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[bookmark: _Toc61516959]How to Use This Guidebook
Dear Educator:
This teacher resource, DESE’s Guidebook of Culturally Diverse Artists and Artworks, is a supplement to the 2019 Massachusetts Arts Curriculum Framework and is designed to support culturally responsive arts instruction. The guidebook provides information and resources to support educators in their goal to thoughtfully incorporate racially and ethnically diverse artists into their curriculum.







[bookmark: _Toc61516960]What is the Purpose of the Guidebook?
The purpose of this resource is to promote culturally responsive teaching in the arts through emphasis on the study of culturally diverse artists and their artworks. This guidebook is designed to highlight art made by people with racial identities that  historically have been and continue to be marginalized. The guidebook can help educators be culturally responsive and counter the Eurocentric lens that is typically used in arts curriculum and instruction.
This document strategically features artists and artworks who share the racial backgrounds of a growing population of students of color in the state of Massachusetts.[footnoteRef:1] The guidebook offers a variety of case studies educators may adopt directly into their curriculum, or reference as examples in the refinement of their own curriculum to be more culturally responsive. [1:  DESE’s statewide reporting shows that as of the 2019-2020 school year, Massachusetts’ student population consists of 42% students of color.] 


[bookmark: _Toc61516961]How Does This Guidebook Support All Students?
Teaching practices based on this guidebook’s content can support all students by:
· Promoting active inclusion of students from various backgrounds in the classroom environment and curriculum
· incorporating artists and artworks from diverse backgrounds to broaden knowledge and understanding 
· introducing art concepts that connect with student identities, while showing all students that everyone is valued
· helping all students to become more well-rounded individuals and artists

[bookmark: _Toc61516962]What Content is Included in the Guidebook?
1. Cultural responsiveness questions and linked resources
2. Visual references and linked resources in each case study of artists and artworks
3. Contextual information about each artist and artwork
4. Planning questions to encourage habits of mind with the clusters of Artistic Practice (Creating, Presenting/Performing, Responding, Connecting)
5. Suggested themes and student discussion questions to prompt prior knowledge, engage critical thinking, and support discussion and personal connection
6. Suggested lesson starters within each case study that indicate direct alignment to the content standards within the MA Arts Framework.

[bookmark: _Toc61516963]How Does this Guidebook Connect to the Arts Standards?
[bookmark: _Hlk53134939]The cases examine all five arts disciplines (Dance, Media Arts, Music, Theatre, and Visual Arts), and make a direct connection to the artistic practices, guiding principles, and content standards of the MA Arts Framework. In direct support of Guiding Principle 5[footnoteRef:2], this guidebook explores how an artist’s work can be deeply rooted in their cultural identity and context, as a place of both inspiration and community building. As we seek to understand self and community, these artists present varied narratives relevant for students when crafting their own narratives and a collective narrative in their classrooms. Teachers and students are challenged to engage in information sharing, foster curiosity about what drives the artistic intent of the artists being studied, and examine what drives student artistic intent. Thereby, each case study can be used to make several connections: artist to self, artist to intent, artist to cultural context, and artist to human themes.   [2:  The Framework describes Guiding Principle 5 as: An effective arts education provides students with broad and frequent access to great works of art from the past and present, across genres, time periods, and styles, and represents diverse cultures in the United States and from around the world in order to develop an appreciation for the richness of artistic expression, understand the connections between art and history, and cultivate one’s own sense of beauty.] 
What is Artistic Intent?
Artistic intent is the meaning the artist intended in a work, so far as it can be determined from the artist’s statements or cultural context.

What are Artistic Practices?
Artistic Practices are complex, multi-dimensional processes that are central to the creative process within the arts. The Massachusetts Arts Curriculum Framework has eleven artistic practices aligned directly to the National Core Arts Standards (NCAS). Based on the processes presented in the 2014 NCAS, these practices are grouped into four clusters that focus on creating, presenting/performing, responding, and connecting across the five arts disciplines (dance, media arts, music, theatre, visual art).


As arts educators know, the four clusters of Creating, Presenting/Performing, Responding, and Connecting form the overarching structure for the Artistic Practices within the Framework. These practices are inextricably woven as learners develop their own artistic intent. The guidebook uses the 
clusters as a unifying theme by featuring two common planning questions about these artistic practices in each case, and aligning sample lesson starters to their designated content standards.

[bookmark: _Toc61516964]Who Might Use This Guidebook?
Arts educators, educators of other content areas, cultural community partners, educator preparation programs, and PreK-12 curriculum designers can access and source material from this guidebook. Non-arts educators may embed these culturally diverse artists, topics, and discussion formats into their content to provide rich arts experiences in their planning and lesson delivery. Scaffolded discussion questions foster curiosity, inviting multiple perspectives. 

[bookmark: _Toc61516965]What Was the Process for Developing this Guidebook?
The Department formed a committee of arts educators and practicing artists to co-write the guidebook as a resource made from many voices in order to serve many voices. The committee members enlisted for a six-month writing process in which they contributed directly to the visioning, research, design, and writing of this guidebook. In addition to the writing team, DESE enlisted many internal and external contributors and reviewers acknowledged in the Contributors and Reviewers section of this document.

[bookmark: _Toc61516966]How Were the Artists and Artworks Chosen?
In developing the guidebook, the committee of writers noted that chosen exemplars within an arts curriculum are dependent on the artistic concepts/skills and challenges being emphasized for student learning. Therefore, the guidebook content strategically includes two approaches: cases that showcase an artist in historical context through a body of work, and cases of specifically compelling masterworks in the context of their creation. In so doing, the chosen case studies mimic what teachers naturally include when planning their curriculum and instruction in the arts.

The committee selected cases that offer rich material for student learning and interests, with particular attention to contemporary work and local Massachusetts-based artist connections that can be made for students. The committee also ensured that the seven chosen case studies reflect the racial diversity of our Massachusetts students, especially those who have historically been under-served. Therefore, the chosen artists and artworks represent the following racial groups: African-American/Black, Latino/a/x, Asian/Asian American, Native/Indigenous, and Native Hawaiian/Pacific Islander[footnoteRef:3].  It is important to note that these are broad racial categories, each representing numerous different geographies, cultures, styles, regional variations, and histories. The case studies featured in this resource are only a small sampling of these richly varied groups. [3:  This resource makes every attempt to use the currently accepted, asset-based language for identifying the cultural groups and artists featured. On occasion, referenced and/or quoted material may use different terminology.] 


The following criteria guided the final selection of the seven case studies: 
· relevant topics to engage learners
· cultural connections to support artistic literacy
· multiple points of inspiration as a catalyst for driving artistic intent
· content that catalyzes introspection, connection, discussion, and critical analysis
Introduction
[bookmark: _Toc61516968]What is Cultural Responsiveness?
Cultural responsiveness is an approach to viewing culture and identity as assets, including students’ race, ethnicity, or linguistic assets, among other characteristics. Zaretta Hammond, a leading scholar on cultural responsiveness, explains that it is “a way to use culture to build trust and relationships with students as well as develop the cognitive scaffolding that builds on the broader knowledge students  already have so that they can become competent, independent learners” (Collaborative for Academic, Social, and Emotional Learning, 2017, para. 1). Although this resource is not a guide to full implementation of cultural responsiveness, it aims to provide an entry point for teachers and learners through and with the lens of the featured contemporary artists. The artists and artworks in this guidebook may be delivered not as knowledge transfer, but rather engaging all learners with various discussion questions, providing opportunities for reciprocal conversations about the artists/artworks, and identifying thematic connections to springboard authentic artmaking experiences.  

[bookmark: _Toc61516969]How Should Arts Educators Begin to Plan for Cultural Responsiveness in Their Classrooms?
Culturally responsive practice is extensive and multi-faceted.  The purpose of this guidebook is to support cultural responsiveness specifically by focusing on the study of racially diverse artists and their artworks. It is not meant to serve as a comprehensive guide on specific strategies. However, the following table may serve as a basic construct for supporting educator thinking around this important topic. The table outlines four interconnected groupings which can be categorized as: pre-work, reflect, decide, and plan. For each grouping, questions and linked resources that support culturally responsive teaching are provided.



The purpose of this guidebook is to support cultural responsiveness specifically through the study of racially diverse artists and their artworks.









	[bookmark: _Toc61516970]Supports for Culturally Responsive Teaching in the Arts

	[image: ]
	What personal insights might help me to reflect upon prior to teaching students?

	
	Guiding Questions for Educator Self Reflection:
· “When were you first aware of your race as a child? 
· How did you first make sense of human differences?” (Smithsonian Museum of African American History & Culture [SNMAAHC], n.d., para. 2).
· What was your first experience with art that reflected your own culture and racial identity? 
· How did you first respond to art that reflected another culture and racial identity?

	
	Linked Resources:
· Understanding the System of Racial Inequity (Racial Equity Tools) 
· Social Identity Wheel: (Adapted from "Voices of Discovery" from Arizona State University)
· Ted Talk: Let's Get Uncomfortable: It's Time to Talk About Race (Lori Mayo)
· Let’s Talk About Race: Racial Identity Development (SNMAAHC)
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	What do I currently do?

