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'inspiring Creativity: Creating Edge Elffects through 

Partnerships with Museums, Galleries 

and Arts Practitioners' 

> Abstract 

This thesis reports on findings from research designed to explore ways in which 
creativity can be fostered through interactions between schools, museums, art 
galleries and arts practitioners. The outcome of the research is the 'Inspiring 
Creativity' pack consisting of a book with accompanying CD Rom and a related CO 
website. 

The purpose of the study has been to examine the teaching of knowledge and- 
understanding of art to Key Stage I-3 pupils (aged 5 to 14 years) in the West 

L Midlands. It was hypothesised that since the introduction of the National Curriculum, 
MO pupils with Special Educational Needs (SEN) would find more difficulties with the 

teaching and learning of art because of the additional expectations of teachers to 
teach and assess visual literacy in addition to practical art skills. It was envisaged that 
SEN pupils would benefit from the development of learning materials that would 
support the teaching of the National Curriculum Attainment Target 2 'Knowledge and 
Understanding' of art. 

A brief personal overview of the decline of history of art teaching and the growth of 
critical studies which led to the inclusion of a knowledge and understanding element in 

C: the National Curriculum is provided. 

The hypothesis was tested by questionnaires completed by art co-ordinators at 39 
schools in 7 West Midlands Authorities within primary, secondary and special sectors. LMM Their responses were assessed and the results indicated varying levels of confidence 
and competence reported by teachers in the teaching of appreciation of art and that 
they would welcome learning materials to support this aimed at classroom use. 

It was therefore decided to widen the scope of the project and produce a book that 
would support teaching of the National Curriculum to Key Stage I-3 pupils and 

Cn delivery of art in mainstream primary and secondary schools in addition to special 
schools. The book was to be targeted at all local Walsall schools and it was therefore 
decided to use the Garman Ryan collection at the New Art Gallery, Walsall as a focus C: 
for the project. The revised National Curriculum (2000) joined the two attainment 
targets into a single attainment target which suggested 3 units of work for each year of 
the 9 years that pupils spend in the first three key stages. It was decided that the book 
should combine these 27 units with the study of the art and artefacts in the Garman 
Ryan collection. 

Discussion of development and production of the book, which was launched in 
November 2004, is made and the use of galleries, museums and arts practitioners is 
considered in the light of'recent government initiatives. A theoretical framework is 
offered using concepts available from other fields based on edge effects which 
provides a metaphor aimed at re-conceptualisation of partnership working through the 
creation of an edge. 
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'Inspiring Creativity: Creating Edge Effects through 

Partnerships with Museums, Galleries 

and Arts Practitioners' 

> 
Chapter I Introduction 

The purpose of this enquiry is to develop learning materials to aid the teaching of 

knowledge and understanding of art to Key Stage 1-3 pupils (aged 5- 14) in the CU 
Walsall area. The Inspiring Creativity project pack was developed aro 

, 
und the Garman 

Ryan Collection in the New Art Gallery, Walsall. The pack (a book, CD rom and (D website) is a resource for art teachers using the Garman Ryan Collection as a source 

of inspiration for the delivery of the OCA National Curriculum 2000 (NC2000) art and 
design schemes of work to pupils in key stages 1-3. 

The special school origins of the pack are reflected in its design for Key Stage 1-3 

CY) which straddles sectors of both primary and secondary mainstream schools and in the 

suggested use of varied learning styles to access the collection. 

C: 

This research has been carried out by an art co-ordinator in a Moderate Learning 

Difficulties (MLD) special school in Walsall which caters for pupils aged 4-19 years. 

The original intention of the research was to examine the role of art teaching in MLD 
N 

special schools focusing on the impact of the recently introduced National Curriculum 

(NC) Art document. However, on development, there seemed to be value in 

broadening the scope of the research to include a consideration of art teaching in 

mainstream schools to give a comparative view of how the art document has been 

received and whether there are particular implications for special needs pupils, both 

in special schools and in a mainstream setting. 

The intention at the outset was to research teacher perception of, and reaction to, the 

NC art document and to examine the implementation of the National Curriculum 

document with particular attention to Attainment Target 2 (AT2) Knowledge and 

Understanding of Art. AT2 required teachers to offer pupils an art history approach to 

the subject to be set alongside the practical aspect. This was to be followed up by the 

I 



development of a resource pack aimed at supporting teachers of art in the teaching of 
AT2. This intention was modified in response to changes in the National Curriculum 

and the relationship developed with the New Art Gallery, Walsall during the research. 
The format of the final 'Inspiring Creativity' pack grew in ambition and scope in the 

Mimi light of developments in information technology. 

> 
The final aim of the research was: 

0 To develop and validate learning materials to aid teaching of the knowledge and 

understanding of art to pupils with Special Educational Needs (SEN) in order to 

contribute to the debate on activity based learning in the teaching of art. 

(D This aim was subdivided as follows: 

1. To explore through the literature the issues surrounding the introduction of the art 
National Curriculum with particular attention to delivery of Attainment Target 2, 
Knowledge and Understanding to pupils with Special Educational Needs; 

2 (a) To pilot an initial measurement tool aimed at assessing teacher response to the 
impact of AT2 and to make revisions after conducting follow-up taped interviews 

seeking reactions to content, format and layout; 

2 (b) To questionnaire approximately 42 art teachers in West Midlands Local' 
0 Education Authorities (LEAs) using the revised questionnaire; 

2 (c) Analysis of the completed questionnaires; 

I On the basis of findings in 1-2 (a)-(c), to develop and validate learning materials 
appropriate to AT2, producing a project pack utilising locally available resources as 
an exemplar and template; and, 
4. To develop principles and guidelines contributing to the debate around the 
knowledge and understanding of activity-based learning in the teaching of art history,, 
especially in the context of partnerships. 

A critical analysis of the effects of the introduction and development of the NC on the 
teaching of art has been undertaken. The subsequent introduction of the NC2000 and 

other government initiatives, such as the literacy and numeracy hours and the drive to 

encourage creativity, is discussed in relation to their impact on the teaching of art to 

primary and secondary pupils. The debate addressed the effective interface created 

2 



I 

between these partnerships and both mainstream and segregated provision in order 
to deliver the National Curriculum. 

The thesis is divided into 7 chapters: - 

* Chapter 1 provides an introduction to the aims of the research. 

' 
0 Chapter 2 consists of a brief examination of the development of Critical 

M Studies to encourage and teach critical judgement through art teaching in 

schools. It explores through the literature the issues surrounding the 
introduction of the art National Curriculum with particular attention to delivery 

of Attainment Target 2 (AT2) Knowledge and Understanding to pupils with 
Special Educational Needs. The chapter explores the relationship between 

making and appreciating art. It also considers children with special 

educational needs (SEN). 

Chapter 3 gives details of research methodology in designing a questionnaire 
for gathering data and teacher response to the impact of AT2. The chapter 

examines the responses by teachers who completed the questionnaires. 

C: 
0 Chapter 4 attempts a detailed analysis of the current state of teaching of art 

and the arts in schools. 

9 Chapter 5 considers aspects of government initiatives including creativity, 
innovation, inclusion and learning styles related to this enquiry. 

0 Chapter 6 suggests a conceptual framework based around the work involving 

partnerships with the New Art Gallery Walsall and Creative Partnerships, in 

order to give the work cohesion. It suggests the use of the terms 'edge' and 
'edge effects' as used in permaculture as a metaphor for what many 

partnerships aim to achieve. 

Chapter 7 consists of a discussion of the implications of the research offering 
reflections and conclusions. 

3 



1.1 Background to the Study: 

Changes in School-based Art Education 

The original purpose of the research was to investigate and evaluate the Art AT2 

component of the art curriculum through the introduction of the National Curriculum 
> 

(DES 1992 - Appendix 1) in terms of the teaching of the subject in MLD special 

schools. The research, which focuses upon one of the two attainment targets ('visual 

literacy'), was the result of a belief that this would particularly challenge teachers 

CO faced with the various learning difficulties (literacy skills, verbal communication skills 

and memory of facts) displayed by special needs pupils. It was hypothesised that 

(D these difficulties were less of a problem in the past when art was taught as a 
predominantly practical subject. In order to test this hypothesis the reactions of a 4 
sample of special school teachers have been compared to those of teachers 

responsible for delivering art in the primary and secondary sectors. It is possible that 
the aim of expanding entitlement and access for all pupils would not be achieved by 
the National Curriculum (NC) for Art and that the effect would be to make it more 
difficult for SEN pupils to achieve national standards in the subject. 

In the course of the research changes to the NC have occurred. These include a 
response to the NC by the Dearing Report (DES 1994) and clarification of 

requirements as the result of OFSTED inspections resulting in a revised NC (DES 

1995). Further revisions (QCA 1998) reduced the requirements for key stages 1 and 2 

so as to enable schools to focus on literacy and numeracy. A rewritten NC was 
introduced in August 2000 (DfEE/QCA 1999). 

In order to achieve the aims, a search of available literature on the issues and 
practices of the teaching of Art in the National Curriculum was undertaken. This 

considered how the teaching of the history of art led to the growth of critical studies 
within art teaching and subsequent pressures to include it, in some form, in the NC. 
The introduction of the art NC aimed to clarify the aims and requirements of the 

teaching of art in schools and divided the subject into two attainment targets: 
Investigating and Making; (AT1) and, Knowledge and Understanding (AT2). 

4 
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The first GCSE art examination was held in summer 1988 and had prompted a review 

of teaching and assessment in secondary schools. 'Art and Design GCSE -a guide 
for teachers' (SEC 1986) notes that, in replacing GCE O-level and CSE examinations, 
teachers and examiners are faced with the difficult problem of teaching and 

assessing, within one system of examining, students who fall into a much wider range 

of ability than has been the case in the past. A major thrust was to reward candidates 
for their positive achievements which required differentiated assessment. The 

welcome given to critical studies by the GCSE examining boards reflected the 

growing acceptance of such studies. The 1988 Art and Design Grade Criteria Report 

(SEC 1988) suggested pupils should demonstrate levels of confidence in three 
domains: Concepts; Production; and, The Contextual and Critical (which included 
demonstrating the ability to make and express critical judgements and show 
knowledge and understanding of contexts in which the work is produced - historical, 

social, cultural, technological. ) 

1.2 Background to the Study: Creative Partnerships 

Creative Partnerships (CP) was the first national programme for creative learning and 
teaching through developing longer-term partnerships between schools and the 

cultural and creative sectors. The Creative Partnership project was a E40 million 
project funded by the government and run by the Arts Council for the initial two year 
pilot stage (Phase 1). It is funded predominantly by the DCMS (Department for 
Culture, Media and Sport) with a total of El 10 million investment earmarked to go into 
the scheme between 2002 and 2006. It aims to boost the opportunities for children to 
experience the arts and creativity at first hand. 

Creative Partnerships was established to develop schoolchildren's potential, 
ambition, creativity and imagination by transforming expectations and giving schools 
the opportunity to work with creative professionals. Based at the Arts Council of 
England offices in London, it tried to offer a unique approach to working with schools. 
It aims to help each school identify its individual needs and try to enable it to develop 

Iong4erm, sustainable partnerships with organisations in the creative and cultural 

sector in order to instigate projects that aim to help meet those needs. CP creative 
learning projects aim to develop practical skills while being invested with imagination, 

originality and the desire to exceed the conventional. Creative Partnerships believes 
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that it can invoke shifts in thinking, stating that 'everyone is inherently creative, and 

that everyone has the right to explore and express their creativity by participating in 

the varied and exciting culture of this country. (catalyst 2004, pi 1) 

The benefits CP hopes to achieve for young people living in areas of social 

deprivation, include the opportunity to work with creative professionals with the 

purpose of identifying learning needs and addressing them in creative ways. This will 

be achieved by building bridges between schools and their local creative 
E 
Mimi organisations in order to develop innovative practice for teaching and learning and 

through these opportunities equip them to realise their full potential either as 

individuals or as active citizens in their communities. 

The author of this research was made CP Co-ordinator at Castle School, Walsall after 

the school applied and was accepted in Phase 1 of the Creative Partnership initiative 

in 2002. Creative Partnerships has allowed pupils to have new experiences, to learn 

new skills, to build relationships with artworkers and to have had their curriculum 

presented in a more exciting and interesting way. Creative Partnerships has been 

effective in supporting and expanding staff ideas and practice, Ofsted stated '... the 
Cn 

Creative Partnership initiative ... has a significant impact on the academic and 

personal development of all pupils. The overall provision for creative and arts 

education - including extra-curricular activities - is excellent... ' This experience has 

contributed to the findings relating to partnerships. 

1.3 Background to the Study: 
dM ll i i hA tG D es an useums er t r a eveloping Partnerships w 

s than t i f dd th A t t ' ar s exper ence o ep a greater range an r s par nerships can offer pupils 
can be provided by schools alone increasing pupils' understanding and enjoyment of 

artforms or works of art. These can vary greatly in length of time spent together, from 

a single session to a residency lasting a year or more. These experiences broadly 

consist of watching artists at work, experiencing finished work and working alongside 

artists who act as instructors and facilitators. Interactions often involve a combination 

of these approaches. It is important to recognise that none of these benefits is 

automatic or guaranteed. Careful planning will, however, maximise the positive impact 
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of arts partnerships and how they can be used to support their education 

Mimi 
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programmes. 
It is hoped that the Inspiring Creativity project will increase accessibility to art for 

Walsall pupils and, in particular, make the local Garman Ryan Collection more 

accessible to those in Walsall schools. (A version of the website can be accessed at 

www. chrislee. orýq. uk/inspirinqcreativitv. ) The Garman Ryan Collection consists of 363 

works of art collected by Kathleen Garman and Sally Ryan and left to the people of 
Walsall in 1973. It was originally housed in the Walsall Museum and Art Gallery 

above the library in Lichfield Street. In 2000 it was rehoused in a purpose-built 
setting within the New Art Gallery, Gallery Square, Walsall. 

It is also hoped that the pack will be valued by some Walsall teachers for the time 

saved in planning their teaching and providing a helpful tool for improve the quality of 
their teaching expertise by encouraging them to utilise locally available resources. 

Indicators of success for the Inspiring Creativity pack would be: - 
* increased use of the work in the GR collection to deliver the Art and Design 

curriculum, 

0 increased use of the gallery by schools (this may include first-time visits or 

more regular visits by schools that have used it in the past), 

0 increased visits to the gallery by school children in their own time (this may 
be to seek out selected works studied at school), 

"a better understanding by gallery staff of the needs of teachers (and their 

need to follow schemes of work), 
" appreciation and recognition by schools of the value of wider aspects and the 

range offered by the collection for use in delivering the art curriculum, 

" opportunities to display and print out images of artworks from the Garman 
Ryan Collection in classes, via computers and interactive whiteboards, 

" opportunities to share creative ideas and good practice with other teachers 

using computer technology, raising the profile of art in the schools through 

generating positive links and positive feedback from pupils and staff alike, 

providing opportunities for the gallery to record and publicise lesser known 
items in the collection through having all the collection photographed in digital 

form. 

* to increase the use of ICT in the presentation of the art and design curriculum 
to pupils in Walsall (as part of an ongoing push to make all teachers 
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computer literate and encourage the growing use of the newly installed 

whiteboards/smartboards to deliver subjects across the curriculum). 
To increase the use of the images from the Garman Ryan collection to 

support teaching and learning across the curriculum. 

These aims reflect overlapping priorities of the three organisations and their 

representatives who have been involved in the developing of the pack- schools, 

gaileries and computer support. The representatives of the three organisations are: 
Chris Lee, as a teacher involved in delivering the NC to pupils through the 

use of artists and interactions with original artworks; 
Jo Digger, in her role as Curator of the Garman Ryan Collection aiming to 

widen its' appeal to a growing audience; and, 
Richard Marsden, ICT consultant e-Learning for Education Walsall. 

Each representative brought with them'ideas about the outcomes that they thought 

the project would offer to them and their organisation. 

Marsden's role at Education Walsall is to enhance the content of the broadband 

network. There is a national impetus by the WES to provide local content from 

museums,, galleries, historical sites etc. across the nationally provided broadband 

network. Part of the WES strategy is funding the infrastructure that enables delivery 
of the national broadband into schools and with expectations for local contributions of 
content. 

LM 
The aim of the pack is to engage teachers with some of the many possible ways of 
using the work in the Garman Ryan Collection to support the requirements of the art 

Cn programmes of study provided by the National Curriculum 2000 (DfEE/QCA 1999). It 

offers teachers suggestions of ways to use some of the most appropriate works from 
the collection to be 'used for delivery of each of the 27 units of the NC2000. These 

consist of one unit for each of the three terms: winter (a) spring (b) summer (c), for 

each of the 9 years in Key Stages 1,2 and 3 (ages 5-14). This, for example, means 
that unit 6c is for the summer term for year 6. 

The main objective of the pack is to support delivery of the NC units using local 

resources based around the New Art Gallery, Walsall. The NC 2000, therefore, 

provides the structure via the termly topics that it proposes. It is felt that these provide 
a range of opportunities for pupils and that they provide a common starting point for 

8 



teachers of all sectors. The units are well documented for teachers and supported by 

suggested leaming outcomes, etc. 

1.4 Background to the Study: Conceptual Framework 

The process of working in partnership with CP and the New Art Gallery, Walsall and 

reflections on this, led to recognition of the emergent properties of such* partnerships. 
A need for greater conceptual clarity resulted in the proposed theoretical framework 

of 'edge effects' presented in chapter 6. 
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and Arts Practitioners' 

Chapter 2 An Overview of Art Teaching during the Introduction 

of the National Curriculum in Art 

The literature review highlighted a range of concerns for art educators. These 

concerns, particularly over the decline of history of art teaching, led to the 

development -of critical studies in art education. The introduction of the NC 

encompassed many of the aims of critical studies which formed part of AT2 

knowledge and understanding of art. It is considered that the learning difficulties 
displayed by SEN pupils may cause problems for teachers delivering and assessing I 
the knowledge and understanding of art. 

2.1 Before the National Curriculum: 
The Growth of Critical Studies 

Since the Second World War, the teaching of art history in secondary schools has 

changed. Its elitist image was unwelcome in the comprehensive era, and the nature of 
its traditional presentation with an academic bias was considered unsuitable for mixed 
ability classes. Many teachers were unsympathetic to the subject, having been taught 

as students that creative ability gained from practical art work was paramount. The 

majority of teachers were interested in 'creatively exploring' the practical aspects of 
the subject, resulting in the ambivalent attitude of teachers towards history of art and 
their subsequent reluctance to include it in syllabus planning, (Dyson, A. 1983, p. 38). 

Many teachers felt dissatisfied by the harrow approach of the old 'art history format' 

which used a didactic teaching to pass on factual knowledge and pass down 

judgements, but all too often failed to involve students or pupils (Dyson, A. 1987, 

p. 151). It had elitist connotations of connoisseurs studying technique, and dates, and 

using this knowledge to attribute works to various artists, then using this to produce 

coffee table books for those rich and educated enough to enjoy art. 
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For many teachers the feeling of intimidation may be the result of their own 

stereotyped and alienating introduction to the subject as a student. In their own 

education they were forced to rely on an inadequate framework of facts, having little 

understanding of historical method. Consequently, few teachers entered their careers 

0 with more than a rudimentary grasp of the history of art and architecture (Hughes, A. 

1981). Training courses for teachers emphasised the link of practical art work With the 

development of creativity, giving only desultory treatment of art history leaving the 

teacher unprepared, lacking the basic grounding, the confidence and the enthusiasm 
to tackle the subject of art history. The traditional approach to the study of the history 

of art was either unsuitable or difficult for the majority of school pupils because of its 

reliance on academic skills such as listening to a lecture-style presentation and 

notetaking. In this situation practical work came to dominate, reflecting a belief that 

knowledge could be gained through creativity and possibly even that the artist should 

not be asked or be expected to be able to verbalise about his work and his intentions. 

There are two possible reasons why art history and studio practice are often uneasy 
bed-fellows. Firstly, art historians are able and, all too often, willing to dispense with C; ) 

artists, playing down' the role of the initiator of the work in favour of the interpreter - 
C: 

the art historian himself. Secondly, art history that concentrates on works of genius or 
the highest standards is itself difficult to appreciate by the uninitiated without 
knowledge of the less illustrious and less skilful practitioners (Hughes, A. 1981). Even 

if there is some disagreement as to what is useful or important, Hughes 

acknowledges that there still remains a deep-seated belief that only through art 
history will a young person learn about the great art of the world. The acquisition of 
this type of factual knowledge is generally assumed to be part of what it means'to be 

educated'. 

M 

C: 

In the view of Hughes (1981) art appreciation is not gained from practice or learning 

art history, but rather by eliciting a response from being confronted directly with art 

works. Critical Studies embodies the belief that, whilst it is important for students to 

know about art because it. provides a general knowledge of our heritage, it is 

important to experience both past and contemporary work and be given the chance, 

after this confrontation, to decide on its value or the impact that it makes on the 

individual. This willingness to question is very much part of the new art history. How 
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an artwork relates to an individual, how it relates to its art history context and what it 

says about society all affect the personal opinion, which can ignore, recognise or 

avoid the opinions of the past. 

Dismayed by the prevailing negative attitude towards art history, Dyson (1982,1983, 

1987) and Taylor (1987,1988) championed the subject under the new guise of 

Critical Studies. Dyson (1982) recorded that the dissatisfaction many felt with the 

traditional structure of the subject was prompting a new approach to art history. 

Dyson noted a growing inclination among teachers of art to include in their courses a 

significant element of appraisal. Many opposed the notion of history of art, proposing co 
'appreciation', 'criticism, 'visual education', 'visual communication, 'cultural studies' 

0 and other terms to suggest something more liberal and unfettered by chronology. 

By 1987 Taylor was able to report that a considerable amount of school and gallery- 
based Critical Studies activity had been generated in the previous five years. 
Avoiding lists of dates and names presented in historical order within a lecture4ype 

teaching situation has given art history greater appeal to many art teachers. It has 

V approaches, topics enabled them to introduce a contemporary relevance, allo ing 

and methods of teaching that may be more suitable to mixed ability. This approach is 

also more suitable for those teachers with a poor grounding in the history of art. 

0 2.2 Devising a National Curriculum for Art 

Treacher noted the calls for greater accountability to be enshrined in future 

legislation. In this climate, teachers of the arts recognised that 'assessment was a 

vulnerable area' (1989 p. 213); 

C: Many in arts education acknowledge that articulating appropriate assessment 
and evaluation, rather than merely stating means of measuring attainment, 

W could and should provide the important justifying and validating principles for 
the arts in schools. (Treacher 1989, p. 213) 

Fair assessment had to take account of the many and varied experiences that occur 
in projects and continually adapt and extend criteria for judgements. Treacher, in 

publishing the results of a collaborative action research project (1986-1988) with 
teachers in Berkshire schools on assessment in the arts, stressed the concerns about 
a rigid assessment system: 
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Several teachers noted that they had to be alert to the unexpected or 
inadvertent, the spontaneous outcomes of the creative process. Assessment 
systems which acted as a blueprint and prespecified precise criteria could 
stifle novelty and serendipity. Amongst other things, the arts are about the 
unconventional, the unpredictable, and should not be captured in a model of 

, static aims and objectives. (Treacher 1989, p. 21 8) 

The National Curriculum Art Working Group was set up in July 1990 to advise on the 

contribution art should make to the school curriculum for pupils aged 5- 16 years. It 

was asked to make recommendations on what pupils should know and be able to do 

(attainment targets) and what they should be taught to help them achieve the 

objectives (programmes of study). In addition, they were required to provide guidance 

on a graduated scale of achievements for pupils of different ages (statements of 

attainment). These scales would be calibrated into ten levels and were intended to 

help teachers plan for continuity and progression and to identify both high attainers 

and pupils in need of extra help. 

In the Interim Report (DES, 1990) the group sought to reach a broad understanding of 
the nature of the subject and of current practice in schools, and offered valuable 
insights into the state of art education. In primary schools it observed that art was 

taught mainly by general teachers in a classroom. In some schools it was given 

regular periods of time devoted to specific teaching and learning in art. In other 

schools it was offered mainly in a supporting role, for example, illustrating topics. The 

Art Working Group concluded that, whilst a small number demonstrated outstanding 

work, the majority were adeqyate and a third of classes were poor. It reported that 

insufficient time was provided (on average pupils aged 5-7 were allocated 

approximately 2 hours per week while pupils aged 7-11 received approximately I 

hour 40 minutes), the work was poorly planned with tasks which lacked adequate 

challenge, with little attention given to the sequence of lessons or to progression and 

continuity. In many schools art had a low status and a low perceived value. The 

primary school teachers sometimes lacked confidence in making judgements about 

art and the criteria to use in its assessment. Some found it difficult to judge the 

relationship between the quality of the end-product and the processes used in its 

making. This led to a tendency to over-emphasise the productive aspects of art and 

design at the expense of the reflective and conceptual aspects. The report listed 

aspects of what it considered good practice which needed to be present in primary 

schools for good art education to take place. (See Appendix 2. ) 
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Secondary schools were reported to have at least one'studio' and a trained specialist 

teacher. Some schools had large art departments staffed by teams of specialists. 
Although background and training varied, appointments since 1974 were mostly 
honours graduates. Pupils were allocated, on average, 70 minutes per week for 11 - 
14 age range and 2.5 hours per week for pupils aged between 14 - 16 taking art 
GCSE. Work consisted of painting and drawing with some ceramics, printmaking and 
textiles. Apart from ceramics, there was little 3-dimensional work produced, teachers 

citing limited budgets as the reason. The Working Group indicated that it considered 
this lack of 3-dimensional work to be a weakness in the secondary art curriculum that 

needed remedying. The standards of painting were high but more variable in 

ceramics and textile work. Drawing was taught in all departments, but in some 

schools, not enough attempts were made to strengthen the links between drawing 

and painting or the function of drawing in relation to designing. Most schools gave 
inadequate attention to the appreciation and critical judgements of work by artists and 
designers. It was found that whilst artists were studied to enhance pupils' own 
practical skills, few designers were studied despite the importance of design in the 

world of work. GCSE has provided secondary schools with a structure which has 

proved beneficial to the subject's management, organisation and assessment. 

The Art Working Group confirmed the importance of 'Visual Literacy in developing 

the art curriculum and that young people need to be visually literate to operate 

successfully in society. The group believed that visual images enter everyone's life 
through the mass media. They carry information and ideas within popular culture, and 
are the vehicle for an exploration by artists and designers of the most complex human 
ideas, the values and the technology of their communities. 

In order to sustain its culture, each generation must learn to understand its 
received images and interpret them in the light of its own experience. it is also 
important that each generation understands the origins and purposes behind 
the art and artefacts of its own time, and measures them against works from 
the past and other contemporary cultures. (NC Art Working Group, 1990, p. 8) 

Young people who are visually literate, the Art Working Group believed, gain more 

control over their own work and are better able to understand, enjoy and discriminate 

between the images and objects that appear both in the familiar environments of 
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home and neighbourhood, and in less familiar places, such as galleries and 

museums. 

The Art Working Group (1990, p. 13) subscribed to the view that all foundation 

subjects are of equal importance in achieving a broad and balanced curriculum for all 

pupils up to the age of 16 and took the view that from age 5 to 16 art education 

should: 

0 enable pupils to become visually literate; to use and understand art as a form of 

visual and tactile communication; to have confidence and competence in'reading' 

and evaluating visual images and artefacts; 

(3) 0 
develop particular intellectual and technical skills so that ideas can be realised 

LOM and artefact produced; 

0 develop pupils' aesthetic sensibilities and enable them to make informed 

aesthetic judgements in art and design; 

0 develop pupils' design capacity; 

0 develop pupils' capacity for original thought and experimentation. 

0 increase pupils' capacity to enjoy and value the visual, tactile and other sensory 
dimensions of the natural and made environment; 

0 develop pupils' ability to articulate and communicate ideas, opinions, and feeling 

about their own work and that of others; and, 

0 develop pupils' ability to respond thoughtfully and critically to ideas, images and 

objects of many kinds and from many cultures. 

The Art Working Group (Dec. 1990, p. 15) recommended that art be taught with three 

attainment targets (Appendix 3), each to have an equal weighting providing a balance 
between what they considered three important aspects of the subject: achieving 
knowledge and understanding; developing practical capability, and investigating and 

encouraging visual perception and observation. The three proposed ATs were closely 

related and it was expected that pupils would undertake work related to more than 

one. 
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They are: 

* ATI - Understanding and Evaluating Art 

Pupils should be able to reflect upon and evaluate critically their own work and that of 

other artists, craftworkers and designers working in diverse cultures and contexts; 
develop the appropriate knowledge to engage in constructive discussion and practical 

> work; gain the necessary confidence to shape and demonstrate conclusions; 

AT2 - Making 
co 

Pupils should be able to use and understand the formal elements of art and 

processes of design; select, control and use materials and techniques so as to make 

and present images and artefacts with the appropriate level of sk ill; and, 

AT3 - Observation, Research and Developing Ideas 

Pupils- should be able to observe, analyse and record from first-hand experience; 
select and use a wide and culturally diverse range of references and resources as a 

means of gaining knowledge and developing their own ideas and perceptions. 

The Art Working Group felt that ideally art and design should be assigned a weekly 
time allocation of 2.5 hours (but if timetabling pressures made this impossible it would 

regret any move, for instance with combined courses, that would radically reduce the 

time available. ) 

The Secretary of State in his reply (Jan.. 1991) requested that the three ATs, which he 

did not feel were 'clear and simple', should be reduced to two. He requested that, in 

order to provide flexibility and choice for pupils aged 14 - 16, KS4 pupils should not 
be compelled to study art. Consequently the Secretary of State asked the Working 

Group to concentrate on building NC requirements for KS I-3. 

The NC Art Working Group delivered its final report (1991, p. v) and in the 

accompanying letter to the Secretaries of State stated 'the overwhelming response 
from those who have commented sustains our view that a two-way separation (for. 
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instance into 'making' and 'knowiing') would blur hopelessly several important 

distinctions. ' and again offered three attainment targets - ATI Understanding, AT2 

Making and AT3 Investigating. The Group expressed disappointment that it was not 

required a compulsory component for the 14 - 16 age range but recognised the 

constraints of timing. It recognised the need for in-service training courses: - 

... the crucial resource is able and confident teachers. We recognise that, 
especially for those primary teachers with little formal training in art, there are 
some aspects of the programmes of study which could be unfamiliar. (NC Art 
Working Group'1991, p. vi). 

2.3 The Introduction of Art in the National Curriculum 

In 1992, the National Curriculum Council (NCC) published the National Curriculum for 

Art which included Attainment Targets and Programmes of Study (PoS). The 

document entitled 'Art in the National Curriculum (England)' (along with Music and 

PE) completed the legal framework of NC Foundation Subjects. This was a complete 

revision of Programmes of Art Education for Key Stages I-3 (ages 5- 14) and 

provided ATs and PoSs set out by Key Stage along with examples, which were non- 

statutory, prepared by the Department of Education and Science (DfES). This was 

accompanied by a publication 'Art - Non-Statutory Guidance which aimed to help 

schools implement the NC order for Art and was written with the non-specialist 

teacher in mind. 

Art was to be taught in two Attainment Targets (AT1 and AT2): 

ATI - Investigating and Making - *the development of visual perception and 

the skills associated with investigating and making in Art, Craft and Design"; 

and, 

AT2 - Knowledge and Understanding - "the development of visual literacy and 

knowledge and understanding of Art, Craft and Design including the History 

of Art, our diverse artistic heritage and a variety of other artistic traditions, 

together with the ability to make practical connection between this and pupils' 

own work. " 

It is Attainment Target 2 that has formed the focus of the early stages of this research. 
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Attainment Target 2 
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The Unpacking Teachers' Packs (Clive and Geggie, 1998) report states that galleries 

and museums seem to support David Thistlewood's (1993) view (Jade V12 No3) that 

questions whether Critical Studies should be the servant to the 'making' aspect of art 
teaching; 

As is evident from their packs, many gallery and museum educators also take 
this view. This is not surprising when their gallery or museum remit obliges 
them to focus on exhibitions or artefacts as opposed to organising art-making 
sessions. They see Critical Studies, or AT2, as partners with making activities 
in an integrated whole, giving teachers ideas in practical activities in direct 
relation to gallery and museum visits. Believing that Critical Studies, is more 
effective when discreet or tacit, rather than explicit. 
(Clive and Geggie, 1998, p. 7) 

In the packs examined by the report, ideas for practical work were given usually to 

enrich the knowledge and understanding or critical engagement gained in an 

exhibition or display with many of the packs attempting to develop transferable skills 
of verbal discourse, analysis and speculation. The learning, involving reading, 
analysing, writing/ticksheets and art responses (looking at the work, reading 
information and background work about it, discussing what is happening or artists 
intention or success, producing artistic response) echoes a 'learning styles' approach 
offering a variety of learning experiences in order to help learning by either stopping 

pupils getting bored by varying work, or appealing to a range of pupils each with a 

preferred learning style (Multiple Intelligences etc. ). (Clive and Geggie, 1998, p. 7) 

2.5 Responses to the National CurriculuM 

The introduction of the National Curriculum reflected the growing acceptance of 

critical studies in art teaching. This encouraged art teachers to review existing 
courses, assessment techniques, teaching methods and provision of materials by 

highlighting what was considered good practice and suggesting methods for 

achieving it Teachers were expected to offer Key Stage 1-3 pupils a broader view of 

art and in addition to practical work, involve pupils with historical and contemporary 

artists, designers and craftspeople giving them an opportunity to develop 

understanding of the work and to produce a response and evaluation. 
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The National Curriculum for Art was introduced in September 1992. This 

gave, for the first time, a statutory basis for cultural and physical development as part 

of, what hoped to be, a broad and balanced curriculum that would prepare children for 

adult life. 

> At the same time, Taylor notes in the British Joumal of Special Education 

(1992, p. 53) that considerable changes in govemment thinking and attitudes had 

taken place since the introduction of the first core subjects (English, Maths and 

Science), The core subjects had been modified already and there were serious CIO 
concerns over curriculum overcrowding. He identified suspicions that the sequencing 

of core and foundation subjects indicated a three-tier system, which, through the 

order of introduction, indicated a perceived subject importance, which was to the 

detriment of art and music. On the other hand, Peter (1992, p. 84) argues, that the NC, 

with its aspirations for 'breadth and balan& improved the status of art; giving it 

recognition as a foundation subject in its own right and giving teachers the obligation 

to ensure quality learning by pupils and to achieve good standards. 

However the NC however seems to undermine the notion of "art for all' through its 

decision to only offer NC art for Key Stages 1-3 (ages 5-14). It suggested that public 

examinations should be used as the main method of assessing attainment at Key 

0 Stage 4 (ages 14-16) and that revised GCSE syllabuses will reflect the NC. Taylor 

(1992) is unhappy that both art and music are made optional for KS4 pupils. 

Peter (1992) was concerned about implementation as well and states that, whilst 
teachers are required to plan for progression and continuity in the artistic 
development of pupils, guidance within the documentation is limited and the scale of 
this complex task becomes apparent only when teachers try to draw up a curriculum 
map and programmes of study to deliver these requirements: - 

Teachers of pupils with learning difficulties in particular may experience the 
tension of translating essentially process-based open-ended PoS, into 
teaching objectives with clearly-observable, realistic outcomes, by which they 
may assess their pupils! progress in sufficiently small steps. Issues relating to 
teaching methodology have been removed from National Curriculum 
documentation. Whilst this is in one sense liberating, the non-specialist, 
generalist class teacher may find it problematic to know where to begin 
planning sufficiently challenging, developmentally appropriate activities for 
groups with diverse needs. (Peter, 1992, p. 85) 
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Teachers were expected to match these outcomes against end of key stage 

descriptions. The purpose of the NC document (1992) as a whole was to clarify and 

simplify what the teacher aims to achieve through their teaching but Peter believes 

that they may be difficult to understand: 

National Curriculum documentation contains terminology which, at first 

glance, may be bewildering if not deskilling for the non-specialist For 

example, what actually is progress in the art elements? What does it look 

0 like? How can teachers recognise it and plan for the creative development of 
all their pupils? (Peter, 1992, p. 86) 

Peter argues that the NC requirements should be demystified if teachers are to have 

access to professional development with appropriate training and guidance and are to 

be provided with adequate resources to deliver the curriculum. This is especially (D important in a climate that requires that teachers of art are judged for professional 

competency in their 8elivery of the subject by OFSTED inspectors. In an age where 

everything must be assessed Peter asks what constitutes progress: 

Is it being able to do things that are increasingly more complex? Or is it doing 
the same thing but better? Or the same thing but with greater awareness and 
understanding of the process involved? (Peter, 1992, p. 85) 

These difficulties were recognised by 'The Review of the National Curriculum' 

(Department of Education and Science, 1994) known as the Dearing report after the 

chair Sir Ron Dearing. Dearing (p. 67) confirmed a lack of clarity of the concept of the 

NC, reporting that many teachers were unclear how the proposed end of key stage 

statements should be used in art, music and physical education, particularly to help 

differentiate pupils! attainment. 

Another response to the NC was provided by Clement (1994). who summansed the 

findings of the research and development project 'Supporting Primary Art. this 

project had been established in 1992 with the intention of investigating the response 

of teachers in primary schools to the introduction of the National Curriculum in art in 

order to develop appropriate in-service training and support materials to address their 

difficulties and concerns. 

The respondents, in the study by Clement, recognised problems related to their own 
knowledge or their access to suitable resources. Those who were negative saw little 

value in undertaking the work involved in participating in the project, especially if 
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pupils are required to copy from prints of famous artists on display. For many the 

National Curriculum appears too prescriptive at the primary level as most primary 
teachers are unfamiliar with the information they are expected to impart. In his 

summary, Clement suggests that, although the majority of teachers welcome AT2, it is 

very evident from their comments that this new aspect of the national curriculum in art 
0 requires considerable in-service and development support for teachers and that 

schools will need to make significant improvements to the reference and library 

provision in order to be able to match the requirements of AT2. 

The five key areas where specific training needs were identified as: - 

I. training to develop methods and systems of monitoring and 
appraising children's progress and achievements in their work in 
art and design; 

2. training to teach children about the work of artists, craftsworkers 
and designers living in different times and cultures; 

3. training to help children place their own making of images within 
the wider context of work made by other artists and designers in 
different times and cultures; C; ) 

4. training to help children to reflect upon their own work and to 
develop the use of an art vocabulary; 

5. training to teach children how to use investigative drawing and 
research in support of their own work in two and three 
dimensional design. 

(Clement 1994, p. 18) 

Some of these concerns were echoed by the School Curriculum and Assessment 
Authority (SCAA) (1996) Who, in its initial findings on the delivery of the art curriculum 
based on the revisions to the Art Order (DES, 1995), suggested the need to monitor 
what resources teachers were using to support pupils learning about the work of 
artists, craftspeople and designers and how resources were being used to support 
effective teaching. Hughes (1997) questions how well the current teacher training 
methods prepare new teachers, suggesting that both teaching and teacher training 

are now measured almost entirely on the basis of competences. He saw this as 
narrowing the conception of the teaching of art, a loss of joy in the creative exercises 
in favour of a belief in the tick box. He reflects on a more relaxed Art Teachers' 
Diploma Course (ATD) of the 60s, which, whilst perhaps too esoteric, gave an 
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intellectual stimulus and a broad cultural base as well as time for discussion, debate, 

and the production of the students' own art and craftwork. He suggests the current 

PGCE courses are frenetic, offering little time to enter a serious critique of art 

education. 

The SCAA curriculum review (1996, p. 11) found that teachers have asked for 

guidance to assist in making an appropriate selection from the vast range of 

R possibilities when seeking to develop "an appreciation of the richness of our diverse 

cultural heritage. " 

Within teacher training, Hughes suggests: 
Students in training are understandably confused when they realise that a 
major part of the art curriculum (that related to knowledge and understanding) 
is ill-defined and unresolved (to put it politely), and that they are required to 
come up with both content and structure that at least notionally meets 
National Curriculum requirements. The sad truth is that the majority of 
students on ITT courses are ill-equipped to tackle critical discourse and 
debate. Fine artists know little of design and vice versa. Most enter art 
teaching largely ignorant of social or cultural debates in art and design, with 
an insecure grasp of the histories of their subjects. (Hughes 1997, p. 122) 

If teachers are unsure what they should offer their pupils in the study of major periods 

of art history in order to satisfy the requirements of the NC, Hughes (1997) also 

questions the suggested way of offering it in the classroom. He questions the 

acceptance that pupils' understanding and enjoyment of art, craft, and design should 
be developed through activities that bring together the requirements from both 

attainments targets. This, he argues, fails to recognise the mystery, spirituality and 
emotion present in much contemporary work that cannot be defined or contained by 

such a limited formalist framework, itself the result of the reductivism of initial teacher 
training echoed in the National Curriculum. Taking classes to a gallery or museum is 0 

the main way teachers can present a first-hand artistic experience to pupils. Without 

direct experience of art, teachers and pupils rely on what is read in books, magazines 

and newspapers, and this is often subject to shallow reviews or what is often the 

biased view of critics. 

Hughes (1997, p. 122) quotes Brighouse's view that the National Curriculum with its 

related assessment procedures, tends to advance the notion that simultaneous 
progress of pupils in year groups is both desirable and achievable. This would 
contrýst with the view of offering a personal curriculum designed to achieve breadth 
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and balance over time. It is my view that, because of the complex needs and 
difficulties shown'by SEN pupils, the range of ability and progress within a year group 
is likely to be more exaggerated and less predictable in a special school than a 

mainstream year group. Archer (1989) quotes teacher Martin Lewis of Birchbank 

Special School (SLD) on reactions to an Artists in Residency project at his school: 

The area that he believes offers the greatest opportunity is the Arts. 
'Accepting the considerable limits of the majority of Birchbank children 
automatically precludes them from work requiring literacy or numeracy skills. 
Also areas demanding only a reasonable degree of personal insight or 
knowledge would prove inappropriate! However the Arts, he argues, with 
their non-competitive ethos, allow common experiences to be expressed in 
highly individualistic ways. (Archer 1989, p. 98) 

Lewis believes that projects of this sort which have mainstream pupils working 

alongside SLID special school peers, embodied many goals of the traditional art 

curriculum: 
... imaginative thinking, working together, negotiation, decision-making, 
sensory experience, self-expression, cultural education, a sense of personal 
achievement/self-este6m, support for emotional development and 
communicating through a variety of forms. The practice of art also imparts 
such social and creative skills as listening to instructions, observing, making 
and presenting, some of them specific to the art form being used. These, he 
argues, underpin much of basic learning. (Archer 1989, p. 99) 

There are neglected aspects of the curriculum that, according to Lewis, can be 

delivered through the arts, including other perspectives children can gain about life: 

... living with the irrational, the enigmatic. These are just as important as the 
developed intellect. A balanced curriculum should reflect the needs of the 
whole child. (Archer 1989, p. 99) 

Lewis concurs that the marginalisation of these aspects of the art curriculuM are 
bound up with the: 

... inevitable process of quantifying, measuring and recording achievement 
which have been carried over from other areas of the school curriculum, and 
the tendency to see a break in artistic expression between a physical, 
expressive developmentally-young stage and a more conscious, rational, 
representational stage. (Archer 1989, p. 100) 

Archer concludes, that such an integration was valuable to all concerned and an 
example of good practice. It was difficult to set up with constraints on time, teachers 

and financial resources, but did represent a way that the spread of ability over a 
mixed group of pupils could work together. 
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Steers, the General Secretary of the Nation Society for Education in Art and Design 

(NSEAD), believes that any theoretical stance underpinning art education in English 

state schools is profoundly confused, defined by incoherent political and bureaucratic 

imperatives, driven by a spurious belief that curriculum and assessment 

developments can simply build upon examples of assorted existing good practice in 

schools (Addison and Burgess 2003, p. 19). What is said to constitute'good practice' 

is seldom contested, debated or defined theoretically but rather there is an 

assumption that such practice is self-evidently 'good': 

The problem with such pragmatism is that at best it leads to'uninspiring and 
slow evolutionary development and, at worst, to atrophy. Practice in art 
education has reached the point where the subject is in danger of becbming 
an anachronism. The vital energy required to jolt it forward is lacking so that 
the subject neither meets the needs of students nor keeps pace with 
professional practice. (Addison and Burgess 2003, p. 19) 

Steers notes, since the mid-80s, repeated attempts by working parties, examination 

boards and successive agencies addressing curriculum issues, including the QCA, 

that: 

... governments have sought once and for all to 'nail the jelly to the wall' 
through repeated attempts to define the content, aims objectives and 
assessment parameters and criteria for art and design. But there has been 
little new thinking and in reality much of this relentless process has consisted 
of 'repackaging' by means of repeated editing and precis of documents to 
make them fit the current template for all subjects. Thus the publication of 
Curriculum 2000 and the latest specifications for qualifications give the false 
impression that, at last, all questions of what constitutes good practice in 
schools have been resolved. (Addison and Burgess 2003, p. 20) 

it ýý 
Steers believes that this control exercised by government agencies stifles open 

debate and real progress. He believes a key concern of art teachers should be 

developing the creative potential of students but is sceptical of progress: 

As the curriculum is already boxed in by attainment targets, programmes of 
study and closely linked assessment procedures, it will be profoundly 
depressing if the 'solution' is to present schools with exemplary 'creative' 
projects and yet another template or framework to assess and report on the 
supposed competencies associated with creative behaviours. (Addison and 
Burgess 2003, p. 26) 

Whilst politicians' rhetoric emphasises the creative imperative Steers doubts that the 

education system they have designed encourages it: 

The problem is that it is possible to run an ostensibly effective and efficient 
art department and achieve exc6llent examination results by means of 
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assiduous teacher prescription and direction, where students are coached to 
replicate safe and reliable projects year after year. In this case, activities may 
be more re-creative than genuinely creative and often typify what has been 
described as 'School Art'. By contrast, creativity is allied with the pursuit of 
ideas that are the antithesis of such orthodoxy, ideas that may be innovative, 
radical and sometimes heretical or revolutionary. (Addison and Burgess 2003, 
p. 27) 

In The Arts Matter (RSA 1997, p. 12), Bolton states that whilst involvement in the arts 

can be beneficial to the quality of our lives 'the arts do not exist primarily for our 

comfort - to bolster up received wisdom, or our prejudices' and they do not sit 

comfortably with 'politicians and the state, private and public patronage, formal 

education, or conventional morality' underlining the uneasy relationship there may be 

between the arts and both governments and education: 

(D To have integrity and vitality in themselves, as well as to do those other 
secondary things. attributed to them, the arts must push and worry at the 
frazzled edges of the human condition ... We cannot expect arts that are going 
about such work to have perfect table manners, to be unfailingly polite to 
authority, nor supportive of the ways things have always been done. (RSA 
1997, p. 12) 

Steers states that greater flexibility is needed than present government orders allow, 
CD more investment is essential to develop 'philosophically sound, varied and rigorous 

new approaches and effective teaching and learning strategies' and that 

I governments have to learn to trust teachers and give them 'permission' to practice 
the 'risky thinking' that brings cultural education to life'. (Addison and Burgess 2003, 

p. 30) 

2.6 Exploring the Relationship between Making and 

Appreciating Art 

2.6.1 Exploring the Relationship between Making and Appreciation In the 

Art Class 

The views of Arthur Hughes, given at the Arts and Education Forum (1985) are 
summarised: 

For many years Art History has been taught by looking at the peaks in 
Western Art and has had very little obvious relevance to practical art activity 
in schools. This lack of interplay has led many teachers to discard the study 
of art in favour of practical work in which pupils make their own discoveries. 
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The findings of theoretical work into the direct and beneficial relationship 
between making art and contemplating it, which took place in America i. n the 
60s, has taken some time to influence the philosophy of art education in 
Britain. (Moreland 1985, p. 5) 

Dawtrey notes that Modernism has been dominant in contemporary art stating: 

Since the end of the last century, Modernism has arguably been the dominant 
force in the production of western avant-garde art. It has, however, 
throughout the period been subject to a variety of conservative and radical 
challenges. More recently, as so much debate and change has arisen in the 
wider world - about relations between man and woman, about relations 
between rich and poor countries, about relations between high art and 
popular culture, about notions of scientific progress and so on - many of the 
values assumed by the Modernist avant-garde have come under fundamental CIO 

scrutiny. (Dawtrey 1996, introduction) 

Many teachers of art, along with other members of the public, can find it difficult to 

read' modern art. Meecham and Wood note that those with no specialist knowledge 

of art and its complex histories can find it confusing: 

It is commonplace that works of art in the modem period often appear strange 
and difficult. As a result of this they have frequently been subject to 
scepticism and ridicule, for example in the tabloid press. (Dawtrey 1996, p. 1) 

Meecham and Wood believe the publicity given to the value put on various works of 

art from different eras is also difficult to understand: 

As such these sums of money seem to imply that the value of confusing and 
difficult modem artworks is on a par with the value of Old Masters, which 
many people feel they can understand and appreciate. The connection of 
modern art and money, especially when set against established ideas about 
art concerning skill, beauty'and value, can become mystifying and off-putting. 
(Dawtrey 1996, p. 1) 

Cn Meecham and Wood believe that understanding of this situation involves examining a 

ro ositio sim le n: p p p 

... as art itself has fundamentally changed in the modem period, so have 
ideas about it. These changes have involved ideas about the kinds of function 
art is b6lieved to have in society, as well as changes in the very types of thing 
which can be considered as works of art. These include paintings and 
sculptures which do not conform to traditional expectations about one of the 
most important tasks of works of art - to depict real things in the world - and 
instead present either distorted images of recognisable things, or completely 
abstract relations of shapes, colours and forms. (Dawtrey 1996, p-1) 

Meecham and Wood state that the materials out of which modem art was made have 

become more diverse: techniques of collage and assemblage; works incorporating 
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photography and images from the mass media; actual objects; debris and rubbish; 

mass produced modular units; and, work that was not permanent, perhaps recorded 

on film or photographs: 

Clearly it is very difficult to make sense of this variety of work if the only tools 
one has were developed to sort out a very different type of art: concepts such 
as skill, or genius, or beauty, or even pleasure. Much modem art seems to be 
about very few of these things, or about them only in oblique and negative 
ways. (Dawtrey 1996, p. 3) 

Lane suggests that contemporary art offers a plethora of possibilities, with this 

situation of pluralism a sign of health as much as of fragmentation (Prentice 1995, 

p. 96). Meecham and Wood note how the modern world is full of change: 

Dramatic change has been a kind of constant in the modem world. Viewed in 
this light the changes which have marked modern art have been no more 
profound than those which have marked modern literature or modem music, 
and certainly no more far reaching than the transformations which have 
characterised science and technology. (Dawtrey 1996, p. 7) 

But 'sight is a particularly powerful sense' (Dawtrey 1996, p. 7) and people are acutely 

aware of shifting nuances in visual fashion and style whereas the public may not be 

aware of such changes in other arts (a page of Samual Beckett looks like a page of a 

book by Jane Austen, the differences are only apparent when one reads it). 

