
Michael Ray Charles's Art on
Contemporary Stereotypes. Courtesy
of the Artist. Lifesaball {Forever
Free), 1995, acrylic latex, oil wash,
and copper penny on paper, eO"x36".

Using
Contemporary Art

CHALLENGE
Cultural Values,
Beliefs, and
Assumptions
What happens when "sambos," "mammies," and

"pickaninnies" enter an art classroom? Moreover,
what happens when they become subjects of interrogation
and challenge preservice art teachers to question their
cultural values, beliefs, and assumptions? Art educators, uke
many other educators born or socialized within the main-stream
cultnre of a society, seldom have an opportunity to identify, question,
and challenge their cultural values, beliefs, assumptions, and perspec-
tives hecause school culture typically reinforces those they learn at
home and in their communities (Bush & Simmons, 1990).

Globalization, changing demographics, and other socio-economic
factors have led to increased diversity in our various teaching contexts.
Differences in race, ethnicity, gender, age, physical abilities, language,
sexual identifications, social class, religion, and political beliefs are
making teaching not only more exciting but more challenging as well.
Though some educators perceive increasing diversity as a problem
(Davis, 1993), the growing number of diverse groups of people in our
society and educational institutions has created a demographic
imperative to which art educators will have to respond.

BY WANDA B. KNIGHT
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Challenging Our Values, Beliefs,

and Assumptions
Creating" and maintaining classrooms

that aftlrm diversity requires an awareness
of onrworldview.'Worldview" refers to
the way in which we look out on the
universe (Spradlcy & McCurdy, 1990). It
consists of our values, beliefs, and assumiv
tions,or the way in which we perceive
"the Other.""The Other"denotes any
cultural group different from ourselves.

As art educators, we need to ask
ourselves a number of critical questions
that focus on self, students, curriculum
and teaching, and the learning environ-
ment (Ktlin, 1988;nernandez, 1989;
Chalmers, 1996). In Figure 1,1 provide sets
of questions for such critical reflection.
By challenging our values, beliefs, and
assumptions, we begin to resist the limita-
tions they impose on our worldvicw.
Because teachers are in a position to
model and inspire learners to adopt a
critical point of view, an important first
step for teachers is to examine and
analyze their own values and perspectives
(Ford & Dillard, I996).However,reflex-
ivity is not episodic. It is a process that
entails a lifelong commitment to contin-
uous improvement, constant review, and
consistent refinement.

In working with practicing
andpreservice art teachers,
I am often amazed at how
readily educators claim they
have no prejudice or bias.

Further, teachers need the time and
a proper environment that provide for
dialogue,reflection,and clarification to
bring new meaning, both as teacher and
learner (Saavedra, 1996). To that end.
during Fall 2001,1 taught a graduate
seminar focused on self-reflection and
values clarification.This special topics
seminar, Using Contemporary Art to
Challenge, (Ailtunil Values, Beliefs, and
Assumptions, arose from a philosophy
that incorporated the notion that (a)
teaching practices reflect a worldview

(Chalmers, 1996);(b) as art educators we
need to be clearabout the values,beliefs,
and asstmiptions we bring to our work;
(c) we need to critically examine these
personal and professional values, beliefs,
and assumptions; and (d) we need to
reflect upon what those values, beliefs,
and assumptions mean for our teaching
and student learning.

Teacher education programs have the
responsibility of preparing preservice
teachers for a diverse society.

Multicuiturai perspectives should not be
limited to isolated courses but should
permeate every aspect ofthe curriculum,
the goal of which is to increase respect ftir
diversity, reduce racism, and positively
affect student learning. Drawing on the
works of James and Cheryl Banks (1993,
2(H)0),I use the framework illustrated in
Figure 2 to explain some of the various
ways in which multicultural perspectives
might be integrated into the art education
curricultmi.