	
	Guiding Questions for Educator Self-Reflection:
· How is my current arts curriculum representative of diverse cultures?
· Which of my students are able to see themselves in my current curriculum? Who is left out?
· What evidence do I have that my students are able to relate to what I currently teach? Is this evidence representative of all students that I teach?
· How does my teaching engage students in learning about cultures other than their own?
· Are stories I tell about a given culture deficit-based or asset-based? (See linked Resource)

	
	Linked Resources:
· 26 Mini-Films for Exploring Race, Bias and Identity With Students: (New York Times) 
· Microaggressions in the Classroom: (Focused Arts Media Education)
· We Must 'See Our Students as Asset-Filled Beings' (Larry Ferlazzo, Education Week)
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	What will I teach?

	
	Guiding Questions for Educator Planning:
· What more do I need to learn to celebrate and affirm diversity in my classroom?
· How can I ensure a potential topic of study does not enable stereotyping of a given culture?
· How do the topics I intend to teach represent the range of my students' identities?
· Do my sources represent diverse cultures and perspectives or rely only on stories by white authors/institutions?

	
	Linked Resources:
· Ready for Rigor Framework (CRT and the Brain by Zaretta Hammond) 
· Ted Talk: The Danger of a Single Story (Chimamanda Ngozi Adichie)

	[image: ]

	How will I teach it?

	
	Guiding Questions for Educator Planning:
· How does my own identity affect the way I might present this lesson?
· How might this lesson inherently convey bias? How might I combat that?
· Am I able to authentically articulate the context of the artist or artwork I want to present?
· Does this arts lesson engage and foster diverse learners from a variety of racial, cultural, and linguistic backgrounds and the plurality of narratives that may result from it?
· How have I planned for student voice and agency to be the driver of this lesson?

	
	Linked Resources:
· Dimensions of Equity (Zaretta Hammond)
· Critical Practices For Anti-Bias Education (Teaching Tolerance)
· Increasing Inclusivity in the Classroom (Center for Teaching, Vanderbilt University)
· Culturally Responsive and Sustaining Schools and Classrooms (DESE Resource)


Overview of the Case Studies
 
While the resource chart on the previous page provides a construct for preparing culturally responsive curriculum and instruction, the following case studies were developed to give educators a tangible starting point. Arts educators are invited to use these case studies in their own curriculum or to employ them as model examples for compiling the most appropriate curriculum content relevant in their own community of learners.
Each case study supports culturally responsive teaching in the following ways:
· Consistent within each case study are the artistic clusters: creating, presenting/performing responding, and connecting. Two planning questions per case frame these clusters and are followed by brief descriptions of how each artist/artwork investigates the related artistic practice.
· Open-ended student discussion questions are raised to guide curiosity and activate prior knowledge for learner analysis and interpretation of the content. 
· Lesson starters with aligned content standards are provided in each case study.
· Further educational resources are linked as appropriate for the content of each case study.
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[bookmark: _Toc61516972]Case 1: Jaune Quick-To-See Smith

[bookmark: _Toc61516973]Artistic Intent 
Jaune Quick-To-See Smith incorporates her lived experience as a Native American woman into the creation of her mixed-media artworks. Native American symbols and words, maps of the United States, and landscapes comprise the bulk of her work, which seeks to challenge the viewer’s harmful assumptions about Native American identities, histories, and cultures. While much of her work is political in nature, other artworks by Smith rely on playfulness, humor, and simple imagery to tell a story about Native American experiences. Smith’s art challenges our understanding of present-day life in the United States by examining it through a lens of the past.“My art, my life experience and my tribal ties are totally enmeshed. I go from one community with messages to the other, and I try to enlighten people”
-Jaune Quick-to-See Smith (Dube, 2014, para. 14).


[bookmark: _Toc61516974]Cultural Context and Artist Background[image: ]

Native Americans have inhabited the North American continent for thousands of years, and there is great diversity among the tribal nations to which they belong. Presently, there are 574 federally-recognized tribal nations in the United States, each with its own language, culture, history, and traditions. There are over 5 million Native Americans living in the United States today and their population is on the rise (National Congress of American Indians [NCAI], n.d., pp. 11-12).  

Smith herself lives in Albuquerque, New Mexico and is an enrolled member of the Confederated Salish and Kootenai Nation with French-Cree and Shoshone heritage (Smithsonian American Art Museum [SAAM], n.d.a, para. 1; Smith, n.d., para. 1). 

In July 2020 Smith’s painting I See Red: Target (1992) was acquired by the National Figure 1. Untitled (from the Portfolio of Indian Self-Rule) 1983. Note: Courtesy of the artist and Garth Greenan Gallery, New York.

Gallery of Art in Washington, D.C., making it the first major painting by a Native American artist to be adopted into its collection (McGreevy, 2020, para. 1). As noted by the National Museum of Women in the Arts (NMWA), Smith’s work “confronts subjects such as the destruction of the environment, governmental oppression of native cultures, and the pervasive myths of Euro-American cultural hegemony” (n.d., para. 3).

Smith’s work comments on important Native American experiences, such as the European invasions of the Americas, which decimated entire populations of Indigenous people through disease, war, starvation, and the taking of their lands. The fight for the preservation of Indigenous land continues today. For example, the Wampanoag in Mashpee, Massachusetts engaged in recent legal battles to maintain their reservation land trust (Mashpee Wampanoag Tribe Community and Government Center [MWTCGC], 2020).

[bookmark: _Toc61516975]Artistic Practices 
[bookmark: _Hlk54678644]Planning Question: 
How does the artist and/or the artist’s audience ‘Respond’ to artistic/cultural concerns?Importance of American Bison in Smith’s Imagery
At the time of first European contact,  American bison, or buffalo, as it is commonly called, roamed the Great Plains of the US. Buffalo once numbered more than 30 million and provided a stable food source for the Native American Nations living there. In addition to relying on buffalo meat for food, Native Americans used buffalo hides for tents and clothing. Buffalo hunters, promoted by US government officials, slaughtered the buffalo herds as a means of cutting off sustenance and supplies from the Native Americans, forcing them off their ancestral lands in search of food (Phippen, 2019).



Through her choice of schematic imagery and color, Jaune Quick-To-See-Smith uses her art to respond to the historically harmful treatment of Native Americans. Her Untitled (from the Portfolio of Indian Self-Rule) lithograph from 1983 depicts five buffalo on an expressively-colored red and yellow background. These animals are a symbolic representation of Native American efforts to regain self-governance (Wharton & Hart, 1883). The golden yellow color is representative of 
tanned buffalo hide while the red ochre color is a naturally-occurring pigment from the American Great Plains.

Smith’s colorful lithograph is reminiscent of ancient paintings discovered in caves around the world, which are some of the oldest images in recorded history, dating back as many as
30,000 to 40,000 years (Marchant, 2016). Ancient cave paintings, pictograms, and petroglyphs play an important role in history and art, and are featured in Smith’s work. Smith “has been creating complex abstract paintings and prints since the 1970s. Combining appropriated imagery from commercial slogans and signage, art history and personal narratives, she forges an intimate visual language to convey her insistent socio-political commentary with astounding clout” (Smith, n.d., para. 2).


[bookmark: _Hlk52866609]Planning Question: 
How does this art ‘Connect’ to an important larger context of knowledge and experience?
Smith uses her art to simultaneously highlight Native American connections to the land while reminding the viewer of the troubled history of the United States. Her artwork, Untitled (Memory Map), redefines a map of the United States of America and Canada by blurring state borders and superimposing Native American symbols, known as pictograms. Smith states, 
I like to use maps because maps can tell stories. What I did with this particular map is to erase all European presence. I eliminated every state that has a European name and I kept only the states that have Native American names because the whole place was ours until the invasion came, the great invasion. Part of what I do in my work is using my work as a platform for my beliefs. (SAAM, 2012, video) 
This artwork makes important connections about the histories and memories of the Native peoples over thousands of years to what we highlight, remember, forget, honor, and define each time we look at a map. 

[image: ][bookmark: _Hlk52140629]Figure 2. Untitled (Memory Map) 2000. Note: Courtesy of the artist and Garth Greenan Gallery, New York.

[bookmark: _Toc61516976]Student/Artist Resources 

Discussion Questions 
(Can be modified for all grade levels)
· Are there animals that are important in your family or to your culture? 
· What mood or emotion do you think of when you think about this animal and its behavior? How would you represent that? What color do you think best represents it? Why did you select this color?
· When was the last time you or your family used a map? What was it used for?
· What do maps tell us? What information can we understand from a map?
· What aspects of a place cannot be revealed by looking at a map?
· What do maps reveal about the people who create them? 
· How might maps be used to oppress? How might they be used to regain power?

