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(National Curriculum) (Whole Curriculum)

(Resource and Support system)

1. Art

Art and design

Making Performing

Responding

2.

3. (LEA)

(Regional Arts Boards)

RSA NFER ACE ABSA 2000

:

1.

2.



Programmmes et Instructions

1959 B.O.E.N

Inspecteur Departemental de I Education

Nationale

1.

(Art and design)

2.

PISA 2003

Hauptschule Realschule

Gymnasium Gesamtschule

3



1.

2.

3.

4.

Abitur

Niedersachsen

1.

2.

1.

2.

4
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1944 1988

1987

1988 7 28 Education

Reform Act 1988 

the National Curriculum Whole Curriculum

1.

2.

1960

Basic Curriculum
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Foundation subjects Attainment

targets Programs of study Assessment arrangements

1.

2.

3.

4.
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Key stages 1988

1.

2.

3.

4.

perceiving responding understanding

perceiving

responding

understanding

11

10

10-20

10

10

10

10

5

75-85

(DES. 1987a)



1.

2.

3.

9



10

year 1 to year 6 5 11

year 7 to year 11 11 16

16 year 11 General Certificate

Secondary Education, GCSE General National Vocational

Qualification, GNVQ

Year 1

Year 2

Year 3

Year 4

Year 5

Year 6

5-6

6-7

7-8

8-9

9-10

10-11
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Core Subjects Founddation Subjecs

KEY STAGE 1 Year 1 & 2

National Curriculum

Whole Curriculum

Resource and Support

system

Core Subjects Foundation Subjects

Year 1

Year 2

Year 3

Year 4

Year 5

Year 6

5-6

6-7

7-8

8-9

9-10

10-11
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drama and IT

Arts Council 

GCSE

Making Performing

Responding

KEY STAGE 3 Year 7 8 9

KEY STAGE 4 Year 10 & 11

GCSE

KEY STAGE 3

GCSE

KEY SYAGE 2 Year 3 4 5 6
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KEY STAGE 1

1

Making

Performing

Responding

1
Hot-seating

2
Improvisation as if

2

Making

Performing

Responding
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KEY STAGE 3 Key stage 3 & 4

5

Making

Performing

Responding

KEY STAGE 4 GCSE

5 6
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1988 Education Reform Act

Whole Curriculum

Resource and Support system

Local Education

Authority, LEA

Regional Arts

Boards

Theatre in Education, TIE 3

TIE

1997 RSA Royal Society for the encouragement of Arts, Manufactures &

Commerce NFER National Foundation for Educational Research ACE Arts Council of

3
TIE Theatre in Education 

Actor/teacher pack compound stimulus perfor-

mance elements follow up
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England Local Government Association Arts & Business ABSA

2000 2000 10
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1988 Education Reform Act 1988

1997 Education

Act 1997 1

2

3

1 National curriculum

The national curriculum was established by the Education Reform Act 1988. It defines the minimum educational

entitlement for pupils of compulsory school age. The Education Reform Act 1988 and the Education Act 1997 require

all state schools to provide pupils with a curriculum that:

is balanced and broadly based; 

promotes their spiritual, moral, cultural, mental and physical development; 

prepares them for the opportunities, responsibilities and experiences of adult life; 

includes, in addition to the national curriculum, religious education, and for secondary pupils, sex education. 

2 The national curriculum does not constitute the whole curriculum for schools. Schools have discretion to develop the

whole curriculum to reflect their particular needs and circumstances.

The national curriculum applies to all pupils aged 5 16 in maintained schools. It does not apply in independent schools

although those schools may choose to follow it.

3 Music, science, religious education, physical education, modern foreign languages, art &design, geography, history,

information & communication technology, design & technology, literacy framework,numeracy framework.
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6

7

8

9

10

11

12

13

14

15

16
GCSE GCSES

Primary Music Art

4

Test/Qualifications 5

4 national curriculum subject is defined in a statutory Order.

Each Order consists of:

common requirements which relate to access to the curriculum for all pupils, pupils' use of language, pupils' access to

information technology and the Curriculum Cymreig in Wales ;

the programme of study which sets out the minimum knowledge, understanding and skills for each subject at each key

stage;

attainment targets which define the expected standards of pupil performance in terms of level descriptions or end of

key stage descriptions.

5 Education Levels table
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Secondary Music Art and Design

6
Department for Culture Media and Sport www.culture.gov. uk/role/dimension.html

Department for education and skills

employment Department for Culture Media and Sport

Educational dimension 6
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DCMS

Millennium National Lottery

U.K.

New Opportunities Fund National Endowment

for Science, Tec hnology and the Arts

Pre-School

Early Learning Goals

The Qualification and Curriculum Authority QCA

QCA

Creative development

*

*

*

*

*
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Sure Start

Sure Start

School

Excellence in Cities

National Curriculum

*

*

*

*

1999 9 2000 9

Creative and Cultural Education

The National Advisory Committee on Creative and

Education 1999

National Campaign for the Arts

External www . artscampaign.org.uk /campaigns/education/summary.html

Study Support

Recent Speeches

1999 12 2
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Learning habit

Learning

State for Education and Employment 2000 1 6

16 Post-16 Education

16

Office for Standard in Education Teacher Training

Agency

National Training Organizat-ions-NTOs

16 NTOs

16 Review of Post-16 Education Training The

Government White Paper Learning to Succeed 1999 6 10 15

16

The Learning and Skills Council for England

16

16-24

Local Learning and Skills Councils

2001 9

16

Further Education

National Training Organisations --NTOs
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16

Lifelong Learning

Lifelong Learning

* BBC C4

* Arts Council

*

*

* University for Industry

Community Access to Lifelong Learning

New Opportunities Fund 2002

New Library Network Community Grids for Learning

Department for Education and Skills The Standards Site

Standards and Effectiveness Unit The Qualification and

Curriculam Authority

2003 5



25

*

*

*

*

*

*

*

* PSHE

7

*

*

*

*

*

*

*

7 depth, breadth, balance
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know

explore understand

RE PSHE

RE PSHE
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1

2

1

2 A pentatonic scale, eg Hush little baby, Land of the silver birch, I

got a robe, Who built the ark, Little David play on your harp, Swing low sweet chariot. 

C C D E G A

2 3 La
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C D E G A

drone

C G

2 3 4

1.

2.

1.

2.
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1

2

3

4
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1

2

3

4

4 3 2 5

30 60

2/3

D E F A B
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1

2.

3.

4.



The Standards Site 

Gota

Music Cycle Bhajan Qawwali

33



cyclic patterns

music cycle

Ostinato Cyclic patterns Strong beat

Weak beat Tempo

mnemonics rhythms melodic material

roles of performers

Gota

34



Midi music cycle

UK-based

1

2

Timbres

3

4

35



Gota patterns

5

*

*

1

*

1-2-3-4

and 1and 2and 3 and 4 and 

1 2 and 1-2 and 3 and 4 and 

and

*

* ands

*

2

*

1-2 and 3 and 4 and

*

*

* open

closed

36



*

3

*

*

* ti tea pe pay tsa chah ga gah ki

key di d gi ghee dza jar

*

4

*

* agogo

*

*

Click fingers

5

CD-Roms

3-5
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2

3

4

5
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Tony Gee Far & Wide

Puppets

2000 1 Tony Darlington Primary School

Tony

Tony Far & Wide

Puppets

Tony

Tony

Rollo May

39
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Gestalt

Tony Gee

8-9

Jataka Myth

Tony Gee 

Jataka Myth 

1 3 5

1.

2.

3.

4.

5.

:
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1

2

3

4

5

6

7

8

9

10

11

12

1 2 3 4 5
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1.

2.

3.

4.

5. 1 2 3

6.

7.

8.

9.

10.

11.

12.
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13.

14.

1. Freeze Frame

2. Hot-Seating

3. Improvisation

4. Forum Theatre

5. Mime

6. Role-on-the-Wall

7. Role Play
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8. Teacher in Role

9. Stimulus

10. Thought Tracking

11. Character Profile

12. Drama Games

13. Scenario

14. Reflection & Evaluation



47

7 11

1

1

2.

3.

4.

5.

6.

7.

1. 1918

2.

3.

4.

5. 1914 1918

6.

1.

* 1918

*

3 2 1
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*

2.

* 4 5 1914

17

*

1914

*

*

3.

*

*

* 3

2 1

*

*

4.

* 1918

*

*

*

*

* 3 2 1

5.



*

*

*

* 3 2 1

*

*

*

*

*

*

49
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1

1914

1918

2. 1914

3

4

5

6
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10

1.

1      2      3      4       5     6      7      8      9     10

2.

1      2      3      4       5     6      7      8      9     10

3.

1      2      3      4       5     6      7      8      9     10

4.

1      2      3      4       5     6      7      8      9     10

5.

1      2      3      4       5     6      7      8      9     10

6.

1      2      3      4       5     6      7      8      9     10

7.

1      2      3      4       5     6      7      8      9     10

8.

1      2      3      4       5     6      7      8      9     10

9.

1      2      3      4       5     6      7      8      9     10

10.

1      2      3      4       5     6      7      8      9     10
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Programmmes et

Instructions Bulletion Officiel de Ministere de I Education Nationale;

B.O.E.N.

Inspecteur Departemental de I Education

Nationale; B.O.E.N.

1985

1990 1985

1959

1954 Systeme elitiste 30

1990 2

1.

2.



53

3.

4.

5.

6.

7.

8.

9.

10.

1.

2.

3.
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4.

5.

6.

7.

8.

9.

1.

2.

3.

4.

5.

6.

7.

