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ABSTRACT

The Draft Provincial Art Curriculum Guide for Grades 7,
8 and 9 has been reviewed through the eyes of the art teachers
for its usefulness in the implementation of Newfoundland and
Labrador Art Programs.

The teachers included in the survey, (N=84) and in the
interviews, (N=2) revealed that the provincial guide has
limited utility for teachers with little background in art
working in adverse conditions where there are few resources to
facilitate implementation. The design of art curriculum
guides becomes even more important under these circumstances
since teachers will have little else available to help them
with implementation.

Implementation research can assist art education by
identifying key factors such as structural constraints,
preparation time and art resources. Art co-ordinators,
consultants and specialists will need to orient their curricu-
lum guides to the realities faced by Newfoundland teachers in
remote areas with limited art backgrounds and resources to

facilitate implementation.
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CHAPTER I
Background to the Study
Introduction

There is a growing interest in the evaluation of program
implementation in education (Fullan, 1982). A significant
20th century contributor to the movement for the increased use
of evaluation in education, Tyler (1986) notes that "the

impl ion of a new is one of the most difficult

problems of school improvement" (p. 61). Because new educa-
tional programs often call for new objectives and new teaching
plans, their implementation is often complex and demanding on
teachers.

The implementation of a visual art curriculum in element-
ary and secondary schools has posed a problem for art educa-
tors for a number of years. The difficulty in implementing
such a curriculum lies mainly in the fact that art is con-
sidered a peripheral subject to the core curriculum. Art
education has traditionally been viewed as a low priority
item, when compared with science, mathematics and English,
which are seen as foundational subjects for higher education.
Although it is becoming increasingly acknowledged in the
literature that the arts may be just as important as other
curriculum areas in the development of foundational skills and
abilities, in practice the arts have not been accorded the

same allocation of resources as "foundation" subjects
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(Hargreaves, 1985). Curriculum implementation in art educa-
tion has been hampered continually by competition between the
arts and other academic subjects for scarce educational re-
sources.
The relatively lower status of art education has been ex-
amined by art educators and evaluators. Eisner (1987) points
to some of the possible reisons for the perceived lower status

of art education in American schools:

We are often reminded that education is serious
business, that we live in an increasingly competi-
tive world, and that our schools should prepare our
children for the stiff competitive race in which
they will have to participate. We are told that
school programs should emphasize what is basic in
education--a claim that is hard to dispute. What
is not basic is considered marginal or ornamental,
nice but not necessary. If our children are to
make it in a world that thrives on competition,
they need to be equipped with the tools they will

need to run the race well. (p. 6)

Another reason given for the poor status of art education
is its perceived subjective nature. Because learning and
performance in the arts is frequently judged difficult to
measure, research results and methodologies in art education

have tended to lack significance and rigor (Courtney, 1987).
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Hausman (1988) has pointed out the inconsistencies and

practicality problems facing evaluators in art education:

On the one hand, there has been tacit acceptance of
our rhetoric: "the importance of arts in our
culture." On the other, there’s a pressure for a
clear demonstration of what it is that is being
taught and the extent to which it’s being learned.
Practical minds are calling for operational
clarity. Indeed, the bottom line in such an
orientation is the ability to test and measure
outcomes. The result is the moving of instruction
toward those areas in which the content can be
organized and sequenced and taught system-wide.

(b 40)

As a peripheral subject, art often does not receive equal
funds for research. Through this kind of unequal treatment
art is kept in a marginal position. Also it has been noted
that "... the fact that art education is a relatively recent
development may contribute to its ambivalent reception in the
field" (Day & DiBlasio, 1983, p. 169).

McCaughy (1988), in the recent Canada Council study on
Arts Education in Canada mentioned several reasons for the
tension between education and the arts. McCaughy suggested
the following to account for the low status arts is given in

education systems across Canada: (a) In a system that puts
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increasing emphasis on the pragmatic vocational aspects of
education, the arts are seen as something only those with the
talent to become professional artists should study, (b) the
arts are considered leisure and not work activities, (c) the
arts are seen to fall into the category of affective rather
cognitive learning, and (d) there is the belief that the arts
are not amenable to testing and assessment (pp. 7-9).

Given these and the many other obstacles facing the
implementation of an art curriculum, the challenges to those
who design and implement visual arts programs are consider-
able. Program planners need to develop curriculum materials
which are especially helpful for teachers charged with
implementation under such difficult conditions. These
planners not only have to design programs which will work in
an environment where limited resources are available; they
also have to take into consideration the background of
teachers and the lack of in-service training and support for

implementation.

Curriculum Implementation

Curriculum guides developed by School Boards and Depart-
ments of Education are one potential source of support to
teachers in the implementation of art programs. However there
is very little research-based information on how to design

curriculum guides which take into account the diversity of
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factors influencing implementation of art programs (Van Den
Akker, 1988). There have been few attempts to research
factors which influence the utility of curriculum guides
(Westbury, 1983). As well there have been few systematic
investigations which match field requirements and priorities
with research activities (MacGregor, 1988).

MacGregor (1988) has suggested identifying skills that
may be useful for general application to teachers’ pre-service
learning, specifically by researching how to help teachers
learn about teaching art (as it is becoming more complexly
defined) when the time available for learning has not been
increased. Walker (1980) has suggested that there are a
number of design challenges facing those attempting to design
curriculum guides. They are: (a) how to attain sufficient
clarity and specificity so that those who are supposed to be
informed by a curriculum guide know exactly what they are
being advised to do; (b) how to make a guide easy to consult,
attractive and helpful so that it will be used; (c) how to
allow for the variety of settings and circumstances for which
the guide is intended; and (d) how to encourage the widest
possible acceptability so that recommendations and suggestions
will be followed in a school or community.

Problems identified in drafting guides have included the
use of vernacular language by art specialists who have assumed
a level of familiarity with terminology and concepts beyond

the comprehension of teachers with limited art backgrounds.



6
Sequencing of curriculum, application of learning theories and
techniques, analysis of concepts, and defining criteria for
student evaluation are all elements which are frequently
included in curriculum guides. A systematic review of these
elements could provide additional information which would be
helpful to art educators, researchers and decision makers
concerned with the implementation of art education.

McCaughy (1988) has suggested that in the field of the
arts, teachers are less likely to closely follow the guide-
lines than in "foundation" subjects (p. 9). One explanation
for this may be drawn from the observations of MacGregor
(1988). He noted the importance of well designed curriculum
guides for art teachers with varying backgrounds in art who
may otherwise have few resources to draw from on the imple-
mentation of their art programs (MacGregor). If the curricu-
lum guides are not helpful, they may be perceived as a time-
wasting, confusing and frustrating experience for teachers,
who face intense competition for their limited teaching and
preparation time.

According to Fullan (1985), all subject areas are
difficult to implement. But an art program is even more
difficult because of the ambiguities often associated with
affective learning and the problems of objective measurement
in the evaluation of performance in the arts. Intended
curricula are not always implemented as set out in the guides

due to many factors, some of which include the necessity to
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vary teaching ’ ‘ » community and
institutional support, and the quality of curriculum guide-
lines. Fullan (1985) has identified several factors, which he
suggests can lead to the successful implementation of
curriculum changes: (a) The development of clear and vali-
dated materials, (b) active administrative support and
leadership at the district and especially, at the school
level, (c) focused, ongoing in-service or staff development
activities, (d) the development of collegiality and other
interaction-based conditions at the school level, and (e) the
selective use of external resources (both people and materi-
als).

The Newfoundland and Labrador Task Force on Arts Educa-
tion (1980) created under the auspices of the Canadian
Conference of the Arts National Inquiry Into Arts and Educa-
tion was critical of the lack of support for art teachers who
had limited backgrounds in the subject. The report commented
on the lack of program development in arts courses that are
geared to the non-specialist teacher and teacher training
which does not prepare generalist teachers to cope effectively
with the arts as part of their teaching load. The Newfound-
land and Labrador Task Force was also critical of the fact
that many of the subjects in the arts disciplines were taught
by teachers who have no background in and often no affinity
for the arts.

The Task Force makes specific mention of the importance
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of pre-service training of teachers in art education, which it
claims is especially lacking in Newfoundland. Specialized
training in art education has generally not been available in
Newfoundland. Education students who wish to specialize in
art often have to leave the province to get training. Since
many do not return to the province when they have completed
their training, few specialized art teachers are available to
implement art programs, or to train generalists to implement
them in Newfoundland schools.

In 1986 the Draft Provincial Art Curriculum Guide for
Grades 7, 8 and 9 was developed as a response to the need to
support those teachers who have to teach art in implementing
the art program. The guide consists of two booklets; one
containing a philosophical statement and a series of object-—
ives, and the other consisting of lesson units wiih slides.
While there is a table of contents in the guide, it is not
indexed, sometimes making it difficult to find particular
sections. The statement of philosophy of art in the draft
Guide addresses mainly two areas:

1. Art as theory and practice with elements of design
and different media.

2. Art subjects as a reflectiion of students’ interests
and concerns. Particular attention is paid to implementation

of the curriculum with adolescent students, which is deemed to

require special to the ding of the middle

teenage years in trying to relate the students’ interests and



9
concerns to subject matter. The program goal is to create a

studio experience to

P "to be ul ... in
the areas of subject matter, design, media and techniques"
(Department of Education, Government of Newfoundland and
Labrador, 1986, p. 3).

The detailed statement of objectives, as outlined in the
guide, delineates broader, more general objectives, such as
promoting social interaction and cooperation, values clarific—
ation, physical activities, independent thinking and sensitiv-

ity training.

Purpose of the Study

The purpose of the study is to explore teachers’ percep-

tion of the utility of the 1986 land and L

Draft Provincial Art Curriculum Guide for Grades 7, 8 and 9 in
implementing the art program. The focus of the study is an
examination of teachers’ perception of the guide, taking into
account school and community factors that could influence
teachers’ use of the guide in the implementation of an art
program. Several questions are explored, which seek to
clarify possible relationships among the factors selected for
the study:

1. How do teachers view and actually use the guide?

2. Do teachers’' perceptions of the importance of art

education affect their use of the guide?
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3. Do t r art influence their
perception and use of the guide?

4. Do administrative considerations such as teaching
schedules, preparation time and the availability of supplies,
equipment and classroom space influence the use of the guide?

5. Does the availability and support of human resources
such as art coordinators, principals, librarians, artists and

parents influence the use of the guide?

Limitations of the Study

This study is limited in its generalizability to other
educational settings by a number of factors.

1. The study was restricted to the Art Curriculum guide
of the province of Newfoundland.

2. The guide as described in this study may have
undergone revision since it was distributed in 1986 in draft
form.

3. This study was limited to an examination of art
education in the junior high schools only. Art teachers for
Grades 7 to 9 were selected for the study since art is
designated as compulsory at that level for at least one of
these three years.

4. A relatively small sample size of 84 teachers does
not necessarily represent the views of most art teachers

across the province. Furthermore, the sample size was
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too small to permit a break-down in the reporting of results
by urban-rural, school board and regional differences.

5. Self-reporting by teachers has been shown to be
problematic in interpreting whether results are attitudinal
(perceptions) or reflect actual conditions under study
(Persall, 1972). The absence of a participant observation
component to the study therefore limits the possibility of
additional validity checks on teachers’ responses.

6. The study sought to examine the utility of the guide
only. No attempt was made to examine or evaluate the total

implementation of the junior high school art program.

Definition of Terms

Art Curriculum: An organized set of educational plans
and instructional materials intended to promote learning,
experience and the making of visual art.

Curriculum Guide: A learning resource developed for use
by educators in the implementation of educational programs.

Case Study: A method of evaluation research using an
intensive examination of an issue or events with the purpose
of making judgements (Guba & Lincoln, 1981, p. 375).

Educational Evaluation: "... the process of making
judgements about the merit, value, or worth of educational
programs, projects, materials and techniques" (Borg & Gall,

1983, p. 733).
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Curriculum Implementation: "Implementation consists of

the process of putting into practice an idea, program, or set
of activities new to the people attempting or expected to
change. The change may be externally imposed or voluntarily
sought; explicitly defined in detail in advance or developed
and adapted incrementally through use; designed to be used
uniformly or deliberately planned so that users can make
modifications according to their perceptions of the needs of

the situation” (Fullan, 1982, p. 54).

Organization of the Study

Chapter II of this study presents a review of the
literature related to curriculum evaluation, studies of
implementation research, and evaluation of art education.

Chapter III presents an outline of the design of the case
study with a description of sampling procedures, a discussion
of data collection methods, a statement of the research
questions to be answered, and an explanation of the approach
to data analysis for the interviews and survey components of
the research.

Chapter IV reports and analyzes the results of the survey
and interviews.

Chapter V presents conclusions and implications for art

program implementation.
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CHAPTER II
Review of Related Literature

An Overview of Evaluation

The following overview and analysis of the history of
curriculum evaluation traces many of the developments and
contributions on the part of evaluation researchers to
curriculum development. The early history of curriculum
evaluation has largely been a struggle between the followers
of different developmental theories--one group stressing the
influence of environmental forces and the other emphasizing
the primary importance of innate abilities. However these
groups had a common concern for social investigation. They
also shared a belief in using scientific methodologies to

test their ideas.

19th Century Overv.
John Stuart Mill was considered a pivotal figure in

establishing the use of scientific methods for practical

P! in ing social r (Hamilton, 1977). His
contribution to curriculum evaluation was related to his
concern about providing a coherent rationale for the conduct
of the social sciences.

Mill also tried to develop an empirically based theory of
ethics and to lay the philosophical foundations for what now

has been termed "the welfare state" (Hamilton, 1977). This
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led him to advocate a utilitarian role for experimental
inquiry broadly related to matters of social welfare. He
developed a utilitarian theory of ethics based on the liberal
ideologies that were formed during the revolutionary social
change periods in North America and Western Europe. This form
of utilitarianism held that principles of conduct can be
derived to judge social behaviour through a process of
experimental inquiry.

By adopting this process of experimental inquiry to
derive the moral principles to judge social benhavior, Mill
established a moral yardstick (a measure) which helped to
overcome the criterion problem in evaluation. Believing that
the chief moral problem was enlightenment and that men were
misled by their institutions, Mill felt that government should
stay out of men’s affairs. House (1978) built upon Mill's
theory by trying to operationalize in measurable ways what was
this "greatest good" or "great happiness." Maximizing happi-
ness, according to House (1978), refers to the utilitarian
ethic which seeks "the realization of some type of subjective
experience, often using surrogate measures like national
product ... mean test scores in education ... as the indica-
tors for happiness" (p. 49).

Mill‘'s use of the scientific method for social science
was boosted by the publication of Charles Darwin’s The Origin

of species claiming that "di of the

same species provide the mainspring of biological evolution."
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This Darwinian notion gave impetus to the empirical study of
human characteristics and further influenced social
researchers to develop new instruments for measurement of
change.

Francis Galton was influenced by Darwin’s evolutionary
theory on the relevance of heredity. Mainly interested in the
impact of social programs on the poor’s motivation for self-
help, Galton established through a series of anthropometric
and psychometric surveys a psychology of individual differ-
ences and a type of inferential calculus which helped in the
codification of empirical associations (Joncich, 1968).
Galton’s work on testing was supported by J. McKeen Cattell
who first used the term "mental tests" in 1890 and E.L.
Thorndike who built upon their work by constructing achieve-
ment tests, (Hamilton, 1977, pp. 322-323). The work of these
social scientists emphasized individual characteristics rather
than social and envirommental factors.

Charles Booth, in his investigation into poverty, began
his research by supporting Galton’s emphasis on individual
characteristics, but later he gave more weight to environ-
mental factors. He and his assistants used questionnaires,
official census data and participant observation methods to
study and describe the impacts of various conditions resulting
from different social program experiments. The influence of
Booth’s and Galton’s works spread to the United States giving

strong support to the settlement movements in Chicago and New



York (Cremin, 1961).

Education and Social Change

Around the turn of the century when the United States was
affected by rapid social changes characterized by such
movements as accelerating urbanization, massive immigration,
economi~ boom and bust cycles, and labour unrest, education
was advocated as the most effective instrument for the
improvement of social conditions.

John Dewey was a major figure during this period.
Perhaps more than anyone else he influenced the growth of
systematic inquiry for practical application in educational
evaluation. His belief "that moral knowledge was a species of
empirical knowledge and that social life could be enhanced
through the use of political technology" was well received by
both the industrial sactor and education authorities (White,
1972, p. 277). Dewey'’s belief in empiricism met the need for
a new direction for social change at a time when pyschol-
ogists, such as Thorndike and Woodworth, were expressing
doubts on the full potential of experimental research evidence
to demonstrate transfer of learning from one discipline to
another. Empiricism also met the needs of educational
authorities who were looking for ways to show that the
curriculum could respond more adequately to the trend towards
social efficiency movements in industrial and administrative

life (Hamilton, 1977).



Evaluation and Efficiency

The response to the increasing preference for education

to act as an instrument for social imp: t and the

for efficiency and practicality was‘ an expansion in the number
of innovations in evaluation methodology. Scientific methods
were rigorously applied to streamline efficiency. Examina-
tions were used for selecting students for higher education
and "mental tests" were used to categorize school children.
Age-grade statistics were collected to compare the quality of
different school systems. Individualization became a key
concept of educational theory. Evaluation was equated with
the administration of standardized tests. The implementation

of E.L. Thorndike’s achievement scale, first published in

1908, ed new techniques that stressed

administrative control over curriculum development. These
developments led to the centralization of education. The
school curriculum fell increasingly under the influence of a
kind of business ethic representing the interests of pro-
fessional training and bureaucratic expertise (Hamilton,

1977).

Curriculum Evaluation
The Seventeenth Yearbook of N.S.S.E., published in 1918

and dealing extensively with evaluation, roughly marks the
beginning of an emphasis on behavioral concepts in defining

the objectives for evaluation (Pearse, 1981).
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The Twelfth of N.S.S.E. published an article by

F.W. Taylor, The Principles of Scientific

further support for the scientific movement. Taylor’s ideas
and those of F. Bobbitt, and W.W. Charters were important
additions to the increased support for improved efficiency in
education through the evaluation of curriculum design.
Taylor’s idea that educational efficiency could be increased
through a detailed analysis of the skills that a child must
acquire to become a socially mature adult influenced Bobbitt
to focus on the organization of school subjects (Hamilton,
1977). Bobbitt was later joined by Charters and together they
developed a linear system of curriculum design based on
Taylor’'s idea. Bobbitt and Charters united administrators and

who had di group i ts. Their appeal

related to the search for educational goals that could be
established by reference to "common aims." They saw evalu-
ation of educat.on as a technological task to facilitate

effective changes in schooling. Moreover they looked to the

superint and for their curriculum designs and
to the measurement community for quality control. Seen in
this light evaluation research took on a more objective
approach that was mainly concerned with the measurement of

educational goal attainment.