Lesson Starter 
(Aligned to High School Advanced level. Can be modified for all grade levels)
Following a discussion of Jaune Quick-To-See Smith’s work, students use her work as inspiration to create their own memory maps. To begin, they select a map that has personal meaning, and generate a list of reasons why this map and the place it describes is meaningful. Next, students think about symbols and imagery that help to describe their connection to this place. They create their own memory maps that combine the selected map imagery and the images/symbols that help tell their personal narrative about this place. Since ancient times, humans have been creating maps to make sense of the world and to tell stories about their place within it. While maps are often viewed as objective representations of the world, they often times tell only partial stories. The subjectivity of maps is seen in their changes over time: borders and boundaries shift, place names change, and scale is altered to reflect changing cultural and political influences. Like Jaune Quick-To-See Smith, many artists have used maps to tell stories about place, identity, migration, immigration, culture, and politics (MoMA Learning, n.d.).


Visual Arts Content Standards: 
· Generate original ideas that integrate aesthetic principles with individual personal style while pushing the boundaries of style, genre, medium, and connections. (A.V.Cr.01)
· Explain how personal experience of culture or history has influenced a piece of artwork or collection or works. (A.V.P.04)

Linked Resources
Additional resources on artists who use maps
Artist statement
Signs and Symbols article
Massachusetts Center for Native American Awareness




[bookmark: _Toc61516977]Case 2: Revelations by Alvin Ailey

[bookmark: _Toc61516978]Artistic Intent 
Revelations is a masterpiece by Alvin Ailey. Ailey (1931-1989) was a gay African-American choreographer and dancer, widely considered to be the most important Black American choreographer in the history of modern dance. Among his many celebrated achievements is the 1960 masterwork Revelations, a half-hour piece in three sections 
[bookmark: _Hlk53389489]that brought together dance and African-American spirituals. Today, Revelations is still regularly performed around the globe, and is among the “most widely-seen modern dance work[s] in the world” (Alvin Ailey American Dance Theater [AAADT], n.d., para. 2). Ailey articulated his artistic intent for his work, stating, “I’m trying to say something about the beauty of Black people” (Kinberg, 2011, film).“I’m trying to say something about the beauty of Black people.”
-Alvin Ailey


[bookmark: _Toc61516979]Cultural Context and Artist Background
Premiered on January 31, 1960 by the Alvin Ailey American Dance Theater (AAADT), Revelations entered a segregated United States deep in the midst of the Civil Rights Movement. The Woolworth’s protests in Greensboro, North Carolina, began the day after the premiere. The Woolworth’s lunch counter sit-ins were an important protest against everyday racial segregation, led by young Black college students. At the time of AAADT’s founding in 1958 and the creation of Revelations, professional opportunities for trained dancers of African descent were limited (DeFrantz, 2004; Dunning, 1989, para. 9). In this world of Jim Crow laws, prejudice, oppression, and structural racism, Revelations - and especially its 1962 national television broadcast - uplifted Black Revelations has an important Massachusetts connection; though originally premiered in January 1960 in New York City, the more famous half-hour version premiered that summer at the Jacob’s Pillow Dance Festival in Lenox, Massachusetts; AAADT has continued and continues to perform at Jacob’s Pillow over the decades since (DeFrantz, 2006, p. 4).
· 


[image: ]

experiences, Black modern dance, and presented an optimistic message of Black freedom (DeFrantz, 2006, p. 4). Revelations is the AAADT’s signature piece. Alvin Ailey sought to use modern dance as a medium to express uniquely African-American culturalFigure 3. Photo Credit: Alvin Ailey American Dance Theater in Alvin Ailey's Revelations. Note: Photo by Donna Ward.


experiences. “We’re really celebrating human beings and trying to make an identification with the Black past” (Ailey, qtd. in Kinberg, 2011, film).  Alvin Ailey drew heavily on what he called his “blood memory” - the formative memories of his childhood - to create Revelations (Ibid.). He was raised by a single mother in extreme poverty and amidst the deep segregation of small town Texas. Despite the optimistic vision he depicted with Revelations, hardship, prejudice, division, and racial hatred “played a significant role in Ailey’s childhood and adolescent self-awareness,” which served to drive a “fierce pride in Black social institutions” – including the church (DeFrantz, 2006, p. 27). Scholar Chase-Marshall (2020) explained that: 
Ailey was 29 when he choreographed the piece, and he intended it as a tribute to an elder, his mother, and the music they listened to at Mount Olive Baptist Church during the Depression, and also to his spiritual forebears, [sic] the writers Langston Hughes and James Baldwin. (para. 5)
The dances are set to spirituals, or sorrow songs, that arose as “the prototype music of Black religion that evolved from Black rebellion”, and are driven by “a central passion for freedom contained in…[the] texts of Bible stories” (DeFrantz, 2006, p. 3). 

The piece is a dance suite of spirituals in three major sections:
1) “Pilgrim of Sorrow” is about “the burdens of life and its heaviness” (Kinberg, 2011, film).
2) “Take Me To The Water” is “based on a baptismal personal experience” (Ibid.).
3) “Move, Members, Move” represents “a Sunday morning...in a country church”, celebrating “because we see hope from despair” (Ibid.).

[bookmark: _Toc61516980]Artistic Practices
[bookmark: _Hlk52864636]Planning Question: 
How does the practice of ‘Creating’ with artistic intent feature within this work?
“Revelations fervently explores the places of deepest grief and holiest joy in the soul” (AAADT, n.d., para. 1). Murray explains that the artistic intent is expressed in its three sections, which form an overarching narrative moving from a place of darkness to one of elation, symbolic of the tenacity of Black people to persist through the horrors of slavery to achieve their freedom (Kennedy Center, n.d.a, para. 5). The tone of each section further mirrors this progression. For example, the first section, “Pilgrim of Sorrow” moves from expressions of “anger, Figure 4. Photo Credit: Alvin Ailey Dance Theater in Alvin Ailey’s Revelations. Note: Photo by Paul Kolnik

[image: ]


rage, and fear,” through “internalized anger”, and closes with the lamenting hymn “Fix Me, Jesus” (Murray & Devlin, 2016, p. 115). The movements for this last hymn - a plea to Jesus as he is the final salvation  - seem to suggest falling and weight, but ends with reaching and rising. The overwhelming sensations of this whole section are sorrow and oppression, and it is visually dominated by weight, slowness, and gestures reaching toward the heavens, with both the dancers’ clothing and the lighting creating a deep brown hue (Ailey Pressroom, n.d.; Kennedy Center, n.d.a).

The choreography and production choices helped Ailey communicate and express meaning in the piece. Take the second section, “Take Me To The Water,” which draws on the importance of water as an image in African-American spirituals. Water is a powerful symbol for a multitude of faith traditions and cultural contexts, and in this case is especially connected to the idea of cleansing, of purification, of baptism (Murray & Devlin, 2016, p. 115). Large swaths of fabric evoke a river just as the spiritual “Wade In The Water,” which closes the section, expresses the importance of connection to this primal element.

White and blue are the dominant colors in the set and dancers’ costumes in this second section(Ailey Pressroom, n.d.), and the dancers’ movements are not as slow moving or weighted as the first section. The dancers are wearing white as the spiritual intones, “Who's that young girl dressed in white”. In the overall structure, this section seems to represent the transition away from the grief and pain of the first section.
[image: ]


Planning Question: 
How does this art ‘Connect’ to an important larger context of knowledge and experience?
Ailey described his “blood memory,” which gave him a lens through which he could express a cultural context and artistic message that was personal to him, represents an African- American zeitgeist, and could connect broadly to others. In dancing to spirituals, a uniquely African-American musical creation, Ailey was able to “suggest a political collaboration between [the dance] and the music’s historical legacy” (DeFrantz, 2006, p. 14). This fusion Figure 5. Photo Credit: Alvin Ailey Dance Theater in Alvin Ailey's Revelations. Note: Photo by Paul Kolnik


allowed Ailey and AAADT to bring something new to the world of modern dance through Revelations, and it connected directly to a people and a culture who “have been historically ignored” (Ailey, qtd. in Dunning, 1989). 

The direct reference to a Sunday church service in the third section, “Move, Members, Move,” connects to a recognized cornerstone of African-American culture, past and present. The dance evokes worshippers greeting one another and a church service in progress, and drives toward the collective uplifting ecstasy that is described by the church, a religious tradition in which Ailey was raised, as possible in the embrace of God. The dancers wear vibrant colors, hats, and fans, calling forth the image of African-American Baptist church congregations. By using modern dance as a vehicle to present spirituals and cultural touch points from  African American experiences, Ailey celebrated a marginalized people central to the country’s history (Dunning, 1989, para. 6).

[bookmark: _Toc61516981]Student/Artist ResourcesBenjamin Banneker Charter Public School, Black Excellence Celebration 2019, Tribute to Alvin Ailey, “Wade in the Water". Choreographed by Elizabeth Hester, Sydonya Green, Janell Weekes and Anesta Hicks, Performed by the Banneker Beat Dance Troupe (5th and 6th grade students)


Discussion Questions 
(Can be modified for all grade levels)
· How does the historical context of Revelations 
influence your understanding of the piece? 
· Why do you think Revelations still resonates 
with audiences today?  
· How is your understanding of Revelations affected 
by various social movements today?
· How do people use art to make change?

