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International Yearbook for Research in Arts Education, Volume 2 (2014)

Introduction

The editors are pleased to introduce the 2014 INRAE Yearbook following the inaugu-
ral edition of last year. INRAE (The International Network for Research in Arts Educa-
tion) was established through a collaboration of UNESCO Chairs and Observatories in
the field. The current edition focuses on a number of important issues and opportunities
that are becoming increasingly important to arts education.

Many of the articles in this publication originated in presentations that were given
at The World Summit on Arts Education, Polylogue II, a conference involving 134 par-
ticipants from around the world. This event was held at the Wildbad Kreuth confer-
ence centre near Munich Germany between May 13 and 17, 2013. It was organized by
the World Alliance for Arts Education (WAAE) together with INRAE and the European
Network of civil servants working in the field of Arts and Cultural Education (ACEnet).
It was hosted by the German Federation for Arts Education and Cultural Learning (BK])
and the UNESCO Chair in Arts and Culture in Education, Friedrich-Alexander Univer-
sity Erlangen-Nuremberg. This event was generously supported by the German Ministry
for Family Affairs, Senior Citizens, Women and Youth, the Hanns Seidel Foundation, the
City of Munich and the Mercator Foundation.

The World Summit was organized around three central topics: Evaluating, Mapping/
Monitoring and Competencies. The evaluation theme examined the question of quali-
ty in curricula, non-formal programs and student achievement with a particular refer-
ence to the three goals of the Seoul Agenda (access, quality, social dimension). The map-
ping/monitoring theme provided a transnational perspective on the Seoul Agenda with
respect to the potential for monitoring the application of this action plan in every coun-
try. The theme of artistic and cultural competencies in formal and non-formal arts edu-
cation was concerned with the shaping and implementation of this concept in curricula
in formal education as well as in methods and programs outside of school in non-for-
mal education. These themes are reflected in two of the major divisions of this volume,
one of which is Evaluation and Monitoring while another is Competencies and Assess-
ment. A commitment to monitoring implementation of arts education globally is central
to the mission of INRAE. Following the World Summit, the organizers collaborated with
the UNESCO Institute for Statistics (UIS) in Montreal, Canada in the preparation of a
workshop on monitoring held in March of 2014 at UIS headquarters and for a subse-
quent planning meeting hosted by the UNESCO Chair in Arts and Learning at Queen’s
University in Kingston, Canada.

Participants at the World Summit took the opportunity to discuss current issues that
were of increasing importance to the field of arts education. A result of this dialogue was
a decision to explore ways in which the work of INRAE could be more closely integrated
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into the major programs of UNESCO, notably Education for All, Education for Sustain-
able Development and Peace Education. With this recommendation in mind, the edi-
tors have introduced two other broad divisions in the Yearbook - Education for Sustain-
able Development and Peace Education. In this context two contributions by UNESCO
chairs from these respective fields must be highlighted, the one of the German UNESCO
Chair “Higher Education for Sustainable Development” and the other of the Austri-
an UNESCO Chair for Peace Studies. The theme of Peace Education was extended be-
yond the World Summit with the development of plans to inaugurate the International
Arts for Peace Festival in Hong Kong in May of 2014. Collaborating organizers of this
event include the UNESCO Observatory for Local Cultures and Creativity in Education,
UNESCO-Hong Kong, UNESCO Chairs in Canada and Germany, the World Alliance
for Arts Education and INRAE.

Yet another aspect of the World Summit to affect the structure of this Yearbook was
a section of the Summit program entitled Pecha Kucha. It provided an opportunity for
participants to present brief overviews of their current work. Several of these presenta-
tions were later developed into papers for inclusion in the book. The origin of these con-
tributions, in the Pecha Kucha format, explains why some of the papers in this edition
are relatively short. The editors have included these summaries to reflect the diversity of
work being done in the field.

The members of INRAE continue to collaborate on advancing the major themes of
this Yearbook. The monitoring workshop in Montreal and the launching of the Arts for
Peace Festival in Hong Kong are excellent examples of this kind of cooperation. In addi-
tion, we are already making plans for the next INRAE Yearbook which will be edited by
Dr. Shifra Schonmann, following a unique anthology approach that was pioneered in the
preparation of her 2010 publication, Key concepts in Theatre/Drama Education and an-
nounced in the last chapter of the yearbooK’s volume 1.
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Samuel Leong

Polylogue Il World Summit on Arts Education 2013: An Overview

Introduction

The Polylogue II World Summit on Arts Education saw over 130 arts and culture lead-
ers, researchers and practitioners from 40 countries gathered at Munich and Wildbad
Kreuth, Germany, May 13-17, 2013".