In fact the unorthodox nature of some artist's techniques may be difficult for a modem 
I viewer to perceive: 

The concerns of artists, which are in turn part of the wider concerns of the 
society within which they operate, find their way into their art - through choice 
of subject and importantly how that subject is represented. 
(Dawtrey 1996, p. 46) 

Postmodern art education aims to move beyond the predominantly western canon 

making students aware of different cultures and societal groups: 

Through strategies of deconstruction students can understand how power 
impacts on the way images are represented art. In relation to gender, class, 
culture and even age, students can investigate artworks to reveal the values 
and meaning systems that underpin them. (Emery 2002, p. 69) 

Hughes suggests that teachers should make sense of taught information in terms of a 

child's own experience: 
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In the study of art this might include exploratory talks about the cost of a 
painting, how long it took, looking at the back of the canvas, linked to 
practical activities about the work, as an instrument of understanding. 
(Moreland 1985, p. 5) I 

Hughes believes most children come into school with little'cultural capital' or previous 

experience and commitment to art. Initially they need to have an overwhelming 

personal experience of the power of art, akin to a religious enlightenment, which most 

frequently happens in front of a work of art and which leads to a commitment to the art 

form and to further research into other examples of it (Moreland 1985, p. 5). A wider 

view is acquired subsequently, leading to discrimination and a search for background 

information: CID 

I By providing opportunities for illuminating experiences of this kind, teachers 
are encouraging a natural desire in their pupils to look at more works and (D learn background information, thus reversing the traditional way of studying 
art which moves from background to the work of art itself. 
(Moreland 1985, pp. 5-6) 

Hughes argues that the use of the media has changed the relationship with art: 

Television, which has helped introduce art to a very Wide public, has at the 
same time emasculated it by enforcing programme constraints. The intensity 
of direct experience of works of art cannot be provided by television. Unless 
efforts are made both by teachers and gallery administrators to intimately link 
practical and critical studies, art for school children will continue to have a C: 
limited, short term value. (Moreland 1985, p. 6) 

Television and new technologies have resulted in a new, fast-changing view of the 
LM 

artworld that is often difficult to keep up with even for people interested in art. Taylor 

(Taylor and Taylor, 1990, p. viii) quotes Michael Rothenstein talking about how his 

father studied at the Slade and that all the work he did subsequently was a 
development of the foundations laid as a student in a tradition that had a certain 

cohesiveness with respect for certain skills and values (like good figurative drawing). 

Rothenstein believes since 1930/40/50 this pattern has completely broken down. 

Reproductions in books. and films ensure we are more aware of achievements and 

values of diverse cultures and also know of ancient arts. This means artists are now 

capable of shifting viewpoints in a life that is segmented. 

Rod and Dot Taylor (1990) note that, in developing critical understanding and 
insights, a student can make use of a variety of first and second-hand sources, 'the 

study of first-hand material is of the utmost importance, but it is aided by the second- 
hand' (Taylor and Taylor 1990, p. 98). 
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Primary sources Include: 

Original art work seen in a museum, gallery, exhibition, studio, workshop, etc; 
Original art work on loan to a school or in a school's own collection; 
Visits and residences by practicing professional artists and craftspeople; 
Statements made by artists about their work (including comments made 
during workshop sessions), published or broadcast interviews, letters, 

manifestos, etc; 
The art work of other pupils; and, 
The art work of the teacher (Taylor and Taylor 1990, p. 98). 

(D Secondary sources Include: 

0 
Reproductions of art work in the form of photographs in books, postcards, 

prints, slides, etc; 

" Monographs, critical or appreciative studies in books or on film or on video; 

and, 

" General background documentary information which places an artisfs work in 

a social or historical context, including reconstructions or fictionalised 

accounts of artists' lives, methods of working, etc. in books, films or video 
(Taylor and Taylor 1990, p. 98). 

In secondary schools, pupils can be offered an experience that can be'fragmented by 

changes in subjects, sites, teaching styles, expectations: the way most pupils adapt to 

these discontinuities is remarkable' (Addison and Burgess 2000, p. 228). Addison 

believes that, as no curriculum subject is an entirely discreet or autonomous 

phenomenon, it is, therefore, one task of the effective teacher to help pupils make 

sense of their fragmented experiences by linking the'subject they teach to others in 

the curriculum: 

In Art and Design it is through critical and contextual study that a web of 
ideas can be constructed enabling pupils to unite the seemingly disparate 
approaches and dimensions of their lessons: technical, aesthetic, social and 
personal. This allows pupils to connect their work to the practice of others 
and to different areas of the curriculum. (Addison and Burgess 2000, p. 228) 

Addison states that the term 'critical and contextual' indicates a reflexive process in 

which making and understanding are held in a symbiotic relationship where both are 
responsible for the construction of meaning. A critical and contextual approach 
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enables pupils to investigate the function of their own and others' work, seeking 

meanings additional and complementary to those of immediate perception or personal 
judgement and demands a willingness to investigate art as a social and cultural 

practice inextricably bound to its historical contexts. He believes that, prior to NC2000 

when there were two attainment targets in art, 'knowledge and understanding' (AT2) 

was often interpreted at secondary level as art history: 

This was sometimes delivered in the form of a discrete and partial survey, an 
addition which, depending on resources: human, visual, textual and time, 
provided information and skills that pupils did or did not relate to their making. 
At worst it signalled an information-led marathon through the greats of 
Western art history divorced from other activities in the classroom: there is no 
way in which this type of survey can be said to be either critical or contextual. 
(Addison and Burgess 2000, p. 228) 

Addison believes that, whilst art history is a vital resource, it plays a different if 

complementary role to critical and contextual studies, and that art teachers should not 

use its methods as a sole method of enquiry: 

Responding to and investigating evidence of motivations prov ides you with an 
alternative to the orthodoxy of copying and pastiching canonic exemplars. 
(Addison and Burgess 2000, p. 229) 

Addison su ests the ra f t t l id i l d gg nge o con ex ua ev ence may nc u e: 

0 Determining factors such as environmental, social and political, 

cultural and spiritual, and personal and psychological; 

0 Common and relatively constant sources: the originating stimulus for 

making which may be natural or made, phenomenal or experiential 
(e. g. responding to light on water, bereavement or a commission); 

and, 

0 Representations, literal and symbolic that may be visual, textual, 

performative, artefactual or simulations. 

Addison believes that responding to and investigating motivations is vital as art 
without context becomes meaningless. He believes critical and contextual studies 
avoid the division in art education where there can be 'those who do' and 'those who 
think': 

It invites pupils to explore art as something personally and socially 
meaningful and, at some point and some level, requires you and your pupils 
to engage with the contextual and theoretical dimension of art... it is important 
that you develop this sense of the interrelatedness and interdependence of 
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the visualltextual, theory/practice continuums and the mediating role of 
language. (Addison and Burgess 2000, p. 229) 

Addison states that the use of sketchbooks have been widely adopted in artrooms to 

deliver critical studies, noting 'what is fast becoming an orthodoxy at KS3 and 
beyond, the 'transcription' and its companion the critical and contextual sketchbooW 
(Addison and Burgess 2000, p. 232). Pupils find out about artists for homework, 

recording their findings in their sketchbook, which is filled with 'found images, an 

eclectic mix of the popular and the canon, a multicultural and historical potpourri' 
(Addison and Burgess 2000, p. 232). Pupils copy from reproductions and, to a lesser 

extent, objects from galleries and museums: 

The book also includes art historical 'investigation', usually arbitrary extracts 
from popular texts quoted verbatim, or personal responses which, however 
heartfelt, lack even the most . rudimentary analytical method. They often 
contain impressive evidence of hours of patient copying and annotation and 
some pupils take the opportunity to explore, inventively, the potential of 
materials, but as evidence of critical investigation they are thin. What they 
provide is a 'look!, a collection of images that act as a sign for investigation 
which can be replicated from pupil to pupil and year to year. 
(Addison and Burgess 2000, p. 232) 

The sketchbook is often separate from their 'true' sketchbook, which contains 
drawings from life showing their environment. Art lessons are reserved for practical 

work, which, if it does include the study of an artist, involves copying and pastiche. 
The transcriptions are an extended. pi'ece of work, often copied from a postcard, 

enlarged through squaring up, allowing pupils to mix and match colours, consider 
formal elements in composition and imitate handling of paint. Addison believes, in 

addition to showing painting as the dominant mode of representational (albeit in 

photographic reproduction form), this decontextualises the artisrs work so that its 

original meanings and mode of production are ignored: 

The mimetic process is i, nnate; it is a fundamental method of learning... But 
the process of transcribing an image from a two-dimensional surface to the 
same is perceptually at odds with the process of representing the three- 
dimensional world in two dimensions; this is a process of transformation not 
transcription. Transcription is imitation of surface, outcome not process. 
(Addison and Burgess 2000, p. 232) 

deliver critical studies, noting 'what is fast becoming an orthodoxy at KS3 and 
beyond, the 'transcription' and its companion the critical and contextual sketchbook' 
(Addison and Burgess 2000, p. 232). Pupils find out about artists for homework, 

recording their findings in their sketchbook, which is filled with 'found images, an 

eclectic mix of the popular and the canon, a multicultural and historical potpourri' 
(Addison and Burgess 2000, p. 232). Pupils copy from reproductions and, to a lesser 

extent, objects from galleries and museums: 

The book also includes art historical 'investigation', usually arbitrary extracts 
from popular texts quoted verbatim, or personal responses which, however 
heartfelt, lack even the most . rudimentary analytical method. They often 
contain impressive evidence of hours of patient copying and annotation and 
some pupils take the opportunity to explore, inventively, the potential of 
materials, but as evidence of critical investigation they are thin. What they 
provide is a 'look!, a collection of images that act as a sign for investigation 
which can be replicated from pupil to pupil and year to year. 
(Addison and Burgess 2000, p. 232) 

Addison believes teachers of art can avoid this by working out how a discursive and 
critical approach helps pupils to develop their practical work by placing their practice 
in a relevant context by integrating the critical and contextual dimension as part of the 

planning of schemes of work. He suggests that, for ekample, in still life work most 
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teachers relate the displayed objects to well-known exemplars or invite the pupils to 

employ a favoured technique or approach (e. g. Van Gogh for application of paint, 
Matisse for colour). This encourages development of formal and imitative processes 
but does little to suggest the significance of the genre which has a long and varied 
history which can be investigated iconographically for its symbolic content and which 

contemporary art has extended to encompass sculpture, photography, the ready- 

made and installation approaches. Addison suggests teachers should explore ways to > 

integrate investigation, skills, knowledge and understanding by, for example, asking 

pupils to construct and record still lifes which explore a particular theme (e. g. 

necessity and indulgence, thrift and waste, popular and elite, transience and CO 
permanence): 

Choice of object is no longer exclusively formal as pupils set up and 
juxtapose objects in an attempt to construct meanings other than balance or 
colour contrast This is not to suggest that formal properties should be 
ignored, only that they should be used in conjunction with an objects 
symbolic or social significance. It may be that the constructed still life turns 
out to be the final outcome and that it is recorded in ways other than drawing 
and painting: e. g. photographed in different lights, or cast in plaster. 
(Addison and Burgess 2000, p. 233) 

Addison (Addison and Burgess 2000, pp. 236-8) offers through 'ways into the object: 
object based analysis' a set of questions that can be used to investigate the objects of 
art, craft and design. These list four types of methods to analyse works of art aimed at 
developing a critical approach to visual and aesthetic literacy: 

0 Initial responses. What are your initial resnonses 

* Empirical responses. Record your observations and cite evidence 
based around your description (what do you see? ), form (which formal 

elements are used? ) and materials and technigues (what is it made from 

and what processes'are used to make it? ) 

* Functional analysis. Patronage (who was it produced for? ), puroose 
(why was it made, what purpose did it serve and has that function 

changed? ) and 2rovenance (where was it originally, has it moved, where 
is it now? ) 
Contextual analysis. Art historical classifications (what is the art object 

about, what do its images/references mean and does it belong to an 
identifiable tradition or conform to a specific way of 
representing/making? ), contexts (how does it relate to its historical and 
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contemporary contexts and what are its relationships to broader cultural 

structures, including race, gender, class? ) and 
interpretations/significances (how do the various elements suggest 

particular meanings [semiotics], are there any hidden messages and how 

might changing site or function alter its meaning? ). 

> 
Sernlotics 

Addison believes that it is helpful to introduce semiotics, the study of sign systems, as 

a means of developing visual and aesthetic literacy. Semiotics provides 'the 

possibility of a unified method capable of addressing the interrelationship between CO 
the visual, verbal, aural and kinaesthetic modes provi 

, 
ded by multimedia technologies 

and sites'. '(Addison and Burgess 2000, p. 235) It is sometimes perceived as having its 

roots in linguistics and, therefore, deemed antithetical to visual phenomena. The 

theories of Peirce (Hoopes 1991) formulated a system for categorising images rather 

than words, separating the visual sign into three types: 

1. The icon refers to something through likeness, a similarity of forms: most 

representational art is iconic; 

2. The index refers to through association, perhaps through a relationship of 

cause and effect; and, 
3. The symbol refers to something through a code or rule that has to be 

learned. 

Not all signs are discretely iconic or indexical or symbolic; they may have components 
of all three. Addison suggests that identifying the occurrence and significance of 
these three types of sign in a work is a much quicker process than the 'ways in' table 
(above) and provides a framework by which pupils can bypass judgements of quality 
and taste and helps them by looking at the way in which meaning is constructed. 

Denotations and connotations 
In combining or juxtaposing signs further relationships are established producing 
meanings, which require interpretation, and Barthes (1965) suggests that meanings 
are of two types, the denoted and the connoted. 

1. The denoted is the clear surface meaning, whether literal or metaphoric. 
2. The connoted are those meanings which may be coercive (as in 
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propaganda or advertising) subversive (as in Dada or Pop art), subliminal or 

unconscious (as in all things that pretend to be natural or real but are in fact 

rooted in ideological and/or psychological values or dispositions). (Addison 

and Burgess 2000, p. 241) 

Comparative techniques 

Dyson (1989, pp. 129-132) suggests engaging pupils attention by inviting them to 

compare pairs of reproductions designed to focus on points of similarity and 
difference. He suggests six types of comparison may prove useful: 

0 Art objects/everyday objects; 

0 Different art objects with the same subject matter; 

0 Pupils' own work/appropriate art objects; 
LM 

0 Artefacts of different periods; 

0 Objects, texts, etc. of the same period; and, 

0 Art objects of a particular school or period. 

Binary Opposites C)) 
The techniques of presenting differences in the form of binary opposites can be used 
by teachers as a strategy because the resulting extremes stimulate lively responses. 
Addison says binarism is often adopted, usually as a stimulus for practical responses 
(e. g. inside/outside, natural/made, rich/poor) but critics suggest it has the effect of 
imprisoning investigation into a model dependent on conflict rather than cooperation. 

2.6.2 Three Models of Teaching Appreciation of Art using Works of Art 
Develo ed N ti lC i l p pre- a ona urr cu um 

1 ' i ' . Us ng Pictures With Children 

John Bowden, County Art Adviser for North Yorkshire, initiated a project which 
circulated works of art around the schools. Schools were encouraged to purchase 
works for their own permanent collections and commission artists to produce work for 

the collection along with preparatory materials and drawings to give an insight into 

creative thinking. 
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In this project several preferences became apparent: 

* Realistic work was most popular with twice as many teachers preferring it to 

abstract work. 

0 Colourful, bright works were considered more appealing than subdued colour 

schemes. Unusual or weird work was avoided. 

a 9 Many requests were for sculpture and strongly tactile work (Moreland 1985, 
> 

P-9). 

Bowden found resistance from teachers to using the original art works sent to schools 
for three reasons: 

Use of a painted still life (as opposed to direct observation) was seen as 
using second-hand stimuli. Bowden believes that as being the unique 

(D interpretations of artists, they should be seen as primary stimuli in the same 
way as photographs, magazines and other regular sources of imagery; 

The difficulty in measuring the development of additional critical skills beyond 
those attained with practical art work; and, 

The emphasis critical studies is seen to place on verbal skills to articulate 
responses enabling academically able pupils to succeed (Moreland 1985, 
p. 7). 

till i i l kill i H i f i l f th d ss cr t ca s s e accepts that the quest on o assess ng eve opment o e 

problematical however 'teachers are aware that they are not training artists but 

helping their pupils to use art to record and express themselves in the way artists do' 

(Moreland 1985, p. 8). 

In schools the works were used in many ways: they were copied, talked 
about, written about, practical work on colour schemes, subject or medium 
took place, some schools even related percussion music to them or 
introduced them into science projects or movement sessions. The works of art 
were used in two ways, firstly as the focal point for exploratory activities - 
discussion, writing; secondly as just one feature of a broader topic 
(environmental work), each approach having its own particular merits. 
(Moreland 1985, p. 9) 

The works of art were accompanied by support materials which had been developed 

by selected schools. These had been devised in a flexible way offering specific 

suggestions that could be further developed or enhanced. 

Some schools resisted using the support materials because they disagreed 
with their inherent philosophy (e. g. copying) or because they felt their ideas 
were better. This latter reaction is encouraging as teachers, by rejecting the 
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accompanying study materials, are stimulated to produce their own strategies 
for using the work of art (Moreland 1985, p. 9). 

Bowden recognises there is a danger that these learning materials could be followed 

rigidly or used insensitively. He envisaged continual monitoring to assess long term 

effectiveness of the project and identify necessary modifications and developments. 

2. The Critical Studies In Art Education Project, Drumcroon Education 

Art Centre and Artists In Schools Schemes 

Rod Taylor, Art Adviser for Wigan, has been active in three inter-related projects 
based around critical studies. 

The aims of the Critical Studies In Art Education Project are to make children 

aware of their cultural heritage and to encourage a critical appreciation of art: 

The main point about understanding is that a note is struck within the viewer 
bya work of art so in finding out more about the work, the viewer knows 
himself better. (Moreland 1985, p. 10) 

Taylor found that, all too often, schools rely on marking of practical art skills with no 

concern for personal responses and therefore concentrate on end product rather than 

process; 

Children interviewed repeatedly said they disliked doing exercises (e. g. 
colour squares) which did not allow them to contribute their own ideas and 
they could see no point in doing a series of disjointed projects which did not 
link together or to things in the outside world. The action knowiedge making a 
direct link between the child's interest and experiences is often missing. 
(Moreland 1985, p. 100) 

The Drumcroon Education Art Centre which is run by the LEA in Wigan specifically 
for use by schools, comprises of an art library to extend the range of art books found 
in school libraries, a gallery with a regular programme of exhibitions, a school loans 

service (lending artworks to schools) and it is also open to the public. Education staff 
run workshops for school parties based on the exhibitions which are originated at the 
Centre and selected with the idea of presenting accessible work which will generate 
ideas and questioning. 

Part of the process of understanding art is the externalisation of feeling by the 
artists. It is felt that children must come into contact With the artist and his 
materials. Therefore a scheme to second a teacher to become an artist in 
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residence at the Centre has been established and is now in its seventh year. 
(Moreland 1985, p. 10) 

Exhibitions are supported by previews for teachers when they can book workshops; 

the teachers receive a catalogue and preparatory notes and good advance publicity 

ensures interest. 

> 

3. The Artists In Schools Scheme 
0 
Mimi 

This scheme is seen as complementary to the primary experience of gallery visits and 

gives artists the opportunity to spend half of the time on their own work and half as 

communicators and demonstrators talking about their own or other people's work. 

Vivien Lovell, of the Won Gallery, Birmingham, notes a growing conviction in 

organising 'Artists in Schools' placements that, whilst they can be for one or two 

weeks, 5-10 week placements are more productive allowing the artists, teachers and 

pupils 'to settle in together and reducing the star turn syndrome' (Moreland 1985, 

p. 14). Mike Hill, Museum Officer at the Cleveland Gallery commented that 'art 

appreciation is a valuable activity as it democratises art whereas practical classes are 

C: elitist (Moreland 1985, p. 21). 

2.6.3 Teaching' the Appreciation of Art: The Impact of the National Curriculum 

Arthur Hughes comments about the introduction of the National Curriculum and 
Attainment Target 2, 'A criticism of the model of critical studies ... is that it stresses 

Cn 
the importance of knowledge at the expense of understanding' (Hughes 1993, p. 3). 

He believes that the emphasis in the NC tends to be on 'school knowledge' rather 
than 'that more personal and meaningful form of understanding known as'action' or 
'real' knowledge' (Hughes 1993, p. 3). 

Implicit to the way that the art curriculum in English schools was conceiVed by 
the National Curriculum Council is a concept of art history that implies the 
need to teach a certain prescribed and unchanging body of information about 
art of the past. Emphasis is on a linear, causally deterministic model of art 
history based upon 'standard' epochs of Western art and the work of 
influential artists who exemplify these periods (Hughes 1993, p. 3). 
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This has, Hughes believes, led to new orthodoxies. In schools 'young people are 

reverting to the time honoured practice of copying and parodying works of art - or at 
'east reproductions of works of art' (Hughes 1993, p. 3) and a small approved canon of 
influential artists is used. Those studied are mostly the Impressionists and Van Gogh 

because their images are related directly to people's own experience, there is a 
terrific feeling of familiarity and safety and we all know enough to enjoy them. 
Landscape paintings are often studied, and, because they do not have figures in 

them, avoid questions of narrative and meaning. Hughes believes this ignores the 

challenge of contemporary art as well as conventions and forms we find in art from 

other cultures. Teachers seem at ease with art whose impact is blunted by time and 

exposure, leading to study of 'great' artists and work that was radical and challenging 

a hundred years ago, but is now 'stripped of everything except a kind of residual 

sediment of its original meaning or significance' (Hughes 1993, p. 4). 

Current orthodoxy tends to avoid the more difficult issues surrounding a work 
of art - matters of race, gender, politics, ethics etc. in favour of a much more 
formalist and traditional approach that seeks to induct into what in the 
National Curriculum is termed the 'principal features of our heritage. ' 
Hughes 1993, p. 4) 

Hughes believes critical studies requires analysis, speculation and debate and can 
also include visual experimentation. enquiring into ideas, techniques and approaches; 

The mere aping of the superficialities of style, technique or subject matter is 
not in itself a critical or necessarily reflective activity. Although it may be a 
necessary or helpful initial mode of engagement with a work of art, craft or 
design: its principal function being to place the concept of a painting, 
sculpture or building in a child's mind. (Hughes 1993, p. 4) 

Sometimes it may be beneficial to consider art that is not considered 'grear but is 

accessible to the viewertlearner. Viewers may be 'moved' by universal themes or 
contemporary issues that they may relate to their own lives and may benefit from 
being confronted by these issues in contemporary artwork before issues of 
'greatnesscan be considered. Norman Binch (1993, p. 1) states; 

The National Curriculum is far from 'broad and balanced' and art, music and 
PE were disadvantaged through being the last subjects in its development. In 
addition all other subjects are required to work to prescribed content. One 
consequence of which seems to be a return to didactic teaching methods and 
passive learning, with an emphasis on cognitive rather than affective modes 
of behaviour. Art is one of the few subjects in which children can still 
experience a true ownership of their work and learn by imaginative, risk- 
taking in properly controlled conditions. (Binch 1993, p. 1) 

also include visual experimentation enquiring into ideas, techniques and approaches; 

The mere aping of the superficialities of style, technique or subject matter is 
not in itself a critical or necessarily reflective activity. Although it may be a 
necessary or helpful initial mode of engagement with a work of art, craft or 
design: its principal function being to place the concept of a painting, 
sculpture or building in a child's mind. (Hughes 1993, p. 4) 

Sometimes it may be beneficial to consider art that is not considered 'grear but is 

accessible to the viewer/learner. Viewers may be 'moved' by universal themes or 
contemporary issues that they may relate to their own lives and may benefit from 
being confronted by these issues in contemporary artwork before issues of 
'greatnesscan be considered. Norman Binch (1993, p. 1) states; 
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In looking at classroom strategies, Hughes calls for the need to slow down, to stop 

and allow pupils time to think: 

As teachers, wherever and in whatever capacity we teach, we spend a great 
deal of time explaining things - often to little good effect. Far too infrequently 
do we allow our pupils and students time to explain things in their own terms. 
(Hughes 1997a, p. 7) 

Pupils must feel free to speculate and hypothesise: 

To interrogate or question an image is to search actively for meaning and 
search for some kind of 'answer from the image or object which is the subject 
of our interrogation. Interrogation, in some form, is a necessary prerequisite 
to both knowledge and, more important, the purpose of knowledge - 
understanding. (Hughes 1997a, p. 8) 

Hughes believes this interrogation can take a variety of forms 'from the purely visual 
through to different modes of verbalisation' (Hughes 1997a, p. 8). Copying can make 

us see more: 

The act of copying, or pastiching, can, when adequately supported by the 
good teacher, necessitate an active searching for equivalents to the artist's 
marks, colours and shapes. Far from necessarily being a trivial activity it can 
be an important device for holding a young person in the presence of the 
image for a sustained period of time - something in excess of the 4-6 
seconds which we know most gallery goers devote on average to each work 
seen. (Hughes 1997a, p. 8) 

Some copying can be useless or pretentious, when it disguises limitations of 
imagination, when children are engaged in the mundane copying of prints in an 

unimaginative manner and have little opportunity to apply the knowledge gained to 
the creation of their own images. Often older pupils are encouraged to interpret the 

work of other artists in their GCSE examination work. Historically it is a way of 
learning technique, the younger Michelangelo, for example, copied Giotto. Hughes 

quotes the experience of Alumwell infants' school where practical activity is 

embedded within language teaching: 

The children are encouraged to come to an understanding of the concept of 
an artist or craftsperson. The practical work is a lens through which children 
can be helped to explore ideas, materials and techniques and a range of 
images. Interrogation is a fully integrated activity. (Hughes 1997a, p. 8) 

For the teacher, attempting to plant the concept of the work of art into the learner's 

mind, both visual and verbal interrogation can aid this process: 
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Meaningful interrogation implies both sustained and concentrated looking and 
a willingness and confidence to engage in exploratory talk. We are trying to 
put the work of art or the concept 'work of Art into the learners mind. 
(Hughes 1997a, p. 9) 

Children need to be given both opportunities for discussion and opportunities to be 

Wiwi creative: a common failing is to demand little understanding in the arts and avoid 

> discussions of them. There is an older teaching strategy in which 'the teacher as 
sharer of enthusiasms' (Hughes 1997a, p. 10) sharing experiences with the learner 

rather than trying to impose a 'correct' viewpoint. Hughes (1 997a) considers this view 

Wiwi out of fashion in the UK where 'the transmission of certain 'absolute' cultural values is 
being vigorously proposed at the expense of more relativist stances' (Hughes 1997a, 

P. 9): 

(D The important factor in all this is that at every level, the learner is helped to 
take responsibility for the adequacy of his or her own thinking (ie reflecting on 
what it is they do not understand). In the art room exploratory talk can be 
sustained by doing (helped especially perhaps by the use of rough books, 
journals and sketchbooks) and vice versa - although my personal view... (is) 
we are far too obsessed with 'making' in art education and too little concerned 
with construing meaning from images and artefacts... ' (Hughes 1997a, p. 10) 

Hughes believes we must challenge pupils to communicate their viewpoints so they 

can be publicly tested, explaining to others who may not see what we see, and that 
this communication is crucial to forming our own understanding: 

One of our aims is to sanction experiment; to encourage (at times), the 
0 making of an enjoyable mess. The teacher is a facilitator who does not and 

must not give the children a preconceived view or supposedly 'correct' 
'reading of an image. If we do this, the knowledge gained remains what 
Douglas Barnes termed school knowledge. We are looking for the 
development of action knowledge, which is the assimilation of knowledge to 
ones own purposes - something rarely talked about in todays thrust to turn 
education into a grad grind world dominated by the view that learners are 
empty vessels into which we pour facts. (Hughes 1997a, PA 1) 

Hughes quotes a discussion about Barnett Newman paintings that breaks up the 
formal elements of his work, analysing the colours, stripes etc: 

nmýý Detailed talks about pictures either forensically like this or. by means of 
metaphor and analogy, frequently involves the use of social skills in the use 
of language for learning, and usually leads to aspects of a work becoming 
apparent which had no meaning for the learner before they attempted this 
concentrated questioning. Discussion can restructure their perception of the 
image. (Hughes 1997a, p. 12) 
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Visual interrogation should be an attempt to get below the surface, an insight into 

processes, developing a propensity for investigation and a readiness to communicate 

with confidence. 

Downing and Watson (2004) note that teaching and learning take place in two distinct 

contexts: the educational system, defined by timetables, resources, space and 

expertise, and the wider art context defined by, amongst other things, market forces, 

social changes, media coverage and the artists need to explore and expand 
boundaries. This has resulted in both gradual and rapid changes to the body of art 

produced over the centuries and has generated almost limitless possibilities for what CO 
could be studied in school: 

The choice of what should be studied and how it should be studied have 
generated warm debate for many years. Learning the craft of making art, 
learning about art and learning through art have all co-existed for some time, 
although sometimes uncomfortably. It is perhaps surprising then that little 
research has taken place concerning the actual content of the art curriculum 
as taught in schools. (Downing and Watson 2004, p. 1) 

Referring to secondary schools they note that, whilst the National Curriculum and the 

examination syllabuses specify learning areas and objectives: 
C; ) 

... school art departments and individual art teachers have considerable 
freedom in determining the details of what their pupils will study and 
experience in their art lessons. They decide what media their pupils will 

C: 

explore and which artists, art forms and cultural references are studied or 
used as examples in art lessons. (Downing and Watson 2004, p. 1) 

Downing and Watson concluded that the NC requirements and associated guideline, 
M including OCA documentation, 'can be seen, to an extent, as the defining 

documentation on what school art is' (Downing and Watson 2004, p. 3). They note 
that both GCSE and QCA documentation tend to be 'objective-based rather than 

content and foci specifid and the consensus within literature is that 'time limitations 

were causing the arts to be taught through knowledge and skill-based, with the 
distinct possibility that more conceptual approaches and notions of creativity were 

M being neglected' (Downing and Watson 2004, p. 3). 

Downing and Watson note how perceptions of the enabling or inhibiting effect of the 
National Curriculum have changed since 1988 when the art curriculum has been 
taught in secondary schools in the context of the NC: 
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"In the earliest days, while the art teaching community was encouraged that 
art had been included as a subject, this response had been moderated by the 
fear that a level of prescription might inhibit teachers' ability to define what 
was taught and in what way. The initial reaction of fear of prescription was 
ameliorated after the Dearing Report (1994), at which point the prescribed 
'canon' of artistic examples for each of the art forms was dropped, and the 
present position of defining attainment targets, rather than delivery methods, 
became the preferred approach. " (Downing and Watson 2004, p. 54) 

Their report noted a majority response (75%), of teachers interviewed commented on 
the'enabling quality of existing curriculum requirements' (Downing and Watson 2004, 

p. 54). They noted that: 

... the orthodoxy of skills teaching in the early secondary years apparently 
CU 

-pervades 
all schools and therefore reflects a national assumption that this is 

the appropriate progression for learners. The most common departmental 
approach, having the greatest impact on curriculum content, was that of (D focusing on the acquisition and development of skills during key stage 3, 
leading to more exploratory work and greater 'independent learning', in key 
stage 4! (Downing and Watson 2004, p. 57) 

This seemed to confirm to findings of the QCA investigation of whether creativity 

could be promoted through the national curriculum. The project confirmed that many 

Cn 
teachers can and do foster a learning environment that promotes pupils, creativity: 

They do teach creatively and enable their pupils to achieve creative 
responses. However, they need to feel confident in themselves and in their 
teaching skills and subject knowledge. Teachers also need to be convinced 
that they have permission to be creative as teachers and that they can decide 
when this is appropriate. (Tallboys 2003, p. 5) 

M NiiiiiiII1111111111 The author of this research taught art at a special school to both primary and 
secondary age groups and was, therefore, keen to include all sectors as respondents 
to the questionnaire. This would enable a comparison to be made of the difficulties 
found in special schools compared to those found in the mainstream primary and 
secondary sectors. The literature survey therefore included an overview of children 
with Special Educational Needs (SEN). 

2.7 Children with Special Educational Needs 

2.7.1 
. 

Special Educational Needs (SEN) 

The 1993 Education Act required the Secretary of State to issue a Code of Practice 
(DfE, 1994) giving practical guidance to Local Education Authorities (LEAs) and 
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schools on their responsibilities towards children with SEN. The Code of Practice 

stated that it has been estimated that, nationally, approximately 20% of the school 

population will have special educational needs at some time during their school 

career, ranging from those needing a little extra help to those with more serious 
learning difficulties. Most of these needs are met by mainstream school, with outside 
help if necessary, leaving around 2% of children with SEN of a severity or complexity 
that requires an LEA to determine and arrange the special educational provision for 

the child by means of a statutory statement of SEN. 

The Code offered criteria for deciding to make a statutory assessment. Evidence is 

required of the child's academic attainment with key indicators provided by the results 

of assessments and tests in the core subjects of the NC. These test results should be 

understood in the context of the attainments of the child's peers, the child's progress 

over time and, where appropriate, expectations of a child's performance. Regard 

should be given to teachers' recorded assessments of classroom work, the outcome 

of individual education plans (lEPs) and any portfolio of work compiled to illustrate 

progress. Evidence of non-academic factors such as health problems that lead to 

recurrent or significant absences from school; difficulty concentrating; ability to 

participate in a full range of curriculum activity; sensory impairment; speech and 
language difficulties; poor school attendance; home circumstances, or, emotional and 
behavioural difficulties. 

The Code does not assume that there are hard and fast categories of SEN, but 

suggests the folloWing areas of need: 

1. Learning difficulties. Children YAll have difficulty acquiring basic numeracy and 
literacy skills and many will have significant speech and language difficulties. Some 

may have poor social skills and may show signs of emotional and behavioural 
difficulties, possibly with withdrawn or disruptive behaviour, difficulties in establishing 
and maintaining balanced relationships with fellow pupils or adults; and a marked and 
persistent inability to concentrate. There may be evidence of impaired social 
interaction or communication or a significantly restricted repertoire of activities, 
interests and imaginative development; 

2. Specific learning difficulties (for example, dyslexia). Children will/may show 
significant difficulties in reading, writing, spelling or manipulating number which are 
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not typical of their general level of performance. They may gain some skills in some 

subjects quickly and demonstrate a high level of ability orally yet may encounter 

sustained difficulty in gaining literacy or numeracy skills. They may show evidence of 

clumsiness; significant difficulties of sequencing or visual perception; deficiencies in 

working memory; or significant delays in language functioning. Such children can 

become severely frustrated, showing evidence of emotional or behavioural difficulties 

by examples of withdrawn or disruptive behaviour, an inability to concentrate; and 

frustration or distress in relation to their learning difficulties; 

3. Emotional and Behavioural difficulties (EBD). These difficulties may result from 

abuse or neglect; physical or mental illness; sensory or physical impairment; or 

psychological trauma. The difficulties may arise from or be exacerbated by 

circumstances within the school environment and may be displayed in unpredictable, 
bizarre, obsessive violent or severely disruptive behaviour. The difficulties may 

become apparent in a wide variety of forms such as preoccupation with eating habits, 

substance or alcohol misuse, school-phobia etc. The children may be unusually 

withdrawn, lacking confidence and unable to form purposeful and lasting relationships 

with peers and adults; 

4. -Physical disabilities. These may be the result of an illness or injury which may 

have short or long-term consequences or may arise from a congenital condition. 

Some children with physical disabilities may have sensory impairments, neurological 

problems and learning difficulties. They may be unable to take part fully in particular 

aspects of the school's curriculum without close adult supervision and/or substantial 

adaptation of teaching materials or the environment. There may be significant self- 
help difficulties in, for example, dressing, toileting or feeding. 

5. Sensory impairments. 

a) Hearing difficulties. - Hearing loss may be temporary or permanent and may place 
the child under stress, with associated withdrawn or frustrated behaviour. 

b) Visual difficulties. These may range from relatively minor and remedial conditions 
to total blindness. Some children are born blind, others lose their sight partially or 

completely as a result of accidents or illness. 

Both of these may impair emotional or social development, access to the curriculum, 

ability to take part in particular classroom activities or participation in aspects of 

school life; 
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6. Speech and language difficulties. These will have been identified before a child 

reaches school and may impair their ability to participate in the classropm, have 

serious consequences on academic attainment and give rise to emotional and 

behavioural difficulties. The child's communication difficulties may impede the 

development of purposeful relationships with adults and/or fellow pupils; 

7. Medical conditions: - Some medical conditions will affect the child's progress and 

performance intermittently, others on a continuous basis throughout the child's school 

career. Drug therapies may compound the problems of the condition and have 

implications for the child's education. There may be periods of hospitalisation and 

emotional and behavioural difficulties related to their conditions, the associated 

restrictions on everyday living and the nature of the treatment required; 

Where the child's learning difficulties and/or disabilities are significant and/or complex 

and have not been met by relevant and purposeful measures taken by the school and 

external specialists, they may call for special education provision which cannot be 

provided reasonably within the resources normally available to mainstream schools in 

the area. Then the LEA should consider the case for a statutory assessment of the 

child's special education needs. 

The school that I teach at provides for pupils aged between four and nineteen years 

who have moderate learning difficulties (MLD). However 80 per cent of pupils have 

additional needs, including autism (12 per cent); speech and language difficulties (44 

per cent); and behavioural difficulties (17 per cent). The majority of pupils are from 

areas of high social deprivation and with 108 pupils on the school role, 50 per cent 

are entitled to free school meals (FSM) and 12 per cent of pupils are from homes 

where English is an additional language. 

2.7.2 Teaching Art to Children with Special Educational Needs 

The National Curficulum Art Working Group (DES 1990) stated that, as with all other 

pupils, art and design can make a valuable contribution to the education of p, upils with 

special needs. Pupils will derive much benefit from focused experiences in a wide 

range of materials, media and processes, and these experiences can raise their self- 
confidence and enrich their attitudes to themselves and other people. The Working 
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Group considered that art and design education has Na particular significance' for 

those with physical, sensory, emotional and behavioural difficulties as it does for 

those with special talents ("artistic giftednessm): 

All SEN pupils benefit from: - 

a) recognition of differences, and the matching of appropriate activities to 
individual education needs. > 

b) opportunities to develop their abilities at their own pace. 

c) support at individual teacher and institution level to value and nurture self- 
esteem by helping them to experience success. 

CO (The National Curriculum Art Working Group, 1990, p. 1 1) 

The Working Group (DES 1990, p. 15) suggested a model for pupils evaluating their 

drawings and those of other artists that might be useful for educating SEN children. 
Until pupils have gained sufficient experience to make informed judgements, they 

must proceed intuitively by simple likes and dislikes rather than by knowledge and 

reason. As the pupils get older, this process should be complemented by the study of 
Art and Design history, aesthetic theories, and the social, economic, religious and 

cultural contexts. Such study needs skills and understanding. Pupils need the 

capacity to 'engage' with an artefact: i. e. be willing to devote time and energy to 

perceiving it, responding and relating to it, to the point of being able to describe and 
feel something for it. 

The NC document for Art (DES 1992) made provision for alternative means of 

meeting the requirements of some of the attainment targets when necessary for pupils 

with identified SEN. It was not envisaged that it would be necessary to modify the 

requirements or to disapply SEN pupils from the requirements. Departure from the NC 

was to be decided in the light of educational, medical psychological and other 

evidence about the pupil including the views of the parents. Temporary disapplication 

or modification of NC requirements can be allowed in two circumstances: 

Pupils with short-term problems perhaps because of illness; and 

Pupils who may be assessed in order to make or amend a statement of SEN 

giving longer-term exemption from the NC. 

The NC document (DES 1992) offered some suggestions for teaching art to SEN 

pupils. It suggested that art enables children with special needs of all kinds to 
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develop a capacity for self-expression, to develop positive attitudes, and to 

experience success and satisfaction in art. It suggested a range of methods of 

support to enable them to achieve full access to the art curriculum. Teachers need to 

consider: 

* Offering a range of tactile experiences when pupils with visual impairment 

are investigating and making; 

* Adapting tools and equipment for pupils with physical disabilities; 

* Encouraging pupils with speech and language difficulties to use art as a 

means of expression; 

How pupils with learning difficulties will make progress in art; 

How pupils with emotional problems can express themselves through art. 

(National Curriculum Art -NCC Non-statutory guidance, DES 1992, p. F2) 

2.7.3 Summary of Literature Review 

2.7.3.1 Teaching 

Many teachers of art find it difficult to teach the AT2 Knowledge and Understanding 

with confidence. They may feel that they need some training or further training in this 

particular aspect of art. If this is the case do they ignore it, concentrating instead on 

producing practical artwork; spend more of their time on the rest of the curriculum 

demands: or bring in help? The emphasis on process and intentions in pupils' 

workbooks implies an organised, logical approach to the production of art - is it fair to 

expect clarity of thought from pupils if it is not present in the subject teachers? Do 

teachers need more experience of art processes (e. g. clay, printing etc. ) if they are to 

be expected to discuss the work of artists, designers and craftspeople. 