Lesson Starter 
(Aligned to High School Foundation level. Can be modified for all grade levels)
After learning about Alvin Ailey’s style and artistic intent in Revelations, students begin a civic engagement project by brainstorming stories of injustice they have experienced or witnessed (in person or through the media). They choose one story or experience that is particularly important to them, and write down how they felt on this occasion (or think those involved may have felt). Students consider how one would move one’s body through space, and identify rhythm patterns, to express these feelings. Students develop their own movement phrases to convey the emotion in response to this injustice. In small groups, students collaborate by first diagramming their movements together, which they use to develop one combined sequence that tells a singular narrative. The class collaborates on ways to engage their community with their performance, using their artistic intent to garner dialogue on important issues and the creation of social action.

Dance Content Standards:
· Use one type of dance notation to document an original dance. (F.D.Cr.02)
· Describe how decisions about a performance are connected to what the student wants to express, evoke, or communicate. (F.D.P.06)
· Analyze the style of a choreographer and how that style manifests in a given movement work. (F.D.R.07)

Linked Resources
AAADT educational materials 
Videos of live performances 
Jacob’s Pillow Dance Festival’s archives photos 
A 5-minute documentary film about Alvin Ailey and Revelations
[bookmark: _Toc61516982]Case 3: Pepón Osorio 

[bookmark: _Toc61516983]Artistic Intent 
Pepόn Osorio is an artist and social worker of Black Puerto Rican descent whose artwork celebrates his cultural heritage and addresses issues of social consciousness, especially those that historically marginalized groups face. Osorio’s body of work includes highly decorative assemblage sculptures using found objects of symbolic importance. He also creates installations incorporating performance and media arts, which the artist uses to “maintain an active dialogue with the community” on topics of civic concern (Casas, 2011, p.122). Scholars note the artist’s creations challenge “normative distinctions of taste and high art”, resulting in a provocative commentary of issues that divide and resist the differences of lower and middle class Puerto Rican cultural identity (Indych, 2001, p. 73). Osorio creates and adorns sculptures, expressing stylistic language through the excessive use of kitsch, often relying on mass-produced, cheap, and even garish objects of popular culture in his work (Ibid.).
“Pepόn Osorio’s knick-knack-encrusted objects and installations represent a visually potent engagement with Puerto Rican popular culture on the mainland and, more specifically, are the products of the artist’s own experiences…” (Indych, 2001, p. 73).

[image: ]Figure 6. Pepón Osorio La Cama (The Bed), 1987 Note: mixed media installation 75 x 57 1/2 x 81 1/2 inches Collection of El Museo del Barrio Photo: Tony Velez Courtesy of the artist and Ronald Feldman Gallery, New York





[bookmark: _Toc61516984]Cultural Context and Artist Background
Pepόn Osorio grew up in Puerto Rico but relocated to the South Bronx in 1975 at age 20, and eventually moved to Philadelphia (Choi, n.d., paras. 3-4). Osorio believes that in New York City, whether immigrant or mainland-born, many Puerto Ricans prioritize and become “super defined” by their cultural identities (Ibid.). In explanation for how his culture influences his artwork, Osorio remarked, “My work is universal, it is not only Puerto Rican. I have a universal language that everyone can relate to. But it is for the working class, and it can be seen through a lens of Puerto Rican reality” (Choi, n.d., para. 7). While aesthetically engaging, the kitsch used by Osorio has a history dating back to the 1940s-1950s in Puerto Rico. At the time, the island experienced a large economic depression from the downturn of the sugar market.   Art scholar Anna Indych explains, “In much of his work, Osorio uses the overabundance of collected objects to represent a general fear of not having—and the common phenomenon of aspiring to a higher class than one’s own” (Indych, 2001, p. 78).
Historical Context of Kitsch in Latino/a/x Communities and Osorio’s Art
Scholar Anna Indych (2001) notes:
While all kitsch stems from the heightened visibility of class differences, Latin American and Latino kitsch is historically and politically distinctive vis-à-vis the added layer of centuries of colonialism. Some writers trace a history of Latin American kitsch back to the colonial encounter of indigenous craftsmen with European masters. The intricate new style characterized by gilded surfaces, veneer inlays, cutout designs, and distinctively hybrid ornate objects created by mestizo artists in seventeenth- and eighteenth-century New Spain is often seen as the historical precedent to a contemporary notion of kitsch in Latin American countries. (p. 73)
 Some Latino/a/x critics have deplored Pepón Osorio’s overuse of commodity for its perceived propagating of stereotypes. “Osorio sees this as a very ingrained sense of “kitschophobia” on the part of Latinos—a tendency to hide and deny lower-class culture” (Indych, 2001, p. 79).












[bookmark: _Toc61516985]Artistic Practices 
[bookmark: _Hlk52866865]Planning Question: 
How does this artist use ‘Presenting/Performing’ to evoke, express, or communicate artistic intent?
Pepón Osorio’s artistic intent blurs the lines between the opposing concepts of high and low art, a binary classification of art that distinguishes work viewed as scholarly versus work related to the general masses or popular culture. This intention bears out in the contexts in which he chooses to present his work. The artist first presents his work in community-centered locations prior to moving the pieces to more traditional art galleries or museum venues. 

Presenting his work in these venues serves two purposes. First, it engages members of the local community who may not have access or inclination to visit a museum frequently. With his art, Osorio wants to engage the community in shared ownership, and increase everyone’s accessibility to the enjoyment of art in this way (Duran, 1999). Second, by presenting his work both in an “untraditional community-based site,” such as a gas station, and a more formal setting, such as a museum, he is able to shift the very meaning of the work from context to context (Way, 2011, para. 1).

“All my work has a social component to it. What I have always been interested in is beginning to talk about something that is of urgency, in a very local place, and then expand the conversation internationally” (Osorio, qtd in Wright, 2017, para. 4).
)








Planning Question:
How does this art ‘Connect’ to an important larger context of knowledge and experience?
Often, Osorio’s work uses artistic expression to make commentary on the divides of race and social-economic class. In Drowned in a Glass of Water (2010), Osorio created a large-scale rotating installation sculpture that juxtaposes the homes of “two families of contrasting wealth, divided by a wall of mirror” (Casas, 2011, p.122). Beyond the issues of wealth and poverty themselves, the installation also highlights the problems resulting from them: 
· issues of mortality,
· eviction, 
· parental abandonment, and
· coping mechanisms (Ibid.).  
The work is based on the Berkshires region of Massachusetts. It was a community-based work commissioned by Williams College Museum of Art (WCMA) (WCMA, 2011; McQuaid, 2010; Casas, 2011; Way, 2011), which explained: “The installation translates personal memories into a collective narrative while exploring the possible dynamics involved in nourishing an individual, family, or a community” (WCMA, 2011, para. 2). In particular, the two families featured are based on real families from the area: one from North Adams and one from Williamstown. The portrayals are a point of relevant discussion, but also could be a source of discomfort and criticism, since the two families are from different communities that may accentuate socioeconomic divides. Osorio himself maintains that his intentions were positive, and meant to highlight the personal stories of the families, not to promote stereotypes about each community (Way, 2011, pp. 2-3).
[image: ]



















Figure 7. Pepón Osorio Drowned in a Glass of Water, 2010  Note: mixed media and video installation Photo: Eleanore 
Hopper; Courtesy of the artist and Ronald Feldman Gallery, New York




[bookmark: _Toc61516986]Student/Artist Resources

Discussion Questions 
(Can be modified for all grade levels)
· Do you own any objects that have a very deep meaning to you?
· Do you have objects at home that represent your heritage?
· What does it mean to be materialistic? What is the artist’s work expressing about materialism? 
· What makes something kitsch? 
· What is the artist saying about kitschiness? 
· What ideas is the artist challenging?
· How can presenting your art in different ways and locations change the impact it has on the viewer?
· Have you seen art displayed in unexpected places? If so, what was your reaction?

Lesson Starter 
(Aligned to PreK-K Grade levels. Can be modified for all grade levels)
Students examine the art of Pepón Osorio, and discuss the ideas the artist was conveying in his work. They generate a list of some favorite objects and why each is important to them. With teacher support, students use their brainstormed list to decide something they would like to share about themselves in a sculpture. They experiment with different found objects to determine what should and should not be used in their sculptures. Students use purposefully selected ] materials to create assemblage sculptures that represent something about themselves and their families.