Questions for Critical Reflection
Self

• Have i identified and confronted my biases and prejudice?
• Are my views ethno-and/or egocentric?
• Do I celebrate diversity?
• Do I demonstrate respect for cultures and backgrounds different from

my own?
• Am I committed to behaviors, dispositions, and values that are multi-

cultural?

Students
• For whom am I designing the art education curriculum?
" Have I made genuine attempts to make visual culture and art education

relevant to all my students?
• Do I provide a classroom environment in which all students' cultures and

their art forms are recognized, shared, and respected?
• Am I knowledgeable about, and sensitive to students' differing cultural

backgrounds, values, traditions, and learning styles?

Curriculum and Teaching
• Do I afford students and community opportunities to teach me what

I don't know or understand about the art of their cultures?
• If I teach children or adolescents from only one cultural group,

do I tend to ignore issues of diversity?
• With respect to art education curricula, do I view arts as socially

constructed, and consider which cultures have exerted dominance,
and which have been erased in such constructions?

• Do I raise questions about art or frame questions in ways that
encourage others to see that the arts may serve similar as well as
unique functions and roles in diverse cultures?

• Are gaps (i.e., ethnic minority perspectives) in multicultural learning
about the arts being addressed?

• What more can I do to insure that issues of diversity permeate the
entire art education curriculum?^

Learning Environment

• What is the emotional and psychological climate in my art classroom?
• Whose work is displayed? To what student needs do I attend?
• Whose work is dominant? Why?''

Figure 1. Critical reflection questions that challenge teachers' values, beliefs, and assumptions.
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Seminar Goals and Objectives
I designed the seminar based on my

experiences as an art teacher, adminis-
trator (principal), and university professor.
The vast majority of preservice teachers
and art educators socialized within the
mainstream or dominant culture of society
seldom have an opportunity to identify,
reflect upon, or confront their biases
when it comes to teaching or preparing
to teach diverse student populations.
Therefore, I designed the seminar to
empower art teachers to critically scruti-
nize their options in order to clarify the
social information they are conveying
overtly or covertly to their students. In a
sense, the setninar was a way to incite art
educators and future teachers to challenge
the values that underlie their curricular
design, materials, and activities.

In working with practicing and preser-
vice art teachers, I am often amazed at
how readily educators claim they have no
prejudice or bias. However, as they start to
develop a greater knowledge of self, they

start to recognize that they do have biases
and points of view that shape their
perceptions t)f other people. Thus, the
overall goal ofthe seminar was to provide
experiences that allowed participants—
through reflective thought—to gain a
greater knowledge of self by confronting
biases that may limit their ability to teach
all students, and may influence their
actions with all students.

Seminar Participants
Participants were eager learners,

attentive listeners, and industrious
workers and were diverse in various ways
including,ethnicit),race,national origin,
gender, age, socio-economic status,
language, religion, and sexual identifica-
tions. Each had a desire to acquire useful
knowledge and enhance vital skills.The
small, intimate group of six examined
issues, such as stereot) ping, prejudice,
injustice, ageism, sexism, racism, that they
thotight they understood but had not
considered from a critical perspective.

Approaches to Multicultural Education

The Contributions Approach (level 1) centers on heroes and holidays,
and is the most widely used approach to multiculturalism in North
American schools. In this approach, art teachers do not challenge the
long-established ethnocentric curriculum; therefore, it maintains its
fundamental structure, and distinctive characteristics. Art teachers
discuss cultural artifacts: however, they pay minimal attention—if any—
to their meanings and significance to "minority" cultural and racial groups.

The Additive Approach (level 2) supports art teachers adding content,
concepts, themes, and perspectives of "minority" groups to the
curriculum without changing its structure. "Minority" students learn
littleof their own history, while other students learn little of the history
and contributions of other racial and cultural groups to North American
society.

In the Transformational Approach (level 3) the art teacher seeks to change
the structure of the curriculum to enable students to view matters from
the perspectives of "the Other." Changes in the basic assumptions and
funciamental structure of the curriculum become apparent.