8.
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5 4 3 5

4 3
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1

2 26

3 1995 2 22 Arrete du 22 2 1995

6

4

4

3

1.5

-

1.5

2

4

4-5.5

3.5-4.5

3-4

3-4

1.5-2

1.5-2

1.5-2

2-3

3

4.5

4

3

3.5

1.5

2

2

2

3

4.5

4

3

3

1.5

1.5

-

2

3
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3 3

5

32 32

33

33

3

1 cycle

d'adaptation

2

cycle central

cycle d'orientation

3

4 10 16

5
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6

Principal

25 30

academie recteur
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60

1. http:// www.edutaiwan-france.org/

2. 1986 1 219-

228

3. 1992 6
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2000 12

1.

2.

1.

2.
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3.

4.

1.

2.

3.

26
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1.

10h

5h30

3h30

2h

3h

3h

0h30

2h30

2.

4h30 5h30

12h

7h30 2h

7h30 2h

3h 3h30

0h30 0h30

5h 5h30

2h30 3h
8h

3h 3h

3h 3h

Cr'eteil Saint-L'egen

1.
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CD

2. Olivier

Olivier Charlotte Nessi 

12

Besanson

2001 11 2002 6

3.

6

Besansno

2001 9 2002 6

4.

Bordeaux

2001 9 ~2002 6

5.

2002 2 ~2002 7

Reunion
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Seine-Saint-Denis Aline

Aline

Aline



66

Dijon Saint Exup ery

Lutoslawsky

1. Dijon

2.

I wonder as I wonder

Brahms

Vivaldi Gloria

Monteverdi Orfeo

b

ABA
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2001 9 2002 6

Caen

3.

Pierre Semard 10

2001 9 ~2002 6
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Abitur
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Grundschule

Orientierunsstufe

Hauptschule

Berufsschule

Realschule

1 Fachhochschule

Gymnasium

Abitur Universität

Gesamtschule

PISA

Gymnasium

1 Fachhochschule Universität

Medizinische Hochschule Musikhochschule

Fachhochschulreife

Universität Gymnasium Abitur
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2 Niedersachsen

Hannover Bremen Hamburg

2 Niedersachsen

Niedersachsen Rahmenrich-

tlinien
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Gymnasium

Gymnasium
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Gymnasium
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Bildende

Kunst Massenmedien Gestaltete Umwelt
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76

Braunschweig 1 Elke Zerbst

1 Braunschweig
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Orff-Instrumente

S. Prokofieff Peter and the wolf B. Britten

The young person's guide to the orchestre

M. Mussorgsky M. Ravel Bilder eider

Ausstellung C. Saint-Saëns Karneval der Tiere

Ballett der unausgeschlüpften Küken
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I. Stravinsky Feuervogel

Petruschka A. Vivaldi Die vier

Jahreszeiten R. Strauss

Eine Alpensinfonie

Till Eulenspiegel

Samuel und Schmuyle

AB ABA ABACADA

A B

~
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Mittlere Reife

Fachhochschulreife

Leistungsfach Pr?fungsfach

Sophienschule 2 Christiane Bessert-Nettelbeck

2 1900
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L. Bernstein West Side Story

Maria America

Tonight

Le nozze di Figaro

Die Entf?hrung aus dem Serail

P. A. C. de Beaumarchais L. da Ponte



81

Projektwoche

Expressionismus

Edvard Munch

Le Sacre du

Printemps

Polytonalit?t Polymetrik Cort?ge

du Sage

V. Nijinsky

F. Kafka Die Verwandlung
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State Board of Education

State Department of Education

School Board of Education

Department of Education

13 K-12

Vocational School

General High School Specialized High School Comprehensive

High School
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General Music

Instrumental Music Band

Orchestra Choral Music

1994

The National Association for Music Education MENC

The School Music Program Description and Standards

1

Interdisciplinary Model Program in the

Arts for Children and Teachers IMPACT Central Midwestern Regional Education Laboratory

CEMREL 2 IMPACT Loren Bucek

CEMREL

CEMREL

MENC

95,000

1 Mark, M. L. 2002, November . The education of music and art teachers in the United States. 

2 Abeles, H. F., Hoffer, & C. R., Klotman, R. H. 1995 . Foundations of music education 2nd ed. . New York: Schirmer Books.
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National Standards for Arts Education

1994

3

1.

2.

3.

4.

5.

art-making

4

3 National Standards for Arts Education: What every young American should know and be able to do in the arts. 1994 . Reston, VA:

MENC.

4 Current Trends in State Music Standards: A Survey Report 2002 . Music Teaching 9 4 , 68-69.
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content standard

1.

2.

3.

4.

5.

6.

7.

8.

9.

A Profile of SAT Program Test Taker for

1998, 1999 and 2000 SAT 41

61 5

integrating the arts with other core subjects

5 SAT Scores and the Arts: Consistent Results 2001 . Music Teaching 8 4 , 62-63.
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National

Education Association 1 NEA 1963 NEA Samuel

Lambert

Lambert 1963

10% 80% 54%

15%

National Art Education Association (NAEA) 

2001 2 National Center for Education Statistics (NCES) 

2002 3 NCES

NAEA

1 National Education Association, Music and Art in the Public Schools. Washington, DC: Research Monograph 1963-M3, 1963, p. 8.

2 National Art Education Association, Art Teachers in Secondary Schools: A National Survey. Reston, VA: NAEA, 2001.

3 National Center for Education Statistics, Arts Education in Public Elementary and Secondary Schools: 1999-2000. Washington, DC: US

Department of Education, NCES, 2002.
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NCES 4 1999 87% 93%

1963

93% 1963 54%

NCES

NAEA Educational Research Service 

90%

55% 60% 80%

90% 1994

5 6

80%

NAEA

17,000

NAEA

4 See for example: National Center for Education Statistics, Arts Education in Public Elementary and Secondary Schools. Washington,

DC: US Department of Education, NCES 95-082, 1995; Leonhard, Charles, Status of Arts Education in American Public Schools.

Urbana-Champaign: The National Arts Education Research Center, University of Illinois, 1989; and National Endowment for the Arts,

Toward Civilization: A Report on Arts Education. Washington, DC: NEA, 1988.

5 National Art Education Association, National Standards for the Visual Arts, Reston, VA: NAEA, 1994.

6 National Board for Professional Teaching Standards, Adolescence through Young Adulthood/Art: Standards for National Board

Certification. Detroit, MI: NBPTS, 1994. Standards for elementary art certification have been published more recently.

7 National Art Education Association, Standards for Art Teacher Preparation, Reston, VA: NAEA, 1999. 
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NAEA NAEA

8 2003

1963

60%

2010 9

8 Eisner, Elliot W. and Michael Day, eds., Handbook of Research and Policy in Art Education, in press.

9 Day, Michael, foreword in Art Teachers in.
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Art Education in the United States of America

A Brief Status Report: April 2003

Michael Day

When discussing any aspect of education in America it is worthwhile to note that, according to the

US Constitution, responsibi-lity for educating the citizenry is designated to the individual states. Although

the Federal Government allocates funds for special initiatives and programs that are national in scope, the

primary role of education remains with each state. Therefore, in the US one needs to study 50 educational

programs to gain a national perspective. This is particularly true for art education, which has received very

minimal support from the federal level. Having made this point, however, and in spite of the fact of great

diversity among the states according to size, population, economy, geography, and history, there exists a

good deal of uniformity among their educational programs. There have been several attempts over the past

four decades to gain a national perspective on the status of art education.

The first national survey of art education was conducted by the National Education Association

(NEA) and published in 1963. On this occasion, Samuel Lambert, Director of the Research Division of the

NEA wrote:

In modern-day America, music and the visual arts are likely to be considered leisure-time pursuits for

the few who care to follow them, rather than high forms of human achievement. Likewise, in the schools,

efforts to learn to sing or to paint are considered by many to be educational frills. 1

Mr. Lambert was accurate in his assessment, according to the survey results: In 1963 art was taught

by art specialists in less than 10% of elementary school classrooms, and more than 80% of elementary

schools had no art room. Only 54% of secondary schools in the United States even offered art as a subject,

and those schools that offered art enrolled only about 15% of the school's student body. The visual arts,

1 National Education Association, Music and Art in the Public Schools. Washington, DC: Research Monograph 1963-M3, 1963, p. 8.
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along with music, were regarded by many to be °ßeducational frills."

The status of art education today is much improved. Two recent national surveys of art education portray a

stronger, more central role for art in the schools. The first was a survey of secondary art teachers commissioned by

the National Art Education Association (NAEA) published in 2001 2, and the second was a survey of elementary

and secondary arts education sponsored by the National Center for Education Statistics (NCES) published in

2002 3. The NCES study provided a broad view of art, music, theatre, and dance in public elementary and

secondary schools compiled from the responses of school administrators. The NAEA study focused on secondary

art teachers and collected response directly from that group without the intermediary of school administrators. 

The NCES report revealed that in 1999 when the survey was taken 87% of public elementary schools and

93% of public secondary schools offered visual art instruction. These figures demonstrate a significant

improvement in the implementa-tion of art programs since 1963. Today nearly all public elementary and secondary

schools offer at least some programs in visual art education. As encouraging as these statistics might appear, a note

of caution is in order. The figures do not indicate the quality of the art programs, the amount of class time

dedicated to art instruction, the percentage of students who receive regular art education, or the content of the art

programs. Nevertheless, most art educators would agree that a report of 93% of secondary schools that offer art is

preferable to the 54% reported in 1963. Although there is not space within this brief discussion to analyze the

NCES survey in depth, the report generally indicated improvement in all aspects of art education.

The NAEA survey of secondary art teachers was conducted by Educational Research Service, a private

research organiza-tion. This report also indicated a number of encouraging statistics. More than 90% of the

respondents were full-time art teachers and holders of the bachelor's degree, with 55% master's degree recipients.