Is sufficient money available for resources (e. g. prints, videos, CDs, books) and In- 

service training for the critical studies element of the art curriculum. Is there the desire 

to make them a priority? What art training have teachers had? Has art training 

changed since the introduction of the National Curriculum? Is there a perceivably 
different understanding of and attitude to art and art history between specialist and 

non-specialist art teachers? 
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How do local education departments monitor and evaluate the relationship between 

national policy and classroom practice and are they able to offer support if needed. 
What use is made of local resources such as museums and art galleries? 

2.7.3.2 Clarity of Expectations 

The AT2 is vague and unhelpful. The targets need clarification and help needs to be 

given as to, how understanding is demonstrated by pupils. In the OFSTED report 
'Special Needs and the National Curriculum' (1991-2) one of the main findings was 
that, in most schools, teachers in their delivery and assessment of the NC, were 
recording the work covered by pupils by referring to Attainment Targets but few were 

using Statements of Attainment effectively to asses each pupils work. Change is 

unsettling and often stressful. If teachers are expected to deliver something about 

which they feel unsure or for which they lack resources, it will, without some support, 
lead to a sense of frustration. 

2.7.3.3 Delivery 

There is a belief in the National Curriculum that knowledge will feed creativity and 
place school art in a real art context. Is there a body of knowledge that should be 

taught? Should images and examples of artists be chosen to uphold the liberal 
issues that permeate the NC (e. g. equal opportunities, gender, multi-cultural etc. ) and 
the ethos of the school? How will artists and images be chosen; in what order will they 
be offered to pupils; and will the order that they are offered have any effect? Is the 

critical studies element aiming to educate pupils to be aware of the pressures and 
influences that cause them to reach a conclusion? Finding satisfactory criteria to 

evaluate art work can be difficult. This is particularly true in contemporary work which 
can challenge convention, shock or try to be novel and, thereby, confuse or alienate 
the viewer, leaving a sympathetic attempt at understanding defeated or unrewarded. 
Would an understanding of the different types of criticism be useful to teachers and 
pupil in order to give the subject more depth and rigour? 
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Art is a means of communication which does not necessarily involve written or spoken 
language and allows SEN pupils to develop their self-expression. In a curriculum that 

demands demonstration of Knowledge and Understanding, special needs pupils may 
be denied full access to a subject in which they could once compete on a par with 

mainstream pupils, not restricted by the difficulties they had with oral, verbal or written 

work. Do these difficulties pose particular problems for delivery or assessment? 

2.7.3.5 Delivery and Good Practice 

To what extent is the teaching of Knowledge and Understanding taking place? How is 

it delivered and assessed? What methods should be used for the successful teaching 

of the knowledge and understanding of art and is there a need for modification of 
these methods for use mdth SEN pupils? Is it preferable to offer the history of art in 

chronological order or by a scatter-gun approach? Is it better to offer it as part of a 
topic or as a separate exercise? How do teachers view the status of art; has this 

impression been changed by the introduction of the National Curriculum; and is there 

a noticeable bias towards AT1 (Investigating and Making)? It is important to realize 
that the way tasks are worded or constructed can make them more or less accessible 
to the whole range of students. The students must be assessed in a way that allows 
them to show their abilities fully. What stimulus material is used to engage pupils and 
is there something valuable in stretching the less able? 

2.7.4 Evaluating Projects 

This section aims to define evaluation and consider what types of information need to 
be collected in art-related, partnership projects. Initially it considers a more general 
view of evaluation but then considers a number of issues that relate to pupils with 
special needs. 

Terms like 'research' and 'evaluation' can be an unhelpful form o*f jargon for people 
who are not research professionals and may need addressing. Research means 
gathering information to find answers. Answers can be found. by asking, reading, 
watching or counting. 'Asking people' can include surveys using structured 
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questionnaires that gather views or opinions, part-structured interviews and 

participatory research methods. 'Reading things' can include project monitoring 

records, general project records and sometimes published material. 'Watching 

people' can include various observation techniques and 'counting things' refers to 

quantitative research methods, either statistical records or structured questionnaires 
that gather facts. Recording the information can be done using various options to 

record responses including questionnaires, note taking, tape recording and 
> 

photography. These recording methods can be conducted either (or both) during or 

after the project and the findings may be brought together to be presented in the 

CO various forms including a report, press release or a verbal presentation. 

(D 2.7.4.1 Evaluation 

Evaluation is an area that causes some confusion because there are many definitions 

and types of evaluation. Simply evaluation is to put a value on something. It is a 
learning and management tool, assessing what has taken place in order to improve 

future work. 

Evaluation can achieve three things: 

1 T d t t l k fi . o emons ra e success or ac o t. 

The results may define or measure how far the objectives of a project or 
programme have been achieved, and to what extent success has been 

achieved from the perspective of key stakeholders and 'in terms of external 
standards. Judgements against external standards may consider how 
efficiently project money has been spent or how far the group are meeting 
external guidelines. 

2. To improve practice. 

Evaluation can aim to improve practice at different levels, to improve practice 
within the project; to contribute to a body of knowledge in the subject area; or 
to influence policy which will create a more supportive framework within which 
future projects will operate. Arts projects, may be considered at school or 
programme level (e. g. the Black Country Creative Partnerships); or may help 
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to influence policy on the format proposed for other projects and provision of 
funding for future initiatives. Other people (e. g. Creative Partnerships) may, 
for example, use your evaluations (along with those of other groups) to 

evaluate their programme. 

3. To assess impact and attribute cause. 

Impact assessment aims to identify changes; assess what has caused these 

changes; and make a judgement about the impact these changes will have 

and whether the impact is beneficial or not. 

There is often confusion between the terms 'evaluation' and 'monitoring' and, in fact, 

the boundary is not always clear. Monitoring allows us to describe what we are doing 

through a regular and systematic process of recording and gathering information. 

2.7.4.2. Deciding What Information to Gather 

Resources for evaluation will usually be limited and research questions need to be 

selected carefully and probably limited in number. James and Thomas (2005) suggest 

a limit of four main questions. There is no formula for setting research questions but it 

is possibly desirable if they are neither too broad nor too specific. These questions 
may aim to find out about the rare and exceptional things the project is doing; how it 

has been working; how it has involved people; how it is communicating with key 

audiences; and how it is adding value by working with people. 

When the questions have been identified, consideration needs to be given to the 
different definitions of success. Funders may value cost effectiveness while staff may 
feel levels of support are most important and pupils might welcome a wide range of 
opportunities. It is, therefore, essential to decide at the outset whose views and what 
values the evaluation will use to define success. 

Information can be gathered by talking to people, listening to people; watching 
people; or counting things and will be aimed at seeing whether the project is doing 
what it means to do and achieving the objectives it hopes to achieve. The key 
questions are 'what information to collect? ' and 'when to collect it? it is usual to 
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baseline at the beginning to enable the evaluation to demonstrate ongoing change 

throughout the process. 

>*1 
During a project, through professional discussions and sharing of judgements, the 

WPMJ targets can be refined to identify specific elements of the project for improvement. 

M 1ý11 When performance is reviewed, the successful elements can be consolidated or 

strengthened and plans for further action agreed. > 

M 
Indicators are pieces of information that show what you are meant to be doing in 

terms of practice and achieving success. There are different types of indicators, which 
may be looked out for during or after the implementation of the project: 

(D 
* 

Process Indicators measure implementation of the project mostly through 
LM 

quantitative measures but also qualitative measures. 
L) 

* Outcome Indicators show the immediate change that happens as a result of 
implementation of project activities. 

CD 
* Impact indicators show longer-term changes as a iesult of implementation. 

C: 
0 Quantitative Indicators show something that can be counted and often 

0 
LIM relate to process type indicators. 

00 Qualitative Indicators deal with peoples' feelings, behaviours and opinions 
and relate to 'quality' issues which cannot be counted or observed directly. 

To help ensure evaluation is effective, it is suggested that various strategies are used 
to help ensure indicators are well planned. These will help those involved identify and C: 
agree appropriate measures for judging performance and make it easier to focus on 

0 priorities. 

Two examples of these strategies use the acronyms'SMARr and 'SPICED'. 
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'SMART' targets are increasingly well known, being used to help devise targets that 

> 
> 
Co 
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0 
Cl) 

reflect the following - that they are Specific, Measurable, Attainable, Relevant, and 

have a Timescale, 

James and Thomas (2005) suggest 'SPICED' - for a more participatory process, 

which involves listening to what the beneficiaries of a project think is important and 
trying to judge the success of the project against their ideas as well as those of the 

funders. 

0 Subjective: informants have a special position or experience enabling 
them to offer unique insights thereby rewarding investigators time. 

0 Participatory: developed with those best'placed to assess them (local 

staff and beneficiaries). 

Interpreted and communicable: locally defined targets may need to be 

explained when offered to a wider audience. 

e Cross checked and compared: using different informant methods and 

researchers. 

0 Empowering: the process of setting indicators should be empowering. 

0 Diverse and disaggregated: seeking out different indicators from 
different groups (e. g. men and women). 

2.7.5 Assessment of Pupils with Special Educational Needs 

In 'Supporting the Target Setting Process' (1998) the DfEE (Department for Education 

and Employment) attempted to help assessment in special schools and mainstream 
schools with many SEN pupils. The guidance suggested performance criteria for 
language and literacy, mathematics and for Personal and Social Development, 

offering descriptions of attainment leading to level 1 and within levels I and 2 of the 
National Curriculum. Leading to NC level 1, each subject is divided into 3 'scales' 
(e. g. literacy and language is divided into reading, writing and speaking/listening) and 
8 level descriptors (131 to 138). These aim to provide a common basis for measuring 
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the progress of pupils for whom early levels of the national curriculum are not 

appropriate and were referred to as the 'P scales' or 'P levels'. Prior to this, pupils 

who performed below the national curriculum were categorised as W (i. e. working 
towards NC level 1). The P level system enabled pupils to work through smaller steps 

and to be seen to make progress at lower levels of achievement and also to break 

each of the NC levels 1 and 2 into three differentiated descriptions (termed 1 c, I b, 1 a. 
2c, 2b, 2a). 

These P level performance criteria are designed to be used by teachers when making 
summative assessments and reflect the need, when working with pupils with special 
needs, to progress in small steps and often from a low baseline. These are designed 

to be of help to teachers and the DfEE and QCA (Qualifications and Curriculum 

Authority) stated that they would 'work with schools and LEAs to monitor how the 

scales are used and how data can be collected to inform school improvement. (QCA 

1998 P1 9) 

These scales recognise and emphasise the need to break down assessment goals 
into small steps for pupils with special needs and possibly starting assessment at a 
lower point. This enables smaller, lower level achievements to be recognised, for 

pupil progress to be monitored, and for future progress to be planned for. 

2.7.6 Outcomes of Partnership Projects 

In my role as Creative Partnerships Co-ordinator, I have noticed a difficulty several of 
the teachers that I have worked with have when completed projects are evaluated. 
Often it seems to be difficult to separate the aims of the original project from 

unforeseen outcomes that have been observed during the project. Reports, for 

example, of increased self-confidence are often observed and recorded. This is 

particularly welcome for pupils with special needs; but these reports and the 
'evidence' they offer need to be treated with care. There follows a short consideration 
of a number of outcomes that may have particular benefit to pupils with special needs. 

* Self-esteem and self-confidence 

It must be remembered that concepts like self-esteem or self-worth are psychological 
concepts. Ways of measuring these concepts have been developed and are available 

54 



>*w 

Ct 
a) 

C. ) 

cn 

(Demo, 1985) but possibly not everyone is aware that these exist or believes they are 

worth investigating. Moreover, concepts like self-esteem or self-worth are not the 

outcomes of interest. The outcomes of interest are how people feel (their emotions) 

and what they do (their actions). Self-esteem and self-worth are just mechanisms 

which are hypothesised to result in the outcomes of interest. Self-esteem and related 

concepts may be of interest because of the expected relationship between them and 

actions and emotions. In order to establish that there is an actual connection between 

self-esteem and the outcome of interest it is necessary to measure both and test for 

covanance. 

It will be necessary to measure what the children do and how they feel; how they get 

on with other people; and whether they take certain actions. If a child is feeling 

confident, for example, they would be expected to take certain types of actions, and 
handle themselves in a different way than if they were not feeling confident. What the 
teachers are really interested in is the impact in the child's behaviour the real 

outcome. Confidence, self-esteem and similar concepts are mechanisms and it is 

speculated that they exist because the enabling effect on the child can be recognised. 
If assessing self-esteem or self-confidence as a construct, it is necessary to identify 

and note some external behaviour as well. Recognising particular kinds of behaviours 

and what the child is saying about their feelings, (e. g. whether they are happy or are 
they fed up) can be done in a number of ways, questionnaires, ratings, etc. It is not 
just a child's behaviour but also their emotions that are worth measuring but self- 

esteem and confidence are not emotions. These are, rather, things going on inside 
the child which enable different actions and different feelings. 

9 Generalising skills 

If a project is considered to have succeeded because it has increased pupils' 
confidence and self-esteem, this is not a valid outcome if it is based on the feelings of 
the people who have run the project. For example, arts workers, may have pupils with 
few or no skills when they commence a project, and then see the pupils skilling up 
during the project and pronounce them to be more confident at the end of the project. 
This may not be pupils gaining confidence within themselves but in the skills to which 
they have been introduced (e. g. drumming skills) and have practiced: skills that they 
did not have at the beginning of the project. It may help them being successful in 
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something but it can only be speculated that it will transfer across to other parts of 

their behaviour. 

This ability to transfer an improved capability can be 
' 

measured. It is possible to 

measure whether the child is able to generalise ability: whether the skills, the 

0 confidence and the change that is observed in a child generalises to other areas. For 

instance, if they are more confident in their drumming skills do they become more 

confident in tackling other new tasks? This could be observed over a series of new 

artistic tasks; for instance finding out if they have a more positive outlook when 

starting the next task. Even if there is no baseline, you can still attempt to get people 

who know the child to be more precise about what they have seen and any 
improvements they have noted. This type of evaluation and evidence gathering (D 

depends on the type of questions you ask. It can be done qualitatively or those 
In= involved can be asked to describe the things a child is doing now that they were not 

doing before so a sense of the changes that have occurred can be gathered 
retrospectively. 

If a baseline is used to measure change, the researcher is getting a prospective view 
(because it is going into the future) of the change, but there is quite a lot of research 
which uses retrospective measures or ways of looking at things (taking now as a 
starting point and looking back into the past). Retrospective measurement is not as 

0 methodologically strong as prospective measurement. It does still, however, carry 
LOM 

some weight if research is carried out retrospectively, when the teacher, for example, 
says a child has improved, the researcher can pin the teacher down by asking 'what 
do they do now and the what did they do before? ' This method is used quite often 
clinically, in attempting to pin parents down about what a child is doing - and it is 

possible to get quite good descriptions about how children were, with concrete 
examples of the child's behaviour as evidence of parents' opinions of changes that 
have occurred though anecdotal examples and behavioural descriptions of what the 

child does. This anecdotal record can provide evidence. 

In terms of. generalisability, it is well known that people can acquire skills in a 
particular area but need to be able to apply them to another situation. Parents, for 
example, might be taught to implement certain behavioural management techniques 

with their children, but before the parents could be said to have mastered them, they 

would need to be seen to apply those general principles to other Winds of behaviour. 
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In this way the parents are better prepared to cope with a range of problems that 

come up in the future. Evidence is required that people are applying principals they 

have been taught to use in one scenario to another situation before it can be said 

they are able to generalise the skill. This can show that rather that just seeing the skill 

as useful in one specific example of a situation, work has been done getting them to 

generalise it into other areas before they can be said to have actually acquired it, It is 

well known that it is one of the difficulties people with learning difficulties have is that 

difficulty in generalising (sometimes called transferable skills in education literature). 

It could, therefore, be predicted that would happen less with children in special 

schools than those in mainstream schools. The confidence to tackle new things might 

generalise less often to other skills. 

Generalisability (sometimes known as 'transferable skills') is where skills acquired in 

one area can be applied in another. Evidence is required that people are appfying 
principles they have been taught to use in one scenari 6 to another situation before it 

can be said that they are able to generalise the skill. It is well known that people with 
leaming difficulties have problems generalising. It could be predicted that the 

confidence to tackle new things might generalise less often for pupils with special 

educational needs in special schools than for children without special educational 

needs in mainstream schools. 

* Arena of Comfort 

An arena of comfort is an area of your life where things are going well. This is a 
psychological term that is used in the area of well-being, based on stress 
management or life management techniques. Everyone has a range of roles or 
experiences in their life at any one time. Children, for example, may have 'at home' 

and 'at school' in life normally. In addition to home-life and school-life children may 
have other things in which they take part, for example, leisure activities that mean 
they belong to some club. In essence, however, they have two environments in which 
they are expected to function in particular kinds of ways. Each environment may vary 
from the other and the children understand the rules and give different types of 
feedback. If one area is going well it helps them to survive when things are not going 
so well in the other area. If school is really tough, (e. g. it is always measuring 
academically but you are not academically minded) the child can cope with that 
better, and get through their school years quite often, if they are supported at home - 
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they can, for example, get through without dropping out of school. They manage to 

get through without any major crisis, for example, without dropping out of school. In 

school there are different subjects, environments etc. so parts of school life inevitably 

break down into smaller areas as well. If things are going badly for the child 

everywhere, all at the same time, it is very hard to be ok. 

Children with learning difficulties May have few areas where they have opportunities 
for success. If a school can enable them to succeed in creative projects then this will 

be an arena of comfort for some children. In terms of resilience or survival or stress 

releases, these arenas of comfort are protective factors. 

By creating partnerships with outside agencies teachers could be creating or 

providing another environment in which pupils can succeed. This may be providing 

another space for them that is physically different (e. g. working within an art gallery) 

or feels different (e. g. a different atmosphere set up by working alongside different 

art practitioners within school). For some children (especially those with special 

needs) this may be more crucial than for others in terms of offering them opportunities 
for potential success that may be of help in their overall getting through life. 

By initiating partnerships schools are giving all children another area in which to 

succeed. Partnerships may provide a different physical environment (e. g. working in 

an art gallery) or a different emotional environment (e. g. by working alongside 
different art practitioners). This new area is potentially most valuable for children, 

particularly those with special needs, who find achieving success difficult. For this 

reason it is desirable to have a definite strategy on initiating or taking part in 

partnership projects for teachers of special needs children. 

9 Protective Factors 

There is some confusion between protective factors and compensatory factors. A 

protective factor has its effect only in combination. with a risk factor so that it has 

either no effect on those at low risk or a much greater effect on individuals at high-risk 

(Rutter, 1990). The protective effect is often called 'buffering'. A compensatory factor 

is something that contributes to good outcomes for a person regardless of risk or 

vulnerability (Conrad and Hammen, 1993). In education terms, if someone is 

successful at grammar school, by giving them more opportunities, they may have 
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more success - but for special needs pupils extra opportunities may be more helpful. 

The same help given to special needs pupils may be more valuable and could act as 

a protective factor enabling or helping them to survive or to function and to deal with 

the world in an ordinary sense. It would aim to help them be all right in the world 

because it is a particularly tough place for them to be in compared to other people, 

with more resources, who can cope more easily. The tougher the life is for the child, 

the more benefit they get from those additional opportunities. It may be that special 

needs pupils do not have the level of understanding to know how difficult life is for 

them (i. e. it is difficult in our terms) - do they think their life is what life is like? They 

may not have a measure against which to judge. A lot of children with special needs 
have a lot of awareness, and not being able to do things that other people can do 

and, therefore, having a more restricted life is likely to frustrate them. Although it 

(D wouldn't be true at the same level for all of the children that have special needs 

(some children wouldn't register all those differences), they will'understand very well 

that they are being treated differently. 

cn 
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'Inspiring Creativity: Creating Edge Effects through 

Partnerships with Museums, Galleries 

and Arts Practitioners' 

Mimi 

> 
Chapter 3 Research Methodologies 

3.1 Introduction CU 

(1) 
Distinction should be made between the overall methodologies of the research study 

and the data collection techniques used for the development and implementation of 

the survey tool. 

3.1.1 Choosing a Research Topic 

Creswell notes that it is worth considering reaching a broad audience when choosing C: 
'a researchable topic! and especially if given two topics, one might be of regional 

N interest and the other of national interest. Creswell states that it is important to 
sum 

consider the researcher's personal goals: 

Consider the time it takes to complete a project,. revise it, and disseminate the 
results. Any researcher should consider how the research study and its heavy 
input of researcher's time will pay off in enhancing career goals, whether 
these goals relate to doing more research, obtaining a future position, or 
advancing toward a degree. (Creswell 2003, p. 29) 

De Vaus likens the term 'research design' to the construction of a building where it is 
necessary to know what sort of building is being constructed before ordering supplies 
or setting critical completion dates: 

Similarly, social research needs a design or a structure before data collection 
or analysis can commence. A research design is not just a work plan. A work 
plan details what has to be done to complete the project but the work plan will 
flow from the project's research design. The function of a research design is 
to ensure that the evidence obtained enables us to answer the initial question 
as unambiguously as possible... In other words, when designing research we 
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need to ask. given this research question (or theory), what type of evidence is 
needed to answer the question (or test the theory) in a convincing way? 
(De Vaus 2001, p. 9) 

>1111, 
Lester (1993) notes that the subject area of a research paper determines, in part, the 

Mimi nature of source materials used. He suggests that, in selecting a mix of both primary 

and secondary sources in research related to education, these sources might include: 

Primary Sources: pilot studies, term projects, sampling results, tests and test 

Mimi 
data, surveys, interviews, observations, statistics, and computer data. 

Secondary Sources: Analysis and evaluation of educational experimentation 
in journals, reports, pamphlets, and books. (Lester 1993, p. 101) 

(D The original plan for the research proposed a combination of secondary sources 
LOM 'introduced through the literature review, which would allow the writer to learn about 

the literature in the course of writing about it and help construct a context for the L) 

thesis argument, and primary sources resulting from the questionnaire, observations 

and interviews. Lester (1993) notes: 

Your preliminary plans are not a binding contract, so revise the direction of 
your work periodically to reflect changes in yoUr thinking and your responses 
to source material... Writing a research paper is a recursive process, which 
means that you will examine your goals several times, rechart your direction, 
and move forward again. (Lester 1993, p. 77) 

s 
M rra (2002 s e t d i f th ' tt t ' h fi t i i um u y ) ugg s sa secon vers on o e smar arge s (t e rs vers on s 
Specific, Measurable, Achievable, Realistic, Time scaled) definition linking goals to 
internal motivation (based on James and Woodsmall 1988) and focusing less on the 

outputs and more on values and emotions which may be more effective for creating 
writing goals that work: 

* Simple: immediately understandable by you 

0 Meaningful: to you, aligned with your core values 
As if now. you can make it real to you, in all areas of your life 

Responsible: for everyone involved 

Towards: what you want: not someone else's goal (Murray 2002, 

p. 21) 
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Hart suggests originality comes from 'requires a spirit of adventure (a willingness to 

explore new areas), an open attitude that avoids pre-judging an idea and tenacity to 

invest time and effort even when the going gets tough' (Hart 1998, p. 21), and states 
that making a new contribution to an area of knowledge: 

Making new insights is not merely about being able to synthesize difficult and 
large amounts of materials, it also involves knowing how to be creative and, 
perhaps original. It cannot be overemphasised, however, that to make a new 
contribution to knowledge you do not have to be a genius. The size of the 
contribution is not what matters, it is the quality of the work that produces the 
insight. (Hart 1998 p. 22) 

(Hart 1998, p. 24) cites Phillips and Pugh (1994) in their study of doctoral research, CO 

identified nine definitions of what it means to be original: 

(D 
* Doing empirically based work that has not been done before; 

* Using already known ideas, practices or approaches but with a new 
interpretation; 

* Bringing new evidence to bear on an old issue or problem; 

0 Creating a new synthesis that has not been done before; 

Applying a technique associated with one area to another; 
Being cross-disciplinary by using different methodologies; 

* Using already known ideas, practices or approaches but with a new 
interpretation; 

0 Looking at areas that people in the discipline have not looked at before; 

* Applying something done in another country to one's own country. 

The originality of the research will be in offering teachers a locally based resource 
pack that combines National Curriculum requirements with the resources of a 
permanent art collection (in a partnership pattern that could be replicated elsewhere) 
and by suggesting use of the 'edge effects' as a metaphor for what can happen in arts 
partnerships. 

3.1.2 Literature Review 

Creswell (2003) notes that the literature review accomplishes several purposes, 
sharing with the reader the results of other studies that are closely related to the 
study being reported and relates it to the larger ongoing dialogue in the literature 
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about a topic, filling in gaps and extending prior studies, The review is a 'framing' of 

the problem: 

the literature provides a useful backdrop for the problem or issue that has 
led to the need for the study, such as who has been writing about it, who has 
studied it, and who has indicated the importance of studying the issue. 
(Creswell 2003, p. 30) 

> It was decided that the review of the literature deserved a separate section as a 
'backdrop' focusing on extant theory that relates to the problem under study. The 

review would introduce and summarise the broad themes being considered, 
integrating the theory into the introduction to the study and focusing on methods and 
definitions, establishing a framework on wbich the research can be constructed. 

(D In reading for research Baxter, Hughes and Tight (2001 p. 111) suggest the term 
'ýood enough reading' which enables the researcher to get to the gist of the book, 

report or article in five minutes, identifying the parts the need to be read more 
carefully, and after detailed reading, note passages which succinctly summarise or 
advance the argument. They state that it is important to assess what is read critically, 
with critical reading, critical thinking and critical assessment referring to 'a 

Cn 
considered, though not necessarily balanced, and justified examination of what others 
have written or said regarding the subject in question' (Baxter, Hughes and Tight 
2001 115) Thomson states: p. . 

Critical reasoning is centrally concerned with giving reasons for one's beliefs 
and actions, analysing and evaluating one's own and other people's 
reasoning, devising and constructing better reasoning. Common to these 
activities are certain distinct skills, for example, recognizing reasons and 
conclusions, recognizing unstated assumptions, drawing conclusions, 
appraising evidence and evaluating statements, judging whether conclusions 
are warranted; and underlying all of these skills is the ability to use language 
with clarity and discrimination. (Thomson 1996, p. 2) 

Baxter, Hughes and Tight (2001) stress the importance of meticulous noting of 
references during the literature review. The review of the literature is a critical 
summary and assessment of, the range of existing materials dealing with knowledge 
and understanding in any given field, and it is important in order to: 

It helps place your work in the context of what has already been done, 
alloWng comparisons to be made and providing a frame work for further 
research. (Baxter, Hughes and Tight 2001, p. 120) 
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3.2 Methodology of Development and Introduction of the 

Fieldwork Assessment Tool 
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All research involves some form of compromise, as the practicalities of data collection 
impinge upon desired intentions and outcomes. This research sought to elicit the 

qualitative perspectives of teachers of, art in mainstream and special schools, 
however the geographical spread and potential numbers of actual teachers involved 

meant that constraints were placed on both the data collection techniques and sample 

processes. 

3.2.1 Data Collection Techniques In the Regional Survey 

Two of the most commonly used data collection techniques are questionnaires and 
interviews. Munn and Drever (1990, p. 10) suggest that there are many advantages in 

using questionnaires to gather information. These include the efficient use of time to 

reach large numbers and in analysing responses (if closed questions are used), and 
the use of standardised questions, which should reduce distortion by the interviewer. 

Questionnaires are good at producing straightforward descriptive information and 
have the potential for anonymity and coverage of a population. 

Cohen and Manion (1989, pp. 109-111) suggest that the postal questionnaire is 

frequently the best form of survey in carrying out an educational enquiry, though 

response levels are invariably less than those obtained by interview procedures. 
Despite the caveat, it was decided that it would be appropriate to use a postal 
questionnaire. Birley and Moreland (1998, p. 45) suggest that poor response rate and 
the emphasis on writing ability are the two main disadvantages in choosing a 
questionnaire instead of interviews for data collection. It was hoped that the extended 
selection process, which requested art advisors to help identify potential respondents, 
would encourage a higher response rate, and, as the sample was entirely composed 
of teachers, the requirement of written responses was a not expected would not be a 
barrier to completion. 
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3.2.2 A Single Questionnaire to be used in all Schools 

't was decided to use a single questionnaire, if possible, for all three sectors of 

schools. To allow for the range of teachers and teaching situations that might be 

Mimi encountered, it became apparent that care would be needed to address how each 

question might be interpreted by teachers from the various sectors. Care was also 
> 

needed to prevent annoyance over irrelevant questions that did not pertain to all 

0 
school types. The questionnaire needed to be simple to understand. It soon became 

clear that, if all respondents were to be asked for the same information, potential 

problems had to be identified and addressed through a pilot study and follow-up 

interviews. An opportunistic sample involving five teachers of art from local schools 

were approached to complete the questionnaire for the pilot study. The purpose of the 

follow-up interviews was to check questionnaires for: 

1. Comprehensibility; 

2. Design and layout; 

3. Length (and acceptability of the time taken); 

4. Logical flow, 

5. Completeness; 
6. Suggested changes or additions. 

C; ) 

The methodology was necessarily qualitative and used an open method of C: 
questioning. The information gathered through the interviews resulted in improving 

0 the clarity, an additional question inviting other comments in order to give teachers 
the opportunity to share their experiences and enrich the data. It also resulted in 

greater consideration as to how ICT might be used in both analysis of the results and 
in any teaching materials produced in response. 

3.2.3 The Advantages Of Data Collection by Questionnaire 

C: 
The major objective of the survey was to collect information that would provide a 

N background picture of the extent and nature of the delivery of Attainment Target 2. 
The data gathered would generate further hypotheses and questions, and identify 
areas to be pursued in the second, in-depth stage of this research, 

Alasuutad (1998, p. 136) suggests that the survey questionnaire 'gives an air of 
natural science research to what essentially is asking people questions'm(ith neutrally 
framed questions and preset response options: 
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The survey interview or self-administered questionnaire is certainly in many 
ways an unusual form of interaction. That does not, however, mean it is 
inevitably inhuman and unacceptable as such. It is just another language 
game that people easily learn to play; a game whose rules of interaction differ 
from those applied in ordinary conversations. (Alasuutari 1998, p. 136) 

N 
While the questionnaire presents all respondents with the same questions in the 

same order (Munn and Drever 1990, p. 4) it is not possible to control the way in which > 

respondents interpret the questions. Alasuutari suggests there are difficulties in 

responding to questions: 4=0 

Answering survey questions is also a form of self-presentation, and reflects CO 
and individual self-image and social identity. Even if one wants to give honest 
answers, it is often quite difficult to assess how much time one spends on 
different tasks on the job, on watching television and different programmes, or 
on household chores. So the question is: to what extent do the results reflect 
actual behaviour, or do they rather reflect individuals' attempts to be 
consistent with their self-image? As regards questions about individual 
attitudes, it is hard to know whether people really think the way they claim to, 
or whether they are expressing attitudes which they believe are politically 
correct or appropriate for persons in their social standing. (Alasuutari 1998, 
p. 140) 

There is no scope in questionnaires for clarifying the meaning of the question as 

there might be using interview techniques. A balance needs to be achieved between 

the length of questionnaire, bearing in mind that the longer it is the more daunting it 

may appear, and the less likely people are to reply and the thoroughness required to 

make the exercise worthwhile. 

The design of the questionnaire invited responses through preset questions with a 
fixed response format and open-ended invitations for comment. Blaikle notes the 
difference between quantitative and qualitative methods: 

Quantitative methods are used when the data have been collected in or are 
soon converted into numbers for analysis, while qualitative methods are used 
when data are in words and remain in words throughout the analysis. While 

N some data begin as visual images, the classification of their analysis will 
depend on how they are treated in the early stages of the research: coded 
into numbers or remaining in words. (Blaikie 2003, p. 47) 

It aimed to offer a valuable insight into the role of teacher of art within the National 

Curriculum by expecting respondents to make snap judgements over exactly the 

same list of questions. It did offer teachers the opportunity to comment further on the 

subjects raised in the questions as well as identifying a list of prospective 
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interAiewees. Interviews would seem to offer a better means of discussing the more 
diffuse, general concepts which whilst being valuable in the long run will not be 

surveyed so well. The interviews would give people the opportunity to clarify and 

extend to the questionnaire answers in order to examine in more depth teacher 

reactions to the national curriculum introduction and the changes that have brought 

about in their approach the subject. They would also give the opportunity to 

investigate questions raised by analysis of the questionnaire responses. 

3.2.4 Survey Formats for the Development of the Fieldwork fissessment Tool 

CO 

Initial analysis of the teaching of art AT2 resulted in the construction of a series of 
(1) 

questions identifying details of teaching practice: 

&MM 
0 Background knowledge of the teacher completing the questionnaire 

L) 
relating to education and their experiences in teaching. 

0 Their current teaching, what groups they teach and what support 

systems were in place to help them teach art. 

9 Details of their delivery of AT2 (Knowledge and Understanding) of 

art. 

0 Reactions to the changes brought about since the introduction of the 

National Curriculum. 

This initial list of questions was devised in order to clarify what could be achieved in 
devising a questionnaire and to what extent it could provide either descriptive 
information or tentative explanations associated with testing an hypothesis. After C: 

discussion with tutors, this list was clarified and extended in a series of drafts in order 
0 to construct the pilot questionnaire. 

3.2.5 The Questionnaire Format 

The questionnaire format (Appendix 4), was deliberately simple. It aimed to be 

attractive to look at, brief, easy to understand and reasonably quick to complete. 
Content was determined, initially, by knowledge of the issues being tackled and by 
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the professional judgement of the researcher and validated by consultation. The 

piloting of a first draft, which was aimed at establishing content, was then piloted by a 

schoolcolleague. 

Each segment of inquiry (teaching details, current teaching, delivery of art etc. ) was 

presented on a single side of A4 and this was all combined in a booklet using three 
> 

sheets of A3 paper. This gave 12 sides of A4 with the title page as the cover and a 

'follow-up and room for further comments! on the final pages. This was quickly 

JMJ2=J recognised to be daunting and unwieldy and was redesigned, reducing it to two 

sheets of A3 folded to make a booklet of 8 sides of A4 pages in order to facilitate CZ 
response. This reduction of the actual size helped to eliminate less central items and 

. 
(D make it more concise. 

There was some concern that the length of the questionnaire might adversely affect 

the response rates but Cohen and Manion (1989, p. 111) suggest that with 

sophisticated respondents, a short questionnaire might appear to trivialise complex 
issues and that more important factors for securing a good response rate are the 

appearance, clarity of both wording and design and arrangement of contents each 

aimed at encouraging maximum co-operation. Birley and Moreland (1998, p. 46) state 

that, although an overlong questionnaire should be avoided, it is important to ask all 
f t to have to th ti th ti t dt b k di l it i l s ac ory a e ques ons nee o e as e n one go as y unsa sc ear 

issue a revised questionnaire because it was badly formulated in the first instance. 

The six pages of the questionnaire were divided into sections: - 
Section 1: Teaching Details 

Section 2: Current Teaching 

Section 3: The delivery of art - AT2 (Knowledge and Understanding) 

Section 4: Your reaction to changes In the teaching of art since the 

Introduction of the NC 

Section 6: Teaching art - AT2 (Knowledge and Understanding) 

Section 6: Conclusion I Follow-up 

This would give the prospective respondents an indication of what to expect and at 
the same time re-assure them that they should be able to answer the questions from 
their own experience, without time-consuming searches for information. It was 
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decided that the instructions should be in italics for clarity that would aid completion 

and that lined spaces be provided to encourage answers. 

The questionnaire consisted of: 

*a range of questions that asked for factual information about the 
> 

respondents background and current teaching situation; 

Mimi 0 space for additional comments following particular questions and at 

the end of the questionnaire the opportunity to add a general CO, 
conclusion; and, 

(D 
0 open questions based on the experience and expertise of the 

respondent e. g. 'what methods do you find particularly successful to 

teach the Knowledge and Understanding of art? 

The questions used a range of response modes as appropriate: - 

1. Nominal Scales - 
e. g. Is your school? primary__. ýecondary___ýspecial-other (specify) 

2. Ordinal/Likert scales - 
e. g. What do you consider the importance of each of these areas of art 

and design? 

use a scale of 1-4 (1 = not important /4 extremely important) 

Painting 
_ 

Knowledge of art history 

Drawing 
_ 

Computer aided design 

Textiles Evaluation of own work 
Ceramics Criticism of works of art 
Wood Other (specify) 

3. Interval scales - 
e. g. Number of years teaching? 1-5_6-10_11-20_2140_ 

4. Open Responses - 
e. g. What do you think Art AT2 offers to pupils? 
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3.2.6 Sample Size 

Munn and Drever (1990, p. 2) suggest that it is better to go for the small-scale project 

E which can be completed than an over-ambitious design which fails because of 

pressure of work. A large sample was not considered necessary in order to obtain a > 

measure of teacher views and an overriding concern was that the scale of the 

research project should be feasible. After evaluating the 4 pilot questionnaires in the 

light of the responses and deciding what changes were necessary it was decided that 
CO 

the questionnaire would be sent out to two art teachers in the three categories of 

schools in 8 different West Midlands local authorities (a total of 48 schools) to give a 

regional spread. Munn and Drever (1990, p. 14) suggest that, whilst there are no firm 

rules about sample size, most authors suggest 30 as a minimum. Birley and Moreland 

(1998, p. 39) suggest that for most types 
' 
of research it is important to think small and 

that research projects often expand as time goes on, but rarely contract. They state 
(p. 44) that analysing data takes time, whether coding or collating questionnaire 

results or transcribing and coding interviews and that the target should be a sample 
large enough to provide meaningful data but which is not excessively time consuming 

and invidious. 

3.2.7 Geographical Sampling Process 
sum 

In order to allow comparisons of differences between local authorities (e. g. access to 

training or to art galleries) eight local authorities in the Midlands region were 

approached. The limitations imposed by travelling and time if follow-up interviews 

were needed suggested that, in the first instance, the study should be confined to the 
Midlands of England. Eight local authorities were therefore approached with letters to 
the art advisers explaining my research and my intention of approaching a total of six 

schools from their authority, three from each sector. The art advisers were asked to 

suggest schools to approach. 

Seven of the eight local authorities approached suggested six schools. One authority 
had been surveyed recently by Ofsted and felt unable to ask staff to participate in 

another survey. In total 42 schools were approached by direct mail addressed to the 
headteacher. The headteacher was asked to give permission to the head of art or art 
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co-ordinator to take part in the project. The head teacher was given a reply slip and 

stamped addressed envelope to inform me whether the school would take part in the 

research and if so that the questionnaire had been passed to the relevant person 

(who was then named in reply). 

Mini 
0 The questionnaire had a stamped addressed envelope (M) and a covering letter 

which was printed on the title page of the questionnaire explaining that I was an art 

N>! 
teacher undertaking research, how the art co-ordinator had been chosen (at the 

suggestion of their art adviser and with permission from their head teacher) and 

asking for help. CO 

It was considered that the extra time spent in identifying potential schools for the 0 

sample and seeking headteachers permission would result in a higher response rate. 

Respondents might feel 'chosen' by advisors, 'encouraged' by headteachers and 

therefore feel more positive about completing it. 

3.2.8 Anonymity 

The possibility of offering anonymity for the respondent through the use of a 

questionnaire was deemed not necessary if they were approached in a professional C: 
manner. Art advisors suggested the names of respondents and the questionnaires 

were addressed to them personally (albeit through their headteacher). However it was 
felt that some assurance was required as to confidentiality. The covering letter stated 

that 'replies will be read only by myself and treated in confidence in any reporting of 
the work - individuals or schools will not be named in the dissertation'. 

3.3 Presentation of Data for the First Part of the Study 

It was considered desirable to approach schools in various local authorities areas to 
increase the general isability of the results. This would allow for variability in factors 

such as local resources, urban/rural differences, or special support for arts in a 

particular authority. Forty-two schools from seven local authorities were approached 

after recommendations from LEA advisors. The teachers of art were approached via 
their headteacher. Although this process was more protracted than a large cold call 
mailshot to randomly selected schools, it yielded a high (74%) response rate. 
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Mainstream primary and secondary schools and special schools were all included in 

the survey. This was in order that experiences of teacýers in special schools could be 

compared with teachers in mainstream schools. 

3.3.1 The Questionnaire Survey of Schools 

Number of Replies: 

Table I 

LEA Primary Secondary Special 

Warwickshire 2 2 2 

Coventry 1 2* 3** 

Birmingham 2* 2 2 

Staffordshire 2* 2 2 

Sandwell 1 1 1 

Walsall 2 2* 2 

Shropshire 2* 2* 2 

TOTAL 12 13 14 
*8 augmented repries - see below 

Total replies = 39 

The initial response achieved 31 replies from the 42 schools that had been 

recommended by LEA advisors. These were augmented (*) by a further*6 replies 

received after further schools in Coventry and Shropshire were contacted. Two of the 

pilot questionnaires were included (a Birmingham primary school and a Walsall 

secondary school). It was considered that these additional questionnaires helped 

achieve a better balance of replies both within the different sectors and within 
different local authorities. 

3.3.2 Section 1: Teaching Details 

This section aimed to discover the extent to which the staff teaching art in special 

schools have a different background to the primary and secondary sectors of 38 
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respondents who replied. 19 had been teaching less than 20 years and 19 teaching 

for more than 20 years. Special schools respondents were represented by a larger 

percentage in the older group. All the primary teachers came from either Colleges of 
Education or Universities whilst the majority of secondary respondents (54%) came 
from an Art College background which possibly reflected a higher level of 

specialisation in art subjects. The special sector reflected a more diverse mix with 
teachers coming from Colleges of Education, Art College, Universities and 

> 

Polytechnics in which their specialist subject was not necessarily art. Special school 

Mimi 
teachers, in common with those in primary schools, often have additional 

responsibilities to their role of art co-ordinatorlteacher. Special schools received less 

art-related inset. 64% of special school respondents had received art-related inset 

(3) compared to 100% of primary respondents and 92% of secondary respondents. 

3.3.3 Section 2: Current Teaching 

Section 2 investigated the teaching arrangements for art in the various sectors by 

looking at current teaching practices. The amount of time allocated to art lessons in 

special schools (82 minutes per week) tended to be significantly less than in the 

secondary sector (96 minutes) and slightly less than in primary schools (83 minutes). 
With the exception of a single special school all the schools surveyed had an art 

C: 
policy document which was written since the publication of the NC art document in 

1992.79% of special schools who replied had art Programmes of Study written for the 

whole school. 50% of special schools gave art dedicated time as opposed to it being 

linked with other areas of study and 64% have agreed art assessment criteria 

compared with 45% in primary schools and 100% in secondary schools. The majority 
of special schools deliver AT2 in conjunction with the delivery of AT1. The majority of 
teachers in special schools use their own personal resources as a source of 
information and help for the delivery of AT2 and rely quite heavily on school 
resources and Programmes of Study. Television and courses are cited by less than 
40% as a source of information and help and 20% receive help from other members 
of staff or their LEAs. Teachers in the secondary sector tended to agree with the other 
sectors as to the importance of the various aspects of art placing drawing in first place 
and painting second. 
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3.3.4 Section 3: The Delivery of Art - AT2 (Knowledge and Understanding) 

This section looked at the delivery of art AT2 in order to examine any differences 

between special schools and the other sectors. A number of respondents from special 

schools noted their use of 'hands-on' experiences such as visits to exhibitions, 

availability of prints and artefacts. They stressed the care needed in the choice of 
> 

artists, designers and images in order to cater for the abilities of special needs pupils. 

29% of special schools said they expect a written response compared to 67% of 
0 

primary and 85% of secondary schools. 38% of special schools say that pupils are 

abletwilling to research their own art-related topics compared to 58% of primary and 

92% of secondary schools. 

t i ap ng Special schools were the only sector that mentioned noting pupils comments or 

discussions. Special schools, when asked what they aimed to achieve through their 

art teaching, agreed with the other sectors by rating enjoyment, techniques and skills 

highly, but put attractive displays higher than knowledge of art and artists. When 

asked if pupils show interest in knowing about artists and designers, the lowest level 

of interest was shown in special schools. 64% of special schools had developed links 
C; ) 

with artists, galleries or museums compared to 73% of primary schools and 85% of 

secondary schools. Secondary schools, when asked if they systematically made a C: 
connection between art, design and other art forms emphasised their relationship with 

M the Applied Arts e. g. Graphics, Design, Photography and Architecture. 

M 3.3.5 Section 4: Reactions to Changes In the Teaching of Art Since the 

Introduction of the NC 

This section of the questionnaire asks for reactions to changes in the teaching of art 

ial since the introduction of the National Curriculum. A lower percentage of speci 

schools (79%) compared with other schools found the NC easy to understand. A 

lower percentage of special schools (57%) said the goals are easy to deliver and 83% 

said the goals were achievable. 86% found problems in assessing AT2 compared 

with 75% of primary and 92% of secondary schools. It was felt that special school 

pupils have problems with long term recall, have difficulties in articulating feelings and 

produce little student-generated written evidence. 61 % of respondents said that they 

find end of Key Stage descriptions helpful (85% primary, 42% secondary, 64% 

special). When asked if the NC had improved the status of art as a school subject, 
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77% of special schools replied that it had improved the status to teachers of art 

(compared to 70% primary and 54% secondary) and 70% replied that it had improved 

the status to other staff (compared to 60% primary and 50% secondary). 84% of 

respondents were confident teaching AT2 to the pupils they currently teach (100% 

primary, 85% secondary and 69% special schools). 

3.3.6 Section 5: Teaching Art - AT2 (Knowledge and Understanding) 

This section of the questionnaire offered respondents the opportunity to discuss the 

various aspects of teaching the Knowledge and Understanding of art: 

Question 45: What methods do you find particularly successful to teach the 

Knowledge and Understanding of Art? 

Primary school respondents suggested gallery and exhibition visits, slides, videos, 

prints books, handouts and artefacts. These were used to encourage looking and 

stimulate discussion. The writings of Rod Taylor on Critical Studies were mentioned 

as helpful and several respondents suggested that what they offered for study 

reflected their own interests and tastes in the arts. After looking at particular artists, 

some pupils were asked to respond in various ways in addition to discussions. Pupils 

were given the opportunity to experiment with techniques and materials used by the 

artists studied and children asked to imitate the artists' style. 