[bookmark: _Hlk53399904]Visual Arts Content Standards:
· Experiment with a wide variety of both two- and three-dimensional materials, including recycled/repurposed ones after looking at images from several artists who use those materials. (PK-K.V.Cr.01)
· Create an image or object and describe what it represents. (PK-K.V.P.04)
· Describe what is seen in an artwork, interpret a possible meaning, and explain why the meaning makes sense. (PK-K.V.R.08)
· Identify examples of art in daily life and use them as inspiration for their artwork. (PK-K.V.Co.10)

[bookmark: _Hlk53422324]Linked Resources
ART21 Video and Gallery of Pepón Osorio’s work 
Ronald Feldman Gallery of Pepón Osorio’s work
Williams College Museum of Art Article
Interview with Pepón Osorio
Article about the artist’s work




[bookmark: _Hlk53060451][bookmark: _Toc61516987]Case 4: Beat-making, Hip Hop, & Kool Herc

[bookmark: _Toc61516988]Artistic Intent 
Beat-making is a colloquial term that describes a type of sound design and musical composing through the media arts. Since the 1970s, beat-making has been an integral part of many genres of music, specifically in Hip Hop and Rhythm and Blues (R&B). Beat-making evolved by way of disc jockeys (DJs) who “mixed” record albums at informal social gatherings, such as house parties and park jams. One pioneering DJ that was influential in inventing Hip Hop and propelling it towards its present-day digital realm was DJ Kool Herc. Herc, a Jamaican who moved to the Bronx, used his beat-making to conjure energized audience reactions (Herc, n.d.). This artistic intent[footnoteRef:4] resulted in the genesis of Herc’s famed sound design innovation called the “merry-go-round” or “breakbeat” that founded Hip Hop (Ibid.).  [4:  Herc’s manipulation of music to have a particular impact on his audience is an artistic intent that directly aligns to the MA Arts Framework. For example, two content standards that embrace audience impact directly are: Match a musical performance with expressed intent (e.g., wanting the audience to identify with an emotion). (N.M.P.06); Perform a musical work that causes audience reflection by presenting different musical styles or viewpoints (e.g., a student shows originality in adapting a particular style of playing or singing. (AG.M.P.06)] 
“We don’t play music the radio played… What the other guy wasn’t playing, and what we wanted to hear, I took that perspective behind the turntable” 
-DJ Kool Herc 
(Lentz, 2015, para. 11).



[bookmark: _Toc61516989]Cultural Context and Artist Background[image: ]

[bookmark: _Hlk57645804]It was in a changing cultural environment in the South Bronx during the 1970’s that DJ Kool Herc, born Clive Campbell, began his beat-making career. Herc’s musical style was profoundly influenced by the Jamaican music of his upbringing. He paired his breakbeat method with the sounds of Jamaican reggae, “toasting” (rapping), and songs by James Brown, Motown, and other popular American music (Herc, n.d.). 

Rapping is “a form of expression that finds its roots imbedded [sic] deep within ancient African culture and oral tradition. Throughout history here in America there has always been some form of verbal acrobatics or jousting involving rhymes within the Afro-
Figure 8. DJ Kool Herc pictured in 2009 Note: public domain


American community” (Davy D., n.d.b, para. 1). Music historians explain that:
On August 11, 1973, in the rec room in an unassuming brick apartment building at 1520 Sedgwick Avenue… a 16-year-old Jamaican immigrant changed pop music forever. This is the night that Clive Campbell, later known as Kool Herc, invented hip-hop at his little sister Cindy’s ‘back to school jam’… (Gonzales, 2008, para. 1)
Following the success of showcasing his new technique, Herc:
began to seek out records simply for their breakbeats, regardless of whether the rest of the song was something one would want to hear. Like his Jamaican sound system predecessors, Herc attracted an audience that came specifically to hear his special selection of records… (Hess, 2007, p. 10)

A few tracks Herc relished using (thereby heavily influencing his sound and style) are:
• James Brown’s “Give It Up or Turnit a Loose,” or any track from Sex Machine[image: ]

• Aretha Franklin’s “Rock Steady”
• Booker T and the MGs’ “Melting Pot” 
• Michael Viner’s Incredible Bongo Band’s “Bongo Rock” and “Apache” 
• Babe Ruth’s “The Mexican” 
• Baby Huey’s “Listen to Me” 
• Dennis Coffee’s “Scorpio” 
• Mandrill’s “Fencewalk” 
• Jimmy Castor’s “It’s Just Begun” Figure 9. Turn table Note: public domain


• Bob James’s “Take Me to the Mardi Gras” 
• Rare Earth’s “Get Ready” (Ibid.).

Finally, in 2019, Herc released his first album, Last of the Classic Beats (in collaboration with Mr. Green). On the track “No Disrespect,” Herc reminds the listener that he is responsible for Hip Hop culture, noting that his famous contemporaries were only copying a phenomenon he had created. In the lyrics, Herc states, “I’m the guy who created the culture called Hip-Hop—but only I, Kool Herc. No Bambaata, no Flash. I’m not a copycat, no disrespect” (Commandeur, 2019, para. 4).

[bookmark: _Toc61516990]Artistic Practices

Planning Question: 
How does the artist and/or the artist’s audience ‘Respond’ to artistic/cultural concerns?
Through the work of DJs like Herc, Hip Hop developed as a paradigm-shifting artistic and cultural response to the harsh living conditions experienced by some in the South Bronx (Swanson, 2010)Source). One contributing factor of the rise of Hip Hop was the economic decline resulting from construction of the Cross Bronx Expressway. According to Hip Hop historian Marcus Reeves, 
…the bustling energy that laid the groundwork for today's hip-hop culture came out of gang culture in the '70s… all over the Bronx due to widespread urban decay, from heavy arson activity from slumlords seeking insurance money to the lack of basic services like law enforcement, firefighters, sanitation and health. When you have those conditions and...a group of people...trying to survive...and people getting tired of that, then you begin to have this growing new cultural movement that comes out of the gangs to counteract the violence...and the negativity that come out of gang cultures. (qtd in Swanson, 2010, para. 14-15) “As a youngster, my life was greatly influenced by Hip Hop. Hip Hop taught me how to believe in myself, overcome adversity, navigate my neighborhood. The music was also a site of learning about what was happening to my community, as I saw it overtaken by drugs and crime”
-Dr. Bettina Love
(Love, 2012, para. 1).

The underground movement known as Hip Hop started growing and evolving into art that connected a culturally and racially diverse population in the Bronx (including people identifying as Black, Latino/a/x, and West Indian) and various art forms. The art forms that are interconnected in Hip Hop culture are identified by as many as six elements of Hip Hop: DJing, MCing (aka rapping), Breaking, Writing (Graffiti), Theater and literature, and Knowledge of self (Kennedy Center, n.d.b, para. 7). An identifying feature of Hip Hop culture is the cypher battle in which participants test out their freestyle rapping repertoire to see who can outperform the others. Today, Hip Hop is an undeniable musical and cultural phenomenon that continues to evolve.

Planning Question: 
How does the practice of ‘Creating’ with artistic
intent feature within this work?
Beat-making involves composing a piece of music using live or pre-recorded sounds. The rhythm of a drum pattern or a background melody can be the focus of any beat, comparable to a heartbeat for the song. Some producers, beatmakers, and emcees (writers) believe that beats have 
life, energy, and power; they can make people dance, laugh, or cry. For example, the impact on his audience provided Herc with the artistic intent for the creation of the merry-go-round (breakbeat). 
Herc had been refining a new technique in his second-floor bedroom: He’d ignore the majority of the record and play the frantic grooves at the beginning or in the middle of the song… Utilizing two turntables and a mixer, Herc used two copies of the same record… to isolate and extend the percussion and bass… (Gonzales, 2008, para. 8) 
Herc explains, “So what I did here was go right to the ‘yoke’. I cut off all anticipation and played the beats. I'd find out where the break in the record was at and prolong it and people would love it. So I was giving them their own taste and beat percussion wise” (Davy D., n.d.a, para. 7).

Another technique in beat-making, called “sampling”, adds dimension to the beat of the song by adding melodies, sounds, and rhythmic layers to the piece. Sampling occurs when a piece is taken from another song or sound recording and remixed to create a new song. Beat-makers often find vintage sounds, whether music or sound clips to use in a new way when 
creating a piece. Beat-makers intentionally employ sounds from different cultures, borrowing and salvaging elements to serve their artistic intent (Franzen, n.d.a, n.d.b).
 
[bookmark: _Toc61516991]Student/Artist Resources 

Discussion Questions 
(Can be modified for all grade levels)
· Do social conditions influence art and artists? If so, in what ways? If not, why not?
· What are the different art forms that artists use to respond and connect to their everyday environment and community?
· How have you responded and connected to your environment in a creative way?
· Are there examples of artists building from work of the past to create new work? 
· When artists take work from the past and remix it to create something new, should there be rules for how it can be done?
· Why do you think Hip Hop resonates with some people?

Lesson Starter 
(Aligned to 7-8th Grade levels; Can be modified for all grade levels)
Students discuss the historical, cultural, societal, and socioeconomic factors that gave rise to Beat-making and Hip Hop. In pairs, they collaborate to conduct research on a cause that is personally meaningful, opting to take different lenses on the issue. Pairs create informal cyphers to “battle” the issues of their chosen cause. Students take note of successful rhymes and phrases used within the cypher battles, and rework them as Spoken Word poems. With a developmentally-friendly music app, students create a melody using breakbeat, and recite their personal Spoken Word poems over it.