The rich programme kicked off with an evening reception at the historic Town Hall
of Munich, followed by visits to arts education institutions and projects in Munich that
showcase a great variety of real-world examples of education in the arts and education
through the arts. The gathering moved from Munich to Wildbad Kreuth, where all ac-
ademic activities were held including opportunities for delegates to share information
through Roundtables? and Pecha Kucha® presentations.

Main Themes

Three main themes were focussed during this world event:

o Evaluating what is quality in curricula, non-formal programmes, students achieve-
ment in respect to the three goals of UNESCO’s Seoul Agenda (access, quality, social
dimension).

e Artistic and Cultural Competencies in formal and non-formal arts education.

o Mapping/Monitoring arts education in a transnational perspective concerning the
three goals of UNESCO’s Seoul Agenda (access, quality, social dimension).

Each theme was addressed by three keynote speakers and the main discussion points of
roundtables are summarised below:

Theme 1: Issues Relevant to Evaluating Quality

Use of terminology: Different understandings of terminology can lead to confusion, e.g.
assessment and evaluation are sometimes used interchangeably, sometimes understood
as distinctly different concepts.

Purpose: Goals, aims and objectives of the programme need to be clear so that they can
be evaluated.
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o Why are we carrying out the evaluation? reflective practice through feedback, change
practice, influence policy, accountability for parents and other stakeholders. Major
part of evaluation purpose could be to feed back to teacher training and artists in the
community

o What is being evaluated? E.g. classroom effectiveness (behaviour, attainment etc.),
should take account of school ethos, quality, space. Evaluation is dependent on many
variables so the purpose needs to be clear. Evaluation should also be relevant and
useful, contributing to sustainability.

Methods for evaluation: Evaluation tools need to be aligned with purpose and be rigor-

ous.

o Criteria should allow for evaluation of creativity and evaluation needs to be flexible
enough to capture unintended learning outcomes.

o Qualitative and quantitative research approaches need to inform criteria for assess-
ment in the arts.

o Multiple approaches are needed and they should consider such as process versus
product, different arts disciplines and regions, and the embodied nature of arts learn-
ing.

o Who does the evaluation? Students, teachers, researchers, civil servants, community
members, internal versus external, peer evaluation, school senior leadership having
major stake in the evaluation. Partnership approaches to evaluation and self evalua-
tion are important.

Contextual issues: Transnational evaluation should consider different contexts including

socioeconomic factors. A useful approach is to use the global criteria from the Seoul

Agenda to different countries, regions, and contexts.

» Considerations for teacher education should include: Why arts education is impor-
tant, what teachers value, and what are the philosophical frameworks?

+ For the evaluation of arts education outside formal contexts, considerations should
include its purpose, who evaluates what and why.

Recommended Actions to take:

+ Evaluation tools should be designed so as to convince a range of government depart-
ments of the value of arts education.

o Models of best practice in evaluation should be disseminated more widely, e.g.
OECD

o Existing networks such as WAAE should facilitate the sharing of evaluation ap-
proaches and comparative studies, development of internationally understood crite-
ria.

o Start to define quality criteria from a transnational perspective, avoiding eurocentric
approaches.

o Networks should collaborate to find common ground, speaking with one voice as ad-
vocates.
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Theme 2: Artistic and Cultural Competencies

Need for new competencies: There was some scepticism, even resentment regarding

the need to discuss competencies and what would be gained by such discussions. On
the other hand, there is a general consensus on the urgency and necessity for a glob-
al change that recognises how the nature of learning and teaching has changed radically
under the influence of our globalized, diversified, and digitalized society.

Key issues:

Notion of competency: A “too Western” approach, the term has been questioned
and has its limits. Would be better to focus on the “aims” as a starting point: what
children/individuals need to learn (curriculum) versus what they need to be capa-
ble of doing (learning outcomes). Challenge of translating “competencies” to “what
a student can do” and relationships and expectations between teachers and students
should be considered. To clarify who these competencies are for, we should consider:
— learners: children/pupils, youngsters/students, adults etc.

