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INTERVIEW WTTH M A R Y A N N STANKETWICZ 

Dobbs: Good morning. I'm Steven Dobbs, and we're starting today here in 
Chicago at the conference of the National Art Education Association on 
Thursday, April 2, 1998, a new project sponsored by the Getty Education 
Institute for the Arts. And we will be interviewing individuals who have 
played a leading role in shaping the field of art education over the last 
generation or so. We're very pleased to have with us today Dr. Mary Ann 
Stankeiwicz from Florida, who is a colleague and long-time friend and 
coworker with me at the Getty Education Institute for the Arts in previous 
years. Thanks for being with us today. 

Stankeiwicz: I'm delighted to be here, Steve. 

Dobbs: What we'd like to do over the next few minutes is to hear from you about 
your career, your perceptions about the field of art education during the 
time that you've been in this field, and what has been the impact in your 
view of the Getty Education Institute and the particular philosophy of art 
education which it has championed in the schools. And why don't we 
begin by your giving us a kind of thumbnail sketch of your background, 
your education, and your career. 

Stankeiwicz I was literally brought up on Victor Lowenfeld. My kindergarten teacher 
recommended that my mother read Your Child and His Art, and I can 
remember seeing the book when I was a kid. When I went to college I 
used Lowenfeld. In fact we joked that his book was the bible of art 
education at the time, and that was in the late '60s to 1970. So I was 
steeped in the self-expressive, psychological background tradition of art 
education, although my high school art teacher was I think pretty typical 
of the time — studio-based, involved in a lot of service projects for the 
school, doing a lot of classroom exercises that were involved with design, 
and just a very little bit of response to art. We did have one field trip to 
the Boston Museum of Fine Arts, I grew up in Southern New Hampshire, 
and I was encouraged to participate in a high school art program at the 
Boston Museum on Saturday. But we'd go to the museum, have a lecture, 
and then be taken over to the museum school without really having a 
chance to see much in the galleries, my chances to get into the galleries 
were usually before the course. So it was very much a studio-based 
program. 
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Dobbs: Would you say something more about what that means? What is a studio-
based program? 

Stankeiwicz A studio-based program primarily engages students with art materials. 
You spend time learning how to use particular materials. I can still 
remember being taught the right way to use a Crayola crayon so that you 
didn't get a lot of lines in your coloring when I was a freshman in high 
school and was doing a portfolio cover to store my student work in. It 
meant focusing on your development as sort of a pre-artist, but not 
spending too much time learning about the larger world of art. We 
weren't encouraged to read art criticism, I don't remember being taught 
anything about art history, and I never heard the word "aesthetics" until I 
got to college. So it was very much focused on making art as a nice thing 
to do, kind of a nice change from the academic courses that we were 
taking. And unlike many high school students I was allowed to take 
studio art even though I was in a college prep program, although a number 
of the other students in the class were in a general track and they were 
recognized as having artistic ability but not always recognized as having 
abilities in other areas, particularly academic. So a number of the 
stereotypes about if you're good in art you're probably not good in other 
areas were quite prevalent at the time. 

Dobbs: Did you grow up in a family where your parents took you to museums or 
you had art history books around? Where did your own interest or your 
instinct for the art encounter being something than a studio-based 
experience? Where did that originate? 

Stankeiwicz I think it originated with my parents. I can remember my father talking 
about reading in the Boston Sunday papers that an exhibition of drawings 
from Chatsworth was going to be at the Boston Museum of Fine Arts. 
And we actually went to Boston and saw the Chatsworth drawings, I got 
the catalog, and I think I may still have it on the bookshelves at home. 
When we came to Chicago, I was talking earlier that my first experience in 
a big city hotel was here in the Hilton. My father came to Chicago to set 
up machine tool shows and my mother and I toured the city, and as well as 
doing movies and Marshall Fields, we went to the art institute, and I can 
still remember my first glimpse of the American Gothic ... 

Dobbs: At the art institute? 