In more than 60% of schools, art credit is required for graduation; about 80% of schools reported increased

enrollments in art classes. About 90% of respondents reported that their art curricula were aligned with the

National Standards for the Visual Arts, which were published in 1994. The report also provided summaries of

responses to questions about inservice professional development activities, classroom teaching methods, and

approaches to assessment of student progress, among other topics. 

2 National Art Education Association, Art Teachers in Secondary Schools: A National Survey. Reston, VA: NAEA, 2001.

3 National Center for Education Statistics, Arts Education in Public Elementary and Secondary Schools: 1999-2000. Washington, DC: US

Department of Education, NCES, 2002.
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Viewed together, these two national studies along with several previous reports 4 provide a positive and

encouraging picture of growth for art education in American schools. The discipline-based or comprehensive

approach to art education has become the most commonly accepted and implemented model for art curriculum and

instruction, according to a number of indicators. The National Standards for the Visual Arts 5, the examination for

National Board Certification in Art 6, and the Standards for Art Teacher Preparation 7, all reflect a comprehensive

approach to art education. A majority of states have adopted or adapted the National Standards for the Visual Arts

as a model for their state art guides, and more than 80% of secondary schools have a written art curriculum guide

that is aligned with their state standards or the National Standards. 

Another positive figure is the growth of membership in the National Art Education Association, which has

increased at a steady rate for about 20 years and currently exceeds 17,000 with many members from countries

around the world. The sad news is that the majority of US art educators still do not belong to their state

professional association or the NAEA. There is ample opportunity for improvement in membership as well as other

areas of the profession. 

The history of art education in the US is replete with competing rationales, most of which have continued in

some form among the 50 states and within the thousands of school districts. Even though the comprehensive

approach is currently the most widely recognized, visitors to schools across the country likely would be able to

observe programs based on creative self-expression, multicultural education, elements and principles of design, art

for daily living, community education, art appreciation, and visual culture. This diversity is consistent with the

American view of education where many decisions about curriculum and instruction are made at the state, school

district, and local school levels, and where communities differ widely according to their needs and their views of

what is essential for local students. This diversity makes the field of art education one of exciting discourse and

vital debate in the United States of America. 

4 See for example: National Center for Education Statistics, Arts Education in Public Elementary and Secondary Schools. Washington,

DC: US Department of Education, NCES 95-082, 1995; Leonhard, Charles, Status of Arts Education in American Public Schools.

Urbana-Champaign: The National Arts Education Research Center, University of Illinois, 1989; and National Endowment for the Arts,

Toward Civilization: A Report on Arts Education. Washington, DC: NEA, 1988.

5 National Art Education Association, National Standards for the Visual Arts, Reston, VA: NAEA, 1994.

6 National Board for Professional Teaching Standards, Adolescence through Young Adulthood/Art: Standards for National Board

Certification. Detroit, MI: NBPTS, 1994. Standards for elementary art certification have been published more recently.

7 National Art Education Association, Standards for Art Teacher Preparation, Reston, VA: NAEA, 1999. 
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The climate of scholarly discourse and debate is a healthy one for the research community, which consists

primarily of university professors and a few private scholars plus governmental agencies that support research. As

already noted, the NAEA has taken positive steps to support research including longtime publication of Studies in

Art Education, creation of the NAEA Research Commission, support for the first Handbook of Research and

Policy in Art Education 8, forthcoming in 2003, and funding for research on a competitive basis through the

National Art Education Foundation. 

In summary, art education in the US has grown in size and stature during the past 40 years, but still has much

to accomplish in many areas. Art programs are still vulnerable to budget cuts in local school districts. Art teacher

preparation programs are uneven in quality from university to university and from state to state. Too many art

teachers are poorly prepared and too many art programs fall short of their potential. And, too many students

graduate from high school with minimal or no art education at the secondary level. About half of elementary

students never see a specialist art teacher and, although many elementary classroom teachers provide adequate art

instruction, few have an extensive art background. Art educators in the US have worked persistently and

effectively to achieve the improvements noted since 1963. There is at hand a large turnover in art teachers, with

nearly 60% of secondary art teachers planning to retire by the year 2010 9 . Hopefully their successors and the

current and future leadership in this field will be as successful in improving art education during the next several

decades.

8 Eisner, Elliot W. and Michael Day, eds., Handbook of Research and Policy in Art Education, in press.

9 Day, Michael, foreword in Art Teachers in Secondary Schools: A National Survey. NAEA, 2001.
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Integrating Dance into K-8 Curriculum

in the United States

Loren E. Bucek

Introduction

Dance in general education in the United States, is learned as separate content knowledge and as an

integrated content knowledge.  Dance in general education is taught in pockets of activity throughout the

United States by certified or licensed dance educators, professional dance teaching artists, physical

educators or other classroom or subject specialists.  Dance that is taught in general education seeks to

align with the National Dance Standards.  State and local school district curriculum specialists, arts

(dance) educators, professional dance artists, and others shape its scope and sequence into a wide variety

of curricular and scheduling formats.

A comprehensive approach to teaching and learning dance in general education is developed into four

distinct approaches.  First, to teach and learn dance as a discrete arts discipline.  Next, to teach and learn

dance as it its discipline content relates to other arts disciplines.  Third, to teach and learn dance as may be

integrated with other academic disciplines in order to teach concepts and skills in that particular subject

better.  Scheduling formats variety and may comprise of one or more models including daily instruction,

tri- and bi-weekly instruction, bi-quarterly, quarterly and semester long instruction, or extended day or

weekend after school programming.  Dance education in general education resides in urban, suburban and

rural communities across the United States and is engaged in by boys and girls of all races, national

origins, and class systems. When offered, dance in general education directly impacts the lives of children,

teachers, parent and community members daily as a kinetically felt, visually observed means through

which understanding is revealed, achieved and communicated. 

The purpose of this essay is to share an interdisciplinary model for educating children, pre-teens and

young teens in order to assist teachers as they help their students to succeed in school, at home and in
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every day life situations throughout their lives.  It is my hope that teachers will see the relevance of such

study and be inspired to experiment with this pedagogical approach in their own teaching.   I have taught

dance in general education to children, pre-teens and teens for more than twenty years and my remarks are

supported by actual experience and scholarly research.   In this article, I situate dance teaching and

learning within the Arts IMPACT paradigm.  Next, I share real-life descriptions of student learners

engaged in dance integration in and through the Arts IMPACT paradigm in order to illustrate its

importance on individual, and whole class learning of both academic subjects and life skills.  In order to

acknowledge existing efforts being made in the United States and to encourage further growth and support

for dance education in general education examples are provided from two United States Arts IMPACT

school sites in Columbus, Ohio.

Arts IMPACT Philosophy: An Interdisciplinary Model

Arts IMPACT is an acronym that stands for Interdisciplinary Model Program in the Arts for

Children and Teachers . Beginning in 1970, five selected city school districts from across the United

States1 received multi-year support from the United States Office of Education, Department of Health,

Education and Welfare, the National Endowment for the Arts and the John D. Rockefeller 3rd Fund to

participate in a pilot study, Arts IMPACT.  Project IMPACT was originally funded under the Education

Professions Development Act Teacher Retraining Authorization. Today, Arts IMPACT school programs

continue to seek a better balance between the arts and other instructional areas.  Arts IMPACT program-

ming actively upgrades the quality of the children's arts experiences by drawing upon outstanding artists,

arts educators, and performers from in and outside the school system.  Arts IMPACT teachers and

administrators conduct a variety of profession-al development programs and workshops for one another,

parents and community members to enhance and improve the quality and quantity of aesthetic education

in the total school program (Remer, 1990).

Students attend school seven hours daily five days per week over a ten month period.  Students

pursue academic study aligned with the school district, local, state and national norms in reading, writing,

language arts, math, science, social studies, technology, health, physical education, visual art, general

music, dance and drama/theatre at the elementary and middle school levels.  Family consumer science,

band, orchestra, choir and percussion ensembles are also offered at the middle school level.  Instruction in
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and through the arts help to provide a creative academic atmosphere, and act as facilitators of growth and

learning in all subject content and life skill areas, for students, teachers and administra-tors.

The school culture goal is to deliberately make learning exciting, relevant and personal.  Arts

IMPACT teachers agree to dedicate themselves to the academic curriculum and through incorporation of

the arts.  They strive to meet the needs and capture the interests of students and to encourage students to

be self-directed, self-respected, self-controlled human beings.  Teachers actively utilize parent and

community resources beneficial to enhancing student success and commit themselves to the appreciation

of arts in the community.  

Teachers believe that Arts IMPACT programming effects their student's achievement because

involvement in arts experiences stimulates and enhances student learning in the classroom.  They believe

strongly that each student can develop to his/her fullest potential and that students are to be encouraged to

express their own ideas and feelings creatively, confidently and competently.  Teachers come to the Arts

IMPACT program wanting their students to experience the joy, which accompanies success and to strive

constantly to improve on past performance and contribute to the success of others.  To this end, arts

IMPACT teachers engage their students in meaningful experiences to help their students become self-

directed, self-controlled self-respected dignified human beings and to accept individual differences

(Bucek, 1997).

Through Arts IMPACT, emphasis is placed on the study of the arts (dance, drama, music and the

visual arts) as discrete subjects.  The arts serve as a cornerstone of the integrated curriculum and are

practiced as equal and essential dimensions of interdisciplinary instruction within the total school

environment.  Subject content instruction is deliberately shaped to support larger themes and cross-

curricular ideas and implemented through lively highly participatory learning and teaching strategies and

received by thoroughly engaged learners.