Secondary school teachers use the same sources to pre; ent art - also mentioning 

newspapers, workshops and the teachers' own artwork. Secondary teachers stressed 
the need to incorporate both ATI and AT2 when devising a project thereby integrating 

practical work with an understanding of an artist, art style or movement. Reference 

could also be made to what is relevant to the work being produced by the pupils. 
It was stressed that the planning of the use of AT2 was essential for successful 

outcomes in practical work. 

Other methods mentioned are: 
0 Using detective approach, (looking for clues). 

(Walsall secondary school teacher) 
fi) Mock Art Gallery approach, describing images to blindfolded Mends. 

(Walsall secondary school teacher) 
N) Using books to rind missing word in statement sheets. 

(Walsall secondary school teacher) 
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iv) Using posters - working together to interrogate image. 
(Shropshire secondary school teacher) 

iv) Using annotated drawings - key word vocabulary sheets used as 
scaffolding for initial response. 

(Shropshire secondary school teacher) 
V) Make cartoon storyboards. 

(Walsall secondary school teacher) 

Teachers in special schools echo the approaches used by both primary and 

secondary schools. 
Looking at books / pfints / pictures / artetacts - discussing and documenting - 
set related tasks. Draw out skills based learning from resources being used. 
Use other adults with expertise. Art Galleties, exhibitions. 

(Coventry special school teacher) 

Several respondents mentioned using AT2 to inspire AT1 work on ideas from 

particular artists. Sometimes the Programme of Study topics were studied 

chronologically Ito see development of art. * One 'teacher mentioned developing 

photocopied resources based on their topic to be glued into sketchbooks and trying to 

enthuse pupils by emphasising their own commitment to the subject and even 

showing this through producing and showing their own 6rtwork. 

Looking at postcards of artistswork, selecting happylsad pictures, hot 10001 
pictures, showing pictures and inviting comments and analysis. Talking about 
artists as people. Bfinging in my own work for children to see and 
comment on. 

Walsall special school teacher) 

Emphasis is on pupils' experience of art. 
L Workshops at the Barber Institute - focusing on a style / genre / time / media 

IM etc. helps pupils with understanding - taking pupils to city centre to see 
architecture - galleries to see "real"painfings. 

(Sandwell special school teacher). 

Communication skills are encouraged at an appropriate level. 
Go to Gallery - ask children what they can see? What time of day 1year is it? 
What are the people wearing? Patterns? Buildings? How are the marks 

made? 
scratching Irubbing 1pressing? Using a viewfinderto examine smallparts of 
paintings - try to reproduce. 

(Coventry special school teacher) 

This can be developed through stories, role play and acting out scenes, 
telling stories from (paintings), looking for clues / details ......... staging 
(paintings) i. e. making scenes/ costumes ........... trying out techniques 
used by artists. 

(Warwickshire special school teacher) 
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This involvement, through the senses, was encouraged by linteractive art displays 
with which children can become involved and have tactile as well as visual 
experience' (Walsall special school teacher) as provided by some art galleries. 

Question 46: What are the difficulties you find In the delivery of art AT2 

(Knowledge and Understanding)? 

> 
Five of the primary school respondents stressed lack of time and money. They 

mentioned lack of time to do certain areas of art properly. "The time factor, now that 

the Literacy/ Numeracy Hours are in place, means that art only has less than an hour 

a week. " (Shropshire primary school teacher). Lack of money resulted in schools CID 
being unable to resource artefacti properly and, therefore, not being able to offer 

pupils hands-on experience of art or being able to give enough first-hand experiences 

through gallery visits etc. One respondent noted the difficulty of *Getting children to 

value their own opinions and give reasons for their opinions" (Sandwell primary schdol 

teacher) and another was "Initated by assumptions made in the National Curriculum. 

(Birmingham primary school teacher) 

im Secondary school respondents echoed the lack of both time and funding. 

Lack of resources and preparation time to develop resources. At present 
trying to develop a resource-base, library, visual boards, slides, videos and computers C: 
(Sandwell secondary school teacher).. 

One respondent mentioned the difficulty in finding "good enough" resources and 

several noted the problems of finding information about contemporary artists. Other 

difficulties that arose included 'social/ contextual 'problems and that subject areas 
(e. g. Renaissance) were sometimes too broad for the time available thereby forcing 

Cn 
teachers to focus on a single aspect whilst trying to make pupils aware of the whole. 

It was mentioned that pupils were sometimes unwilling to write / read in art lessons C: 
as they regarded the subject as a chance to do something they did not do in other 
subjects. 

Most pupils want to 'plough on'and make, - not write / respond orally too 
much. There seems to be a real enjoyment in learning through doing and 
having physical contact with materials. - antidote to the rest of the curriculum? 

(Shropshire secondary school teacher). 

Special school staff, whilst listing lack of adequate resources (e. g. large 

reproductions, slide projector / blackout, resources large enough for whole class), do 
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not mention a problem with lack of time. The main concern is that of lack of 

intellectual ability of the pupils makes delivery of AT2 difficult for staff. 

Pupils have difficulties in: 

9 using specialist vocabulary; 

9 retention of facts; 

* disruptive behaviour; 

being offered good topics that they can relate to. (Topics studied often 
don't have a natural link with the History of Art. E. g. topic 'At Work' - not many 
examples available); 
having resources pitched at right level; 

generating written evidence; 

relating to time I place (the context to discuss art/artists); and, 

understanding. 

One respondent noted a reluctance to spoil enthusiasm generated for practical work: 
Our kids want to get on with the painting. They will listen and look for a 
limited time. 

(Shropshire special school teacher). 

Another respondent notes that difficulties are disappearing as staff become more 
confident: 

The use of a common modular format, INSET, and pro-active co-ordination 
has enabled all staff to gain in confidence teaching art - We are a secondary 
school, but all teach most subjects. After completing a full cycle of modular 
delivery, we are stronger now than ever. 

(Birmingham special school teacher). 

Question 47: What do you think Art AT2 offers to pupils? 

Primary school respondents mentioned a wide range of things that pupils may get 
from AT2 including building confidence in their ability and in expression ideas. The 

M 
benefits include: (Number of occurrences) 

It enriches the work they do by critical awareness and ability to analyse (3); 
Insight into variety of techniques and styles (3); 
Greater awareness (2); 
The opportunity to identify their own efforts and ideas with those of 
established artists and craftspeople (2); 
Self confidence (1); 
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" Learning about the value and importance of art (1); 

" Appreciation of art (1), 

To develop their own view of art (1); 

Shows their cultural heritage (1); 

Greater understanding of their world (1); 

Excitement (1); 

* Inspiration (1); and, 

* Understanding of the purposes of art (1). 

It offers a view of another world: 
A whole world of interest and exploration. The reafisation that people actually 
spend their lives creating art in so many intriguing ways is a great source of 
discovery and learning for children. 

(Walsall primary school teacher). 

and it helps encourage: 

Critical awareness, the ability to analyse and state their likes and dislikes and 
give reasons 

(Sandwell primary school teacher). 

Secondary school respondents replied with similar suggestions of what is offered 

by art AT2: (Number of occurrences) 
IN 

sum 9 An appreciation of different cultures (5); 

0 Provide vocabulary/confidence to express own opinions (3); 

More ways of exploring personal response to a topic (3); 

An awareness of 'The Arts' (3);. 

To understand art' s contribution to our culture (3); 
Appreciation of the history of art (2); 

Possible solutions to problems encountered in their own work (2); 
To put art in context (2); 

Why artists work in different styles (2); 
The role of artists, designers, craftspeople, in society (2); 
To provide a cultural base - to understand their own work (1); 
Knowledge (1); and, 
A much broader art education (1). 
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This requirement for a more thoughtful, analytical approach results in: 

Increased status to subject, wider appreciation of multi-cultural aspects. 
Encourages wider range of personal responses. Encourages pupils to use 
visual vocabulary. 

(Walsall secondary school teacher) 

> 
and more awareness of surroundings: 

Mimi 
Greater awareness and understanding of the world around them, confidence 
in expressing their own feelings and opinions about works of art. 

(Birmingham secondary school teacher) 

(D Special school respondents offered a similar list: (Number of occurrences) 

9 
Introduces the work of other artists (5); 

* Pupils can appreciate and enjoy looking at artists (4); 

0 Helps communication skills e. g. to say what interests them (2); 

0 Awareness of 'Arf beyond schoolwork (2); 

0 Introduces pupils to an aesthetic side of life (2); 
An insight into techniques, ideas, beauty etc. (1); 
Develops confidence in own work (1); 

0 Helps pupils analyse (1); 

0 Cultural diversity (1); 

0 Knowledge about what has been produced in the past (1); 

9 Chance to work with other artists (1); 

0 
0 

How influences can work (1); 
Broadens their horizons (1); 

0 To experience exhibitions (1); 

9 Thought and meaning behind the work of art (1); and, 
0 Vocabulary ideas (1). 

0 These qualities that a SEN pupil may get from art AT2 are summed up by these 
quotes: 

Puts art in context. Helps appreciation of art for those who cannot achieve - 
enjoyment in life, communication skills, vocabulary and ideas. 

(Staffordshire secondary school teacher). 

Empowers them to ctificise others work/ to see their own work as valid and to 
become accepted lovers of art. 

(Birmingham special school teacher). 
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Teachers in special schools mention the benefits of art AT2 in helping communication 
and analytical skills. 

Question 48: What rewards do you get from teaching Knowledge and 

N Understanding of Art? 
> 

Two-thirds (8 out of 12) of primary school teachers of art said that they found 
teaching AT2 knowledge and understanding of art often kindles a positive attitude to 
the subject. It shows levels of involvement and understanding within the subject, often 

CO displayed by very young children. It provides positive feedback and evidence of 
learning and thought through the comments of pupils: 

10 1 can see children growing in their understanding.... 
(Coventry primary school teacher) 

My enthusiasm for art and works of art rubs off on the kids. 
(Sandwell primary school teacher) 

Seeing 3-7 year old children gaining knowledge about artists etc. 
(Warwickshire primary school teacher). 

The children's positive responses to a subject that is personally enjoyed. 
(Staffordshire primary school teacher) 

M The process stimulates pupils and encourages consideration of the images and 
techniques used by artists, as well as developing critical skills. This knowledge is 

often results in a more considered approach to their own work and that of others and 
reflected in pupils own practical work: 

To hear children chatting and commenting and recalling artists, their work and 
how they created it. C: 

(Walsall primary school teacher) 

M Seeing children develop the techniques they have been taught in their own 
individual work. 

(Birmingham primary school teacher) 

Develops children's criticaIjudgement skills. Develops their language and 
understanding and helps them value their own work much more. This is very 
rewarding. Also children are eager to attempt techniques and to use materials 
used by artists after teaching A T2. 

(Walsall primary school teacher) 
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Four secondary school teachers of art spoke of their enjoyment of researching 
history and that this provided the opportunity to build a greater understanding of the 

techniques, appreciation and the formal elements of art. They found their own interest 

In the subject personally fulfilling and it encouraged new ideas for their teaching: 
> 

Broadens my own knowledge. Increases my curiosity. Encourages new 
approaches to my own work 

(Walsall secondary school teacher) 
CO 

Personally, I enjoy researching and exploring how cultures create different 
forms of art. I see the richness it can offer pupils and inspiration when 
developing their own pieces. (D (Sandwell secondary school teacher) 

LM, 

Teaching knowledge and understanding of art provided secondary teachers with 

evidence of enjoyment, retention, independent thinking and influence on pupils' own 

work: 
Seeing students really enjoying looking - experiencing - making spoken 
comments / statements with confidence. 

(Birmingham secondary school teacher) 

Creative and expefimental work from students. The knowledge that some 
students have retained some of the information 

(Warwickshire secondary school teacher). 

When perceptive pupils talk about meanings in an inthrmed, thoughtful 
manner_ 

interpret ideas/ feelings that are sensitive and have not occurred to me or 
others in the group. When they recall and make connections between 

artetacts 
U) and ideas. 

(Warwickshire secondary school teacher) 

C: Whilst most secondary school respondents offered positive comments about the 
rewards they got from teaching knowledge and understanding of ari, there was one 

M negative voice: 

When compared with practical work, relatively little. It does serve as a good 
support for English and other curricular activities. Transference of skills and 
knowledge tends to be a weak area. 

(Walsall secondary school teacher) 
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Respondents from special schools said that teaching the knowledge and 

understanding of art provides professional satisfaction I developing student skills and 
interest in the subject: 

Interest and curiosity aroused in pupils who have previously had no 
experience of works of art/ sculptures and textiles, collage etc. 

(Walsall special school teacher) > 

More able pupils regularly provide fresh insight into looking at works of'art. 
(Birmingham special school teacher) 

CU 
Teachers are rewarded by the feedback from pupils especially the evidence of 

retention of names and facts covered in earlier topics: (D 

Challenges stereotypes of what our students can achieve - the buzz of seeing 
someone visit a gallery and say I really like Picasso because .......... etc.. 

(Birmingham special school teacher) 

Satisfaction when pupils throughout the school, recall names of artists and 
remember having done work related to a particular artist's work recognising 
the work of artists - something to be achieved in the future. 

(Sandwell special school teacher) 

Because I think it is the most important subject in any school but can be 
particularly useful to the maladjusted. 

C: 

(Staffordshire special school teacher) 

Gaining personal knowledge of subject. Seeing evidence of AT2 in students' 
practical work. Generating an interest in students to look and research 
independently. 

(Coventry special school teacher) 

Whilst some respondents felt they achieved a personal satisfaction from the study of U) 

the history of art, several teachers suggested there were difficulties in delivery and 
C: felt pupils got more rewards from practical work: 

Makes me look more closely - but rarely 'rewarding' in actual teaching 
situation. Staff in general rind it difficult to break down targets into small steps. 

(Coventry special school teacher) 

Not as many (rewards) as from practical work. 
(Shropshire special school teacher) 
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Question 49: What resources do you use In the teaching of knowledge and 

understanding of art? 
A. self-made, adapted or teacher-owned resources. 

B. commercially produced resources for art teaching 

(e. g. schemes/modules). 
C. one-offs (visitorslartists In residence etc. ). 

The following tables list examples of resources used to deliver AT2 mentioned by the 

Mimi 
primary, secondary and special teachers. The tables record the number of times each 

resource is named in the questionnaire by a respondent in each sector. In some 

cases respondents only indicated that they did use the types of resources listed (e. g. 

self-made resources) but without specifying individual examples, these, therefore, are 

not recorded in the following tables. 

0) 

0 
Cl) 
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Resources used In teaching knowledge and understanding of art 
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Table 2a Self-made Resources 

RESOURCES PRIMARY SECONDARY SPECIAL 
. 
Slides 1 3 

Postcard collection 1 2 2 

Pupils' artwork 1 2 

Worksheets on techniques or information I I 

Teachers'own books 1 4 

Teachers'own magazines 1 2 

Teachers' own work 1 2 

Jigsaw puzzlc%e les 1 

Photocopies 1 1 

Teachers' own sketchbooks 1 1 

School gallery / displays 2 
_ 
Critical study boards 2 

Library books I 
_ 
OHP transparencies 1 

Photographs I I 

Line drawing drawings for tracing 1 

Collected pictures/illustrations from 
magazines, cards, calendars and 
advertisements. 

1 3 5 

The commitment of the teachers could be gauged from the fact that so many brought 

their own possessions into school in order to help their pupils. Many teachers used 
their own art skills to produce their own resources. Teachers in all sectors collected 

photographs,. pictures and illustrations to show examples of the work of artists. 
Secondary schools use a significantly wider range of self-made resources possibly 
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reflecting a greater use of specialist teachers, greater chances to get to and share 
ideas at Inset sessions or more non-contact time available to use for preparation. It is 

noticeable that teachers in special schools, whilst a higher number cite bringing in 

their own art books and collecting magazines, photographs and pictures, the sector 

seems to produce a smaller range of self-made resources than mainstream schools. 

Resources used In teaching knowledge and understanding of art 
Table 2- Commercially Produced Resources for Art Teaching. 

_RESOURCES 
PRIMARY SECONDARY SPECIAL 

Slides I I 

Postcard packs 2 1 2 

Laminated reproductions 1 1 

Museum/gallery guides 1 1 

Books 2 2 2 

Videos 3 

Artefacts I 

Art magazines 1 1 

Printstposters 2 2 6 

Photographs 2 

CD rom art gallery 1 1 

Calendars I 

There was a Widespread usage of slide, postcards, posters and books with the 

greatest range of resources used by primary schools. There was some hesitation 

about using commercially produced resources either because not all of the contents 
were relevant to what was being taught. Special schools respondents do not mention 
use of CD roms, videos, or, in the previous table, overhead projectors (OHPs) or 
photocopying. They do, on the other hand offer provision of artefacts, possibly 
because SEN children are considered to respond more easily to tactile stimuli. 
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Table 2c One-off Resources 

RESOURCES PRIMARY SECONDARY SPECIAL 
_ 
Extra funding for trips I 

Gallery visits 2 2 2 

Artist in residence 4 5 2 

Residential art weeks 1 

Drawing workshops 1 1 

Ex-students invited back to talk to pupils I 

Links with UCE/PGCE students 2 

African art days (run by LEA advisor) 

Visits/demonstrations arranged by 
specialists from other local schools) 

I 

Five respondents commented that they would like to have more artists in residence 
but it is expensive and lack of funds make it unaffordable. It is worth noting that, whilst 

all sectors have visited galleries, the special schools have a lower provision of artists 
in residence. 

In conclusion special schools seem to use a smaller range of resources than the 

mainstream sector. 

Question SO: What further resources do you wish for to help your delivery of 
the Knowledge and Understanding of Art? 

Most teachers of art in primary schools named at least one of the following (some 

mentioned several) requirements: 
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" More funding for the school; 

" Artists to come and work in classes; 

" Regular visits to art galleries and art studios; 

" Textile and sculpture in-service training; 

" Resources e. g. packs of prints; 
Artefacts; 

Better CID ROMs; 

More 3D and multicultural items; and, 
Time to organise resources. 

Secondary school teachers echoed these requirements for further resources with 

more emphasis on computers, printers and scanners. This possibly reflects to some 

extent the requirement to teach Information and Computer Technology (ICT) through 

all subjects. 

Finance to purchase approptiate books, CD ROMs, posters, prints etc.. 
Opportunities for outside school visits. Grants to cover cost. 

(Warwickshire secondary school teacher) 

Time to prepare - read books, precise DTP with visual aids to create sheets - 
better still, more books, PCs to access CD ROMs so that a visual library on 
disk could be created. 

(Sandwell seco ndary school teacher) 

Our own workboards are perhaps the most valuable resourceý but time and 
money to provide such one-off resources is limited. 

(Walsall secondary school teacher) 

Special school teachers of art also identified the need for funding for: 

" Black out facilities; 

" Artist in Residence; 

" Slides; 

" Videos; 

"a kiln; 

large posters; and, 
to'fill in gaps in currents resources' (e. g. French 18th Century 

Their replies reflected a degree of uncertainty of the place of art within the school 
which in some cases is reflected in the amount of time given to art on the timetable: 
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The school needs to establish its policy - it's likely to see art as an integrated 
subject within a humanities Package. 

(Shropshire special school teacher) 

Consistently more time allowed on the timetable. 
(Walsall special school teacher). 

> 
Special schools teachers stressed the need for appropriate language levels to be 

considered if SEN pupils were to benefit: 

More commercially produced resources for students with Special Needs 
re: reading contentH 

(Coventry special school teacher) 

More access to appropriately worded gallery tours (e. g. an awareness of 
language for use with SLD students). 

(Birmingham special school teacher) 

Maybe some good videos of artists, but with a special commentary for 
SEN pupils. 

(Shropshire special school teacher) 

Question 51: Are you aware of any SEN Issuestfactors arising from the 
mandatory Inclusion of Knowledge and Understanding in 
NC Art? 

0 The majority of primary school respondents replied that there were no outstanding 

problems (one mentioned that there might be a problem if a written response were 

needed, but this can be overcome). Those who said "yes" noted problems with 
language skills. There was also mention of the help provided by their school SEN 

Policy: 

Children with special needs may need certain provision to enable them to 
enjoy works of art, but with careful planning, there are always some kinds of 
art that they can appreciate and explore. 

(Walsall primary school teacher) 

In contrast, the majority of secondary school teachers did mention issuestfactors: 

* Assessment is a problem (Warwickshire secondary school teacher) 

0 Literacy skills (Coventry secondary school teacher) 
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* No more than any other subject. (WarvAckshire secondary schoolteacher) 

* Pupils with learning difficulties are sometimes put off by written tasks 
or reading tasks. 

(Birmingham secondary school teacher) 

e The need to re-write and produce differentiated worksheets 
(Staffordshire secondary school teacher) 

0e Differentiated delivery (Sandwell secondary school teacher) 

Pupils responses tend to be more limited as they find it more difficult 
to communicate. 

(Walsall secondary school teacher) 

The art teachers at special schools reflected the various problems that had arisen: 

It is a struggle to fulfill the requirements. 
(Shropshire special school teacher) 

I rarely ask pupils to write in art lessons as many pupils rind writing diff'Cult 
anda bit of a chore. 

(Warwickshire special school teacher) 

The vocabulary, the wide variety of ability in any one class and that some 
pupils find 2D work (i. e. posters photos. ) hard to interpret visually. 

(Warwickshire special school teacher) 

Just the nature of our pupils requires us to be more flexible when planning 
ourPOSs. 

(Sandwell special school teacher) 

We have to modify to suit MLD SchooL 
(Walsall special school teacher) 

Blind pupils cannot access history of art through photos / books. They can 
use artelacts gallery visits. Extremely difficult for deaf pupils with limited 
understanding to cotton on to subtlety. 

(Birmingham special school teacher) 

Virtually impossible for students with PMLD. 
(Birmingham special school teacher) 
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Question 52: Do SEN pupils find difficulties with the need for 
written responses? 

The majority of primary teachers of art stated that their SEN pupils did find difficulties 
and suggested various strategies: 

9A one to one or a very small group situation; 

>0 Differentiated work; and, 

M0 
Scribing for pupils. 

Two respondents questioned whether there was a need for a written response. 
All secondary school teachers of art said SEN pupils had, or sometimes had, 

(D 
difficulties with written responses. 

Almost always OK on a one to one basis, but often need differentiated work 
which is approptiate. 

(Shropshire secondary school teacher) 

Pupil responses tend to be more limited. 
(Walsall secondary school teacher) 

Yes, but they can illustrate their answers too. 
(Birmingham secondary school teacher) 

C: Support staff are available to help. 
(Birmingham secondary school teacher) 

L Yes. They often refuse and support is rare. Academic subjects are seen as 
OM more important 

0 (Warwickshire secondary school teacher) 

Special school teachers of art all found difficulties with the need for a written 
response: 

Yes. They could not do it. (Walsall special school teacher) 

Especially those who can hardly wtite. (Shropshire special school teacher) 

We don? use written responses, though we are developing symbols writing. 
(Birmingham special school teacher) 

Some schools develop and use worksheets with few words especially for SEN pupils. 
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Question53: Do SEN pupils find difficulty with the need for oral responses? 

Primary teachers of art were evenly divided on this. One respondent said that some 

pupils do have difficulties m6th detailed responses. OOOVI% pupils do have difficulties with detailed responses. 

All but one secondary teacher of art said that SEN pupils find, or sometimes find, 
> 

difficulties with oral responses. Lack of confidence was mentioned several times, but 

one respondent remarked, 

SEN pupils may be quite articulate. (Sandwell secondary school teacher) 

CO Sometimes, they are usually in a difficult class where they aft need help at the 
same time and rind it difficult to contribute as they a# lack concentration. 

(D 
(Warwickshire secondary school teacher) 

Special school pupils generally find less difficulty with oral responses tha n written 

res onses: p 

Not so much with oral responses as with written response& They offer 
responses freely. 

(Walsall special school teacher) 

Yes, but the same for all subjects. The school employs a wide range of 
expertise to facilitate. Especially Autistic children and those with serious 
speech problems. 

(Birmingham special school teacher) 

No more than in any other aspects of education. Just structure enquiry. 
(Staffordshire special school teacher) 

3.3.7 Section 6: Conclusion I Follow-up 

Respondents were offered the oppor tunity to add further comments on any aspect of 
the questionnaire. 

Primary teachers of art provided only two responses: 
I travel a lot and so bring back bookslartefactslvisual aids. This helps. I really 
don T see a problem with A T2. Are people finding it difficult? 

(Warwickshire primary school teacher) 

The National Curficulum has made people more aware of the different areas 
of art, but most teachers are still apprehensive to teach art especially in Key 
Stage 2 because of their own limited knowledge and skill. I fee/ that in Key 
Stage 1, children should experiment with different medias of art before 
studying artists' work and using their learned skills to imitate artists styles. In 
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Key Stage Z because of the cost of materials, lack of time and 
underdeveloped skills, there should be less requirements. Certain techniques 
in certain areas of art should be introduced and developed at Key Stage 3. 

(Birmingham primary school teacher) 

These opposing views reflect varying levels of confidence and competence felt by 

pdmary teachers of art. Possibly this reflects differing expedences (through travel 

etc. ) and training. The less confident teachers may feel that the NC is trying to 

address too much too soon and that pupils should not even be involved with AT2 until 
they reach Key Stage 2. 

Secondary teachers used their concluding statements to reflect on the teaching of 

art: 
YES! I need a drink! I wish you luck - but please let's see some real action this 
time, is I often feel everyone writes about it but never appears to actively 
reproduce anything useful for classroom use. 

As a teacher for twenty years, I'm still greatly moved and interested in my 
subject area - sadly, I think a lot of teachers are fed up, tired and lack 
the passion. 

(Birmingham secondary school teacher) 

Cn 
The inclusion of an element of A T2 in the National Curriculum is a step 
lbrwardý but, as usual, insufficient consideration to time, finance, resources, 
has been given. A T2 should not be seen as more important than practical 
activities or as an excuse to pretend that art needs to be seen as more 
'academic". I think the necessity to include it as a proportion of marks at 

C: 

GCSE /eve/ is a dangerous precedence. It will have a tendency to lead 
practical work resulting in crude copies of existing art work, It will further deter 
those pupils who find research work difficult but nevertheless produce 
excellent art work. 

A T2 should be covered during coursework projects, but be optional at 
GCSE examination Final work. Opportunities to visit art galleries should have a 
high priority in an art curriculum, but in practice this is not realistic for many 
schools. It should be compulsory for schools to provide time, Fhance and 
cover for this to take place at least once during Key Stages 3 and 4. 

(Warwickshire secondary school teacher) 

A T2 has been approached or taken by some to mean formal art history C: 

sessions. Our department uses A T2 to inform, support and inspire pupils' 
M development of ideas (i. e. A TI). Thus the two are integrated throughout the 

POS and flow between lessons in the development of pieces of work. Most 
teachers of Art and Design should be practising artists in their own right and 
we need to develop a balance between past artists, contemporary artists 
(including ourselves) and those of other cultures when developing POS. 

(Sandwell secondary school teacher) 

I rate myself as a reasonable practitioner who can motivate students to 
produce high standards and 12 years as Head of Department, I find myself 
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forever anxious and self-doubting about my ability in the classroom and the 
monolithic demands placed on me by the National Curriculum, OFSTED and 
the government. Like many art teachers who are conscientious and want their 
students to do their very best aft of the time, I would like to be trusted more to 
deliver what is benericial and magical to my students - following simple but 
achievable goals which does not sound like a First Degree Arts course in its 
settfng out of goals. Professor Colin Renfrew et al have a lot to answer for in 
my book with their version of a National Curriculum in Art. 

> 
(Shropshire secondary school teacher) 

The secondary teachers reflect a number of frustrations felt by this sector. Some feel 

VOMJ that the demands of the NC, Ofsted etc. are too prescriptive and reflect lack of trust. 

These teachers feel that they have the enough confidence in their own knowledge CO 

and experience to deliver appropriate schemes of work that will involve and inspire 

their own pupils. In many cases, whilst art teachers know "at is required, they (D cannot get the sufficient time*or funding from their schools to deliver an appropriate 

curriculum. Whilst some believe that there may be too much written theory, teachers 

would welcome something that would offer practical help within the classroom. 

Special school teachers offered mixed feelings about art AT2: 

WE always did do work looking at artists and paintings before the Nq- - There 

was probably scope for more, but NC and A T2 structures are not helpful. In a 
special school like ours, we feel we (the staft) have an awareness of the role C: 

of art in the personal development of the child! Knowledge about art is only 
relevant where it fits into this. It is aft a bit bureaucratic. 

(Shropshire special school teacher) 

Our pupils are not intellectuals - so we try to get responses and participation 
is our main interesttfocus. We also look for our "trigger moments* when 
individuals become inspiredl motivated. (Sandwell special school teacher) 

This is an establishment for people with severe learning difficulties. There is 
considerable difficulty in making sense of the more abstract elements of the 
NC. The focus in the school is mostly on IT, Communication (English) 
and Number. (Shropshire special school teacher). 

I photocopy background information to put in pupils' sketchbooks - building up 
M an Art History book in various topics e. g. drawing. When I teach Key Stage 31 

do not vyant Art History to get in the way of enjoyment of Art because it is so 
language based. I do differentiate the amount of Art History given to the more 
and the less able pupils - and, of course, I respond to a good response from 
the pupils. (Birmingham special school teacher) 

Non-specialist teachers continue to rind A T2 more difficult, as they fee, they 
do not have the knowledge to help pupils interpret and respond to other 
artists'work. Often the pupils have more confidence than the teachers! 

(Warwickshire special school teacher) 
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As a non-specialist, I find it, often, easier to introduce topics / skills etc. 
through A T2. Usually gaining students'interest - connects activity to possible 
end results. The Key Stage 4 GCSE moderator commented on evidence of 
A T2 in students work - some written materials were generated by students 
through evaluation. / often try to get pupils to record observations and feelings 
about their own work and relate this to A T2 activities. / use a lot of A T2 
materials for displays. (Coventry special school teacher) 

The nature of the children in the school places the main emphasis of teaching 
on skills. Some pupils cannot name colours or recognise wood, pottery, 

N textiles etc., therefore as a staff we agreed that A TI would be delivered both 
discreetly and incidentally to other NC work. However, no child is excluded Mimi from the NC so A T2 has to be addressed. My personal project as co- 
ordinator, has been to build up examples and information on artists of all 
kinds. (Coventry special school teacher) 

Art AT2 was used by some non-specialist teachers as the cornerstone of their 

teaching up to GCSE level, whilst others were less confident in their own ability in this 

area. In some cases it was considered too intellectual, possibly inhibiting enjoyment 

of the subject because it is so language-based. In these cases it seemed to be 

viewed as a non-enjoyable, problematic relation of practical work. 

3.4 Main Conclusions from the Survey 

C: The results showed that special schools did not face separate or particular difficulties 

that they could not overcome by higher staffing levels (enabling one-to-one support to 
0 record reactions and responses of SEN pupils who might find the need to read 

questions and produce written answers a barrier to assessing achievement). 

The main difficulties noted by all sectors were: 

* access to affordable, high-quality resources; and, 

* the availability of adequate time for planning and preparation of the new 
C: requirements. 

W 3.5 Second stage of the study 

In response to the questionnaire it was decided to widen the focus of the research 
from supporting special school teaching of art to include all schools. It was 

considered that production of 'a resource that would be of use to both mainstream and 
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I 
special sectors would be welcomed. At the same time responses suggested the focus 

on a local gallery would encourage use. 

The survey focused on the impact of changes to the art curriculum in 1992. Analysis 

of the results coincided with further changes to the educational and political climate. 

0 These changes will be studied in the next two chapters. The educational changes will 

be considered in the following chapter and political considerations in Chapter 5. 

Changes introduced in the NC2000 impacted on the teaching of art. These included. 

the adoption of a single attainment target which did not separate 'making and doing' 

from 'knowledge and understanding'. The next chapter will consider the impact of 

these changes on the teaching of art, the attitudes of teachers and the status of art as 

a NC subject. 

0) 

0 
Cl) 
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'Inspiring Creativity: Creating Edge Effects through 

Partnerships with Museums, Galleries 

and Arts Practitioners' 

> 
Chapter 4 Current Teaching of Art in Schools 

(Since the Introduction of NC2000) 
CO 

4.1 Introduction 

(D The introduction of the NC2000 included a change from two ATs to a single 
Attainment Target 'Knowledge, Skills and Understanding' (see appendix 5) and a 

change in the subject name from 'art' to 'art and design'. 

'Arts Education in Secondary Schools: Effects and Effectiveness' (Harland et al., 
2000) was an in-depth study of five secondary schools with reputations for good 

practice in the provisions of arts education, gathering information through interviews 

with people involved with the school, lesson observations, and pupil questionnaires. It 

aimed to study the effects and outcomes of arts education, by looking at provision and 

LM 
I good practice. 

A smaller study, ' 'Saving a Place for the Arts? ' (Downing et al., 2003) offered a 

preliminary survey of the state of arts education in primary schools, as perceived by 

headteachers and class teachers. This research looked at arts provision in the light of 
recent developments in school management, changing human resources and 

curriculum demands and noted 'there have been very few significant and recent 

studies of arts education provision within primary schools! (Downing et al., 2003, p. 1) 
This used a postal questionnaire to elicit quantitative and qualitative data, and follow- 

up interviews with a sample of volunteers. 

Following the 2000 review of the National Curriculum which stated that the curriculum 

should aim to enable pupils to think creatively and critically; solve problems; manage 
risk; and, cope with change, the QCA (Qualifications and Curriculum Authority) was 
given the remit to research creativity. Tony Knight led one of two OCA projects on 
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creativity. The project was a three-year curriculum development programme focusing 

on how the arts (art and design, music, dance, drama and media studies) can 

contribute to pupils' education and school improvement. In the first year policy makers 
from 12 countries helped to clarify the aims and outcomes of arts education; in the 

second year it worked with teachers and arts organisations to develop aims for arts 

education and to begin to define a set of outcomes; and in the third year it carried out 

major studies to arts in schools. The information was gained from this mixture of II 

Artsmark Gold schools, a random stratified sample of 21 schools and 11 schools 
known for effective practice using creativity. Knight's (2003) project focused 

specifically on the visual and creative arts and resulted in the production of the Arts CIO 
Alive website which provided a wealth of information and ideas for schools wishing to 

develop their work in this area. 

4.2 Attitudes Towards Teaching of the Arts 

The 'Saving a Place for the Arts? ' report (Downing et al., 2003) stated that, within 

primary schools, enhancements to arts provision focused on the enthusiasm of key 

groups or individuals. The study reported that in many schools teachers believed 

members of the senior management team to be key advocates of the arts within 

schools and headteachers mentioned inspirational individuals and the enthusiasm of 
the staff as increasing provision for the arts. - 

The pressures of the curriculum have a negative impact on arts teaching with 
a decrease in the amount of time available being the overwhelming reason for 
decreases in arts provision. The national focus on other aspects of learning, 
in particular the focus on literacy and numeracy, and school performance, 
with end of key stage tests, performance tables and the standards agenda 
are identified as squeezing out the arts. The problems facing provision for the 
arts were compounded by the government's decision to lift temporarily the 
requirement on primary schools to follow the full National Curriculum 
programmes of study for foundation subjects. This moratorium, which lasted 
between September 1998 and September 2000, was intended to give schools 
more time to teach literacy and numeracy. Unfortunately, this crucial activity 
pushed the arts further down primary schools! and training providers' list of 
priorities. (Rogers, R. 2003, p. 4) 

This focus is reflected in the pressure by LEAs for improvement of standards in core 
subjects. There was also some indication that there is significant variation between 

the regions regarding the changing status of the arts (Downing et al., 2003, p. 18). 

The report revealed contradictory views that reflected pessimism about the current 
state of the arts nationally alongside more positive responses relating to the status of 
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the arts in their own particular schools. This lack of recognition of the value of arts 

education nationally causes concern: 

These findings appear to indicate a situation in which teachers' high levels of 
enthusiasm for the arts and desire to teach them is in conflict with external 
pressures to reduce arts teaching. These are factors that might combine to 
lead to frustration and demotivation in the teaching workforce. 
(Downing et al., 2003 p. 1 1) 

There were two opposing pressures for change identified, 'with pressures from local 

M and national government for the arts to be downgraded, and pressure from within 

schools for their maintenance or increase. (Downing et al., 2003 p. 19) 
CO 

Knight in the research for Arts Alive showed: ' 

(D We found that virtually all head teachers want to give greater emphasis to the 
Liiiiiiiiiiiii 

arts, but that they are often constrained by the fear that standards will drop if 

10 
they divert attention from developing literacy and numeracy. However, the 
schools that have actually taken the plunge and invested in the arts have 
found quite the opposite. All of the schools with an arts-rich curriculum that 
we investigated believed that the arts had made a significant contribution to 
school improvement and, in many cases, had directly improved standards. 
Not one school that invested in the arts had suffered. (Knight, T. 2003, p. 10) 

Parents and governors were considered more ambivalent in their attitudes, requiring 

convincing of the contribution the arts can make to a child's education. 

Downing et al, (2003) reported of headteachers and class teachers in primary 

schools: 
0 ýý 

The strength of their enthusiasm for the arts was palpable in their comments. 
Their language revealed pride in their achievements in the arts and passion 
for their belief that the arts contribute to children's development well beyond 
the narrow definition of achievement as measured in end of key stage tests 
and performance tables. (Downing et al., 2003, p. 49) 

The report contrasts the staff enthusiasm with an unsupportive environment in which 
headteachers are forced, by pressure from outside the school, to focus on aspects of 
the curriculum that will be measured and by which their work will be judged by 

performance tables: 

There would appear to be a mismatch between what these school-based 
professionals believe is appropriate to the good education of their pupils, and 
what policy makers outside of schools believe. (Downing et al., 2003, p. 50) 
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School staff identified a number of factors that are aggravating the difficulties caused 
by this mismatch. These included concern over Initial Teacher Training (ITT) courses 
that include lack of training in the arts and subsequent lack of confidence amongst 
NQTs. Rogers notes in The Disappearing Arts (Rogers 1998) that concerns about the 

extent and quality of arts provision with many schools reporting 'insufficient numbers 

of teachers in schools with the training and experience, commitment and opportunity 
to provide good quality arts education' (Rogers 1998, p. 4): 

It is not that teachers have little interest in the arts, rather that as the arts 
become less of a priority in schools so too are they being downgraded in the 
training of teachers. (Rogers 1998, p. 4) 

The report shows that, while some ITT providers and their partnership schools are 

able to offer trainees a rich diet of arts experience and training, the majority offer little 

such experience and some are in danger of missing out completely on the arts. 
Rogers notes of arts provision in special schools: 

If we know little about the arts in primary and secondary schools, we know 
next to nothing about the state of the arts in special schools and the expertise 
of teachers to deliver a good arts education to such a wide range of pupils 
with such diverse needs. What we do know brings little comfort. According to 
Ofsted inspections, special schools show wide differences in terms of 
progress and achievements by pupils. One special school in six was found to 
have substantial underachievement. -(Rogers 1998, p. 39) 

Continuing Professional Development (CPD) opportunities in the arts are often 

unavailable or unaffordable and whilst schools try to augment this using professional 

arts organisations, rather than the more traditional LEA support, shortage of funding 

is a barrier. There is a sense that schools are trying to protect the place of the arts but 

feel they are struggling against the odds: 

There is a widespread perception that LEA and WES attitudes are not 
supportive of the arts. Even where efforts are made to support the arts, as 
through the QCA arts documents, these have been met with widespread 
criticism. (Downing et al., 2003, p. 51) 

The LEAs, traditionally supporters of arts teaching, are perceived to have abandoned 
that role, concerned only with their own place in performance tables which is 

measured without reference to performance in the arts. However, Downing et al, 
believe that, given the evidence that schools serving different communities perceive 
different purposes for arts teaching: 
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... there would appear to be a potential role for LEA advisers to use their local 
knowledge to support teaching appropriate to those different purposes. LEAs 
may be well placed to make arts CPD and curriculum support provision suited 
to schools with similar socio-economic backgrounds and to service the needs 
of schools who believe that they can improve their attendance, behaviour and 
attainment levels by providing better arts education. 
(Downing et al., 2003, p. 52) 

LEAs might choose to work alongside regional arts agencies ensuring a more 
inclusive access to external professional arts provision. I 
New Ofsted procedures recognising diversity have meant that schools can identify 

particular aspects of their practice for inspection -and this can include the arts, this 

has resulted in Ofsted requiring some schools to address weaknesses in their arts 

provision. 

This negative view of outside agencies is echoed in views stated at the DfESIDCMS 

(Department for Culture, Media and Sport) creativity seminar for LEAs. The LEAs, 

when asked to name the main obstacles to developing creative teaching and learning 

in their schools, listed lack of support amongst the factors identified: 

Uniformly, most LEAs mentioned the culture of caution that existed among C; ) teachers and schools, with a reluctance to take risks and innovate and a lack 
of knowledge and confidence amongst teachers with regard to creativity. The 
lack of support from official bodies such as WES, OCA and, most commonly, 
Ofsted was stated. (DfESIDCMS report 2003, p. 21) 

The culture of caution may be understandable after the recent years in which art and 

creativity has been marginalised in education, but currently, the need for creativity 

seems to be being acknowledged and this rhetoric progressing into financial 

opportunities to practice creativity in education. Ann Anderson, Head of Art-in a 
Coventry school and a Chief Examiner in Art and Design, contrasts the difference 
between the teaching of art in secondary and primary schools and notes a change of 
the national agenda: 

Art in its many forms is alive and well at key stage 3,4 and 5. Pupils and 
students 6njoy art activities.... The ability of the very best in terms of visual 
literacy, problem solving, analysis and creativity far outstrips what is expected 
for their age group. ... Here (key stage 1 and 2) the picture has been more 
depressing as the relentless drive for good SATs results in English; maths 
and science has obliterated vast areas of learning experiences for children. 
However, even here, things are looking up. Charles Clarke has announced 
that pupils have the right to enjoy learning. Funding announcements have 
been made to increase and further develop learning in museums and 
galleries. Creativity is in the hot spot across the curriculum. (Anderson, A. 
2004, p. 1) 
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She does add a note of scepticism regarding the funding of her own art department 

and her personal need for creative responses to lack of support in the past: 

>4% 

(D 

0) 

: - 0 
Cl) 

My capitation has stood still for ten years, whilst the number taking courses in 
fine art, graphics and photography have nearly tripled. This - set against a 
greater emphasis at all levels to analyse and evaluate the work of others in a 
critical and historical context - has certainly fostered in me the need to 
develop creative solutions for materials and resources. 
(Anderson, A. 2004, p. 1) 

Harland et al report a high level of, support for the arts with high levels of 

encouragement and acclaim towards individual teachers. This raised and maintained 

confidence levels of the staff; influencing commitment to and enjoyment of teaching of 
the arts. The teachers themselves recognised how their personal enjoyment of 

curriculum impacted on their teaching; 

Providing an up4o-date and relevant curriculum was one way in which 
teachers and pupils believed that pupils could be enabled to get a Uzz' or 
sense of enjoyment out of arts subjects. (Harland et al., 2000, p. 347) 

Rogers note in the 'Time for the Arts' report that if pedagogy and practice in the 

teaching of the arts is to improve: 

A crucial task is to give teachers and training providers a strong conceptual 
framework that establishes the particular value that the arts have in 
education; and that promotes the means by which education in the arts can 
be done well, and by which the quality of what is being done can be 
recognised and evaluated. (Rogers, R. 2003, p. 4) 

The NC decision to recognise art and music, but not drama and dance, as 
independent subjects seems to be reflected by those planning the timetable: 

Art and music were often relatively well supported, with regular lessons within 
the timetable, dedicated rooms and equipment, and specialist teaching staff. 
Drama, and more particularly dance, were generally less well supported - 
often attracting only cursory amounts of time Within the timetable, being 
taught by non-specialist staff from English and PE, and dependent on the use 
of inadequate facilities. (Harland et al., 2000, p. 558) 

External support in the secondary schools observed came from sources such as LEA 

arts advisers, RABs, arts organisations and local teacher networks: 

The main source of external support for the case study schools came from 
LEAs, and a wide variety of different mechanisms were described including: 
arts advisers, provision of resources and facilities and the organisation of 
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artists-in-residence schemes. However, it was clear that the quality and 
extent of this type of provision varied widely between LEAs. 
(Harland et al., 2000, p. 569) 

M+MJ 
4.3 The Benefits and Purposes of Teaching the Arts 

4.3.1 Primary Schools 

In the study of attitudes in primary schools (Downing et al, 2003) the majority of 

teachers and headteachers surveyed were strong advocates for the arts, with only a 
Cz small number querying the importance of the arts in the context of competing 

priorities. This may, of course, be because the group were self-selected and those 

ID who chose to complete the questionnaire were committed to the arts. Headteachers 

and class teachers were asked to respond to a list of possible 'purposes of arts 
16 

hi ' ý ng , indicating the five they felt were the most compelling reasons for teac education 
the arts. The list included 17 suggested 'purposes, noting that this list was 'non- L) 

exhaustive', and giving space for respondents to specify their own purpose. The 17 

purposes generally fall into four categories: the development of artform skills and 
knowledge; purposes related to pupils' learning and pupils' personal development; 

experiential purposes; and individual and school-level social purposes. 

ti k d th 't d l ti d d ' ents c e e purposes o eve op crea ve an Over 60 percent of all respon 
thinking skills' and 'to develop communication and expressive skills! Levels of 

endorsement between teachers and headleachers were 'remarkably similar' with over 
40 per cent endorsing 'for pleasure', 'to develop artform skills' and 'to experience a 

sense of achievement'. Differences occurred when class teachers endorsed purposes 
(working cooperatively) relevant to the classroom setting and headteachers purposes 

which were more focused on the social aspects of the arts ('social inclusion', 

'motivation to attend school' 'addressing issues of disadvantage' 'enhancing the 

school as a community) and to the children's life experiences ('to experience risk 

1100ý taking' and to experience a sense of achievement'). 