— teachers: teachers in general, specific arts teachers; cultural/artist educators in

non-formal settings; artists in general.

Often these categories are interlinked.

Notion of the new “learner”: Invests in own education by bringing in own interests,
i.e. creating own educational path and self-discovery of identity through the arts,
with own culture ultimately leading to diversity and understanding of other cultures.

Notion of “school”: This has to evolve with adjusted curricula to cater for the emerg-
ing student/learner so as to bridge the gap between school and everyday life. It
should start from common values/principles: inclusiveness, diversity, quality, arts and
culture as a universal right for all. Noted evolutions in educational systems all over
the world that include the traditional formal curriculum inside school with non-for-
mal outside school and the newer integration of informal within the formal curric-
ulum inside schools/during school time. Would the latter approach require different
competencies? How to implement this? Should there be a combination of both, a so-
called “third way™?

Notion of “artistic & cultural competencies”
— Difficulties in defining and describing them.

— “Artistic” competencies are “cultural” by definition.

— All the arts hold social, cultural and embodied ways of knowing.

— Competencies # skills; competency includes skills, knowledge, ability, attitude etc.

— Attitude may include creativity and imagination, “being open to unknown” etc.

— May be both domain- and context-specific (formal vs. non-formal), although
there can be overlaps or similarities.

— Artistic or cultural competencies can entail or produce other skills.
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— Should consider differences at the global scale: holistic view vs. a demarcation of
disciplines or art systems. Do these entail a separation of competencies or inte-
gration and separate treatment?

Recommended Actions to take:

o Undertake research of teaching and learning methods/approaches in formal, non-for-
mal and informal settings

+ “How to measure the immeasurable”: The arts are another way of producing knowl-
edge and should not try to conform to scientific methodologies but develop our own
appropriate research methodology - interdisciplinary, transnational etc.

» Create means for sharing research - criteria for publication, synthesis, identify exist-
ing resources for publishing, use new media etc.

o Identify indicators for arts and cultural competencies, and recognize criteria for com-
petencies

» Provide space for dialogue regarding social responsibility of research given interdis-
ciplinary and transnational nature of cultural, arts education and cultural education
research

» Mapping what overlap and arts systems/disciplines

o+ Teacher training: general and cultural or arts specific

+ Transfer of competencies, e.g. through partnerships: artists in residence, cultural ex-
changes, arts in business (design, architecture etc.) — channelled by invested parties
(i.e., government, UNESCO, ministries)

+ Undertake project on individual learning paths: learner determines own trajectory of
education; invests self and decides on chosen path

« Experiment: provide space for exploring arts as spiritual practice

» Teach/show/establish advantages of seeing the world through the eyes of art

+ Evaluating: gather examples of different ways of evaluating; undertake integrated pro-
jects; evaluation tools should be developed by communities that implement them

o Identify goals: influence legislation; financial support; community support.

Theme 3: Monitoring/Mapping Arts Education

« All monitoring projects should have clear:
— Aims and scope (size, depth, breadth).
— Definitions and consistent use of terms.
— Relevance and significance in different cultural contexts.
— Relevance to specific audiences.
— Review of literature and existing data.
— Methodology - including consideration of the most suitable methods in respect
to who the research target is, e.g., young persons, teachers, artists.
— Transparent analysis and conclusions.
— Monitoring must respect practitioners and value their voice.
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— Methodologies can close the gaps between theory and practice, academics and
grass roots practitioners.

— Reflect on the dominant paradigms defining the research ethics, methods, find-
ings, and consider implications for the teacher, communities, and children in di-
verse contexts.

— Diverse monitoring projects with diverse methods are equally valuable, e.g., lon-
gitudinal, case study narratives, practice based/led projects.

— Do current monitoring infrastructures and systems exist? E.g., do UNESCO Ob-
servatories have a role and value in facilitating monitoring? Similarly does ACE-
net and other organizations have a role?

— Advocacy is best when it is based on evidence based research. (Noting that evi-
dence comes in diverse forms). Research needs to include local and global pro-
jects that accept ‘inconvenient truths’ or findings.

— A standard taxonomy of terms needs to be developed (definitions made clear and
used consistently).

