and
many would likely choose simply to give up.

This is a critical time to bring to the forefront discussions on the place arts

education has in the community colleges.
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CHAPTER 1
INTRODUCTION
Introduction

In the arts discipline, the repeated arts-learning experiences increase the
likelihood of arts engagement and appreciation later on in life (Zakaras & Lowell, 2008).
Furthermore, arts education is critical to the development of holistic learning, the
expansion of mental capacity, and the fostering of experiences and emotions in different
forms (Dobbs, 1992; Gardner, 1987; Viglione, 2009). While educational experts agree
arts education is important, opportunities to study the arts are diminished as arts classes
continue to be cut from the K-12 and higher education systems due to budgetary concerns
(A. Cohen, 1987; Rabkin & Hedberg, 2011; Viglione, 2009).

In the K-12 system, federal mandates for funding eligibility is driven by
assessment test scores as required by the No Child Left Behind Act of 2001 (NCLB; U.S.
Department of Education, 2002). Since then, the NCLB mandate has changed the focus
of primary and secondary education (Viglione, 2009). With funding tied to test scores,
school administrators have directed more attention to disciplines that lend to high-stakes
testing such as mathematics, reading, and the hard sciences while languishing in the
commitment and support for arts education (Viglione, 2009; Zakaras & Lowell, 2008).

In the same way, accountability pressures are also manifesting in higher

education. In the California Community Colleges (CCC), the nation’s largest higher



educational system (California Community Colleges Chancellor’s Office, 2011;
CCCCO), arts education has increasingly come under pressure from the public and the
state to demonstrate accountability in terms of degree completion, certificate attainment,
and gainful employment. Most recently, concerns over state budget shortfalls and a
continually increasing educational cost structure have prompted state legislators to take
action directed at adding productivity and value in order to sustain the current educational
system. One such action called for the elimination of credit course repetition in the area
of visual and performing arts (California Legislative Analyst’s Office, 2011; LAO).

Problem Statement

In July 2012, the Board of Governors (BOG) adopted the changes to Title 5 of the
California Code of Regulations to limit the apportionment a community college district
can collect for student attendance in credit courses that are related in content. This
limitation on apportionment was also intended to specifically limit student enrollment in
active participatory courses such as those in physical education, visual and performing
arts (CCCCO, 2013). This legislative action is of significant impact for community
college visual and performing arts (VAPA) instructors as course repetition is central to
how they teach their subject area.

California legislators’ call for educational policy change implies implementing
changes on many fronts. These changes impact the way VAPA instructors deliver the
content and how they meet the standards of their discipline, how they continue to practice
their profession effectively, and ultimately, how and whether the value of arts education,

with all its intrinsic benefits, is sustained.



Changes in Course Repetition Policy

The CCC serves 2.6 million students in 112 colleges (CCCCO, 2011). The
system operates under the state policy of open access, which affords all persons age 18 or
older the opportunity for admission based solely on their ability to benefit (LAO, 2011).

In 2011, following state budget shortfalls in the CCC system, the Legislature
directed its attention to cost-saving measures. The LAO, which provides nonpartisan
fiscal and policy analysis for the California Legislature, turned its attention to regulations
that allow students to repeat a class multiple times. Of particular interest is the issue of
students with high-unit counts who have accumulated well in excess of the 60 units of
credit required for a degree or transfer to a 4-year institution. According to the CCCCO,
nearly 120,000 students had earned 90 or more units of credit in 2009-2010. Of these,
9,000 students (7.5%) had earned more than 150 units of credits (LAO, 2011). The LAO
(2013) noted that excessive unit-taking happened more frequently in the CCC and the
California State University systems and it could drive up the cost of higher education.

The LAO posited that several factors contribute to the excess unit-taking. Some
students may be taking additional classes not required for their majors because of self-
interest while others repeat courses in hopes to improve their grades and skills. Still
others take extra classes because they lack a clear educational plan or the classes they
need are not available, so they enroll in non-required classes to maintain their fulltime
student status (LAO, 2013).

Even though the LAO acknowledges that there is a dearth of data on the causes of
excess unit-taking (LAO, 2013), the bottom line is, regardless of reasons, the excessive
unit-taking is creating a bottleneck in the CCC and the path to degree completion is being
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obstructed by students who are not moving forward fast enough to reach their educational
goals.

As state funding decreases, state legislators are concerned about providing
enrollment opportunity for specific populations such as recent high school graduates.

The LAO noted that enrollment priority given to continuing students, including those
with high-unit count, is adversely affecting the open access goal across the CCC. With
the likelihood that the system will need to further reduce course offerings due to budget
shortages, the LAO recommended that a cap be placed on state-supported instruction
rather than continue to subsidize community college students with a high-unit count
(LAO, 2011).

While legislators seek to implement savings measures, the elimination of course
repetition does not take into account the existing pedagogical practices in the arts nor the
instructors’ need to make curricular modifications to meet these changes. Gaining further
understanding of the value of arts education is more critical than ever as research is very
limited. Educational practitioners and policymakers will be able to make decisions and
take appropriate actions that do not look to diminish further art education in the schools.

Implications in the Arts

The elimination of course repetition has significant implications for VAPA
instructors and students. It is necessary to consider the perspective of the community
college arts instructors as the discipline experts in order to understand the ramifications
of eliminating course repetition in the discipline. Recognizing how VAPA instructors
practice their arts training and how they have designed the arts curricula to promote
access to arts education is critical, particularly when the teaching of the arts is at odds
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with proposed educational policy. For prospective VAPA students with limited arts
preparation, this legislative action looks to eliminate their means of enhancing arts
learning and skills. Arts education may in fact be out of reach for those who can least
afford it.