Key to this approach is extensive professional development to help the teachers gain confidence in

using the arts as an integral part of teaching.  Full time dance, drama/theatre, music and visual arts

education specialists comprise each arts team and help to facilitate learning and student achievement

within this educational paradigm.  Classroom teachers are expected and attend and actively participate and

sometimes

co-teach alongside their students in the arts classes and the arts team is expected to do the same in the

classroom.

Flexible scheduling is essential to insure equity and flow of interdisciplinary instruction.  At the



A Reference book of Arts Education Integrated Curricula in the Elaementary and Secondary Schools of  the Important Nations103

elementary school level all 400 children, ages five to ten participate in dance.  Children at both elementary

and middle school levels are grouped into class sizes of approximately twenty-eight.  Dance class sessions

vary from thirty to forty minutes per week for primary level children, ages five to seven years old to sixty

to ninety minutes or more per week for intermediate level children, ages eight to ten years old.  All

students at the elementary level may also participate in dance open center (up to forty minutes daily

to work on integrated dance projects) and special dance project rehearsals (thirty-five minutes at lunch

recess).  Children, ages nine and ten, may also select to participate in dance club which meets for sixty

minutes weekly for the entire year.  

At the middle school level, all 650 pre-teens and teens participate in dance classes.  Students are

grouped in a variety of ways - dance majors meet sixty-five minutes, three days per week the entire school

year.  Dance minors meet sixty-five minutes two days per week for ten weeks.  Students in grades six and

seven meet by homeroom for sixty minutes three days per week for four to five weeks and arts major

rotations meet sixty minutes two days per week for four to five weeks per year.  Moreover, any interested

student may engage in special dance project rehearsals during their lunch hour as often as they like.

Authentic assessment strategies to evaluate learning in and through dance are aligned with national,

state and local school district goals are practiced and achievement is reported on alternative report cards.

Students earn grades for consistent attendance, active participation, quality of dance class work aligned

with local, state and national dance standards and curricular frameworks; research conducted, movement

problems-solved, and individual or group dance and interdisciplinary performance projects.  Instructional

goals, learning outcomes and expectations are stated at the beginning of each unit of study and students

are graded at the end of each class through progress checks established and articulated prior to the

class meeting time.  Progress checks, are often represented as a list of tasks to be completed during the

class period to develop specific habits of mind, mastery of movement vocabulary, analysis, compositional

and performance.  Rubrics are among the assessment instruments used and offer a less subjective and

perhaps more accurate evaluation of dance learning.

Integral to Arts IMPACT are whole school, grade level and classroom trips to fine and performing

artist studios, exhibitions and performances.  Full day monthly or bi-monthly and half day weekly

planning sessions held during the school day is offered for classroom teachers and arts team to plan

integrated and interdisciplinary instruction aligned with national, state and local school district standards,

curriculum frameworks, benchmarks and instructional outcomes.
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Two Arts IMPACT School Sites: Duxberry Park Arts IMPACT Elementary

School and Arts IMPACT Middle School (AIMS) 

In 1982, Duxberry Park Arts IMPACT Elementary School opened and today still reflects a teaching/

learning approach in which the arts (dance, drama/theatre, music and the visual arts) are infused deeply

into the academic curricula.  This urban elementary school accepts children from the immediate

neighborhood and from across the city boundaries through a lottery system.  72% are African American,

24% Caucasian and 4% Asian, Indian, Native American, and Hispanic.  More than three-fourths of the

students receive free or reduced breakfast and lunch. 

After its first four years, Duxberry Park maintained a waiting list of more than four hundred students.

Eventually a second Arts IMPACT elementary school was opened to accommodate program interest.  In

its first five years, Duxberry Park consistently boasted as one of ten top academic performing elementary

schools in an urban school district with 93 elementary schools.  In 1994, Duxberry Park out-performed all

other Columbus school district elementary schools on reading and math - the students-test scores were

higher than students attending the math and science alternative schools.

Arts IMPACT Middle School (AIMS)

In 1997, the Arts IMPACT Middle School (AIMS) was opened with the dual intention of supporting

the learning of children with previous Arts IMPACT experience and inviting new students to study within

the Arts IMPACT paradigm for the first time. This urban middle school accepts pre-teens and teens from

the immediate neighborhood and from across the city boundaries through a lottery system.  74% are

African American, 23% Caucasian and 3% Asian, Indian, Native American, and Hispanic.  More than two

-thirds of the students receive free or reduced breakfast and lunch.  AIMS offers students with special

needs, e.g. learning disabilities, special education and giftedness classes arts classes in two distinct

settings - inclusion with other learners and as a primary homeroom class. All students attend school five

days per week for seven hours daily and pursue academic study aligned with the school district, local,

state and national norms.   Students study reading/language arts, writing, math, pre-algebra, algebra,

humani-ties, science, social studies, Spanish, technology, health, physical education, visual art, music

(orchestra, and choral, band, percussion ensembles), dance drama/theatre, and family consumer science
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during the school day.  After school programs in athletics, chess, community service, writing, dance,

visual art, music, and drama plus ski club and tutoring are open to all AIMS students.

Within the first four years of opening, AIMS outranked all other 23 middle schools on the local

reading, writing, math and science test scores and earned a position in the top 10% of all students at the

state level.  More than five hundred applications are received for one hundred and seventy open sixth

grade seats per year. 

Most of all, the children, pre-teens and teens continue to grow and become increasingly aware,

purposeful, kind, joyous, articulate, actively engaged, expressive, socially responsible and knowledgeable.

Dance Curriculum at the Arts IMPACT Schools

Dance instruction at the Arts IMPACT elementary and middle schools are guided by the Columbus

Public Schools K-12 Dance Course of Study (1998), the Ohio Dance Content Standards (2003) and the

National Dance Standards (1994). The dance discipline is organized in four strands.  First, Dance

movement vocabulary, skills, and underlying principles.  Next, dance making.  Third, dance inquiry in and

through cultural, historical, social and aesthetic contexts, and fourth, dance documentation and

preservation.  In and of itself, this curriculum model has its own comprehensive structure.

Because dance is also taught from the Arts IMPACT perspective, it has additional interdisciplinary

layers of inquiry and articulation required of its scope and sequence of study.  Organizing dance content

around larger questions and big ideas support an interdisciplinary instructional model.  Reflective inquiry

and aligned developmen-tally appropriate and authentic assessment strategies are employed.
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Examples of Integrated Dance Lessons
Four real-world illustrations of integrated dance instruction follows

Loren E. Bucek

Children's Literature and Dance Making

Erza Jack Keat's, A Snowy Day, is the children's literature book that I use as a catalysis to teach the

basics of dance making to children ages five and six years old.  Though the classroom teacher has already

read this book to his class prior to dance class, I reread the story aloud. Next, I ask questions to help the

twenty-eight children to remember the main points of the story and to offer movement ideas for a dance.

Ideas that inspire dance making include°Vsnowflakes dancing, waking up, getting dressed, going on a

journey, making, tracks in the snow, snowball fights, making snow people, snow angels, and going home.

Children explore many ways to move as though they were tracking snow, engaging in a snowball fight,

making snow people and snow angels, etc.  The movement sequences are then shared as whole dance

studies.  Each dance has a beginning, middle and ending.  Movements include toss, throw, dodge, jerk,

fall, jump, scoot, fling, twirl, swirl, whirl, turn, fly, leap, retreat, advance, chase, march, stomp, run, open,

close, turn in, turn out, and drag.  Children are assessed on primarily on their individual and group

learning process.  More specifically, student achievement is assessed on previously set criteria that may

include, but is not limited to how well they integrate movement vocabulary with narrative story meaning;

quantity, quality, frequency, and sequencing of movement ideas, and cooperation with other group

members.

Language Arts, DanceMaking and Motif Notation: The Writing Process

and the Choreographic Process  

Twenty-eight sixth grade boys and girls, eleven and twelve years old, bounce into the dance studio to



begin a unit of study that integrates writing and dance making. The students work cooperatively in small

groups between two and five people per group.  The Writing Process was discussed in language arts class

earlier this week.  In dance class, the students learned that the choreographic (dance making) process is

essentially the same as the writing process, but that the ideas and physical text is inscribed on the body

and not written on paper.  Students learned that if the first step of the writing process was to brainstorm or

jot ideas down on paper, then the first step of the choreographic process was to improvise ideas physically

on the dance space.

The next step in the writing process is preparing a first draft.  This results in a single written page or

multiple pages.  In dance, the first draft takes form as a series of repeatable dance phrases or dance motifs

formed to illustrate initial ideas.  After their peers, and the dance and language arts teachers offer feedback

on both the dances and written stories constructed, more dance making rehearsals and writing sessions

occur.  Students in dance class edit their dance phrases, add and delete other phrases then present second

and third dance work-in-progress.  The students present second and third drafts of their stories for review

then prepare a final copy for publication.  With each informal sharing, the dances emerge and are ready for

a dance sharing.  Motif notation is a reflection tool for learning.  Students discuss the movement ideas

realized in their dances and write motif scores to capture the most salient features.  Dance assessment is

made on previously set criteria and measures that evaluate both the choreographic journeys that are taken

by the individual and the group, as well as the artistic product made.

Science and Dance: The Skeleton Dance 

Studying the human skeletal system in third grade dance class offers eight and nine year old children

opportunities to integrate science and dance content knowledge.  Students learn the names and functions

of bones and how they work together.  Students learn to discern dance concepts, including selected

locomotor and non-locomotor movements, level and tempo changes, varied rhythms and body part

isolations and master physical performance skills including hopping, lunging, jumping, twisting, turning,

kicking in rhythmic time and spatial design.  Children come to dance class already knowing the every day

names of the bones °V neck, spine, wrist, arm, leg, etc. and come to understand, more or less, how the

skeleton functions to support human activity.  