Benefits to the school as a whole, mentioned in sample interviews with headteachers 

included raising the profile of the school by reaching out to the communities around, 
them and showing off its achievements in a way enjo yable to outsiders, giving the 

children and parents pride in the school through shared celebrations that help bind 

the school community together. It was noted that the arts were believed by a number 
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of headteachers to influence the behaviour and motivation and ultimately the 

attendance of pupils in the school. There is little evidence to link arts provision to 

behaviour and motivation but these examples indicated a strong perception that the 

arts have a direct impact on these areas. Comments reveal a common theme 

suggesting how this connection might operate: 

(The arts) .... represented a medium through which less able pupils could 
achieve. This could lead to improvements in pupils' well-being and self- 
esteem as well as a generally enhanced enjoyment of school. 

0 (Downing et al., 2003, p. 13) 

The arts could be used to inspire and support work in other areas thereby helping 

address the demands of an evolving National Curriculum and it is possible to 

incorporate all subjects (e. g. citizenship) within the arts. (Downing et al., 2003, p. 14) 

This can affect the perceptions of the purposes of arts teaching for art specialists or 

art co-ordinators, who were less likely to endorse the categories 'enhancing learning 

in other subjects' and. 'addressing issues of low self-esteem': 

The idea that the arts can be 'devalued' by justifying them with regard to their 
impact on other areas has had some currency and it might be expected that 
specialists would wish to defend their subject on its own terms. Amongst class Cn teachers this seemed to be the case. (Downing et al., 2003, p. 14) 

Interviews with headteachers reflected a common recurring theme on 'the unique 

contribution that the arts can make to a 'holistic! education. (Downing et al., 2003, 

p. 15) It was felt that this broadened horizons and challenged expectations by 

introducing experiences to which pupils may not have access in their home lives. The 

M arts were perceived to provide benefits such as aesthetic appreciation and pleasure 
in the arts that could be drawn on in later life and be a continuing source of 

enjoyment. They helped strengthen the development of essential life skills such as 
interpersonal skills; co-operative skills; investigative and independence skills; and 

confidence in performance. It was mentioned that the arts helped develop 

psychological well-being through enhancing emotional expression, 'emotional literacy' 

and spirituality. 

It was found that teachers were more likely to focus on the social benefits of the arts 
for pupils from less affluent backgrounds. With a more affluent intake the emphasis 

would be on learning across the curriculum and skills acquisition. 

Clearly the benefits that the arts can bring to a school are dictated in part by 
the specific needs of the school. This suggests that a 'one-size-fits-all' 
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approach to arts teaching in school, of the kind assumed by the National 
Curriculum, may not be the most appropriate model. 
(Downing et al., 2003, p. 16) 

Professional development opportunities and approaches to delivery of the arts may 

Mimi 
need to reflect this if the arts are being taught for different reasons in different 

schools: 

There was some evidence that the perceived purposes of the arts had an 
> 

effect on the way in which the arts were delivered in schools. 
(Downing et al., 2003, p. 18) 

Where cross-curricular approaches were endorsed the purpose of the arts was to 

enhance learning in other subjects. 

4.3.2 Secondary Schools 

The picture of arts education within secondary schools is more uniformly positive. The 

teaching of the arts through subject departments or faculties possibly mean the more 

recent introduction of the equivalent of the literacy and numeracy strategy (the key 

stage 3 strategy) had a less marked effect. In secondary schools the arts 
, 
are 

considered (Harland et al., 2000,0.568) by members of the Senior Management 

Teams (SMTs) to impact on the whole school ethos, mainly by encouraging a positive 

cohesive atmosphere through enhancing pupils' enjoyment, self-esteem and 

achievement Pupils gave three main reasons for their choice of arts subjects at key 

stage 4 (influenced by their previous experiences in key stage 3): their personal 

enjoyment of the subject; their ability within it; and their perception of its relevance, 

status and value. 

Secondary school (years 7- 11) pupils' opinions were sought by Harland et al (2000 

p. 279) who asked them to consider, in a questionnaire, what they got out of studying 
the arts subjects offered in their schools. Pupils were allowed to circle more than one 

response so percentages do not sum to 100%. In art pupils ranked 'helps you be 

more creative/imaginative first with 49%. The next most commonly perceived 

outcome was that art 'gives you knowledge of the artform and appreciation of people 

who work in it' (38%); followed by 'teaches particular skills' (33%); 'gives you a sense 

of pleasUrelenjoyment/satisfaction' (32%); 'helps you express yourself better (21%); 

'helps you feel good about yourself (15%); "helps with a future job or career (15%); 
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'helps you understand people's feelings and emotions' (12%); 'helps you think and 

clarifies your thinking (I I%); 'gives you confidence socially/helps you to get on with 

people' (8%); 'helps you learn in other subjects' (5%); and lastly, 'helps you learn 

more about social issues and problems' (2%). 

This picture does not reflect the pattern of cross-curriculum effects involving working 

with others or learning about issues outside art that primary schools hoped to 

achieve: 

' At a time when there is much attention given to claims about indirect or spin- 
ofr effects associated with arts education, the results provide a timely CO 
reminder that the predominant outcomes centred on the enhancement of 

QD 
direct artform skills and knowledge. In addition, however, a broad and 
impressive array of other outcomes was also evidenced, including enjoyment, 
social skills, self-confidence, expressive skills and creativity. 
(Harland et al., 2000, p. 294) 

There are differing views about the effectiveness in using the arts to achieve learning 

across the curriculum. Harland et al. are very guarded in the matter of claims made in 

support of the arts that they can, through 'transfer effects', have beneficial effects on 

general intelligence and general achievement: 

... methodological designs and data for many of these studies have been 
shown to warrant cautious interpretation ... there is a critical shortage of 
rigorous and independent empirical data with which to interrogate the claims 
made about the effects of arts education. (Harland et al., 2000, p. 4) 

Harland et al did state that pupils reported numerous and wide ranging effects of arts 

education, outcomes relating to technical skills and knowledge associated being the 

most frequently mentioned. In addition, many 'vivid testimoniee of other outcomes 

were recorded including sense of fulfilment in their own achievements; social skills 
(especially related to teamwork); self-confidence; expressive skills; and creativity. 
There seems to be a difference in the perception of the arts im proving skills that effect 
learning directly in other subjects and the perception of the arts getting some pupils in 

a better frame of mind to cope with school in general and, consequently, giving them 

a more balanced learning experience. Many of these effects are highly pertinent to 
tackling disaffection and social exclusion amongst young people and: 

The range of outcomes associated with strong arts provision was wider than 
that codified in the National Curriculum and broader than the current focus on 
'creative and cultural education'. (Harland et al., 2000, p. 566) 
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Knight states that his research has shown that the arts really do make a difference to 

schools, and are important, not only in their own right, but in school improvement: 

Many schools were astonished by the extent to which raising attainment in 
the arts had an impact on standards across the curriculum. Through the arts, 
pupils develop a range of skills and understanding - from communication 
skills and the ability to meet deadlines to critical thinking and cultural insights 

> -that stand them in good stead in all subjects. (Knight, T. 2003, p. 1 1) 

1 Charles Clarke, Secretary of State for Education, says, in welcoming the Arts Alive 

Mimi website and the associated research: 

I am particularly pleased to note QCA's conclusion that an arts-rich 
curriculum can be instrumental in achieving greater school improvement and 
increased learning across the curriculum. The arts challenge pupils to 
consider complex issues and think in different ways, using different forms of 
intelligence and to examine their thoughts, feelings and actions. (Clarke, C. 
2003, p. 10) 

0- 

4.4 Incorporating the Arts into the Timetable 

The visual arts, together with music. and dance, are still taught in the large majority of 

primary schools as discrete subjects using weekly timetabled art sessions. (Downing 

et al. (2003) p. 47) Other approaches to arts provision include arts weeks (intensive 

periods of experience used in more than a third of schools) and the carousel model of 

timetabling (e. g. with half-termly changeovers - as used in a quarter of schools). 
Downing et al. (2003) p. 47) Art weeks create blocks of time which facilitate the arts 
by avoiding the disturbance caused by setting up and clearing away materials but 

they are seen to be vulnerable to other pressures. It was noted that many schools 

were combining strategies. (Downing et al. (2003) p. 38) Almost all teachers in the 

survey (Downing et al. (2003) p. 39) had indicated that they had used the arts to assist 
them with their teaching in other curriculum areas. It was noted (Downing et al. (2003) 

p. 42) that arts weeks and use of cross-curricular projects were associated with 

perceived rising arts status within schools and the schools using carousels in 

timetables more likely to report a declining status as these were felt to marginalise the 

arts. 
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The visual arts was given more curriculum time than either dance, drama or music, 

with one in three classes receiving more than one hour a week of visual arts 

provision: 

Visual arts is deemed to 'have 
more curriculum time dedicated to it than any 

other arts subject and tends to be taught even more in schools with high FSM 
(free school meals) or low attainment. It is the arts area in which class 
teachers feel most confident. (Downing et al., 2003, p. 49) 

The time available to teach arts subjects is perceived to have been reduced (Downing 

et al. (2003) p, 51) and one response is to incorporate the arts into other teaching, 

augmented by extra-curricular arts activities. Over two-thirds of headteachers said 

that there was some form of extra-curricular arts provision before school, at 
lunchtime, after school or at weekends. Music is the most widely offered extra- 

curricular activity followed by the visual arts. These activities included clubs and 

workshops, developing. artform skills, and preparing for exhibitions. Whilst some 

headteachers felt these extra-curricular activities were of great benefit to pupils, there 

was a sense that they were not the ideal way to provide extra time for the arts 

because it devalued the arts or placed extra burdens on teachers. (Downing et al., 

2003, p. 46) 

Comments, from pupils and teachers alike, supported the view that more time should 
be available for the arts (Harland et al. (2000) p. 320). At key stage 3 the, time 

allocated to arts lessons at the five schools varied widely, ranging from 30 minutes 
LIM 

per week (drama) to 105 minutes per week (art) but at key stage 4 arts subjects were 

allocated similar amounts (around 150 minutes per week). 

The length of lessons timetabled is an important issue and often depend on whether 

single periods ýan be blocked together (Harland et al., 2000, p. 559). Art teachers 

favoured longer lessons in order to maximise the amount of useful work that cbuld be 

achieved. This was in contrast to drama teachers who felt shorter lessons were more 

effective. (Harland et al., 2000, p. 322) 

The faculty structure, an idea favoured in many secondary schools (with varying 

models e. g. 'expressive arts' including art, music and drama or the 'performing arts' 
for dance, drama and music) offers the benefits provided by better communication 
and co-ordination, including a cross-fertilisation that leads to the sharing of good 
practice and ideas. In practice this is not always the case. It can lead to 
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dissatisfaction with the faculty head being accused of favouring their own artform or 

subject area. (Harland et al., 2000, p. 328) 

Fisher notes that creativity needs space (using the environment to motivate) and time 

(providing children with opportunities for creative collaboration): 

In schools the main obstacle to creativity is a too heavily prescribed > 
curriculum. Ideally schools need to have something like a 50% core 
curriculum for the generation of basic skills and subject knowledge, and 50% 
creative curriculum which allow teachers the freedom to create varied, 

V4ý diverse and creative learning opportunities for students. (Fisher, R. 2003, 

- p. 17) CO 

Another obstacle to creativity, Fisher suggests, is feeling over-stressed. Whilst 
0 people need the stimulus of challenge, evidence suggests that when they feel 

threatened or judged they revert to more conventional ways: 

Creativity is inspired by example. Creative children need creative teachers. 
Creative teachers flourish in environments which value individual and 
collaborative creativity, where school leaders provide freedom for them to 
express their creativity and so provide creative inspiration for their students. 
(Fisher, R. 2003, p. 18) 

4.5 The National Curriculum and Schemes of Work 

Comments from primary schools revealed a strong perception of a lack of support 
from national and local policy makers and managers. The'Saving a Place for the Arts' 

report found that the force with which both teachers and headteachers expressed the 

view that 'the arts were fighting for a place in a national education environment in 

which they were little valued was striking. (Downing et al. (2003) p. 8) Headleachers 

commented that, where teachers enthusiasm was low it was often attributed to 

external factors, in particular 'low levels of support for the arts on a national level 
having a negative impact on teachers' attitudes to them'. (Downing et al. (2003) p-8) 
It was believed that there were pressures from local and national government for the 

arts to be downgraded and the importance and time given to them within the 

curriculum reduced. The report suggested that schools were fighting this 

marginalisation of this area of the curriculum and that 'there were strong signs of a 
backlash against the devaluing of the arts in the national context amongst teachers 
and headteachers' (Downing et al., 2003, pp 8-16): 
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They describe investing considerable effort and imagination in their struggle 
to maintain the presence of the arts in the timetabled day, substantially 
through cross-curricular links and often through extra-curricular activity. 
(Downing et al., 2003, p. 50) 

Even though the report (Downing et al., 2003) questionnaires made no reference to 

and sought no views on the Qualifications and Curriculum Authority (QCA) documents 

concerning schemes of work for the arts, (which are not compulsory and not designed 

to be followed entirely in their original form), reactions to the OCA arts guidelines 

were largely negative. They were seen as presenting considerable problems for the 

non-specialist who felt they were not getting much help in implementing them. Whilst 

some schools felt that they were a useful starting point to provide an initial structure 
that was 'left behind as the school developed its own scheme of work! (Downing et al., 
2003, p. 36) they emerged as generally unpopular: 

It would seem unfortunate that the documents have been construed 
restrictive, given that they are designed to be starting points or adapted for 
individual use. Although intended to support teachers, they have been 
construed by many as a negative contribution. The research was not able to 
investigate the extent to which the presentation or content of the documents 
led to such negative perceptions. (Downing et al., 2003, p. 35) 

Teachers often use the arts to help delivery of other subjects through cross-curricular 

work but felt hindered by the QCA documents which were felt to offer few chances for 
C: 

cross-curricular activity: 

0 Class teachers referred to the obstacles to developing more cross-curricular 
work. They cited the narrowness of the QCA arts documents, the emphasis 
on subject based learning and the needs for training to enable them to use 
the arts in that way. Where teacher confidence in an artform was high, those 
teachers tended to incorporate the arts more in other subjects. (Downing et 
al., 2003, p. 40) 

It was felt that the emphasis on subject-based lessons meant that cross-curricular Cn 
opportunities were being missed, as was the opportunity to redress the balance in 

C: favour of the arts through cross-curricular strategies: 

Their reasons tended to focus on either the desire to create more time in the 
curriculum for the arts or the desire to improve the quality of learning in other 
curriculum areas. There were also references to the use of arts in developing 
thinking and creative skills. (Downing et al., 2003, p. 41) 

Recent government initiatives encourage partnerships using galleries, museums and 
arts professionals to deliver cross-curricular learning opportunities. Hall and 
Meecham (Addison and Burgess, 2003) view this with caution concerned that it will 
reduce the status and importance of art on the curriculum. They believe that the 
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current impetus by government for cross-curricular partnerships stems from concerns 

about educational standards,. reflected in improved 'numeracy and literacy scores, 

rather than enthusiasm for an interdisciplinary approach. The theory suggests that, in 

addition to art, many subjects would benefit from such integration with the visual arts 

Mimi but: 

0 
The integration of other subjects into the galleries or museums, however, is 
fraught with contradictions and paradoxes, not least the conflicts aroused by 

> 

government enthusiasm for measurable accountability, access and inclusion. 
0 ýý (Addison and Burgess, 2003, p. 151) 

Whilst galleries and museums have always had an educational remit Hall and 
Meecham believe: 

However, co-option of the art gallery into partnerships under the guise of QD dsocial inclusion' is burdened by a overly patronising certainty that everyone 
wants to be included in one community and crucially that the arts can 
successfully accommodate all ventures. (Addison and Burgess, 2003, p. 152) 

The attempt to coax a variety of subjects into art galleries can be difficult to evaluate: 

I 
Art collections are both distinct from, and complementary to, formal education 
but even in a period that sanctions multi-modalities, hasty fraternities are not 
without casualties: art has its own language. 

CY) 

(Addison and Burgess, 2003, p. 153) 
C 

Hall and Meecham believe that cross-curricular projects are often unequal 

partnerships with numeracy and literacy in a preeminent position: 

Collaborations require a level of research into the language, procedures and 
histories of art. Only then Will the full potential of partnership be achieved in 
developing critical verbal, written and visual skills that will enhance learning 
across the curriculum. With a commitment to learning from the host discipline 
(in this case art) core subjects can abandon their traditional subject 
chauvinism and collaborate in a symbiotic relationship. A parasitic Cn relationship Will ensue if those charged with the delivery of core subjects in 
the gallery and museum sector assume working in the gallery is a one-way 
street. (Addison and Burgess, 2003, p. 153) 

Mlmý Secondary school staff (Harland et al., 2000) expressed widely varying opinions, 
highlighting both advantages and disadvantages of the National Curriculum in arts 
lesson effectiveness. The advantages fell into two broad categories: increasing pupil 
entitlement to the arts, thereby effecting subject credibility; and helping teachers to 
focus on new ideas and introduce new elements into their teaching. (Harland et al., 
2000, p. 338) Subject credibility and respect attributed to it in school was also helped 
by the introduction of academic rigour which increased its status. It was noted that, 

ill 



whilst the NC had improved the status of arts subjects Within the school curriculum, 
the way the subjects were grouped would result in the independent artforms, art and 

music seeming to be favoured and dance and drama (because they were located 

within other subjects) to be marginalised. It was felt that the introduction of the NC 

was a valuable step in increasing all pupils' entitlement to the arts and requiring its 

provision within secondary education. A head of an arts faculty noted that, because 

the legislation involved music and art, and therefore has to be enforced by law, less 

management time and attention needed to be given to drama and dance, thereby 

propagating their second-class status. (Harland et al. (2000) p. 339) 

t h dh l dt h l if th t t f th i l and Th NC i s a e pe eac ers c ar y e con en o e curr cu um e requ remen 
introduce new processes and activities. The use of modular work was welcomed by 

some and felt to help in explaining to children what they are going to do as a target 

and, after working towards an end-product, to assess it. Comments about the 

disadvantages of the NC mentioned its restrictive nature, and the lack of freedom and 

choice available to both teachers and staff. (Harland et al. (2000) p. 341) Some art 
teachers felt that the time spent writing detailed schemes of work in ord6r to satisfy 
the requirements of the NG could be better spent developing creative ideas. There 

was mention of pre-NC flexibility when staff could work more intuitively on a project 

which, if it took off in a different direction to that planned, they were able to go with it. 

Effective provision seemed to rely on the importance of achieving a sense of balance 

between government prescription and the individual teacher and pupil flexibility and 
freedom: 

Although the legislation makes it obligatory to teach the arts to all pupils, it is 
clearly of limited benefit if the arts curriculum does not allow pupils and 
teachers to explore the subject in a creative manner. 
(Harland et al., 2000, p. 343) 

The 'schemes of work, the practical programmes of work for the pupils, enable a 

school to mediate the NC, by allowing them to choose some of the topics or themes 

covered and by devising teaching methods appropriate to the pupils taught. Defined 

schemes of work can give consistency across classes and years and can support less 

experienced teachers but have the drawback of reducing opportunity for teacher 

creativity. (Harland et al. (2000) p. 352) - 
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4.6 NC Attainment Target 2 (AT2): Knowledge and Understanding 

The introduction of the National Curriculum and Attainment Target 2 has increased. 

both the requirement and occurrence of the theoretical aspects of arts subjects 
(Harland et al., 2000, p. 360). Pupil remarks relating to artists, styles of art and 

composers were divided equally between those who enjoyed learning about the 

background; feeling that it was valuable and those who did not preferring to be 

involved in more practical activities (Harland et al., 2000, - p. 362): 

Despite the introduction of the National Curriculum, and the inclusion of arts 
theory, knowledge and appreciation, considerable store is still placed on the 
ability to perform within drama, dance and music, and produce accomplished 
works of art. (Harland et al., 2000, p. 354) 

The introduction of the NC has impacted on content, processes and activities within 
the arts: 

(Teachers)... identified attainment target 2 for art - knowing and 
understanding - as a valuable addition within the curriculum - countering the 
traditional focus on making and doing . ..... The addition of this element of the 
arts curriculum clearly goes some way towards redressing the balance 
between 'doing' and 'appreciating' the arts - particularly beneficial to those 
pupils who become disenchanted with the arts due to their lack of practical 
ability. (Harland et al., 2000, p. 340) 

Harland et al., note that 'pupils seemed to 'hold fast to the traditional view 

emphasising performance or participation in practical arts activities over critical and 

appreciative engagement. (Hadand et al. (2000) p. 363) It was felt that background 

work could help inform their practical work but the view was put forward that being a 

practitioner enables you to understand the processes. Pupils stated that looking at 
the artistic work of others could help them in the role of art consumer, helping 

evaluation and appreciation of the works of professional practitioners, and that the 

application of techniques and ideas gleaned from looking at the work of others could 
help their own artistic endeavours in the role of artist. The challenge for the teacher 
is to make it enjoyable and relevant and to highlight its importance and value to pupils 

own creative arts practice: 

It would seem on balance, that the pupils' arguments in favour of including 
historical and contextual studies are far more persuasive than those'against. 
It could also be suggested that those pupils who declared a dislike of this 
aspect of the arts curriculum might be more inclined to be able to see past 
their dislike if they were able to recognise its value. (Harland et al., 2000, 
p. 364) 
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4.7 Pupils with Other Needs Related to Attainment 

s 

For some schools the arts are considered able to achieve a compensatory effect >111% 
enabling schools to excel when high attainment is difficult to achieve in academic 

,, Mimi 
fields and schools took the view. that high performance in the arts is particularly 

essential in a school where achieving in more academic areas is difficult: 

Whilst most interviewees made reference to the particular benefits of the arts 
for lower achieving pupils, one headteacher also expressed the view that this 
aspect of the curriculum was as important for high achieving pupils, for whom 
it represented a break from academic effort and a 'chance to breathe'. 

CO (Downing et al., 2003, p. 14) 

Parental support for the arts was perceived to be lower in schools with high levels of 
free school meals (Downing et al., 2003, p. 1 1). 

The arts can play a different role in different types of schools and can be made 

relevant to any catchment area. Schools, in which pupils lack access to the arts 

outside school because of levels of social deprivation or the rural nature of the area, 

can help address a need that would not be met otherwise. In these situations the arts 

can provide enrichment activities within the curriculum that are considered vital: 

A large number of headteachers of such schools stated the belief that 
children from this environment are particularly in need of the enhanced 
motivation, behaviour, learning and sense of achievement that arts can foster. 
(Downing et al., 2003, p. 17) 

Many parents, who have had a ne 
, 
gative experience of academic learning in school, 

can get involved in their own children's education through the arts which can present 
a non-threatening route to involvement. 

The arts can offer a useful tool for enhancing the development of pupils who speak 
English as an additional language, providing a more motivating way for them to speak 
English than through textbook exercises and giving them a means to express 
themselves in a non-verbal medium. Schools with a high turnover of pupils can use 
the arts to help integrate new pupils, identifying their strengths, talents and skills. 
(Downing et al., 2003, p. 17) 
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It was noted that teacher arts expertise is concentrated in KS2 with very small 

numbers of respondents referring to recent or imminent prioritisation of the 

development of art skills amongst early years' teachers: 

Given the claims for the personal and socialising educational effects of 
exposure to arts activities, it is perhaps surprising that the issue of arts 
expertise in early years teaching has not been addressed earlier. 
(Downing et al., 2003, p. 26) > 

Pupils in secondary schools often gained a considerable sense of satisfaction and 

personal ownership from work produced in the arts and this 'often seemed more 

personal and more important to them than learning the facts associated with Cz 
traditional academic subjects' (Harland et al. (2000) p. 359): 

The arts appear to provide an outlet where they can develop an alternative, 
creative means of communication and self-expression - in this case providing 
pupils with increased confidence, and a sense of belonging where otherwise 
they may not. (Harland et al., 2000, p. 358) 

Providing the freedom to develop pupils own free choice ideas, for example, using, an 

open-ended topic or activity theme (like 'a journey), enables pupils to choose a 

subject relevant to their own lives and circumstances, allowing them to develop their 

own interest and increase motivation. (Harland et al., 2000, p. 359) This has to be 

balanced with the need for discipline and control: 

It appears that 'balance' is the key word in determining effectiveness - too 
much freedom and pupils run the risk of becoming bored or disruptive, and 
too little freedom allows too little scope for imagination and self-expression - 
already identified as important facets of any arts education. 
(Harland et al., 2000, p. 360) 

Providing the opportunity and the freedom for pupils to choose their own subject 

matter for their artwork encourages pupils to think of ideas for themselves, making 
them less reliant on needing to be constantly fed ideas, and, hopefully, preparing 
them better for art as a leisure pursuit or even a career option. When pupils are 

required to think 'what can I do? what can I draw? ' etc., their own personal ideas are 
given value, and the opportunity of being creative and of thinking of themselves as 
creative is encouraged. Pupils are asked to use famous artists as a role model as 
people who can express their own ideas, interpretations, individuality in their own 

visual style. Knight links arts education to motivation: 

Similarly, the schools found that focussing on the arts can improve the 
behaviour of even the most disaffected pupils. The arts create energy, 
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. excitement, and enthusiasm. Working together on arts events can improve 
pupils' relationships with each other and strengthen their group identity. 
(Knight 2003, p. 11) 

. Co 
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4.8 The Picture/Portrait of the Teacher that Emerges 

There has never been comprehensive training for primary teachers to teach the arts 

and very little time is allocated to the arts in the Initial Teacher Training (ITT) 

curriculum, relegating the arts 'to the point at which they were virtual invisible in the 

requirements for teacher training' (Downing et al., 2003, p. 20): 

Even where students opt for an arts specialism, (and specialism in any 
subject is declining in recent years) the time spent concentrating on their 
specialist area has been reduced in order to make more time available for 
core subject teaching in literacy, numeracy and ICT. (Downing et al., 2003, 
p. 20) 

In comments relating to ITT, arts training was referred to as a 'lottery' depending on 

which institute was attended and, often as a consequence new teachers do not value 
the arts, arriving with less confidence and commitment towards the arts, and that the 
inadequacy of their training was generating fear in younger teachers. But the report 

concludes: 

There is no statistical evidence in this research to suggest that younger 
teachers are less enthusiastic, committed or skilled in teaching the arts, 
though the evidence does suggest that their commitment may well be tested 
by their perception that they need to 'perform' demonstrably in the core 
subjects. (Downing et al., 2003, p. 23) 

Rogers re ports that many ITT providers acknowledge that they 'expect', or rely on, the 

partnership schools to give trainees the bulk of a 'sufficient' arts experience' (Rogers 
2003 p. 11) having being forced by pressures to allocate more time to equipping 
primary trainee teachers to teach core subjects: 

In short, few providers have taken lightly any decisions to reduce arts 
provision; and several speak either of their regret at having to reduce the arts 
input, or of their determination to sustain, and where possible to increase, the 
arts presence. The most cited regret is loss of specialisms. 
(Rogers, 2003, p. 8) 

It was expressed that CPD opportunities were focused on the core subjects, leaving 
either no time or no money for the arts. The study reported (Downing et al., 2003, 
p. 35) a widespread view that there needed to be more ITT and CPD in the arts, and 
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that in-school support for teachers was good in terms of ideas and planning but poor 

in terms of opportunities to observe or work with more experienced teachers. Much of 

this in-school support came from arts co-ordinators enabling generalist teachers to 

develop confidence, and the sharing of expertise amongst staff. There were several 

references to consortia (groups of schools) organising shared arts in-service training 

(INSET). 

Additional support came from artists and arts organisations brought into schools and 

from parental contributions providing additional funding for visits to arts venues and 

other arts expenditure. In some schools increases in CPD opportunities as a recently CIO 
prioritised aspect of school development were the result of an Ofsted report which 

had identified weaknesses in arts provision: (D 
LM Respondents wrote of the issue of shortage of skills with the need for more arts 

10 
expertise for all generalist primary teachers, but also for specialists to be brought in to 

provide quality arts teaching. (Downing et al., 2003, p. 27) 

One in four teachers said they had help with ideas for the teaching of the arts, one in 

five had help with planning and one in six had some training from more skilled 

colleagues in the use of materials or equipment. In spite of the frustrations caused by 

lack of time, arts co-ordinators played an important role: 

Over 20 wrote of the different ways in which they contribute, including 
modelling or assistance with planning lessons, developing teaching schemes, 
leading key stage-wide activities, accumulating resources and championing 
the arts. (Downing et al., 2003, p. 29) 

The most common sharing of arts expertise was through informal conversations 
between staff, perhaps through noticing what others were doing or seeking advice 
from colleagues, second most frequent was staff-led INSET, sharing techniques and 

approaches found to be useful. Also important was involvement in joint projects which 

enabled the sharing of expertise through art weeks, school productions, displays, and 

extra-curricular activities such as art clubs. Given the public nature of the arts within 

schools it was argued that the arts co-ordinator post should be remunerated 

appropriately: 

Given the need for most generalist primary school class teachers to deliver 
arts experience themselves, often with limited ITT in the arts and limited 
access to CPD opportunities, it would seem appropriate to consider the 
extension of the use of arts co-ordinators. (Downing et al., 2003, p. 30) 
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Given this lack of initial training and CPD opportunities: 

*** it is not surprising that many express a shortfall of confidence in teaching 
the arts. This may be more acute in the arts than in other areas of the 
curriculum, as many people find expression in the arts personally challenging 
or even embarrassing. (Downing et al., 2003, p. 31) 

Higher levels of confidence were recorded in teaching the visual arts compared to > 

other arts subjects with the lowest being for the teaching of music, which showed a 

polarisation of confidence levels suggesting teachers believed they either can or 

cannot teach it. In spite of negative factors expressed, it was generally believed'by 
CO 

both headteachers and class teachers that confidence to teach the arts was rising. 
(Downing et al., 2003, p. 32) 

LOM The OCA documents were not felt to be helpful by primary teachers as they 'are 

10 
difficult for most non-specialist teachers to use or that they are unsupportive of cross- 

curricular working (one of the few ways that teachers can find to retain the arts in the 

curriculum)'. (Downing et al., 2003, p. 51) 

In secondary schools Harland et al noted that individual teacher effectiveness was C; ) 

probably a more important factor than school effectiveness; 
C: 

The teachers of arts lessons were often perceived as the critical determinant 
of the effectiveness of those lessons and the outcomes and effects which 
could be achieved. Their influence within arts lessons was also unmistakably 
apparent during classroom observations. Clearly, they play a central role in 
mediating the arts curriculum and determining the quality of pupils' arts 
experiences and associated outcomes. (Harland et al., 2000, p. 559) 

Effective teachers provided a highly supportive and affirming classroom environment 
in which pupils felt encouraged and safe to take creative risks: 

These teachers generated a climate for learning based on unconditional 
positive regard. Lesson observations indicated that a 'high-challenge/high- 
support' model was one feature of effective arts provision - echoed by the 
perceptions of many pupils, who indicated that an effective lesson offered a 
challenging activity, but one through which they could also develop some 
sense of achievement. (Harland et al., 2000, p. 570) 

Teachers were observed providing encouragement, advice, help, constructive 
criticism and practical intervention: 

-Raw W probably a more important factor than school effectiveness; 
C: 

The teachers of arts lessons were often perceived as the critical determinant 
of the effectiveness of those lessons and the outcomes and effects which 
could be achieved. Their influence within arts lessons was also unmistakably 
apparent during classroom observations. Clearly, they play a central role in 
mediating the arts curriculum and determining the quality of pupils' arts 
experiences and associated outcomes. (Harland et al., 2000, p. 559) 

Effective teachers provided a highly supportive and affirming classroom environment 
in which pupils felt encouraged and safe to take creative risks: 

These teachers generated a climate for learning based on unconditional 
positive regard. Lesson observations indicated that a 'high-challenge/high- 
support' model was one feature of effective arts provision - echoed by the 
perceptions of many pupils, who indicated that an effective lesson offered a 
challenging activity, but one through which they could also develop some 
sense of achievement. (Harland et al., 2000, p. 570) 
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These often demonstrated the professional judgements and skills to 
differentiate the type of interventions pupils of differing cultures, ability and 
confidence might need. Teachers and pupils felt that this approach - perhaps 
based on the traditional apprenticeship model of learning from an arts 
practitioner - was a significant and particular strength or arts teaching. 
(Harland et al., 2000, p. 570) 

Amongst teachers and school staff there was a perceived need for specialist arts 

teachers as these were observed to demonstrate high levels of personal involvement 

showing passion, commitment and enthusiasm. Pupils described a negative attitude 

towards temporary or supply teachers who told them what to do rather than 

CU demonstrating it. In addition to communicating a love of their subject, which pupils 

often felt was infectious, specialist arts teachers were able to give practical 
(1) demonstrations of their artform and participate in class activities: 

Teachers provided help and advice to individuals or small groups during the 
practical phases of the lessons, and in some cases (generally With pupils of 
lower arts abilities), this involved them in modelling the desired outcome - 
providing practical demonstrations in music, drama and dance, and actually 
mixing colours, or making marks on the page in art. This clearly relies heavily 
on the teachers' own expertise in their artform. (Harland et al., 2000, p-560) - Cn 

It is considered a benefit that teachers of the arts in secondary schools are recruited 

and trained with a specialist expertise and that these staff should be encouraged to 

remain in the classroom by providing a career and CPD structure that offers regular 

opportunities for creative renewal. (Harland et al., 2000, p. 571) 

i l , N at ona which prompted changes to the Changes to the education climate 
Curriculum were reflected in the introduction of the NC2000. These were 

accompanied by a shift in the political climate. The arts came to be seen for the 

contribution they could make to the economic strength of the country 'and the 

emotional well being of the people. This stimulated the setting up of initiatives such as 
Creative Partnerships which encouraged and funded schools in deprived areas to 

engage with artworkers. It also prompted the re-evaluation of the part creativity and 

creative thinking can play in our society and for the economic future of the country in 

competition with producers in low wage economies. Chapter 5 will consider this 

changing political climate and look at some of the implications for the teaching of art 

and of the shift in the understanding of special needs. 
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'inspiring Creativity: Creating Edge Effects through 

Partnerships with Museums, Galleries 

and Arts Practitioners' 

Chapter 5 The Relationship between Government and 
the Arts 

This chapter considers government's relationship to the arts and other related 
initiatives such as creativity, innovation, inclusion and learning styles. 

5.1 Government Attitudes to and Funding of the Arts since the 

Second World War 

Before the Second World War there was no network of state support for the arts. Art 

and culture were seen as privileges for a metropolitan minority. The depression and 

wars had meant any pressure for governments to offer state support for the arts was 
lost. 

During the Second World War consideration was given to why Britain was fighting 

and what it stood for. Questions of why British values were important and how the arts 

expressed them led to the setting up of the Council for the Encouragement of Music 

0 and the Arts (CEMA) as a wartime effort to bring pleasure and inspiration, to those 

blacked-out throughout the country. The country knew who they were fighting against 

and culture was being mobilised to remind them what they were fighting for. It did this 
Cn 

in a bottom-up way: less concerned with helping professional artists directly but rather 
focused on encouraging people to express themselves by the setting up of choirs and 
orchestras and using professionals to help people do this. This meant ordinary 

people, in the provinces as well as the capital, getting together with artists in what 

was a special way so that people sheltering from the blitz encountered string quartets 
or enjoyed world class performances in factory workplaces etc. CEMA organised 'Art 
for the People' to take art to gallery-less towns at a time when there were few 

exhibitions held even in national galleries. By 1941 there were nine different 

exhibitions touring the country as part of this scheme. Despite some cynicism CEMA 

was beginning to shape the cultural landscape of the post-war era and theatres were 
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being subsidised to show classical drama, because, in the years leading up to the 

war, Shakespeare had been increasingly edged off stage by commercial producers 

who favoured light comedies and variety shows. Theatre was taken to the people 

offering a spectacle of colour and sound of ballet, opera and drama offering the top 

talent of the day. 

In 1942 John Maynard Keynes became chairman of the Arts Council. His background 

values were upper class, bohemian ideas. Because of this, he saw art as the great 

civilizing force and conveyed through his policies a sense of 'we know what's best 

and you must learn to appreciate it'. He took a particular dislike to the touring co 
exhibitions which were building new audiences and winning critical acclaim by 

combining high art with everyday explanations of what was on show. The dilemmas (D that were to haunt future art funding started to appear - was it 'for the artist? ' or 'for 
so= the audience? ' 'for the elite? ' or 'for the masses? ' 'to work as an educational and 

L) social tool or the best that has been thought or said? ' 

July 1945 saw the end of CEMA. The Arts Council was to build on the success of 
CEMA and aimed to forge a new culturally engaged Britain from the ruins of the war. 
However, the -missionary zeal to spread the Value of culture beyond the normal 

metropolitan elitist audience was lost with the change. Leadership of the Arts Council 

was a personal reward for Lord Keynes in recognition of his contribution to the war 

0 effort. He mapped out the structures of government support for the arts, the cultural 

state has been involved in a so-called 'arms length' relationship money is handed 

0 from the exchequer to the artist via a middle man, the Arts Council. His aspirations 
(summed up by the phrase 'death to Hollywood' which he included in his speech 
launching the Arts Council) saw the Arts Council setting elitist standards as a bulwark 

against popular art forms. Keyne's pet project was the Royal Opera House which 

received 10% of the council's budget in 1946. 

By the 1660s the new audiences targeted by CEMA during the war were being 

neglected as increasingly the Arts Council pandered to the big arts institutions in 
London. However, a new generation of artists, fresh out of college, tried to rekindle 
the missionary spirit of the war years. Actors and playwrights, in travelling theatre 

companies, took Agitprop (political provocation) experimental drama to the 

community. Performing in schools, clubs, bars, pubs, church halls etc. and making 
shows that would appeal to a broader spectrum of people. The optimism and vision 
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that were felt was reflected in the work that was willfully tearing down expectations. 
The Arts Council were forced to sit up and take note of the changes in the cultural 
landscape, and gave money to companies reacting to talent in the enlightened 
investment without the need for filling in forms believing if the state supported young 
talent, the state may, in turn, get something out of it. But some of the money was used 

0 to make plays that criticised the people who were handing out the money. 
> 

As the 70s wore on, a sense of disillusionment with the quest to create an artistic 
democracy in Britain increased because of failure to bring in a new working class 

audience. The movement had the effect of emphasising the need to speak to a 
diverse audience - in the 80s and 90s the search for a wider audience would begin 

all over again because of the demands of the state they must widen their appeal, 

employing outreach workers and education officers and delivery of ideas as kind of 

social workers, using art as a tool, to encourage people to e. g. turn away from crime 

or avoid drugs. Using public money to encourage young people to turn away from 

criminal behaviour and antisocial behaviour can be considered a good use of public 

money (better than paying for sending people to prison) and government desire to get 

C something back for their money. Art should aim higher rather than correct the 

mistakes of society. 

In the 60s, after the 1964 Labour Party victory of Harold Wilson, Jennie Lee became 

Britain's first ever Arts Minister and was an effective evangelist for the arts within 

government. She came from a c6almining background steeped in the arts and she 
N believed that the idea that the arts belonged only to Oxbridge was nonsense. She had 

direct access to Wilson and was able to pull many strings aiming to give all strata of 

society experience of the arts. Arnold Goodman was made chairman of the Arts 

Cn Council and was able to influence from a position of power. Arts subsidy flourished 

with this partnership and was the start of real state support for the arts (expenditure 

on the arts almost tripled between 1964 and 1970) with a new era of repertory 
theatres etc. It gave the party a notion of modernity, aiming to tear down the barriers 
that separated ordinary people from extraordinary artforms. 

The Conservatives came to power in 1970 with the Prime Minister Edward Heath 
having a musical background. All too often, in the early 70s, the Arts Council allowed 
itself to be put in the position of defending art installations on the grounds of freedom 
of expression. The British establishment was facing the question 'but is it art? ' that 
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has hung over the cultural landscape ever since. These modem art controversies, 

cu 

(0) 

CD 

provoking public (or media) responses of outrage With a cycle of shock, protest, 

curatorial defense and public debate over the definition of art set a pattern that still 

continues. Often the media themselves became tastemakers by provoking outrage, 

which gave artists publicity that kick-started careers and encouraged other artists to 

use similar shock tactics. 

The 1970s marked the beginning of the end of a consensus upon which a state- 

supported cultural network had been built back in 1945. The post-war Keynesian 

idealism aimed to put culture at the heart of the resurgent nation. Keyne's vision was 
destroyed in the late 70s when Thatcher came to power. Artists saw themselves as 

engaged in a cultural battle in the 80s after pruning of funding of the public services 
by a government interested only in commerce and consumerism. The 80s saw a 
decade of cultural conflict when Thatcher reshaped the cultural landscape and 

enraged the old guard challenging the belief that a government would take 

responsibility and provide for the arts. The government was asking people in industry 

to take some unpalatable medicine, to change their practices, and felt this should 

apply to the arts. Thatcher wanted thrifty housekeeping that showed common sense, 

shaking up the cultural establishment, via the Arts Council chairman, William Rees 

Mogg. The consumer was going to be made Wing, with many organisations (theatre 

companies) losing Art Council funding. 

Arts protesters believed that they were perceived as lefties with a begging bowl and 
that this was a government ploy to shut down opposition to the government voiced 
through the arts. The government believed these decisions to be aesthetic ones, to 
improve standards when the public purse paid subsidy to the arts. In 1984 the 

publication of a document called 'Glory of the Garden' shifted Arts Council funding in 

a regional direction, making the London companies angry because of their lower 

grants. Increasingly in light of the funding dilemma, the arts were required to stand on 
their own feet, which changed attitudes to business funding. Attempts to build bridges 
between businesses and the arts, were seen by some as corporate invasion or time 

wasting. Arts organisations courted the limited number of companies willing to give 
money to the arts but there was, over time, a gradual grudging acceptance of the new 

corporate influences which obliged the arts to think about a wider range of audiences. 
Included in the reassessment of audiences was the recogniti6n that they were not one 
harmonious mass. This changed cultural assumptions and included initiatives 
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involving minorities who were addressing new agendas. The atmosphere of multi- 

culturalism saw a shift in what was understood by a state-funded arts sector. 

Throughout the 70s and into the 80s the aggressively commercial sectors of the 

economy, the recording industry, design companies, independent television 

producers and the fashion houses, continued to flourish as the publicly funded 

performing arts battled it out for subsidy with a succession of government arts 

ministers, local politicians and Arts Council leaders. By the start of the 90s the arts 

seemed in a state of perpetual poverty and crisis. Increasingly they began to consider 
their commercial worth and find new ways of defining the value of culture to the 

national economy. The task was to get the government to see the arts like agriculture, 

which was heavily subsidised, as an important industry. Attempts were made to get 
the government to change the language that it used in discussing the arts, seeing 

subsidy as 'investment' and seeing the arts as an important industry that generated 
income and earnings and as bringing inward investment to this country. The 

rebranded 'cultural industries' included not only the performing arts and museums 
and galleries, but also publishers and the music business. 

Art has been politicised by government intervention which Fox (talk at New Art 

Gallery, Walsall 819104) believes is 'bad for the arts and bad for politics'. She believes C: 
a government that does not know anything about art uses it to deliver socially related 

outcomes by making a demand that art should be useful. This current New Labour 

policy is as bad as the bean-counting, value-for-money requirements that were 

prevalent under the Thatcher Tory governments, replacing the economic 

requirements with social initiatives such as improving health, reducing crime or 
discussing sense of identity. Fox believes that 'art for arts sake is no longer justifiable 

Cn and we should reclaim it. 'Art is given the aim of creating meeting places in a socially 
fragmented society to attempt to improve social cohesion, burdening the arts with 
projects of social engagement. 

Fox suggests that politicians are envious when seeing the crowds flocking to the Tate 
Modem and are jealous of the publics' engagement and want to get involved because 

of their desire to connect with the public. The non-artistic aims government places on 
art devalues the art itself, artefacts become-mere props in this process which uses art 
as a tool for social engineering. This is using the art, not appreciating the aft The arts 
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are used to deliver literacy or numeracy lessons and computer related lessons in art 

galleries are often ICT lessons. 

Fox questions the aims of creative partnerships which include teamwork, raising self- 

esteem, thinking skills and behaviour but have no mention of performance skills. Fox 

states that creativity has become very hip, the new mantra, a New Labour buzzword 
that has, at the same time become meaningless and banal. It has an ever expanding 
definition of creativity with a wide definition of the 'creative industries' and an anti- 

elitist view in which we can all be creative. Fox believes that creativity can only be 

fully realised after mastering a discipline but that the current definition of creativity 

undermines discipline or rigour. Music teachers, for example, are told to make music 

relevant by teaching the music of the streets and emphasising creativity and self- (D expression over training or discipline. This, she believes, patronises students as it is 
LM like a mirror reflecting back to them what they know already, and that, without mastery 

of the skills and respect for the knowledge of antecedents, they are not being 

challenged or offered the grounding on which our society is based. 

Of Creative Partnership projects Fox believes that it is useful for children to spend 

time in artists studios engaged in discussions about art and art production. Creative 

C: Partnerships has a public ideology with reams and reams of paper giving intellectual 

it' and offerin a anacea to all th se social issues that the t f i i g e sm p argumen s or ss on, 

government is concerned with, and at the same time giving those on the ground 
LIM 

enough freedom and autonomy to be able to say we are not like that and these are 

M not what we are aiming for. The previous healthy dynamic with teachers creating and 

evolving art partnerships in the past was healthy but now, with the demands made by 

government, it is different. Fox would like facilitating rather than the irritating meddling 

of government. 

C: 
Fox believes that this cultural climate leads to a fear of making judgemenýs, a fear of 
leaving anyone out and a fear of tackling disciplines. State subsidy should not mean 

government interference. This plays, Fox believes, in the self-loathing of the galleries 

and museums filled, as they often are with the treasures of the world after our 

colonialist past. They are now taking on social missions with instrumental use of art in 

government projects and agendas. They now have less elitist purposes alongside 
their historical purposes of preservation and display, giving them a missionary zeal 
that sends them out in the community looking for converts - but to achieve this you 
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sometimes have to use a language people without an art background understand. 
There is no problem with the galleries and museums taking the money but it will 

change them make them conform and subvert them to other issues. , 

She believes that we, therefore, ought to unhook the arts from, p9litics giving it back 

the opportunity to be able to be useless or social reactionary with the only criteria 
being that the art products produced are good and aiming at excellence. 