Stankeiwicz Yeah, and then a very large yellow color field painting, and I forget the 
artist, that I almost felt as though I could walk into. And the guard of 
course stopped me immediately. And then seeing Jackson Pollacks then. 
So I had vivid experiences with art, I had parents who encouraged ... 
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mother at least who encouraged it... I think my father would have liked 
me to have been an engineer, something a little more practical. And there 
were some gender stereotypes that participated in that. Because I was a 
girl it was an appropriate career. Because I was a girl, teaching of course 
was regarded as even more appropriate. And I can remember my mother 
saying, "Well, you can teach until you get married. And since we're 
paying for you to go to college, we would like you to work a little bit." 

Dobbs: Did you find that it was very difficult in college to acquire the professional 
preparation that you thought your might want or need in order to share 
your own notion of art being something broader than the studio-based 
experience? What do you remember about your college experience and 
your professional preparation? 

Stankeiwicz I actually went to Syracuse University in part because my high school art 
teacher had gone there. And that piece of information is kind of important 
because of my interest in historical research and the fact that I later did my 
doctoral dissertation on the history of art education at Syracuse. So I 
chose Syracuse because it had an art school in a liberal arts context so that 
I knew I would be able to get other areas that I wanted to for myself as 
well as the depth of studio growth. The art program at Syracuse at the 
time was really very studio-focused. They were Lowenfeldian as I 
mentioned earlier, creative and mental growth was the bible, we spent time 
learning how to use materials, we were encouraged to try and meet the 
children's needs with art. It was a very child-centered approach. We did 
have to take art history courses, and I enjoyed that. But I don't recall 
having any special interest in art history. Now what I did have was a 
wonderful aesthetics course taught by a professor who happened to also be 
an art educator and taught in the art education program, and it was a 
course that was taught in the evenings one night a week. And Larry 
Bacche [?] was such a skilled teacher that you would leave the room 
seeing things differently. It was not a traditional philosophical aesthetics, 
it was a great kind of aesthetics for the era, kind of multimedia, pre-let-it-
all-hang-out. 

Dobbs: This is during the 1970s we're talking about? 

Stankeiwicz Actually this would have been during the 1960s because I graduated from 
college in 1970 just after the Kent State incident. And so he would bring 
in films, videos, and he would deal with issues from traditional aesthetics 
but connect them with a contemporary context. So I enjoyed that, I 
enjoyed thinking about issues in art, but I was very much trained as a 
hands-on studio art teacher. The first time I remember broadening the 
curriculum was bringing in reproductions when I was teaching art in 
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Lennox, Massachusetts from 1970 to '74. I was the elementary art teacher 
for 500 kids, four school buildings, one classroom in the community 
center, only one building had an art room. So I was art with not a cart, but 
cardboard boxes to go up and down the stairs. And one child would carry 
the bucket of water, one child would carry the brushes, one child would 
carry the stack of newspaper, one child would carry the painting paper, 
and the principle graciously put paper towel dispensers in each classroom 
to help me out. So I can remember bringing in a reproduction of a 
Vermier that I had gotten when I'd gone to Europe a couple of years 
earlier and talking with the kids about the Vermier painting, it was "The 
Letter," the young woman reading the letter. What do you think is in the 
letter? What happened before this moment that's been captured in time by 
the artist? What happened afterwards? And the kids of course, these were 
fourth graders, responded just the way my fourth-grade daughter would 
now: "When are we going to have art, art teacher? Why are we doing 
this?" And I explained to them that sometimes you look at art and talk 
about art. But I also remember being really frustrated because there 
wasn't much in the literature about how you do that and what you did with 
it. 

Dobbs: And what about support for this expanded way of teaching with children 
from the art supervisor? 

Stankeiwicz There was no art supervisor. This was a small district. I was it. 

Dobbs: So you were completely on your own. 

Stankeiwicz Yeah, there was a high school art teacher, and his attitude was, when I got 
him to sit down with me, that well he'd probably have to re-teach 
whatever I thought I had taught earlier so it didn't much matter what I did 
at the lower levels, because he would get them and he would set it right. 

Dobbs: What do you remember to be the attitudes of other teachers, colleagues in 
the school, about art as a subject matter, as having some role in the 
education of young people? Was it taken seriously or not? 