In dance class, over a period of three class sessions, twenty-eight students learn three versions of a
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'Skeleton Dance' - sitting, stand in place, and move through space.  Each version used the scientific names

of the bones-vertebrae, scapula, clavicle, radius, ulna, phalanges, femur, pelvis, and ribs-as its verbal text.

Upper and lower body action for the 'Skeleton Dance' is done all at once moving in one's own kinesphere

or through the general space or is simply learned seated on the floor, using only the upper body.  Students

acquire a physicalized form of learning while learning the highly specific scientific vocabulary required of

them in science class.  Assessment of learning is done in both science and dance classes.  In dance class,

students are graded on physical accuracy of learned skeleton dance.  Students are also invited to write the

main features of the skeleton dance using Motif Notation.  In science, students take a pencil and paper test

to assess names and functions of bones learnt.  Over the past fifteen years, student achievement on the

science test increased more than 100% when students also study dance concepts and learn the Skeleton

Dance in dance class as they study body systems in science.  In dance class, students remember the names

of the bones more readily when the scientific names and functions of the skeletal system are learned at the

same time they are studying body systems in science class.

Integrating Science and Dance: Earth' Geological Changes and  Josh's

Volcano Dance 

After studying geological rock formations and a science unit on'the restless earth' in their science

classrooms, nine year-old fourth graders were required to create dance studies based in their

understanding of geological changes of the earth-volcanoes, earthquakes, hurricanes, tsunamis.  Josh, a

student in the dance class, stands on the dance studio space for more than five minutes before he moves

his right hand fingers in a very minimal way.  He begins by circling his fingers then pointing them very

delicately in his near space. Josh then moves both hands.  He appears to capture the basic movement and

scientific ideas and concepts of volcano life cycles in his head and is now demonstrating his

understanding through his fingers. 

Next, Josh moves his head in a bobbing-like fashion.  He pauses and states, "I'm ready." He shows his

dance in full-bodied form.  First, Josh enters the dance space on a straight path.  He leaps forward high,

runs, and step hops in full body form.  The movement pattern is and leap, step hop, run, run, leap.  He

pauses, then looks around.  Suddenly, he takes a half turn into the air to step hop forward.  He falls into

the backspace; step, leap and falls into the backspace again and again.  Next, Josh throws his arms, turning



half way around.  He collapses to the floor while his eyes follow his arm gesture.  Josh, pauses.  From a

low, kneeling shape he flings his whole body sideways.  It fully extends then retreats onto the low level.

This gesture is repeated as he gradually ascends.  Josh's arm gestures add to the driving force.  He takes a

large step forward, into another and immediately falls to the floor turning in a log roll shapes that at first

accelerates and then stops.

Josh repeats his dance for a second time.  The basic choreographic form intact.   Afterwards, I ask

Josh if he can tell me about the dance as he is dancing it.  He pauses to consider my request.  Then says,

'Sure.'   Without hesitation, and in stream of conscious fashion, Josh speaks poetically while he dances his

volcano life cycle dance.  A powerful and deliberate integration of purposeful movement and poetic,

descriptive language emerges.

The melted rock flowing down a lava stream.

Rumble.

He looks around.   The rock looks around.

Rumble.

The current starts to pick up.

He tries to fight it.

The volcano starts to erupt.

And it rolls down the hillside. (Norse, 1990)

movement choices and sense of phrasing challenge my perception of  what and how children create

dances.Through this experience, I grew deep respect for Josh's ability to shape kinetic images that

represent his initial ideas and feelings about volcanoes. In his dance, Josh exhibited his deftness in

organizing the movement ideas that lead to an artistic work about volcanoes.  He danced the dance the

way that volcanoes behave.  Truly an example of embodied knowledge.

Conclusion

Dance making experiences are at the heart of the dance curriculum of Arts IMPACT programming.

Several child and teen-made dances made in dance class have had a profound impact on me as I continue

to refine my understanding of the nature and significance of dance experience implemented within the
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Arts IMPACT paradigm. To be sure, elementary and middle school-age children, pre-teen and teens can

direct their thoughtfulness to 'think about, synthesize and physicalize-concepts, patterns or contradic-tion

to pattern, metaphor, and allegorical relationships in other disciplines, yet choose to give voice to their

understanding of those relationships in and through dance.

These same kinesthetic learners can and do respond to actual life experience in self-produced dances

that have little attention directed to the construction of the dance's stylistic characteristics.  Often misread

or not taken seriously, the experiences expressed in these dances remain physically raw, loosely shaped in

form but acutely felt and realized.  Taken together the learners may achieve deep understanding or a

complex or multi-layered phenomena.  It is my hope that more children, pre-teens and teens will have

access to dance so that their voice may be counted and their understanding may be revealed in a

representation that might otherwise remain locked inside and unknown to all.
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I am going to talk about art and integrated curriculum. I imagine most of us have been urged recently

to teach integrated curriculum. I am going to consider how the call for integrated curricula is a response to

current changes in society, in the needs of students, and in the artworld, and to talk about the place of art

in an integrated curriculum. I will also suggest a conception of thinking in the arts that is sympathetic with

integrated curriculum.

I am not talking about art integrated only with other arts. I hear some interest in integrating the visual

arts with music, for example, and this is fine. But the combination seems to me to be unnecessarily

restrictive. I am interested in integrating art with other mainline subjects in the curriculum: history,

geography, science, language, and so on, including, of course, music.

In this talk, I hope to suggest to art educators that an integrated curriculum can make art education

more meaningful, and to other educators that art has an important role to play in the curriculum. 

1.In spite of the current interest in integrating art into the curriculum, there is little agreement

about how to do it. There is considerable writing about it by theorists and policy-makers and a

lot of different examples offered by teachers. But there are many different approaches. There is

yet no consensus on either theory or practice, certainly no organized movement.  And there is a

lot of skepticism. So this is my interpretation and it will probably not be acceptable to many.

In my view, integrated curriculum is essentially about teaching for meaning and understanding. It is

not a matter of scheduling the school day nor of using particular teaching methods. It is about teaching

and learning ideas - certain kinds of ideas, the kind that no one discipline can deal with well by itself. And

because it is about ideas, it is, above all, a thinking curriculum, a curriculum defined as much by questions

as by answers. Integration, as I understand it, means connecting things together and that can only be done

in the mind. It follows that it is really the students, not the teacher, not the curriculum writer, who do the

integrating. Integration occurs when the students make connected sense of what are otherwise separate and

distinct chunks of knowledge and experience: science maybe in one chunk, religion in another, art in a
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third; or school in one compartment, home in another, and popular culture in a third. Integration occurs

when the students pull these things together, make coherent sense of them, especially when they connect

them with their present concerns, their own experience and lifeworld. Ultimately, it is in the student's

mind that integration occurs; we might say it is the students' mind that is integrated. And when I say mind,

of course I mean to include the students' emotions, intuitions, values, sensory experience as well as their

reflections and thoughts. Instead of an integrated mind I could say an integrated personality, except that I

want to emphasize the importance of thinking in its achievement.

Only thinking about ideas, I say, can enable students to integrate the different parts of their world into

a common structure of understanding. Ideas that can help them do this do this are sometimes called big

ideas in the literaturei. 

They are sites of important contempo-rary issues that transcend the boundaries of academic

disciplines, ideas like gender, the environment, war, community. Such ideas suggest many questions and

admit no easy answers; they are full of complexities and ambiguities; they touch directly on the lives of

students; and they invite approach from several points of view °V that is, they belong exclusively to no

one academic discipline, including art.

This does not mean that disciplines are unimportant or that we don't need to teach them. In an

integrated curriculum, disciplines are necessary for thinking about problems. They are organizations of

knowledge designed for particular purposes and can become tools for thinking with. Of course, it is not

always clear which tools a particular problem calls for. What do we need to know to think about

environmental pollution, for example: is it a scientific, an economic, a historical, a psychological,

problem? Nor is it clear in school whether to teach the tools before looking at the problems (as, for

example, Broudyii  argued) or to begin with an analysis of the problem and learn the tools as we recognize

the need for them. This is a traditional choice point in educational thinking. Conservatives have usually

argued for learning the disciplines first, in favor of rigor. Progressive educators have usually urged that we

should examine important problems first, and learn the disciplines that will help find answers, on the

grounds that it makes the disciplines meaningful from the beginningiii. Of course, an integrated

curriculum tends to favor the latter choice.

2. I don't want this presentation to be totally abstract, so I will begin by describing an example of

an integrated curriculum. Whether or not you like the example, it will give a more concrete

view of what I mean and you may bear it in mind in the rest of my talk.iv



For several years the teachers of the ninth grade (15 years old) students in a rural high school in Ohio

worked together to integrate a part of the curriculum. The group included a teacher of science, technology,

history, social studies, English and art. One year, wanting particularly to raise value issues with the

students, they chose to focus part of the year's curriculum on the idea of heroes. They wanted the students

to think about their own heroes and about heroes in general. To make sure the students remained focused

on ideas, they agreed to ask them five basic questions:

What are our heroes like?

How are heroes represented in art, literature and the popular media?

Why do people have heroes?

Do different societies have different kinds of heroes?

What do our heroes tell about us?