How does monitoring support relationships between children and: arts education,
teachers, families, institutions/systems, cultural traditions and children and learning

(on-line, in classroom, in community)?

Arguments for arts education should positively articulate the role of the arts across
society, especially in economic terms; remembering, however, that data are never
enough and stories also have power.

International mapping can be used as a tool to get information about what is going
on and to find out about shared beliefs and differences.

Risks of mapping and monitoring:

— Data can be interpreted in many ways.

— Difficult to compare different systems etc.

— It can lead to the creation of “mono-culture”.

Why make rankings? Can be used to bring more funding to education.

Recommended Actions to take:

Rankings should be made based on both quantitative and qualitative data:
— Aims and goals should define what we should do in arts education and how we
should map what is going on?
— Are there global values of arts education?
~ Yes, but there is the risk of creating a “mono-culture”
~ Respect for diversity, philosophies etc.
Consider how to make a global database of information but which is not presented
in an interpreted form:
— Solutions to language issues should be considered.
— What kinds of document should be in there?
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Notes

1 Polylogue II was co-organized by the International Net for Research in Arts Education (INRAE),
the World Alliance for Arts Education (WAAE), the European Arts and Cultural Education Net-
work (ACEnet), supported by the German Federation for Arts Education and Cultural Learning
(Bundesvereinigung Kulturelle Kinder- und Jugendbildung), the UNESCO Chair in Arts and Cul-
ture in Education at Friedrich-Alexander University Erlangen-Nuremberg, the German Commis-
sion for UNESCO, German Ministry for Family Affairs, Senior Citizens, Women and Youth, the
City of Munich, Stiftung Mercator Foundation, and Hanns Seidel Foundation.

2 Participants were to come with issues and ideas relevant to the theme, and be willing to share
these. They were invited to provide perspectives and offer information from around the table
including contrasting views, issues from diverse cultures and contexts, existing projects or activity
that demonstrate good practice, discussion that deepens insight into specific issues. The round
table discussions were meant to:

o deepen and widen participants understanding of diverse issues.

o give participants of the different groups the opportunity to discuss the themes further, and
start ‘translating’ the themes to their own working domain.

o develop networks of persons who have experience or insights that may be helpful beyond the
summit.

o produce recommendations that will assist (WAAE, INRAE, ACEnet) carry out strategic plan-
ning and action.

o possibly identify ‘leaders’ who want to activate projects within the organisations.

3 Summit delegates were also treated to a unique sharing of 22 Pecha Kucha presenters featured in
“Windows to the Diverse World of Arts Education”. Each of the session was limited to six min-
utes, and they provided a succinct overview of key messages of a range of projects from different
parts of the world. They encompass perspectives from the various art forms of dance, drama, mu-
sic and visual arts and from countries including the UK, USA, Canada, Australia, New Zealand,
Ghana, Uganda, Ukraine, Aruba, Egypt, Hong Kong and Thailand.
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Christian Manhart
UNESCO's Present Position towards Arts Education

Since its creation over 60 years ago, UNESCO has worked to mobilize the international
community to support educational and artistic activities, with the aim to enhance dia-
logue and build peace among the people. Art is a tool for tolerance, social cohesion and
peace building in our multicultural, connected societies. Young people must be taught
to love and practice art: it will make them understand each other better. This love of art
can be acquired from early childhood and maintained throughout all the life. It is our
conviction that learning about creativity and the arts contributes to the building of pros-
perous and peaceful societies. Therefore, UNESCO encourages its Member States to sup-
port arts education, at school level and beyond.

The two World Conferences on Arts Education, held in Lisbon in 2006 and Seoul
in 2010 helped to define clear objectives and strategies to achieve quality arts education
for all. Lisbon gathered 1200 participants from 97 countries to share their experiences
and practices. Seoul was attended by 650 participants from 95 countries, who adopted
the Seoul Agenda as a concrete plan of action. It has been translated into the six official
languages and is available on the UNESCO website under http://www.unesco.org/new/
fileadmin/MULTIMEDIA/HQ/CLT/CLT/pdf/Seoul_Agenda_EN.pdf.