Stankeiwicz It really varied from teacher to teacher. The administrators were not really 
supportive. This was a district where it was made clear during my 
interview that I was not supposed to get sick because there was no art sub 
and I was the free period for the teachers along with the music teacher who 
became a close colleague and friend. One of the reasons why I actually 
went back to graduate school was because the attitude of the classroom 
teacher was so important in terms of the kind of art experience that I could 
provide for students. There were some teachers who were at the door 
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waiting to step out, even before I stepped into the classroom. There others 
who would stay, who would work with their kids. One particular fourth-
grade teacher was very much involved with environmental issues and 
American history herself, and she had all of her students design and make 
samplers - boys included - and to learn about you know, how did you 
really have to do this? Well, how did you learn to stitch the alphabet as a 
child? And she would connect it with learning literacy in American 
history. Her class was always wonderful. And it was interesting because 
they were drawn from a kind of homogeneous pool of kids who had been 
in the previous grade, split between two fourth grades, and her fourth-
grade class was always superb to work with. The other fourth-grade class 
drawn from the same pool of students, nah, not wonderful. So I realized 
that the classroom teacher's attitude was incredibly important in haw the 
students responded to art, that the teachers were setting up an environment 
that helped to cultivate the students' beliefs and values about art as well as 
a number of other things. And that was one reason why I decided to go 
back to graduate school, because I thought, well maybe if I can get to the 
teachers I can eventually have an influence on a larger number of kids. 

Dobbs: Let's talk about, a little bit about the attitudes in graduate school about the 
field and what the expectations would be of you as a professional who 
would you be, as you say, influencing other teachers. What do you 
remember about your professors and their view of art education? 

Stankeiwicz There are two different graduate school experiences that I need to talk 
about, and they really are very different, they're kind of night and day. I 
went back to Syracuse University for my Master's degree and started in 
the Master of Science program which was a one-year program that led to a 
permanent New York State teaching credential. Part way through the year 
I realized that I did not want to go back out and get another teaching job 
immediately, and so I transferred into the M S A program. And you were 
allowed at Syracuse to be an M S A student even though you were in art 
education. So I had a chance to be in the graduate seminar that was taught 
by the dean of the college with M S A students from all of the visual arts 
disciplines at Syracuse. I had the same professors for graduate school that 
I had as undergraduates but the major change was that what had been art 
education at Syracuse University was now synaesthetic education. They 
were trying to set themselves apart from the rest of the world of art 
education which was starting to change due to the influence of Manny 
Barkin at Ohio State and others, and to hold onto child-centered, sensory, 
sensuous, pretty much non-cognitive approach to art education. What was 
most important was the actual experience and getting children to translate 
that experience into a visual expression. And they really still didn't care 
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too much about encouraging students to look at art. Now I did have the 
opportunity to take some art history seminars as electives. But again, my 
art education professors really were not encouraging me to look much 
beyond studio and what was happening and their fairly narrow vision of 
art education. So by the time I finished the two-year Masters program, I 
felt as though I was being, and had been, indoctrinated, and I was 
supposed to go out as a true believer in synaesthetic education, the 
nickname was "synad," and I wasn't real comfortable with that. Thanks to 
the chair of the graduate program in the college, who reminded me that 
actually the Ph.D. was the terminal degree in field, I looked at doctoral 
programs and applied and was accepted to Ohio State University. I got 
there and it really was 180° opposite. Rather than having one particular 
point of view emphasized and overemphasized, I was getting a range of 
points of view from the faculty. And I'd been told in advance that you 
know, if you go to Ohio State they fight with each other a lot there. They 
all think differently on issues. And I said "Great, that's what I want." 
However, I did find myself in Ken Moranz' office in tears by I think the 
end of the first month on campus going, "What's happening? Everything I 
believed in is being questioned. Why is this happening?" But it was a 
very good experience for me. It was what I needed, to question and to 
begin to ask about what was happening. 

Dobbs: You mentioned Ken Moranz. You previously mentioned Manny Barkin. 
These and other people with whom you worked, first as a student, then as 
a colleague in the field, were having a profound impact on the field in 
those years influencing individuals like yourself. What can you tell us 
about them? How would you characterize Manuel Barkin who's name has 
come up in . . . 

Stankeiwicz I never met Manny, I never met Manny. He had passed away a few years 
before I went to Ohio state. I went to Ohio State in the fall of '76. So Ken 
Moranz was the chair at that time. And ... 