The teachers kept returning to these questions for the whole year, meeting with each other frequently

to make adjustments. During the year, the students studied these questions, engaging in many sorts of

activities as appropriate to the different school subjects. In art and language arts classes, they identified,

researched and discussed their own heroes;. I should say that their choices initially were mostly sports or

entertainment stars and other figures from popular culture. There were no military figures, no politicians,

no intellectuals. Two slightly unusual figures were Mother Teresa and Lady Diana, who both happened to

die that year and were much featured in the popular media. Had they studied this topic after the September

11th terrorist incident, the list would surely have been different, because the media were full of stories of

the many non-famous and even anonymous people, such as firemen and policemen, who risked their life

to save others in that event. But these students started with mostly figures from entertainment and

television. They collected stories and images of them from popular media and other sources; they wrote

biographies of them in English class and made different kinds of portraits of them in art class. 

They also looked at representations of heroes in the history of art and literature. For example, in art

they spent some time looking at Warhol and then they made Warholesque portraits of their heroes. This

exercise led to discussion of the ambiguities of Warhol's attitudes towardthe famous people that he

portrayed: are his works admiring, descrip-tive, or critical? It also led the students to distinguish between

people who are celebrities, that is, people who are celebrated in the popular media, and heroes, that is,

people who have done something admirable and difficult. This was a new distinction for many students
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and the discussion caused some to change their choice of hero. 

They also spent time with Rauschenberg's collage portraits of Kennedy. Of course the point was that

the collages contain images of events during Kennedy's time and this raised for them the question of the

relation of heroes to the time and the culture that makes them heroes. They made their collage portraits of

their heroes in which they had to show the connection with their own culture.

In history class they studied American presidents and the ways they have been represented. One case

they focused on was Franklin Delano Roosevelt and the way photographs and other representations of him

have changed over the years. It happened that during that year (1999) a public artwork - the new statue of

Roosevelt in the Roosevelt Monument Park in Washington - revealed openly the presence of the

wheelchair to which he was bound. This statue, of course, is as much about our attitudes toward

handicapped people as it is toward Roosevelt, and it raised issues about the way the media portrays

handicapped people and why. The students knew that handicapped people could be heroes, but they were

not sure that they could be portrayed as heroes. So they went back and looked at the ways Roosevelt had

been pictured earlier. I mention this incident not only because it was about how heroes are portrayed but

also because it illustrates the way an integrated curriculum needs to be flexible to take advantage of events

as they occur. 

The students made a survey of the heroes of the adults in their community and collected photographs

of the local statues and memorials. In social studies, they looked at heroes in different cultures around the

world, and at what the choice of heroes tells about the society. Throughout all of this, there was attention

to the images of heroes and the qualities suggested by the images, to the way in which they are

represented in both language and visual imagery, and to how those representations guide attitudes.

In these activities, art stands beside the other school subjects as one of several separate but equal

disciplinary approaches to the initial questions. I think the curriculum could very well have stopped at that

point and would have been a good example of an integrated study. There is a further point to this example,

however. In this case, art was also used in a more ambitious way: as a medium for the students to think

about what they had learned in the whole year, to pull together their thoughts about heroes into a more

coherent view, and to express their conclusions in a very public way.

For the end of the year, the students were asked by the group of teachers to design an outdoor artwork

that somehow expressed their understandings and feelings about their heroes. They had thought about

heroes for many months and they were asked to organize their thoughts, to reach some conclusions, and to

make a work that expressed those conclusions. The students were asked to work in small groups to create



the designs, one of which was to be chosen for actual installation in a space at the rear of the school. This

whole process, I should add, was adapted from the process often found today in the American artworld,

the process of commissioning a work of public art in a community. This taught the students something

about how the contemporary artworld works. 

First their designs were to be drawn on paper and discussed in an artists' statement. The statement

was to address the criteria for the work. These were three:

the degree to which the design reflected learning from the year's work;

the interest and expressiveness of the design, including its appropriateness to the particular heroe(s)

selected; and issues of practicality, including the relation of the design to the space at the back of the

school.

These designs and statements were then presented formally to the rest of the students acting as a

selection jury. There were questions and answers at the end of each presentation and then the students

voted to select the best five designs. This presentation and selection process required special scheduling

for three whole consecutive school afternoons and the collaboration of the teachers of the various

disciplines, including math, science and technology.

Subsequently, the five successful teams were given time to improve their design and to revise their

artists' statement. They then made their presentations again in the evening before a jury of local adults,

including the principal, a local politician, and an artist, and in front of an audience of parents and students.

At the end of the evening this jury chose one design for actual construction and implementation. Teachers

and students, together with a local engineer, labored for several weeks in the evenings to install it. This

has now resulted in the beginning of an "art park" at the rear of the school, where a new work, on a

different topic, is to be added each year.

My point here is that this process offered the students a way to think about the complex topic they

had studied for the whole year. It asked them to use visual media to integrate together the understandings

they had reached during the year, trying to create a work that expressed the complexities and points of

view they had arrived at. They could of course have written verbal essays or narratives to do the same

thing but there are advantages to using visual media for this purpose. One is, simply, motivational. So

much of school is already verbal that the challenge to work with visual media was energizing for many

students. Another is that the mixture of media involved, visual and verbal, image and text, is inherently

stimulating intellectually, I believe, and it also mirrors the form of most contemporary communicative

media. A third advantage is the communication and publicity value, through the involvement of local
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adults and the permanent presence of the piece on the school grounds.

3.It is common to categorize the influences on curriculum in terms of three kinds of issuesv: the

social, the psychological, and the epistemological. I will use these categories.

First, the social. One major reason integrated curriculum has become attractive is the way society and

its problems have developed. They are increasingly complex, more knowledge-based, and are constantly

changing. Social problems transcend the boundaries of individual disciplines and call for answers that

make use of several disciplines at the same time. Only an integrated curriculum can prepare students to

deal with such problems.

This argument applies to students in their future roles both as workers and as citizens. Actually, I

think most art educators pay little heed to the needs of workers for integrated learning, though teachers

often take this seriously. Art education theorists talk more often about social problems and citizenship

education. There is a long list of social problems that transcend any single discipline, that are complex,

multi-faceted, important, and worthy of study. Some of those often suggested by art educators and used by

teachers are:

Popular culture

Community

Poverty

Violence

Environmental deterioration

Gender

Ethnic, religious group conflicts

One could talk a long time about the role of art education in dealing with any one of these topics, but

I have time only to mention two of them that seem particularly helpful in thinking about integrated

curriculum. These are really categories of topics rather than topics themselves.

One has to do with the local community. Connecting the school with its local community is often an

emphasis in school reform and it suits an integrated curriculum well because it affords many opportunities

for students to connect school learning with their own experience. Much of the students' experience comes

from the local community and by studying it students can more easily connect that experience with school



learning. They can more easily understand some of the influences on their own life, on their friends and

acquaintances, and relate aspects of these to bigger issues. 

The local community is usually too big by itself for the practical purposes of curriculum design.

There are many aspects of the community through which it might be approached. Some that have been

discussed in the art education literature are:

Local public art and architecture

Monuments and memorials

The local shopping mall

Community entertainments, or celebra-tions

Ethnic diversity in the community

The local garbage

I have time for only one brief examplevi. Cleveland, Ohio, is a city full of rivers and bridges.

Recently, there were plans to build a new bridge close to an elementary school there and the art teacher

and the fifth grade teachers planned part of their curriculum around local bridges. The designer of the

bridge came several times to talk about the new bridge and its design principles. He also discussed the

history of local bridge building, the evolution of building materials and designs in Cleveland, changes in

the kind of ornamentation and symbolism on the bridges. The students visited local bridges, analyzed their

design and ornamentation, researched their history and current use. They took photographs of the bridges,

made drawings and paintings of them, looked at art about bridges, and made models of them. They talked

about the functions of bridges and bridges as metaphors. They wrote essays about them, including a letter

to the local newspaper. And together they made a large model of one particular suspension bridge and

experimented with the load it could bear.

Another category of integrated curriculum that is easily related to students' experience is popular

culture. Much of our students' experience is mediated by the TV, movies, video games, magazines, comic

strips, the Internet. One important change in recent years is the increase of visual materials in these media,

in all our communication media. . This is a change that has been much commented on. Popular culture is

now dominantly visual. It is communicated mostly through visual images, usually accompanied by words

and text. Mitchell, for example, speaks of our culture as having taken a "visual turn" that has profoundly

changed its character, a change that he deploresvii. With it, as we all know, has come the blurring of the
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distinction between fine art and popular culture to the point that we are often uncertain what to count as

fine art and what as popular or commercial art.

The point is that that students are much affected by this popular culture and it is also a natural subject

of study for an integrated curriculum. There are many sub-topics within it that can be studied. Some that

have been discussed in the literature are:

Representations of war on TV

images of ethnic groups in the media

advertising for cigarettes and alcohol

character stereotypes in the media 

the characters and narratives of comic strips, video-games

fashion in magazines

the reporting of sports

The topic most often associated with the study of popular and commercial art is probably gender

stereotyping, which produces what is sometimes called the "Orphelia syndrome." The popular media,

especially commercial advertising and entertainment, place such emphasis on youth and sexual

attractiveness and, especially for young women, on being thin, that many personal, medical, and social

problems flow from itviii. Consequently, it is often suggested that in art education we should study the

representations of girls and boys, men and women, in popular images, especially in advertising and

moviesix.

This suggestion often has a social reconstructionist tone. The idea sometimes seems to be that

students should study these images in order to develop a critique of the commercial and political systems

that lie behind them, and should then connect the images with other aspects of social structure, such as

poverty, inequality, racial prejudice. This produces a corresponding objection, that then the study has lost

its connection with art and the subject has become politics, or social studies. I tend to sympathize with this

objection, depending on the case, though not because of the connection with politics. That connection is in

principle desirable in an integrated curriculum. I object, however, when such study means, as it often does,

that the students do not engage in much making of images themselves. I think that making art in some

form has to be at the center of the art curriculum, whether or not the study is of images in popular culture.