In order to give art and creation the place they deserve at the heart of society, in
2011 the General Conference of UNESCO proclaimed the fourth week of May as Inter-
national Arts Education Week, to appeal to all UNESCO’s partners, in particular gov-
ernments, educational institutions and citizens around the world to celebrate the arts
and their unique role in stimulating cultural diversity, dialogue and social cohesion. The
week of 21-27 May 2012 marked the first edition of this Arts Education Week. Celebra-
tions were held at UNESCO Headquarters with various activities including a workshop,
a symposium, a ceremony and exhibitions. It gathered arts education specialists, artists,
educators, researchers and NGO actors from all over the world. This first edition was co-
organized with the Government of the Republic of Korea that also provided its generous
financial support. UNESCO wishes to thank the Korean Government for their continued
interest without which our Arts Education activities would not be possible.

However, in 2013 UNESCO was not in a position to organize such an event, due to
its current financial crisis. In the field of culture, Member States decided to allocate the
remaining regular budget for culture mainly to the 6 international cultural conventions
and not to creativity and arts education. This unfortunately also means that only very re-
duced staff time is available for this programme, which previously had one person work-
ing full time.!
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Thanks to extra-budgetary resources, UNESCO is still able to carry out some activi-
ties in arts education:

The UNESCO Bangkok office coordinates a Network of Arts Education Observa-
tories in Asia and the Pacific in partnership with six specialized institutions in Hong
Kong, Singapore, Kazakhstan, Korea, Australia and New Zealand.

The UNESCO Moscow Office implements a project “Arts Education in CIS coun-
tries: Building Creative Capacities for XXI Century” (with IFESCCO Intergovernmental
Foundation for Educational, Scientific and Cultural Cooperation) to conduct analytical
studies to identify main trends and prospects of arts education in CIS countries (Russia,
Belarus, Armenia, Moldova, Kazakhstan, Uzbekistan).

Currently two UNESCO Chairs have been established in the field of arts education.
The first established in 2007 at Queen’s University, Ontario, Canada and the second in
2010 at the Friedrich-Alexander-University Erlangen-Nuremberg, Germany.

Also other programmes are implemented in favour of the arts and in particular to
help young artists and craftspeople:

The IFPC, a quite old UNESCO Funds-in-Trust created by Member States was closed
for many years. We revived it in 2012 with the establishment of a new Administrative
Council and the set up of new statutes and operational guidelines. The first appeal for
projects was launched from 1 March to 2 May 2013, which will be continued on a year-
ly basis. This Fund targets in particular young artists and designers 18-30 years old, to
help them launching their career. But it can also support public and private institutions
working with/for young artists. The Fund can contribute in a range between $10.000 and
$100.000. We received some 1500 projects (half of them at the last two days before clos-
ing!) and 9 out of them were after a careful selection process finally chosen by the Ad-
ministrative Council and received financial support.

The UNESCO-Aschberg Bursaries for Artists are designed to promote the mobili-
ty of young artists 25-35 years old, to improve their personal perspectives and develop a
creative project by offering residencies worldwide. The focus is on creative writing, mu-
sic and visual arts. Since 1994, over 700 fellowships in 149 institutions from 72 countries
were awarded.

In partnership with the French Foundation “Culture et Diversité” for the project
“Travel to learn the professions of the arts” we finance study tours for young designers
and craftsmen and women from France to developing countries and vice-versa, in order
to discover the artistic knowhow of other peoples. The main target groups are disadvan-
taged youth with the purpose of fostering equality of chances.

Finally, I wish also to mention UNESCO’s Creative Cities Network. It consists pres-
ently of 41 Member Cities and 40 under evaluation. There are seven creative industry
categories: Literature, Film, Music, Crafts and Folk Art, Design, Media arts and Gas-
tronomy. This network has been launched in 2004 by UNESCO’s Executive Board. Cre-
ativity and culture are playing an increasingly important role in urban renewal, and can
be essential tools in solving today’s urban challenges. We have recently received extra-
budgetary funding for this programme from two Chinese cities, Beijing and Shenzhen.

Now we have to find ways to create synergies between these programs and those of
the INRAE network, in order to find innovative and creative ways of responding to the
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challenges of contemporary societies by building bridges among people of different cul-
tures, identities and beliefs.