In The Social Action Approach (level 4) students examine key social issues,
and take action to help resolve them. Because art teachers help them
acquire the attitudes, knowledge, and skills necessary to participate in
social change, students feel empowered. Student self-examination
through value analysis, decision making, problem solving, and social
action experiences is essential to this approach.

I viewed the seminar participants as
having equal status, welcoming and
validating their perspectives. I was not
concerned whether participants agreed
with one another, but it was essential that
they be willing to hear and respond to
other points of view and perspectives.
To encourage such willingness, 1 asked
students to explore multiple perspectives
regarding each artwork we viewed. For
example, I asked them to view the work
throtigh the eyes of another person in the
semitiar,or from Marxist, Feminist, or
Environmentalist perspectives.

Seminar Design
The seminar design was not a set

curriculum or a set of experiences but a
critical perspective reflected in the
process of promoting a re-acquaintance
with one s self.The seminar was
exploratory in nature and the curriculum
emerged based on the needs and interests
ofthe seminar participants.

Professional exchanges were a crucial
element ofthe seminar, and therefore I
utilized discussion rather than lecturing as
a major instructional strategy to encourage
students to see the diversity of perspec-
tives among classmates. Before offering
itiformation regarding a selected piece of
art, I lead students through a process of
discussing their own responses to the
image or object (Figure 3). Discussion
helped them see that there are multiple
perspectives and that our interpretation of
works of art is inextricably linked to our
values, beliefs, and assumptions as it
relates to the human experience.

Open and honest communication
among participants was key to the
seminar s overall success.At the outset,
I recognized the need for a sate environ-
ment with trusting relationships among
the participants and between the partici-
pants and myself. Revealing my own biases
served as a catalyst towards relationship
building and open and honest communi-
cation. 1 encouraged participants, who
were initially iineomfortable with
speaking openly to use journals to articti-
late their thoughts and feelings, or for
more personal and private expressions.
Moreover, the open forum journals ser\ ed
as a repositor>' for reflections, observations,
ideas,and class notes, documenting the

Figure 2. Framework for infusing multicultural perspectives into the art education curriculum.
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Such explorations... have
the potential of helping
preservice and practicing
art teachers articulate the
sources of some of their
biases, prejudices and
fears. To that end, I used
contemporary art to
stimulate reflection and
promote dialogue and
discussion in these areas.

Discussion Format

1. Record What You See

Students make a list of what they
see, focusing on the literal,
symbolic, and abstracted content.

2. Describe What You Feel
Students express their own
attitude and feelings about the
subject matter and composition.

3. Analyze and Interpret the
Artist's Intent

Students consider what message,
feelings, or attitudes the artist is
attempting to communicate.

4. Examine Your Responses
Students critically look at their
responses, questioning factors
influencing their interpretation.

Figure 3. Discussion format designed to help
students understand that our worldview
shapes the meanings we apply to an image
or an object.

process and evolution of student growth.
Figure 4 shows an excerpt from a student
journal in which the student struggles
with cognitive dissonance brought on by
class discussions and activities that
challenged students" values, beliefs and
assumptions.

We examined the meaning of
culture and how it influences our
worldview. Culture is the rarely
questioned system of beliefs, values, and
practices that forms one s life, (iarcia
(1998) likens culture to an iceberg.