Otherwise the educational distinctiveness and the major learning opportunities of art are lost. However, it



seems clear that the right kind of study of popular or commercial art affords many opportunities for art

making and can be a powerful source of integrated curriculum.

4.Psychology and the student

I must move on to my second category of influences on the curriculum: psychology and the student.

In general, and rather surprisingly, the discussion of integrated curriculum in art education has paid

much less attention to the students themselves, to the psychological issues, than to issues about society,

visual culture, or disciplines. This is surprising because, back in the time of Viktor Lowenfeld and the

progressive educators, the dominant theme was the needs of students,

their need to express their minds,

to develop greater awareness of self 

to connect their sensory experience with more abstract representations. 

For many people, art education is still associated with these issues, with students' expression of mind

and feeling, the development of a sense of self. I believe that an integrated curriculum calls for us to

revive these concerns and to remember what he was talking about. No doubt things have changed

Lowenfeld's time and we need to translate these concerns into contemporary language. For example,

expression should be under-stood as a matter of thinking as well as of feeling; students will express their

ideas and understandings in their art as much as their emotions. And self is no longer an inner thing

waiting to be expressed in an outward way; in today's terms it is an identity that the student must construct

from the materials offered by society and it can take different configura-tions in different contexts.

Perhaps most importantly, what Lowenfeld sometimes called self-identification, and analyzed as the

connection between sensory experience and school studies, becomes integrated learning, the connection

by the students' of their school learning with the issues and values in their own experience, at home, in the

community, in the media, and elsewhere. Integration, as I said before, occurs in the mind of students and

this includes their sensory experience, attitudes, feelings, as well as their thoughts. The result ideally is an

integrated personality.

One of the issues we need to pay attention to in these respects is student development, the sequence

of children's abilities to construct these understandings. This is another theme that re-emerges now as

important but has been made more difficult by our greater awareness of social and cultural influences on

learning.

In curriculum work it is often now called age appropriateness. For example, there is a marked
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difference between the needs and abilities of young children and of early adolescents. The pre-school

literature talks of the whole child and the project methodx. The project method is in general a response to

the ways young children explore the world and develop ways to express their thoughts about it, °ßin a

hundred languages,°® as the Reggio Emilia literature saysxi. And of course many of these one hundred

languages belong to the arts, though the children do not distinguish them that way. It is notable, however,

that the arts are important in Reggio Emilia schools and that they frequently employ specialist art teachers

in pre-school.

In the middle school literature, the dominant issue is identityxii.

Middle school students are increasingly aware of issues of self and peers,of self-presentation and

social interaction, of the inwardness of mind and the outwardness of appearance,of stereotyping and group

membership,of the differences between life in school and life at home and between mind and body.

These developments are a central issue in middle schools and many believe that they call for an

integrated curriculumxiii. Identity is the word for our most general understanding of our place in the

world. Our identity, we can say, is whatever integration we can achieve in understanding the various

elements of our self. Building that understanding requires middle school students to make sense of

traditionally difficult antitheses, such as those between inner feeling and outward appearance, values and

practice, life in school and experience at home, mind and body. And of course these are the sorts of things

that art has traditionally been associated with. 

Self is a frequent topic in the secondary-level art classroom. Art teachers commonly ask students to

make works that represent some aspect of their self. They call for works about family, vacations, hobbies,

ideals, sometimes about deeper things: their feelings, fears, dreams, social relations. The more ambitious

projects encourage students to think of their self as having several different elements; they are asked to

make collages, for instance, out of diverse and possible conflicting images, or to assemble them in boxes,

notebooks, installations. Of course, such projects do not automatically promote an integration of self.

They do that only if they touch on issues of real concern to students, promote reflection on stereotypes,

suggest hard questions that require thought.

This topic moves quite readily into the study of the cultural environment, and especially into popular

culture. For example, students accept stereotypes about themselves and others from the popular culture

too easily unless they are helped to examine them explicitly. When they do examine them, they examine

parts of their own identity, and hopefully become aware of influences they may then be able to control. An

example of this is the curriculum I mentioned where the students in Ohio examined their heroes.
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Abstract Expressionism The New York School

http://www.ibiblio. org/ wm/paint/tl/20th/abs-expr.html

Jackson Pollock

Joaquin Torres-Garc http://www.zfm. com/mnav/torres.htm

Picasso

Picasso

Picasso
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Louis Morris Jackson Pollock 

Vassily Kandinsky Joan Miro 

Josef Albers Ellsworth Lally 

Helen Frankthaler Robert Motherwell 

Alexander Calder Andy Warhol 

Henri Matisse Vincent van Gogh 

Gustav Klimt Victor Vasarely 
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The Kennedy Center ArtsEdge WorldCom http://artsedge.kennedy-

center.org/teaching_ materials/curricula/curriculum_units.cfm?curriculum_unit_id=16,2003/04/20
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How Stuff Works http://www.howstuffworks.com

Design and Colour http://www.johnlovett.com/test.htm
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Color Matters http://www.colormatters.com/

A Lifetime of Color http://www.sanford-artedventures.com/index.html
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http://www.ibiblio.org/wm/paint/tl/20th/abs-expr

Picasso http://www.boston.com/mfa/picasso

Picasso
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Torres-Garcia's Abstrations http://www.zfm.com/mnav/torres.htm

MOMA http://www.moma.org/exhibitions/miro

7

8

ArtLex http://www.artlex.com/
9
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Science Activities with Sound http://www.cpo.com/CPOCatalog

http://www.virtualmuseum.ca/Exhibitions/Musique

1

2

Flamenco Links http://www.flamenco-vivo.org/flamenco_links.html
3
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Kokoschka, Oskar (Austrian, 1886-1980), Girl with Doll, The Detroit Institute of Arts.

Renoir, Pierre Auguste (French, 1841-1919), Woman with a Cat, The National Gallery of Art,

Washington, D.C.

Vasilieff, Nicholas (Russian, 1877-1956), Woman with White Dog, The William Benton Museum of

Art, Storrs, Connecticut. 
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Kokoschka, Oskar (Austrian, 1886-1980) Renoir,

Pierre Auguste (French, 1841-1919) Vasilieff, Nicholas (Russian, 1877-1956). 
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Cassatt, Mary (American, 1845-1926), Sleepy Baby, Dallas Museum of Art.

Picasso, Pablo (Spanish, 1881-1973), The Lovers, The National Gallery of Art, Washington, D.C.
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Cassatt, Mary (American, 1845-1926) Picasso, Pablo

(Spanish, 1881-1973) Tanner, Henry O. (American, 1859-1937) 
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Okyo, Maruyama (Japanese, 1733-1795), detail of handscroll, Entertainments of the Four Seasons in

Kyoto, The Detroit Institute of Arts. 

Segal, George(American, sculptor, 1924-present), The Dancers, The National Gallery of Art,

Washington, D.C. 

Unknown artist (American, nineteenth century) The Quilting Party, Abby Aldrich Rockefeller Folk

Art Center, Williamsburg, VA (Quiltmaking was a popular and useful craft in the nineteenth century,

resulting in many original designs and variations.) 
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Okyo, Maruyama (Japanese, 1733-1795) Segal,

George (American, 1924-present) 

1 2

Kandinsky, Wassily (Russian, 1866-1944), Sketch for Painting with White Border, Phillips

Collection, Washington, D.C.

Marc, Franz (German, 1880-1916), Deer in the Forest I, Phillips Collection, Washington, D.C. 

Picasso, Pablo (Spanish, 1881-1973), The Tragedy, The National Gallery of Art, Washington, D.C. 
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Catlin, George (1796-1872), Three North American Indians, Brigham Young University Museum of

Fine Arts, Provo, Utah. 

Elisofon, Eliot (photograph), Woman on Market Trip, Yoruba, Nigeria, Elisofon Archives, National

Museum of African Art, Washington, D.C. 

Weyden, Rogier van der (1399/1400-1464), Portrait of a Lady, The National Gallery of Art,

Washington, D. C. 
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The J. Paul Getty Trust,http://www.getty.edu/artsednet/resources/Sampler/ a.html ,2003/04/20
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The J. Paul Getty Trust http://www.getty.edu/artsednet/ resources /Landmarks/index.html2003/04/20
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Teaching Music 9 3

3-4

The National Association for Music Education, MENC

Teaching Music A Classic Tale

Music for Our Children

(James Levine) The Orchestra of St. Luke s

(Sharon Stone) (Samuel Jackson) (Cher)

1

1 (cooperative learning)
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MENC http://www.menc.org/guides/classictale 

CD
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B. Britten, 1913-1976 1946

The Instruments of the Orchestra

Variations and Fugue on a Theme of Purcell

A. Copland, 1900-1990 1942
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A Classic Tale Music for Our Children [CD]. Orchestra of St.Luke s, conducted by James Levine.

Hamburg: Deutsche Grammophon Gmbh.

The National Association for Music Education. (2001). A classic tale. Teaching Music, 9(3), insert.
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Arbeau, T. (1967).Orchesography (M.S. Evans, trans.). New York: Dover. (Original work published 1588.)

Barrett, J. R., McCoy, C. W., & Veblen, K. K. (1997). Sound ways of knowing: Music in the

interdisciplinary curriculum. New York: Schirmer Books.
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Goodenough, S. (ed.). (1979). The Renaissance: The living past. New York: Arco.
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181

1947

1998

2001

1947

1947 1951 1958 1968 1978 1988 1998

1989 3 1992 )3

1998 12 2002 3 2003 3



182

1997 16

21

1997 11 1998 7

11 12

1999 3

2002

1.

2.

3.