Editors’s Note

INRAE understands that, during the General Conference held in November, 2013, the representatives
of a number of National Commissions spoke highly about the importance of arts education. Unfor-
tunately, however, the necessary budgetary changes were not enacted with the result that the Section
of Museums and Creativity is now being dismantled, a process that will take several months. While
this outcome may be disappointing for arts educators, it appears that arts education will continue to
have a presence at UNESCO, notwithstanding the closing of this section. In a recent meeting with
Mr. Christian Manhart, author of this chapter, INRAE learned that arts education is still mentioned
in UNESCO’s 4 year programme although without any Regular Funding. This means that activities
will be undertaken only if extra-budgetary funds are provided by donors and that no regular staff
will be working for this programme, only staft that would be financed under these extra-budgetary
resources. Arts education will be situated under the umbrella of the 2005 Convention. This will take
several months. Further information will be circulated when it is available.

Meanwhile, the UNESCO Chairs and Observatories in the field (which are funded by their host
institutions, rather than by UNESCO) continue to work together to promote and monitor the Seoul
Agenda: Goals for the development of arts education, and we continue to make plans to celebrate the
International Week of Arts Education in the fourth week of May each year.
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Shifra Schonmann
On Evaluation

In Praise of Ambiguity and Clarity in Questioning
what is Quality Arts Education?

Opening

To introduce the viewpoint On Evaluation in only 2500 words (authors’ request) re-
minds me of the old Jewish story about a Gentile who came before a Rabbi and said
to him: “Rabbi, convert me - but on condition that you teach me the whole Torah (Bible)
while I stand on one foot” (i.e very, very quickly). Shammai, for that was the name of the
Rabbi, pushed him aside.

So that fellow went to another Rabbi; he was called Hillel and was known for his skill
in facilitating things. The man came before Hillel and said: “Rabbi convert me - but on
the condition that you teach me the whole Torah (Bible) while I stand on one foot”. Hillel
was also about to push him away, but then he reconsidered, converted him, and uttered
the famous sentence: “That which is despicable (disgraceful) to you, do not do to your fel-
low man. This is the whole Torah, and the rest is commentary. Go and learn it”

What I am trying to convey is that at the beginning, when I was trying to wres-
tle with the complexity of evaluation, I felt like Shammai, I was inclined to reject the
attempt to articulate such an elusive concept, but then, like Hillel, I gave it another
thought and the following is my try:

Evaluation in arts education is an impossible mission yet we should strive to make
constant efforts to find solutions to carry out this mission.

This is a kind of paraphrase of the words of Scott Fitzgerald who said:

“The test of a first-rate intelligence is the ability to hold two opposing ideas in the mind
at the same time, and still retain the ability to function. One should, for example, be able
to see that things are hopeless and yet be determined to make them otherwise.” (1936)

Revisiting the Known by new Questions

We have all read or even written a chapter in the last handbook of Research of Arts Edu-
cation, edited by Bresler (2007); we have all read or written reports on program evalua-
tion, on classroom assessment; we all know current theories and their relevance to arts
education and still can learn more, for example, from the International Yearbook for Re-
search in Arts Education, edited by Liebau, Wagner and Wyman (2013). So much has
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been said already, written and spoken by our colleagues that I am afraid I cannot intro-
duce news in the classical sense, but I can revisit (on one foot, so to speak) the ideas
and topics which are already known, and reframe our knowledge within the struggle
to hold ambiguity and clarity in the mind at the same time, and still retain the ability to
function.

If this is the situation and we permit ourselves to revisit the known, I can try to raise

doubts and ask questions, to set up anew the building blocks of knowledge (i.e. the ques-

tions) and to provide food for thought for further discussions. After almost fifty years of
quite notable developments in the field of research in arts education we can ask:

o Do we really need to define what quality arts education is? Why is such a question
not asked in the sciences? Why do the science disciplines not have to prove anything
and the arts do?

o Can we say that there is a productive tension between the individual arts disciplines
and the larger arena that is referred to as “arts” and “arts education”?

« Can we say that the individual disciplines have maintained their distinctive identities,
organizations, traditions, specific skills and areas of practice and scholarship?

For many teachers and artist-educators assessment and evaluation are integral in the re-

finement and reflection of arts practices. What has been changed during the last decades

is that the discussion now takes place under the gaze of other educators, and the scruti-

ny of the public at large. So, the question to be asked is this:

o How do we take the experience of practice and accepted implicit value of assessing
the arts in educational contexts, and make assessment practices explicit and articu-
late to the public?