In higher education, institutions are typically responsible for the development of
their curricula (Zakaras & Lowell, 2008). It is the goal of educators to promote critical
thinking and appreciation of diversity and to expand the student’s capacity to acquire
knowledge, analyze it, and learn the process of judging for themselves (Baxter Magolda,
2002). In addition, VAPA instructors’ approach to curriculum design for art production
presupposes the notion that repeated practice of a skill is pivotal to the learning process
and that each art encounter helps expand the students’ field of reference and their life
experiences (Zakaras & Lowell, 2008).

Successive repetition of VAPA courses is currently the practice in college level
arts curricula. Repetition is necessary to achieve skill mastery in VAPA production. In
particular, for art majors’ courses, repetition is critical to build and enhance skill mastery.
Arts production is a multifaceted process that includes the study of art materials; the
learning of traditions of craftsmanship; the development of personal qualities (e.g.,
persistence, patience, and self-criticism); the understanding of artists’ motivation; and the
expression of ideas in visual, aural, and physical forms (Dobbs, 1992; Hatfield, 1999).
Without the course repetition option, arts-majors cannot be expected to build portfolios or
participate in auditions that can showcase their range of skills. Moreover, opportunities

to equitably compete for transfer to 4-year institutions as art majors would be limited.



Community college students pursuing art education as art majors or as non-majors
often lack arts education foundation as well as the financial means to pursue their
educational goal (A. Cohen, 1987). Students may have some exposure to the arts but, as
Bumgarner Gee (2004) argued, exposure to the arts is not the same as receiving formal
arts education. Visual and performing arts instructors understand the challenges students
face and purposefully design curricula to address the limited preparation and exposure to
arts education.

Additional research is needed to understand the impact of eliminating repetition in
skill mastery courses in the art discipline. As the discipline experts, community college
VAPA instructors are uniquely qualified to make the case for advocacy; however, there
are limited opportunities to participate and engage in broader discussions about
pedagogical and curricular changes. The legislative action to eliminate course repetition
has significant implications on how the discipline experts teach and promote arts
education. It is important to take into account the unique character of the VAPA
discipline and the overall value of arts education.

Purpose

The purpose of this qualitative dissertation is to examine how state-initiated
curriculum changes are likely to influence the promotion of access to arts learning and
teaching of arts education. This study will give voice to visual and performing arts
instructors, describe their experiences in addressing state-initiated curriculum changes,
and contribute to the limited research on understanding the challenges of sustaining the

development and progression of arts education.



Research Questions

These primary questions frame this study:

1. How are arts instructors redesigning the arts curricula in light of new state
educational policies on eliminating course repetition?

2. How do arts instructors see these state-initiated policy changes impacting their
teaching practices?

3. How do arts instructors anticipate state-initiated curriculum changes impacting
the access to arts learning for students with limited preparation in the arts?

Theoretical Framework

The literature on the field of arts education and its overall purpose remain the
subject of debate among scholars and educators (Dobbs, 1992; Zakaras & Lowell, 2008).
Clark (1991) contended swings in school policies and practices in response to
intellectual, social, economic, and political challenges oftentimes evolved around three
major orientations: child-centered, society-centered, and subject-centered. He said, the
development, transition, and convergence of these three major educational orientations
provided the background and rational for the arrival of discipline-based art education.
Clark expounded that discipline-based arts education has the hallmarks of a
comprehensive arts framework. He said, it establishes the interrelationships between the
child-society-subject-centered triumvirate as well as the interplay between teacher,
student, content, and setting.

Discipline-Based Art Education (DBAE) is a comprehensive theoretical approach
that has received wide acceptance in art education (Eisner, 1987; Geahigan, 1997
Zakaras & Lowell, 2008). The DBAE provides the framework to investigate how art
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instructors develop professional preparation, which informs their ability to respond to the
goal of teaching art. Art education through the DBAE lens brings to focus the sharing of
conceptual tools, materials, and methods of inquiry used by art instructors to help
students become familiar with the outlook and experience of a seasoned practitioner of
the arts (Dobbs, 1992).

Discipline-Based Art Education

Discipline-Based Art Education theory is seminal to reinvigorating and to carving
a place for art education in schools (Walling & Davis, 2003). Before DBAE, the focus of
art education in the schools was mainly on art-production, self-expression, and creativity.
These objectives did not necessarily provide a holistic experience for the student. With
the development of DBAE, art education was to be extended and informed by
complementary disciplines (Dobbs, 1992).

Dobbs (1992) explained that DBAE is a theoretical approach that derives content
from four foundational areas of art that provide knowledge, skills, and understanding.
The four disciplines allow the student to have a broad and rich experience in (a) art
production, (b) art-criticism, (¢) art history, and (d) aesthetics. This theoretical approach
provides multiple perspectives from which to view art and it emphasizes active
involvement from the student and the teacher. This is a comprehensive yet flexible
approach that takes into account the differences in teacher training as well as a student’s
preparation and background (Dobbs, 1992).

With DBAE, Dobbs (1992) stated, students become increasingly sophisticated
with each art encounter as they move from simple to more complex processing of
knowledge, skill, and understanding. Dobbs further explained that each content
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specialist, regardless of their function in the art community, was responsible to
demonstrate to students how the combined disciplines created various levels of art
experience. He contended that the multifaceted approach of DBAE is equivalent to the
process that artists describe as the creative process—a process that is informed by a
variety of ideas and inspirations.

Using the DBAE framework is valuable in the examination of the proposed
legislative action that will alter the theoretical underpinnings from which art education is
designed in the community colleges.

Operational Definitions

For the purpose of this study, the following definitions shall apply:

Course— “Means an organized pattern of instruction on a specified subject
offered by a community college pursuant to subdivisions (a), (b) or (c) of section 55002”
(CCCCO, 2013, p. 31).

Skill-based course—A course in which a student attains proficiency or skills
through supervised repetition and practice.