The phrase 'the creative industries' was coined to replace arts and culture in the 

political lexicon. In 1997 art groups lobbied the New Labour Party prior to their 

election victory, emphasising the economic argument for the arts and the economic 

vitality the arts brought to the country. The Creative Industries Task Force, set up by 

Chris Smith to find out the scale and scope of the creative economy, found it had 

contributed substantially to the economic wealth of the country. These new ways of 

measuring the value of culture, quoting huge figures (and possibly overshadowing the 

idea of art for arts sake) was an attempt to make government take notice of and 

embrace the arts. Criticisms of the task force queried whether some of the industries 

could be thought of as creative (e. g. advertising) and counting cash such as that 

generated by tourism, or pop music inflated a figure using areas the were not 

traditionally considered to be part of the arts. It is argued that this is what people 
abroad read about when they read about Britain and that is what interests them (a 

0 glamorous, sexy image generated by e. g. Oscar nominations). The Department for 
National Heritage (set up 5 years previously) led by a Minister for Heritage was 

0 replaced by a Minister for Culture. 

The introduction of the National Lottery recharged cultural funding. The Arts Council 
had the task of laying down definitions of who could apply (e. g. conjuring an art 
form? ) for 'good causes' money. Architects and designers found themselves In 
demand, for new buildings such as the Lowry Centre, Salford and The Waterfront 
Concert Hall, Belfast. There is still a sense of outrage when lottery money is spent on 
opera and ballet companies enjoyed by a very small minority in this country and those 
in charge of funding are still forced into the defence of the high arts and elitism. 
Politicians are wary about being associated too closely with the arts and the cultural 
sector as the sector is considered quick to criticise and slow to recognise 
improvements. The artists fear censorship and the politicians fear embarrassment by 
something problematic, scandalous and controversial. The arts community is very 

126 



vocal, tends to be very articulate and passionate about what it is doing and gets 

angry quite easily. It is a community that is capable of expressing its views forcibly 

and attracting publicity to its case and politicians do not like that. Extra lottery millions 

reinvigorated regional theatres, and tax breaks and increased grants enabled national 

museums to maintain free access. In bidding for subsidy, managers of theatres and 

orchestras have to promise community outreach work or educational projects. In 1945 

there was a very patrician view of culture a sense of bearing gifts whereas powadays 
there is a sense of listening to the audience. 

In a recent document issued by the government, Tessa Jowell, the Arts Minister, cc 
published an essay entitled 'Government and the Value of Culture' which seemed to 

note a shift away from evaluating culture in terms of economic returns and social (D benefits and a return to a philosophy of arts for arts sake, understanding the 

distinction between what she calls 'complex culture' which presents us with 

challenges and with broader entertainment. High art and elite culture are, she 
believes, barriers which create problems in the political discourse about culture. 

The Baltic art gallery, once a flour mill in Gatehead, and the Tate Modem, 

transformed from power station to art gallery, are images. of the regenera! tion of old 
industry into new culture. These urban cultural quarters, with cafes, concert halls, 

bookshops and new housing, are fashioned from the rotting shells of disused 

factories and warehouses, with art not just replacing industry but becoming an 
industry itself. Creativity is seen as exciting providing a 'wow` factor to life. The 

0 cultural revival had an enormous effect on commercial and economic revival of the 

late 90s when cultural projects transmuted into entire neighbourhoods being 

regenerated. Culture has become a catalyst unimaginable 60 years ago. 

After years of conflict over the ways the arts would be run, the arts have been re- 
imagined as dynamic, progressive and profitable. Britain is a vibrant, innovative, 

respected and popular home to a broad range of artistic and cultural activities. 21t 
Century Britain is being reshaped with vision and creativity. The battle for public 
subsidy of the arts has still not been won, the press still tap into a deep vein of 
scepticism, but the popularity of lifestyle shows on the television and the huge 

audiences for exhibitions and galleries tends to reveal a growing interest in all parts 
of the arts. 
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5.2 Creativity 

5.2.1 Creativity In Education 

Doherty and Harland note shifts reflecting a changing climate in education concerning 
'creativity' in their evaluation of the Creative Arts Partnerships in Education initiative: 

> 
'When CAPE UK was launched in 1997, discussions about the role of 
creativity in pupils' learning were comparatively rare and somewhat esoterid. 

Mimi 
(Doherty and Harland, 2001, p. 1) * 

The increased national attention to the relationship between creativity and education co 
was, they believe, changed by the publication in 1999 of the 'All Our Futures: 
Creativity, Culture and Education' (the Robinson Report) which suggested that 

encouraging greater creativity in teaching and across the school curriculum would 
fumish young people with the skills they require. to shape their own future (Robinson 
1999). Whilst they note that there is an emerging view that all children have creative 

abilities and that creativity is something that can be taught, they also make the point: 

There is no single definition of what creativity is, and there are ongoing 
disagreements concerning how it may be identified or assessed. Creativity is 
a concept that eludes definition, but is often identified in the interaction 
between the individual, materials and the environment in new or innovative 
ways. (Doherty and Harland, 2001, p. 1) 

Considering creativity in education, Craft states that 'there is frequently conceptual 

slippage between the notions of creativity, imagination, enterprise, innovation and 

adaptability' (Craft, 2003, p. 148). She notes that the definitions which have had most 

influence in education in the last 50 years-have been those which marry creativity and 
imagination, recognising that being creative is a fundamental aspect of human nature 
and that all children are capable of manifesting and developing their creativity (Craft, 
2003, p. 148). Much of the teaching of creativity in British primary schools in the 

second half of the twentieth century was influenced by the Plowden Report (CACE 
1967). The report focused on the whole curriculum experience for young children: 
learning theories, classroom organisation and management emphasising the 
importance of taking children's creativity seriously, and, since creativity was viewed 
as arising out of children's play, play was characterised as being at the heart of all 
teaching and learning arrangements: 

By the 1990s, creativity had become an important focus in education, both in 
the UK and elsewhere in the world. But policy statements on creativity 
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differed slightly from one another in meaning and emphasis, and were also - 
distinct from the Plowden approach. (Craft 2004 p. 14) 

These 'policy statements' included the revised National Curriculum (2000) and the 

NACCCE (National Advisory Committee on Creative and Cultural Education) report 

Mimi 'All our Futures' (1999). 

Feldman (2003, p. 141) lists various concerns or themes in the area of creative 
> 

thinking and problem solving over the past two decades. Much research into creativity 
has looked at significant creative figures; studying their circumstances and the 

motivations that impact on their creative work, and the'problem-solving process CU 
involved. Other work has looked at the constituent issues that are part of the creative 

matrix raising questions about the importance of talent versus training in achieving 
high levels of performance in various domains. Investigations of extreme examples 

such as prodigies and savants have looked at constraints and specific types of ability. 
Researchers studying giftedness have tried to establish an appropriate role for 

creativity as part of giftedness and enhancing or extending giftedness into new areas 
of challenge without eclipsing IQ. A major theme in this field has been efforts to 
assess or measure creativity. Yet Feldman believes we know little about the real 

people who 'do the work of creativity day to day': 

As the field of creativity studies has grown and prospered to its currently 
CM 

highly active and productive level of work, it has nonetheless remained 
relativ6ly silent when it comes to precisely how significant creative works are 
accomplished. (Feldman, 2003, p. 139) 

N Feldman, in considering the insights of 'great thinkers' believes their mental 

processes may be not unlike those of pre-school children. The main difference is the 
degree of universality or commonness: 

For the most common of shifts, it is reasonable to think of them as universal 
creative insights, whereas for the rarest shifts, we have moved into the realm C 
of unique creative insights, of which the most powerful may be labelled works 
of genius. (Feldman, 2003, p. 142) 

This includes many advances in understanding, often mundane, that are virtually 
guaranteed to happen as children mature and which 'are creative in the sense that 
they represent major advances in the individual's understanding of a challenging 
problem, with profound implications for how that person thinks'. (Feldman 2003, 

p. 142) If this transition is a unique creative insight it will have transformed an existing 
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domain irreversibly through the efforts of an individual or individuals to solve a 
problem or contribute something of value to that domain. 

Feldman believes that creativity occurs within specific domains and that, whilst there 

may be no general trait of creativity, there may be a general ability to produce novel 

and innovative ideas: 

Developmental transitions and creativity are inextricably intertwined; it is 
impossible to understand one without understanding the other. The challenge 
of creative studies, then, is to specify the distinctive qualities as well as the 
shared markers that characterize each domain, including clear descriptions of 
the developmental stages or levels that represent the core knowledge and 
skill of the domain. (Feldman, 2003, p. 144) 

Feldman (2003, p. 143) states that creativity is best understood from several 
perspectives at the same time, puffing it in a context with, for example, the individual, 

their collaborators and others with knowledge of that domain, in order to judge if it is a 

contribution that is important or significant. 

Misconceptions about creativity 

Robinson (2001) believes that there are three widely held misconceptions about 
creativity. These are that creativity is reserved for creative people, who are a special 
type of person; that their creativity is considered exclusive to special types of 
activities; and that it is to do with self-expression. 

A. That it concerns special people. 

Creative people are not a special breed: anyone can be creative in what they do. This 

creativity is not necessari lY about free expression, spontaneity sometimes has to be 

carefully planned. 

mmý The image of the creative genius in history is of a visionary who has a special gift or 
separate faculty that sets them apart from the everyday people of the time. Creative 
departments in companies may be given more leeway than other workers and almost 
expected to be unusual, maybe even slightly weird in order that they can push the 
boundaries expectation. Robinson notes that creativity is, particularly in business, 
thought of as problem solving and whilst it offers various techniques to help groups 
solve problems: 
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'... it would be wrong to equate creativity only with problem solving. Creativity can 
be as much a process of finding problems as solving them. ' Believing that people 
are either creative or not leads to the misconception that creativity cannot be 
taught. (Robinson, 2001, p. 114) 

B. That It Involves special sorts of activities. 

Often creativity is thought to be exclusive to particular sorts of activities, especially 
the arts. Stories in the media, books and films show artists awaiting inspiration to 

create highly creative, original work and highlight the moment of inspiration or 

creative thought as the most exciting episode. Whilst 'artists' hope to be creative, 
'Ives 

a routine refining of the control of materials and much of what they do invo 

techniques through rehearsal. Diligent workers at their craft create opportunities in 

search of moments of inspiration. 

C. That It Involves free expression. 

Creativity is possible in any activity in which human intelligence is actively engaged. 
The image of free expression in school, with children running wild, making mess, and 

with little or no direction, causes concern about creativity in education. The 

spontaneous and uninhibited seem to contrast with serious academic work. However, 

creativity is as much about retaining control as letting go. The example of 
'brainstorming' being used to generate ideas shows the need to develop special 

creative techniques to plan for spontaneity. 

5.2.2 Definitions of Creativity 

Robinson (2001 p. 114) defines creativity as 'imaginative processes with outcomes 
that are original and are of value'. 

Outcomes - applied Imagination 

Creativity involves doing something: it is not just an internal mental process, like 

using one's imagination, but involves action. Whilst creative processes are rooted in 
imaginative thought, Robinson refers (2001 p. 115) to creativity as 'applied 
imagination' suggesting that the imaginative process results in production of 
something in a deliberate way. It can have an impact on the world by leaving our 
private imaginings and entering the public domain. 
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* Originality 

Creation suggests a newness, an originality but it could be argued that, in a school 

context it is difficult to achieve this. Robinson suggests that a creative outcome can 

be original on different levels: to the person involved ('personal originality'); for a 

particular community ('social originality'); and for humanity as a whole ('historic 

originality'). School children may produce work that is original to the children 

themselves but very few people would be capable of historic originality. 

o Values 

People come up with ideas and inventions all the time but many are of I. ittle lasting 

use. Some ideas are ahead of their time and ridiculed when first suggested but 

revered in later generations. Genuine creative ideas are more than novel, they are 

valuable. Times and attitudes change and reputations are reassessed. Often, those 

creative people that were. considered visionaries are forgotten or discredited, and 
those dismissed in their own times are valued after ideas and attitudes are revised. 

Ofsted undertook a small-scale survey over five terms beginning in September 2001 

to identify good practice in the promotion of creativity in schools. Ofsted used the 

National Advisory Committee on Creative and Cultural Education (NACCCE) 

definition of creativity that was developed in the 'All our Futures' report (the Robinson 

Report): 

Creative processes have four characteristics. First, they always involve 
thinking or behaving imaginatively. Second, this imaginative activity is 
purposeful: that is; it is directed to achieve an objective. Third, these 
processes must generate something original. Fourth, the outcome must be of 
value in relation to the objective. (Robinson, 1999, p. 1) 

- 

The later Robinson definition of creativity as 'imaginative processes with outcomes 
that are original and are of value' (Robinson 2001, p. 114) is remarkably similar to the 
NACCCE definition of creativity as 'imaginative activity fashioned so as to produce 
outcomes that are both original and of value'. (Robinson 1999, p. 29) 

Doherty and Harland (2001) note that 'some may argue that creativity can be present 

without an outcome' but state that the different views about creativity can be grouped 
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under three broad headings: the sectoral; the elite; and the democratic. The sectoral 
theory tends to identify creativity with role and with specific occupational sectors 

assuming that all of those who work in a particular field are creating, often locating 

creativity within the arts. The elite view identifies creativity with individual endeavour 

or genius and may, therefore, be historically, artistically or socially significant. The 

democratic or inclusive theories of creativity assert that creativity is evident, to greater 

or lesser degrees, in all people. 

Doherty and Harland note that the democratic model is becoming attractive to those 

working with young children and that, for example, according to the CAPE principles: 

... all pupils are identified as possessing (latent) creative abilities and it is in 
the fulcrum of the creative partnership between the pupil, the teacher, the 
creative professional and a range of external partners that these abilities may 
be exposed and enhanced. (Doherty and Harland, 2001, p. 2) 

Many delegates at the National Advisory Committee (NAC) conference 'Creativity in 

Education' (3" July 2002) were reported to still equate creativity with the arts: 

Since 'All Our Futures' was published there appears to have been little 
discussion amongst practitioners about the nature of creativity, the difference 
between creative product and process, and the relationship between creative 
teaching, thinking and learning. (NAC, 2002, p. 4) 

Despite the NACCCE (The Robinson Report 1999) determining that the creative 

process incorporates the use of imaginative activity; pursuing a purpose; reflecting 

and judging value; and being original, and despite these characteristics being able to 

be observed across all subjects within the curriculum, there is still considerable 
debate about how creativity can be identified and how it can be nurtured and 
encouraged in teachers and pupils. (Leatherdale, 2002, p. 4) 

5.2.3 Features of Creative Work 

The Arts in Schools report produced by the Caloustie Gulbenkian Foundation (1982), 
listed what it felt to be the seven principal characteristics or conditions of creative 
activity. Firstly that creative work or activity implies making or producing something; 
secondly, that the work must be the personal achievement of the person we are 

calling creative; thirdly, that the creative work must be novel, original, different or 
distinctive in some way. The fourth condition is that creative work should be a product 
of conscious and deliberate activity rather than of chance, luck or serendipity and 
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fifthly, should be good of its kind, of high quality: the work should equal and possibly 

surpass the accepted standards of excellence in its own sphere. Condition six is the 

context within which it is produced (what the standards are and how we apply them 

depends upon the sphere of activity in question) and lastly, consistency - the ability to 

produce works of a high standard on more than one occasion. (edited by Robinson 

1982, pp. 30-32) 

In describing something as creative it is being judged in relationship to particular 

standards of achievement but this should not be seen as restricted to the arts* 

Creative work is possible in all the various modes of thought and action of 
which human beings are capable. It makes as much sense to talk of creativity 
in science, engineering, mathematics and philosophy as in the arts ...... All 
these may be creative according to the conventions and standards obtaining 
Within the area of work concerned and in terms of the conditions we have 
outlined here. For this reason and in terms of our general educational 
principles, it is not enough to promote creative activity only within one or 
other part of the curriculum. The need and the opportunities for creative 
activity must be seen as central to all work in schools. (Robinson, 1982, p. 32) 

The Arts in Schools report states that this wider view of creativity should be applied in 

schools and, if done, will generate some useful guidelines for the promotion of 

creative activity by all teachers. 

6.2.4 Recognising Creativity In Schools 

The definition used by Ofsted inspectors for discussions and judgements on 'teaching 

for creativity' put the emphasis on 'provision that enabled pupils to be creative, rather 
than on creative teaching itself. ' Ofsted stated in the 'Expecting the Unexpected' 

Cn report (Ofsted 2003) that it found that the va 
, 
st majority of creative work in the 42 

schools visited was at least 'good' and that the teachers were deemed to be 

committed to creativity (with the active support of senior management); to possess C: 

good subject knowledge; and to have a sufficiently broad range of pedagogical skills 
to foster creativity in all pupils. 

The schools which promoted creativity effectively were thought to be outward-looking, 
welcoming the perspectives that external agencies and individuals such as museums, 
galleries, artists and science centres bring. This outside help was considered most 
beneficial where schools were clear about the expertise needed; how it would be best 
deployed; and, importantly how its effects would be sustained. Where creative work 

, %MOF Ar creative activity by all teachers. 
C: 

6.2.4 Recognising Creativity In Schools 

The definition used by Ofsted inspectors for discussions and judgements on 'teaching 
0 for creativity' put the emphasis on 'provision that enabled pupils to be creative, rather 

than on creative teaching itself. ' Ofsted stated in the 'Expecting the Unexpected' 

Cn report (Ofsted 2003) that it found that the va 
, 
st majority of creative work in the 42 

schools visited was at least 'good' and that the teachers were deemed to be 
committed to creativity (with the active support of senior management); to possess C: 
good subject knowledge; and to have a sufficiently broad range of pedagogical skills 

0 to foster creativity in all pupils. 
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was no more than 'satisfactory' (less than one in ten of the examples) teaching 

'constrained rather than liberated pupils' imagination and pupils had either insufficient 

subject knowledge or skill to fashion their ideas successfully' (Ofsted, 2003, p. 5). 

The inspections found that, in observations of formal lessons and play or concert 

rehearsals. and through discussions with individual children, there was sufficient 

evidence to suggest that these four aspects: imagination; purposefulness; originality; 

and value would be met over time. Some observations highlighted other aspects of 

creativity including: confidence in one's own abilities; willingness to take risks and to 

Cz be enterprising; and persistence in seeing something through to conclusion. 

(D Teachers who inspire creativity have a clear understanding of what it means to be 

creative. Ofsted (2003, p. 8) reported that, although they are not always able to put 
this understanding into words, often teachers can model the creative process for 

pupils, with all the attendant risk-taking involves. Teachers showed awareness of a 

range of strategies, such as mind mapping to organise thoughts and create lines of 

enquiry, and the most successful teachers were pragmatic and open to new 

possibilities, wherever or however they occur. Ofsted noted that teachers who are 

able to promote creativity are often good team players (2003, p. 10) with a willingness 

en and learn from colleagues, and to look outside their own subjects and make to list connections and associations with other parts of the curriculum. Often the ability to 

give and take criticism is seen by teachers as an essential part of creativity as is the 

recognition that both success and failure are able to offer learning opportunities. 
Teachers try not to be too predictable, changing approaches and keeping their 

routines and content fresh. The schools which promote creativity were generally 
outward looking and keen to be involved in competitions, arts events and to develop 
links in the commun ity and with other schools. This was supported by a leadership 
that placed 'the development of creativity high on the school's list of priorities, often 
seeing its promotion as a means of meeting other riorities' (Ofsted 2003 P 15 p . , , . ) 

A National College for School Leadership (NCSL) seminar agreed that examples of 
creative behaviour in children included characteristics such as: questioning and 
challenging; making connections between subjects; playing with ideas; and illustrating 
ideas in different ways. For many schools this would take staff into new territory: 

A shared understanding among staff of the objectives of creativity was seen 
as necessary to nurture a whole-school approach. It was also felt that, at a 
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time when teachers are accustomed to working to centrally-set strategies, 
venturing into territory where achievement is less easily measured can be 
overawing. Leaders need to create a climate where staff have the confidence 
to move outside their comfort zone. (Gadzik, 2003, p. 16) 

Celebrating children's creative work; shared professional development; re-working 

timetables; and creating space for 'messy' creative learning were all noted as 

potential steps for leaders to take but the need for a 'whole-school approach' seems 
to show a wariness about allowing individual creativity and the 'less easily measured' 

achievement suggests the lack of willingness to let go of the need for assessment, 

which is supported by a quote from a London Deputy Headteacher: 

You also have to make sure that the assessment and monitoring systems 
back up your school's view of creative learning. If you are saying to teachers, 
'Take risks' but still using quite mechanical lesson observation criteria, then 
creative learning is less likely to happen. (Gadzik, 2003, p. 17) 

I 
If the pupils are to be assessed and the teachers monitored, this poses the problem of 
the difficulty of measuring creativity and how it can be achieved in the classroom. The 

Deputy Head continues: 

Leaders have to fight the instinctive desire to step in and take over when an 
activity appears to be going awry ... but unless there is some frustration and 
difficulty, learning is likely to be shallow for staff and students. In fact, 
persistence in the face of difficulty is a vital quality of creative learning. The 
key is to evaluate learning intensively, finding new ways for staff and students 
to articulate their learning. It seems a feature of creative learning that you did 
not always learn what you expected to learn. You can't always know the 
le arhing outcomes in advance. (Gadzik, 2003, p. 18) 

This may be seen to go against the rigour of the National Curriculum strategies which 

entail writing up on the board the intended learning outcomes at the start of the 
lesson in order that pupils, teachers and anyone monitoring knows what outcomes the 
lesson should have: 

The role of the teacher in the arts is at once vital and complicated. The task is 
not simply to let anything happen in the name of self-expression or creativity. 
Neither is it to impose rigid structures of ideas and methods upon the 
children. The need is for a difficult balance of freedom and authority. In 
principle, everybody can be enabled to develop their knowledge and skill to a 
point at which they can become innovators. (Robinson, 1982, p. 33) 

Teachers need sound knowledge and skills along with teaching methods that are 
flexible and open-ended so that creativity can emerge and flourish: 
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Creative work is not merely a question of playing with things, of randomness 
and chance. It has much to do with serious and sustained effort, often at the 
highest levels of absorption and intensity. This involves respect for standards 
and aiming purposefully, often at great expense of time and effort, at 
producing work of high fundamental importance on the road to achieving the 
autonomy and maturity of adulthood. (Robinson, 1982, p. 35) 

Craft divides the practice of teaching /encouraging creativity both explicitly (through 

adult-led activities, child-focused activity opportunities, encouraging practical, hands- 

on exploration) and implicitly (through the facilities and equipment provided, and the 

ways adult expectations are communicated through, for example, using humour, 

showing contributions are valued, encouraging experimentation). (Craft, 2004, p. 27/8) 

Doherty and Harland (2001) draw attention to the possibility of a range of different 

interpretations ofl'creativity' being held by different members of a partnership, and the 

implications for the project. If all involved hold sectoral views, for example, there may 
be a disinclination to believe creativity can involve non-arts subjects. The creative 

professional may have a sectoral definition (assuming the person is creative because 

they are working in a particular field in which participants are considered creative) 

and may be working alongside a teacher with a democratic or inclusive definition. 

The implications of these different definitions are that where one teacher may 
see the creative professional as a facilitator of creative opportunities, the 
other may see him or her as the provider of creative opportunities. In other 
words, where one teacher is engaged in a collaborative creative process in 
which they complement the creativity offered by the creative professional, the 
other is engaged in a process into which creativity is added by the presence 
of the creative professional. (Doherty and Harland, 2001, p. 14) 

Doherty and Harland (2001) feel that additive and complementary distinctions in the 

roles in an intra-partnership relationship may be important because of their potential 
to cause confusion or conflict. One possible example of how conflict could arise is if a 
teacher resents being viewed as the 'least creative' partner and the creative 
professional may resent the teachers' intrusions into a sphere they consider to be 

their own. Different definitions of creativity can be avoided or they can be taken on 
board as part of the project (an artist, for example, may use the placement to question 
and undermine elite definitions of creativity). 

Doherty and Harland (2001)* even found, in interviews with members of a partnership, 
that what was considered or what constituted a meeting could differ with these 
perceptions linked to issues of territoriality, role and personalised zones of activity. 
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There was also a wish to resist structured meetings, possibly in an effort to escape 
the initiative overload present within schools. Members of the same partnership gave 

widely different answers when they were asked how often they met. Some found 

differind reasons for meeting (problem solving, making plans, brainstorming ideas) 

frustrating. 

Claxton (2003) attempts to clarify our understanding of creativity before we teach it by 

untangling the 'nots' in it. Claxton believes creativity is not grand, not particularly 

artistic, and not necessarily a good thing. Creativity is not comfortable to be around 

and is not easy. Creativity is not wacky and is not easy to assess: it seeks to find a 

solution to something that matters by drawing on knowledge and experience and 

often demands new criteria of evaluation. Creativity does not have its own home in 

the brain, and is not opposed to logic and analysis. It is not solitary, innate or simply 
'released'. Whilst genius may have a small genetic element to it, everyday creativity is 

an acquired art. Whilst the mental and emotional brakes have to be off there is a 

great deal of learned skill and sensitivity involved. Claxton states, most importantly of 

all: 

C; ) creativity is not one thing. It is not a unitary faculty that can be trained or 
cultivated by itself. Creativity is an advanced form of learning that involves a 
finely tuned symphony orchestra of mental attitudes and capabilities playing 
together in complicated rhythms. Creativity is learning at its deepest and most 
powerful, and it builds on mastery of all the basic skills and habits of more 
familiar kinds of learning. It follows that creativity cannot be Trained' in any 
simple, mechanistic sense of the word. It can be cultivated, coached even, 
but it can't be engineered, let alone taught. (Claxton, 2003, p. 3) 

cn 
5.2.5 The Importance of Promoting Creativity 

David Miliband, the Minister of State for School Standards, said, in an address to the 
joint Department for Education and Skills / Department for Culture, Media and Sport 

(DfES/DCMS) Creativity seminar for LEAs (I e June 2003): 

I welcome the commitment of LEAs to creativity and applaud their work in this 
area. The Department is also committed to creativity; we believe creativity is 
a key element in our drive to raise standards .... Creativity must be cross 
curricular and links are needed between formal and informal engagement, in 
and out of school provision. Creativity should be built into the school 
improvement agenda; it is not something additional. (Miliband, 2003, p. 3) 
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Miliband (2003) stated that 'creativity is important in the organisation of learning as 

well as the content' and will, include issues such as the support of school leadership 

(recognising that they need to support creativity to raise school standards), how 

schools organise the school day, the deployment of teachers and workforce reform 
including increased contributions by classroom assistants and other support staff 

such as 'artists, musicians and inventors. He said creativity will involve specialist 

schools which, as centres of excellence, have the role of linking with communities and 

other schools, and also involves LEAs which play a key role in school improvement by 

helping schools to identify and meet their needs. 

Margaret Tallboys, Project Director of 'Creativity across the Curriculum' at the QCA 

was asked to investigate the question 'Can creativity be promoted through the 

national curriculum? ' The remit for the three-year project came from the Secretary of 
State for Education after the 2000 review of the National Curriculum. The project 
looked at and analysed policy and curriculum requirements in other countries and 
investigated how teachers of key stages 1-3 in mainstream and special schools 

promoted creativity in their delivery of the NC. It used feedback to develop a teachers' 

pack which was sent out to ovbr 1000 schools for trialling and evaluation and, after 

refining, used to produce a creativity Website. The, project adopted the definition of the 

four characteristics of creativity from the NACCCE report 'All our Futures' (Robinson, 

1999) and aimed to build on its research by testing whether creativity could be 

promoted through the NC. Teachers were asked to collect examples of pupils' 

creative thinking and behaviour, to find the most effective ways to plan for and foster 

this, and to decide what features of the learning environment best support the 

creative process. 

The teachers confirmed that creative pupils are curious: they question and 
challenge. They don't always follow rules. They think laterally, connecting 
things that are not usually connected. They see the significance of what they 
already know and use their previous experience. They imagine. They ask 
Vhat if? ' Creative pupils can look at and think about things differently and 
see them from different points of view. They explore possibilities, keeping 
their options open, learning to cope with the uncertainty that this'brings. They 
play with ideas and experiment. They anticipate and overcome difficulties and 
follow an idea through. They keep an open mind and are willing to adapt and 
modify ideas. 'Is this good? "Is this what is needed? 'They are able to reflect 
critically on what they do. (Tallboys, 2003, p. 5) 
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Tallboys notes that: 

Teachers working on the project convinced us that no matter what the subject 
or age of the pupil, they could recognise these signs of creative thinking and 
behaviour. (Tallboys, 2003, p. 5) 

Tallboys says as the projects progressed the teachers began to realise that 'creating 

something is not the same as being creative' but at the start of the project: 

Some thought creativity arose from un-planned, less guided activities. Others 
thought specific activities such as role play, visits and debates were the key. 
Art and design and music teachers assumed (wrongly) that because their 
subjects involve a creative process all pupils were thinking and behaving CU 
creatively. (Tallboys, 2003, p. 5) 

(D Tallboys, reporting on the work of the QCA in producing their on-line resource 
'Creativitf. find it, promote it', notes that, by making only small changes to their 

existing practice, teachers can effectively promote pupils' creativity through existing 

teaching and NC frameworks: 

In addition, our investigation showed that pupils make clear gains in their 
learning when engaged in creative activities. The project teachers testified to 
improved relationships, an increased pace of learning and an improvement in 
pupils' self-confidence, self-esteem and enjoyment as a result of promoting 

C creative thinking and behav 
* 
iour. It was also evident that literacy and 

numeracy skills were enhanced. (Tallboys, 2003, p. 5) 

W The project confirmed that teachers can and do foster a learning environment that 

promotes pupils' creativity. 

The QCA website for creativity (www. ncaction. org. uk/creativity) states that pupils who 

are encouraged to think creatively and independently become: more interested in 

discovering things for themselves; more open to new ideas; keen to work with others 
to explore ideas; and willing to work beyond lesson time when pursuing an idea or 

vision. 

5.2.6 Promoting the Creative Process 

A. Preschool 

The Campaign for Learning, is an independent charity 'working for an inclusive 

society in which learning is understood, valued and accessible as of right'. It has set 
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up creative family learning activities around the country, involving families from a wide 

range of backgrounds to engage in family workshops aimed at encouraging learning 

through creativity, states that: 

Many people are not creative simply because they do not believe they can be 
creative. The sad fact is that too many people come out of formal education 
without exploring and stretching their natural creative abilities. Family 
Learning is a great opportunity to engage family members of all ages in 
creative activities that could discover a wealth of hidden talents. (Campaign 
for Learning, 2004, p. 3) 

' ' It produced a Specialist Guide aimed at delivering family learning activities that 
CU 

stimulate the participants' creative abilities: 

(D Children seem to have a natural capacity to imagine, think speculatively and 
make bold connections between ideas. Family learning activities, where 
children and adults learn together, provide a supportive environment for 
adults to re-discover their innate creativity while children can build on their 
natural abilities. (Campaign for Learning, 2004, p. 2), 

It believes that doing something for the first time, whether you are an adult or a child, 

can feel like a special achievement. Providing learning activities that stimulate 

creativity delivers the kind of enjoyable learning experience that will keep families 

coming back for more. 
C: 

The creative process can be divided into two stages. Generative thinking 
creates a range of options which can then be assessed using evaluative 
judgements. Helping family members understand and manage the interaction 
between the two types of thinking is a pivotal part of stimulating creative 
abilities. (Campaign for Learning 2004, p. 3) 

The guide encourages people to feel comfortable in the creative process by spending 
time to generate as many options as possible in the early stages, taking care not to 

stifle creativity by jumping too quickly to the evaluation stage. Part of the reassurance 
the guide offers is that creativity is not just the preserve of the arts or of recognised 
'geniuses' known for creative discoveries: 

A creative approach can support learning across a range of subjects - from 
learning to balance the family budget to surveying the number of bird species 
in a family garden. (Campaign for Learning, 2004, p. 3) 

Whilst trying to suggest a wider understanding or context for 'creativity', the examples 
quoted in the guide do, in fact, all use arts based practitioners to lead the workshops, 
in arts projects. 
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Encouraging members of families to take part in different creative activities while 

suspending judgements about quality of performance is, the guide states, an 
important step to stimulating creativity: 

This kind of low threat, high challenge activity will help create the exploratory 
attitude to creativity that will help all family members build their creative 

N strengths. (Campaign for Learning, -2004, p. 3) 

Creativity can be encouraged by getting family members to'spend a little more time at 
the generative thinking stage than they would normally feel comfortable with' by 

encouraging participants to ask questions about methodology and to explore various 

alternatives in an activity that needs to be structured 'to accommodate a degree of 

uncertainty about the process and the outcomes'. (Campaign for Learning, 2004, p. 3) 

It is observed that whilst children are eager to get involved, parents are more 

reluctant or scared and often have to be persistently encouraged to 'have a go'. 
Positive feedback is considered essential to build confidence and overcome feelings 

of vulnerability (especially present in parents) when experimenting with creative work. 
Afterwards these parents will often express delight at what has been produced; note 
how relaxed they felt when creating; and, ask for names of suppliers of materials in 

order to do more creative activities at home. This positive feedback will, in turn, help 

parents appreciate the importance of providing similar positive support for their own C: 

childrens' work. The contrast between the confidence of the children and initial 

reluctance shown by the parents can give the children the opportunity to lead and 

encourage their parents ('my mum doesn't do a lot of drawing so I got her started' 
Campaign for Learning 2004, p. 9). The parents can also be seen in a different light ('I 

feel this has given my daughters a chance to see me as a real person with my own 
imagination - and not just their mum' Campaign for Learning 2004, p. 9). The long 
term aim is to encourage creative activity at home and to develop a supportive family 

atmosphere in the home long after the family learning activity is over. 

B. In School 

The Creativity Seminar for LEAs commented (DfES/DCMS 2003, p. 4) that creativity 
should be aligned to school effectiveness and high educational standards and that 
the government needs to articulate more clearly what it means by creativity and then 
keep reinforcing the message that schools have permission to take risks and 
innovate. Whilst the arts play an important role in promoting creativity, creativity 
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extends across all curriculum subjects including maths and sciences and that it may 
be placed alongside other wider local agendas (e. g. regeneration and social 

>*w 

C) 

0) 
:L 

a- Cl) 

inclusion). 

Points raised include: creativity has not been taught equally across the subjects; 

every subject should have a creative strategy; schools need to recognise different 

types of learning; teachers should be less prescriptive; pupils need to be drawn into 

the decisions about what they learn, how it should be investigated and how to 

evaluate the learning process. (p. 18) Training needs for creatiyity (ITT, INSET, CPD) 

should be given priority by headteachers and LEAs, (DfES/DCMS, 2003) 

For creativity to flourish in an (Early Years) educational setting Prentice (2002) 
believes it is necessary for learners to be involved in their own learning. Adults are 

crucial to supporting young children's creative development by presenting rich 

opportunities to engage with the world and teaching children how to reflect upon 
these opportunities from unfamiliar perspectives. These are the general skills that are 

central to creativity, irrespective of the field of endeavour, enquiry, reflection and 

criticism. For young children the stimulus for creative activity is direct manipulation of 

materials and objects, often guided and supported at the commencement of the 

activity: 

They require encouragement, to increase confidence to be inventive, and 
sufficient time to 'play with ideas' and 'toy with materials ..... Throughout 
activities of this kind, children require the empathetic support of adults who 
understand the unpredictable pace of progress and the 'messy' nature of 
creative thought and action, (Prentice, 2002, p. 5) 

In addition to empathetic support, it is essential that children are given sufficiently 
long periods of time for 'creative modes of functioning to be developed' and for them 
to develop confidence in their abilities to direct the course of their activities and 
further define their purpose: 

I 

However it is essential that children acquire appropriate technical skills and a 
secure knowledge base in order to underpin sustained activity. This requires 
a subtle shift away from the freedom that is necessary for experimentation 
towards a greater control over ideas, materials, tools and processes through 
the organisation of which intentions arerealised. (Prentice, 2002, p. 6) 

Prentice notes that these creative opportunities often result in children: 
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" Transforming or combining things, making connections and unusual 

combinations; 

" Doing something new for themselves, feeling they are progressing, 

moving beyond previous expectations, reflecting an their own 

practice; and, 

In 9 Sharing successes with parents I carers developing dialogue, 
> 

channels of communications sharing information different 

expectations may exist in different contexts. 

The process of creativity is as significant as the outcome, shifting attention away from 

narrow goals towards unexpected connections and transformations, the difference 

between creative practice and practice which fosters creativity. 

Prentice notes that adults should be aware of unintended messages that may be sent 

to children, planning for creativity involves understanding others' cultural expectations 

and values, recognising children's own perspectives, knowing individual children and 

their home context. 

Tallboys (2003) states that many teachers thought that, to maximise pupils' creative 

thinking and behaviour and for it to become a part of their life in school, it needs to be 

expected and valued by the school as a whole. Some of the ways the 'Creativity 

across the Curriculum' project identified that school leaders use to promote the whole- 

school approach include: providing a stimulating learning environment; managing 
time effectively; encouraging professional development and building partnerships to 

enrich learning, valuing; and celebrating pupils' creatively as a school. (Taliboys, 

2003, p. 5) 

Claxton (2003) identifies things that contribute to creativity that he calls the 'Eight Is 

of Learning'. These are: immersion (steeping yourself in experience); 
Inquisitiveness (to have a questioning disposition, to like questions and to be able to 

tolerate the not-knowing that goes along with them); investigation (the skills of 

research); interaction (discussion and debate with others); Imagination (a learnable 

skill that underpins a great deal of lifelong learning - 'imagery is the language of 

creativity, not words or formulae'); Intuition (allowing things to come to you); 
Intellect; and Imitation (using the products and methods of others as role models). 
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Other people are not just your co-explorers, they are your role models, and 
we pick up our habits of mind from those with whom we collaborate. Students' 
creativity is fed not by being taught how to 'brainstorm', but by the creative 
on-line-wit and courage of 

, 
their teachers... If we are serious about wanting to 

help children cultivate a creative attitude to life, we cannot do it either by 
endless carping about their spelling, or by offering them amounts of 
unstructured freedom that they do not yet know how to use. (Claxton, 2003, 
p. 4) 

> Knight (2003) believes that it is widely thought that pupils learn best when they think 

and behave creatively and that the arts provide a rich context for developing it: 

Creativity is not unique to the arts - it can be promoted across the curriculum. 
However, the imagination and originality generated by working in the arts act co 
as an excellent springboard for creative thinking and behaviour. 

0 (Knight 2003, p. 11) 

This view is echoed in the 'Saving a Place for the Arts? ' report: 

'A few indicated that they saw the provision of arts expertise as a growing 
need... In several cases this was described as not specifically aimed at arts 
development, but more at the engendering of creativity within the school'. 
(Downing et al., 2003, p. 27) 

Almost all teachers in the survey of arts teaching in the primary sector (Downing et al, 
2003 p. 39) had indicated that they had used the arts to assist them with their teaching 

in other curriculum areas: 

There was a wide variation between curriculum areas in the extent to which 
the arts had been incorporated, suggesting that some subjects lent 
themselves to use of the arts more than others. (Downing et W., 2003, p. 39) 

Literacy and PE were most likely to incorporate the arts (which were closely related in 

the curriculum to dance and drama) and geography, science, numeracy and ICT were 
least likely. Other frequently cited links included history and visual art (60 per cent), 
RE and drama (59 per cent) and PSE and drama (57 per cent). Overall visual arts 

was the artform used in most other curriculum areas, followed by drama. (Downing et 

al. 2003, p. 39) 

Three broad types of use of artforms emerged: creating art (musical composition or 
developing a dramatic dialogue); expressing or performing existing art (e. g. learning 

an Indian dance); and art appreciation (looking at and commenting on a famous piece 

of art), in reality the distinction between these categories is often blurred. The large 

majority of learning aims associated with cross-curricular use of the arts are aimed at 
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developing pupils' abilities in the 'other' subject with the exception of ICT which was 

often used to create a piece of art or a musical composition. 

Often art seemed to be used to add colour, depth and to enhance other areas 
of the curriculum. (Downing et al. 2003, p. 40) 

In secondary schools the flexibility and responsiveness of senior management in 

listening to arts teachers and allowing them the flexibility to develop their own ideas is 

appreciated: 

This teacher had identified a connection between the freedom that was 
allowed (and supported) by senior management, and her own creativity. This Co 
seems likely to have had an impact on the content of her lessons, and the 
enthusiasm with which she approached them. This link between the freedom 
to experiment and the development of creativity in teaching is an issue raised (D by the NACCCE report (Robinson Report) (Harland et al., 1998, p. 315). 

LMM One deputy headteacher said he, needed to, feel he could keep in touch with the 

realities of teaching, as there is a credibility factor that the teacher can 'do the job'. He 

believed that arts teachers valued working with pupils in the classroom and this is 

possibly a reason why so few senior management staff appear to have a background 

in teaching the arts (Harland et al., 1998, p. 316). 

5.2.7 Barriers to Creativity 

0 The Arts in Schools (1989) report states that, whilst government bodies lay great 

stress on the promotion of creative work and creative thinking, use of the term 

0 'creativity' is often unclear: 

Athough this idea often features in talk about education, it has become one of 
those terms which can mean all things to all people. (Robinson, 1989, p. 29) 

At the Creativity Seminar for LEAs , some LEAs (DfESIDCMS 2003, p. 22) thought that 

there was a lack of shared understanding as to what is meant by 'creativity' and that 

many schools felt the need for official permission to be creative. Ofsted concluded in 

'Expecting the Unexpected' that: 

Although there can be barriers to the promotion of creativity, these can be 
overcome. First, however, teachers and school leaders have to recognise that 
the development of creativity in pupils is an essential part of their job, and 
then an appropriate climate has to be established. The danger lies in such an 
aspiration being seen as modish, or just one other thing to add to schools' 
lists of priorities. Creativity is not a new concept in education, and many 
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schools, as this survey shows, have found ways of promoting it, simply and 
effectively. (Ofsted 2003) 

The LEAs, when asked what were the main obstacles to developing creative teaching 

and learning in schools, listed barriers such as: time; resources; lack of knowledge; 

budgets; and support mechanism; as the main obstacles together with the culture of 

1ý11 caution that existed amongst the restrictions of targets, tests, a prescriptive 
> 

curriculum and lack of support from official bodies such as WES, QCA and Ofsted. 

IN There is still deep scepticism that WES actually believes that creativity is one 
Mimi of the basics and it was suggested that creativity should become part of the 

Ofsted inspection framework; as one LEA commented, 'make the important 
measurable, not the measurable important'. (DfES/DCMS 2003, p. 22) 

This was echoed by requests for a definition of creativity and 'if creativity is to be 

valued highly, it will need to be measured in some way' (DfES/DCMS 2003, p. 18). 

This LEA view is at odds with the primary schools who did not feel there was a need 
for a measuring framework for the arts, not currently included in any testing regime 

with one respondent implicitly opposed to it: 

'Please do not, under any circumstances, start setting targets for creativity 
levels in children. ' (Downing et al, 2003, p. 54) 

Estelle Morris, the Secretary of State for Education, acknowledged her personal 
experience of the difficulties in measuring progress in creative work in schools in a 
response to the National Advisory Committee (NAC) conference 'Creativity in 
Education' (3rd July 2002): 

I utter lots of words in praise of the creative work that I see in our schools 
produced by teachers and pupils, but it doesn't get the headline, it doesn't get 
the coverage. What gets the coverage are those things we can measure and 
mark progress with. My instinct, my intuition, my soul tells me that creative 
work is better now than it was five or ten years ago. Thats what I know but I 
can't prove it. (NAC 2002, p. 4) 

This identifies the challenge -and difficulties of ensuring ways of identifying creative 
teaching and learning so that it can be recognised, and valued. Delegates stated 
concerns about the ongoing emphasis on assessment and the difficulties inherent in 

assessing creative teaching and learning. Moreover they were concerned as to how 

creativity could be valued within the educational system and whether or not it should 
be assessed in teachers or learners. (Leatherdale, 2002, p. 4) 
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The LEAs expressed the views that, in order to create an environment to support 

creative education: 

Need to remove bureaucracy. Teachers need to be able to respond to the 
moment. The curriculum and timetable needs to be flexible. Risk-taking is 
needed. People have got to be allowed to fail so that they can learn from their 
own mistakes. This applies to staff and pupils. An open-ended risk-taking, 
flexible and porous school is needed that combines the child-centredness of 
the 1970s with the rigors of 2000. (DfES/DCMS 2003, p. 18) 

The Caloustie Gulbenkian report'The Arts in Schools' (Robinson 1989) warns against 
teachers allowing unfocused activities (letting anything happen in the name of self- 

CO expression and creativity) or the imposing of too rigid structures of ideas and methods 
that restrict children. 

We do not, however, share the view of some past advocates of the arts' that 
this amounts to a need to encourage 'free expression'; that any respoýse is 
acceptable because it is their response; that anything produced is worthwhile 
simply because it has been produced. (Robinson, 1989, p. 29) 

Teachers need to avoid over-planning, allowing sufficient opportunities for children. to 

come up with their own responses and ideas. Teachers also need to be continually 
looking for ways to open up children's curiosity and creative expression, rather than CD 

shut them down and being aware of tensions between establishing appropriate 
C: boundaries (providing pre-cut templates, health and safety issues, time constraints, 

getting dirty or messy) and yet taking care not to curtail children's explorations 
because of some other overriding goal. At these times interventions need to be 

sensitive so that children's thinking and creativity can be valued. 

The Caloustie Gulbenkian report notes that, in a time with the pressures of 
conformity, convention and repetition, it saw in schools conflict between creativity 
across the curriculum and the external pressures to conform and to deliver to the 

standards agenda. 