Eight Year Study

The emphasis on curriculum construction advanced by
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Bobbitt and Charters was complemented by the work of Ralph
Tyler. Between 1930 and 1960 developments in educational
evaluation were largely dominated by Tyler. This era was a
trial period for many on-going evaluation activities based on
a pattern of assessing the relationship between outcomes and
objectives.
Tyler was research director of the Committee on Evalu-
ation and Recording for the Eight Year Study (1932-1940).
Tyler‘s Eight Year Study 1ly the

efficacy of evaluation design. Several important evaluation
guidelines emerged from it. A new emphasis was placed on the
prior specification of objectives, along with the classifica-
tion of objectives for the purpose of determining areas of
educational focus and the types of instruments to be used to
measure outcomes. Tyler also demonstrated that evaluators
themselves might suggest situations in which achievement of
objectives could be demonstrated so that they may interpret
results or outcomes in relation to objectives (Boughton,
1976).

Guba and Lincoln (1981) point to the practical applica-
tion of Tyler’s main work--that curricula needed to be
organized around certain objectives which are critical for
forming a basis for planning, for providing explicit guides to
teachers, and for serving as criteria for the selection of
materials and preparation of tests. From an evaluation

perspective, Guba and Lincoln note the importance of the idea
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that the objectives serve as a basis for the systematic and
intelligent study of an educational program.

Tyler’s approach was an advance over the pupil-centered,
measurement directed approaches. Building upon the prevailing
scientific tradition, his approach gave an aura of legitima-
tion to the fledgling field of evaluation. By differentiating

the of and evaluation, evaluation

came to be viewed as a separate process from measurement.
Tyler’s rationale represented a major step forward in that it
went beyond theoretical formulations and focused on the
refinement of curricula and programs as the central thrust of
evaluation, whereas previously evaluation had existed largely
for the purpose of making judgements about individual
students. Tyler gave new direction to evaluation, making it
the mechanism for a dynamic process of curriculum improvement
(Guba & Lincoln, 1981). Teachers were seen as fully func-
tioning competent professionals who were being provided a
means whereby they evaluated their own work, as committed
professionals, and provide feedback for suggested curriculum
changes.

Finally Tyler’s rationale made the implicit suggestion
that ongoing feedback and evaluation were valuable, fore-
shadowing a more recent concept of "formative evaluation."
His work came to be viewed by the research community as a
basic pattern for the design and evaluation of school

curricula. Moveover the concepts used in the guidelines of
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his Eight Year sStudy have been subsequently adopted and
further developed by other curriculum and evaluation
theorists (Worthen & Sanders, 1973).

Tyler’s concern for school-wide behavioral objectives
received support in 1956 with the publication of Handbook I of

the of Educational Objectives a seven year

collaborative project by two of Tyler’s co-workers, J.T.
Hastings and Benjamin S. Bloom (Bloom & Hastings, 1956). The
volume refined Tyler’s guidelines relating to specification,
selection and classification of objectives, and moved evalu-
ation procedures to the realm of "higher mental process" so
often verbalized in abstract terms in our educational object-
ives (Merwin & Womer, 1969). Handbook I was followed by
another volume on education and the affective domain
(Krathwohl, 1964). The second volume attempted to clarify
what goals are being sought and focused teachers’ attention on
the beginnings of complex objectives such as types of
appreciation, interests and attitudes. With the growth of
more complex statistical procedures like factor analysis and
the applications of psychometric theory and experimental
design, Tyler’s work and those of his contemporaries pointed

to new directions for the future of educational evaluation.
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Changing in iculum Evaluation

Tyler’s Eight-Year Study, despite its success, did not
immediately encourage much growth in evaluation research. It
was unfortunately followed by the lean years of World War II
when politicians and the public were reluctant to invest time,
personnel and resources that were necessary for the expansion
of evaluation technology. The emphasis then was shifted to

improve developing course construction rather than developing

and enhancing evaluation res. School 1 became
more involved in evaluating their own programs. This approach
eventually was criticized and blamed for the decline in
academic standards and for failing to meet the demand for
scientific personnel in industry. In response to this
societal problem, evaluation research began to change its
focus towards improving the substance of course content.
During this transition period, curriculum development was put
in the hands of subject matter specialists from the univers-
ities. The emphasis on discipline-centered curriculum was
reinforced by the launching of Sputnik by the Russians in
1957. Education was again blamed for the decline of scient-
ific technology. The overall merit of the new discipline-
centred curriculum, designed by various task forces of subject
matter specialists, was not questioned because of the superior

intellectual prestige of the pure sciences. Evaluation at

this time remained an informal di d by of
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the subject matter team, in association with teachers in trial
schools.

In the early 1960s the impact and value of these programs
designed by subject matter specialists were questioned,
because evaluations indicated little gains from these
programs. It was believed that the non-significant results
could be attributed to curriculum implementation problems,
rather than curriculum content. Curriculum developers began
to apply ideas from behavioral research, which was then
dominated by psychologists whose emphasis was on an experi-
mental approach focusing on individual differences. Evalu-
ation gradually became a specialist activity, as attempts were
made to organize curriculum approaches to apply to many types
of programs and projects.

The 1960s were, on the whole, significant years for
educational evaluation. The growth of interest in using
evaluation to heighten the efficiency of educational programs
stimulated researchers to study contributions toward the
field. Resulting from this research on evaluation was the
publication of a series of articles, many from the American
Education Research BAssociation (AERA) Monograph Series.
Searching and probing articles by Cronbach (1963), Scriven
(1967), Stake (1967) and Provus (1969) helped to extend and
deepen evaluation theory.

Cronbach’s paper, publisiied in 1963, was the first of

these articles. It provided a new emphasis cn the process of



24
curriculum evaluation, which entailed an analysis of decision-
making by those charged with program development. Cronbach
urged that the traditional concept of evaluation be extended

to include the ways in which refi and 3impr

could occur while a course was in process. Evaluation, in his
view, had to be more concerned with course performance
characteristics than with comparative studies (Cronbach,
1963).

Cronbach (1963) suggested that the outcomes observed
should include general outcomes such as attitudes, career
choices, general understandings and intellectual powers, and
aptitude for further learning in the field. Boughton (1976)
felt Cronbach’s paper greatly influenced the evaluation
community to change the focus of evaluation from outcome to
process evaluation.

Although C: s (1963) influenced

federal government to spend heavily on educational research,
development and dissemination, it was the Elementary and
Secondary Education Act of 1965 which helped to give educa-
tional evaluation its biggest boost (Guba & Lincoln 1981}.
Tyler (1969) in his introduction to the Sixty-Eighth Yearbook
of the N.S.S.E., explains:

... Title I of the Elementary and Secondary Educa-
tion Act of 1965 authorizes nearly $1 billion to be
allotted to schools with a high concentration of

children from homes in poverty, and the Act
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requires each local district receiving such funds
to evaluate the effectiveness of the educational
efforts thus supported. Many schools and a major-
ity of the states reported that they had no means
readily available for conducting such evaluative

studies. (pp. 1-2)

The evaluation community was not prepared to face a new
challenge posed by Title 1 and Title 3 of the Elementary and
Secondary Education Act (ESEA). The new demand included the
need to conduct massive educational auditing through output
budgeting. This legislation gave rise to a new generation of
evaluators and led to the establishment of several centres
that developed new evaluation theories and procedures.

Scriven (1967) in his article The Methodology of Evalu-
ation, insisted that evaluation should not only concern itself
with the assessment of goal attainment but also with the
values of the goals being sought by educational programs. To
Scriven the primary goal of evaluation is to indicate whether
the goals themselves are worth achieving. Scriven also
distinguished between formative and summative evaluations;
that is, evaluation studies done during the development of a
program and those done after the program has been completed.
Although not clear cut, the distinction helped to raise issues
which have guided other researchers and stimulated inquiry and
discussion. In illustrating the formative and summative

stages of evaluation, Stake (1976) added to the clarification
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of Scriven’s distinction between these two stages:

... that when the cook tastes the soup it is
formative evaluation and when the guest tastes the
soup it is summative. The key is not so much WHEN
as WHY. What is the information for, for further
preparation and correction or for savouring and
consumption? Both lead to decision making, but

toward different decisions. (p. 19)

Scriven (1967) also made the distinction between pro-
fessional and amateur evaluation, and he called for the
professional evaluator to render judgement. Scriven main-
tained the view that the teachers who were subject matter
specialists should play a significant role in the validation
of program objectives since these teachers presumably would be
the most informed in their respective subject areas. Glass
(1970) supported this view by concluding that "human judgement
was the only arbiter," when a consensus on evaluation method-
ologies could not be achieved. Further, Scriven has been
recognized for "distinguishing intrinsic or process evaluation
from payoff or outcome evaluation, and contrasting the utility
of comparative evaluations with that of noncomparative
evaluation arguing ... for the utility of comparative evalu-
ations (Guba & Lincoln, 1981, p. 9). While Scriven did not
provide practical solutions to evaluation research, he

contributed to the field by raising issues which required
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further discussion and inquiry in the evaluation literature.
Eisner (1969) also attacked the concept of objectives,
which he argued are not value neutral but are based on certain
implicit metaphors that guide thinking about the nature of
education, such as.the industrial metaphor, the behavicristic
metaphor, and the biological metaphor. In terms of evalu-
ation, expressive cbjectives could not be dealt with in terms
of a common standard, unlike those instructional objectives
which could be determined by the congruence between the

objective and student behaviour. Rather such objectives

required a 1lly different (Guba & Lincoln,
1981).

The works of Cronbach (1963), Scriven (1967), Eisner
(1969) and others, while helping to develop theories and
approaches to educational evaluation, also led to increasing
complexity in the view of curriculum evaluation. Consequently
there was a need to develop models of evaluation wnich could

translate the evolving conceptual materials into applied

approaches.

From the host of contemporary evaluation models that have
evolved since the mid-sixties, essentially two categories of
approaches to evaluation have emerged: the consensus models

and the pluralist models.



28
Consensus Models

These models are, according to Hamilton (1977), based on
"a consensual image of social life" with goals and criteria
that in one form or other, can be agreed upon (pp. 335-6).
The consensus models assume that there can be agreement on
curriculum goals and the criteria for evaluating successes
(Hamilton). The search for consensus among evaluators and
educators has often been frustrated by a differences of values
among the various participants in the evaluation process.
Nevertheless this has not deterred the various interest groups
from seeking to concur on goals for curriculum and criteria
for evaluation. According to Aocki (1977), those subscribing
to a consensus approach tend to emphasize technology of
evaluation, educational reform and social engineering.

In the consensus models, evaluators are seen as a "surro-
gate interest group" that speaks for the welfare of society as
a whole (Scriven, 1967, p. 81). Course developers and
evaluators tend to play a strong role in getting consent, the
establishment of which will vary from case to case. For
example, the Tylerian tradition relies heavily upon the
curriculum maker for its objectives (Stake, 1970), and
Scriven’s comparative model uses criteria that are validated
by "highly qualified experts and professionally competent
evaluators” (Scriven, 1967). Since so much stress is placed
on the importance of agreement about objectives and/or

criteria, the possibility that there will be areas of antag-
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onism is played down. In cases when different individuals may
have an "opposite preference” evaluators are inclined to focus
upon areas of agreement (Scriven, 1972a, p. 84). Stufflebeam,
Foley, Gephart, Guba, Hammond, Merriman and Provus (1971) made
a similar point: with consensus models it is presumed that
values which are shared are more significant than discrepant

values.

Tylerian model.

Tyler’s goal attainment model, described earlier and
derived from his Eight-Year Study on specifying and class-
ifying objectives of education, was developed through 1970
into a widely recognized approach. The approach continues
with modifications developed by Cronbach, Hammond, and
Metfessel and Michael (Worthen & Sanders, 1973). The focus of
the approach is matching student outcomes with educational
objectives. Assessing goal attainment using agreed-upon

criteria is the objective of the Tylerian approach.

Experimental model.

An experimental or comparative approach to evaluation
uses research methodologies of experimental control groups and
random sampling (Campbell & Stanley, 1963). Although it is
considered the preferred method for educational research, it
has nevertheless been criticized for being overly academic in

its pursuit, and therefore its usefulness in the practical
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application of results is limited (Stake, 1976). Data collec-
tion and analysis by themselves, without judgement as to the
application for curriculum change, may be research but this
approach cannot be considered evaluation (Arasian, 1974).
Therefore while still favourably viewed as more rigorous in
methodological consideration, the experimental model has been
criticized for its failure in providing guidance to those

charged with developing and implementing curriculum.

Judgemental model.

Scriven, Eisner and Stake, among others, who criticized
"value neutral"” research have made the case for the develop-
ment of goals, standards, and criteria for evaluations based
on professional and personal judgements regarding the worth of
educational programs. According to Popham (1975) there are
two types of judgemental r=‘els, one emphasizing intrinsic
criteria and the other, extrinsic criteria. Within the
judgemental approaches, the accreditation model uses criteria
intrinsic to the evaluators. Stake probably went the furthest

with this model when he the impl ion of

professional panels in the accreditation of programs.
Examples of this approach may be found in the Report of
the Central Advisory Council for Education (1967) and Coming

to Our Senses (1977). In these two cases professional panels

were assembled to pass judgement on data which compared goals

with outcomes not only by a review of goal attainment but also
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by examining the value inherent in the goals at the outset.
In the judgemental model emphasizing extrinsic criteria
the evaluator determines the worth of the goals and whether
the goals are being met. This model, using the mathodology
advocated by Scriven, involves the gathering and combining of
performance data with weighted sets of goal scales (Worthen &
Sanders, 1973). The evaluator is ultimately responsible for
judging the merit of an educational program for planners, if
the evaluation is formative, or for consumers, if it is

summative.

Management model.

Management models for evaluation (Stufflebeam et al.,
1971; Provus, 1969; Rippey, 1973) can be either program,
organization or system centered. The aim of evaluation, under
management models, is to assist rational decision making
involving policy formulation and program implementation
processes. The data and performance criteria of management
models relate to the "total system” and, as such, the manage-
ment models reflect the aspiration of personnel with program
wide responsibility, not the immediate concerns of classroom
practitioners.

Stufflebeam et al.’s (1971) C.I.P.P. Model aims to provide
relevant jnformation to decision makers; it is systematic and
cyclical. Based on consideration of a number of factors,

Stufflebeam’s model involves four distinct types of evalu-
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ation: context, input, process, and product (Guba & Lincoln,
1981). Context evaluation provides for the circumstances and
conditions which facilitate the generation of a rationale for
the development of objectives and implementation considera-
tions. Input evaluation considers factors such as information
or resources used to attain objectives that are helpful in
curriculum development. Process evaluation is formative,
providing feedback for policy-making and program implementa-
tion. Product evaluation is concerned with the summative
approach, which aids in assessing goal attainment as compared
with program objectives. The types of decisions and evaluat-
ion process steps are designed to interact, creating a model
for providing useful information to help decision makers to
facilitate quality educational control and improvements (Guba
& Lincoln, 1981).

Provus’ (1969) "discrepancy model" is included by Provus
in the management-oriented evaluation models because the
information derived from examining discrepancies between
actual performance and standards is used in making decisions
to improve, maintain, replace, or terminate a program. In his
model the evaluator is like a "management engineer" and the
evaluation process functions as a ‘'watchdog of program
management” (pp. 245 & 260). In the discrepancy model the
evaluation team works closely with program staff on standards
to ensure collection of information relevant to program

improvement. Concepts like feedback loops and cost-benefit
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analysis are incorporated in this model.

Interdisciplinary model.

The fields of literary criticism, jurisprudence, and
consumer science have also offered approaches to evaluation.
The literary criticism model for evaluation developed by
Eisner (1979) is intended to supplement the use of scientific
procedures with "connoisseurship and criticism" drawn upon
from an artistic tradition. Judgements are based on "the
nature of artistic virtue." The literary criticism model
incorporates ways of seeing rather than ways of measuring,
thus making the human being a measurement instrument.
Following the tradition of John Dewey, Eisner defines critic-
ism as "the art of disclosure" and connoisseurship as "the art
of appreciation" (Eisner, 1979, p. 193).

Through criticism, which is educational, the evaluator's
goal is to "sensitize the individual practitioner (or reader)
by rendering an account of the program, using the vehicles of
suggestion, simile, and metaphor" (Eisner, 1972, p. 586).
Because educational practices, like works of art, are
extremely complex, the art of appreciation is aimed at
developing a refined perception of educational programs and
their products. The evaluator who uses this model is seen as
an educational connoisseur who, by virtue of his background,
is able to appreciate the characteristics and qualities of

that he en to a better degree than is a less

sophisticated observer (Guba & Lincoln, 1981). Eisner (1979)
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derives his methods for disclosing gqualitative aspects of
educational situations from the anthropologist’s method of
"thick description.™ Though this approach reveals and promo-
tes multiple perspectives and tends towards pluralism, because
the critic forms judgements, appraises value, and makes
decisions grounded in ratiopality, it is considered a con-
sensus model.

Kourilsky (1973), Levine (1973) and Wolf and Tymitz
(1977) developed models of evaluation based on the use of
jurisprudence principles of court room procedure, by examina~
tion and cross examination of evidence in a type of advers-
arial process to assess the merit of particular policy
options. Although Kourilsky, Levine and Wolf and Tymitz all

use their models to legitimate the existence of discrepant

by and ies, the
of decision-making in their models are different (Hamilton,
1977). For Kourilsky the adversarial process of conducting
informed debate on educational program alternatives is an
attempt to uncover "the truth" and arrive at reasoned and
judicious decisions on curriculum. His concern of selecting
appropriate information is shared by Wolf (cited in Hamilton,
1977). Levine regarded the adversary model simply as a means
of conducting debates about educational programs by emphasiz-
ing the "politics of decision making." The evaluator’s role
therefore is to arrive at the best choice possible after

careful consideration of the range of options and their
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potential costs and benefits. 1In this way the adversarial
model may be seen to contribute to rational decision making in
the development of educational programming. Kourilsky saw the
development of the adversarial model as an end in itself,
thereby contributing to the technology for decision making.

In the tradition of Scriven’s (1972b) emphasis on actual
effects of education, a model of evaluation has been developed
which is derived from consumer science. In this model, impact
upon the consumer rather than intentions (objectives) is the
ultimate measure of the success of a program. For this model,
termed Goal Free Evaluation, the judgemental criteria are not
pre~specified by the curriculum developer. They are applied
post hoc by the evaluator who uses external "standards of
merit" derived from "the needs of the nation" (p. 2). The
focus on outcomes rather than inputs is intended to inform
consumers, advocates and program planners, irrespective of
goals and objectives, about actual educational effects in
order to obtain, as accurately as possible, an evaluation of

educational results.

Pluralist Mcdels

The pluralist models arise from scepticism about the
ability to achieve consensus in light of the competition among
interest groups and values in the power structure of education
systems. There is a recognition that attaining the standard-

ization of goals and criteria for success may be difficult to
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achieve, given the variety of social circumstances in which
educational programs are implemented. The difficulties with
consensus models, particularly in having to obtain agreement
on social values by all political interests in the evaluation
process, have led to acknowledgement of the fact of pluralism,
Value differences among the people in the evaluation process
inevitably led to conflicting goals, various methodologies,
and widely varying interpretation and application of results.
This often resulted in a lack of closure or consensus on
educational issues. Thi: difficulty logically gave rise to a
pluralistic approach, where all values and perspectives are
taken into account in the development of goals and evaluation
methodologies. In these circumstances, the pluralistic models
provided an effective approach for raising research questions
and issues, to a greater extent than it served to answer the
education system’s need for data upon which to make decisions.