Music Content Standards:
· Document an original melody and simple accompaniment using standard notation (e.g., a melody and chords). (7-8.M.Cr.02)
· Identify basic strategies musicians use to practice and employ them in readying a musical work for performance. (7-8.M.P.04)
· Analyze how cultures are reflected in a diverse range of musical work. (7-8.M.R.07)
· Explain how a musical work is connected to the particular cultural and historical context where it was created. (7-8.M.R.08)

Linked Resources
Library of Congress Citizen DJ
Bandlab for Education
Self-Directed Beatmaking Challenges for Students
DJ Kool Herc’s Website
[bookmark: _Toc61516992]Case 5: Nam June Paik, Father of Video Art

[bookmark: _Toc61516993]Artistic Intent
Nam June Paik (1932-2006) is a Korean-born artist who is widely considered to be the “father of video art” and famously coined the term “electronic superhighway” to describe the future of telecommunications (Judkis, 2012; Danzico & O’Brien, 2012). A media art pioneer, his creative legacy in our age of YouTube, TikTok, and live streaming continues to be powerfully relevant. “The artist’s lifetime quest: to explore how contemporary technology and traditional culture can make new artistic expressions possible” (Virginia Museum of Fine Arts [VMFA], n.d., para. 2).


As a Korean man living in the United States, Paik’s art often paired antithetical concepts that evoked reflection of the viewer’s relationship to technology and popular culture. His art juxtaposed contemporary technology with traditional culture. According to scholars, Paik’s art questioned “the role of self within an age that intersects spirituality with technology” (Stacey, 2017, para. 1) and influenced by his religious tradition:“His approach follows the Buddhist belief that all things are interdependent and closely connected. It also suggests that technology is not in conflict with nature but an extension of the human realm” (Tate, n.d., para. 4).

Paik was enamored with the utopian possibilities of modern technology (Greene, 1996). Paik’s work became infused with a particular joyousness, whimsicalness, and audacity underlined by a belief in technology’s role for positive change (Ruhé, 1979). 

[bookmark: _Toc61516994]Cultural Context and Artist Background
Nam June Paik was born and raised in Korea, where he studied classical piano and lived until age 18 before emigrating. His work is clearly influenced by Buddhism, of which Paik was a devout follower. Modernization in Korea may provide an explanation for the artist’s focus on technology in his work. Paik and his family were driven out of Korea in 1956 by the violence of the Korean War to live in Hong Kong and Japan; he moved to West Germany for a time, and emigrated to the United States in 1964, when he was 32 years old (Park, 2015, p. 211). 

Paik was active in the Fluxus art movement, which informed his work through a foundation in experimental performance, emphasis on artistic process, and focus on pushing boundaries of art and form. Fluxus has been described as “the most radical and experimental art movement of the sixties” whose best-known member is fellow media artist Yoko Ono, and was also influenced by twentieth-century figures such as John Cage, Marcel Duchamp, and the Dadaists (Ruhé, 1979).

Paik came of age in the era of the rise of 20th century telecommunications technology. Televisions had become popular and commonplace after World War II; color broadcasting in the United States was first introduced in the mid-1960s. Broadcast technology in the United States is intrinsically linked to countless important social, historical, and cultural events of the 20th century, many relevant to our present day. 
It is said that Paik became the first video artist when he purchased Sony’s first portable video camera in New York in 1965; that same day he was delayed by Pope Paul VI’s procession through the city, which he filmed, then subsequently screened that night (Park, 1995, p. 212; Mellencamp, 1995, p. 41).




[bookmark: _Toc61516995]Artistic Practices
Planning Question: 
How is this artist’s work using ‘Presenting / Performing’ to evoke, express, or communicate artistic intent?
Paik capitalized the avant-garde medium of live satellite-relayed broadcasting to present his artistic ideas. In addition to broadcast media as an art medium, he also explored the relationship between the moving image and the physical object. His piece TV Garden, first installed in 1974, is an excellent example (see below). Per its name, the work is designed to resemble a tropical garden, with plants evoking primal growth and life in the natural world. Juxtaposed against and nestled amongst this greenery are a number of television monitors, which play one of Paik’s own video creations, Global Groove, featuring a riotous collage of TV images and popular music. It is an “uncanny fusion of the natural and scientific” that could evoke both strangeness and oneness between the two spheres (Guggenheim Museum, n.d., para.2 ). [image: ]



















Figure 10. Nam June Paik TV Garden Note: 1974 (2000 version). Video installation with color television sets and live plants dimensions vary with installation. Solomon R. Guggenheim Museum, New York. Installation view: The Worlds of Nam June Paik, February 11 – April 26, 2000, Solomon R. Guggenheim Museum, New York. 
Photograph by David Heald.





Planning Question: 
How does this art ‘Connect’ to an important larger context of knowledge and experience?
Paik imbued technology with opposing imagery and unexpected symbolism as a way to make connections to larger cultural and spiritual concepts. He was a lifelong Buddhist, a faith that may not evoke video technology, and which Paik perhaps sought to play with in his work Buddha Watching TV. The 
piece juxtaposes a stone image of Buddha with a television projection by directing a live video camera feed at the Buddha’s head and allowing the Buddha to ‘watch’ itself on the television - thus combining an ancient, Eastern, spiritual figure with modern information technology (Virginia Museum of Fine Arts [VMFA], n.d., para. 2). It “juxtaposes an icon of individual contemplation with a medium of popular culture. It pits ancient meditation against modern technology. It presents the past and present, the sacred and the secular, the profound and the superficial” (Ibid).Figure 11. Buddha Watching TV. Note: Virginia Museum of Fine Arts, Richmond. Gift of the Friends of Frances and Sydney Lewis, in memory of Sydney Lewis, and in honor of the grand reopening of the Sydney and Frances Lewis Galleries of Modern and Contemporary Art. Photo: Katherine Wetzel © Virginia Museum of Fine Arts

[image: ]


Paik’s large-scale 1995 sculpture Electronic Superhighway: Continental U.S., Alaska, Hawaii is a statement about the artist’s first impressions, reactions, and culture shock he experienced living in the United States. The installation is massive in size (about forty feet long and fifteen feet tall), brightly lit, and active. He used many television monitors and neon tubes to create a map of the country - this enormous “nation that confronted the young Korean artist when he arrived” (SAAM, n.d.b, para. 1). Each state has its own video channel whose playback suggests different flashing images meant to evoke his impressions of that state’s unique cultural identity within the larger structure of our diverse country, which Paik sought to connect with and reflect in the work.Figure 12. Nam June Paik, Electronic Superhighway: Continental U.S., Alaska, Hawaii, 1995, Note: fifty-one channel video installation (including one closed-circuit television feed), custom electronics, neon lighting, steel and wood; color, sound, Smithsonian American Art Museum, Gift of the artist, 2002.23, © Nam June Paik Estate

[image: ]


[bookmark: _Toc61516996]Student/Artist Resources

Discussion Questions Teachable Moment about Cultural Appropriation
The topic of using sacred objects and images in art creates a potential place to talk about appropriation and cultural reference with students. Paik’s own experiences and Buddhist faith deeply informed his choice to use the image of the Buddha in his work in a way that might raise concerns if used by another artist. 


(Can be modified for all grade levels)
· Do you find optimism or hope in media, video, and information technology? Are there other emotions evoked?  
· In what ways, if at all, has the power of technological connection played out in your own life?
· How would you define the media arts?
· In what ways are the media arts used to influence?
· The Buddha statue was a sacred object to Paik, and he chose to use it in his artwork to make a cultural statement. If another artist for whom a Buddha statue was not sacred chose to use it in his or her artwork, would that be acceptable? Why or why not?
· What technological tools (equipment, programs, platforms) would you use to express your own identity and ideas?

Lesson Starter 
(Aligned to High School Proficient level. Can be modified for all grade levels)
Students explore Paik’s work and think about his vision of connection, 
and his positive, yet complex, view of technology. Students brainstorm some aspects of themselves that seem disjointed, and how they can be artistically integrated into a media arts work through the use of juxtaposition. They research examples and questions for making interesting statements with their own work. Students use their research to develop character sketches and storyboards. From this, students develop a screenplay which they turn into a short video film.

Media arts and Theatre Content Standards:
· Explain the relationship between media artworks and commercialization or propaganda. (P.MA.Co.11)
· Use script analysis to generate ideas about a character who is believable and authentic in a theatrical work. (P.T.R.07) 
· Independently document an original multi-part media arts idea (e.g. wireframe, story board). (P.MA.Cr.02) Theatre Connection: Students develop a screenplay that they turn into a short film. 