3

Course repetition—*“Occurs when a student who has previously received an
evaluative symbol in a credit course, as set forth in section 55023, re-enrolls in that
course and receives an evaluative symbol” (CCCCO, 2013, p. 32). Title 5 regulations
specify the circumstances under which a student may repeat a course.

Repeatable course—Per the CCCCO, starting January 2013 district policy may
designate only three types of courses as repeatable: (a) “courses for which repetition is
necessary to meet the major requirements of California State University (CSU) or

University of California (UC) for completion of a bachelor’s degree,” (b) intercollegiate
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athletics, and (c) intercollegiate academic or vocational competition” (Title 5 California
Code of Regulation as cited in CCCCO, 2013, p. 39).

Active participatory courses—These are “courses where individual study or group
assignments are the basic means by which learning objectives are obtained” (CCCCO,
2013, p. 31). Students are limited to four aggregate semester enrollments in active
participatory courses.

3

Courses that are related in content—"*Are those courses with similar primary
educational activities in which skill levels or variations are separated into distinct courses
with different student learning outcomes for each level or variation” (CCCCO, 2013, p.

32).

Assumptions, Limitations, and Delimitations

This study is circumscribed by several assumptions, limitation, and delimitations.
The broadest assumption is that the methodology used in this qualitative study is
effective and appropriate to solicit descriptive and powerful narratives that capture the
experiences of VAPA instructors. Another assumption is that the method of collecting
information will add dimension to knowledge and inform policy and practice in a
meaningful way.

The recruitment of the participants was limited to four community colleges; all
located in Southern California. Participants in this study were fulltime, tenure-track or
tenured visual and performing art instructors who have been teaching at their colleges for
at least 5 years. All the participants were asked to contact the researcher to participate in
this study. Therefore, it could be argued that the participants in this study might have
prior dispositions or prejudices on this matter. Conversely, participants were also made
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aware that the researcher is the Dean of Fine Arts at a community college. As such,
participants may experience some reservations in speaking openly and candidly about
their perspectives.

Another limitation of this study is the relatively small sample of participants.
While it is reasonable to assume that the information gathered reflect the experiences of a
group of VAPA instructors, the data collected is not intended to represent the experiences
of all VAPA instructors teaching in community colleges across the state.

This study explored how state-initiated curriculum changes would likely influence
the teaching and promotion of access to arts learning. The study was guided by questions
that specifically pertain to the VAPA disciplines. Possible connections or comparisons to
other discipline areas (e.g., physical education and career technical education) that were
also subject to the elimination of course repetition will be left unexplored.

Finally, this study did not seek to report on the impact or outcomes of this
regulatory change on VAPA students (i.e., persistence or transfer rate as VAPA majors),
it looked only at the VAPA instructors’ experiences in addressing state-initiated
curricular changes.

Significance of the Study

While several studies tend to highlight broad educational reforms, there are few
studies specific to arts education that address VAPA instructors’ attitudes and concerns
about educational policy changes, their immediate effects, and how changes have
positively or negatively impacted them. Swings in education policy tend to mirror the
intellectual, social, economic, and political reality of the nation (Symcox, 2002).
Therefore, educational policy changes will continue to alter the educational landscape. It
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is thus important to have research that seeks to know how these changes impact higher
education and those who are entrusted to design the curricula and teach the subject
matter. This study aims to add depth to the often hasty calls for legislative changes in
education policy. It is the aim of this dissertation to bring forth the voices of the arts
instructors and their critical perspectives in order to gain understanding of the totality of
the effect of implementing educational changes.

It is the intention of this research to draw attention to arts policy and practice.
Substantive information from VAPA instructors can expand understanding and add
dimension to the often one-sided perspective in legislative changes. Effecting policy
changes requires understanding the underpinnings of the VAPA disciplines. Using the
DBAE lens will add a critical perspective about the nature of arts education. The
important information gathered from this research can assist in reframing discussion
about the place for arts education.

Conclusion

The elimination of course repetition is an example of educational policy that was
not grounded on the understanding of the unique nature of arts education. The lack of an
accurate insight into the teaching of the VAPA makes it easy to overlook the constraints
that are placed on the instructors and the students.

Models of sound educational practices should inform and drive educational
initiatives and policies. Sweeping educational policy changes that fail to take into
consideration existing practices, resources, and proper professional development run the

risk of experiencing inconsistent implementation (Darlington, 2008) and possibly failure.
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This research aims to provide the vital perspectives of the arts instructors in order to

appreciate in its totality the effects of educational policy change.
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CHAPTER 2

LITERATURE REVIEW

Introduction

This literature review explores how visual and performing arts instructors
perceive their role as the discipline experts. Emphasis is placed on how instructors make
meaning of their roles as teaching artists and the curricular issues of arts pedagogy in an
increasingly state-regulated academic environment. Visual and performing arts
instructors teaching skill-based courses have unique needs and demands due to the nature
of their discipline. Few studies examine how these instructors experience state-initiated
policy changes that impact the way in which they teach to their subject area. This
literature review also examines education policy implementation models including
community of practice and critical approach in order to understand the effects of state-
initiated curricular changes on visual and performing arts instructors.

The Value of Arts Education

In recent years, with a progressive emphasis on accountability and a standard-
driven approach to education (Goodwin, 2000; Koff, 1999; Marché, 2002), discussions
on the value and the place the arts occupies in education have run the gamut from
improving test scores in other subjects areas to developing imagination, creativity, and
overall mental capacity in students (Eisner, 2000; O’Brien, 2007). The attitudes toward

arts education are disparate as teachers, administrators, policymakers, and community
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members struggle to define a place for the arts among other core subjects competing for
limited funding dollars (Marché, 2002).