Stake (1967) indicated that pluralism takes into account
the circumstances of contexts and situations and the various
perspectives of the actors in the evaluation process. He
suggested that part of the responsibility of evaluators is to
make known which standards are held by whom.

The necessity to consider a wide variety of values indeed
makes consensus almost impossible. Scriven (1978) notes that
there are four kinds of values which can be considered: (a)
rhetorical values of the institution; (b) actual values

derived from the institutions’ educational practices; (c)
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institutional interests; and (d) ideal values (p. 23). Anyone
doing evaluation using a pluralistic model would probably have
to consider all of these types of values in thoroughly

assessing goals and goal attainment.

ponsive model .
Stake’s (1975) focus on the interest groups and individu-
als involved in the evaluation process led him to develop a
"Responsive Model" of evaluation. In this approach there is
less of a focus on objectives and more on the interests of
what he called "stakeholding audiences" (Guba & Lincoln, 1981,

p. 24). Stake explained the approach by saying,

For an evaluation to be useful, the evaluator
should know the interests and the language of his
audiences. During an evaluation study a
substantial amount of time may well be spent in
learning about the information needs of the persons
for whom the evaluation is being done. The
evaluator should have a good sense of whom he is
working for and their concerns ... (responsive
evaluation is) an approach that trades off some
measurement precision in order to increase the
usefulness of the findings to persons in and around
the program ... An educational evaluation is a
responsive evaluation if it orients more directly

to program activities than to program intents;
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responds to audience requi for infi ion;

and if the different value perspectives present are
referred to in reporting the success and/or failure

of the program. (Stake, 1975, pp. 13-14)

Stake outlines twelve steps in his responsive evaluation
model, demonstrating a widely consultative and formative
approach, which takes time to involve and give feedback to the
various audiences with an interest in the evaluation. These
steps are not necessarily sequential and they subscribe to the
pluralistic sensibilities which actively take into account the
particulars, contexts, personalities and situations of parties

to the evaluation process.

Democratic model.

Discontent with the efficiency models of the 1970s, which
were felt to be too restrictive because they were confined to
specific objectives and skills learning, gave rise to
approaches which tried to capture a broader appreciation of
human experience and feelings (Apple, 1974; MacDonald, 1973;
Aoki, 1978). These authors view evaluation in the tradition
of Scriven, as a process of valuation or a process of assign-
ing value to educational processes and products. Evaluation,
seen in this way, is much more of a socio-political process
where competing ideologies struggle to have their value
orientations incorporated into programs. MacDonald suggests

that all evaluation is concerned with providing information
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for decision-makers, but not all evaluators agree about who
the important decision-makers are, or what information they
need (MacDonald, 1973).

Pluralistic models developed by Stake and others have re-
sponded to a need for recognition of the political realities
facing evaluators who are confronted with a variety of values
and perspectives in the differing educational contexts in
which they find themselves carrying out their work.

The development of consensus and pluralistic models of
evaluation offers an array of possibilities to be considered
by evaluators. Hamilton (1977) perhaps best sums up the
status of evaluation in his day at the end of the 1970s when
he stated that "evaluation is offered as an unfinished blue-
print rather than a perfect technology. It generates issues
not solutions. It is about information rather than confirma-

tion" (p. 342).

Implementation and Program Evaluation

Implementation research has grown from the need to
evaluate how educational innovations get carried out, to
concerns with situational factors which influence the extent
of the realization of education programs. It is concerned
with the influences of teachers, students, administrators,
parents, school systems and committees on the implementation

process.
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Program evaluation generally, but more specifically as
applied to the field of education, has been improved by the
development of implementation research. The importance of
doing implementation studies has been demonstrated through
research. Hess and Buckholdt (1974) found a positive rela-

tionship achi scores and the degree of

implementation. Leinhardt (1974) also reported that measured

impl ion categories for 37% of the variance in

student achievement. Studying teachers’ implementation
behaviour and the extent of implementation may contribute sig-
nificantly to the understanding and evaluation of educational
programs .

Various reasons have been identified in the literature
for carrying out imp'ementation research. Tyler (1986)
believed that information from implementation research would
help to explain why certain projects failed to attain their
objectives. Factors explaining implementation successes or
failures could possibly be considered by others planning
similar innovative educational changes.

Borg and Gall (1983) suggested that ensuring the finished
product would be implemented according to the developers’
specifications was a way to justify the costs and time spent
in developing an innovation. Other reasons identified by
Fullan and Pomfert (1977) for studying implementation were:
(a) it helps to know what has been changed; (b) it helps to

identify some of the problematic aspects of bringing about
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change; (c) it helps to differentiate between decisions to use
an innovation and factors contributing to implementation with
implementation itself; and (d) it makes easier the inter-
pretation of learning outcomes and facilitates efforts to
relate them back to possible learning determinants (pp. 336-
339).

Despite its importance, program implementation was seldom
studied until the mid 1970s. In both Canada and in the United
States large curriculum projects failed to have the impacts on
schools that had been anticipated (Gallagher, 1966; Goodlad &
Klein, 1970). One major reason attributed to the failure of
these projects to yield their intended effects was inadequate
implementation. Therefore it was important to examine and
understand the circumstances and conditions facilitating or
blocking implementation.

Some writers suggested that a possible reason why
promising innovations have had little effect on pupil learning
was that probably many of these promising innovations might
not in fact have ever been implemented. Innovations intro-
duced into schools are only proposals for change; to achieve
their intended effects, they must be implemented. Hymen,
Wright and Hopkins (1962) speculated that, "The answer to why
a program was ineffective may even be reduced to the simple
fact that it was not in reality operative; it existed only on
paper ... When the stimulus is not there, there is no process

that it can generate" (pp. 74-75). The implerentation studies
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reviewed by Gross, Giacguinta and Bernstein (1971) revealed
the paucity of knowledge concerning the conditions influencing
the implementation of organizational innovations. Stufflebeam
et al. (1971) also noted that knowledge about the
implementation phase of the process of planned organizational
change was limited.

The 1970s was an important period for developing imple-
mentation research. After Charters and Jones (1973) pointed

out the risks of measuring "no ts," more ion was

paid to the many variables associated with the implementation
of innovations and was focused on the description and measur-

ement of these variables. for this i s

on implementation research was provided by Scriven (1976) when
he explored the distinctions between summative and formative
evaluation. The evolution of models for evaluation incorp-
orating procedures for describing education processes also
contributed to this development (Stake 1970; Stufflebeam et
al., 1971; Rippey, 1973; Provus, 1971; Alkin, 1967).
Implementation research carried out during the period of
the 1970s contributed to a strong base of evidence for
evaluators and researchers to understand how and why educa-
tional reforms fail or succeed and how innovations worked in
practice (Fullan, 1982). This growing interest in implementa-
tion research and its effects on educational practice has been
demonstrated by a rapidly expanding literature (Gross et al.,
1971; Fullan & Pomfret, 1977; Leithwood & Montgomery, 1980).
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Many of the implementation studies reviewed showed

serious ical or ptual shortcomings (Gross et
al., 1971). Researchers and evaluators saw the need to
develop suitable conceptual and practical tools to assess the
degree of implementation and to ensure that effects of

implementation research are evaluated. New directions were

P by these s in their implementation studies.

Some researchers put forward many evaluation approaches to
assess whether there was any empirical support for theoretical
reasoning about circumstances that could influence the degree
of implementation. Because the methods used in many previous
studies to evaluate behavioral changes were highly question-
able, Gross et al. stressed the importance of obtaining an
accurate measure of the dependent variable in any study. They
also believed it necessary that work be based on systematic
observations of the behaviours in question.

In the 1970s, implementation variables were recognized as
having important implications for analysis and interpretation
of outcome data. Increasing attention was given to the many
variables associated with implementation of innovations and to
the description and measurement of these variables.
Determining whether the innovation was actually in use and, if
so, how it was being used was essential to the interpretation
of any study.

Hall and Loucks (1977) also saw the need to system-

atically document the implementation of innovations. They
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observed that first hand information about implementation is

critical for i ting and data. Being
aware that in most evaluation studies, the presence of
innovation was assumed rather than based on systematic
documentation, they believed that many of the non-significant
findings reported in evaluation studies might better be
explained if more were known about actual use of the innova-
tion. Hall and Loucks concluded that the only way to know for
sure whether and how an innovation was being used was to
assess each individual’s use directly. They explored the
implementation issues by using the concept of Levels of Use of
the Innovation (LoUs). The individual classroom teacher,
assumed to be the primary unit of adoption, was used as the
unit of analysis. Some studies had demonstrated that asking
more remote sources about the use or non-use of an innovation
had serious validity problems (Berman & Pauly, 1975; Deal,
Meyer & Scott, 1975; Greenwood, Mann & McLaughlin, 1975).
Goodlad and Klein (1970) and Jones (1973) also found that it
was not safe to assume that the innovation was being used

because the materials had been or t

had received in-service training.

Hall and Loucks (1975) used eight LoUs which had been
identified and operationally defined in the Concerns-Based
Adoption Model to measure the utilization characteristics of
the innovation. The content of the LoU concept is the

behaviors of innovation users and non-users. The focus is on
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what teachers do in relation to the innovation. The eight

levels of use identified were:

Levels of Use

Non-use

Orientation

Preparation

Mechanical Use

Routine

Refinement

Integration

User’s Characteristics

User has little or no knowledge of the
innovation

User has recently acquired or is
acquiring information about the
innovation.

User is preparing for first use of the
innovation.

User focuses most efforts on the short-
term, day-to-day use of the innovation
with little time for reflection. Changes
in use are made more to meet user needs
than students’ needs.

User gives little thought to improving
innovation use or consequence.

User varies the use of the innovation to
increase the impact on clients within the
immediate sphere of influence.
Variations are based on knowledge of
both short and long-term consequences
for clients.

User is combining own efforts to use the
innovation with related activities of

colleagues to achieve a collective impact
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on clients within their common sphere of
influence.

Renewal User reevaluates the quality of use of
the innovation and begins to explore
alternatives to or major modifications of
the innovation presently in use.

Within these eight levels of use, sophistication of
implementation is defined by the user’s expanding ability in
practice to effectively implement the innovation to suit the
abilities of his or her students in their own setting. The
LoUs developed by Hall, George and Rutherford (1977) were seen
by Leithwood and Montgomery (1980) as a step towards

recognition of impl ion as a . They stated that,

The substantial value of this work lies in its
operationalization of implementation as a process,
empirical recognition of differentiated needs among
implementors depending on level of use, the provi-
sion of well-tested sets of instruments and pro-
cedures for diagnosing both levels of use and

stages of concern. (p. 206)

Leithwood and Montgomery (1980) considered it important
to evaluate the nature and degree of implementation of program
innovations. They believed that information derived from such
evaluations might assist in developing accountability for

management, decisions as well as serving research and develop-
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ment functions. To be beneficial evaluations have to provide

information relevant to its particular function. However,

ility, and and development are
not independent functions. A decision maker can profit from
information relevant to several or all of these functions at
a given time. To obtain the relevant information for separate
functions, many studies are undertaken by researchers and
evaluators interested in implementation evaluation to design
methodologies relevant to individual functions. For example,
to evaluate program implementation which served accountability
and management decisions, Leithwood and Montgomery developed
a methodology which has the potential to indicate both current
status and growth in use of an innovation. Their methodology,
with added curriculum dimensions to the definition of imple-
mentation of the innovation, helps to provide a more diagnos-
tically sensitive variation of the concept of levels of use.
Like Hall and Loucks (1975) the methodology developed by
Leithwood and Montgomery requires that definition be in terms
of teacher knowledge, objectives, strategies, behaviors, and
associated classroom practices.

In another study conducted by Regan and Leithwood (1974),
it was found that implementation of an educational innovation
should consider the complex structured relationship between
system variables, human variables and technological variables
in order to increase the predictive power of results from the

innovation when implemented. In developing such a model for
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curriculum innovation, Regan and Leithwood considered the
specific roles of the teacher, principal, administrator and
academic and their functions in the processes of innovation
implementation and evaluation. Their study demonstrated the
importance of considering several critical dimensions of the
role of the teacher. These dimensions affecting implementa-
tion helped to indicate the amount of support the teachers
needed and the kinds of support they valued.

The role of the teacher is described by many researchers
as being pivotal in bringing implementation to any successful
curriculum innovation (Sarason, 1971; Smith & Keith, 1971;
Fullan, 1972; Leithwood & Russell, 1973). These researchers
believed that implementation strategies which relied too
heavily on reorganization of systems were unlikely to be
effective, and therefore suggested that teacher-users be
viewed in the context of other demands placed on them in order
that they be provided the necessary support.

Regcn and Leithwood (1974) also stated that, for innova-
tion implementation to be successful, a change in the thinking
or approach of the people involved in the educational change
strategy is necessary. Innovation strategies without the
necessary adjustments in people, they believed, may facili-
tate, but far from guarantee, changes in function since the
new forms may be poorly developed and may not be understood by
teacher-users.

Different researchers have examined the roles of individ-
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ual users in the implementation of educational innovation.
Fullan and Pomfert (1977) looked at implementation in terms of
five change dimensions: changes in materials; changes in
structure; changes in role behavior; changing knowledge and
understanding; changing value internalization (p. 336).

Fullan (1982) looked to the significance of the meaning
of change for understanding the implementation of inrovations.
He believed that underlying the question of implementation is
the problem of finding meaning in change. He emphasized the
importance of knowing what change looks like from the point of
view of the individual teacher, student, parent, and
administrator in order to understand the actions and reactions
of each player. Combining the aggregate knowledge of these
individuals’ situations would, he suggested, help to compre-
hend the big picture of organizational and inter-organization-
al factors which influence the process of change. From his
intensive research done on implementation of educational
innovations, Fullan later identified 15 major factors on which
there is enough evidence to warrant generalization about how
and why particular factors influence implementation. He
suggested that consideration of these factors in evaluating
educational changes should facilitate a more systems-oriented
approach. These identified factors are:

1. Need and relevance of the change

2. Clarity

3. Complexity
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4. Quality and practicality of program (materials etc.)

5. The history of innovative attempts

6. The adoption process

7. Central administrative support and involvement

8. staff development (in-service) and participation

9. Time-line and information system (evaluation)

10. Board and comnunity characteristics

11. The principal

12. Teacher-teacher relations

13. Teacher characteristics and orientations

14. Role of government

15. External assistance.

The first four factors affecting implementation can be
considered major aspects of the change itself.

The role of socio-political forces contributing to the
shaping of values towards the subject discipline under study
or the attitude to education in general may also be signifi-
cant to the implementation of programming. The extent to

which curriculum are impl to the t

degree possible is clearly affected by the teachers’ and the
support personnel’s perception of the need for change. If
teachers are satisfied that existing programming is adequate
there may be more resistance to change.

The clarity of curriculum materials in their statements
of objectives, their use and explanation of various concepts

in the vernacular of the subject area and their degree of
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specificity in detailing program changes may all affect the
extent of implementation.

Any change can be examined with regard to the difficulty,
skill required, and extent of alterations in beliefs, teaching
strategies, and use of materials. For effective implementa-
tion it is necessary to understand the sophisticated array of
activities, diagnosis «nd teaching strategies required for
changes to be implemented.

The remaining 11 factors focus on the social conditions
for change. The characteristics of the settings in which
people work influence the implementation of educational
changes.

The quality of educational materials and technologies
(instruments of curriculum) can of ccurse impact on learning.
Poor quality or even the lack of availability of learning
materials can be the result of political decisions on the
priority given to certain subject areas. Political expediency
and legislative requirements may formalize the inclusion of
programming without due consideration for factors affecting
implementation. Adequate preparation time, suitable guides,
classroom size, space, supplies and equipment are freguently
overlooked in the rush to adopt curricula (Fullan, 1982).

Some studies have even found that many teachers were
unfamiliar with the provincial curriculum materials they were
supposed to be implementing (Downey et al., 1975; Aoki et al.,

1977; Simms, 1978). A mismatch between the training and
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competency levels of teachers and the degree of complexity of
new programming could be a barrier to implementation, unless
adequate additional training and support are available and
effectively used by the less qualified teachers.

Failure to learn from the history of the evolution of
curriculum implementation efforts may frustrate attempts at
educational change when certain critical implementation
factors are overlooked. The political process which leads to
adoption of curriculum may signal to those charged with
implementation the seriousness with which their efforts might
be pursued. The exclusion of key players (often politicians),
community members, principals, cocrdinators or teachers from
the develroment process may alienate those involved in
implementation.

Time-lines and information systems intended to support
implementation are important factors. Time perspective is a
critical factor aspect of the implementation process (Sarason,
1971). Unrealistic time-lines, which could be caused by
materials not arriving on schedule, and miscommunication or
neglect of the timing of training and orientation, would add
to the burden of implementation. Open-ended time lines are
equally problematic since they create ambiguity about expecta-
tions and a lack of clarity about what constitutes progress.
Information systems can be effective in facilitating change

when it is linked with & system for acting on it. Collecting

and using diagnostic j. ion about impl ion problems
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has been found to be strongly related to school improvement.

School level factors such as the role and relationship of

the principal to the teacher, the collegial relations among

teachers, and the teachers’ own backgrounds in their subject

areas have all been shown to be important to implementation of
educational curricula (Fullan, 1982).

Much of the literature on evaluation of implementation
has concentrated on the traditionally core subject areas of
the natural sciences, mathematics, English and social studies
(Fullan, 1982). The relative paucity of implementation evalua-
tion studies in the field of arts education points to the need

for more research in this area.

Evaluati and Art .on

Evaluating art teaching and learning in the elementary
and secondary schools has always been problematic. Precise
measurement is not always possible to evaluate the innate
qualities of the art experience that is often emotional in
nature, even though learning activities in art include
cognitive components. Learning in the arts does not always
result in simple and measurable outcomes, and the central
issues such as evaluating what actually happens to values,

attitudes and ic under: ings of s " '

admini. and other ity do not readily lend

themselves to traditional methods of evaluation. Concerted
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and systematic study and research in the field of art has been
made difficult partly because financial resources have not
always been continuous or adequate.

In general the increased educational evaluation activ-
ities of the time fostered much interest in applying to school
programs the "new learning" derived from research. The
intensity of interest in the arts in education was reflected
in the mounting of seventeen conferences on art between 1964
and 1966 (Efland, 1984). The purpose of these conferences was
to promote research and development activity in preparation
for curriculum change in the arts. The Penn State Seminar of
1965, the most notable of the conferences, gave attention to
"art education as a discipline in its own right" (Efland, p.
207). The idea was put forward and supported that art teach-
ing should be more disciplined and structured to cover the
three domains including art history, criticism and studio
work.

At the time whan research and development work was being
supported by the Arts and Humanities Program, assessing the
arts in education still encountered problems. There was no
connection or consultation between the Arts and Humanities
Program and Titles I and III funds, because they were admin-
istered in separate bureaus of the United States Office of
Education. Vast amounts of money were being used to support
creative arts projects under Titles I and III of the Ele-

mentary and Secondary Education Act (ESEA). As allocation of
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Title funds under ESEA was contingent on the evaluation of
supported projects, participants in the projects were expected
to conduct the evaluation. They produced behaviorially
oriented data which could be analyzed to justify the continu-
ation of projects. Such data were of limited use for the
developmental work carried out by the Arts and Humanities
Program.