As we seek to evaluate both the art experience of individuals (be it dance or music or

other forms of art) and the overall effects and effectiveness of art education programs,

we can ask:

o How should we evaluate the hermeneutic circle of interrelationship of participants to
programs?

In the field of evaluation, a great deal of talk has been about change, and substantial at-
tempts have been made to introduce new practices.

My point is that evaluation in arts education is such a fundamental activity rooted
in the practitioner’s work that sometimes even leading figures in the field are not aware
that the topic of evaluation stands at the core of understanding the nature of the field
and the ways in which we want to develop its horizons. Exploring the interplay between
the teachers, the students, the art (any form of it) as a subject in a defined context of
school or any other educational context is a basis for constructing modes of knowing as
inner structures of knowledge in use, leading to possible answers regarding what is qual-
ity arts education.

The following are observations on two main issues: language and curriculum, in an
attempt to lead to clear premises and flexible approaches to quality arts education.

© Waxmann Verlag GmbH. Nur fiir den privaten Gebrauch.



On Evaluation | 25

Language

In the endless wrestling between ambiguity versus clarity in dealing with issues in arts
education, the language we use should be defined anew, in each context. For example,
let’s examine the terms assessment and evaluation.

Although the terms assessment and evaluation are often used interchangeably, Elli-
ot Eisner (2002) explains that: “assessment generally refers to the appraisal of individu-
al student performance, often but not necessarily on tests. Evaluation generally refers to
the appraisal of the program - its content, the activities it uses to engage students, and
the ways it develops thinking skills” (p. 178). Unlike program evaluation, which accord-
ing to Posavac and Carey (1997) “is a collection of methods, skills, and sensitivities nec-
essary to determine whether a human service is needed and likely to be used, whether
the service is sufficiently intensive to meet the unmet needs identified,” (p. 2), assessing
individual achievements is based on a collection of chosen criteria to be used in decid-
ing whether the performance of a student are proper or not. By the term performance 1
do not mean only the acting skills, but the entire student’s executions in the discipline.
The terms have no fixed meaning and thus, as said, the language we use should be de-
fined anew, in each context.

However, the problem is not with the ways in which one uses one term or another,
but with the ideological commitments that they expose. Different practices usually re-
flect different ideological commitments. My main claim would be that developing evalu-
ation and assessment strategies is a manifestation of a wider conceptualization about life
in schools in general, and about how arts education should be developed in the schools.
We should ask ourselves how clear do we want to be about that? Maybe ambiguity at
some stages can help?

Narrative accounts of teacher’s practice indicate that teachers have to rely on what
they call their “gut feeling” or “intuition” in addition to their experience. Lyn McGregor,
for example, who wrestled with the notion of standards in drama in the 1980s, reports
that a few pupils told her that they did not like drama because they were “not good at it”
She claims that “unlike a number of teachers, the pupils recognized that there are forms
of achievements in drama and that for various reasons some pupils are better than oth-
ers’ (McGregor, 1983, p. 125). These opinions voiced by the pupils go hand by hand
with Elliot Eisner’s (1993) eight criteria for creating what he calls “authentic assessment”
by which he tries to reshape the idea of assessment, however, the ambiguity-clarity di-
chotomy still remained.

Ambiguity-clarity dichotomy is rooted inherently in our very basic term: ‘arts edu-
cation”

What is arts education? Is there one an Arts Education program? No.

Is there any subject, or discipline that is considered as “arts”? No.

So why are we speaking about Arts Education and not about a particular discipline
as we do in science? Maybe we should not be too keen to find theories that embrace all
the arts?

In the context of praising clarity, we may say that Arts Education constitutes a broad
range of academic disciplines and as a relatively new field in education we want to create
a close intellectual and creative community. Our common goal is to make connections
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across the fields of learning. To nurture the intellectual skills of inquiry, analysis, argu-
ment, and to cultivate creative expression, all are needed for a meaningful life. However,
in the context of accepting ambiguity, we should tolerate chaotic constellations that ad-
mit intuitive authentic and original processes of evaluation and assessment in practices.