Linked Resources
The Nam June Paik Archive at Smithsonian American Art Museum 
National Endowment for the Arts article about Nam June Paik
ARTnews Article about Nam June Paik and the Age of Digital Technology
Khan Academy article about Electronic Superhighway
Virginia Museum of Fine Arts on Buddha Watching TV


[bookmark: _Toc61516997]Case 6: Hamilton by Lin-Manuel Miranda

[bookmark: _Toc61516998]Artistic Intent[image: ]


Hamilton: An American Musical, written and composed by Lin-Manuel Miranda, has become a Broadway phenomenon. This production tells the story of one of America’s Founding Fathers, Alexander Hamilton, through Hip Hop, R&B, and soul music. Miranda discusses the artistic intent of the production as a political commentary, declaring, Figure 13. Lin-Manuel Miranda as Hamilton. Note: Photo Credit Steve Jurvetson  CC BY 2.0 


If I had any insight in the writing of this thing, it was everything that was present at the founding is still present: the sins of it, the paradoxes of it, the ways in which we fall short of the ideal 'All men are created equal' the moment we wrote it down. (Truitt, 2020, para. 9)“When you write a musical that brushes against sort of the origins of this country, it's always going to be relevant… The fights we had at the [country's] origin are the fights we're still having... I've always said that slavery is the original sin of this country”
-Lin-Manuel Miranda
(Gross, 2020, para. 4). 

The New York Times states, “Lin-Manuel Miranda has transformed theater-- and the way we think about history-- with Hamilton” (Rosen, 2015, para.1).  Miranda summarizes, “This is a story about America then, told by America now” (Keller, 2018, para. 10).

[bookmark: _Toc61516999]Cultural Context and Artist Background
Miranda’s parents were originally from the island of Puerto Rico. Miranda was raised in the northern part of Manhattan within a Hispanic neighborhood. “His father was a political consultant to several New York City mayors, and his mother was a psychologist. His childhood 
home was filled with the sounds of salsa and show tunes” (Murray, 2016, para. 2). 

Miranda’s career in Theatre began prior to the production of Hamilton, which catapulted him into official stardom as a lyricist, composer, and actor. In fact, years before Hamilton, another musical titled In The Heights debuted in 2005 with music and lyrics by Miranda and a book by Quiara Alegría Hudes. Manuel is the co-composer (with Tom Kitt) and co-lyricist (with Amanda Green) of Broadway’s Bring It On: The Musical. He has also provided music, lyrics, and vocals to several songs in Disney’s animated film Moana, which was released in 2016 (Miranda, n.d.). 
It took Miranda seven years to write Hamilton, and although he states that he took dramatic liberty in incorporating certain facets of Hamilton’s story, he also used Ron Chernow’s book, a biography of Alexander Hamilton (titled Alexander Hamilton) as a source of inspiration (Advanced Placement, 2020, video). For instance, many people love the opening number of Hamilton and believe it places the viewer in the story immediately. This opening number is Miranda’s response to the first two major life events of Hamilton outlined in Chernow’s book. Miranda explains the plot of this section as, “Being an orphan and seeing the impact of the slave trade in St. Croix and by the time the opening number is done, we see Hamilton arriving in New York” (Ibid.). 
                                   
[bookmark: _Toc61517000]Artistic Practices
Planning Question: 
How is this artist’s work using ‘Presenting / Performing’ to evoke, express, or communicate artistic intent?
Hamilton utilizes a unique performance strategy for communicating the narrative of the production. Miranda explains that it is “an all-hands on deck approach” for Hamilton, continuing that, [image: ]

“We sort of establish at the top of the show, is there's no one narrator in Hamilton… but by doing that, we're telling you whoever's closest to the event gets to narrate the event” (Miranda, qtd in Advanced Placement, 2020, video).

The songs “Helpless” and “Satisfied” are two of the most 
important songs in Hamilton because they present the storytelling from different perspectives of three characters: Eliza Schuyler, Angelica Schuyler, and Hamilton. An example of this is when we see the courtship up to the wedding of Eliza and Hamilton Figure 14. Hamilton the Musical sign outside a theatre in London. Note: Photo credit Elysia Small, royalty free stock photo


through the song “Helpless.” 
However, for the first time in the show, we rewind and see Angelica’s perspective through the song, “Satisfied” and realize that Angelica actually met Hamilton first. When Angelica sees how smitten Eliza is with Hamilton, she introduces her sister to him (Advanced Placement, 2020, video). Setting up the narrative this way is an artistic intent to manipulate audience response, allowing viewers to explore each character’s perspective as they perform their own plotlines and how they are interconnected. This structure is noteworthy in the context of history typically portrayed as one narrative from one perspective.

The show also chooses to present the story by incorporating “color-conscious casting” of non-white actors as the Founding Fathers and other historical figures (Gelt, 2017, para. 12). Historian Claire Bond Potter states that “Miranda’s casting decisions constitute an important step in the inclusivity of Broadway as well. ‘It’s important to think about Hamilton as something that is making a massive intervention into American theater'” (Keller, 2018, para. 12). “Flipped casting” has a long Hamilton’s lens on American history aligns to “current politics, using… one of the most inventive librettos ever written… every song in the show works as a complex historical concert, layering musical pasts with the musical present, just as the historical past mingles with the political present” (Churchwell, 2016, para. 2).

tradition in American theater, typically with white actors performing as people of color. Hamilton is unique in that it flips the casting in the other direction (Ibid).

Planning Question: 
How does the practice of ‘Creating’ with artistic intent feature within this work?
For Hamilton, Miranda created songs about the Founding Fathers featuring the use of the Hip Hop and Rap genres. The artistic intent for his musical choices stems from the need to convey the dynamics of the Revolution, the character’s drive to achieve in the world, and the prowess of Hamilton’s literary ability. 

As Miranda explains: 
Hamilton shared something with a lot of my favorite hip-hop artists, which was a turbulent childhood, a turbulent upbringing and then the ability, the magical ability, of using his words to transcend his circumstances. That's what all my favorite hip-hop artists do… I just remember thinking [about Hamilton’s writing], well, that's what the great hip-hop artists do is they write about their struggle[s] so brilliantly that they transcend them. (Advanced Placement, 2020, video; Mamo, 2020, para. 4). A specific example for the befitting use of these modern musical genres to communicate the plot are the two cabinet Alexander Hamilton was born in St. Croix in either 1755 or 1757 (no one really knows for sure), and arrived in America in his late teens. He had a turbulent childhood and struggled, but ultimately, he overcame all odds to become one of our nation’s Founding Fathers. He wrote the Federalist Papers, which are the closest legal arguments to the U.S. Constitution (Advanced Placement, 2020, video).



meeting raps. Miranda captures the dramatic energy and dynamics of political debate between Hamilton and Jefferson by using street-style rap battling, an unexpected but successful juxtaposition (CBS News, 2016; Wise, 2016).
[bookmark: _Toc61517001]Student/Artist Resources

Discussion Questions 
(Can be modified for all grade levels)
· Many of the Founding Fathers were slaveholders. How does Hamilton challenge us to reflect on this part of our history in the United States?
· Why do you think Hamilton has become such a cultural phenomenon?
· In what ways do immigrants serve as positive inspirations for American culture?
· How can art help us understand historical and contemporary societal issues?
· What does each character in the production want?
· How does each song’s tone and genre match the character who is singing it? (Matteson, 2016)
· How does Hamilton balance the musical past with the musical present?

Lesson Starter 
(Appropriate for High School Foundations for Solo and Ensemble and Theatre level. Can be modified for all levels)
After viewing Hamilton, students engage in a character or play analysis. They select an individual from history to research, then write a character sketch, monologue, short script, or a short play about that historical person’s life. Students may personally connect to this project by choosing a historical person who shares one or more of their identities. Using the song “My Shot” where Hamilton expresses his plans for the future, students write their own ballad or rap about their character’s future hopes and dreams. Songs can be set to an instrumental version of “My Shot” or any song of choice from the production. Students participate in a peer critique to discuss the choices made.

Music Content Standards:
· Explore ideas for interpreting a work (e.g. Improvise embellishments to musical passages). (F.M.Cr.01)
· Describe how decisions about a performance are connected to what students want to express, evoke, or communicate. (F.M.P.06)
· Analyze the style a musician uses and how it manifests itself in a given musical work. (F.M.R.07)
Theatre Content Standards:
· Describe how decisions about a performance are connected to what the student wants to express, evoke, or communicate. (F.T.P.06)
· Refine and revise character dialogue, stage directions and sensory details of imagined worlds. (F.T.Cr.03)
· Analyze the style of a playwright and how it manifests in a given theatrical work. For example, examine how a playwright uses character relationships to assist in telling the story. (F.T.R.07)

Linked Resources
Free complete soundtrack streaming
PBS Video about Miranda’s writing process
	College Board Interview with Miranda
Gilder Lehrman Historical Resources
[bookmark: _Toc61517002]Case 7: Carl F.K. Pao

[bookmark: _Toc61517003]Artistic Intent 
Carl F.K. Pao is a Kānaka Maoli, or Native Hawaiian, artist and art educator living in Kailua, O`ahu (Project MUSE, 2008). Pao’s often large-scale prints, paintings, and sculptures explore indigenous Hawaiian experiences, cultures, and spirituality with the aim of celebrating and validating Indigenous identities. His works function as contemporary narratives, retelling and providing entrance into various aspects of Hawai`i’s historical, religious, and political past through a Kānaka Maoli lens (Ibid.). Through a close interpretation of Pao’s artworks, viewers can simultaneously learn about Hawaii and the Pacific Islands and its diverse peoples while unlearning indoctrinated tropes about Hawai`i being America’s tropical paradise for touristic consumption. Instead, it is a culturally-rich locale with its own traditions, beliefs, values, stories, and identities.Figure 15. Kupuna Maka, 2012 Note: Courtesy of the artist

[image: ]


[bookmark: _Toc61517004]Cultural Context and Artist Background
Carl Franklin Ka‘ailä‘au Pao received his Bachelor of Fine Arts degree from the University of Hawai‘i at Mänoa and his Master of Fine Arts from the University of Auckland, Aotearoa. Pao is an art educator who teaches at his alma mater, the Kamehameha Schools. Pao’s work has been exhibited internationally. His sculptures, paintings, prints, graphic designs, and ceramics have been presented throughout Hawai‘i, the continental United States, and on various islands in the Pacific (Project MUSE, 2008, paras. 1-2). 