Dobbs: Who were some of the other individuals who you worked with there? 

Stankeiwicz Arthur Efland, Was Norris who was doing philosophy of art education, 
Terry Barrett was a graduate student and an instructor. Tom Lenahan was 
also a graduate student and an instructor. Recent graduates of the program 
who were a very strong influence included Margaret DeBlasio, John 
Scherer, Mary Erickson, George Gehagen was still finishing his degree, 
Mori Sevignier was there doing some residency work, Georgia Collins 
was there the first year I came, Rene Sandell was there. 
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Dobbs: You must have had the sense, Mary Anne, that this was a central place. I 
mean, all the people you mention have gone on to important careers in the 
field. Was there a kind of a sense of ego about Ohio State of being sort of 
the center of art education or at least one of them in the country? 

Stankeiwicz Not as much as I think there is now. But yeah, it was very clear that we 
were in a good graduate program, that you would be well networked when 
you got out. One of the things I did as a graduate student was to help 
organize one of the first alumni symposia of Ohio State grads. And one of 
the things that I had to do in preparation for that was do research to find 
out who had gotten their doctorates from art education, starting with 
Manny Barkin, actually Mike Andrews who had been my professor at 
Syracuse was an OSU doctorate, one of the earliest ones, and on up 
through my contemporaries. So I was able to get a strong sense of how 
people had come out of Ohio State and spread throughout the field. 

Dobbs: Although you did not meet Barken you've mentioned his influence. How 
would you summarize that? What differences did he make in the field in 
terms of influence on faculty coming through Ohio State? 

Stankeiwicz He set very high standards, and I suspect that some of the people who 
worked with him will be able to talk more about that. He also contributed 
to broadening the focus of art education. The paper that he did at Perm 
State is of course a real classic ... 

Dobbs: In 1965. 

Stankeiwicz Yeah, that talked about the fact that art education should be drawing 
content not just from studio art, but also from art history and art criticism 
was very important. One of the things that I think is under-attended to is 
one of the books that he had done that has wonderful transcripts of 
classroom dialog. And I don't think people have realized that he was 
paying attention to student talk about art at the time. And I think the fact 
that he was working with people like Laura Chapman on the Ohio 
guideline, Arthur Eflin on the curriculum development, that his influence 
contributed through the people ... continued through the people that he 
worked directly with — Mike, Laura, and Arthur. 

Dobbs: Do you think that influence has continued to the present day, perhaps 
transformed into some other guises? The official position of the National 
Art Educational Association and exemplified in the quality goal statement, 
the idea that the art encounter ought to be broad and rich and multifaceted, 
can we credit Barkin and Ohio State for some of that 30 years ago? 
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Stankeiwicz I think, again being a historical researcher I think that's too simplistic. He 
was one force among many, and it's very easy to, when you're writing 
about the antecedents of current issues in art education, say well Barkin, 
Penn State, 1965. 

Dobbs: What were some of those other forces that you think may have helped 
shaped an attitude with which Barkin would have been very sympathetic 
and which people trained in that era came to champion? 

Stankeiwicz I think you have to look at the larger forces of what's happened with 
schools. One big issue has simply been the whole school reform 
movement for the past 15 to 20 years starting with A Nation at Risk and 
the other series of reform reports that came out. There's been a lot of 
attention paid to the need to change school, the need to do something 
different. In my own experience, when I first began working with the 
Getty L A Institute back in '83-'84, school districts typically were top 
down, and so it was a very appropriate strategy to wine and dine the 
school board and the superintendent and the central administrators and 
encourage them to say, "this is what should be done in art education," and 
then expect that it would trickle down. Since then we've moved to site-
based management, and instead of wining and dining one school board, 
one superintendent, you've got to address dozens of principals in a school 
district, you've got to address dozens of shared decision-making teams and 
get them all on board minking about how important art is. 

Dobbs: You mentioned your teaching in the Getty Institute which was actually 
called the Getty Institute for Educators in the Visual Arts in Los Angeles, 
with the classes at Cal Tech, you and I were colleagues teaching in that 
summer program. Tell us how that eventually led to your coming to work 
for the Getty and what you life was like there during those years. 

Stankeiwicz Oh, that's a big question, Steve. 