Educators and art supporters argue that the arts contextualize one’s cultural and
social identity and heritage (Koff, 1999; Laney, 2007). Koff further argued that most
cultures live within the context of their art and participation in the arts is critical in
perpetuating cultural membership. In works of art, people find cultural history and the
values and experiences of entire communities (Zakaras & Lowell, 2008). The learning of
the arts is therefore the learning of a major form of human communication (Dobbs, 1992;
O’Brien, 2007; Zakaras & Lowell, 2008) that connects people and their experiences.

In the learning of arts, students acquire understanding of nonverbal forms of
communication that can transmit powerful messages about ideas, emotions, and values
that shape their world (Davis, 1999; Dobbs, 1992). According to Zakaras and Lowell
(2008) the language of art, unlike other forms of communication, has the potential to
affect the full range of human faculties both in the art creator as well as in the individual
who is experiencing the work of art.

The benefits of learning to read the language of art has prompted many to
examine the role of art in enhancing the development of critical thinking skills, creativity,
problem-solving capacity, and other behavioral and psychological traits (Dobbs, 1992;
Eisner, 2000; Hamblen, 1993). The intrinsic benefits of arts education continue to
provoke debate regarding the content for instruction, the goals, and the objectives of arts
education (Zakaras & Lowell, 2008). Gibson (2010) described the ongoing tension as a
struggle between the desire to nurture creativity and the stifling tendencies of
organizations. Organizations such as schools and colleges, art supporters, art critics, and
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policymakers have different ideas about what should be the purpose and mission of arts
education (Eisner, 2000).

The debates over what constitutes appropriate and substantive core arts
curriculum is far from settled. Koff (1999) and Hatton (2003) framed debates on core
curricula as that of having much larger implications. Instead of being solely about
content, these debates are about what should constitute the knowledge bases and the
promulgation of the values of society.

Literature on the content of arts education remains widely dispersed. Thus,
DBAE as a theoretical lens helps to clarify how postsecondary arts education
interconnects the four main foundational areas of art that provide knowledge, skills, and
understanding. Dobbs (1992) argued that the four disciplines allow the student to have a
broad and rich experience in art production, art criticism, art history, and aesthetics. It is
valuable to use this theory to understand the requirements of designing substantive arts
curricula.

Brief History of Arts Curricula

New curriculum theories and program development approaches have oftentimes
made quick and dramatic entrances onto the academic stage only to be followed by
unceremonious exits. Curriculum development is widely understood as an ever-changing
process that more often than not has been molded to react to societal demands and
changes (Clark, 1991; Lucas, 2006; Symcox, 2002). In the last century there have been
numerous educational reforms, curriculum commissions, and national commissions that
aimed to direct the course of curriculum design and development in the American
educational system. According to Symcox (2002), these successive curricular reforms
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follow a cyclical pattern that mirrors the intellectual, social, economic, and political
changes of the nation.

In the case of arts education there have also been various advocates that presented
arts curricula conceptions that were deemed to be fitting for their times. Three major
curriculum orientations frequently referenced in literature point to (a) child or learner-
oriented, (b) society-oriented, and (c) subject- or knowledge-oriented (Clark, 1991).
According to Clark (1991), these three orientations most commonly characterize the
swings in school policies and practices in response to the intellectual, social, economic,
and political realities of the time. Around Clark’s child-society-subject matter
triumvirate, disparate philosophical and theoretical approaches converged and provided
the background information to understand the arrival of discipline-based arts education.

The Child-Centered Orientation

In the child-centered orientation, the content and structure of the academic
program was dictated by the expressed needs, interests, and goals of the student and thus,
understanding the psychological, emotional, and intellectual development of the learner
was the paramount focus (Clark, 1991). This orientation widely known as the
“progressive education” or “child-centered education” was commonly associated with
John Dewey. For Dewey (1897), “the only true education comes through the stimulation
of the child’s powers by the demands of the social situations in which he finds himself”
(p. 93). Dewey argued that the educational process has two sides—a psychological
component and a sociological component. The child’s own instincts and powers were the
starting point of all education and knowledge of social conditions that were necessary to
interpret the child’s instincts, tendencies, and powers. These two sources were the key
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components of child learning. The child-centered approach focused on the teacher—
student interaction rather than the planning of determined content (Clark, 1991). Helping
each student develop his or her personal abilities and capabilities in art expression was
the goal of this art education construct. The child-centered orientation remained a highly
popular approach for art educators to teach their subject area for many generations
(Clark, 1991).

Society-Centered Orientation

In society-centered orientation, the focus of learning activities was dependent on
the needs of local, regional, or national groups. Evidence of a society-centered
curriculum can be seen in the mid-1700s when a young and emerging United States was
in need of addressing political and industrial needs through the public school system
(Clark, 1991). Addressing the group welfare or community needs took center stage. The
values, assumptions, interests, and ideas held by the society were preplanned in flexible
curriculum objectives. This orientation, “in several forms, has been favored in school
programs at times when people’s attention has been focused upon significant local or
national economic or social problems” (Clark, 1991, p. 3).

Arts education has traversed through several cyclical patterns of society-centered
orientation. In the late 1800s, the emphasis on the “drawing” curricula had the intent to
improve design qualities in the American product. More recent examples of society-
centered arts construct can also be seen in the advocacy of multicultural or multiethnic art

studies as well as environmentally or eco-conscious art projects (Clark, 1991).
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Subject-Centered Orientation

In subject-centered orientation, the emphasis was placed on the organized
disciplines of knowledge determined as the principal or fundamental knowledge needed
for the education of a well-rounded citizen (Clark, 1991). Considered by many scholars
to be the oldest form of curriculum organization, the learning activities focused on
information, methods, and techniques of separate disciplines. Elements of subject-
centered curricula orientation can be seen as far back as the colonial period (Lucas,
2006). However, an orientation toward disciplined-based curricula gained momentum
following World War II and through the 1950s and the 1960s as a reaction to perceived
geo-political threats (the Soviet Union and Japan) and a heightened sense that the United
States was falling behind militarily, economically, and educationally (Clark, 1991;
Symcox, 2002).