Most of it lies below the surface. It is
submerged in the subconsciousness,
woven into the very fabric of family
and community life .At that sub-
conscious level it determines the
behavior and attitudes that are
defmed as good or bad,acceptable or
unacceptable, worthy or unworthy.
Theses values are manifest in and
reinforced by the rituals, folkways, and
other behaviors that are the visible
part of the iceberg, (p. 22)

How might recalling events of the past
help us understand present-day events?
As a way of focusing on the sources and
development of attitudes, participants
described and compared early memories
of racial, cultural, and class differences.
Participants asked themselvcs:What are
my earliest memories of human differ-
ence?What did I notice?What did I think
and feel about it at that time? Also, they
questioned whether there were physical
characteristics, mannerisms, or cultural
styles that may have exerted a positive or
negative influence on their perceptions
of certain groups of people. Participants
asked:When did I last feel afraid or uneasy
about a person or group of people
different from myself? What features of
their dress, actions, or appearance made
me feel uneasy? Were my reactions reality-
based, or was I reacting to stereotypes of
people? Moreover, through reflecting on
their early impressions, memories, and
observations of adult reactions to other
groups of people, art teachers can gain
insights into the kinds of perceptions
children might have (Ford & Diltard,
1996). For example, one White female
student remembered tbat her mother had
invited ail her 2nd grade White classmates
to her birthday party, but excluded her

two Black classmates. Another White
female student recalled her mother
checking their bathroom immediately
after a young Black fc'male used it to
determine if anything had been stolen.
Such explorations, also, have the potential
of helping preser\ice and practicing art
teachers articulate the sources of some of
their biases, prejudices and fears.To that
end, I used contemporary art to stimulate
reflection and promote dialogue and
discussion in these areas.

1 chose contemporary works created by
artists of color from African American,
Native American, Latino/Hispanic, and
Asian American cultures primarily residing
in the United States (i.e., Michael Ray
Charles, jaune Quick-To-See Smith,
Yasmine Hernandez, and Christine Wong).
xMany of the works I chose are considered
by some to be provocative or controver-
sial as they tend to offend viewers or
cause them to react emotionally when
they view these images.Additionally, many
ofthese artists reveal the United States'
historic and controversial struggles with
racism, sexism, classism, ageism, ableism,
and other isms.Xontroversial contempo-
rary art can help viewers think critically
about crucial and painful issues of our
past and present society, reminding us that
we cannot separate ourselves from a past
that has influenced our worldview.

Thinking Critically
Using Contemporary Art

Artists' Perspectives.The image or
object reflects the perspectives ofthe
artist who created it.When considering
various artists' perspectives, we examined
the cultural, social, gender, and economic
perspectives that their works embodied.
Contemporary African-American artist
Michael Ray C ĥarles confronts the
difficulties of racism.Through his artwork,
Charles re/presents past history and
present-day realities of stereotypical Black
images. His body of work investigates
some ofthe most derogatory images and
mischaracterizations of African Americans
in a racialized society throtigh his highly
stylized paintings of mammies, sambos,
and pickaninnies.Charles attempts to take
these images of ridicule and reverse them
to critique those who have created, main-
tained, and perpetuated such derogatory
and hostile images of Black people.
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Journal Reflection

Throughout the semester, ourprofessorsaid that this course would
challenge us and perhaps cause cognitive dissonance for many of the
students; as I reflect on this past semester, I feel that the statement was an
accurate description of my personal feelings. When this class began, I felt
that I had already been exposed to classes that explored diversity, so the
statement would not apply to me. As topics of race, especially racial
identity formation and White privilege, were discussed I began to feel
cognitive dissonance.

I feel that our class discussions, activities, and assigned readings helped
me to grow as an individual. While prior to this class, I was very knowl-
edgeable on issues regarding gender discrimination, I came to realize
I had never given significant time to studying issues of race. This class
helped me to come to this realization, and confront the personal reasons
behind my avoidance ofthe topic. While I am aware that further learning
is required to reach a better understanding of issues related to race, I feel
I am ready to explore this once avoided topic.

As I leave this course, I have more questions than answers. While this is
frustrating, I know that my curiosity and desire for understanding will
lead me on a path toward some of the answers. I am grateful that a spark
has been lit in my mind, especially on the topic of race. I look forward to
actively pursuing information regarding diversity and applying what I
learn to my future classroom.

Figure 4. Excerpt from student journal.