Dobbs: It is. Break it into all the appropriate pieces. 

Stankeiwicz A l l the component pieces, okay. My first encounter with the Getty was 
actually through Vincent Lanier who was teaching at Arizona where 
Duane Greer was also teaching. Vincent had come to visit my classes at 
the University of Maine. And while he was there he said, "You know, 
Duane's involved in this new project for the Getty Foundation, and would 
you be interested in getting involved with that at all?" And I said, sure, 
especially i f it was getting me out of Maine in the wintertime, you know, 
to L A , in fact it was L A in the summer and Maine in the winter. So 
through Vincent I met Duane. And then in the summer of '84 was invited 
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to Los Angeles to observe the Getty Institute for about a week. At the end 
of that week Ron Silverman sat down with me and did kind of a debriefing 
because part of my charge had been to talk to the teachers and to kind of 
do some participant observation and see how they were responding. And 
he talked about what I saw as the strengths and weaknesses of the 
program, and he asked did I think I could get involved in that program and 
do some of the things that the faculty were doing. And being arrogant, I 
said "Sure, why not?" So one track to the involvement with the Getty and 
working for the Getty was through the Institute. During the Institute I had 
an opportunity to meet Lonnie Duke, the director, and also to meet 
Marilyn Price who was the program officer at the time. And I was one of 
the art educators who was invited to a series of meetings that happened in 
Dallas, Texas, in January of I think '85 that was the beginning of what 
became the DBAE Monograph!. You probably remember the title better 
than I do. 

Dobbs: Yes, there were about a hundred of us, and ... 

Stankeiwicz Well this was a much smaller meeting, I think this was about 50, and they 
used the art educators to facilitate the sessions, and they had brought in 
some art historians, some studio people, some art critics, for a series of 
meetings in Texas. And I'd been reading some of the preliminary drafts of 
the monograph before I went out there. So I got involved with Getty 
really on two levels — in the delivery of instruction through the L A 
Institute, and then in some of the theoretical work as a reader on the 
Monograph. As it turned out, Elliott Eisener and I were I think the last 
two reviewers of the Monograph. We both flew in for meetings at O'Hare 
with Gil Clark, Micky Day, and Duane Greer, and individually sat with 
them in a hotel room out at the airport telling them where they should 
change particular words and phrases and what needed to be beefed up. I 
also began to get involved in some of the other program planning with 
Nancy MacGregor and Stan Midea, and again Marilyn Price as program 
officer I was involved in beginning to plan for some preservice initiative 
that led to the Snowbird and the Sunbird conferences. And there was an 
opening. When Marilyn Price left the center I applied for a program 
officer position, ended up being one of three finalists — you were one, 
Phil Dunn was the other and I was the third. And since I was looking to 
move to Los Angeles, my husband who was an art historian and a museum 
person at the University of Maine, also applied to become the head of 
Education and Academic Affairs at the Getty Museum in Malibu. His job 
came through, I got a phone call from Lonnie Duke telling that a certain 
Steven Dobbs had gotten the program officer position. I immediately told 
her it was a wonderful decision and started doing job applications for other 
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positions in the L A area. So when we moved out to Los Angeles in the 
summer o f 87 I was still working as a faculty member with the L A 
Institute, I was doing some other Getty consulting, but my official position 
was going to be teaching at Cal State Long Beach which I started in 
January of '88 just after the birth of my second child. So I joked that my 
kids were literally brought up on D B A E with mother's milk, that I was 
nursing babies and editing D B A E materials at the same time. 

Dobbs: Now you were eventually asked to join the staff. 

Stankeiwicz Yes, I became a program officer, I think it was in the fall of '90, and I left 
Cal State L A at that point and stepped in, actually replacing Phil Dunn 
who had been working with you for a few years. 

Dobbs: And tell us how would you characterize your years at Getty. You were 
there for two years? 

Stankeiwicz Two and a half years approximately. We left in October of '92. It was a 
very intense period, a lot of hard work, and very exciting because at that 
point the Getty Center for Education in the Arts as it was then, was really 
past a lot of the negative PR so that issues that other program officers had 
to address when they felt they needed to go out with the Plexiglas shield to 
talk to groups, I didn't have to. People were feeling really pretty good 
about D B A E and the Getty influence at that point. And so I got to reap the 
benefits of other people's hard work and to do some refining and building 
in the program. 