Pao sees the work of preserving his Indigenous culture as not only about recording and honoring the past, but also about leaving behind a positive legacy for future generations. The Kānaka Maoli term, ka wā ma mua, roughly translates to “the future lies in the past.” Pao embraces this idea in his artworks, urging contemporary viewers to think about and critically respond to text and ideas from Hawai`i’s past (Volcano Art Center, 2019).

The Hawaiian Islands were settled around 400 C.E. by Polynesians from the Marquesas Islands, 2000 miles away, who traveled there by canoe. These first Kānaka Maoli were skilled farmers and fishermen, living in small, independent communities managed by often-warring tribal chiefs. The Kānaka Maoli regularly honored numerous gods with celebrations, prayers, and
and ceremonies (Wedel Greene, 1993). In the early 19th century, European missionaries and traders arrived in Hawai`i, upsetting Kānaka Maoli religious traditions, exploiting the land for natural resources, and bringing devastating disease that killed more than 200,000 Hawaiians. Europeans imposed strict measures that banned traditional religious and cultural practices and restricted the use of Native Hawaiian language (Smithsonian Magazine, 2007). In 1893, Hawai`i became an American Protectorate, with Sanford B. Dole, a lawyer and son of American missionaries, acting as President. By 1900, Hawai`i had become a territory of the United States and in 1959, it became the 50th state (Ibid.). Banning of the Native Hawaiian Language
In 1896, the native Hawaiian language was banned in schools, making English the most commonly spoken language on the islands. Language is an important aspect of culture.

A revitalization of Native Hawaiian language and culture occurred in the 1970’s, resulting in schools offering instruction in Hawaiian. Today, there are at least 21 Hawaiian language immersion schools, and a growing movement that seeks to ensure the preservation of Kānaka Maoli culture, tradition, history, and religion (Goo, 2019).


As Pao states, “Through art… through art that's inspiring, hopefully dialogue and discussion will come out of it and we can address issues of our histories that we don't want to repeat, and also those that we do want to repeat and nurture. So, art’s a fabulous vehicle for that” (ANU TV, 2012, video).

[bookmark: _Toc61517005]Artistic Practices
Planning Question: 
How does the practice of ‘Creating’ with artistic intent feature within this work?
Pao’s artistic intent is to emphasize traditionally Hawaiian concepts and themes. The abstracted imagery, stylized design elements, and reduced color palette of his art style help to create universal messages that can be understood independent of culture, language, or background. The Concept of Wā
Wā translates to the “space between” (Project MUSE, 2008). This idea of existing with the liminal space of the wā, opens up the possibility of exploring hard-to-grasp spiritual concepts and ideas, since the wā is neither here nor there.
To better understand the wā, it can be helpful to think of it as a threshold or doorway, where one is neither inside nor outside. Instead, the doorway is a transformative space of passage, which holds future potential.


An important Kānaka Maoli concept that Pao utilizes in the creation of his artwork is wā. Pao has stated that he “believe(s) that residing within the wā is the kaona of the universe. The purpose of (his) work is to provide entry into the nebulous realm of wā where the kaona exists” (Project MUSE, 2008, para. 2).

The Kānaka Maoli also have a word to describe the way that artists such as Pao create works with layered meaning: kaona. This word can be used to describe the way Hawaiian poets and artists conceal direct references to people, places, or things in their creative works. Pao 
explains that his use of kaona isn’t meant to hide anything from the audience of the work, but a way of opening a viewer’s eyes to new ways of seeing or understanding the world (Project MUSE, 2008). 

Planning Question: 
How does the artist and/or the artist’s audience ‘Respond’ to artistic/cultural concerns?
Carl F.K. Pao’s artworks can be viewed as contemporary reflections on native Hawaiian spirituality. Through aesthetic choices in his artwork, Pao both responds to and spreads the teachings of the Kānaka Maoli, reflecting on uniquely Hawaiian concepts, spirituality, and values. 
    [image: ]

Before the arrival of the Europeans in Hawai`i, Kānaka Maoli created wood carvings, petroglyphs, and kapa, or bark cloth artworks. Kapa is typified by its bright, bold colors, geometric shapes, and repetitive patterns and symbols (American Folklife Center, n.d.).The same can be seen in many of Pao’s paintings and prints, which utilize flat, bold acrylic paints and inks. Like the woodcarvings and petroglyphs produced by ancient Hawaiians, Pao’s works often rely on the use of symbols to express complex ideas, simplified or abstracted forms and figures, and bold expressive color to enhance the kaona (layered meaning) behind the artworks (ANU TV, 2012, video). When looking at Pao’s artwork, Kamehameha Lua Training with Kekuhaupi`o, we can see two highly abstracted figures training for battle. This painting was created for an exhibition at the Volcano Art Center that served as a commemoration of the 200-year anniversary of King Kamehameha’s death. The exhibition honored Kamehameha with a showing of Pao’s paintings displayed next to excerpts of prose written by Kāwika Eyre, author of Kamehameha–The Rise of a King. Pao’s artworks and Eyre’s prose inform each other, bringing to life the story of Kamehameha for contemporary audiences. (Volcano Art Center, 2019)
Figure 16. (left) Hawaiian kapa cloth from the 18th century. Note: public domain, Cook-Foster Collection at Georg-August University in Göttingen, Germany Figure 17. (right) Kamehameha Lua Training with Kekuhaupi`o, 2019 Note: Courtesy of the artist

[image: ]         


Pao’s artworks often respond to Hawaiian historical stories by retelling aspects of native Hawaiian texts for contemporary audiences. His artworks are a response to a broader movement, started in the 1970s, to preserve and honor native Hawaiian culture, tradition, and language. 

As a result, many of Pao’s artworks are based on text and can be viewed as narratives. When showing his work in galleries, Pao reinforces this idea further. For instance, he has stated that he likes to display in thematic groupings. The ideas expressed through the artworks build upon each other and enhance the overall meaning (ANU TV, 2012, video). This is similar to the way readers build upon narratives as they move through the text of a storybook. 
[bookmark: _Toc61517006]Student/Artist Resources

Discussion Questions 
(Can be modified for all grade levels)
As you look at Carl F.K. Pao’s artworks and their connections to Hawaiian text, think about the ways that narrative artworks function in your own culture. 
· Are there children’s books, nursery rhymes, and illustrated texts that played an important role in your life? As you think of them, what images come to mind? 
· In western nursery rhymes and fairy tales, stories often begin with the phrases “once upon a time” or “in a faraway land.” This implies a time and place removed from our present reality. Think about the meaning of the wā, which translates to the “space between.” How is this concept similar or different from western literary devices?
· Why do you think images often accompany texts, especially texts for children?
· Can you think of ways that you use images in your everyday life to help tell your personal story? (think about social media, messaging apps, etc.)
· What elements are important to include so the viewer can “read” the image? What is usually left out of narrative images?

Lesson Starter 
(Aligned to 5th-6th Grade levels; Can be modified for all grade levels)
Each student selects a story from their culture. The story could come from a children’s book, nursery rhyme, fairy tale, etc. (such as the story of the Three Little Pigs pictured here). Each student creates a drawing that tells their story's narrative in a single image. [image: ]
[image: ]
[image: ]

Students make monoprints of their narrative illustrations. They hand color the monoprints in their choice of medium, keeping in mind that dry mediums work best to use when printing with water-based inks.

Visual Arts Content Standards:
· Generate artworks that integrate ideas with new materials, methods, and approaches. (5-6.V.Cr.01)
· Refine an artistic work by making changes to specific elements, such as color, form, or space. (5-6.V.Cr.03.a)

Linked Resources
Podcast about the revival of the native Hawaiian language
Carl F.K. Pao’s demonstration of monoprint techniques
Interview with Carl F.K. Pao
The Kaʻiwakīloumoku Hawaiian Cultural Center’s website


Figure 18. Teacher examples by Jessica Daviso: Pencil, Monoprint, and  Hand-colored monoprint Note: Courtesy of the artist
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