Racial Stereotypes. During a time in
which White people scorned dark skin,
obesity.kinky hair.and ihick lips,Southern
slave owners exploited those attributes,
purposefully imaging the Black female as
mammy and relegating her to a maternal
and care-giving role. Aunt Jemima (an
overweiglit. female servant) is one of the
most widely circulated stereotypical
represcntatii>ns of African Americans.
Ihe mammy image includes toys, dolls,
postcards.childrcns books, spoon
liolders. cookie jars and other ordinary,
c\eryda> items.Tlie majority ofthe items
were circulated between 1894 and 19^0, a
period of rigid segregation, lynching, and
racial violence in the United States (Harris,
2(H)3),While such blatant forms of racism
toda\ are stigmati/eU and punished, the
inore subtle forms of racism go unrecog-
nized (Shohat & Stam, 21)04). Subtle racism
prevalent today includes nicial profiling of
"minorities'by law enforcement officials
antl denial ot entry into certain positions
b\ those who have economic and social
power.

Tbrough critical image analysis, we
investigated not only what the .stereotyp-
ical images signif\, but also questioned tbe
indiviiluals and institutions that create,
control, and disseminate racist mediated
texts.Widespread stereotypes contain a
selection of allegations about various
racial groups. For instance, consider the
"Sambo'caricature represented in Michael
Ray Charles's work Lifvsabaii (See p. 39.)

As characterized by United States slave
owners in the South, Sambo was the
typical, watermelon eating, plantation
slave (Harris,2003).He was considered to
be passive, lazy, and irresponsible.And
though humble and loyal. Sambo was
prone to lying and stealing, and his
behavior was infantile and silly. Like a
child, he depended on his master for his
very existence.Because Sambo personali-
ties never existed in African cultures, we
questioned what transpired subsequent
to capture and forced enslavement to
transfVjrm images and perceptions ofthe
brave African warrior into a cowardly

submissive slave. We also examined the
relatii>nship between stereotypes and
prejudiced attitudes, and questioned
whether racial stereotypes about people
of African descent might have contributed
to slavery.

In tbis satire on National Basketball
Association (NBA) players, Charles associ-
ates Blacks with Sambos, criticizing them
for acting out stereotypical behaviors. In
this reinterpreted stereotype, the basket-
ball has replaced the watermelon,
visualizing the notion held by many in the
United States that Blackness is connected
to sports and entertainment, not
intellectualism. In examining the image,
we questitmed the cultural and racial
stereotypes (;harles's work embodies,
considering ways in which our visual
culture signifies these and other stereo-
types.We also considered the various ways
in which students, as well as others, might
embrace and internalize stereotypical
images in our visual culture, which in turn
might influence their perceptions and
their behaviors. Moreover, how might
such imagery provoke loathing or
contempt of the Other?"

Conversations among students allowed
them tu question the assumptions
reflected in each other's positions. For
example, one male student stated that he
does not believe that it is stereot) pical to
characterize Blacks as being better basket-
ball players, or better athletes for that
matter,"because it is true." Further, the
same student argtied that his friends who
are Black tend tt) play better basketball
than his friends who are White.Another
student agreed that Blacks are better
basketball players,citing'White men can't
jump."A third student added that Blacks
being characterized as better basketball
players is a stereotype.A different student
joining the discussion agreed that notions
of Blackness linked to athleticism are
stereotypical; however, that student
believes tbey are not necessarily'bad
stereotypes.'As students questioned tbe
logic behind the comments each made
during discussions, they begin to
recognize that'seemingly random
viewpoints are always grounded in
assumptive clusters "(Brookfield and
Preskill, 1999, p. 26).They started to find
out that what some consider as truth
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largely depends on the various assump
tions they hold. Brookfield & Preskill
(1999) wotild agree that discussion as a
dialogical process emphasizes the
inclusion of the widest variety of perspee-
tives and a self-critical willingness to
change what we believe in, convinced by
tbe arguments of others.