The DBAE framework, a contemporary arts education construct, included
emphases on “perceptual and conceptual inquiry to develop students’ capacities for
improving skills in art making activities and improved understanding of related studies
including aesthetics, art criticism, and art history” (Clark, 1991, p. 4). This discipline-
based orientation was congruent with fine arts studies in institutions of higher education
and art schools where emphasis was placed on a systematic improvement of art making
skills (Clark, 1991). The DBAE framework, supported by the Getty Center for Education
in the Arts, gained acceptance as a conceptual model for arts education (Davis, 1999;

Dobbs, 1992; Eisner, 1987; Geahigan, 1997; Hamblen, 1993; Zakaras & Lowell, 2008).
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Components of Arts Curriculum

Clark (1991) contended that emphasis on one arts education orientation does not
necessarily preclude consideration for educational goals addressed by the other
orientations. Furthermore, a well-rounded arts education curriculum should dedicate
relatively equal aspects to addressing the child-, society-, and subject-centered
orientation. In 1983, Clark and Zimmerman defined arts curriculum as:

a planned sequence of learning experiences about art content that includes art-

related student and teacher tasks and outcomes that take place in environments

designed for art learning. To construct and implement art curricula based on this
definition, a complex of planned interrelationships among art content, student,
and teacher tasks and outcomes about art, and supportive educational settings

would be specified. (Clark, 1991, p. 6)

In addition, an arts curriculum should likewise address “teachers’ roles and
methodologies related to specified learning experiences about art, students’ levels of
development and readiness for art learning, and students’ art tasks and outcomes” (Clark,
1991, p. 7). The hallmarks of a comprehensive arts education curriculum, as advanced by
Clark, should establish interrelationships between the three commonly identified
educational orientations (child-centered, society-centered, and subject-centered) and the

four curriculum components (student, teacher, content, and setting).

Discipline-Based Art Education

Clark (1991) expounded that arts education, as early as the 1940s, had diverged
from the mainstream general education and moved toward a more content and structured-
centered approach. In addition, arts education remained focused on child-centeredness
while other subject areas were fast adopting discipline-centered curricula. Art educators

and advocates needed to respond to the momentum that a discipline-centered curricula
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model was gaining, thus the emergence of DBAE was perceived as right for its time
(Clark, 1991).

The educational shift that was taking place was to move away from the child-
centered or progressive construct to approaches that emphasized fields of study as
disciplines. The theoretical underpinnings of the DBAE had already been set in the
1960s and 1970s in discussions about art instructional content and program organization
and presentation in schools. The national need and mood in the 1980s was ripe for the
emergence of the DBAE (Clark, 1991).

DBAE is a theoretical approach that derives content from four foundational areas
of art that provide knowledge, skills, and understanding (Dobbs, 1992). The interrelation
between the four disciplines allows the student to have a broad and rich experience in (a)
art production, (b) art-criticism, (c) art history, and (d) aesthetics. The DBAE provided
multiple perspectives from which to view art and it emphasized active involvement from
the student and the teacher (Dobbs, 1992).

In 1987, the Getty Center of Education in the Arts commissioned an issue of the
Journal of Aesthetic Education to expound more extensively about the meaning of
DBAE. Gilbert A. Clark, Michael D. Day, and W. Dwaine Greer, three prominent art
educators, asserted in this key paper the characteristics of a DBAE program:

Rationale

1. The goal of discipline-based art education is to develop students’ abilities to

understand and appreciate art. This involves a knowledge of the theories and

contexts of art and abilities to respond to as well as to create art.

2. Art is taught as an essential component of general education and as a

foundation for specialized study.

Content

1. Content for instruction is derived primarily from the disciplines of aesthetics,

art criticism, art history, an art production. These disciplines deal with (a)
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conceptions of the nature of art, (b) bases for valuing and judging art, (c) contexts
in which art has been created, and (d) processes and techniques for creating art.

2. Content for study is derived from broad range of the visual arts, including folk,
applied, and fine arts from Western and non-Western cultures and from ancient to
contemporary times.

Curricula

1. Curricula are written with sequentially organized and articulated content at all
grade levels.

2. Works of art are central to the organization of curricula and the integration of
content from the disciplines.

3. Curricula are structured to reflect comparable concern and respect for each of
the four art disciplines.

4. Curricula are organized to increase student learning and understanding. This
involves a recognition of appropriate development levels.

Context

1. Full implementation is marked by systematic, regular art instruction on a
district-wide basis, art education expertise, administrative support, and adequate
resources.

2. Student achievement and program effectiveness are confirmed by appropriate
evaluation criteria and procedures. (Clark, 1991, pp. 8-9)

Through this paper, the authors affirmed not only the goals of art education and its

subject content worthiness but also its importance in the overall educational construct.

DBAE and the Ensuing Years

Since the emergence of DBAE, a number of curricula have been used in arts

education programs that can be viewed as containing expressions of DBAE curriculum

construct (Clark, 1991).

Schwartz (1997) presented a study of the effects of using DBAE staff

development in the teaching of art courses in the State of Alaska. The DBAE framework

was used because it was consistent with the objectives of the National Art Education

Association and the National Standards for Arts Education. The author also found that

DBAE provided a framework to build on and expand art lessons. At the conclusion of

the study, the author noted that an increasing number of arts educators were receptive to
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developing a comprehensive art program using the DBAE framework for the Alaskan
school districts. This study showed that art educators were making concerted efforts to
promulgate the DBAE framework. It would be very informative to learn whether the
implementation of DBAE has had any significant and long-lasting effect on the teachers
that participated in this study.