Nevertheless, the money provided by the Federal Research
and Development Funds was not wasted. Although evaluation of
the arts had its problems, some gains were made. Of major
significance was the establishment of a national constituency
of educational researchers developed for the arts and human-

ities; also, for the first time an took place

educators in the various arts and humanities fields with
leaders in related fields (Bloom, 1975).

In 1967 funds were also made available from the Arts in
Education Program of the J.D. Rockefeller the Third, (JDR 3rd)
Fund to study whether the arts could be made integral to the
general education of all children from kindergarten through
high school. The need for the research was raised by
Rockefeller, (President of JDR 3rd Fund), who, agreeing with
researchers that the arts had value in learning, noticed that
only a small percentage of the adult population was actively
involved and interested in arts. This program also helped to
bring together the knowledge and experience of researchers who

were concerned with a broader educational framework. The
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various perspectives of the different disciplines which were
brought together in the 1960s under the Arts and Humanities
Programs of USOE and the Arts in Education Program of the JDR

3rd Fund helped to enrich all of the arts/humanities discip-

lines and stimulated a ideration of method-
ologies in evaluation designs for the arts (Talmage, 1982).

The two programs laid down funding criteria to support
projects which made the arts and humanities integral to the
education of all children and young people. The work done
with the help of these funds generated information that added
understanding and knowledge of the role of the arts in educa-
tion. Under these programs progress was made in determining
what aspects of learning could be evaluated and how the
results could be made available and useful to teachers.
Consequently the Arts in Education Program’s central objective
was redirected; its focus was on assisting school systems in
their efforts to improve the quality of education for all
children. This was done by emphasizing incorporation of all
the arts into teaching and learning: a dynamic and complex
concept that presented new challenges to educators as well as
to evaluators.

school administrators and boards of education seemed to
be reaching the conclusion that, if the quality of learning
were to be improved, something other than merely continued
emphasis on basic skills would have to be included. Educa-

tional evaluation technologies seemed to respond to the need
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for help in determining whether the arts in general education
might be that something more; something that could help to
improve the overall quality of education.

Art educators began examining various components of
evaluation in art education. Smith and Smith (1970) pointed
to the importance of aesthetics for enjoyment, knowledge and
experience. Efland (1973) emphasized the evaluation of goals
and philosophy of education. Day (1972) prepared the ground
for art education’s significance by suggesting the following
rationales for art education--visual perception, self-concept,
subjective thinking and aesthetic experience.

With the growing emphasis on evaluation came the demand
for greater specificity in the establishment of criteria for
art evaluation (Clark, 1975). Eisner (1975) identified three
types of art education objectives against which evaluation
could be developed. In addition to instructional and behav-
joral objectives, he specified two other types: expressive
objectives, which are the result of art education activity in-
tended to generate a "personal, idiosyncratic response”; and
Type III objectives, wherein a student must work through a
solution to a problem or challenge, having to deal with a
number of constraints imposed by space, equipment and other

material limitations or lack of resources.

of work from the two funding
programs was Stake’s Responsive Model for evaluating the arts

in education. The interest and growth in evaluation generally
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during this period found expression in the views of Stake, who
was seeking to broaden the role of evaluation to focus on the
realities of program activities and audience requirements,
rather than on objectives, goals and standards for educatiomn
set before evaluation takes place. His book Evaluating the

Arts in Education: A ive Approach marked one of the

first steps taken by the evaluation community in considering
the complex realities and multiple value perspectives of
participants in a particular educational setting (Alexander,
1982).

The Responsive Model was able to evaluate all three areas
of the learning domain; cognitive, psychomotor, and affective.
In considering the importance of the Responsive Model, Bloom
commented that, "the responsive approach provides a means for
examining the process of educational change through the arts
and the relationship of this change process to the quality
content of teaching and learning” (Bloom, 1975, p.10).
Stake's paper on the Responsive Model, presented at the 1974
annual American Education Research Association (AERA) confer-
ence, was well received by fellow evaluation researchers like
Guba and Scriven. The Responsive Model was later adopted by
Guba and Lincoln to evaluate the arts in education (Guba &
Lincoln, 1981). The interest and involvement of a number of
educational researchers also encouraged discussion and use of
Stake's fresh approach to evaluating the arts and humanities.

The Responsive Model provides a major contribution to the
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notion that evaluation, in whatever educational setting,
should make use of ideas from a paradigm that emphasizes
ethnographic and participant observation techniques. There
are many researchers who are making a shift to use this

alternative paradigm to both logical and

substantive problems in the study of teachers, curricula,
classrooms, and schools. Those who are using these techniques

believe in the value of context and the importance of the

evaluation as i (Al » 1982). They

share a dedication to a variety of research techniques termed
"descriptive." Descriptive techniques, 1ncluding observation
and interviews, are used to make objective and standard the
researcher’s perceptions. Participant observers become
involved with educational participants in order to ensure that
the questions asked will elicit data of importance to those
interested in the results of the research. Informality of the
interview allows those using participant observation to gather
information in a number of ways which help them to understand
the situation in a comprehensive manner.

Bersson (1978) in reviewing participant observation in
art education evaluation links these techniques with education
evaluation, as it relates to Eisner’s work in educational
criticism (Alexander, 1982). Educational criticism developed
by Eisner (1979) is based on the model of art criticism. The
critic, in a role as educational evaluator/educational

connoisseur, possessing a large and varied experience, uses
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participant observation and ethnographic techniques to do the
evaluation field work. Essential for this approach is the
requirement that the critic be able to write about the program
within the framework of aesthetics to convey the actual
experience of the situation being described, rather than
abstracting information about that experience. Following the
descriptive portion, the educational critic provides a
theoretical analysis of what has been described to reveal what
happened, what it means, what it’s worth is, and to sometimes
make suggestions about how things could be improved. Finally
the critic has to appraise the educational wvalue of what has
been described and interpreted.

Rubin (1982) describes another approach to assessment
that uses the ethnographic and participant observation
techniques and is referred to as the naturalistic evaluation
method, evolving from the work of several researchers at the
Indiana Center for Evaluation in Bloomington, Indiana (Wolf &
Tymitz, 1977; Guba, 1978; Guba & Lincoln, 1981). The function
of naturalistic evaluation is to gather information relevant
to concerns and issues in the minds of persons or groups who
have an interest in the object being evaluated. The evaluato-
r’s main task is to identify the concerns and issues in terms
of value conflicts inherent in all social contexts and to
develop portrayals of these conditions. Methods of collecting
data include predominantly human-to-human research skills such

as interviewing, observation, and recording of verbal and



61
nonverbal behavior. Other techniques such as documentary
analysis, records usage, and unobtrusive measures are also
used. In art education a number of authors have utilized
these methods and found justification for their use in
educations . evaluation.

As the number of ethnographic studies conducted in the
field of art education increases, theoretical problems have
become evident within the developing body of literature. A

Taxonomy for Art s; Styles of On-Site Descriptive

was int by Ettinger (1984) to help

researchers, who are insufficiently educated in the founda-
tions of these research approaches, to improve the quality of
such investigations in art education. The attention given to
seeking improvements to evaluation research in the field of
art education is a promising sign for the future of the

subject.

h Paradigm for the Arts

As noted by Madeja (1977) there are many needs for
evaluation in art education, ranging from developing instru-
ments for measuring achievement in art, to creating diagnostic
tests for assessing levels of development, to employing
methods that reveal the structure and processes of art
learning and teaching. Those researchers in visual arts
education involved with forms of disciplined inquiry in

education have tended to adopt the paradigm utilized by the
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natural sciences (or rationalistic paradigm), and while
naturalistic evaluation cannot serve all needs, it is ideally
suited to the investigation of structure and process. It is
appropriate for serving the needs of art program staff and
audiences, since it draws directly upon personal interaction,
observation, description, and revelation of multiple perspec-
tives and individual meanings.

Rubin (1982) notes that naturalistic evaluation is
uniquely suited to art program evaluation: naturalistic
evaluation allows questions, issues, concerns, ideas and
feelings to emerge during the process from the evaluation’s
audience; it enables investigators to study situations or
programs where variables are ambiguous, conditions are in

flux, and ch can be toor i ed as they

occur; it focuses on the development of empathy and under-
standing of individual meanings, and it puts emphasis on

particulars rather than generalizations (p. 61).
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CHAPTER III
Methodology
Design of the Study

Effective curriculum guides may be one of the key factors

in the 1 impl ion of onal programs
(Fullan, 1982). One way to examine how effective these guides
are in facilitating implementation is to involve teachers
(implementors) as evaluators of the guides which are available
to them. This study was aimed at determining teachers’
perception regarding the utility of the 1986 Newfoundland
Draft Provincia Curriculum Guide for Grades 7, 8 9.
The teachers were asked to rate the usefulness of the guide in

the areas of content, resources and support services.

Objectives of the Study
This study investigated teachers’ perception of the

usefulness of the 1986 Newfoundland Draft Provincial Art

Curriculum Guide for Grades 7, 8 and 9 as one of the factors
influencing the implementation of the art program in Newfound-
land schools. The units investigated were teachers’ personal
interest in art; their perception of the relative importance
of art education; the availability, clarity and usefulness of
the guide in planning and developing art instruction; and the
frequency of the actual use of the guide. In addition the

study examined whether material and human resources were
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supportive of curriculum implementation and were available in
the school or community (i.e. art books, art rooms, supplies
and equipment, local galleries, art studios and art work
displayed in the school) . Furthermore, teachers were asked to
indicate whether they had adequate teaching blocks to be able
to implement the curriculum as it is outlined in the guide.
Human resources that may be supportive of an art program
include the principal, an art coordinator, other teachers,
parents, school librarians, public librarians, and local
artists. Teachers were asked to indicate how important these
human resources were to their art program’s successful

implementation.

Case Study Design
The design for this investigation was based on a case

study approach. The case study is a useful strategy which
seeks to help explain the causal links in real-life situations
that are too complex for survey or experimental strategies
alone to investigate or explain (Yin, 1984). It provides a
useful approach in helping to explore or describe issues or
concerns in real-life situations. The various research
strategies are not mutually exclusive: one can use more than
one strategy in any given study--for example, a survey within
a case study or a case study within a survey (Yin).

In arguing for the case study as a research strategy, Yin

(1984) suggests, "case studies have a distinctive place in
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evaluation research" (p. 25). Although this approach was
rejected by many educational researchers as unscientific
because of its lack of research controls, the recent increased
acceptance of qualitative research methods inherent in the
case-study approach has given it a new credibility in the
research community (Borg & Gall, 1983). Guba and Lincoln
(1981) consider the case study approach as the most approp-
riate form to report on the results of naturalistic, respons-
ive evaluations. Among its many uses, including depicting,
chronicling and teaching, they believe case studies can also
be used to test, that is, to "prove" or to try new educational
products (pp. 370-373). Other advantages pointed out by Guba
and Lincoln are: the case study provides the "thick descrip-
tion" so important to naturalistic observation methods; the
case study is contextual and therefore provides an experi-
ential perspective; the case study provides comprehensive and
realistic results important for increased understanding and
communication; the case study approach can also be adjusted to

best fit the circumstances in each setting (p. 376).

logy Validation in Case Studies

Maintaining a chain of evidence in the case study is done
to increase reliability (Yin, 1984). This principle allows an
external observer to follow the derivation of any evidence
from initial research questions to ultimate case study

conclusions. Unlike descriptive case studies, which are less
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demanding and provide fewer causal links in their analysis,
analytical case studies face a greater challenge for
explaining and interpreting data.

Case studies usually involve collecting evidence from
multiple sources and/or through different methods (Yin, 1984).
Guba and Lincoln (1981) point to the process of "comparing and
contrasting information drawn from different sources and/or
determined by different methodologies" being useful for
verifying information on the same event from different
participants. As a cross-validation technique, the process of
triangulating information also has the capacity for producing
more confidence in the data generated by different
methodologies (Guba +« Lincoln, p. 257). Triangulation is
considered one of the most important strengths of naturalistic
inquiry because of its ability to divorce itself from the
unidimensional value-consensual paradigm that has guided
social action research and evaluation (Guba & Linccln, 1981).
Triangulation, cross-examination and testing of materials also
enhances greater reliability of results, which is a critical
concern for naturalistic inquiries, because it helps to act as
a check against possible researcher bias.

This study followed Yin's (1984) model of a case study
approach, employing both survey and interview methodologies.
Broad-based and in-depth interviewing of the teachers who were
using the art curriculum guide to implement the junior high

school art program is a naturalistic method of gathering data
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which is suited to revealing mualtiple perspectives and
individual meanings. Rubin thinks that, in the realm of
aesthetic experience which can be described more readily than
measured, naturalistic evaluation can provide unique insights
and perceptions (Rubin, 1982). By using an interviewing
methodology, one is able to engage teachers, with varying
backgrounds in art and with differing degrees of support from
schools and the community, in a process of evaluation of the
utility of the guide in implementing the art curriculum.

In addition to the interviews, a survey was conducted to
get the views of a larger sample of teachers from different
areas of the province. Questionnaires may provide an effective
method for assessing teachers’ "knowledge and understanding of
the philosophy and basic strategies of an innovative program
provided that both specific questions are asked and open-ended
questions are used to assess various aspects of respondents’
thinking and approaches to the innovation" (Fullan & Pomfret,
1977, p. 366). Interviews and surveys focusing on
implementation issues have been used to gather information
which has contributed to contextual analysis of the
circumstances in which teachers are implementing curricula

(Hall & Loucks, 1977).

The Survey
The survey method was used in this study to involve a

larger number of teachers in the sample than would otherwise
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have been possible with more qualitative approaches such as
interviewing alone. The questionnaire was designed to elicit
the teachers' perceptions of a number of factors related to
implementation. They were asked to indicate their agreement
or disagreement with a number of statements on widely held
views on art. They were also asked to indicate which of these
statements they most and least agreed with. In the second
part, their personal interest in art, as reflected by their
participation in various art-oriented activities, was
assessed. They were then asked whether the official art
curriculum guide was used in their school, whether they had a
copy of it and the extent of assistance they received from art
specialists/co-ordinators in using the guide. The frequency
with which teachers used the guide was explored, followed by
a series of questions on teachers’ perceptions of its
usefulness in various aspects of art education.

The survey also examined the availability of material
resources for implementing the art curriculum including art
books, school facilities, supplies and equipment and community
resources supportive of art education such as galleries and
studios. Other considerations, including preparation time and
time-tabling, were also explored. Teachers were asked to rate
the importance of a number of human resources including the
principal, art coordinator and others in the implementation of
the program. The survey also sought demographic information

about teachers’ backgrounds in art training and education.
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The Interviews
The interviews were intended to provide elaboration on
the many responses to the questiors posed in the survey.
Interviews were designed to elicit a descriptive exploration
of the "real-life" situations of the teachers (Yin, 1984, p.
13). They attempted to explain and elaborate upon some of the
findings in pursuing answers to the "why" and "how" of
curriculum implementation. The interviewer used the questions
from the survey as prompts in conducting the case study
interviews. Using the survey questions also served to keep the
investigator "on track" as data collection proceeded (Yin).
The interviews also acted as cross-validation for the
data collected in the survey questionnaire. While question-
naires are seen to be relatively effective at measuring
perceived implementation, because of their potential for
gathering data from larger samples (Cole, 1971), semi-
structured interviews with representative subjects may provide
greater "thickness" of description and depth of analysis. The
cross-validation afforded by using both interview and ques-
tionnaire methods helped to guard against validity problems
associated with using perceptions as measures of the teachers’

realities in using the guide.
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Instrument Validation

To enhance the content validity of the data collected in
the interviews, the analyses were returned separately to the
interviewees who were asked to provide validity checks by
supplying clarification, correction and any additional
information on the original data they provided. To establish
face and content validity, the questionnaire was submitted
for review to a number of experts, including several pro-
fessors and instructors from the Faculty of Education,
Memorial University of Newfoundland, the Provincial art
consultant, Department of Education, and a research method-
ology professor in Educational Psychology. These experts were
asked for feedback on the instrument’s language, style,
format, content, communication effectiveness and possible

bias.

Adminstration of the Study
Sampling procedure for the survey.

The researcher used a stratified sample of six school
boards across the province in an attempt to represent the
diversity of schools in Newfoundland. All school boards
listed in the Directory of School Boards (Government of
Newfoundland and Labrador Department of Education, 1987) were
categorized into three groups: (a) very rural; (b) rural; and
(c) urban, according to the following criteria:

1. board population;
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2. number of small schools (under 150 students);

3. school board personnel (those serviced by a co-
ordinator who is responsible for the art program);

4. proximity to urban centres.
The Labrador East Integrated School Board and Conception Bay
North Integrated School Board were chosen randomly as repre-
senting the very rural boards. Each board’s student popula-
tion was under 3000. Representing the rural boards were Notre
Dame Integrated School Board and Placentia-St. Marys School
Board, each of which has a school population of between 3000
and 5000. St. John’s Roman Catholic School Board and Bona-
vista-Trinity-Conception School Board represented the urban
boards of 5000 and more. There was difficulty in establishing
the exact number of art teachers, since the Directory of
School Boards does not indicate teachers by subject matter
areas but only by grades taught. Hence the number of art
teachers was arrived at through correspondence and telephone
calls with the principals, school district supervisors,
coordinators for the art program and through estimation based
on school size. It was estimated that there were 73 schools
with a maximum possible population of 475 classroom teachers
responsible for art or art teachers at the junior high school
level. It was not possible to determine the accuracy of this
estimated number because it was discovered that art was not
taught at all in some schools despite the provincial curricu-

lum requirement for art education at the junior high level.
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It was found in distributing the questionnaire, through

program coordinators at the board level, that the number of
teachers actually teaching art was less than two hundred.

Permission to conduct the survey was obtained from the

superint of the ive school boards. Packages of

questionnaires, together with cover letters, were sent to the
principals and co-ordinators (see Appendices IV and V for
sample cover letters). The letter explained the purpose of
the study and requested tie cooperation of the principals, co-
ordinators, and teachers. The principals, and in some cases
the art coordinators, were asked to distribute copies of the
questionnaire to all respondents teaching grades 7 to 9 art.
To ensure confidentiality, teachers were requested not to
place their names on the questionnaires. They were asked to
return the questionnaires, in the envelopes provided, to the
schools’ general office.

As of January 31st, 1989, of the 168 questionnaires
distributed, 84 were completed and returned represer:ing a 50%
response rate. The response rate may have been higher except
for problems with one particular school board where there was
difficulty in establishing the number of teachers who should
be included in the sample. Only four questionnaires were
completed by teachers at this board, and seventeen were
returned accompanied by the explanation that not all schools
offered Grade 7, 8 or 9 art. There were problems in receiving

back questionnaires from some of the more remote areas of the
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Labrador East Integrated Board schools. Since the survey was
administered in November, already winter in Labrador, the
weather prevented some of the questionnaires from getting
through to the target schools in time to participate in the

survey.

Interviews.

Two teachers responsible for teaching art in the junior
high school level were selected for interviews; one from a
rural school district in eastern Newfoundland and the other
from the urban St. John’s area. The rural teacher (T1) had
little background in art education since he had no formal
training in art. The urban teacher (T2) was an art special-
ist. T1 taught grade 8 art as part of a general teaching
load, while T2 taught mainly art in grades 7, 8 and 9.