183

1-2

3-4

5-6

1

2-3



184

2001

2002

%

1992

68

70

60

60

50

50

6.7

68

70

70

70

70

70

7.2

100

100

85.7

85.7

71.4

71.4

85.6

2002

%

1992

45

35

35

3.9

70

35-70

35-70

4.4-6.7

64.3

100-50

100-50

82.1-54.8

50 2940 3150

34 35



185

3

2-3

2001 21

11 22 27

1999 10 12

1999 10 12

1999



186

1965



187

1967 1971 1976

1983

1984

1986 7

1

1981 1982

2

1 1988 3

2 1983 5

3 1983 5



188

1984

198 45

6 3 3 42 21.2%

6 4 3 23 11.1%

8 4 14 7.1%

6 3 2 12 6.1%

5 4 3 10 5.1%

7 3 2 8 4.0%

6 3 4 7 3.5%

6 4 2 6 3.0%

6 5 2 6 3.0%

5 3 3 6 3.0%

6 3 3 5 1

1999 217

47

4 1984 1985 4

5 1999 2000 4



189

6 3 3 45 20.7%

6 4 3 20 9.2%

5 4 3 14 6.5%

4 5 2 11 5.1%

4 4 4 10 4.6%

8 4 10 4.6%

7 5 9 4.1%

6 3 2 7 3.2%

7 3 2 7 3.2%

6 3 4 6 2.7%

6 3 3 5 1

4 4 4 1984

1984

6 80 59.7%

7 34 25.4%

5 19 14.2%

8 1 0.7%

1999

6 130 59.9%

7 53 24.4%

5 32 14.7%

4 1 0.5%

8 1 0.5%

6 7 5

6 35 26.2%

9 30 22.3%

8 28 20.9%

10 19 14.2%

7 10 7.5%



190

5 9 6.7%

11 3 2.2%

6 8

9 10 11

6 45% 5 14.7% 7 14.3% 4 13.4%

1999

9 43 22.2%

6 36 18.6%

10 36 18.6%

8 34 17.5%

11 15 7.7%

7 11 5.7%

12 8 4.1%

6 9 6 10 8

1984

6 104 52.5%

5 28 14.1%

7 25 12.6%

8 25 12.6%

4 8 4.0%

9 4 2.0%

3 4 2.0%

6 5 7 8 9

1999

6 98 45.2%

5 32 14.7%

7 31 14.3%

4 29 13.4%

8 19 8.6%

9 5 2.3%



191

10 2 0.9%

3 1 0.5%

6 6 6 8 9

6

8 4 6 6 6

3 3 6 3 3 8 2

1957 Sputnik

shock 5 3 4

1 1 4

4 4 8 4 6 6 6 3 3 5 3 4 4 4 4

Middle

school 5 3 4 4 4 4
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Little Horses

Little horses, little horses, come out of your barn.

The door is wide open. The sunshine is warm. 

(Refrain) La la lie lie, La la lie lie, La la lie lie lie lie,

La la lie lie, La la lie lie, La la lie lie lie lie.

Little horses, little horses, come back to your barn.

The door is wide open. Your blankets are warm.
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Robert Cumming 2000

Alan Sonfist 1996
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Sister Wendy Beckett 1999

Eve Bunting Ronald Himler 2002

2000

2001

2000 a 82-94

2000b 179-197

2002 Preparing to Delete 228 106-

107

1996 163 58-59

http://www. archives.gov.tw/228/

http://goethe. de/os/hon/berlin/CWAL2.HTM#A8
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Sonnichsen, E. 1995 . Art in the public view. Art Ed. In Action. The Getty Center for Education in the

Arts.

http://www.oxfam.org.hk/chinese/resource/publications/2000_4/07.shtml

http://www.greencom.com.tw/alishan2000/promotion/112400.html

http://www.geocities.com/SoHo/Coffeehouse/1458/page1.html

http://greencom.greencom.com.tw/alishan2000/promotion/112400.html

http://www.e-kin.com.tw/cc/loca/ o/o01a1b.htm

http://www.ttvs.cy.edu.tw/kcc/teasan/tea1.htm

http://caipc4.cs.ccu.edu.tw/cai/85/gb12/culture/html/vill-7.htm

http://www.udnpaper.com.tw/udnpaper/PIE0004/5085/web/

http://www.lcenter.com.tw/2001edu/space.shtml

http://www.nknu.edu.tw/~adult/newspaper/no22/article5.htm



281



282

1.

2.

3.

4.

5.

1.

2.

3.

1.

2.

3.



283

1.

2.

3.

4.

5.

1.

2. Dublin Dublin Malcolm Cochran

3.

---

4.Osage

Osage

5. Osage

6.

7.

8.



284

1.

Dublin

2.

1.

2.

3. 2-3

Dublin 2

6

2



285

4. 2-3

5.

1.

2.

1.

2.

20

20

30

30

2-3



286

1.

2.

3.



287

1-1-3

1-1-4

1-1-5

1-2-4

1-2-5

2-1-4

2-2-4

2-2-5

3-1-3

3-2-4

4 4 40 160

1.

2.

3.

4.



288

1.

2.

3.

4.

5.

6. G-D

1.

2.

3.

4.

5.

1.

2.

3.

4.

5.

1.

2.

3.

4.

5.

1.

2.

3.

4.

5. G-D

1.

2.

3.

4.

5.

1.

2.

3.

1. F#

2.

3.

4.

1.

2.

3.

3

4



289



290



291



292



293



294



295



296



297



298

1.



299

2.

3.

4.

5.

6.

7.

8.

1.

2.

3.

1.

2.

1.

2.

3.

1.

2.

1.

2.

3.



300

1.

2.

3.

1.

2.

1.

2.

1.

2.

3.

4.

1.

2.

3.

1.

2.

3.

4.

1.CD

2.

3.

4.

1.

2.

3.

4.

1.

2.

3.CD

1.

2.

3.

4.



301

5. ( power point)

6.

7.

8.

1.

2.

3.

4.

5.

6.

7.

8.

1.

2.

3.

4.

5.

6.

7.

8.

9.

10.

11.



302

1. pp.57-58

2.

3. CD HRP

7224-2

4.

http://info.plvs.ntct.edu. tw/edua31/long_hate.htm

http://big5.ccnt.com.cn/show/ zhonghuayf/tianlaichzzh/tianlai-2.htm

http://www.moniquearts.com/ culture/criticis/long.htm

http://twsymorc.gov.tw/publish/ portrait/por_01_11.htm

http://www. geocities.com/chinesehistory123/10thpage.htm;http://www.geocities

.com/y2ksoso/yyw.htm

http:www.hmi.com. tw/hypstor5.html

http://hk. geocities.com/pclihk/verse/LiBai.htm



303

1-4-1

1-4-2



304

2-4-8

3-4-9

1.

2.

3.

4.

5.

6.

1. DVD

CD

CD

2.

3.

4.

5.

1.

2.

3.



305

CD

4.

5.

1. 8

A B

2.

3.

30

1.

2.

3.

4.

5.

1. 1 2 30%

2.

30%

3.

40%



306

1991

1989

2002

DVD

CD

CD

http://140.111.1.12/senior/music/tn_nn/content.htm

2003 2003 5 http://content.edu.tw/senior/

music/tn_nn/newdata/newmenu4.htm



307

45 9 9

1.

2.

1.



308

2.

3.

4.

5.

1.

2.

dramatize

3.



309

1.

2.

3.

1.

2.

3.

4.



310



311



312



313



314



315



316



317



318





Appendix



321



322

Tony Gee

Jan Ashcroft

University of Durham

Postgraduate Certificate in Education

PGCE Leonie Pearce

Key Stage

Leonie Pearce

University of Lancaster

1987 DALES

Theatre in Education

Jan Ashcroft

Michael Day

Michael Day San Jose State University

Stanford University

Children

and Their Art Elliot Eisner



Handbook of Research and Policy in Art Education

Michael Day Getty 1993-1994 1997 1999

NAEA

Loren E. Bucek

Arts IMPACT Middle

School

University of Rio Grande/ Columbia site

1991 1995

National Dance Education

Organization Dance Notation Bureau 1998

2000

Transforming Education Through the Arts Challenge, TETAC

Research Priorities in Dance Education Research, 2003

JOPERD Dance Research Journal Synergy

IMPULSE

323



Michael Parsons

1. 1996 10

2. 1996 10

3. H. S. Broudy, I. A. Snook, R. D. Szoke

1968 Ralph Smith

4. 1968

Michael Parsons

Work Shop

2001

Joan Pope

1935 UMA

1999 Diploma

324



2001 3

1981 1999

Pope. J. Ed. . 1996 . Heather Gell's thoughts on Dalcroze Eurhythmics. Perth, Australia:

CIRCME, School of Music, University of Western Australia.

Pope, J. Ed. . 1998 . Heather Gell's lessons of music through movement for young

children. Perth, Australia: CIRCME, School of Music, University of Western Australia.

Pope, J. Ed. . 1984 . First Hand. The West Australia Department of Recreation.

1968 1974 CATS

Childrens Activities Time Society POD Playgrounds on Demand

Ideas for backyard playgrounds

In the act Hop it The foot book

AUSDANCE the

Australian Dance Council ACHPER the Australian

325



Council for Health Physical Education and Recreation ASME

the Australian Society for Music Education The Australian Dalcroze

1990 ACHPER PEP Physical Education

Primary

326



327



47

02 23110574

02 23122555

http;//ed.arte.gov.tw

192 4

02 29132467

47

19316285

02 23110574 111

1009204659

957-01-6009-8

GPN

ISBN

=

/ .   --

.   -- , 92

ISBN  957-01-6009-8

1. - - , 2.

- - , 3. -

- ,

523.3707 92022540