McNeal (1997) presented a similar study on DBAE in a Canadian Arctic Fine
Arts program for indigenous college students. In this study, the author used the DBAE
framework to design the curriculum and to detail the teaching and learning process. The
author concluded that the DBAE principles provided a systematic and structured
dimension to the study. McNeal did not offer any discussion on how the arts program
could be sustained and incorporated into the core curricula.

Hamblen (1993) argued that the DBAE theory and practice since its inception has
already taken on a new form as a result of directional changes in policy-making and
funding. Additionally, Hamblen contended that DBAE has evolved into a “Neo-DBAE.”
The Neo-DBAE takes into account the increasingly multicultural aspect of the student
population and is more responsive to the needs of teachers and students (Hamblen, 1993).

More recently, Christiansen (2007) studied a selected group of students who
graduated from Florida State University (FSU) when the DBAE paradigm was used and
taught. Her study looked into what were the most successful aspects and useful qualities
of DBAE that art practitioners continue to use and whether the DBAE had any relevance
in current arts programs. In her phenomenological research study she interviewed 11 art
teachers who had been trained in the DBAE approach. Since graduating from FSU, these
art teachers expressed overwhelming support for the continued use of DBAE in their art

23



programs from elementary to high school levels. From her study, Christiansen concluded
that DBAE, at least aspects of DBAE, continue to be relevant in today’s arts education.

It is important, however, to reveal that Christiansen’s (2007) study had several
limitations. The sample of her study was small and limited to students who studied at
FSU. In addition, none of the art teachers she interviewed taught at the postsecondary
level. This makes it difficult to assess whether all art teachers who received DBAE
training would share similar experiences.

For two decades, the DBAE was well-received by many art educators for
refocusing attention toward learning experiences in art that are based upon the study of
the four foundational disciplines engaged by professional art scholars. However, it was
precisely in this area that the DBAE was criticized by its opponents (Clark, 1991). Some
critics contended that the overemphasis on rational and structured content can lead to
fragmentation and a lack of integration in art experiences. Debates over what may
constitute a holistic art education curricula continue to move side-by-side with the ever-
changing expectations on how to help students develop personally, socially, and
cognitively through the study of the arts (Clark, 1991).

Curricular Issues in the Arts in Higher Education Institutions

Higher education institutions typically determine the content, scope, and course
objectives of their curriculum and other pedagogical matters (Zakaras & Lowell, 2008).
However, little information is available on how the arts are taught at the community
college and university levels. There is no specific coordination across higher education
institutions. As discipline experts, art instructors take into account a number of factors in
the design of the curricula. Factors that exert influence over instructor’s decision can
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range from meeting their institution’s general education requirements and the national
accreditation standards to the availability of appropriate facilities (Zakaras & Lowell,
2008).

Another factor that art instructors take into account in the design of arts
curriculum content and how they teach to the learning objectives is the audience, the
students. Art instructors teach to a large population of students who take art courses out
of self-interest or to meet the college’s general education requirement. For these
students, instructors design courses that have a minimum art production component
(Zakaras & Lowell, 2008). Typically, non-majors take survey courses that cover a large
span of history in a chronological way. Then, they may move on to take courses that
focus on more specific areas.

Preparing Arts Majors

The focus of arts instruction in higher education is that of educating and training
arts professionals—those who will go on to create, perform, teach, or prepare to be
administrators in the arts, according to Zakaras and Lowell (2008). Zakaras and Lowell
further contended that in the preparation of these professionals, particularly those whose
aim is to be professional artists or specialists, instruction is typically weighted toward
performance or production.

Zakaras and Lowell (2008) as well as Harris (1997) found that visual and
performing art instructors tend to favor those students who exhibit the potential to
become professional artists. The rationale behind this practice is not unique to the arts,

but of most academic departments. The belief is that without students majoring in the
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arts there will be no art major altogether (Zakaras & Lowell, 2008). Thus, much more
formal and sequential learning of the arts is reserved for the art majors.

Accordingly, in preparing those who intend to be art majors, Zakaras and Lowell
(2008) further found that art instructors do incorporate all the elements of a
comprehensive art study. The four areas of art discipline—art production, art history, art
criticism, and aesthetics—are present in the design of visual and performing arts
curricula. In spite of the wide range of arts program emphasis, Zakaras and Lowell found
that there continues to be a pronounced orientation toward DBAE.

Cultivating Arts Appreciators

Students who enroll in art classes in college as non-majors show a significantly
higher rate of participation in art events throughout their lives. Data provided by the
National Endowment of the Arts’ Survey of Public Participation in the Arts (SPPA) for
1982, 1992, 2002, and 2008 indicated that arts education in adults not only led to higher
levels of arts participation but it was in itself a mode of arts participation (Rabkin &
Hedberg, 2011; Zakaras & Lowell, 2008). Findings from the SPPA, the nation’s largest
and most nuanced periodic survey on arts participation, stated:

Nearly 70 percent of those who had any arts education as an adult attended a

benchmark event in the years preceding each survey, while 28 percent of

Americans who had no arts education as an adult attended a benchmark event.

(Rabkin & Hedberg, 2011, p. 13)

Adult art classes are closely associated to higher levels of arts participation. The analysis
provided by SPPA also indicated that although it may appear that adult art lessons or

classes have strong association with benchmark art attendance, it was likely that these

adults had also received childhood arts education.
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Students who have received arts education have a higher likelihood of pursuing
personal creation or performance as well as seeking deeper engagement with the arts
(Rabkin & Hedberg, 2011). Arts participation is grounded in arts education.
Participation in the arts requires an understanding and appreciation of the many modes of
expression, aesthetics, cultural and historical contexts, and symbols contained in the arts
(Zakaras & Lowell, 2008). Arts education, at the very minimum, cultivates art
appreciators and is the most promising pathway to develop and maintain an audience for
the visual and performing arts. Without a growing arts audience, there would be little
need for cultural infrastructure such as museums, theaters, concert halls, galleries, art
festivals, and even more reduced opportunities for artists to receive the training and the
education needed to produce the art to be consumed and appreciated by the audience
(Rabkin & Hedberg, 2011).