There is, perhaps, as mtich debate
regarding stereotypes when those ofthe
same racial group re/produce them as
there is when those who are not
re/produce them.We examined whether
Charles's work reinforced racial stereo-
types or whether his work called them
into question.We also considered the
artist's background. If the artist is not a
member of the group that he or she is
depicting, we questioned what qualifies
that artist to deal with those particular
issues and that particular subject matter.
Left unresolved, we qtiestioned whether
reviving negative stereotypes reinscribes
their possible damaging effects or
whether they cause harm anew.

We completed our initial investigation
with a momentary glance backward to
look at ourselves, our own raeial, cultural,
linguistic background, how we identify
ourselves, and what traditions symbolize
family.We questioned why these ideas
were important and what values and/or
history they represent.We considered
bow our values reflect those of our family.
I also encouraged class participants to
scrutinize what they had selected as
significant about Charles's work, and
challenged tbem to reflect upon their
observations and questions, as well as
examine what they revealed about them,
their values, beliefs, and assumptions.
Participants noted the basis of their
decisions and thought about what actual
bebavit>rs, needs, and skills they observed
in forming tbeir views and perspectives.

The vast majority ofthe participants
felt free to voice their opinions and
empowered to defend them. One W hite
female student, reflecting upon the dialog-
ical approach and process stated,'This
course has changed my life in that it has
encouraged me to speak up and to be
heard. 1 have learned even more .so that
1 have a voice and that my actions and
words speak loudly .'At the outset ofthe
course, this young woman indicated that
she was shy and lacked self-confidence
as she had grown up in a family where
females were silenced. A brief analysis of
the implications for art teachers and their
classrooms would suggest that school-age
youth, as well as others, might benefit
from discussions that confront issues
related to the human condition that
contemporary art and artists might
illuminate.

"This course has changed
my life in that it has
encouraged me to speak up
and to be heard. I have
learned even more so that
I have a voice and that my
actions and words speak
loudly."

Field Experience
Interactions with socially, culturally, and

economically diverse communities
brought further relevance to the seminar
related to challenging cultural values,
belief's, and assumptions. I required partici-
pants to choose a socio-cultural group of
which they are not members.They then
selected a topic, issue, or focus that they
wanted to explore, with the goal of
knowing another way of life from the
native perspective. Students tackled issues
such as race, religion, sexual identity, and
socio-economics. Participants used ethno-
graphic processes to learn about a socio-
cultural community (i.e.,participating in
community events or every day lifestyles,
observation, interviewing). Here, I must
emphasize that we were not studying
people, but rather were learning from
people.

One White female student immersed
herself in an African-American community,
where she attended chtirclies and social
gatherings. Upon completing the field
experience, she commented:'The field
experience brought another opportunity
for me to think about the Other' and how
1 see myself in relationship |to the Other|."
A White male student reflected upt)n his
experiences in a gay community and
stated,"After doing the field experience,
I sat back and thought about what I have
learned. 1 have learned that I know so little
about other cultures." Even though cla.ss
participants felt their experiences were
worthwhile and provided them with new
insights into various cultures, I recognized
that this snapshot view could serve only as
an initial introductionto'theOther."

Implications for Art Education
As diversity becomes more of a reality in

our nation and its schools, issues related to
increa.sed diversity will intensify rather
than diminish. Consequently,art educators
from ail racial,ethnic, political,and
ideological persuasions must actively
participate in genuine discussions and
debates that enable them lo deal proac-
tively with the challenges posed by the
increasing diversity in the United States
and the world. Only the least sav\y
educators and educational in.stitutions
will ignore this imperative and conduct
busine.ss as ustial.