Dobbs: You're very generous. 

Stankeiwicz Well, it's a team effort. We're all part of the team. Probably my favorite 
project of the things that I did for the Getty was working with David 
Perkins and his occasional paper, The Intelligent Eye, and bringing him in 
to begin to write about why learning to think in and about visual art can be 
a means to help learning and thinking that can be transferred to other 
subject areas. And he was just a pleasure to work with. I liked the chance 
to work with people from all different areas. It was a very heady, ego-
strengthening experience. I don't know if your experience was like this, 
but when I went to work for the Getty I suddenly got smarter and brighter 
and had much better social skills. And it was amazing how many people 
wanted to eat meals with me at conferences. 

Dobbs: The social skills are very, very, very important. What was it like to work 
with and for Lonnie who you had known of course from your Getty 
Institute days? 
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Stankeiwicz Lonnie is an incredible person. I think she has a vision for art education, 
and at times has single-mindedly pushed the Center and the Getty's work 
in particular directions, listening to advice from others, and kept to that 
vision even though the rest of us saw things as all these different pieces 
that had to be addressed separately and distinctly and juggled like 
thousands of balls or plates. Very, very demanding. Lonnie set incredibly 
high standards for herself as a worker, and it was really a challenge for us 
to keep up with her. I can remember she had ... she was living in I think in 
Los Feliz, and the commute to Century City, and then to Santa Monica 
was pretty long. Well when we moved to Santa Monica, Lonnie started 
being driven to work by a chauffeur, she had a car and driver so that she 
could use the commuting time to catch up with her professional reading 
and I suspect she probably did some dictation and everything else. So it 
was a good example in multitasking. It was wonderful to be able to have 
access to all the different material that came through. Lonnie reads things 
very carefully, she pays attention to what you give her, and she asks very 
pointed questions. So it was a very good experience. When I came in it 
quickly became apparent that my ways of thinking were more global than 
Lonnie's. She was more linear in some ways, so I needed to learn to 
become linear in order to share my ideas clearly with her and with the 
others. And at the same time some things that I took for granted as 
abilities to analyze data were kind of mind-boggling for Lonnie and Vicki . 
"Oh, hey, that's neat. It's wonderful." 

Dobbs: You've mentioned the pleasures of working with Perkins and the intensity 
of the place, and we both know that being a program officer at the Getty 
meant carrying a load of many different irons in the fire at the same time. 
Could you recollect for us something perhaps did not work out, a 
frustration or a fugitive plan, something that you remember from those 
years that simply did not meet the aspirations that were set? 

Stankeiwicz My favorite failed project was a T A seminar, and we actually did have a 
planning meeting for it. And I still think it was wonderful and I still have 
the notes from that on a disk at home. The idea that I had pitched to 
Lonnie was that one way to begin to influence the various art disciplines 
would be to bring in doctoral students who were doing work in art 
criticism, art history, M S A candidates, and people who were doing work 
in philosophy of art for a seminar where they would have a chance to be 
exposed some of the newest ideas, the cutting edge ideas, in the various 
art-related disciplines, and then to get them engaged in talking and 
thinking about this, because they would then become colleagues when 
they went out in the professional field. And I could see bringing in 
graduate art education students who would then get to meet future 
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colleagues that given the smallness of all of these fields they would be 
working with, publishing with, serving on promotion and tenure review 
committees with, for future years. The Center's mission was to improve 
the quality and status ... is to improve the quality and status of art 
education K-12. And although the Center has tried to do that through a 
number of indirect means, my TA seminar was a little bit more indirect 
than Lonnie was willing to deal with, so someday well do it, someplace. 

Dobbs: After you left the Getty and you went to Florida, from that perspective, 
now having changed from being an insider to someone now being a part of 
the field in a larger sense, how do you look back on those years that you 
were involved in that way, and how your work and the work of others 
helped the field, your sort of historical analysis of the last ten years or so. 