The teachers interviewed were also asked to complete the
survey questionnaire, however their completed questionnaires
were not added to the survey sample. By completirg the
questionnaires they were given advance preparation for the
focus of the questions in the interview, which sought to
elaborate on the contents of the survey. The interviews were
semi-structured in order to obtain as much informatior as
possible. By verbal agreement and consent, teacher interviews
were audio-tape recorded to enhance the accuracy of recording

and reporting of the data obtained.



Data ysis.
The quantitative analyses employed in this study provided

the data which were coded, tabulated and summarized into
frequency and percentage scores using descriptive statistics.
The qualitative data supplied from the interviews were
analyzed using a descriptive-analytic and pattern-matching
framework.

The proposition that teachers with greater background in
art would find the guide more useful was explored through the
interviews by examining the two teachers’ perceptions of the
guide, their attitudes to art education, and their own methods
of curriculum implementation. Pattern-matching was used to

examino the relationship the o »

their perceptions, and their use of the guide. At the same
time other explanations for the perceived utility of the guide
were sought through analysis of other patterns of relation-
ships among contextual factors. "Altnrnate analysis of
patterns of obscured relations can provide rival explanations
for the same data" (Yin, 1984, p. 105). The importance of
keeping an open mind to discover additional patterns to those
being sought allowed for what Scriven (1972), has suggested
is a less restrictive and freer interpretation of the data.
Because of their different art backgrounds, T1 and T2
were expected to provide divergent views on problems and
prosp for impl ion using the Draft Provincial Art
Curriculum Guide for Grades 7, 8 and 9. While their views are




75
not necessarily generalizable to all art teachers with similar
backgrounds, their perspectives may be considered as examples
of teachers with very distinct orientations to art education.
The study used the interviews to help expand on possible
explanations of the survey and to discover additional evalu-
ation data to enrich the consideration of factors contributing
to implementation. As well additional related information
about implementation which emerged during the open-ended
interviews was explored for further analysis.

Results of the survey and interviews are reported in
Chapter 1IV. Quantitative and qualitative findings are
described in some detail followed in the final chapter by
discussion, analysis and review of the implications of the
data for the implementation of the art curriculum in New-

foundland schools.
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CHAPTER IV

Reporting and Analysis of Results

This chapter presents the results of a survey of 168
teachers, with a 50% response rate, and the results of the in-
depth interviews with two teachers responsible for the
teaching of art at the junior high school level. Factors
contributing to the implementation of the art program, as
outlined in the Draft Provincial Art Curriculum Guide for
Grades 7, 8 and 9 are exanined; specifically the survey and

interview data are analyzed and reported descriptively.

Survey Results

Characteristics of the Sample

Teachers were asked to indicate the following: (a) the
grade levels in which they had taught art within the past two
years; (b) their level of training/education in art; (c) the
length of time since they had received formal training in art;
(d) the number of years they had taught art; (e) the degree of
difficulty they had in teaching art; and (f) their preferences
regarding art as part of their teaching workload.

All 84 teachers who responded to the survey had taught at
least one of grades 7, 8 or 9, art and some had also taught
lower and higher grades. Table 1 provides the distribution of

grades taught by the teachers in the two years prior to



completing the survey.

Table 1
' Art Teaching i in the Past Two Years
Grades Taught N = 84 Percentage
K-9 22 13
7 43)
8 56) = 130 78
9 3
10-12 15 9

Table 2 outlines teachers’ background training in art
education. The figures suggest that most of the teachers
participating in the study had little specialized knowledge of
art, but had been exposed to some formal training through
either workshops or university courses. With most teachers
taking only a few workshops, less than half had participated
in university courses or formal art education, and a very
small minority were art majors.

The length of time since teachers had taken art courses
or had participated in workshops varied from one year or less
to twelve or more years. A little more than half of the

teachers had received some training in art education within
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Table 2
= in Art

Studied Art N =84 Percentage
High School 10 12
1-3 University Courses 36 43
Art Majors 6 6
Art Minors 3 4
Workshops 62 74

the year prior to the survey, with most teachers (76%) in the
sample having received training within the last three years.
This suggests that most teachers have recently been involved
in some form of teacher training for art education (see Table
3). How relevant this training is for implementation of the
curriculum will be explored later in the discussion of
interview results.

Three quarters of the sample had been teaching art for
five years or less. As can be seen from Table 4, most
teachers were relatively new to art education, with 71% having

taught art only within the last four years.
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Table 3
Years Since Last Participation in Art Traini

Workshop(s)

Years Since

Last Training N = 84 Percentage*
0 48 56
2 8 10
3 8 10
5 1 b e
6 1 1
7 1 1
10 2 2
12+ 4 5

*Percentage totalling less than 1008 indicates missing data
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Table 4
' Years of Art
Years of

Teaching Art N =84 Percentage*

0 15 18

24 29

3 12 14

4 8 10

5 3 4

6 1 2 |

9 1 |

10 2 1

12+ 4 19

*Percentage totalling less than 100% indicates missing data

Table 5 reveals that while most teachers indicated they
taught art because it was assigned to them (61%), only one
stated that she was asked to teach it because she was trained
in art education. Less than ocne third (30%) chose to teach
art, while only 6% reported that it was assigned but that they

also wanted to teach it.
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Table 5

u ing Assignment to Art
Art Teaching Assignment N = 84 Percentage*
Art was assigned 51 61
Trained to teach 1 2
Chose to teach 25 30
Assigned and wanted to teach 5 6

*Percentage totalling less than 100% indicates missing data

As is by the in Table 6, no one

thought teaching art was easy. Almost two thirds of the
teachers said it was difficult and some found it very diffi-
cult; suggesting that a large majority found teaching art
difficult.

As can be seen from Table 7, if given a choice only a few
teachers indicated that they would teach art for a majority of
their teaching time, while almost two-thirds responded that
they would prefer to teach it only some of the time, and
nearly one third stated that they preferred not to teach it at
all. It might be that teachers who find teaching art difficult
are also not likely to choose it as a preferred subject area.

However there may be other reasons related to tke lower status
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accorded to teaching art and the limited resources available

to implement the programs.

Table 6

14 of Difficulty in Teaching Art
Perception of Teaching Art N = 84 Percentage
Easy 0 0
Somewhat easy 16 19
Difficult 53 63
Very difficult 15 18
Table 7

* Workload for Teaching Art

Workload Preference

for Teaching Art N = 84 Percentage
Majority of the time 10 12
Some of the time 50 59

Not at all 24 29
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Table 8
* opinions on Art on
SA A D sD

Statements % % B>
1. Provides opportunities/self-expression 57 41 2 0
2. Promotes sensitivity to others 14 67 16 1
3. Does not develop cognitive learning 1 10 71 18
4. Develops self-image 24 67 10 0
5. Benefits students with innate

artistic ability 1 11 52 35
6. Uniquely contributes to total

education 33 61 5 1
7. Ranks in importance with math and

English 4 37 46 12
8. Mainly a form of recreation and

relaxation 2 30 56 12
9. Develops independent thinking/

problem-solving 17 70 13 0
10. Is an educational frill 0 7 58 35
11. Is a waste of school funds 0 6 50 44

*Percentages totalling less than 100% indicates missing data

SA = Strongly Agree A = Agree

Disagree

D = Strongly Disagree

i
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A summary of the profile of the sample suggests that most
teachers had taught grades 7, 8 and 9 art for less than five
years, had taken few university courses or workshops on art
education, and had undergone some form of art training within
the past one to three years. Very few teachers were art
majors and therefore specialists. Most teachers were teaching
art because it was assigned to them and would prefer to teach
it only some of the time. The vast majority found it diffi-
cult and almost a third of the sample would prefer not to have

to teach art at all.

* Opinions of Art on

In Section One of the questionnaire, teachers were asked
to reflect on and rate nine statements on the importance of
art education for students. They were then asked to indicate
which of the nine statements most and least represented their
opinions on art education. The results are reported in

percentages on a question by question basis (see Table 8).
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Almost all teachers agreed that art education provides
students opportunities for self-expression; most felt it
promoted sensitivity among students. Teachers were very
positive about the importance of art education for the
development of self-image, and for practise in problem-
solving. Also most of the teachers felt that art uniquely
contributes to the total education of students. A large
majority of teachers agreed that art education was important
in promoting cognitive learning; however only slightly less
than half could rank it as equal in importance to mathematics
and English for the students’ overall education.

Many teachers disagreed with the notion that art was only
valuable for students who had innate artistic abilities, and
more than two-thirds disagreed that doing art was mainly a
form of recreation and relaxation. Finally it appears that
most teachers supported the inclusion of art education as
important to students’ education, since only few saw it as an
educational frill, and fewer still saw it as a waste of school
funds.

Overall, the results seem to indicate that teachers held
a high regard for art education. Nevertheless the views that
it does not rank as highly as mathematics and English and that
almost one third of the teachers consider it mainly a form of
recreation and relaxation are deserving of further inquiry.

When asked which of the nine statements best reflected

their opinion of art education, sensitivity training and art
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education’s contribution to the total education of students
were clearly the two categories most frequently selected by
teachers (Table 9). The opinions which least represented the
teachers’ views on art education were that art instruction was
an educational frill and that spending on art education was a

waste of school funds (Table 10).

Table 9
Opinions Most Reflecting Teachers’ Views on Art Education

Statements Frequency %
Provides opportunities/self-expression 33 39
Develops self-image 6 7
Table 10

Opinions Least Reflecting Teachers’ Views on Art Education

Statements Frequency %

Benefits students with innate artistic

ability 9 11
Mainly a form of recreation and relaxation 6 7
An educational frill 21 25

A waste of school funds 36 43




87

+ partici jon in Art Activiti

Teachers were asked how often they participated in a
variety of art-related activities such as: visiting an art
gallery, museum or studio (art places); reading art books or
magazines; discussing art with artists; and purchasing art
works done by professional artists.

As can be seen in Table 11, it appears that a majority of
teachers were seldom involved in visiting art places and
discussing art with artists. More than one third of teachers
seldom went to art places in the past year, and an equal
percent had never been at all, while nearly half of the
teachers seldom discussed art and more than one third never
talked about it. Overall this suggests minimal interaction
between art teachers and the art community. The majority of
teachers seldom read art literature during the year. Very few
of the teachers met with artists to discuss art, and hardly
any teachers bought art done by professional artists. The low
rates of participation in art-related activities may reflect

the lack of availability of art in their -

ties.
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Table 11
+_Participation in Art-Related Activities
Frequently Seldom Total

Activities % % %
Visiting art places 19 78 97>
Reading art literature 40 60 100
Discussing art with artist 8 92 100
Buying art 2 96 98*

*Percentage less than 100% indicates missing data
Frequently = 5 times or more a year

Seldom = 0 to 4 times a year

Draft Provincial Art Curriculum Guide For Grades 7, 8 and 9

Teachers were asked to indicate which curriculum guides

were being used in their schools. Almost two-thirds of the

teachers were using the Draft Provincial Art Curriculum Guide

For Grades 7, 8 and 9, while some were using school board

guides or were using both guides (Table 12).
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Table 12
Art Guides Used by Teachers

Art Guides N =84 Percentage
Draft Provincial Guide (1) 52 62
School Board Guide (2) 11 16
Other Resources (3) 1 1
(1) and (3) 5 6
(1) and (2) 13 16
(2) and (3) 1 1
(1), (2) and (3) 1 J

When asked whether the teachers had a copy of the
provincial guide, almost all teachers responded positively.
Sixty-three percent of the teachers reported that they had

di the impl ion of the curriculum in the guide

with an art specialist or art coordinator. As well, 6i% of
teachers had access to occasional workshops or training
sessions which discussed implementation. Availability of the
guide did not appear to be a problem; however, the overall
lack of art training for many of the teachers might have posed
a serious limitation on their ability to implement the
curriculum as outlined in the guide.

As can been seen from Table 13, more than two thirds of
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teachers thought that the language used in the guide was
clear, while slightly less than that number felt that the art
concepts were well explained, suggesting that for most

teachers clarity was not a problem.

Table 13
Clarity of the Guide

Yes No Other Total*

Clarity in Explaining Areas % % % %
Language 68 26 i 95
Art Concepts 64 27 1 92

*Percentage totalling less than 100% indicates missing data

Almost two thirds of the teachers used the provincial
guide at least monthly, while slightly less than half used it
at least weekly. It was surprising to learn that almost one
third reported that they had hardly ever used the guide;
instead they relied on other or their own resources for
teaching art.

Teachers were asked for their opinions about how useful
they found the provincial guide in implementing the seven

areas of curriculum as follows:
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1. learning art concepts for teaching;
2. initiating class discussion for visual analysis;
3. planning a sequence of lessons within grades;
4. developing a sequence between grades 7 to 9;
5. acquiring a vocabulary for understanding and
communicating art terms and concepts;
6. developing skills and techniques in art production;
7. and learning criteria for evaluation of students’
growth and development in art skills and production.
Overall it appears that the majority of teachers did find
the guide useful, to some degree, in all seven areas of
curriculum implementation. As can be seen from Table 14,
there is a relatively large amount of missing data in response
to every question, suggesting either superficial use of the
guide by the teachers, a lack of understanding of the guide
or, possibly, a lack of understanding of the survey questions.
Where the guide seemed to be least useful was in helping
teachers to develop art skills and to acquire criteria for

evaluating students’ performance.
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Table 14
% ulness of the Guide
Very Somewhat Not
Content Area Useful Useful Useful Total
% % % $*

Learning art concepts 11 62 6 79
Class discussion 17 54 12 72
Lesson sequencing 18 48 16 8
Grade sequencing 18 49 13 80
Vocabulary for terms

and concepts 13 61 7 81
Developing art skills 5 61 17 82
Criteria for evaluation 5 57 19 81

*Percentages totalling less than 100% indicate missing data

Material and Human Resources
Teachers were asked about the availability of art
resources in the school and/or community, including:
1. the provision of art books;
2. the existence of suitable facilities for teaching
art;

3. the adequacy of supplies and equipment;
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4. the presence of art galleries and studios in their
community;
5. the display of art in their schools.
The results indicate the teachers’ perceptions of the extent
of resources both in the school and in the community which

might be supportive of the impl on of art ;5

As can be seen from Table 15, only half of the teachers
indicated that the art books mentioned in the guide were
available in their schools. However a large number of
teachers stated that there were other relevant books avail-
able, suggesting that a majority of teachers were using art

books other than those mentioned in the guide.

Table 15
Material for Art iculum Impl
Yes No Total*

Resource Availability 3 % s
Books mentioned in the guide 50 39 89
Other art books 75 23 98
Suitable facilities 38 61 99
Sufficient supplies and equipment 54 45 99
Galleries and studios 30 68 98
Art displayed in school 21 76 97

*Percentages totalling less than 100% indicates missing data
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Almost two thirds of the teachers indicated that the room
in which they taught art was unsuitable for implementing the
program. This could place serious environmental constraints
on a significant number of teachers charged with the imple-
mentation of art curriculum. A further limitation might be
imposed by the perceived lack of adequate art materials, since
only slightly more than half of respondents thought supplies
and equipment were sufficient to implement the program.
Opportunities for visual appreciation of the arts also seemed
to be lacking, since few teachers had art displayed in their
schools and slightly less than one third of the teachers knew
of art galleries or studios in their communities open to
teachers and students.

On the whole there appeared to be few resources in the
schools and communities to assist teachers in the implementa-
tion of the art curriculum as outlined in the guide. The
constraints imposed by the lack of adequate school resources,
facilities and supplies may explain the relatively low number
of teachers who used the guide, since they believe that they
could not implement the suggestions contained therein. The
perceived scarcity of community art resc srces (galleries,
museums and artist studios) available to the teachers and
students may pose a further limitation on the supports which
could enhance art education. Three quarters of the teachers
were aware of other art books not mentioned in the guide.

Preparation time, number of classes and the suitability
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of class scheduling for teaching art may affect the degree of
implementation of an art program. As shown in Table 16
slightly less than one third of teachers believed that they
had enough time to prepare adequately for teaching the art
program. Only half of teachers felt that they had sufficient
time in the schedule to implement the program. Almost two-
thirds however found that the times scheduled for teaching art
were suitable. If teachers perceived that there was a lack of
adequate preparation and teaching time, this could clearly
have acted as a further impediment to implementation of the

art program.

Table 16
Time to Implement Art Curriculum

Yes No Total*
Time Factor % % %
Adequate preparation time 32 66 98
sufficient teaching time 50 49 99
Suitable timetabling 66 32 98

*Percentages totalling less than 100% indicates missing data
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Teachers were asked how important principals, art
coordinators, other teachers, parents, school and public
librarians, local artists and other people were in supporting
the art program in their schools. As can be seen from Table
17, teachers felt most strongly about the roles of the art
coordinator and the principal; nearly half of the teachers

felt that these two ca ies of human were very

important in supporting the art program. Less prominent, but
still a factor, appeared to be the influence of their
colleagues, as nearly one third of the teachers thought that
other teachers were very important to implementation. The
apparent absence of local artists, with one quarter of the
teachers having indicated they were not available, and the
large amount of missing data perhaps suggest either a lack of
knowledge about the presence of artists in the community or
that there were in fact few artists available to them.

The fact that less than one third of “eachers thought
that interaction with artists was important to the art program
may be a further reflection on the absence of artists or their
lack of involvement with the schools. Perhaps if more artists
were available to schools they would come to be seen as an

important human resource.
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Table 17
Human for Art Curriculum Implementation

Very Somewhat Not Not
Human Resources Impt. Impt. Impt. Avail. Total

% % % % B*

Principal 41 42 17 0 100
Art Coordinator 43 31 4 14 92
Other Teachers 30 49 17 1 97
Parents 10 33 49 2 94
School Librarian 10 37 33 13 93
Public Librarian 5 17 46 19 87
Local Artist(s) 12 20 23 30 85
Other(s) 0 4 0 0 4

*Percentages totalling less than 100% indicate missing data

The data presented here from the results of the survey
may be further explained and interpreted through clarification
of factors identified by the two art teachers who participated
in the in-depth interviews. The interview findings might help
to cross-validate the importance of some of the educational
factors identified in the survey which may be pertinent to the

use of the guide in the implementation of the art curriculum.
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Analysis of the Interview Data

The two teachers interviewed, Tl and T2, were asked to
talk about their perceptions of the usefulness and practic-
ality of the Draft Provincial Art Curriculum Guide for Grades
7, 8, and 9 and the implications of their observations for the
implementation of the art program in their classes and
schools. Also incladed in the analysis are their perceptions
of the importance of art education, and the extent to which
art programs are supported by material, temporal and human
resources. These factors are explored as part of an overall
review of elements which may contribute to the degree of

curriculum implementation as outlined in the guide.

I ion on T1 and T2

T1’s only experience in art was during his own junior
high school education. T1 was assigned to teach art within an
integrated Grade 8 class. He also taught several other
subjects. In his opinion, the students in Grade 8 (in his
school) did not hold a high regard for art. T1 reported a
commonly held view by Grade 8 students in his sciicol, "We
participate in sport, not art or choir." There was a weekend
art class run by a volunteer teacher (interested in art but
not a specialist), and T1 observed that many of the students
who attended her class were from the lower grades.