Though it may be comfortable for art
educators to design le.ssons or create
curricula that shun controversial topics
and the challenging discussions they
incite, evasion, nevertheless, forgoes
truthfulness and authenticity in tackling
issues of our past and present .societies.
The issues (i.e., race,power,privilege,
hegemony) that art educators tend to
steer clear of due to the belief that they
spark contention, are the ver\' ones we
cannot afford to neglect.Tbe question,
then, for art educators is whether to use or
reject contemporary art that brings to otir
attention uncomfortable and even taboo
issues tbat exist today.
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Because I advocate an art education
that is multicultural, the goal of which
is equity (Ballengee-Morris & Stubr, 2001),
I approached the seminar from a multi-
culturalist and social reconstructivist
perspective.-1 am not suggesting that this
approach is the only way to challenge
one's assumption, values, or beliefs,
however, it can serve as a catalyst towards
helping art teachers become more
mindful of their practice, particularly
when working with youth representing
diverse cultures.

Though some view multicultural
education as creating divisions and
introducing conflict in beliefs and values
(Schlesinger, 1992), the overarching goal
ofthe seminar was to achieve a'produc-
tive dialogue rather than a polarizing
debate." Further, my advocacy of an
education that is multicultural is not a
condemnation of past practices in art
education or a response to a specific
problem. Instead, it is an attempt to raise
the consciousness level of art educators
so that they may benefit from the
knowledge, perspectives, and frames of
reference that can be gleaned from
studying and experiencing other cultures
and groups.What follows are some
recommendations for self-reflexivity
designed to raise ones consciousness
level:

• Reflect upon your earliest memories of
racial, cultural, and class differences.
What did you notice? Wliat did you
think and feel at that time?

• Test yourself for hidden bias. Computer
generated tests can be found at the
following website: http://www.
tolerance.org/hiddenbias

• Interact with socially, culturally, and
economically diverse communities,
exhibiting difference along the lines
of gender, ethnicity; race, .sexual
identification, ability, and social class.

• Imagine what your life might be like if
you were a person of a different race,
gender, or social class.

• Examine your teaching beliefs and
practices related to interacting
personally and academically witb
diverse groups of students.

Tbe field desperately needs art
educators to create classroom environ-
ments in which all students can be

successful. Art educators, like all
educators, must work for change, starting,
first in their own classrooms or teaching
contexts. Moreover, art educators must
embrace diversity and seize the
opportunity to improve the quality of
their teaching, in order to enhance
student learning.

Wanda B. Knight is Assistant

Professor of Art Education atthe
Pennsylvania State University,
University Park.E-mail:
wbk 1 O@psu. edu
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ENDNOTES
• Participants took computer-generated tests,
for hidden bias.Website:
http://www. tolerance.org/hiddcn_bias
Tests included the following:
• Black and White Race Bias: This test

measures unconscious or automatic associa-
tions of-good" and "bad" with Black and
White people-

• Age Bias; This test measures the automatic
association between the young and old and
positive and negative concepts.

• Gender Bias: This stereotype test measures
the strength of automatic association
between women and men and the concepts
"liberal arts" and "science"

• Skin-eolor Bias: This test measures
automatic preference for skin color using
faces tbat var>' in skin tone and positive and
negative words.

• Asian-American Bias: 1 his test probes for
an automatic stereotype that Asian Americans
arc not as "American" as "European
Americans."

• Body I m ^ e Bias: Using drawings of
people who vary in weigbt, this test
measures automatic attitudes about obese
people.

^ This approach teaches students to analyze
social inequality and oppression hy helping
them develop skills for social action. It also
promotes social structural equality' and cultural
pluralism and prepares students to work
actively toward equality for all people.

-"*Diversity" pertains to culture, race, ethnicity,
age, gender, ability, exceptionality, religion,
sexual identity, social class, and learning styles.

*These questions (Chalmers, 1996) were
adapted, exiended,or rewritten in the first
person in an attempt to promote tbe idea that
the steps taken and the questions raised to
cballenge and/or clarify one's values, beliefs,
and assumptions are personal.
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