These pressures are particularly acute where the rigid requirements of certain 
types of public examinations and the teaching methods associated with them 
act as stultifying constraints upon pupils' sense of initiative. 
(Robinson, 1989, p. 34) 

Many LEAs linked creativity to a creative and cultural strategy with the need for 

creative good practice to be part of the Ofsted inspection framework, 
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The need for creativity to have a clear aim and pbrpose, to be a proper 
initiative and not just an add-on was also stated. The need for definitive 
research that made the link between creativity and achievement was also 
called for. Dedicated resources for creative activity were called for. 
(DfES/DCMS 2003, p. 23) 

Many LEAs felt this called for clear educational strategies, possibly in LEA EDPs 

(Education Development Plans) with dedicated funding and a creative advisor to 

enable creative activities and partnerships to be more overt. (DfES/DCMS 2003, p. 20) 

Teachers must avoid giving the impression that only their views count or are valid and 
they must recognise, welcome, use and respect ideas put forward from the pupils in CIO 
order to reinforce how creativity is valued in the classroom. 

There is a difference then between what we may call teacher inputs which 
(D 

may need to be closely structured and the teacher's responses to what the 
children produce as a result, which ought to be flexible and open-ended.... To 
encourage creative work we must put a premium on the pupils' own original 
ideas whenever possible; setting them to use these either to produce new 
work or new interpretations, or to propose novel approaches to the solution of 
problems for which their existing knowledge or skills provide only partial or 
inadequate solutions. (Robinson, 1989, p. 34) 

As children's ideas are celebrated and encouraged, the question of 'who is in charge' C; ) 

may become more blurred. Often matching policy to practice is not clear cut. Even 

with a formal policy for creativity, it is essential for staff to examine what they actually 
do. 

In particular, the question of authority and control is an important one. What 
balance can be struck between adult responsibility for the learning 
environment and giving children choices? At what point, when children are 
encouraged to identify and solve problems, will they come into possible 
conflict with the framework provided by adults? (Craft, 2004, p. 25) 

There will be times when the teacher, who is responsible for the provision of a range 

of curriculum and other objectives, will have to take charge, curtailing creative 

activities but Craft believes this can be seen as an important learning opportunity as 
'creativity does not occur in a vacuum, and ideas can be tested against constraints, 
including the possible impact on others'. (Craft, 2004, p. 25) 

Often it is difficult to get an understanding what younger children are getting out of 
the provision of creative activities, Initial objectives and final outcomes might not 
match. Knowing what has been achieved may be the result of observations, taking 
careful account of the children's reactions and of what happens. Sometimes children 
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create something which looki like a mess but perhaps they had ideas that did not 

work out, or they collaborated well with others, or concentrated for longer periods of 

time than expected or they had learnt something about the materials they were using. 
It is important to be able to identify aspects of their activities that are creative. Being 

creative may not involve the production of something tangible. The curriculum may 

provide a 'frame' through which you can access and foster children's creativity. 

' 
' 

' (Harland et Arts Education in Secondary S chools: Effects and Effectiveness In 

al. 2000) pupils (years 7- 11) were given a questionnaire and asked to circle 

responses indicating what they 'got out of studying the various arts subjects offered 
in their schools. There was a range of twelve suggested outcomes including 'teaches 

particular skills', 'helps with a future job or career', 'gives you a sense of (D pleasure/enjoyment/satisfaction' and 'helps you to express yourself better'. Pupils 

could circle as many as they liked for each subject and gave a very positive response 
to the only mention of creativity. The response 'helps you be more 

creative/imaginative' came out well in all subject areas - art (16), dance (18), drama, 
nd (2nd) after 'gives'you confidence socially/helps you get on with people', music (2 

after 'teaches particular skills' and English (3rd) after 'helps you to understand 

people's feelings and emotions' and 'teaches particular skills'. (Harland et al. 2000, 

C: p. 279) 

5.2.8 Creativity In the National Curriculum 2000 Art and Design 

M 
In 2000 a modified National Curriculum was introduced having received a major 

overhaul for all subjects and the introduction of such elements as inclusion and 

citizenship. The updated curriculum was known as NC2000. 

' ' ' ' The National Curriculum (NC) subject Art was renamed Art and Design 

when the revised curriculum was published in 1999 'to better. reflect the 

breadth of the subject and its contribution to the design and creative 

industries' (QCA/DfES NC 2000 ksl and 2 p. 8, ks3 p. 17). 

It replaced the two attainment targets (ATs), Investigating and Making (AT 

1) and Knowledge and Understanding (AT 2), with one AT 'Knowledge, 

Skills and Understanding', which integrates both practical and theoretical 

aspects of the subject. 
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The National Curriculum (NC) Programmes of Study and Attainment Targets 

(DfEEIQCA1999) booklet included the revised programmes of study and attainment 
targets which consisted of eight level descriptions and assessment. It stated in its' 

foreword: 

0 
The focus of this National Curriculum, together with the wider school > 
curriculum, is therefore to ensure that pupils develop from an early age the 
essential literacy and numeracy skills they need to learn; to provide them with 

0 a guaranteed, full and rounded entitlement to learning; to foster their 
creativity; and to give teachers discretion to find the best ways to inspire in 
their pupils a joy and commitment to learning that will last a lifetime. 
(DfEE/QCA1999, p. 3) 

The NC included for the first time a statement on inclusion and, from 2002, was to 

(D include citizenship as part of the statutory curriculum for secondary schools. The 

booklet included information on how art and design contributes to broader aspects of 

education, such as children's spiritual, moral, social and cultural development; 

general teaching requirements for the use of language and ICT (information and 
Communication Technology) across the curriculum; provision of effective learning 

opportunities for all children (inclusion); and health and safety issues. The Key Stage 

3 guide mentions the opportunities to contribute to personal, social and health 

C: education; environmental education; and the world of work. In this way art and design 

is expected, in addition to its own distinctive contribution to the school curriculum, to 

contribute to the wider aims of primary education. 

The NC plans aim to ensure progression and show how the subject might be taught to 

children attaining at levels broadly appropriate for their age. The scheme of work is 

divided into units of work, the medium term plans, referring to a coherent set of work 
usually designed for a term or less. They offer one unit for each term in key stages 
one to three (and in addition a generic unit for key stage 2, called'Visiting a museum, 
gallery or site' can be taught at any time in the key stage) stating the units 'provide 

the minimum range of experiences necessary to achieve a balanced programme for 

art and design. The intention is that these will be supplemented and reinforced by 

further units developed by the teacher where appropriate'. (DfEE/QCA 1999, p. 14) 

In all schools, teachers are best placed to judge whether the learning 
objectives meet the learning needs of individual children, and to adapt these 
where necessary to provide appropriate opportunities for all children to 
succeed. (DfEE/QCA 1999, p. 20) 
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In schools where children of mixed ages are taught together, schemes of work may be 

organised in cycles over time. 

It is not necessary to keep detailed records for each child in relation to outcomes. The 

end-of-unit expectations provide broad descriptions of achievement within each unit 

0 and should help teachers decide where a child's progress differs markedly from that 

of the rest of the class. Pupil responses to the demands of the units can contribute to 

the end of key stage assessments, which is particularly relevant to those pupils in 

year 9 whose teacher assessments are required by the QCA. 

Whilst there were benefits of defined schemes of work in the arts curriculum, based 

on the NC such as consistency across classes and years and the support given to 

less experienced teachers, it does have the potential drawback of providing less 
LMM 

opportunities for teacher creativity. A headteacher, for instance, felt it was important 

that teachers were allowed to express their individuality stating (Harland et al, 2000): 

Arts is dead if there is no scope for individual creativity. You might as well not 
bother in my opinion ... we can't encourage creativity amongst kids and 
expect it to thrive, if we are in a curricular straitjacket. (Harland et al, 2000, 
p. 352) 

There is no compulsion to use the suggested 'optional exemplar' schemes of work for 

art and design. The teacher's guides states that they can be used as a basis for work 
if the school wishes: 

... schools may use as little or as much of the material as they find helpful. 
Teachers may wish to use it to develop or refine their own schemes of work, 
amending, adding to or reducing material,, as appropriate, to meet the needs 
of the children in their school and the school's curriculum priorities. 
(QCAlDfES 2000 KS1 and 2, p. 3) 

Key stage 3 teachers are assured that: 

This is only one model. It is up to schools to decide whether they Wish to use 
this model in full, or to customise individual units or combinations of units to 
suit their circumstances. (QCA/DfES 2000 W, p. 9) 

The NC2000 even provides guidance which it feels may be helpful for teachers who 

want to review existing plans or create their own scheme of work called 'principles for 

constructing a scheme of worW. (DfEE/QCA 1999, p. 25) 
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The word 'creative' appears several times in The National Curriculum (NC) teacher's 

guides to the Art and Design schemes of work (QCA/DfES 2000 ksl, 2 and 3), initially 

using art to contribute to learning across the curriculum in opportunities for 'spiritual 

development, through helping pupils to explore ideas, feelings and meanings and to 

make sense of them in their own creative work!; then promoting enterp(ise and 

entrepreneurial skills 'encouraging pupils to be creative and imaginative, to innovate, 

to use their intuition and to develop self-confidence and independence of mind'; and, 
in work-related learning, 'developing pupils' knowledge and understanding of the 

diverse roles and functions of art, craft and design in contemporary life, and helping 

pupils recognise the range of possibilities for employment in the creative and cultural 
industries'. (DfEE/QCA 1999, pp. 8 - 9) 

The NC teachers guides to the Art and Design schemes of work (QCAlDfES 2000) 

also use the word 'creativity' alongside the word 'imagination' suggesting, perhaps, 

the first entails making and doing and the latter using thinking skills to develop ideas. 

In the aims and purposes, Art and Design offers, amongst other things, opportunities 
to: 

stimulate children's creativity and imagination by providing visual, tactile and 
sensory experiences and a unique way of understanding and responding to 
the world. (QCA/DfES 2000 ksl, 2 and 3, p. 4) 

And Key Stage 1 content includes: 

During key stage 1, art and design is about developing children's creativity 
and imagination through providing art, craft and design activities that relate to 
children's own identity and experiences, the natural and made objects and 
materials with which they are familiar and the locality in which they live. 
(QCA/DfES 2000 ksl and 2, p. 4) 

Key Stage 2 content begins: 

During key stage 2, art and design is about children's creativity and 
imagination by building on their knowledge, skills and understanding of 
materials and processes through providing more complex activities. 
(QCAIDfES 2000 ksl and 2, p. 4) 

Key Stage 3 aims and purposes of art and design include as the first opportunity 
offered to pupils to; 

Develop their creativity and imagination through visual, tactile and sensory 
experiences. (QCA/DfES 2000 W, p. 4) 
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The NC2000 teacher's guide for key stages I and 2 later uses the word 'creative' in 

discussing how the units can be used to develop links with other areas of the 

curriculum such as science, geography, ICT, and mentions that in unit 6B 'links have 

been made with the creative arts of music, dance and drama'. (QCA/DfES 2000 ksl 

and 2, p. 16) 

In discussing 'links with other areas of the curriculum', the NC2000 teachers guides 
list how art and design can contribute towards 'thinking skills' through information- 

processing skills, reasoning skills, enquiry skills, evaluation skills and, lastly, creative- 

thinking skills; 

These enable children to generate and extend ideas, suggest hypotheses, 
apply imagination, and look for innovative outcomes. (QCA/DfES 2000 ksl 
and 2, p. 24) 

5.3 Innovation 

This section concerning innovation will look at, what might be called, the process of 

applied creativity. These are the different paths an idea may take for it to be 

considered innovative. I will then say how I hope that the Inspiring Creativity pack 
C: could fit into the three cat egories of innovation identified. 

5.3.1 Introduction to Innovation 

0 There seems to be a parallel between the climate of increased creativity the 

government wants teachers to encourage in pupils and the creativity it expects from 

teachers. The creativity it expects from teachers is not just in teaching, using creative 

strategies in presentation of lessons to improve learning, but also in the way teachers 

share these ideas. The government sees this climate of creativity as a means of 
Improving teaching and learning, making all involved in education feel more positive, 

M and at the same time helping to produce the skills needed in a future workforce. 
David Blunkett, the Secretary of State for Education, stated in the foreword to 'From 

Policy to Partnership' (QCA 2000): 

Creative skills and the ability to innovate are increasingly important in 
responding to new challenges in the knowledge economy of the future. 
(QCA 2000, p. 1) 
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Recently education ministers and the WES have talked less about school 
improvement and more about transformation of schools (Hargreaves 2003). This 

change of emphasis recognises that, in striving to achieve a 'world-4-'Iass' education 

system, recent improvement strategies, including the recent literacy and numeracy 

strategies in primary schools, have limitations. WES believes, as the rate of 
improvement has been levelling off, new approaches are neýded in order to maintain 
the momentum and to drive this need for deep change. 

Another driver is the growing recognition that in a knowledge-based economy 
more people need to be more creative and this will in itself require new 
approaches to teaching ......... Without reducing the importance of the basics, 
we must now aspire to nurture through education the qualities of creativity, 

CO 

innovativeness and enterprise. ( Hargreaves, 2003, p. 4) 

For teachers, finding ways of doing the job better has always been natural. Even 

when externally constrained or prescribed, teachers have had to improvise to make 

new ideas work for their particular pupils or within their own specific context. 
Hargreaves believes this creative innovation often relies on individual teachers who 
do not know whether what they do is or is not good practice. Even if the innovation is 

known to be good, it spreads very slowly within a school and to other schools. He 

believes innovation has been developed in a much more explicit and co-ordinated CD 

way in other professional worlds such as medicine or business making dissemination 

much faster. 

The government believes a steadily increasing rate of improvement in standards can 
be maintained by encouraging teachers to innovate. It thinks sharing good practice 

and transferring it rapidly using networks of peers can achieve better teaching and 
learning. Teachers can move beyond the private improvisation that most teachers do 

as a normal part of their job and engage in planned innovation through professional 
networks. An Innovation Unit has been established to explore the opportunities and 
challenges that innovation networks offer in speeding up improvement. By allowing 
innovation to flourish and by spreading new ideas and good practice through the 

profession, it is hoped that professional skills will be improved, staff will feel 

empowered and schools will achieve the desired transformation. This aims for a 
renewed professional. pride achieved by teachers using their creativity to transform 

schools. It is hoped these ideas will be implemented because they come from 

colleagues as 'lateral networks do this more effectively than top-down hierarchies' 
(Hargreaves, 2003, p. 5). 
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Hill and Martin (2003) state the present British education system's heavy reliance on 
frequent testing, league tables, and performance management, have had an effect on 

education culture: 

ideas that have largely emigrated from the world of business and bring with 
them a competitiveness and professional protectionism that have produced 
territorial, embattled institutions and individuals. In general, the system has > 

become highly intolerant of failure, constructing knowledge workers rather 
than enabling learners, and some groups are reluctant - even unable - to 
share ideas, knowledge and good practice. (Hill and Martin, 2003, p. 38) 

Seemingly in competition in local and national papers, it is not surprising that schools CU 

are trying to get an edge on the competition. However, Hill and Martin believe that 
(D more recent initiatives in education are attempting to develop a culture of open 

learning, where the true value of work can only come from sharing it with others and 

where 'pride comes from the value of contributions, not possessions'. Hill and Martin 

cite 'gift cultures' which rely on the circulation of gifts between individuals and kinship 

groups, often occurring in situations where resources are plentiful, for example, in 

Aboriginal and Inuit cultures, which have ceremonies to redistribute accumulated food 

and other gifts: 

Participants in gift cultures are motivated to work in this collaborative way 
because it allows them to accrue a kind of social status which is markedly 
different from that which exists in an exchange economy. Here status 
depends not on what you have but what you give away. (Hill and Martin, 
2003, p. 38) 

They believe 'innovative' projects like Networked Learning Communities (NCLs), for 

which they work as facilitators, and other school-based networks 'are realising their 

potential to reform parts of the education system by engaging in open learning and 
gift-giving' (Hill and Martin, 2003, p. 39). 

Those in education should collaborate to share insights, share ideas on teaching and 
learning involving process and practice, on lesson plans, policies, schemes of work 
and names of web sites and books found to be useful. 

5.3.2 What Is innovation? 

'The Arts in Schools' states that the arts are not only for communicating ideas but are 
ways of 'having ideas, of creating ideas, of exploring experience in particular ways 
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and fashioning our understanding of it in new forms. ' People have the power and 

capacity to make new patterns and structures: 

They can innovate - putting new ideas together in novel ways or creating new 
ones to offer new sources of insight and illumination and to afford new visions 
of the'truth'about the world and the human condition. (Robinson J 982 p. 22) 

Hargreaves (2003, p. 6) states that the textbook definition of innovation is the > 

'exploitation of a new idea that through practical action adds value to a product, 
process or product. ' When applied to education it rarely involves the creation of a 

CIO 
new product but is more often teachers making innovations in process (the way they 
teach or design lessons, the school day or year) and services (the way they advise 
and support students and parents). For school transformation, teacher innovation is 
learning to do things differently in order to do them better, usually this involves the 

creation of new professional knowledge about their work. Hargreaves notes the 
distinction between radical innovation, which involves a major change from existing 

practice with a discontinuity between the new practice and the one it displaces; and 
incremental innovation, involving minor changes in a bit-by-bit evolution of a practice 
into something better. 

There are three different types of innovation: 

1. Technological: Breakthroughs in science and technology that are radical 
followed by incremental innovations, sometimes initially resisted. e. g. the 

mobile phone. 

P 2 f i l h . ro ess ona met odology: A controlled trial, possibly with the greatest 
potential for education transformation e. g. developments in medicine 
implemented after clinical effectiveness ascertained. 

3. Importation of Ideas: Importing what is widely accepted in one field but 

radical when transferred to another e. g. steam engines used in mines for 75 

years before adapted to propel boats. (Hargreaves, 2003) 

Deciding on the extent and type of innovation is a key decision for a school or a 
teacher and could result in a very different way of organising for the future. 
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Hargreaves (2003) suggests that schods, like other organisations, are effective to the 

extent that they mobilise th6 range of resources at their disposal in effective and 

efficient ways, and that these resources or characteristics could be treated as four 

forms of capital. These are material capital (buildings, equipment and finance); 

intellectual capital (the knowledge, skills and capabilities of staff and students); social 

capital (the social relationships within an organisation, the trust, networks and sense 

of community); and organisational capital (the know-how needed to mobilise the > 

social and intellectual capital and to use these resources fully). He believes this 

mobilisation using organisational capital to develop the social and intellectual capital, 

together with the knowledge of how to increase it, is a measure of the organisations cz 
capacity or growth potential and this capacity is a precondition for making innovation 

networks succeed. (D 
5.3.3 ' Creating the Right Climate for Innovation 

Hargreaves (2003) states that innovation is a delicate plant needing a favourable 

climate to thrive: 

The climate that is most harmful to innovation is a blame culture, which 
discourages the creation of new knowledge and undermines the courage 
needed to take the process through to application and transfer. 
(Hargreaves, 2003, p. 9) 

It grows through three key phases: the generation of the idea; its application in 

practice; and its transfer to wider adoption. Each of these phases requires both 

creativity and the understanding that experimentation, innovation and thinking up 

original ideas involve risk-taking. 

The government needs to create a climate for innovation giving 'active permission' to 

schools to innovate with the understanding that carefully calculated risk-taking is a 

normal part of innovation and that failure is a necessary element in making progress. 

Since the centre cannot devise enough innovation across the whole range of teacher 

practices to implement the demanded rate of change, the government needs to create 

a climate for promoting innovation in teachers. The government must provide 

motivation (to create new professional knowledge); the opportunity (to engage 

actively in innovation); the skills (for testing the validity of the new knowledge) and the 

means (for transferring the validated innovations rapidly within their school and into 
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other schools). In this way planned innovation will be encouraged from individual 

teachers and individual schools. 

As the most harmful climate for innovation is a 'blame culture' and 'without more trust 

in teachers from government - giving the whole system more social capital - teachers 

will avoid taking risks and hide mistakes' (Hargreaves 2003), the Government needs 

to give 'active permission' to schools to innovate with the understanding that carefully 
> 

calculated risk taking is a normal part of innovation and that failure is a necessary 

element of progress. 

CO 
Each stage of. the process takes time. Innovation does not work when teachers are 

over-worked and their efforts unrecognised. Hargreaves suggests their 

(D experimentation should not be in addition to but should be embedded in normal 

routine, and that it should not make high demands on the teacher but should have 

high leverage'. 

In this way planned innovation will be encouraged. Teachers, by playing a part in the 

creation of innovation, will have ownership of the reform of practices. 

5.3.4 Disciplinin g Innovation 

Hargreaves is concerned that there could be overload where many members of staff 

choose the same area for consideration and schools 'squanders its efforts on half- 

baked innovations that never get fully developed' (Hargreaves, 2003, p. 1 1). There is 

a danger that this could 'unleash a spate of unco-ordinated and unfocused innovation 

in the 1960s spirit of letting a thousand flowers bloom' (Hargreaves, 2003, p. 1 1). 

Schools, he suggests, need to audit professional knowledge within each school, 
identify what is the most important and urgent area for innovation and collate the 

findings in LEA or cluster networks in order that 'the area for each innovation can be 

divided up so each school develops just part of the innovation' (Hargreaves, 2003, 

p. 13) to be assembled later. This seems to depart from the recognition that teachers 

are good at private improvisation by replacing it with design by committee, with group 

priorities and time taken setting up and attending meetings. 'It is envisaged that high 

performing schools may offer their ideas currently in prdctice to those schools 
'struggling against the odds' (Hargreave, 2003, p. 12) who may take them on board 

thereby learning from others. 
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5.3.5 Transferring Ideas 

> 
> 
Co 
a) 

C) 

0) 

a- Cl) 

The sharing of good practice and moving of knowledge may be widely advocated and 

accepted as being a good idea but our knowledge of how to do it is 'frighteningly 

slight (Hargreaves, 2003, p. 13). Teachers receiving new ideas have to choose to 

adopt them and they will do so if it seems likely to make their lives easier or better in 

some way. 

Teachers don't mind doing something that's unfamiliar and difficult, provided 
that they see some real benefit to students and that the effort demanded isn't 
unreasonable. But a new practice should preferably not be an additional 
practice, but one that replaces an older one that is less effective. 
(Hargreaves, 2003, p. 13) 

Older, more experienced teachers may have more to abandon than colleagues newer 

to the profession and so 'an innovation of demonstrable high leverage is more likely 

to ease abandonment (Hargreaves, 2003, p. 13). A practice with 'high leverage' has a 

large effect for a small input of energy, offering a way to work smarter not harder. 

Dissemination of poor practice or those that make impossible demands is pointless. 

Common methods of transferring innovation rely on documentation of good practice in 

books, booklets, websites, videos, etc. Hargreaves (2003, p. 13) believes these are 

weak mechanisms for disseminating new practices because, firstly, they may lack 

credibility in the eyes of the teacher and, secondly, it is hard to transfer knowledge 

that is disembodied and de-contextualised. 

It is considered more effective to spread new practices on a peer-to-peer basis using 

personal contact by practitioners to champion ideas they have devised applied with 
beneficial outcomes. In the transferring process, the recipient may need time and 

mentoring if the innovation is to 'catch on' successfully. This relationship may result in 

both parties learning from the encounter. LEA advisers or academic researchers 

offering a more objective viewpoint and more awareness of the target audience may 

support these practitioners. The encounter aims to form a face-to-face relationship 
that will offer the opportunity to excite people about the idea by not only explaining it 

but also demonstrating it. There could be the opportunity to ask questions about the 

ideas; to consider means of implementation; replication. in different contexts; to 
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practice delivery through workshop exercises; and to consider how it might be 

creatively adapted for different circumstances. 

In creating a lateral strategy for the transferring good practice, consideration needs to 
be given as to whether it is possible to link into some existing networks or whether 
new ones are needed. 

5.3.6 Using Information and Communication Technology (ICT) 

New technology has the potential to connect staff within a school and across the 

world with galleries, artists and art websites, thereby enabling innovation networks to 
transfer knowledge and ideas. However, 'new technology' is not new to the teaching 

of art and art history. Gera writes: 

' The history of art has always been involved in different Winds of information 
communication technology'. The classic slide set up of the art history 
department, the twin projectors and screens, the slide library, and so on, is a 
powerful mediating apparatus for the representation of art in historical terms, 
as much as the computer promises to be now. Information communication 
technologies of various sorts have always been imbricated with how the 
history of art is constituted as a discourse. (Gera, 2001, p. 57) 

Gera (2001) notes that the development of the printed book enabled the development 

of the earliest recognisable form of art history, concentrating on the lives of artists, 
reflecting, though not determined by, the limitations of the medium. Later, availability 
of engravings of classical antiquities (which in turn was a consequence of burgeoning 
imperialism) was followed by photography, a quintessential invention of early 
nineteenth century commodity capitalism. The magic lantern enabled the use of glass 
slides to give a lecture with comparison and analysis using projection of two images 

at once. Photography makes representations of works of art available away from their 
original context. Gera bel ieves that: 

... the development of canonical art history is thoroughly bound up with new 
M information technologies: the printed book, engraving, photography and so 

on. It might be suggested that it is precisely in the context of the ever 
increasing capacity to circulate information and images that notions of canon 
and the work of art as auratic and embedded in tradition need to emerge. 
(Gera, 2001, p. 58) 

Gere (2001) notes the rise of the network society that has taken place over the last 
two or three decades, with the development of digital technologies and 
telecommunications using, for example, the internet and the World Wide Web. 
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Moreover these changes in production, communication and representation have their 

equivalent in shifts in cultural practice, ideology and theory: 

> 
> 
Co 
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These shifts, starting in the late 1960s and early 1970s, coincide with the 
development of new paradigms of art history, which Marxist, feminist and 
subaltern concerns, in an attempt to redirect the discipline in directions 
appropriate to postmodern, postcolonial concerns. Later a similar move was 
undertaken in the museum world with the development of the 'New 
Museology', which attempted to come to a new understanding of museums 
and galleries in the light of such concerns. (Gere, 2001, p. 59) 

Gere notes that, whilst it has been suggested that new technology, such as CD Roms 

and the Internet, have innately the capacity to give access to knowledge in more 

participatory and emancipatory ways, this is possibly the sort of utopian fantasy that 

becomes attached to every new form of information technology. He notes that 'to 

some extent all information communication technologies are concerned with power 

and control' (Gere, 2001, p. 59) and that these technologies were developed in the 

context of Cold War paranoia by the military-industrial complex and the shift in 

capitalism which required fast, flexible forms of communication to support production 
and consumption. This caution in the hype surrounding the potential of new 
technologies to rethink art history is, he feels, justified in examining what has been 

produced. He observes that most major museum websites produced using new 
technologies are, in the main, very conservative confirming the classical and 

canonical values, which underpin such institutions. Commercial producers of CD 

Roms concentrate on uncontroversial subjects because they aiming to sell as wide a 

market as possible: 

In art terms there are a lot of CD-Roms about major European art collections 
and about canonical artists such as the Impressionists and the Post- 
Impressionists, but little or nothing about non-European art, the avant-garde 
or women artists. (Gere, 2001, p. 60) 

The Web does allow research of otherwise inaccessible work or places: 

It can offer students access to work other than that in more mainstream forms 
of representations, and to other historical narratives. It also offers them a way 
of making their own kinds of representations, representations that can reach 
others perhaps more effectively than traditional means. (Gere, 2001, p. 60) 

In addition to connecting staff within a school and across the world with art resources 
and enabling the transfer of ideas and knowledge, Information and Communication 
Technology (ICT) could enable teachers to find and be in touch with others that have 
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the same interests or are researching the same areas. The internet encourages 

sharing of ideas; searching to find information on topics (via search engines); and 

analysis (e. g. reviews and prices). As more schools get connected to faster, more 

reliable systems (e. g. broadband) and teachers have increased access and 

confidence in their use; ICT becomes a tool with the potential to promote peer-to-peer 

interactions. This might be especially pertinent or helpful in smaller schools where the 

subject co-ordinator may feel isolated in the delivery of their subject or in the delivery 

of particular topics for a particular year group. Any internet contact may result in or be 

Mimi 
the follow up to face-to-face meetings in order to clarify or discuss mutual topics 

further. 

5.3.7 Open Source Culture 

(D 
Generating and sustaining networks using ICT may not be easy because we know too 

little about the dynamics of on-line communities (Hargreaves 2003, p. 16) and 

Hargreaves believes the challenge is to change the emphasis on ICT from simple 

communication to the development of 'creative communities'. The school or 

practitioner, when coming up with a new idea can keep, it to themselves (keep a 
CY) 

competitive edge); sell it for profit (if others are to find out about it, it might be 

sensible to profit from your work); share it with a partner (either colleagues or partner 
C: 

school); or give it away free to anyone who wants it. This last option is advocated by 

Hargreaves (2003) as a model for transformation using on-line communities and is 

known as 'open source. ' This is in the spirit of the beginnings of the Internet which 

started out as a peer-to-peer network of co-operating users who, with the goal of 

technological excellence in software development, offered ideas for others to use 

freely and, in return, to evaluate and to feedback which would lead to further 

improvements, helping to contribute to a shared resource. Hargreaves (2003) 

believes this spirit of collaboration and development could support innovation without 

central control: 

MA key to transformation is for the teaching profession to establish innovation 
networks that capture the spirit and culture of hackers - the passion, the can- 
do, the collective sharing. Teachers could create a common pool or resources 
to which innovators contribute and on which any school or teacher might draw 
to improve professional practice. (Hargreaves 2003, p. 16) 
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Along with the joy of creation would come the satisfaction of recognition within the 

community. Ideas would evolve faster, work better and spread rapidly as more people 

work on them are offering peer-to-peer solutions. 

5.3.8 'Inspiring Creativity' Pack: How It aims to be Innovative 

The book 'Inspiring Creativity' could be considered innovative for the following 

reasons: 

1. Technological: The book uses current breakthroughs in technology to offer 

something not available before. Richard Marsden, ICT consultant e-Learning 
for Education Walsall, used recently available digital photography advances 
to photograph all the items in the Garman Ryan collection. Prior to this, only 

selected items were photographed for catalogue illustration and production of 

postcards. 
Implications for the project 
Access to all images in the Garman Ryan collection enables teachers to 

display images to the whole class on an interactive whiteboard or to print out 
images as required. This may be for a preliminary talk prior to a gallery visit 

or for follow-up discussions after a visit. This overcomes the access issues as 

only a limited number of images were previously available in the form of 

postcards, education packs or book illustrations which could be purchased at 
the gallery shop. This circumvents issues of funding to purchase the 
illustrations that are available and also the inevitable desire by pupils to 
discuss images, unavailable in print, when back in class following a visit. 
Access to pictures of the collection via a computer also enables the images to 
be copied into student history of art projects and to be used within Powerpoint 

presentations. 

A) Marsden's project entailed frequent visits to the gallery on Mondays when the 

gallery is closed to the public. To light the smaller artefacts in such a way as 
to show the often tiny details alluded to in the text the glass cases needed to 
be opened by the collection 'curator Jo Digger. The. lighting of bronze 

sculptures was variable depending on daylight and interior light conditions in 
the gallery. This lighting could be manipulated on the computer. Many of the 
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drawings and paintings behind glass could not be un-framed and, therefore, 

had to be photographed on the wall. This had to be done at an angle to avoid 
flash reflections in the glass. The trapezoid shape that resulted was'squared- 

up' using digital manipulation programmes. The resulting images could have 

their colours adjusted in the computer. On a regular basis the 'draft prints' 

were checked by Digger who, if she did not like the lighting, would ask for an 
item to be photographed again. If Digger did not think the colours were true 

as they appeared on the laptop, Marsden would adjust them on the screen 

and they were able to compare them with the original in the gallery. 
Implications for the project 
This ensured that pupils had a good image to work from. Checking by the 

curator ensured a certain level of accuracy in terms of colour and proportion. (D It also gave smaller items are an equal prominence, often showing up details 

that may be unnoticed in gallery visits. This provided students with a 'true' 

representation of what they will see in the gallery. 

B) Including a CD Rom in the package will enable all Walsall school s to have 

a copy of all (cost of copyright permitting) pictures, sculptures and 

artefacts in the Garman Ryan Collection. The benefits are as follows: 

The whole collection is available to view. 
Good quality images can be printed off readily. 

The collection can be searched. 

The collection is ordered for ease of access. 
A better learning experience will result from sharing illustrations in 

class via a computer screen or whiteboard. 
Implications for the project 
Good quality images can be searched in the classroom. Access to the 

collection in the classroom will mean the images can be re-visited. Not every 

N piece will inspire every person and what inspires will vary from time to time, 

person to person etc. It is hoped the children's reaction to the work will inspire 

the teacher and each other. This also gives schools that are not physically 
close to the gallery an opportunity to share the collection and consider if a 

visit is worthwhile. 
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C) The developing of a broadband website to support the book will provide the 

following benefits: 

Films, animations and videos of the collection and its history which can be 

shown via whiteboards in the classroom; 
Videos of school visits and artist projects; 

> 
The ability to up-date and add to the units in the book; 

Information about temporary gallery displays; 

Suggestions on using temporary displays in delivery of the NC; 

Links to other websites related to the delivery of the NC Art and Design units, 

or artists and work of the Garman Ryan Collection; 

Details of other resources at the gallery, up-coming events and INSET 

opportunities; 
Interactive teacher feedback and project ideas; 

The ability to share the project to a wider audience or as a model of the use 

of local resources in a national initiative. 

Implications for the project 
The local broadband version of the site gives a local resource that can be 

flexible, responding to the ideas of those using it. The World Wide Web 

C: version'of the site enables the Walsall collection to be shared with people 

across the world. The web site provider provides analysis of the number of 

L 'hits' the site receives. Statistics to March 2006 showed that of the approx 
em 30,000'hits', in excess of 10,000 of these were from the USA 

2. Professional methodology: The book offers advice on delivery that links 

the Garman Ryan collection with the NC art and design curriculum. 

C: The project seeks to encourage (and make it easier for) schools to visit and use the 
New Art Gallery, Walsall. It aims to achieve this by offering suggestions on how the 

N gallery can be used to deliver the art curriculum through tried and tested programmes 
of study, using varied learning styles. 

It is hoped the project pack can help to: 

* Change the way and extent to which the gallery is used by local schools; 
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* Encourage repeat visits and the development of long term partnership 
between schools and the gallery; 

0 Involve teachers in the development of resources combining the NC with local 

resources to support learning from direct experience; 

0 Develop into a resource that has a degree of interaction and of input from its 

users through INSET sessions and on-line contacts; and, 

* Offer a peer-to-peer resource and, as such, may be received as non- 
threatening and helpful. 

3. Importation of Ideas The pack uses the ideas and organisation in the cu 
National Curriculum art and design schemes of work importing it into a local 

context. This develops the NC units in such a way that makes use of a local (D resource and provides a localisation of a national initiative. 

The pack aims to be more than a list of suggestions or starting points for projects. It is 

a source of information about the Garman Ryan collection, about my experience of 
delivery of the NC units and about the CD Rom of the photographs of the collection in 

addition to the website. The three elements of the project offer a range of access 

points, depending on the skills, experience, confidence and interests of the teachers, 

The design of the pack should enable teachers with different levels of confidence and 

skill, to use the pack in a variety of creative ways. The secondary specialist teacher, 

for example, who does not feel they need to use the suggestions for activities related 
to the collection, might use the CD to give pupil homework projects based on a visit to 

the gallery or use the pictures of the work of different artists for inspiration for critical 

studies work for examination students. The less confident teacher may welcome some 

Cn of the practical ideas on offer. 

5.3.9 Inspiration C: 
The Concise Oxford Dictionary defines inspiration as 'a supposed creative force or 

0 influence on poets, artists, musicians, etc. stimulating the production of works of art. ' 
(Eds. Fowler and Fowler, 1981, p 613) Inspiration can come from a person, an idea or 
what is experienced directly by the senses, and this image, thought etc. may be timely 

or brilliant. At one time such a discovery or revelation was largely thought to be the 

result of supernatural or divine inspiration. Craft notes that: 
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The GreeK Judaic, Christian, and Muslim traditions all contain the notion of 
'inspiration' or 'getting an idea', founded on the belief that a higher power 
produces it. However the focus underwent a major shift during the Romantic 
era in Europe when the source of inspiration started to be seen as the human 
being, accompanied by the artistic expression of ideas. During this era, 
originality, insight, creative genius, and subjectivity of feeling were highly 
valued (Craft, 2002, pl) 

Within a classroom setting of the art lesson, the 'inspiration' is often the starting point > 

that sparks a creative idea and production of a piece of work. In many cases this 

starting point may come from the teacher who is modelling the creative process, but 

as a work develops it may take on a more personal direction for each pupil. The work 
CU 

of artists are often used as an educational tool to deliver lessons covering basic 

elements; painting techniques; artists' ideas and concepts that may challenge pupils 

or aim to get them thinking, and emotional aspects of art that show how art can be 

used to express feelings. Teachers often consider carefully the images that are used 
to inspire pupils, trying to find the sort of image that pupils can relate to but are, at the 

same time, neither too familiar nor too challenging. A head of an art department 

described their choice of images for pupils to study: 

We try to make sure they have some understanding of the most famous artists to start 

with and then contrast that with people who are more unusual to give them some idea 

of the choices they have in art. I think the whole thing is getting them thinking for 

themselves and realising that they can make leaps of the imagination in art. There's a 
lot about lateral thinking as well, and getting them to see that artists have done this, 

and that they can do it themselves. (Downing and Watson, 2004, p69) 

The Inspiring Creativity project aims to encourage the use of the Garman Ryan 

collection both in school and through gallery visits as a potentially excellent source of Cn inspiration for both teachers and school children. Inspiration can come from the 
C: 

subject matter, styles and techniques of the works of art, as a starting point for the 

study of artists and art movements. Whilst it is difficult to know what will inspire 
M 

people, the varied nature of the collection offers a plethora of artists and culturally 
diverse range of art and craft works that may appeal across the spectrum. 

The teachers delivering the NC units need to be inspired if they are to be inspirational 
teachers. The IC project aims to provide a resource aimed at mawing efficient and 
effective use of planning and preparation time in developing schemes of work. In 
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order to nurture and embrace pupil enthusiasm and use it to fulfil National Curriculum 

requirements, it is important for teachers that they offer schemes of work, which both 

eng age and motivate pupils whilst hitting key targets. The project aims to break down 

barriers to using the collection by encouraging teachers of art to consider using the 

gallery and the collection to support the teaching of art. Many of these teachers of art 

0 in Walsall are not specialist art teachers. The pack, therefore, aims to help with the 
> 

practicalities of designing schemes of work and setting assessment. objectives, 

offering knowledge and activities to support and give insight into the background or 

the issues suggested by the art or artists. The availability of these images via the CD 

Rom and the website supports preparatory work or follow-up work, allowing images to 

be printed and shared with the class or shown on interactive whiteboards. 
It can fit with the aims of teachers delivering the aims of the National Curriculum Art 

and Design units as modelled for teachers in the contents of the IC pack (showing a 

selection of artwork appropriate to each unit, suggestions of activities for lesson 

planning, the responses of pupils in a range of media etc. ) 

One of the main aims of the project is to engage pupils directly with art. In showing 

original art to pupils they are experiencing a source that might be influential in forming 

ideas about art or inspire them in what they create. Putting the pupil in the role of 

viewer puts a special emphasis on the developing a relationship with the work. The 

permanent nature of the Garman Ryan collection enables this relationship to develop 

over time, as the pupil grows older, revisiting the gallery with their school, parents or 

with friends. It is hoped that using a locally available resource will increase the 

feelings of relevance and possibly encourage an emotional link with the work. While 

provoked by an external agent (viewing worlý gallery visit, workshop etc. ) the 

situation can result in an internal experience. And one that may be complex, involving 

observations, thoughts, perceptions, reactions and interchanges making up the total 

experience. This is then followed by a processing phase. 

E Placing pupils in front of a piece of work aims to encourage reflection. The reflective 

process can be supported by requiring oral or written -responses, producing a 

response in an art medium, listening to informative talks by teachers or gallery staff or 

attending workshops. This can help pupils attend to their feelings and raise certain 

questions 6. g. what do they think about when viewing art; what does this particular 
image evoke; to what extent do we bring our own experiences to the process; What is 

a valid basis for making a judgement about this work of art. In the light of this, pupils 
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might find themselves re-evaluating their experience or ideas with the learner 

clarifying personal perceptions e. g. has it changed me or how I think or work; has it 

excited me. The learning involved in the answers to these questions may mean 

overcoming obstacles and inhibitions in a journey of self-exploration. This may 

generate critical ideas, theories and questions and becoming conscious of self- 

awareness. In art lessons the production of a tangible outcome after involvement in a 

creative making or doing activity aids and encourages such reflection. 

5.4 Inclusion 

Inclusion is the right for all pupils to belong and achieve in their local school, 

including those individuals who have special educational needs. 

A significant number of schools feel they are embracing the ideal of inclusion 

according to the latest report on special needs provision from the Office for Standards 

in Education. (Leaman, 2004): 

'an earnest ideology, its intentions are hopeful and fair ... (but) the reality of 
discover - is far more complex, challenging and controversial than the dream 
implies. '. (Leaman, 2004, p. 21) 

A revised SEN code of practice took effect in 2002. It retained much of the original 

code, but took account of the experiences of schools and LEAs and reflected the new 

rights and duties introduced by the Special Educational Needs and Disability Act 

20.01. The revised code sets out five principles: 

that children with SEN should have their needs met; 

that their needs Vill normally be met in mainstream schools; 

that the views of children should be sought and taken into account; 

that parents have a vital role to play in supporting their children's 
education; and, 

M that children with SEN should be offered full access to a broad, balanced 
and relevant curriculum in the foundation stage and later years. 

The Goverment has promised to support inclusion with practical teaching resources, 
facilities, and improved training opportunities, yet a large number of schools feel they 

lack the expertise and resources to cater effectively for pupils with varying and 

complex needs. 'an honest response that needs real solutions': 
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The dark heart of inclusion: every child matters, but only if they behave 
themselves. For inclusion to succeed, schools have to want it. Really want it. 
They have to commit wholeheartedly to each and every child that enters their 
gates, whether that child is spitting in the corridor, teadng down displays, or 
cursing in front of the school governors. (Leaman, 2004, p. 21) 

Inclusion requires compromise, flexibility and acceptance, and needing to be carefully 

managed: 

Removing Barriers to Achievement ... fails to acknowledge that the biggest 
barrier to be removed is the illogical duality of educational principles: the 
drive to raise academic attainment, while simultaneously addressing the 
needs of the educationally challenged. It is a conflict of interests: schools that CO 
are bound to league table success will be wary of low-achievers, especially 
those who pose a threat to others' achievement - those with emotional and 
behavioural difficulties. Under such pressures, true inclusion is just myth. 
(Leaman, 2004, p. 21) 

The government has started to acknowledge that the remaining special schools can 

be a useful source of knowledge and expertise; reflecting and developing good 

practice. 
The report 'Special educational needs and disability: towards inclusive schools' 

(Ofsted 2004) recommends that the Department for Education and Skills (DfES) 

should continue to work with schools and LEAs to ensure that: 

0 The ability of mainstream schools to cater for the diversity of special needs of 
disability is enhanced; 

0 The effects of local decisions on admissions involving pupils with SEN are 
kept under close review-, 

0 Productive links on curriculum and teaching are made between mainstream 
and special schools; 

0 Pupils with SEN in mainstream schools are able to play a full part in school 
life, and receive a curriculum and teaching relevant to their needs; and, 

Schools evaluate their provision for SEN thoroughly and act on the findings 
to improve standards of achievement. 

M 
These recommendations reflect action set out in the Government's five-year strategy 

on SEN, 'Removing Barriers to Achievement, ' (Ofsted 2004). A significant challenge 
for many schools is taking all the steps needed to enable pupils with SEN to 

participate fully in school life and achieve their potential. Although most schools are 

committed to meeting the needs of pupils with SEN thýý Xeport found that schools do 
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not regard themselves as having the experience, skills and resources to make 

effective provision. 

(Z 

(0) 

C) 

0 
Cl) 

teachers may need. to be able to motivate a pupil who is unable to communicate 

through spoken and written language; make all of a lesson accessible to a child with 

limited intellectual capacity; or be able to empathise and negotiate with an angry, 

aggressive child. We are all different and complicated and: 

'for special needs, details matter ... Does every mainstream practitioner have 
the time, the energy and the inclination to take this on board? And with an 
increasingly 'green' teaching population, will there be enough stability, 
experience and confidence to cope with the challenge? ' (Leaman, 2004, p. 21) 

Not all children's needs will be met in the same way: 

'As well as commitment, 'honest' inclusion requires a balanced approach: an 
understanding that specialist provision needs to be respected and valued, 
whether it is supporting mainstream schools or standing on its own. For some 
individuals, special schools provide the greatest chance of reaching their 
potential - and surely that is what it is all about? " (Leaman, 2004, p. 21) 

5.4.1 Multiple Intelligences 

Howard Gardener introduced the theory of multiple intelligences (MI) in 'Frames of 
Mind' (1983). He proposed seven intelligences, each with special competence to deal 

with relatively specific kinds of domains. An eighth intelligence (naturalist) was added 
in 1999. 

Intelliaence Core operation 

Linguistiq - syntax, phonology, semantics, pragmatics 
Allowing individuals to communicate and make sense of the world - poets exemplify 

this intelligence. 

Logical-mathematical - number, categodzation, relations 
Enables individuals to use and appreciate abstract relations, possibly enjoying 

statistics. Scientists, mathematicians and philosophers all rely on this intelligence. 

Musical -pitch, rhythm, timbre 

Allows people to create, communicate and understand meanings made out of sound - 
composers and instrumentalists. 
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Spatial - accurate mental visualisation, mental transformation of images 

Makes it possible for people to perceive visual or spatial information - these 

capacities are needed for the work of architects, sculptors and engineers. 

Bodily-kinesthetic - control of one's own body, control In handling objects 

Allows individuals to use all or part of the body to create products or solve problems. 

Athletes, surgeons, dancers, chorographers and crafts people all use this 

intelligence. 