T2, as an art specialist, taught mainly art classes in
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Grades 7, 8 and 9. He had also previously taught art at the

high school level. He had six classes of Grade 7 students

with app! imately forty s in each class; six classes
of Grade 8 studen's with approximately of twenty students in
each class; and five classes of Grade 9 with approximately 20
students in each class. His other relevant experience included
participation in previous years on the art curriculum develop-
ment committee. The art program in T2's school was spread
over three years, from Grades 7 to 9. T2 and the Music
Teacher, whose program also spread over three years ran
adjacent to the art program on the timetable, decided to team
up to split their programs iato the music and art streams at
Grade 8 instead of the Grade 9 level. They obtained per-
mission from the 3chool Board to do this. T2 t!-ught that
splitting at the Grade 8 level was good in that it provided
better organization and presentation of the course, and more
interaction with students was possible because the groups were
smaller (half of the group of 40 went to music and half to
art).

To facilitate the explanation and clarification of the
survey results, the description and analysis of Tl's and T2's
observations on art education is organized according to the

different sections of the questionnaire.

The of art

T1 found it difficult to explain the educational benefits
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of the art program and made some suggestions like, "let the

students create; let them work ; let them
themselves through art..."

T1 believed that art is as important as other subjects
like mathematics and English for the Grade 8 level. He
suggested that at that level the students are integrating and
consolidating what was learned in Grades 5, 6 and 7. TI1
thought that at the Grade 8 level there should not be an
overemphasis on intellectual activity, rather the students
should be exposed to as many subject areas as possible in
order to help them make a choice about future course selec-
tion. He also viewed art as a social opportunity for the
students to work together before they moved into Grade 9 and
selected the different courses and programs they would like to
take. Some students, he suggested, would continue to take art
since it was more important to them. Therefore he felt that it

was necessary to continue to offer art in higher grades.

Furt: . his had a high overall

average score, some of them over a 90% average, Tl thought
that the students should have time "to play with art" as a
form of recreation and relaxation which could relieve some of
the pressures associated with achievement in some of the "more
serious" subjects. While Tl believed that art is an important
part of the total education of the students, he would appear
to reflect a view shared by many teachers in the survey that

art also, if only partially, serves a more recreational and
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relaxation function. The guide shares that view: it states
that "sStudio work provides relief from academic pursuits in

art and in other subject areas" (Draft Provincial Art Curricu—

lum Guide for Grades 7, 8 and 9, 1986, p. 6).
T2 believes art is basic to education and should be

taught right from kindergarten. He expressed the view that:

... the manual skills and thinking skills that the
students get in the art program are important to
develop because the experience gained will make the
learning and production in other subject areas much

more meaningful, enjoyable and fulfilling.

In this way T2 seemed to reflect a view of art as
enhancing other subject areas. T2 thought that the art
program provided this enhancing experience which students do
not get in the other programs. T2 believes that skills are

transferable. He stated:

Whatever skills they can develop in the art room
will help them along the line in other areas,
because in education there is an overlapping in
different areas although we put things in different
slots that we call math. and science. I think that
art is one of the basic ones that can help good
concept development and can develop good manual

dexterity as well.
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T2 thought that art education made a unique contribution
since it enhanced students’ visual appreciation. As an

example, he stated:

When one is painting a landscape, one is looking at
the sky to appreciate whether it is a foggy misty
day or whether it is a bright sunny day. What the
etudents will notice is not brought out in other

subject areas.

T1 and T2 believed that art education is important in
promoting self-expression. T1 was of the opinion that "...
art is what results when a human being expresses himself/
herself; the result can be emotional or it can be anything."
T1 went on to talk about the way flowers were laid out in his

garden:

When I am out in the garden planting flowers, I
stand back and think about how it should be organ-
ized. To me that is art. It is an outward expres-
sion of my feeling. Everything that "makes me" is

laid out in the flower bed--that'’s me.

T2 went even further with this aspect of art as an
opportunity for self-expression and saw art as applying to all
areas of a student’s life, including what they wore, what they
saw in the media and how they viewed diagrams in textbooks.

Both T1 and T2 appeared to clarify and support the almost
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unanimous view of art teachers in the survey that art educa-
tion is an important element of a student’s education in

providing opportunities for self-expression.

Prior Training To Using The Guide

T1 as well as T2 used the Draft Provincial Art Curriculum
Guide for Grades 7, 8 and 9 as the only official resource for
their implementation of art programs.

Perhaps not unlike the 61% of the respondents of the
survey who taught art because it was assigned to them and not
because they chose the area, Tl was given a copy of the guide
and told that he had to teach art. He reflected back on the

experience:

I had no prior instruction in art. I didn’t really
know where to start. I tried to do the drawing
module which is the first unit in the Guide. That
did not mean a thing to me. The Introduction
Section did not help me much either. There was no
way to proceed or to make a start ... I was not
even informed about the teaching time required for
art and later found this out from a colleague who
informed me that it would be an hour for an eight~

day cycle.

Tl’s introduction to teaching art may or may not be

typical of how other teachers were prepared to teach the
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subject. If the guide is to be a resource for such inexperi-
enced art teachers who otherwise may also have limited
materials, space, time or human resources available to them,
it may well have an important, if not crucial, role to play in
aiding teachers with limited art backgrounds in the
implementation of the art curriculum.

T1 initially tried to carefully follow the guide step by
step. T2 however does not use it that often because, as he
said, he adopted a different approach to teaching art,
especially in the area of concepts and skills development as

will be described later.

Usefulpess of the Guide

T2 found the guide useful in helping him structure his
art program into specific areas--drawing, painting, print-
making and sculpture--for exploration and development. He
took into consideration his own experience, the facilities he
has available, and he plans according to constraints on his
time and the number of students in his classes. He found the
guide’s philosophy of a "hands-on" studio approach and the
stress on skill and concept development( matched his own
approach). It was his belief that "to be a good artist one
also needs to be a good mechanic. One cannot produce some-
thing no matter how good one's ideas are if one cannot handle

the materials."
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Concepts and skil
T2 taught the mechanics of using art materials first

before teaching the concepts. He felt that this approach
helped him to develop concepts and skills within the time
constraints. He also felt that getting the students involved
in doing art was a factor in avoiding discipline problems in
the classroom.

T1 did not find that the guide's objectives were clearly
stated. He felt that it needed a great deal of "reading out
and into it."” At the beginning of his experience in teaching
art, Tl tried to closely follow the guide's objectives. For
example, in the drawing module, he taught a little theory and
adopted one of the suggested activities using various techni-
ques to illustrate the theory, but he found it difficult.
However, he thought that the guide did lead him, "in a small
way," through line, shape, texture, value and shading; but in
order to organize his lesson, he has had to combine what he
learned from workshops with what is in the guide.

T1's discomfort in teaching art had a lot to do with his
lack of familiarity with the concepts and terms used in
describing methods with which he had not had much experience.
Perhaps this is best reflected in Tl’s overriding and frank
comment that, when teaching art, unlike when he is teaching
other subjects, he does not know what he is doing. He stated
that he used to feel the same way about teaching religion

until he received a "good" text book. He believes he would



106
enjoy teaching art if he had better directions on how to teach

it more effectively.

Developing art skills.

Only 5% of teacher respondents in the survey felt that
the guide was very useful for the development of instructional
art skills in the teachers. While T2 stated that he has been
able to make effective use of the guide, it must be remembered
that as an art specialist with a major in Art Education, he is
representative of only 6% of the sample of survey respondents.
Tl’s experience may be more typical of the majority of
teachers who are looking to the guide for the development of
their art skills for instructional uses. The fact that T2
found the guide very useful may be an indication of the level
of understanding and expertise required to make effective use

of the guide.

Class discussion with the use of slides.

The guide offers sets of visual slides with suggestions
for stimulating discussion of art concepts. Again a small
percent (17%) of the survey teachers found the guide’s section
on using slides very useful in facilitating class discussion
of art. A strong "somewhat useful" response (54%) and a large
amount of missing data (18%) may indicate some uncertainty
about the slides’ usefulness in promoting classroom discus-

sion.
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found that the guide was not very helpful.
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T1 tried to use the guide to help with discussing art but

he experienced are reflected in his comments:

The slides were suggesting things, and I felt like
a student--which is the way it should be because of
my limited background--but I did not go anywhere
because there was no one there to lead the instruc-
tion or guide the discussion. I did not know what
to ask. I did not like the experience with using

the slides, and so I did not use them this year.

He went on to say:

It is like teaching a book you did not read, I did
not know anything about it and did not know what I
was talking about; for example, knowing the meaning
of "value."” I looked at the slides--What am I
supposed to say to the students? "Do you see value
there? See dark and light"? I give you one more

example: the kids will say, "this is round or

The difficulties

square or smooth"--what can I add? "What is

round”?

T2 also found using the slides problematic. He did not
use all the slides because he found some of them "not applic-
able for his svtudenta--tuo philosophical and too far out for
students to catch on." Although he did not use them all, he
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felt that some of the slides could be integrated with the
slides which he designed himself.

T2 did not always discuss art or motivate students with
the slides or visuals. He thought discussion and analysis of

art could take a long time ard he noted that:

Depending on the grade level, it is very difficult
for 20 or 40 students to be absorbed in a class
discussion on a number of lessons over a long
period of time. The students without having done
the practical work do not realise the process that
has gone into developing the applied concepts and
skills, and therefore cannot appreciate what they

are seeing.

T2 however looked at other people’s art where it was
appropriate in the syllabus. For example, when he taught
cartoons in Grade 8, the students looked at Lynn Johnson’s
works, saw a film about her work, and looked at some of her
books of cartoons prior to doing their own art. T2 thought

this approach was necessary to provide a direct connection

and . He felt that the students had

to study the artist’s works first in order to appreciate and
understand what had gone into them.

T2 also mentioned that the inexperienced art teachers he

talked to at the Newfoundland Teachers’ As:zociation (N.T.A.)

Annual Art Conference expressed difficulty with using the
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slides. He reflected on their experiences by observing that,
"Lacking knowledge in art they indicated that they are not
comfortable with using the slides and therefore do not tend to
use them with the students.”

These critical comments of T1 and T2 highlight the
difficulties with using the slides in class discussion and may
further illustrate the previously stated problems with

i ting the " hat useful" y of the hy i

responses in the survey.

Evaluation.

When asked about the usefulness of the guide for evalu-
ating art learning, only 5% found it very useful, 57% somewhat
useful, 19% not useful and 19% missing data. The difficulties
in interpreting the somewhat useful category for evaluation
may be overcome by the explanations offered in the teacher
interviews.

T2 did not have any problem with the evaluation section
of the guide, mainly because he had worked in the evaluation
area for so long that it was "second nature" to him. He
agreed with the section in the guide about evaluation. T2
however envisaged difficulties on the part of inexperienced

teachers in using this section. He noted:

This section has got nice big broad guidelines but
it doesn’t tell the teachers specifically what to

look for. In this way inexperienced art teachers
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would not know what to look for in a painting; what
skills the students should have; how they should
develop; how they should use the equipment and so
on ... The problem always comes back to experience,
and without a doubt, a quality art education
program would be given by an experienced art

teacher using the guide.

T2 thought that inexperienced teachers would also have
difficulty in identifying examples of creativity. If students
do something different the teacher may dismiss it because it
is not exactly what he/she wanted them to do. They may not
see, and therefore neglect to acknowledge and reinforce, the
creativity.

T1 did not find the section on evaluation in the guide
very useful. He found evaluation somewhat problematic because
he did not know what he should be assessing since he was not
familiar with evaluation criteria for art. He was therefore
not sure whether his students were getting anything out of the
program. This problem of evaluation was often discussed
between T1 and the other Grade 8 teacher. They had similar
problems at art workshops in understanding the evaluation
criteria. When the art specialist showed examples of "good"
works done by her students, he and the other teachers could
not see what made the work good.

Tl believes that art is ambiguous and he was not sure

whether his students had learned anything from his art
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lessons. He felt he could only evaluate a student on techni-
cal skills, like how to hold a pencil, on how to roll the ink
or even on how to clean the brush--mechanical techniques that
T1 had learned in the workshops. Lacking criteria to judge
the students’ performance in art, he could not grade art like
the other subjects he taught.

T1 also found testing in art a problem because, in his
opinion, tests are administered on subjects that the students
answer verbally. He did not think, therefore, a test was the
correct way to evaluate, for example, "drawing value."

T1 stated, "It may be that we cop out because art is, to
us, simply something that students are involved in, and we
don't actually give it a grade." T1 thought that art should
be evaluated "perhaps by seeing what the students are putting
into their work and what they appear to be getting out of it,
irrespective of other objectives or criteria."

T1 added that in other subjects, he would question
whether the concepts were understood by the students or he
would assess what he was doing, but in art he did not find any
criteria in the guide for evaluation.

T1 recognized that he did not know the criteria upon
which to judge what is good or bad art work when he said, "I
cannot evalunate if this painting is better than the one a
student did last week ... There is no way I am going to tell
the students (or even know how to tell them) whether it is

right or wrong, or if it is a good or a bad job." The
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evaluation system of the school is based on attaining object-
ives and the students’ grades reflect the degree that object-
ives are being met. Tl’s objective was getting the students
involved in doing art. He evaluated students’ performance in
art based on their degree of involvement. Nobody failed in
his school because projects were evaluated on an individual
basis, that is, "according to each student’s ability." He
felt very satisfied with his teaching when the students worked
hard and were very involved in what they were doing. T1
stated that "after a couple of workshops and a year’s experi-
ence in teaching art, I have a good enough sense to be able to
tell by looking at the students sitting there saying, ’'I am
enjoying it or this is trash’." T1 believed that the students
took their art classes seriously; not just as ar opportunity
for "free time."

T2 evaluated his own art program by looking at the guide
and making sure that he had covered the areas mentioned in it.
He constantly checked whether he was giving the students a
quality art program within the time, monetary and physical
space restrictions set by the School Board. On the whole T2
felt very happy with what he was doing although he felt that

some areas could be improved if he had more teaching time.

ing of art i ion: grades 7 to 9.

According to 12, the guide does not say specifically what

the teachers should do in each grade except that the four
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areas--drawing, painting, printmaking and sculpture-~should be
explored during Grades 7 to 9. T2, however, did not really
think that this lack of specific direction in sequencing was
a weakness because of the many variables involved in the art

program. He explained that,

Much depends on the school situation and teachers’
qualifications and experience. Furthermore not all
schools offer art over three years. Some schools
offer it for only one year and others for two
years. Also the time allotted for art in each

school is not the same.

For these reasons, T2 thought that the guide could not be too

specific. He elaborated:

Students coming from elementary and other schools
to Grade 7 have different types of skills and
abilities and one can find a variety of abilities
within cne group from one school. Therefore when
students come in at a Grade 7 level, the teachers
are working with a real hodgepodge both in past

experience, attitude and ability level because they

are not s in each . There is no
continuity from elementary to Grade 7 and from one
school to another. Given the varying backgrounds
of students, the guide has to be flexible. Any one

particular emphasis in the guide may not be effect-
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ive for all students who have had such a mix of

experiences and education in art.

T2 explained that the same lack of continuity applies

from Junior High to Senior High School:

Though students in Junior High are supposed to be
exposed to the four areas in the art program
somewhere, it does not specifically say where.
Also not specified is what the students have
achieved in those four units in that particular
time. The Senior High School Course Art 1000 at
Grade 10 level is designed as an Introduction to
the art program. The art teachers giving that
course get students who have a wide diversity of
abilities and experience in that group; it is also
possible that the art teachers get students who do
not have any art background at all and need to be

trained from the beginning.

As there is an overlap of both concepts and skills education
within the four separate areas, T2 planned art activities that
would lead from one area to the next; for example, teaching
drawing before painting.

T1, who taught art in Grade 8 only, also observed that
the guide was not clear on sequencing information and was
lacking in specifics on what to teach in each grade. He has

often had discussions on the sequencing of art instruction
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with the other grade 8 teacher. Together they decided that
they would sequence art instruction for the various grade
levels in the same way they sequenced instruction in the
decimal system, with classes getting more detailed as the
grades got higher.

Results from the survey revealed that 18% of teachers
considered the guide very useful for lesson and grade
sequencing, while approximately 48% saw it as somewhat useful.
With 20% of the data missing, it is difficult to conclude that
the guide is particularly helpful for sequencing, given that
there is no specific mention of methods for planning a
seguence of lessons or grades. Also, teachers may interpret
sequencing to mean, for example, drawing before painting, as
T2 did. The issue of sequencing from grade level to grade
level was not addressed in the guide. Perhaps the teachers
found it helpful to have the different areas of drawing,
painting, printmaking and sculpture listed so that they could
decide among themselves which sequence to follow within these
areas, was appropriate for Grades 7 through 9. But given the
lack of training of most teachers responsible for art, it
seems unlikely that they would be aided very much by the
information presented, in planning a sequence of lessons or
grades. Planning over a sequence of grades is further
complicated by the inconsistent offering, and sometimes even
the complete absence of, art classes in Grades 7 through 9.

T1 described his own experience with this lack of
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continuity. He remembered his own school environment when he
was taught art. T1 specifically recalled the time he spent on
a soapstone carving. It took him three months to complete it.
His carving along with the other works produced by his school
were displayed in the library at Memorial University. He
remembered going there one day and was very delighted to see
his work displayed. He found art enjoyable; however when
asked why he didn't carry on doing art given his satisfying
experience, the reply was that "art was not offered at grade
8 level. The teacher was gone and that was itl You know the

way it is. It very much depends on who is in the school.”

Human and ty Support

T1 and T2 were not asked specifically how important the
human and material resources were to implementing their art
programs; however, when asked how they thought art was ranked
with other subjects, both teachers felt that the administra-
tion would not consider art high in priority. Tl’s comment

was:

Art is considered a regular part of the general
school curriculum, but it is not given high
priority on the general overall timetable schedule.
In an 8-day cycle, art is given two 30-minute
periods (or 1 hour in a 8-day cycle) as compared to
1 1/2 hours for religion; 7 hours for language

arts, 7 1/2 hours for French. According to the new



Junior High Program, more time should be given to
art and woodworking. Compared to time allotted to
other subject areas, one can see that art is

regarded as outside of the core curriculum.

T1 thought that the administration would rate mathematics
and language arts highest in importance. Art and music would
probably be considered least important. Physical education
and French are also more heavily emphasized than art educa-
tion.

Although T2 could not be sure, he thought that his
students would not rank art education very highly, because
they tended to look at things "vocation-wise" and did not see
art as relevant to their future work. T2 thought that in
Newfoundland art is still mainly looked upon as a hobby and

not as ional work. there are few job opport-

unities for people who are trained in art, T2 thought that it
was hard to give the subject equal emphasis. He therefore
believed that career counsellors would probably rank art low
on the scale. He also thought that his teaching colleagues
would probably not rank art high on the scale because many of
them had little art training, and they were not familiar with
what went on in his classroom. He was not sure whether they

would see any benefit to taking art.

School support.
Although money was in the budget for art programs, T1
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felt that he and his colleague did not request it,

... because we do not know what we need. We see
the things mentioned in the guide but we are not
really sure about how to use them. The workshops
that we attended have helped us to understand
better what might be needed and financial support
can be obtained easily from the principal if so

required.