Stankeiwicz That's hard. It took me almost as long to decompress from having worked 
at the Getty as I put in in actual working time So some of that has really 
been pushed into the background because I do feel like an outsider rather 
than an insider now. And part of that is a conscious choice in order to 
have not only historical distance from looking at things, but physical and 
psychic distance as well. I think the Getty really did what it was intended 
to do and serve as a catalyst. It brought people together, it gave people an 
opportunity to discuss, it gave those of us who were young professionals 
starting to teach at universities or early in their university careers, a chance 
to come together, to share ideas. When we worked with the L A Institute, 
we used to joke about being in Harry Brody's post doctoral seminars But 
those were very good experiences because you'd rarely have a chance to 
come together and begin to work towards a common purpose and to fight 
over a shared set of ideas. And even though some of those ideas have 
been superseded by others, that chance to bond and to build towards a 
common vision, I think was really very important to me. A lot of that is at 
the heart of change strategies for organizations today. But we were really 
doing it outside the individual organizations and for the field as a whole. 
The chance to participate in a number of different projects gave us more 
visibility than we probably would have had otherwise. I know that was 
the case for me as a program officer at the Getty, and that helped to launch 
individual careers. There was support for publication, for other things that 
should be done. So those I think were the major factors that led to the 
changes in the periods of time. 

Dobbs: When we began this conversation you spoke about the studio-oriented 
paradigm which had been your own experience and the experience of 
young people going through professional training. Now with the 
perspective of some years and your own experience in the field, how if at 
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all has that changed and could you remark upon the role that the Getty 
may have played in creating a sense f a different paradigm? 

Stankeiwicz I think the power and the financial clout that were behind the Getty played 
a real strong role in contributing towards a different paradigm. But it's 
incredibly hard to change people in the field. A lot of the art educators 
who are still active are nearing retirement age. They, like I was, were 
brought up on Lowenfeld. Many of them didn't have an opportunity to 
question everything and look at everything again the way I did when I did 
my doctorate at Ohio State. So we still find a lot of very traditional 
practices, practices that go back to the '30s and '40s. I did a program 
evaluation of a Texas school district art department this past winter, and it 
was really like stepping into a time warp to go into some of these classes 
where it still was an emphasis on design elements and principles, painting 
techniques. A reproduction would be put up in the classroom but it wasn't 
really talked about, it wasn't intended to at all. There was no attempt to 
put it in the context of an art world or to encourage the students to read 
about art or to think about the history of art or to think about big ideas, 
aesthetic questions. Not enough has happened. It is still happening in 
pockets. And part of it changes the content, but part of it is also the 
process, the sense of institutional reform. In our community, in Sarasota, 
we have a community schools partnership that brings together people from 
the school district -— art teachers, community arts organizations, and some 
other volunteers. A couple of us who are intensely involved in the 
partnership have had experiences with the Getty, and so that's something 
that we're bringing to our work locally. At the same time we have other 
people locally who really don't want to hear D B A E . So we have to 
compromise and bring them together. So we've learned some working 
skills, process skills, interpersonal skills from dealing with the Getty. 
We've learned to develop a vision, but we've also had to bring in other 
points of view. And I don't see a thorough revolution. Certainly there's 
much less mention of D B A E in the N A E A conference program than there 
was a few years ago. It's been infused. My concern is in several different 
areas. One is that people simply say they're doing D B A E because it's the 
thing to do and it gets taken for granted, it becomes wallpaper. The other 
is that people are going to ignore it, and I'm seeing a lot of interest in 
returning to more therapeutic self-expressive models of art education. I 
caught a piece of the Florida Secretary of State announcing a new program 
to reduce juvenile crime through the arts, the arts against juvenile 
delinquency, which is certainly something that had been tried earlier and is 
different from all that's implied in a discipline-based approach. I think the 
notions of art as part of the broader general education are still fighting for 
battle. So I don't the change has succeeded as far as the Getty would like 
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to have seen it. But it has made a tremendous difference and in some areas 
that weren't originally thought of. The newer technologies, the Internet, 
has been very important. The ability of the Getty to be part of the 
lobbying and power ... not lobbying, the Getty does not lobby ... 

Dobbs: The Getty advocates. 

Stankeiwicz Right. Part of the advocacy, thank you Steve, the advocacy structure in 
Washington at a period when there's been a lot of national activity for 
educational reform I think has been very important. 