Teaching Artists

According to Thornton (2005), the terms “artist teacher” or “teaching artist” are
frequently used to describe someone who produces, performs, and exhibits as an artist but
also teaches the arts. Art instructors in the community colleges are often identified as
teaching artists precisely because they are engaged and committed to both endeavors. It
is important to examine the role of the teaching artist in order to understand how they
negotiate the challenges and the tension they face in interrelating art, education, and art
education (Thornton, 2005).

Teaching artists tend to receive their professional preparation from a college or
university (Saraniero, 2009). Teaching artists who received college or university training
were more effective at integrating teaching and their artistic pursuits (Saraniero, 2009).
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This is not necessarily the case for teaching artists who received training from school
districts. Teaching artists who were trained by their school districts tended to be less
involved with their own artistic endeavors, spending more time on instructional
development, classroom management, and meeting the state standards (Saraniero, 2009;
Thornton, 2005).

As to the training teaching artists received to teach their subject area, Saraniero
(2009) said they learned to teach by the “doing.” Teaching artists do not usually receive
pedagogical training in the teaching of their art form. Teaching artists tended to follow
the master—apprentice model of teaching that they received (Saraniero, 2009; Thornton,
2005). Thornton and Saraniero found that teaching artists often model their teaching
styles after teachers or mentors they have studied or worked with as students. Teaching
artists shared similar characteristics as those artists who historically engaged in an
education and employment system that originated from the master—apprentice
relationship (Thornton, 2005). The master—apprentice relationship is very much in
practice today as it has been for generations.

In the teaching of visual and performing art classes, the traditional pedagogical
approach that includes lecture, demonstrations, exams, and assignments does not
necessarily contribute to the development of performance skills (Wagner & Smith, 1991).
When the production or performance skill is unsatisfactory, the student needs to repeat
the skill until it is completed satisfactorily. Even if the student failed, through repeated
practice they receive additional instruction and continue to hone their skills until they

have mastered it and can move on to the next level (Wagner & Smith, 1991).
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Studio productions and live performances have historically been an integral part
of art education as they provide a frame of reference for learning aesthetics, art critique,
and art history (Sabol, 2004). There is little research that addresses the pedagogical
issues surrounding the studio-oriented teaching of arts. Spicanovic (2000) explained that
within the context of studio teaching at the university-level, art instructors need to teach
beyond the presentation of form and content of the work. The teaching of color theory,
brushwork, composition, size, scale, and space should contribute to the overall
understanding of painting. The author noted that art instructors should engage students in
extending their discussions beyond making connections between the medium and their
ideas. In addition, discussions should include the raising of questions that promote
critical evaluation and thinking.

While Spicanovic (2000) presented a more cohesive role of the teaching artists,
Thornton (2005) argued that the role of the teaching artist can be problematic in practice.
There is a general lack of understanding of the dual role of the teaching artists. Thornton
argued that the value of the teacher as a practicing artist is not generally appreciated nor
regarded as a valuable asset to student learning. Instead, the perception is that there is
potentially a conflict of interest. He said, the artist’s tendency to focus on students’ art
production may possibly lead to the neglect in the teacher to present general knowledge
about art. In addition, there was a general perception that the teaching artist’s own
artistic interest or skill was often what was emphasized in the instructional content

(Sabol, 2004).
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Educational Reforms and the Diminishing Role of the Arts

In 1994, with the passage of Goals 2000: Educate America Act, the importance
of arts in education has been recognized by state and federal agencies as essential to a
comprehensive education, and arts education has been accorded the echelon and
acknowledged as a core subject (Davis, 1999; Goodwin, 1998, 2000; Hatfield, 1999).
However, amid unsettled discussions about the aims of arts education and under the
pressures of a results-driven educational environment, art educators have taken on state
and national standards and scientific-rational assessment methods to evaluate arts
education for fear of marginalizing the arts in times of shifting funding priorities (Eisner,
2000; Marché, 2002).

After the passage of NCLB, state departments of education have increasingly
exercised a more prominent role in the governance of educational programs and funding
in K-12, imposing spending restrictions and stipulating proficiency benchmarks
(Goodwin, 1998; Zakaras & Lowell, 2008).

The position of the arts in education began to decline (Koff, 1999) as pressure for
higher tests scores in non-arts subject areas rose. As Zakaras and Lowell (2008)
contended, art instruction takes more resources and time to develop than the more
narrowly focused subject areas and is considered the least cost-effective investment in the
overall education of students (Koff, 1999). As funding was directed to subject areas that
are more conducive to testing and in which test score results are much more accessible,
the educational landscape became increasingly hostile to arts education and its
importance as a core component of the general curriculum was significantly reduced.
And, as Eisner (2000) explained, “since the arts are not tested, they can be neglected with
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greater immunity than those fields that are” (p. 5). The results of a deficient arts
education at the K-12 level became evident when students enrolled in visual and
performing art courses at the postsecondary level.

In recent years in postsecondary education, there have been a number of
educational reforms in the areas of content standards, curriculum, and assessment
methods that have been implemented to better measure student achievement. Ironically,
there is little information available to answer questions about what have been the general
effects of reform on the arts (Sabol, 2004).