Bo g support.

In T1l's community the Board sponsors a big art show every
Spring at the local Shopping Mall where it exhibits art works
done by students from Kindergarten to 12. Tl thought some of

the work done by older students was impressive. This display

helps to broad the ity’'s of art. He

believed that the Board had started to put more emphasis on

art in recent years.

It is only four or five years ago that it began
putting on the huge display of art every year. The
Board also actually hired a full time
professionally trained art teacher for the local
high school. That teacher is used as a resource
person in other areas of the Board. The Board has a
coordinator who is partially responsible for art.

There is no professionally trained art teacher in
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the elementary or primary schools.

Art specialist.

T1 believed that the art specialist is of great help to
the art teachers in his school. He found that the specialist
has been indispensable, and without that person’s help it
would have been more difficult, if not impossible, to under-
stand many of the assignments in the guide.

Tl reported that,

when a workshop is needed the art specialist is
given a day off to conduct it. The specialist and
the co-ordinator plan the workshop and call in the
teachers into the Board. There may be 25 teachers

in the workshop.

T1 attended the workshops planned for the Grade 7, 8 and 9
teachers. They offered hands-on experience, "hands with ink
up to the armpits." T1 was very pleased to hear from the art
specialist that the former students of T1 and his colleague,
whom she was teaching this current year, seemed to be better
in art. T1’s happy comment was, "We must be doing something

right."

The art co-ordinator.

The co-ordinator responsible for art visits T1’s school

regularly to ine require help‘. He
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arranges workshops when he sees that there is a need. The co-
ordinator arranges, with the art specialist, workshops which
cover the four areas mentioned in the guide. T1 pointed out:
“"the teachers complain among themselves about the problems
regarding teaching what is in the guide but they have not had
the chance to address these problems in writing or to discuss
them with the co-ordinator." This suggests that, at least for
some teachers, there are not enough workshops to deal with
implementation problems despite the co-ordinators’ regular
visits.

T2 understands that a new Art Coordinator has been
appointed in his Board. However, he has not met him/her;

neither has he received any communication.

Preparation time.

It was clear from the survey results that less than one
third of the teachers (32%) felt that they had sufficient time
to prepare for art classes.

Because of his limited knowledge of art, T1 found it
difficult to plan art lessons, therefore they took a lot of
time from his day. He did not think he could afford to take
a half hour to prepare for one hour‘s class work, especially
when there is a lot to do in his normal work day, such as
correcting and planning lessons for other subjects. He
therefore felt that he should find a faster way to prepare art

lessons. T1 indicated that he also has a family life and that
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he found he could not be up till 11:00 every night doing class
preparation. He indicated that some subjects like social
studies and mathematics took less planning time than art. T1

stated:

I feel I am two people wheu I teach art. I can say
that in some weeks whea I find it so difficult to
prepare (I always prepare ahead exactly what it is
that I want the students to do) that I feel very
hesitant to get the lesson started. However, once
I get the lesson going, I always stand back and
say, this is going well. They are loving it and I
should really make sure that I do this every week;
but when next week rolls around, and when something

happens, I would say let us go on till next week.

T2 made no mention of difficulties with having sufficient
preparation time for art classes. His experience and back-
ground knowledge in art might help to explain this. The

structured approach he adopted requires specific instructions.

The students are given i ion sheets ing their
assignments and what they are expected to cover in terms of
concepts, techniques and materials. As a specialist who has
been teaching art for several years, his lessons were prepared
in detail. However he did seem to be very concerned about
insufficient time to implement the program. For example, in

the case of discussing Lynn Johnson’s works, T2 outlined the
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time and class periods he would take to complete the project.

He stated:

It takes a whole lesson to explain what her style
is, where she gets her ideas from and to look at
the film; then it takes another lesson to point out
the drawing techniques that she uses or any cartoon
artist uses. Such an exercise would probably take
one cycle out of 36 (or even may be only 30
allotted for the whole school year considering time
taken off for exams., snowstorms, assemblies,
furnace trouble and fire drills). It is all a
question of time ... it is not an appropriate use
of time to get into discussion and analysis too
heavily with inexperienced students when time is

better spent with a hands-on approach.

to Teaching Art

As mentioned earlier, T1 organized his lessons from what
he learned in the workshops combined with what he gained from
the guide. His objectives for "student involvement" in the
art lesson were not written down and given to the art students
as was done with his other courses. He sounded almost
apologetic when he added, "I have not formalized the art
course."

However, T1 felt his instructional development background
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helped him to recognize and understand when his students
lacked confidence in doing art and needed direction to know
what they were supposed to do. Tl tried to encourage the
students to help dispel their fears of doing poorly in art by
giving direction on applying techniques such as how to hold
and use a pencil when drawing and rolling the ink. These are
techniques he learned from participating in the workshops
concerned with implementation of the curriculum contained in
the guide.

T1 did not really know where to start in teaching the art
program. During his first year of teaching, he tried tc use
the guide to help students with discussing art but personally
found the experience uncomfortable. He tried to understand
the principles and elements of design. During the year of the
interview Tl’s emphasis in his approach to teaching was on
"making" art.

As mentioned earlier, T2 took a different instructional
approach from the one advocated in the guide. He first taught

the mechanics of using art materials and supplies before

ing on the pts. T2 stated that "this is not a

materials-based ; but is on his belief that
‘unless the students can handle the different media they will
not be able to develop the concepts because they do not know
where to start’."” He believed that his approach to developing
the ability to handle materials would prevent students from

getting too frustrated at the beginning. He further believed
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that his approach was useful in ensuring that an art project
involved a concept and a material or a style of art. He also
aimed at completion of a project or assignment within a

specified time limit. Because of limited class time, T2 was

convinced that it was y for the to know
exactly what they should be doing at a particular time in
order to keep to the schedule of each project. As part of his
more structured approach to teaching art, T2 provided all the
students with information sheets with technical terms, the
concepts to be learned, and what was to be included in the
assignment. The information sheets were kept in an exercise
book, to which the students added their illustrations. Using

this integrated approach, T2 felt that,

In their little exercise books, which are called
portfolios, the students demonstrate their learning
about the concepts, the techniques they have used
and their familiarity with the equipment through
the art work they have produced from whichever area

they are working in.

T2 realized that there might be a problem with his
approach. It might not allow students time to find their own
ways to solve problems or to get familiar with materials;
nevertheless with his more structured approach he believed
that there was a greater likelihood that the students would

get a bigger overall picture, thus allowing them to learn
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about more concepts and materials with less frustration. This
more controlled approach, he thought would also mean less
problems with discipline. T2 felt that a learning and
developing structure worked best in his situation considering
the students, the time available and the facility restricticns
he has had to work with.

T2 took the integrated and more structured approach to
teaching art, instead of dividing each lesson into sections as
suggested in the guide. The guide recommends discussing
slides, their themes or subject matter, the use of media and
technique in production and lastly discussing the students’
work.

T2 felt that "the discussion of art work normally goes on
in their work stations. If the students were impressed with
somebody’s work they either told that person or asked him to
tell their friends to look at it."

T2 saw art education as a retention experience not unlike
other subjects such as mathematics, history and English. His
more structured approach to teaching, involving testing
students on the terms and concepts they have learned, empha-
sized the importance he attached to the retention aspect of

art education.

Teachers’ Recommendations

T2 believed that a good basic workshop for the four main

areas would be useful for teachers without an art background.
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Teachers without such backgrounds need to be familiar with
certain basic techniques and media. T2 felt that some areas
of teacher training were not appropriate. For example, he
thought that the four-week summer school run by Memorial
University Faculty of Education, though it provided a wonder-
ful experience for teachers’ own development of art skills,
was not specifically targeted to improving art instruction.
The course is intensive and covers a lot in depth, but the
problem is that it is aimed at training teachers to be
artists--learning how to use acrylics and oil paints and to
stretch a canvas--unrealistic activities because the schools

can only afford to use paper and -paint. T2

that such experience was good for the teachers, but without
good organization and follow through in the classroom there
would be much wastage of time and equipment. With the absence
of art specialist workshops within the St. John’s school
boards, teachers have access to these university courses only,
which may have little to do with classroom realities and
teachers’ training requirements needed to enhance art curricu-
lum implementation.

T2 went on to make the following general comments and
observations about the usefulness of the guide. He believed

that the guide was aimed at who were i ienced in

teaching art. Although it had very good points and
guidelines, it also contained sweeping statements and assump-

tions. T2 thought that the teachers must have some successful



127
art experience to assist them in ‘mplementation, although he
was not sure where the teachers would get that experience. He
did not believe, however, that even for the inexperienced
teacher, the guide should be too specific "as that would not
leave room for growth for the students and teachers." His
concluding comment on whether the guide was meeting the needs
of inexperienced teachers was, "something as varied as the art
program tries to offer is not easy to put down in a simple
little manual."

T2 did not think that it was a weakness that the guide’s

flexible did not get implemented; he

thought the fault lay with the elementary school art program
where the students were not taught skills or concepts. At the
junior high level, the fault lay with not having enough time
to teach skills and concepts and with trying to give students
a wide experience. To resolve this problem, T2 suggested
"one has to find a happy medium between the two." Adolescents
who often wanted their work to be recognized as being of good
quality did not have enough time to develop the art skills
needed to produce good art work. Without the development of
art skills they had a hard time in understanding how to relate
to the art concepts.

T1's frustrations with teaching art may have been common
to other teachers who had similar limited backgrounds in
teaching art. He offered some suggestions on how the guide

might be improved to help develop teachers’ skills for



128
teaching art. If given a chance to redesign the art curricu-
lum guide, T1 would have liked to see more samples of what and
how the teachers would actually go about doing the assigned
projects. He commented that he had difficulty in getting
sufficient information from the guide on how to start a
project. He even had trouble in understanding or finding out
what materials he was supposed to use.

He would have liked to see how a piece of work was
produced by an artist. For example, "does the artist start
from the top, middle or bottom and does he/she draw an outline
with strokes"? T1 thought that the guide must really assume
that the teachers knew nothing about art education. He would
have liked to see the demonstration of a lesson laid out step
by step in pictures to show teachers exactly what to do. He
noted a particular problem with the section on "Experimenta-
tion to Learn Relief Printing" which suggested trying some of
the following: (a) ink with a paint brush using an ink pad
technique or equivalent (b) transfer the image to paper by
pressing the painted object to the paper. T1 found it
uifficult to follow the process or techniques and thought that
in this particular case some visuals to demonstrate the

technique would have been helpful.

land ' Rssociation (NTA)

The NTA is a professional organization of teachers which

could act as a potential resource for those in art education.
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T2 has been active in pr ing art on this

organization. He had many reasons for taking leadership in

setting up a special interest group for junior and senior high

school art teachers. T2 was interested in finding a group of
ta. Tand

to d 1 a with a g .

approach that would be relevant to classroom practice. He
felt there was a need for this type of workshop since the
impression he has been given by many inexperienced teachers

was as follows:

They are not getting practical and relevant

i ion from the . They spend much

time in listening to talks from local artists and
experienced crafts people. Some of these workshops
may be on one or two specific areas which may
benefit the experienced teachers. But most of the
information they received was not useful for
classroom application. They could not make use of
the information because either it was too far above
their ability to understand or to convey it to
their students. Also, the equipment mentioned was
too complex or expensive to be available for use in

the classroom.

T2 felt that workshops with an emphasis on a hands-on

approach were essential.

When you are doing drawing you need such and such
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materials and techniques ... these are the concspts
you should be covering; this is how you do it; this
is how you manage it in the classroom; this is how
you do it in 20 minutes or in 40 minutes whatever

you get to do it with.

He believed that such workshops would be appreciated by the
inexperienced teachers because they could use this kind of
structured approach when they went back to their schools.

T2 was disappointed with the attendance at the special
interest group meetings. Only two of the eleven teachers
invited by him to participate attended and they were not art
specialists. T2 felt that the people in his district were

very insular, and he stated:

They tend to stay in their own little place and do
their own thing; they don’t get involved--maybe
they feel comfortable with what they are doing (I
don’t know) but I know in other parts of the
province when you hold a workshop many people want
to come because they want to know what is going on
and they do want to be helped. Maybe the people
here do know what is going on and they do not want
to be helped; maybe they don’t want to help anybody

else and that may be a factor too.

T2 felt that inexperienced teachers may have been

disillusioned by the lack of support they received and the low
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priority assigned to art. This in turn may have led them to
feel that they were teaching a second class subject, with
little payoff for participation; there would likely be little
recognition or appreciation, and limited preparation time for

other subjects may have been the result.

Supplemental Analysis

If T2 as an experienced teacher had to use his own
approach instead of that suggested by the guide in order to
cover all the areas, could this mean that there was not enough
time to implement the program? Or, if the teachers surveyed
did not find time to be a problem, would this indicate that
they had not actually implemented the total program?
Regarding the suggestion that the fault for inadequate
implementation of the curriculum contained within the guide
lay with the elementary teachers, could a teacher without an
art background do better if the students were better trained
in elementary schools? How would such a situation improve the
way the inexperienced art teacher got information from the
guide? It is important to be aware that "The frequency of a
particular trait or response should not be used to character-
ize the population of teachers" (Yin, 1984, pp. 449-50).
Neither T1 nor T2 could be said to be more or less represent-
ative of the sample drawn for this study. Their views may

assist in interpreting the survey results according to their
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own perspectives on art education. :
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CHAPTER V
Summary, Conclusions and Recommendations

Summary

This study has examined the extent to which teachers (as
implementers) view the Draft Provincial Art Curriculum Guide
for Grades 7, 8 and 9 (1986) as useful in the implementation
of their programs. It has also explored teachers’ interest in
and perspectives on art and art education; the availability of

school and community resources to aid in the implementation of

curriculum; the t ' own art ; their prefer-
ences for teaching art. These factors have been seen as
important to the impl ion of art ion programs

(Chapman, 1979(a)) and (Fullan, 1982).

ke and of Art Education

Most teachers in the survey were relatively new to art
education and had little formal training in art. While many
had recently taken university courses or workshops on art, the
reports by the teachers interviewed suggest that these
experiences may have been of limited benefit. T2, the art
specialist interviewee, did not think these training opport-
unities were designed to respond to the realities of the
classroom situations. While teachers developed new art skills
from these courses and workshops, back in the schools they did

not have the equipment or supplies to integrate these new
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skills. While Tl gained general skills in making art covering
the four areas suggested in the auide, he reported that he had
not learned to teach art concepts from the workshops.
Emphasis on the practical, without ensuring conceptual
clarity, may not equip teachers to impart their new knowledge
to students.

A majority of the teachers found teaching art difficult.
Many were assigned to it, and would prefer to teach art only
some of the time or not at all. Despite this rather gloomy
picture of the teachers’ interest in teaching art, many held
a high regard for the subject feeling that it was important
for the development of cognitive skills, self-expression,
social sensitivity and self-image. They did not believe that
art education was only beneficial to students with innate
artistic abilities, nor did they see it as an educational
frill or a waste of school funds. While they felt art
education was important to the overall education of students,
they did not agree that it ranked equally in importance with
mathematics and English.

A majority of teachers did not agree that art education
was mainly an opportunity for student relaxation and recre-
ation. However, T1 may have reflected the view held by many
teachers when he stated that the students were under a lot of
pressure to perform academically in other core subjects, and
theref -re art served as an opportunity for a more relaxed and

enjoyable activity. Few teachers engaged in art~related
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activities outside of their teaching. Teachers seldom visited
art galleries or museums (art places), read art books,
discussed art with artists or bought professional art works.
The apparent lack of interest in art may have been a reflec-
tion of the lack of art resources available to them in their
communities, since many teachers were not aware of art places

or artists in their area.

The Draft Provincial Art Curriculum Guide

A majority of the survey respondents and both inter-
viewees were using the guide either solely or in combination
with school board guides and other art education resources.
Yost teachers had also discussed the guide with an art
specialist or co-ordinator and they had available to them
workshops or training sessions to assist them with implementa-
tion of curriculum contained in the guide. While the guide is
described by most teachers as clearly written and the concepts
well explained, the reported limited usefulness for learning
art concepts, skills, and criteria for evaluation was salient.
Also teachers had difficulties in using it to promote class
discussion. Sequencing of lessons within grades and between
grade levels was a problem not sufficiently addressed by the
guide. The learning of art vocabulary was also problematic
and led teachers to feel ill equipped to communicate art
concepts and skills or to conduct class discussions on art.

It seems that despite the clarity with which the guide
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may have been written it has been of limited use in assisting

with the impl ion of the art curriculum.

The lack of school resources, including art literature

mentioned in the guide and suitable facilities, supplies and

equipment, are possible of fr ion for &
A common complaint made by the teachers was the lack of
adequate preparation time for teaching the art program as
outlined in the guide, even though most felt timetabling of
art classes was satisfactory.

The perception that principals were considered an
important human resource for implementation does not bode well
for art, in light of a recent study of Newfoundland principals
and their perceptions of the relative importance of art
education (Manuel, 1988). Principals in Manuel’s study
generally were found to lend little support for art education
relative to other core subjects. Art coordinators, while not
considered as important to implementation as principals, were
considered to be important human resources, even though their
assistance through training and workshops were perceived to
lack relevance to the school and classroom situation of many
teachers.

While the guide may have been designed with maximum

flexibility in mind, to deal with the varying conditions and

. < h Newfoundland, the fact that

the majority of teachers had limited backgrounds in art and

the relative lack of resources to assist them with implementa-
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tion perhaps suggests a major support role for the guide.

Failure to take into teacher and support

factors have been shown to be important barriers to implement-

ation (Fullan, 1982).

Conclusions

Implementation of art curriculum depends on a number of
factors, some of which have been examined and explored here.
The Draft Provincial Art Curriculum Guide for Grades 7, 8 and
9 (1986) provides a plan for the implementation of the art
curriculum in Grades 7 to 9 in Newfoundland schools. It
reflects the values, backgrounds, training and experience of
art educators and coordinators who are the leaders in the
field of curriculum development. Whether there is a match
between the objectives and procedures outlined in the guide
and the realities of the contexts facing both trained or
untrained art teachers responsible for curriculum implementa-
tion has been the subject of this study.

Many teachers have had to cope under adverse conditions
unfavourable to implementation of the art program. This study
has demonstrated that the provincial guide was not particul-
arly helpful in overcoming these unfavourable conditions.
With a largely untrained population of art teachers struggling
with implementation of the curriculum, if the guide is to be

helpful, it must be written in such a way that it will be
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useful to teachers with little or no background in art.
Lacking the necessary supports the teachers and the students
have had to make do with less than adequate programs and
sometimes no art programs at all.

Evaluation implementation research in art education can
assist in the problem-solving task to bring about the neces-
sary improvements to achieve greater excellence in the field
of art education. More commitment to art education by
politicians, teachers, curriculum developers and researchers,
art co-ordinators, principals, and other key players in the
art educat.ion community might provide the necessary support to
achieve a higher standard of implementation in art education

in Newfoundland and Labrador.

Recommendations

The results of this study provide the basis for the
following recommendations:

1. That the Department of Education, in revising its
Draft Provincial Art Curriculum Guide for Grades 7, 8 and 9
(1986), consider the academic backgrounds and experience of
art teachers and the structural constraints, such as limited
preparation time and the lack of art resources in the communi~
ties where they teach.