When speaking about implementing standards, what do we mean by standards? If
we want to fix standards for quality in aesthetic education we need to understand that
the concept of standards is multifaceted. The term is attractive — the word, standards,
implies high expectations. But in thinking of a standard meal, there is nothing to rave
about as Eisner used to say (Eisner 1995; 1998 and 2002). Do we need standards at all?
What do they imply? According to my understanding we should not create standards
in arts education, but we do need to look for criteria. A statement that one particular
work of art is better or of greater aesthetic value than another assumes that there are
criteria by which one can arrive at such a conclusion. I believe it would not be an exag-
geration to claim that many attempts to define good art or quality aesthetic experienc-
es have failed. Nevertheless, when we speak about art it seems everyone knows what we
mean; this understanding is echoed in a number of studies (See: Schonmann, 2007a and
2007b), and leads me to comment on the second issue, which is the curriculum and its
practical concerns.

Curriculum

Along with the critical questions that I have posed, I clearly take the realistic stand that
only those subjects that can be properly evaluated can be treated seriously in the frame-
work of a formal curriculum and other educational settings. Moreover, ever since the
ancient Greeks instituted dramatic contests on the analogy of the Olympic Games, peo-
ple have looked for ways of assessing works of art. We want to know what to respect and
why, thus the question that we have to make our main concern is not how do the arts ed-
ucate? But how do we educate to appreciate the arts?

Intentions and decisions about the contents (i.e. what to teach) and the methodolo-
gies (i.e. how to teach) characterize disciplinary knowledge. If this is the case, then it can
be argued that arts in education do not stand out as a discipline in the traditional sense
because there is no consensus as to what we actually teach in this field. Neither are there
any common claims to any definite methodology.

Arts in education, then, do not seem to fulfill the two conventional criteria (what
and how) necessary to define a discipline in education.

Thus the difficulties of assessing students’ achievements or evaluating educational
programs rise to a level that explicit or implicit discussions that took place in the field
remain incomplete and without a conclusion, leaving us with no clear-cut tools to ap-
preciate the value of the arts in the curriculum. Moreover, we should constantly bear in
mind that arts taught in school differ in significant ways from arts as they are found in
non-school locations.

So, where does this leave us? If we take the realistic stand, as mentioned before, that
only the subjects that can be properly evaluated can be treated seriously in the frame-
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work of a formal curriculum and other educational settings, then we can try to define
premises (as basis to the criteria), whose language will fit the logic of curriculum.

Premises and Approaches

Thus in the continuing search for constructing appropriate assessment and evaluation in

arts in education which, in essence, I see it as a search for identity, I have tried (in oth-

er works of mine, Schonmann 1997; 2007a; 2007b) to define premises whenever an at-

tempt is made to assess a students achievements and whenever an attempt is made to

construct curriculum and evaluate its quality:

1. “One size” does not fit everyone. The metaphor implies that different learning styles
call for different types of assessment/evaluation. (difference)

2. Information should be gathered on the basis of using several elements from many di-
verse sources. (plurality)

3. The many variables should serve as a check on one another and provide support for a
more reliable assessment/evaluation. (reliability)

4. There is a need to define ethical principles to guide the assessment/evaluation proce-
dures. (ethics-values)

These four premises offer us, in principle, an opportunity to develop flexible approaches
to assessment and evaluation.

These premises have served me as building blocks for admitting three different ap-

proaches to assessment ranging from clarity to ambiguity:

1. The directive approach: pointing out which learning action leads to an artistic and aes-

thetic “right” or “wrong”.
This approach accepts the basic idea of defining goals and finding suitable means for
achieving them. However, instead of detailed criteria to monitor the progress of the
student this approach proposes phases to control the process, not the student. This
model is in the spirit of Tyler (1950); it is very clear and it is linear.

2. The dialectical approach: organizing and prioritizing values that are particular in the
nature of the art (any form or aspect of art that is studied) over others via a set of dia-
lectical questions that create a profile of the student’s achievement.

The dialectical approach is designed around cluster of questions: How can one
know or discover whether the students have undergone a change? The deliberation
goes through a series of dialectic questions at the end of which a student’s profile is
reached. It is based on a constructivist pedagogy which is inherently connected to
arts.

Questioning as a tool for teaching and assessment is a known strategy (Hubbard &
Miller, 1993).

3. The chaotic approach: Chaos theory offers us a new set of metaphors with which to
make sense of the world — such as the flow of a river, the collapse of the Berlin Wall
(Hancock 1995). The idea of chaos in arts education is actually allowing the chaotic
non-linear process of evaluation to develop our mental image about quality in arts.
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