Goodwin (1998) and Sabol (2004) noted that visual and performing arts
instructors are increasingly under significant pressure to implement measures of
accountability often dictated by policymakers and educational reformers. At the same
time, visual and performing arts instructors are perceived as the ones with the answers
because they are responsible for the selection, design, development, implementation,
interpretation, and assessment of learning objectives. However, as posited by Darlington
(2008), successful implementation of a reform effort is not always the natural outcome.
It takes concerted effort from educators to ensure that reform initiatives are carried out
and sustained.

Flynn (2009) in her study of how teaching artists lead professional development
in the arts found that in many instances, “even though they may work daily in schools,
many teaching artists have never laid eyes on academic content standards, benchmarks,
learning outcomes, and indicators, or other such curriculum documents” (p. 166). One of

the recommendations that resulted from this study was to place more effort on
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familiarizing teaching artists with learning standards so that connections can be made
between curriculum and their art form.

Darlington (2008) argued that while education reformers and policymakers have a
role to play in ensuring accountability and the attainment of broader educational goals, it
is the classroom instructor who holds the most important position. It is the classroom
instructor who exerts direct influence over students’ learning. As such, they should be
kept at the forefront of policy changes that impact their area of expertise (Darlington,
2008) rather than being recipients of reform policy in which they had no part in creating.
Both Darlington and Flynn (2009) bring to light the rising trend of educational reform
efforts jumping ahead of in-depth discussions on core curriculum and learning objectives.
These calls for educational reforms and hasty implementations without adequate
pedagogical preparation could result in changes that are not only unsustainable but
potentially damaging to the overall educational context (Darlington, 2008).

Educational reforms have a better chance of having consequential and lasting
impact if they are embedded in the curriculum (Darlington, 2008; Flynn, 2009). The
curriculum is a valuable tool that has the means to transform (Darlington, 2008), to make
adjustments in the learning objectives, assessments, teaching methods but most
importantly, to impact students’ learning. | However, curriculum development is a
resource and time-intensive enterprise and many educators would agree that instructors
need time, consideration, and support in addressing the intricate aspects of curriculum

development (Darlington, 2008).
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Contemporary Dynamics of Education Policy and Implementation

Conceptions of Curricular Formation in Postsecondary Education

The rapidly escalating cost of postsecondary education has fueled discussions and
raised questions at the state and national public policy arena about the value of various
educational fields of study (Slaughter, 1997) as is currently the case with arts education.
Cost-cutting discourse and restructuring narratives that were previously not principal to
the discussions of postsecondary curricular formation are now shaping the curricula of
disciplines and fields of study as cuts are made to specialized programs or departments
(Slaughter 1997; Gumport, 1993; Kerlin & Dunlap, 1993; Slaughter, 1993. Slaughter
(1997) argued that postsecondary curricula formation is no longer an internal process and
under the purview of colleges and universities. Further, the literature on curricula
development has not taken into account organizations, associations, and other external
groups to the academy who have other interests beyond the advancement of discipline
knowledge (Slaughter, 1997).

Slaughter (1997) expounded that the conceptions of curricular formation in higher
education is incomplete. There is an underlying assumption that curricula are under the
sole and appropriate authority of faculty. Slaughter said:

Faculty experts are seen as generating curricula through research, scholarship,

sometimes through service, and as disseminating it to students through teaching,

Faculty are viewed as modifying or altering the curricula when student

populations change, or perhaps when the structure of the labor market changes,

although the processes and mechanisms of change are undefined (p. 493).

In the overall curricular formation, the unquestioned assumption is that faculty creates
curricula. This conception of curricula development is problematic in the sense that

higher education scholarship has not paid sufficient attention to other processes and

33



mechanisms that come to play. Slaughter posited that external pressures such as social
movements, political imperatives of the professional class, and other external
organizations are as much a part of the discourse on curricular scholarship.

The process of curricular formation is complex. Changes in demographics
explained significantly the need for curricular changes in American universities
(Slaughter, 1997). Many curricula scholars see curricula changes as a product of meeting
the needs of new groups within the student population who have become stakeholders
(Adelman, 1992; Conrad & Haworth, 1990; Levine, 1993; Slaughter, 1997). However,
Slaughter argued that faculty and institutions of higher education are not keeping up with
the curricular interests of students and community activists; instead, the impetus for
changes in the curricula are brought on by social movements. Slaughter offered as
examples of the formation of Black Studies and Women’s Studies as originating from
social movements that then made its way into the academy.

In the argument that curriculum change is a product of social movement,
Slaughter (1997) further stated that current debates over the process of curriculum
formation are being distorted in at least two ways. First, perceptions that the
politicization of the curriculum is a new phenomenon, and secondly, the debates about
curriculum focus are centered only on the humanities and the social sciences as if to
suggest that the hard sciences are beyond reproach. Slaughter (1997) expounded that
these perceptions are misguided as curriculum formation has always been contested.

To learn about the curriculum formation process, it is paramount to understand
what visual and performing arts faculty consider as appropriate units or sequence of
information and what they believe students need to know to be inducted into particular
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fields (Slaughter, 1997). Slaughter stated the majority of curricula and teaching of a field
are shaped by the requirements of the discipline and “the content of the discipline, which
forms the basis of the curricula, is shaped by scholar-researchers, allegedly exploring the
frontiers of knowledge, pushing back the boundaries of the unknown, and reporting their
exploits in journals sanctioned by the discipline” (p. 499). The disciplines establish the
boundaries of various fields and suggest habits of work. This discipline-based
perspective is the source of faculty identity and expertise (Kuh and Whitt, 1998). This
expertise or scholarship that defines the academic lives of faculty has increasingly
become bureaucratic in nature and under the close scrutiny of local, state, and national
agencies (Slaughter, 1997).

Education Policy Implementation

With education commanding large shares of local and state budgets, it is of no
surprise that education policy demands are increasingly complex (Honig, 2006). The
state-initiated policy on eliminating the course repetition option is an example of
increasing state scrutiny <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>