Dobbs: About that particular facet of the Getty program, advocacy, what do you 
see as having the sort of general outcome or result i f one can be 
characterized, of this intensive work to build a network of cooperating 
organizations, to find allies who may in fact outside the field of art 
education. Has that work made any difference? 

Stankeiwicz I think it's made a tremendous difference. I have a presentation that I've 
given locally for a number of times including for a local school board that 
talks about the history of the educational reform report, the development 
of national standards, the fact that the arts were left out of the original 
national goals and were not part of the subject matter that was to be taught. 
And then I have an overhead titled "Collaborating to Win" that talks about 
the fact that these organizations were brought together. So just as the 
Getty was able to bring a number of us in art education together to deal 
with the L A Institute and to address various problems in the field of art 
education, I think the Getty has helped to bring all of these different 
organizations together in the arts. One of the things that happened when I 
was a program officer was a series of meetings with music educators, with 
dance educators, with theater educators, to talk about how the Center 
might influence those fields And the conclusion was that they really 
didn't want the Getty having an influence on curriculum development but 
they did want the Getty to play a strong role in advocacy, and I think that 
has indeed happened. And I do see that as one of the major contribution. 

Dobbs: Our term is almost up, and I want to give you an opportunity to perhaps 
add to any of the things we talked about, but I have a kind of a final 
question that maybe will allow you some latitude. If you were giving 
advice to the Getty now about their own future and ways in which they 
might continue to contribute in productive fashion to the field, what would 
you see as an agenda for the next five to ten years? 

Stankeiwicz I wouldn't want to go as far as to say I see an agenda. There's some 
promising programs and practices that I think are happening that I hope 

Interview with Mary Ann Stankeiwicz Page 14 



are continued. One is the advocacy work. I mink that's been very 
important, and the Getty's visibility, the designers, the media that they 
have access to, the PR people that they've worked with, have given an 
opportunity to play a very strong role. The other is the development of 
product — having videos, occasional papers and other materials that are 
out there that you can give to school committees, show at PTA/PTO 
meetings, has been a major contribution and something that we really 
can't do as well at a local level or in institutions of higher ed. I think some 
of the new curriculum work that's going on, putting out models for 
sequential lessons on the Internet, some of the work that Mary Erickson is 
doing, and others, is very, very important. I think more work needs to be 
done to make changes at a school level, to work with teachers. I think we 
still need much more professional development work for art teachers to 
move them forward, to get them thinking about what's happening. More 
needs to be done with assessment of student learning, and I would like to 
see more work being done with theory development. One of the concerns 
that I often have is that we've got new and improved art education, and 
when you open the detergent box it's open. And we have to make sure 
that that doesn't happen, that the changing practices are really keeping up 
with the advocacy and that there is a support of theory, grounded theory, 
that comes not top down as it used to, but rising up from looking at what 
happens and what the best of what happens is. I found Brent Wilson's The 
Quiet Evolutionreally exciting, and I'm delighted to see that out, and I 
hope some of the things that were talked about in there continue. Because 
that's the kind of art education I want my kids to be able to have. 

Dobbs: And what will your own role be in this ambitious list of things that might 
be done? 

Stankeiwicz That's a good question. I think I'd like to play a larger role than I have 
been playing in the last few years. At the same time I am deeply 
committed to a long-range personal research project on the history of art 
education. And I'm torn between wanting to be more active in getting 
involved in the kind of practical life again that I had as a program officer 
at the Getty, using some administrative skills, and really feeling 
committed to a contemplative life and to finishing this research, getting 
this material out, and then I think what I'm working with might contribute 
to future theory development. So I'm not sure. I think what I need to do 
is finish my research project and then begin to move more actively. 

Dobbs: Well, on that note, that upbeat note, we'll bring our conversation to a 
close. Thank you much ... 

Stankeiwicz Thank you for inviting me, Steve. 
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Dobbs: ... for being with us. This is one in a series of video interviews that are 
being prepared for a permanent archive that wil l exist at the Getty 
Education Institute for the Arts, and we've been talking today to Dr. Mary 
Anne Stankeiwicz of Florida. We are at the Chicago meeting of the 
National Art Education Association. It is Thursday, April 2, 1998. Thank 
you. 
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