2. That the consultants and co-ordinators in art

education seek input from classroom teachers with varying
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backgrounds in art in designing relevant workshop experiences
to be provided before teachers begin to implement the art
curriculum, and on an continual basis to ensure implementation
of the program as detailed in the guide.

3. That further study be undertaken in the form of a
case study involving participant observation with a limited
number of representative art classes. Such a study may not
only provide an additional validity check on the data in this
study, but may also yield more factors contributing to or
inhibiting implementation.

4. That future research explore further with teachers
possible reasons why they declined to respond to specific
parts of the survey given that there were large amounts of

missing data in response to some of the questions. The

ictions the large number of teachers
who found the guide useful, when "very" and "somewhat" useful
categories were combined, could be clarified by using a
different scale or by asking teachers to explain the useful-
ness of the guide in their responses to the survey.

5.  That further qualitative data be gathered in order
to help explain implementation problems and prospects.
Interviews could be conducted with key informants such as
principals, art co-ordinators and more teachers with varying
backgrounds in art.

6. That research be conducted using a larger survey

sample. Such a sample could yield large enough values in more
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categories of responses to use inferential statistics in

comparing urban-rural, teacher and art

differences which may be significant for the implementation of
art education in various Newfoundland and Labrador communi-

ties.
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Memorial University of

St. John's, Newfoundland
AlB 3x8

2nd November, 1988
Dear Teacher,

Aspartofnqﬂu)smleamng at Memorial
conducting a survey. My thesis concerns the utility of the 1986 d.raft
vav:.nczalmcurnmlmende Grades 7-9, and I am seeking
participation of teachers, whef ﬂ\eyaremsl:eculmta or regular
who have ibility for Art in those grades.

memﬂnmm&nmmmsﬂml
Board. Ihwftmexge:xemel’mb\myymaxe,therefore

i the ire to be ’mamaxnmoflS

minutes.

art their ion of art and
sug:orting resources are often seen as important factors mfluencmg
of art The

is designed to gather information to study the relationships between
these factors and the perceived utility of the draft Provincial Art
Guide.

The success of this study is dependent upon your willingness to
participate and the frankness of your answers to the questionnaire.
Your participation in this survey will be kept confidential since no
).ndlvldual responses will be identified in the findings. Data will be
reported in sumary form only. The results of this survey will be
avallable to all participants, should you wish to request the
information. A copy of this study will be at the Centre for
Newfoundland Studies at Memorial University.

Please try to complete and return the questionnaire at your earliest
convenience. To ensure anonymity, please return your questionnaire,
sealed in the enclosed envelope marked ART CURRICULUM SURVEY to
na. Bev€ass , the Program Coordinator responsible for Art
E&\x:atmn, by Navenher 30th.

Your and co ion in ing to this survey is very
mach agpreclated

" Yours sincerely,

Kum-yuen Saldov
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SECTION 1 - OPINIONS

1. The following statements reflect some commonly held opinions about art education. There are no right or wrong
answers to these statements because people differ widely in the way they view art education. Therefore please give
your frank opinion on each statement. Circle the response which best reflects your opinion.

SA = Strongly Agree; A = Agree; D = Disagree; SD = Strongly Disagree

a. Art education provides students opportunities for self-expression. SA A D SD
b. Art education promotes sensitivity to other people..ecsiesessessccscsscansscsssosnccaneansssses SA A Sp
c. Art education does not develop :o§n1t1ve 1earNiNgeccssescccrcacssocosccscnccsssnsencesesasnsacs SA A D SD
d. Art education develops positive self-image...eecesseeencecnns T T e e SRasEeE SA A D SD
e. Art education is for students with innate artistic abilityeseessscssnessrnscsrrnccssarenesesass SA A D SD
f. Art education can uniquely contribute to the total education of each student... «eeee SA A D SD
g. Art can be ranked, in terms of curriculum importance, with Mathematics and English. «« SA A D SD
h. Art education is mainly a form of relaxation and recreatioNe..ececeeeeen... teerrecnecetiesesanes SA A D SD
i. Art education develops independent thinking and problem-solVingeeeecesereeeeeaoean wovowensomew OA A B 8D
J. Art has little utilitarian value and is an educational frilleceeececeeaeenes cesssscciscensieees SA A D SD
k. Art education is a waste of school funds that can profitably be spent on other subjects........ SA A D SD

2. Which of the above statements best reflects your opinion? Statement

3. Which of the above statements least reflects your opinion? Statement



«
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SECTION 2 - PERSONAL INVEREST (Art activities you have participated in during the past year).

Please check the appropriate column for each statement below:
1-4 times  5-9 times 10+ times

1. Visited art gallery/museun/studio P i S—
2. Read art books/magazines e S —_—
3. Discussed art with an artist e PR -
4. Bought art works by professional artists _ R R

SECTION 3 - CURRICULUM GUIDE

1. Which official art curriculum guide is used in your school? (You may check more than one).
Provincial _____ School Board Other ____ Please specify
Please check YES or NO for the following questions:
2. Do you have a copy of the 1986 Provincial Guide (grade 7-9)?..eeecescccecacreeras
3. Do you discuss implementation of the Guide with an art specialist/art coordinator?. .
4. a. Is there a workshop or training session which explains the use of the Guide?.....eeveeseesecsanes

b. If not, do you think there should be a workshop or training SeSS10N?seeessssvessssesssssssassnnns

Page 2

Not at all

NO
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SECTION 3 - CURRICULUM GUIDE (continued)’

5. Is the language used in the Guide appropriate and clear?.
6. Are the art concepts in the Guide clearly explained?..

7.

How often do you use the Provincial Art Guide?

Daily

Weekly Monthly Seldom Not at all

(If you have checked Not at all, proceed to SECTION 4).

Please indicate usefulness of the Provincial Guide for the following by checking the appropriate column.

Learning art concepts for teachingeeececensssesscnrercccrucnssncnnsssscnccncnnnsness
Initiating class discussion on visual analysis....ceeeees B PR R
Planning sequence of lessons within 2 grade 1eveliveseeerieissnsnsernsannnnsssnnanes
Developing sequence of 1essons for grade 7 = Guueeeevecccccscsnssesssnaccrsassanas .
Acquiring a vocabulary for understanding and communicating art terms and concepts...

ping skills and 1n art production.eiceececiesrenersecceeancnsannses

Acquiring criteria for evaluating students' growth and learning in art.....

Very

Somewhat

Useful _Useful

Page 3

Not
Useful
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SECTION 4 - MATERIALS/RESOURCES

1.

Page 4

Please check the apprapriate response to indicate whether the following materials/resources are available in your

school or communit;

YES
a. Does your 'school have the books mentioned in the Guide?...........ene seesesssesasesssssscesccacns  ___
b. Does your school have other art books related to the level of art you are teaching?.......eeeeees ___

c. Is the room in which you teach art suitable (adequate facilities) for implementing the art

PrOGTAMT s« s oo sosssessesssssatsssssssssessaarssnsanessssssssessesssssnransssssessssransssnsssans

d. Are there sufficient suppiies and equipment to implement the program?
e. Are there art galleries or studios in your community open to art teachers and students?..........

classroom, offices, and halls

f. Are there pr 1 art works 1n your school
or other places)?..

Time 1s also an 1important factor in implementing a quality art program. Please check your responses to
following questions:

YES
a. Do you have sufficient time to prepare adequately the art courses as outlined in the Guide?......
b. Do you have sufficient teaching time to adequately implement the cUrriCUTUM?..ceeeeseenenans esoas

c. Do vou have satisfactorily scheduied teaching blocks in the timetable?......evevseiennsrennsaanns

NO



Page 5

~
in
-

(continued)

3. Please indicate by checking the appropriate response column, the importance of the following human resources which
currently support the art program in your school.

Very Somewhat Not Resource Not
Important Important Inportant Available

Principal — PR — —
Art coordinator

Other teachers

Parents

School 1ibrarian

Public 1ibrarian

Local artist(s)

Other(s) (Please specify)



Please circle the appropriate response(s)

. Grade level(s) of art you have taught
in the past two years

Level of training/education 1n art

Length of time (in years) since courses
taken in art or workshop participation

Number of years teaching art

1 teach art because

I think teaching art is

If given a choice I would teach art

Please look over your answers.

Page 6
K 1 2 3 4 56 6 7 8 10 11 12
High School  1-3 University Art Major Art Minor Art
Courses Workshop(s)
1 2 3 4 5 6 7 8 9 10 11 12or more
1 2 3 4 5 6 7 8 9 10 11 12 or more
It was assigned I was trained to 1 want to

Easy Somewhat Easy Difficult

Majority of my
teaching time

Some of my
teaching time

Very Difficult

Not at all

Make sure you have checked the right answer for each question.

Thank you for your time and for caring enough to respond.
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Kum-yuen Saldov,

Box 14, Hickman Bldg., 159
M.U.N. St. John's,

A1B 3X8

November 27, 1988

Dear Teacher,

As part of my thesis in lLearning Resources at Memorial University,
I am conducting a survey. My thesis concerns the utility of the
1986 draft Provincial Art Curriculum Guide, Gr.?7-9, and I am
seeking participation of teachers, whether they are Art Speclalists
or regular clagsroom teachers, who have responsibility for art
instruction in those grades. Permission to conduct this survey

has been obtained from your School Board and your Principal. I
know from experience how busy you are, therefore I have designed
the enclosed questionnaire to be completed in a maximum of 15 mins.

Teachers® art background, their perception of art education and
supporting resources are often seen as important factors influencing
implementation of art education programs. The enclosed questionnaire
is designed to gather information to study the relationships between
th;se factors and the perceived utility of the draft Provincial Art
Guide.

The success of this study is dependent upon your willingness to
participate and the frankness of your answers to the questionnaire.
Your participation in this survey will be kept confidential since
no individual responses will be identified in the findings. Data
will be reported in summary form only. The results of this survey
will be available to all participants, should you wish to request
the information. A copy of this study will be at the Centre for
Newfoundland Studies at Memorial University.

Please try to complete and return the questionnaire at your
earliest convenience. A stamped self-addressed envelope is
enclosed for your convenience.

Your assistance and co-operation in responding to this survey is
very much appreciate7

Yours sincerely., .

\
Kum-yuen Saldov
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Kum-yuen Saldov, 160
Box 14, Hickman Building,
Memorial University of

Newfoundland,
St. John's, Newfoundland.
A1B 3x8

November 7, 1988

Dear Mr. Ryan:

With to the telepl ion between you and my thesis
supervisor, Dr. M. Kennedy, I have been informed that you have very
kindly agrmd to pick up the completed questmnnalres of my

Enowing how busy you are, your assistance and co-operation is deeply
appreciated.

I have contacted your School Board and obtained permission to conduct a
survey of teachers as part of my thesis m)aam).ngkesources at
Memorial University. A copy of the letter giving this permission is
enclosed. I am surveying teachers who have responsibility for Art in
grades seven to nine, vhether they are Art Specialists or regula

sis the utility of the 1986 draft
Provincial Art Curriculum Guide, Grades 7-9.

! art their ion of art education and
suppozt ng resources are often seen as important fa.cbors influencing
ation of art The ire, which

will take a maximam of 15 minites to complete, is designed to gather
information to study the relationship between these factors and the
perceived utility of the draft Provincial Art Guide.

Govples of the questmnnalre have been sent to the Pnnclpals to be

ing art in grades seven,
eight, and mne. Since I have had to estimate the number of copies of
the questionnaire, there may be extra copies. If so, I have requested
the Principals to send the blanks to you in order for me to keep track
of my sample size.

The teachers have been requested to return to you their completed
questionnaires in sealed envelopes marked ART CURRICULUM SURVEY by 30th
November. Please contact any teachers who have not returned the
questionnaires by then. A stamped self-addressed mailer is enclosed
for your convenience.



P
Thank you once again for your assistance and co-operation.
Yours sincerely,

Kum-yuen Saldov
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TELEPHONE 753 8530

L.

Roman Cathobic School Board for St. Jabris

BELVEDERE
BONAVENTURE AVENUE
ST. JOHN'S, NEWFOUNDLAND
A1C324

1988 11 18

Kum-Yuen Saldov

Memorial University of Nf.

Box 14

Hickman Bldg.

St. John's, Nf

Dear Kum-Yuen,

1 am writing to acknowledge recipt of your letter and questionnaire.

Approval has been granted by the Board for you to do a survey on Art in
our Jr. High Schools, if the principals are able to accommodate you.

You may contact the principals in those schools to set up an
appointment.

A list of our schools teaching Art is enclosed for your information.

Yours trulv.

Geraldine Roe
Associate Superintendent
Curriculua/Instruction

cc: Principals (Art 7-9)

GR/gfp



R. €. School Board

@onception Bay Nocth
P. O, Box 460
'CARBONEAR, NEWFOUNDLAND
ACA T

October 27, 1988

Ms. K. Saldov

Memorial University of Newfoundland
Dvision of Learning Resources
Faculty of Education

P. O. Box 14

Hickman Building

St. ‘John's, NF

AlB 3x8

Dear Ms. Saldov:

163

This letter is in response to your letter of

October 18, 1988, requesting permission to contact the

teachers of grades 7, 8 and 9 in our schools for the

purpose of conducting your survey.

I hereby grant you permission.

Yours truly,
24

%ﬁ';z?lx J. COLLINS

En sh/Langyuage Arts Coordinator

mg



Phone 535-6919

535-6949
535-8525
Notre Dame Integrated Sciool Board e
P.0. BOX 70
LEWISPORTE, NEWFOUNDLAND A0G 3A0
CANADA

October 24, 1988,

Mr. K. Saldov,

Memorial ity of land
Division of Learning Resources,
Faculty of Education,

Box 14, Hickman Building,

St. John's, Nfld.

AlB 3x8

Dear Mr. Saldov:

I have no objection to your contacti.ng art teachers
in this district concerning your survey.

Yours truly,

. Hunt,
trict Superintendent.

JWH/1ly



TaLephoNe 227.7005
227,201

2272008

[acentia - $t. Marg's R. . School Board 165
g h

P. 0. BOX 340
PLACENTIA, NEWFOUNDLAND
A0B  2vD

October 26, 1988

Mr. Kumyuen Saldov

Division of Learning Resources
Faculty of Education

Box 14

Hickman Building

Memorial University of Newfoundland
St. John's, NF, A1B 3X8

Dear Mr. Saldov:

You have our permission to conduct a survey of teachers,
Grades 7-9, on the usefulness of the Provincial Art
Curriculum Buide. You will want to write our Art
contact person, Jim Leonard, to make him aware of your
study.

I take this nppurtunity to uish you every success in
your research

Yours truly,

BON FAGAN
Assistant Superintendent
(Curriculum & Instruction)

BF/fng



Box 430, Stn C, Happy Valley - Goose Bay, Labrador, NF, AOP 1C0
Telephone (709) 896-2431

October 27, 1988

K. Saldov

Division of Learning Resources
Faculty of Education

Box 14, Hickman Bldg.
MEMORIAL UNIVERSITY OF NF

St. John's, NF

ALB 3x8

Dear Sir/Madam:

I am writing to grant permission for you to conduct a survey
in our schools on the utility of the Provincial Art Curric-
ulum Guide, Grades 7-9.

Our Co-ordinator responsible for Art education is Tim Borlase.
By copy of this response and your letter, I am informing
him of your survey.

Good luck with your project.

anerely, /
i b

Jakk Waye
syperintendent of/ Education

JW:rm

c.c. Tim Borlase - No

Jack Waye - Superintendent Bili Flowers - Chairperson



P.0. BOX 2001 TEL. (709) 4663401

Bonavista-Trinity-Placentia
Integrated School Board 167

Clarenville, Nfid. AGE 1J0

FROM THE OFFICE OF THE SUPERINTENDENT

October 20, 1988

. Saldov
Dnvixion of Learning Resources
Faculty of Education (Hickman Bldg.)
4

Dear Mr. Saldov:

This will acknowledge receipt of your letter dated October 18,
1988.

Permission is hereby granted for you to conduct your survey.
1 wish you well in your endeavours.

Yours very teulp)

William G. Carter -
District Superintendent

WGC:ajr
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Kum-yuen Saldov,

Box 14, Hickman Building,

Memorial University of
Newfoundland,

St. John's, Newfoundland.

alB 3x8

November 7, 1988,

Mr. Tim Borlase

Program Co-ordinator

Labrador East Integrated School Board
P.0. Box 430, Stn. C

Goose Bay, Labrador

aop 1c0

Dear Mr. Borlase:

With to the ion between you and my thesis
supervisor, Dr. M. Kennedy, I have been informed that you have very
kindly agreed to distribute and pxck up my questionnaires. Knowing how
busy you are, your ion is deeply i

1 have contacted your School Board and obtained permission to eondlx:t a
survey of teachers as part of my thesis in Learning Resources af

Memorial University. A copy of the letter giving this pemlssmn is
enclosed. I am surveying teachers who have responsibility for art in
grades seven to nine, whether they are Art Specialists or regular
classroom teachers. My thesis concerns the utility of the 1986 draft
Provincial Art Cwrriculum Guide, Grades 7-9.

Teachers' art background, their perception of art education and
supporting resources are often seen as important factors influencing
inplementation of art education programs. The enclosed questionnaire
is designed to gather information to study the relationships between
these factors and the perceived utility of the draft Provincial Art
Guide.

Enclosed are  copies of the questionmaire to be distributed to those
responsible for teaching art in grades seven, eight and nine. Since 1
have had to estimate the mmber of copies of the questionnaire, there
may be extra copies. Tf so, please return the blanks to me in order
that T might keep track of my sample size. On the other hand, should
you require more cop:.es, or any information, please do not hesitate to
call me collect at 576-618L. The teachers have been requested to send
the questionnaires back to you in sealed envelopes marked ART
CURRICULUM SURVEY by November 30th. Please contact any teachers who
have not returned the questionnaires within two weeks. A stamped self-
addressed mailer is enclosed for your convenience .



Dl
Thank you once again for your assistance and co-operation.

Yours sincerely,

Kum—yuen Saldov



Kum-yuen Saldov,

Box 14, Hickman Building,
Memorial University,

St. John's, Newfoundland,
A1B 3X8

November 22, 1988

170

Dear My, ﬂm-

As part of my thesis in Learning Resources at Memorial
University's Faculty of Education, I am conducting a survey

*Bn the utility of the 1986 draft Provincial Art Curriculum Guide,
Gr. 7-9, as perceived by teachers responsible for teaching

art, whether they are Art Specialists or regular classroom
teachers. Your Board has given me approval to do this survey

in your school if you are able to accommodate me. A copy of

the letter indicating their approval is enclosed.

In order for me to successfully complete the survey, it is
important to have a good response rate. I am therefore
writing to seek your cooperation in facilitating the
participation in my study by those responsible for teaching
gr.7-9 level art in your school. Knowing how busy teachers
are, the questionnaire to be used in my survey was designed
to take a maximum of 15 minutes to complete. A copy of this
questionnaire is enclosed.

Your assistance and co-operation will be greatly appreciated.
In about a week, I shall be calling to enquire about your
support for my study. I look forward to speaking with you.

Yours sincerely., , ,

Kum-yuen Saldov
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