Interpersonal - awareness of others' feelings, emotions, goals, motivations 

Enables individuals to recognise and make distinctions about others! feelings and 

(D intentions, noticing and reacting to the moods of friends and classmates. 

LIM Intrapersonal - awareness of one's own feelings, emotions, goals, motivations 

Helps build accurate models of themselves, and draw on these models to make 

decisions about their lives. They capitalise on their strengths, are cognizant of their 

own weaknesses and are thoughtful about their decisions and choices they make. 

Naturalist - recognition and classiHication of objects In the environment C)) 

Allows people to distinguish among, classify, and use features of the environment - 
C: farmers, gardeners, botanists, geologists, florists and archaeologists all exhibit this 

intelligence. 

In an article 'Are there additional intelligences? The case for naturalist, spiritual and 

existential intelligences' (1999) Gardner examined more candidates for inclusion on 

the list and decided to include 'naturalist' and continues to amass evidence for other 

suggested intelligences e. g. existential manifest in somebody who is concerned with 

fundamental questions of existence. 

Intelligence is used in two senses: 
M 

Intelligence can denote a species-specific characteristic; homo sapiens is that 
species that can exercise these eight intelligences. Intelligence can also 
denote an individual difference. While all humans possess the eight 
intelligences, each person has his own particular blend or amalgam of the 

, 
intelligences. (Veenema et al, 1997, p. 66) 

The intended audience for Gardeners research was the field of intellectual 

development but fellow academics and the scholarly community have been less than 
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enthusiastic about the MI theory. However the theory had a remarkable influence on 

American educators. 

Feldman found that, despite their widespread use, most American educators were not 

comfortable with IQ and other standardised tests. They did not understand the tests 

technicalities and did not believe the claim that one overarching ability explains all 

forms of academic achievement. He suggested that the reason for MI theory's > 

success was that: 

It produced claims that were similar superficially to those of its predecessors, 
but its claims were built on a foundation that any interested person coulc 
readily comprehend. Thus, MI theory became a candidate for a revolution ir 

CO 

education even as it was seen as lacking in scientific rigor by traditiona 
psychometric scholars. As Howard Gardener has acknowledged (persona 
communication, April 2000), the theory's impact has been much greater ir 
education than in psychology. (Feldman, 2003, p. 147) 

The key issues to comprehending the theory's burgeoning acceptance seems to N 

related to the basic needs of teachers as they try to create more inclusive, affectiv( 

and effective instruction. These basic teaching needs are primarily related t( 

promoting understanding and appreciation among students, to creating lassroomi 

where learners experience a sense of loving and belonging, to issues of fosterinj 
c 

pupils' self-esteem, personal intellectual empowerment and self-motivation, and ti 

helping teachers achieve more diversified teaching strategies: 

MI theory seems to give everyone the opportunity to shine, to show distinctiv, 
and strong talents and abilities in realms of activity valued and valuable i 
most cultures. (Feldman, 2003, p. 147) 

Multiple Intelligences has taken hold in classrooms across the United States becaus 

it helps educators meet the needs of many different types of learners easily, an 
because it reflects teachers' and parents' beliefs that all children possess gifts an 

that schools try to foster positive personal development. Thus, teachers throug 

understanding and using Multiple Intelligences theory, frameworks and explanatior 

of diversity, are being transformed into teachers who understand human patterný 
human diversity and human learning in better,, deeper, and more comprehensi% 

ways. 
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5.4.2 Learning Styles in Great Britain 

David Miliband, the Standards Minister, has identified the use of variable teaching 

and learning styles as one of five key areas in which schools can personalise 
learning. The others methods are: there are use of computer data to monitor 
individual pupil progress; set targets and boost achievement; allowing pupils > 

curriculum choice by picking a 'pathway' which is most relevant to them; how schools 

organise their day, timetable and buildings in ways that help the pupils best; and 

using external partnerships to encourage pupil learning outside the classroom. 
C13 

Personalised learning means that teachers take into account the needs of the learner 

0 when they are designing teaching approaches. 

Miliband -recognised that pupils learn in different ways and at different speeds, and 

need to be taught how to learn. This can be achieved through use of computers and 

through greater use of support staff in order to provide the flexibility that allows 
L) 

individual and group learning and teaching. 

Denison (2004) notes that current practice in teaching, learned from courses and 

conferences, result in teachers bringing back a 'plethora of strategies, suppositions 

and assumptions which claim to accelerate learning. These include: water available 
in classrooms to hydrate the learner's brain; music used to energise or calm; brain 

gym to galvanise; and including a range of VAK (visual, auditory and kinaesthetic) 

elements in teaching for different styles of learning. A team from Newcastle Upiversity 
M 

were asked by the Learning and Skills Development Agency (LSDA) to survey the 
field of learning styles, identifying the most important and influential theories, and to 

assess the effectiveness of the assessment instruments and teaching strategies 
developed from the theories (Coffield et al, 2004). 

There is enormous intuitive appeal in the idea that teachers and course 
designers should pay closer attention to students' learning styles: by 
diagnosing them, and by designing teaching and learning interventions 
around them. The shift to a focus on the learner, rather than on the subject 
matter would, it is argued, have a positive effect both on students and on 
teachers. (Hall 2004, p. 21) 

Stewart (2004a p. 12) reports that increasing numbers of schools and local education 
authorities are adopting programmes which recognise that students learn in a variety 
of ways and that teaching methods must vary accordingly. The study by Newcastle 
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University has found that many of the methods, or instruments, used to identify pupils' 
individual learning styles were unreliable, and had a negligible impact on teaching 

and learning. 

V Research has cast doubt on the validity of work on different learning styles 
> 

that forms one of the main planks of the Government's drive towards 
'personalised learning. (Stewart, 2004a, p. 12) 

Coffield et a]. (2004) state that some learning styles instruments and commercial > 

products make extravagant claims of success which are not upheld when subjected to 

scrutiny. These findings undermine the credence given to such programmes by the 

Department for Education and Skills as part of its commitment to 'personalised 
CO 

learning'. 

(D 
The government is making a point of not imposing personalised learning from above 

and, as there is no prescribed system for identifying learning styles, schools and 
LEAs are free to develop personalised learning in their own way. The government 

may believe that, if imposed, after years of perceived downloading of national 
initiatives, it may be rejected or, if uncritically adopted, will result in an undiscerning 

application which further removes teaching from learning. Denison believes that 

government ministers 'now realise that if any change is to be effective and 

sustainable, it has got to come about because teachers in classrooms see the need' 
(Denison, 2004, p. 30). Stewart (2004b, p. 17) claims that in spite of the WES assertion 
that 'the school of the future will have personalised learning as its starting point', and 

although the phrase personalised learning is 'spreading like a virus through the 

system', the concept is unclear or, at least, very fluid at the moment. Some schools 
interpret it as concerning pupils' learning styles, other schools think it is about giving 

pupils a hand in designing and sharing the education they receive, giving them more 
flexibility and allowing them to focus their studies on a particular area of the 

curriculum. Stewart (2004b, p. 17) points out that it has not been generated by 

research or by practitioners explaining new practice but rather as part of New 

Labour's big idea for their third term in office: making public services more responsive 
to personal needs. Public services can be revitalised through personalisation; in 

education by teaching tailored to each child's ability. The idea may lack real 
substance but David Miliband has taken on the role of refining the vision. 

Coffield et al. (2004) found little hard evidence to suggest that using a pedagogy 
influenced by the idea of'learning styles has a significant effect on achievement or 
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motivation. The report found that the theoretical and practical applications of many 
leading theories are either under-researched in educational contexts or mired in 

controversy. Leaming styles theories are a complex area, and the desire to provide 

categories and groups inevitably leads to dangerous simplifications in practice. 
Practical application either involves a complete overhaul of assessment and provision 
for different groups of students or is a set of rather anodyne exhortations to 

differentiate curriculum delivery and some labels for individuals or groups which may 
be empowering or limiting depending on the way in which they are introduced. There 

is a growing emphasis on learner characteristics away from learning which could 

underplay the importance of both acquiring subject knowledge and skills and could 

obscure the differences between the learning cultures of different academic subjects. 

Hall concludes: 

If, we are in a 'knowledge economy', is self-knowledge, particularly in relation 
to learning styles, a valuable currency? Our research would suggest that 
learning styles are at best, only one part of a series of essential and related 
elements of learning and thinking and at worst a red herring. (Hall, 2004, 
p. 26) 

The three main approaches to learning can be summarised as follows: theories which 

relate to particular areas of the brain; those based on psychological theories which 

presuppose that people have fixed traits which give them a bias towards particular 
learning styles; and an approach in which teaching strategies deliberately engage 

with a variety of learning styles. 

The author found that many of the concepts such as creativity, innovation, learning 

styles, partnerships discussed in this chapter difficult to assess in terms of outcomes. 
Experience within school of working with Creative Partnerships and the New Art 
Gallery, Walsall underlined the difficulty of assessing what were often changing goals 
and outcomes. It was, therefore, decided to search for an appropriate conceptual 
framework to help co-ordinators manage assessment in the context of these changes. 
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'inspiring Creativity: Creating Edge Effects through 

Partnerships with Museums, Galleries 

and Arts Practitioners' 

> Chapter 6 Edge Effects. 

0.1 Edge Effects: Introduction 
Mimi 

In this section the concept of 'edge effects' is put forward as an organising construct 
I 
CO 

0 
for the thesis. 

LIM The term 'edge effects' is introduced as it relates to permaculture and community 

psychology, and is then related to arts partnerships. (There are, however, other 

meanings of tlýe term which are not relevant here, cf. edge effects in the digital 

media'). 

6.2 Edge Effects: Permaculture 

The concept of 'edge effects' was introduced to many gardeners and farmers by Bill 

Mollison in his books 'Permaculture -a Design Manual' (1988) and 'Introduction to 

Permaculture' (1991). Permaculture is a term used by Mollison taking the words 

'Permanent and 'culture' and combining the two in order to describe a philosophy, 

lifestyle or design attitude which incorporates sustainable practices to co-exist with 

the environment in which we live. 

Mollison challenges European thinking with ifs ordered, linear, segmented character 

and seeks to replace it with a semi-natural order, the 'right relationshilY with our 

Edge effects - Digital Usage 
The term 'edge effects' are used in a digital media context about digital photo effects including various fi-arne that can be 
used for framing the edge of an image or photograph. This may have derived fimn the film term 'special effects' (or FX) 
but, in this case, used for the edge of the worlL It enhances presentation of an image by fiwning it -I will suggest that by 
using it as a concept to view partnerships, it can help to re-frame our understanding of what we are trying to achieve or 
what may happen. Re-fimning may lead us to believe that where we are waking is changed whist the partnership is 
taking place and, how we view ourselves may, in fact, be different. I include this because if the term 'edge effects' is 
searched for on the internet, many of the sites offered relate to the photographic use of the term. - 
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surrounding% 'a search for the right question, rather than the answer to any question'. 
(Mollison, 1979, p. 2) 

He believes that co-operation with the sun, wind, people and other things around you 
'makes harmony and opposition to them brings dissonance and chaos. ' (Mollison, 

1979, p. 2) In this, he believes, we must assist the complexity of life, but by trying too 
> hard we can easily destroy life. Mollison (1990) quotes 'the stupidity principle'. 

Stupidity is an attempt to iron out all differences, and not to use or value them 
N 
Wimi creatively. ' He goes on to say 'It is our skill in organising spatial or functional 

I distribution that may create beneficial interdependence in incompatible components! C Z 
(Mollison, 1990, p. 80) 

Mollison, giving the example of a persistent wind off the sea, which whilst a 
disadvantage for growing crops will provide energy for a wind generator, said every 

resource, is either an advantage or a disadvantage depending on the use made of it. 

(Mollison, 1991, p. 30) 

This recognition t, hat everything works both ways results in an attitude that either 

people can take an energy-expensive approach to get rid of problems or they can 

think of everything as a positive resource that relies on their ability to make use of it. 

The principles of permaculture aim to achieve the harmonious integration of 
landscape and people by looking at organic gardening, water conservation, 

alternative energy, waste management, soils, landscaping, ýuman needs, etc. These 

principles urge gardeners and farmers to consider factors that include relative 
location (having things in the right place for optimal use), energy planning for efficient 

use, diversity, etc. Edge effects is the term coined for maximising space by using 

edges. Mollison (1978) referring to 'edge effects' quotes Kermondy; 

' The edge-effect is an important factor in permaculture. It is recognised by 
ecologists that the interface between two ecosystems represents a third, more 
complex system which combines both. At interfaces species from both 
systems can exist and the edge also supports its own species in many cases. 
(Kermondy, 1959, p. 24) 

The 'edge' is considered to be of great importance by Mollison: 

A landscape with a complex edge is interesting and beautiful; it can be 
considered the basis of the art of landscape design. And most certainly, 
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increased edge makes for a more productive landscape (Mollison, 1978, 
p. 29) 

This has led to great interest and popularity of the theories and, through courses 

offered throughout the world, the opportunity to be certified as a Permaculture 

Designer. 

6.2.1 The Importance of Edges 

Edges in the landscape are considered important because they are the interfaces 

between two different types of environment or habitat. These habitats have been 
CO 

defined by ecologists as distinct biological communities, characterised by a set of 

populations living in a particular area. The transition or edge between two or more 

ecological communities is known as an 'ecotone' (Odum, 1971). 

LOM 
An edge is an interface between two mediums: it is the surface between the 
water and the air, the zone around a soil particle to which water bonds; the 
shoreline between land and water; the area between forest and grassland. It 
is the scrub, which we can differentiate from grassland. It is the area between 
the frost and non-frost level on a hillside. It is the border of the desert. 
Wherever species, climate, soils, slope, or any natural conditions or artificial 
boundaries meet, we have edges. (Mollison, 1991, p. 26) 

These thin edge ecosystems are known for their diversity and intense activity; and 

this variety and diversity of species, and thus the productivity of the ecotone, is 

usually greater than the sum of each of the adjoining communities. The 'ecotonal 

community will contain many of the organisms found in each of the overlapping 

communities, and in addition may contain organisms that are characteristic of, or 

even restricted to, the ecotone. 

Edges are places of varied ecology. Productivity increases at the boundary 
between two ecologies (landtwater; forest/grassland; estuary/ocean; 
croplorchard) because the resources from both systems can be used. 
(Mollison, 1991, p. 26) 

This enrichment in terms of variety and density at the join between communities is 

known as the 'edge effect'. Human settlements have often developed in edge 

environments, cities growing up by rivers or the sea, able to make use of the 

resources of the two areas between which they sit. Human settlements and methods 

of food production, particularly traditional methods, create or increase the extent of 
the edge, and in the design of sustainable settlements and cultivation systems edge 
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effects are sometimes employed (e. g. where trees or elevated mounds and banks are 

combined with agricultural crops to provide wind protection). 

There is hardly a sustainable, traditional human settlement that is not sited on 
those critical junctions of two natural economies ... a landscape with a complex 
edge is interesting and beautiful... and most certainly increased edge makes 
for a more productive landscape. (Mollison, 1991, p. 26) 

In examining the importance of edges in landscape design it is found that the edge 

may be an accumulator, collecting soil along fence lines or shells and debris on the 

tide-line along a beach, or it may be used to define or control areas by breaking up 
the design into manageable areas. Co 

Edges define areas, and break them up into manageable sections... Only by 
defining the edges around an area can we begin to control it ... we walk at the 
edge and we pause there; our energies are devoted to species we have 
access to rather than to those which may be in the middle of a large expanse 
of unbounded territory. (Mollison, 1991, p. 27) 

Often both the population density and number of species are greater than in 'pure' 

communities and the boundary often acts as a kind of a net or sieve for resources 

such as humus or seeds that accumulate at the boundary: 

The edge (boundary) acts as a net or sieve: energies or materials accumulate 
at edges e. g. soil and debris are blown by wind against a fence; seashells 
form a line at the tide-marks on a beach; leaves accumulate at kerbsides in a 
city. By noting how edges trap materials in nature, we can design to take 
advantage of tfie natural drift of materials or energies in our system. 
(Mollison, 1991, p. 27) 

6.2.2 Increasing and Encouraging Edge Effects 

If we recognise the importance of edge effects we may want to create more edges. 

We can either place our homes and settlements to take advantage of the 
resources of two or more ecosystems, or we can increase the complexity of 
our properties by designing and constructing our own varied ecosystems. 
(Mollison, 1991, p. 26) 

M 
This can be simply a matter of adding to our surroundings; if there are no trees we 
could grow some; if the land is flat we could shape mounds; if the land is not near 
water we could make a pond. 

In achieving this it may be of use to consider the concept of maximising the edge by 

using pattern or geometry. Mollison suggests that we can 'increase the yield of our 
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system by manipulating the shape of the edge' (Mollison, 1991, p. 28). He suggests 

playing around with the edge configuration in order to give far more edge than a 

straight line and hence more yield. Use of spirals, zigzags, lobular and crenellated 

shapes, for example, will all result in more edge than the use of a straight line for a 

row of trees or the a stream. (Mollison, 1991) 

It is the recognition that this space can be used to encourage an interaction that is of 
interest and of benefit. Mollison notes that many gardening books treat species as if 

they lived alone, not taking account of the interaction of plants and animals. Plants 

might act as a trellis to other plants; screen and shade other plants; provide nutrients; CZ 
cross-fertilize plants, or provide spare-parts (grafts) for other plants. (Mollison, 1979, 

p. 24) 

When we are able to select mutual ly-beneficial assemblies (of plants) we 
have two powerful interactive strategies (edge harmonics and species 

compatibility). (Mollison, 1990, p. 81) 

6.3 Edge Effects: Community Psychology 

Burton and Kagan (2000) use the concept of 'edge effects' applying it to complex 

social contexts encountered in community psychology. Often community 
psychologists engage simultaneously with various community groups or 
organisations. Burton and Kagan found community psychology 'conceptually rather 
impoverished' and 'the concepts there are seem to be rather general' perhaps 
because 'the rejection of much of the apparatus of individual psychology leaves 

community psychology rather bereft of theoretical content' (2000, p. 1). In an attempt 
to overcome this they searched for concepts from non-psy6hological spheres to 
illuminate problems of interest in their area and overcome problems they have 

encountered. In 2000 they suggested the 'edge effect conc ept' from the field of 
ecology might relate to the use of resources in community contexts and in the practice 
of community psychology. Burton and Kagan stress they use the term 'edge' as a 
metaphor: 

An edge effect in a natural ecological system isn't necessarily, the same thing 
as an edge effect in a human community system - the mechanisms, the 
transactions, and the mediations will be different. At any rate we remain 
agnostic about the existence or not of some superordinate systemic principles 
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that underlie both the ecological edge effect and the analogous phenomenon 
in community and organisational development. (Burton and Kagan, 2000, p. 2) 

Often community psychological projects involve working across boundaries (e. g. 

health and social welfare bureaucracies, criminal justice and alienated young people). 

Burton and Kagan use the notion of 'edge effects' to describe the potential for 

1ý111 enrichment when different organisations work together. They warn that the problem of 
> 'spanning social boundaries etc. ' needs to be overcome. 

They identify three strategies for working across organisational boundaries: 

co 
1. Where different organisations or communities (e. g. schools, business and 

410 voluntary organisations) are 'working within boundaries', have development and 

change targeted at each community separately. This is energy inefficient and unlikely 

LOM to lead to co-ordinated change in the common domain. 

2. Where these communities are 'working at the interface' which attempts to bridge 

communities but is energy intensive and whilst it offers some likelihood of co- 

ordinated change. but effort is on the margins of each community area of concern. 

CD Sustainability is questionable. 

3. 'Maximising the edgý' getting people from different communities to work together C: 
and utilise the expertise of each. This is energy efficient and has a high likelihood of 

IN leading to sustainable and co-ordinated change. (Burton and Kagan, 2000) 
LM 

IN 1ý11111 Working to increase the edge will be most likely to maximise the amount and variety 

of resources available and be more likely to preserve the best features of the 

adjoining systems thereby enhancing the likelihood that developm ents will be 

Cn sustainable ones. Community work may be helped by consideration' of the edge: 
helping, for example, to maximise the effects of human resources in order to work in a 

sustainable and energy efficient way. Another factor it may help identify is better use 

of resources: 

In working to increase the edge and with the edge, the project will be most 
likely to maAmise the amount and -variety of resources available to it; to 
preserve the best features of adjoining systems and to enhance the likelihood 
that developments will be sustainable ones. 
(Choudhury and Kagan, 2000, p. 6) 
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Burton and Kagan (2000) suggest that a productive inter-community edge may be 

increased in a community psychology context using the folloNVing strategies: 

Location and co-location. That projects, teams and events are located in 

appropriate venues for maximum effectiveness. 

Formation of Inter-organisations. Use of a steering group with 

representatives from all organisations involved to oversee the introduction of 
the initiative. 

Creation of new settings. Settings that are both temporary and long- 

standing and may bring communities together to have fun (e. g. community 

(D festivals). 

LMM 
9 Conduct of activity In other locations. Change territorial usage 

- 
expectations (e. g. a health promotion programme operates in a -shopping 

0 

centre rather than from a clinic). 

The creation of multiple points of contact. By sending and inviting people 
from different cultures into each others' contexts. 

Bad stewardship of these interactions will result in the 'edge' becoming barren and 
impoverished. Edge settings Vill not deliver benefits automatically, but Vill require 
both safeguarding and developing through effective and responsible stewardship. 
Burton and Kagan (2000) believe it is necessary to recognise the responsibilities 'to 

preserve the very best of all adjoining communities and this may present further 

challenges for a project in the future', protecting and supporting the edge community 
with the following strategies: 

Recognise 'edge species' and encourage them. In social terms these are 
people who are able to come from one organisation and successfully link with 
others whiit retaining credibility and trust with all sides involved. (A 

community activist, working and living in the community, developing skills and 
credibility e. g. the ability to mediate between an ethnic minority community 
and the police. ) 

Encourage fairness In resource exploitation. Recognise and value 
contributions of all involved in a fair manner so as to not leave one section 
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feeling exploited (e. g. pay a group of mental health service survivors as 

consultants to a project on service planning). 

Pool resources between sectors for maximum effect. (e. g. the provision 

of office accommodation by a local government for a community initiated 

project on isolated older people). 

Respect the uniqueness of each community - taking care that the edge 

does not become a place of unproductive conflict. 

Cz 

6.4 Edge Effects: Arts Partnerships 

d i o ng I am trying to develop a cohesive conceptual framework around the work I am 

involving partnerships with the New Art Gallery Walsall and Creative Partnerships. 

This framework needs to reflect and to make sense of the many different areas of 

interest (e. g. art, teaching, special needs and partnerships) which have come 

C; ) together in both the research and the Inspiring Creativity project. 

Just as Burton and Kagan (2000) found the theory of community psychology C: 

somewhat lacking, so there is an absence of theoretical frameworks for 

understanding the nature of arts partnerships. An element of their work on theory in 

' psychology (described above) includes the application of the metaphor of community 

edge effects to human systems and human environments. Instructive parallels can be 

drawn between Burton and Kagan's understanding of edge effects in community 

psychology and the human processes generated by arts partnerships. 

:, The primitive theoretical framework on which partnerships between artists (and art. C 

organisations) and education is based is that (art) experts provide learning 

M experiences to target learners (in this case, pupils). Evaluation within this framework 

consists of measuring the learning of target learners in relation to those particular 

skills being taught. The greater the expertise in particular areas of the expert or the 

greater the novelty of the experience so the greater the learning that is expected. 
Enriching this theoretical framework through the introduction of the edge effects 
metaphor has immediate results. Conceptualising the bringing together of pupils with 
new learning environments (i. e. New Art Gallery Walsall) and with new learning 
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experiences (i. e. through Creative Partnerships) as the creation of a new ecotone or 

edge between different human environments allows new thinking to occur. 

It is suggested that partnerships are initially a mechanism through which the 

possibility of a new edge is created (and that over time they themselves become part 

of the edge). The partnerships operate like a bridge both as the means by which the 
two separate ecotones connect and as a structural part of the environment which is 

N> 
the connection or meeting point (the edge). The changes that happen as a result of 
creating the edge are the 'edge effects'. Some of these edge effects may have been 

predicted and, in fact, may have been the reason for instigating the project, but there CO 
are likely to be other unforeseen effects. The use of the 'edge effects' metaphor helps 

those involved with partnerships begin to expect the unexpected effects of the edge, 
recognise them and, where appropriate, incorporate them in evaluation using them to 

enhance the development and planning of the next phase of the project. 

The metaphor serves both a descriptive and generative function. Describing a project 
in these terms is helpful in understanding and communicating what is happening 

within a partnership project. Also it generates possibilities for fruitful areas for 

development; future lines of enquiry; efficacy evaluation; and quality improvement. It 

both simplifies and clarifies the description of the project at a particular moment and 
provides a guide for the focus of future development. 

The use of the metaphor of 'edge effects' has both descriptive functions, (which Is 

0 helpful in understanding and communicating what is happening within a partnership 
project), and generative functions, (generating more ideas to move the project 
forward). 

The descriptive function helps provide a framework for explaining something new in C: 
familiar terms. It helps: 

Explain to others who have not experienced it, how a partnership has 
worked; and, 

Provide clarity for those involved what is happening or has happened in 
the project. 

The generative functions move things forward. It may: 
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1. AJd evaluation by helping to predict what is going to happen in the future 

(predicting the unpredictable). 

2. Develop your work or'maximise your edge' in a project, either by making a 

current project better or when setting up another (follow-up) project. 

The over-arching concept of edge effects or working at the edge provides clarity of 

vision around what 'partnership' represents in terms of human systems and learning 

environments, and what needs to be done to sustain and nurture these in order to co 

achieve the aims of the pýpject and maximise the benefits. It provides a framework 

within which to understand the different elements necessary in the evaluation process 

and specifically enables the prediction of, and engagement with, the unexpected. 

6.4.1 Significant Factors In the Nature of Different Kinds of Partnerships 

Over the time that Castle School has been involved with the New Art Gallery, Walsall 

and Creative Partnerships, it has become clear that one of the important factors in 

such partnerships is duration. If changes are to take place and become embedded 

contact between partners needs to be sustained. 

A single visit to an art gallery in order to look around or to attend a workshop has less 

impact than a longer-term involvement. The difference is like that between the fleeting 

creation of an effect or an object (like blowing a bubble) and the changes that occur 

when things grow and evolve. Whilst some of the relationships with galleries and 

Cn 
museums involve 'off the peg' workshops that pupils attend and experience without 
input from the school, the majority are longer term, jointly planned projects based on 

C developing a knowledge of respective strengths and capabilities and working in 

partnership over time. 

I am proposing that the. metaphor can shed some light on this and other 
characteristics of partnerships. The partnership and the resulting projects can be 

seen as the 'edge', and the evaluation of it as the consideration of the 'edge effects'. 
The dynamism of partnerships results in a plethora of effects to evaluate at the end of 
a project. Use of this concept suggests and legitimises the establishment of a strand 
of the evaluation process whose purpose it is to expect, identify and capture 
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unforeseen outcomes. It retains a clarity in identifying which outcomes were part of 

the original aims and goals of the partnership and which were unforeseen. 

> 
> 
Co 
cD 

(D 

C) 

0 
Cl) 

6.4.2 Partnerships: Creating a New Place, the 'Edge' 

Often the organisation of projects results in an element of geographical relocation. 
The project may take place in an environment that is new to those involved, for 

example, working in the art gallery, museum or studio. It may be that the project 
involves working With the same group for several whole days on a single project. This 

may feel different to pupils, and even teachers, used to changing subjects, and 

possibly rooms, every time the school bell rings; offering the opportunity for extended 
thinking and commitment to a single project. The project may involve working with 

skills and techniques new to those involved, and in ways or on a scale not considered 

normally. The work produced may have a permanent home already identified or a 

performance deadline that adds pressure. The project may offer the opportunity to 

work with creative professionals who have different ways of working to normal class 

routines it may offer the chance to meet or interact with people from a different 

sphere. 

Introducing these unfamiliar elements means anyone who experiences this situation 
has the potential to be changed by the experience and any response they have is 

changed by the context. Similarly any consequences that this experience has, are 
also inevitably new. Change is fundamental to the purpose of education, not only for 

children for all involved. If we can extend it, we may be able to achieve a ripple effect 
that may not be easily measurable but is potentially huge. Certainly it will have an 
i9ffect on the children's sense of their self-worth via their new achievements and the 
social recognition that accompanies them. The duration of this effect from ephemeral 
to lifelong is unpredictable and will vary from individual to individual. The evaluation 
of such effects represents a significant challenge. 

'Imagining Creativity' -from a different place 

The construction of the 'Imagining Creativity' pack involving Key Stage 1,2 and 3 is 
the direct result of working in an all-age school. I am fortunate to work in an all-age 
environment which gives the chance to experience and co-ordinate the overlap of 
different key stages. Often in mainstream primary and secondary schools often see 
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each other as very different cultures and working environments. The staffs from each 

of these sectors rarely meet and usually the educational literature that is produced 

and the training sessions that are offered are targeted at the different sectors. It is 

unusual to have an all-age background, but this has resulted in the inclusive KS1 to 

KS3 format of the book. (Arranging funding to give away the book is partially in 

recognition of the unusual overlap of markets that might stop either sector from 

buying it). The book is itself the product of an edge, an edge effect. This edge effect 
> 

is being developed further in the website, which is attempting to be more inclusive by 
M 

adding cross-curricular ideas for using the Garman Ryan collection that can be 

developed by the subject co-ordinators of other subjects. This creates a (virtual) place CU 
that allows for staff that teach in the different sectors to interact by sharing their ideas 

(3) and examples of work produced. 

6.4.3. The Impact of Partnership Projects on Professionals Involved 

Involvement in these partnerships has the potential to change the outlook and 

perceptions of staff involved. Handy (1995) discusses partnerships between different 

parts of an organisation and the rivalry that may occur between them, suggesting that 

organisations need to be linked together: 

Cultural harmony within one part of the organisation is often nurtured and 
supported by deliberately distinguishing it from the other parts. Enmity without 
encourages harmony within. But this cultural isolation can destroy the total 
institution. Linkage between cultures is essential, and effective linkage has 
three elements: 

0 Cultural tolerance; 

* Bridges; 

eA common language (Handy 1995, p. 97). 

Handy suggests cultures tend to be inward looking, with their own way of co- C: 

ordinating and controlling, but they need cultural tolerance, trust and empathy to 
M encourage harmony and avoid the negative effects of isolation. 

One of the effects of developing partnerships is coming in contact with people from 

other work cultures. This is likely to be how the people (inhabitants of the ecological 
niches) involved are changed by the new experience or new environment that has 
been created. By coming into contact with other organisations and having the 
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opportunity to work closely with other organisational cultures, people are exposed to 

new ideas, concepts and ways of working, and they become more aware of the broad 

sweep of opportunities available, Positive experiences will encourage those involved 

to be open to ideas and become less insular. It is likely to make them better able to 

work with others, and to accept the shared input required to make projects work 
successfully. Creating an exciting place of challenge and opportunity at the edge will 
generate a dynamism that will enthuse and engage pupils is likely to enthuse and 
engage all invol ved. This new working environment may well prove refreshing to the 

adults involved. Those leading successful projects can come to realise that they are 
capable of meeting new challenges, even starting to see themselves as creatures well 
suited to the edge, getting a buzz from the involvement and feeling involved in a 

(D creative environment. These project management characteristics may not be 

recognised or acknowledged by line managers (who are, by definition, those well 
sum 

suited to one of the original niches). This lack of recognition May alienate or frustrate 

workers, as may the failure to recognise the skills involved. Working at the edge can 
result in a new type of worker (species), an 'edge species'. These will be people who 
are happy and able to cope with the challenges of delivering partnership projects, 

Cn working with and alongside others, able to both take charge and relinquish control as 
required, able to move between cultures recognising what is on offer and what can be 

C: achieved. 

The changes that may occur 

The experience has the potential forunblocking' people (who may feel that they'can't 
do art, are disenchanted, disillusioned, stuck in a rut, or feel unable to change etc. ), 

which is particularly valuable in education for all, (professionals, pupils and parents) 
concerned. The new experience challenges people both to reconsider and re- 
evaluate their roles and to take on new ideas. 

Lock states in his book'Project Management' which analyses industrial projects: 

All projects share one common characteristic - the projection of ideas and 
activities into new endeavours. The ever-present element of risk and 
uncertainty means that the steps and tasks leading to completion can never 
be described with absolute accuracy in advance. For some complex projects 
the achievement of a successful outcome may even be in question. The 
function of project management is to forsee or predict as many of the dangers 
and problems as possible and to plan, organize, and control activities so that 
the project is completed successfully in spite of risks. (Lock, 1993, p. 1) 
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The project itself exposes those involved to levels of uncertainty: 

The principal identifying characteristic of a project is its novelty. It is a step 
into the unknown, fraught with risk and uncertainty. No two projects are ever 
exactly alike, and even a repeated project will differ in one or more 
commercial, administrative, or physical aspect from its predecessor. 
(Lock, 1993, p. 2) 

> 

t t i ti i f t i k 1993 l ki ng at projec managemen organ sa on na manu ac ur ng company Loc ( ) oo 
0 discusses special items that may be either a variation on the normal production theme 

or may be more radical, complex designs. He believes engineering projects are 
CU 

cyclical in nature, starting when the customer first makes contact, brought to life when 

4: 0 an order is placed or a contract signed, ending when the project arrives back at the 

customer as a completed work package. 

Within this flow many small tributaries, cross-currents and even whirlpools 
are generated before the project is finished. Much project information will not 
flow along the defined lines of authority, but will cross them in complex and 
changing patterns. In fact, when a manufacturing project is compared with 
routine production, the emphasis has shifted from looking principally at the 
line relationships to consideration of the functional connections. (Lock, 1993, 
P. 15) 

Changes to the role of professionals 

The Creative Partnerships co-ordinator role is to ensure edge settings of partnerships 

are well managed with successful stewardship ensuring delivery of benefits. My 

development as a professional through undertaking the role of CP co-ordinator can 
be conceptualised as an effect caused by working at this new edge, the meeting point 
of co-existing but separate ecological niches. The professional environments of' 
teaching in schools and of creating art have developed and existed in parallel to each 
other with few meeting places or points of overlap. When these do occur the 

IN 
encounters are usually transitory, a teacher, for example, taking pupils to view an art 
exhibition. Creative Partnerships explicitly creates overlaps, points of contact, mutual 
working and new learning spaces. Those professionals involved in working with 
Creative Partnerships and making it successful, experience and are part of, the new 
environment where new things happen. CP, directly and indirectly, - results in a new 
occupational space. Professionals, like myself, within an existing professional niche 
are extended and enriched in their thinking, experiences, and skills, as we work at the 

191 



newly created edge. Other roles, for example, Creative Friends or Creative Agents 

have been explicitly created to occupy the new professional niche. 

The characteristics of edge workers 

The characteristics of a person who could work well within a partnership project may 
> include enjoying working with others; being open to new ideas; and valuing of and 

being able to work with different organisational cultures. 

Mimi 
Lock believes someone needs to be made responsible for managing the project as an 

entity rather than having responsibility spread vaguely over a number of managers: 

What is needed is a kind of project champion, who can ensure that all the 
activities are planned, co-ordinated, and directed towards the clear aim of 
achieving the project objectives. Thus at the hub of the project cycle, a new 
igure has emerged - the project manager. (Lock, 1993, p. 16) 

He believes that the project managers identity is often hidden because nobody has 

this job description and that it is a special job that needs recognition with the adoption 

of 'project manager as a standard title. Lock considers the ideal personality 

specification for a project manager to be: 

The essential element here is the ability to motivate people, by whatever 
means: the seasoned expert will be able to vary his management style 
according to the response of the individual being managed. The average 
participant will appreciate being led by a project manager who displays 

0 competence, makes clear decis 
, 
ions, gives clear instructions, delegates well, 

listens too and accepts sound advice, is enthusiastic and confident, and thus 
generally commands respect by his example and qualities of leadership. 
(Lock 1993, p. 33) 

Other essential characteristics are grouped under the heading of perceptiveness and 
being able to select the salient facts from a set of data or a particular arrangement of 

_circumstances. 
(Lock, 1993, p. 38) 

6.4.4 Edge Effects: Assessment or Evaluation of Projects 

Edge effects as a metaphor is likely to be a particularly interesting concept for 

research concerning evaluation of art partnerships and helping to identify factors 

concerning sustainability of projects. It is hoped that the use of edge effects as a 

metaphor can help clarify the assessment of outcomes for such projects. 
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Currently there is no conceptual or theoretical framework (or at least an inadequate 

framework) for understanding the consequences and the impact of such partnerships 

on the people and organisations involved. Evaluation has no theory on which to base 

predictions of both expected and unexpected outcomes. Both tend to be together as 

feedback after the project is finished. The concept of the meeting place between 

different ecological niches and the resultant edge effects provides a conceptual 
> framework which enables the prediction of unexpected outcomes and these can be 

treated separately to the original aims of the project in the evaluation process. 

CO 6.4.5 Edge Effects: Establishing Aims In Project Planning 

In order that a project's success can be evaluated it is important that clear aims are 

established and agreed at the planning stage. However not all the consequences and 

products of innovative projects will be predicted or foreseen at the outset. In 

education, these will reflect some learning goal. 

In art projects between two or more organisations or cultures, most evaluation 
involves the writing-up of the outcomes of the project based on expected or planned 

art-related outcomes. For clarity amongst partners it is advisable, if not essential, that 

aims are clearly stated at the planning stage. Recognising differences between 

educational and artistic aims and the differences between organisational cultures 

necessitates taking on board new concepts and language in order to be able to 

understand them. 

Identification of additional aims is made during 
'the 

project. These can be 

implemented changing or adapting the initial aims in the light of experience and 

progress of the project. This process of recognising the need for change within life of 

a partnership project, can help in the planning of future projects (in order to target 

future participants, clarify aims, devise goals that may include a combination of skill 

and social aims). It can help show'how the partnership has beneficial outcomes in 

addition to the initial artistic aims such as those based on learning a skill. The 

unpredicted nature of such outcomes gives them added fascination, making them of 

such interest as to overshadow the original aims of the projects. These outcomes, 

which are typically significant social development such as growing confidence or self- 

esteem, are often reported as successful outcomes of the project. 
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Awareness of the existence'of edge effects, and the unpredictable and dynamic 

nature of those effects, means that ways of capturing relevant but unexpected 

outcomes can be built into a flexible evaluation system. Such outcomes might be 

identifying that the habitat has changed; enriching adjoining communities 
(regeneration) and that we are living or working in a different place. These 

unexpected outcomes for the children and staff can add to self-esteem of participants 
> 

and increase professional well being. 

Often, in my experience, the main focus of the final evaluation report is on 

considering what we might term additional/unpredicted/unexpected 'edge effects'. Co 
Greater clarity is required in order to help evaluate or elucidate what may be 

considered add-ons or unexpected bonuses or outcomes. The unpredicted nature of (3) such outcomes gives them added fascination, making them of such interest that they 

are often reported as the successful outcome of the project. Typically these report 

significant social development amongst those taking part, frequently involving 

growing confidence or self-esteem. These can overshadow the initial aims of the 

projects, which are based on offering the opportunity for the acquisition of skills or 
knowledge. Whilst outcomes such as increased self-confidence and self-esteem are 

measurable, there is usually no baseline established at the outset. In addition, those 

involved in the delivery of the project may not have the skills to measure them 

l th ti t f d th t l F b i or examp e, e ar s s may o ng con i ence over e accura e y. serve grow 
duration of the project in the skills or knowledge taught or in their working relationship 

of the children with the artist involved or with peers. However, the artists might have 

no prior knowledge of the pupils and may be observing the growing confidence shown 

as the pupils become more comfortable and more skilled at the skills being 

introduced. 

C: 
Evaluation of Predicted Alms and Effects 

M 
The outcomes of a project will be measured against the aims set up at the outset, if 

necessary by baselining skills etc., possibly re-assessed part way through the project, 
using the measuring tools identified at an appropriate time. 

194 



7 
Evaluation of Unexpected Effects 

The metaphor enables the prediction of unexpected effects. These 'unexpected' 

effects can be built into the assessment measurement. 

Without having undertaken a partnership before, there may be very little on which to > 
base the prediction of additional beneficial outcomes. Once it has been experienced, 

you can start to predict the type of effect a particular edge creates (e. g. bringing 

artists into schools creates an edge). When you have done this once'or twice, you 

start to see what the effects are and, by the third occasion, predictions can be made Co 

of the kind of effect expected in addition to the teaching and learning goals (e. g. 
(D increased self esteem). At first they are expected but unpredictable in terms of their 

exact nature. Gradually some of these effects can be predicted more precisely (there 

will always be some unknowns). Expedence (both direct and indirect) as well as the 

published literature supports more accurate predictions, which can be built into a 
baseline assessment. 

It may be that these things are not built in at the beginning of a project, not because it C; ) 

is not known that these effects might happen but because these outcomes are hard to 

measure or because it is not known how to measure them. In education there is a 

mind-set of anxiety around creative projects. Psychological or emotional outcomes 

are not considered (or have not been considered to date), 'allowable' or a valid 

outcome and might be discounted for these reasons. It may be the case that a 

conceptual framework that allows the prediction of other outcomes is not present. 
What I am proposing is a framework that says we should expect the unexpected. This 
legitimises other outcomes and then we can start to look at and explore their value 
and ways of measuring them. 

At the outset of a project those involved with the planning stage should put forward 
M the sorts of things that others have identified and note as possible unpredicted 

outcomes. This process might suggest that, as teachers, there needs to be more work 
on finding out how to measure such outcomes I intended effects, (methods of 
measurement may be currently available in other disciplines). 
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I intend to develop and if possible, pilot a pro forma in my school related to the 

Creative Partnership project in order test the idea that these effects occur and to 

plore a method for identifying and capturing these unintended effects. Teasing out ex 

and identifying these will enable them to be noted and measured as part of the 

evaluation process whist taking care not to confuse them with or replace evaluation of 
the original aims. An action research model will be used (Coghlan and Brannick, 

2001) for construction of the pro forma. 

One effect of creating partnerships is the way it energises the people and 

organisations involved. Research of this phenomenon can be easier if it is recognised co 
as an important, but separate, factor. If it is considered separately (e. g. for purposes 

of measuring it and/or valuing it), those involved in running a project will be able to (3) focus clearly on the original project rather than confusing the energising process and 

original aims. 

Edge Effects at Castle School 

In addition to the more subtle edge effects there were more tangible edge effects at 
CY) Castle School: 

1. The art exhibitions Castle School mounted to display the high level of artwork 

produced by pupils. It became evident that, whilst pupils enjoyed having their 

work valued and seeing their work shown in public, other benefits and 

opportunities presented themselves such as developing themes for exhibitions; 

choosing content; display; publicity; sponsorship; supporting charities; and, sale 

of work. 
, 
These enabled pupils to become involved in wider aspects of mounting 

an exhibition with an emphasis on language skills and dealing with strangers 
through'discussing production of the work and acting as host at openings. 

2. The Drumlove project was targeted at introducing drumming skills to pupils who 
found if difficult to learn a musical instrument. Then the project was then used to 

support an Inclusion project (see Appendix 7) during which pupils from Castle 
School went into mainstream schools to teach pupils there to drum. Those 
teaching staff involved have reported increased self-esteem evident in pupils 
who took part both because of the learning of drumming skills and the 

opportunity to pass those skills on to mainstream 'buddies'. 
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3. Artgames - The original aim of employing artworker Jim Morris was to develop 

home/school links and encourage story-making between parents and children 

under the project title of 'Artgames'. Pupils combined shapes, pre-cut from silver 

card or magnetic paper, to make pictures that would inspire a story. This 

modelled the process and pupils were sent home with art bags containing the 

same resources as to make up stories at home with parents or carers. The idea 
> 

was taken up by the maths co-ordinator who wanted to use the Artgames idea to 

help pupils learn about 3D maths shapes information, which they found difficult 

to retain. 

4. Haikus -A recent project proposes to present responses to the Garman Ryan 

collection in the form of Haikus on lightboxes in the arboretum for the autumn 
2005 Walsall Illuminations. Castle School has piloted this and included 

examples on the website. It is now been offered to other Walsall schools (see 

Appendix 7). This was followed up by an exhibition at the New Art Gallery, 

Walsall of smaller lightboxes displaying both images from the Garman Ryan 

collection alongside the Haikus produced by Walsall schoolchildren (November 

2005 - Jan 2006). 

5 Th th t li t d th CD R f i i C i i k . e company a rep ca e e om or the Insp r ng reat v ty pac , 
wishing to take on a Project that will showcase their ICT digital skills to potential 

customers, have offered (June 2005) to construct a virtual tour through the art 

gallery. 

Cn 
C: 

197 



>N 

CIO 

(3) 
0 

CD 

C)m 
C/) 



'Inspiring Creativity: Creating Edge Effects through 

Partnerships with Museums, Galleries 

and Arts Practitioners' 

dC l i fl ections an onc us on Chapter 7 Re 

7.1 The Journey 

' ' The development of the Creative Partnerships and the Inspiring Creativity pack grew 

out of this research into the teaching of art and design to SEN pupils studying the 

National Curriculum. The journey was a series of small steps: - 

As an art teacher I took pupils to see temporary art exhibitions at the old art 

gallery in Walsall. The themes and content of these exhibitions were aimed at 
increasing local interest and involvement. The 'Start' exhibitions were 

especially popular and led to the development of the Discovery Gallery in the 

new gallery. 

These visits introduced me to the permanent collection and led to trips 
bringing groups from Castle School to study the Garman Ryan collection and 
produce responses based on it. However the collection was not well 

M displayed in the old gallery. - 

When the New Art Gallery opened the collection was hung to impress and 
became the heart of the gallery. I continued to take pupils to study the 
collection and when gallery staff were shown the artwork that our pupils 
produced the school was invited to mount an exhibition. 

The exhibition, 'Inspiration and Creation', was organised with the help of Jo 
Digger, and sponsorship by Enoch Evans solicitors. The exhibition proved 
very successful and its proposed run was extended. 

In addition to displaying their work, many unexpected benefits came to pupils 
with the opportunities to deal With interviews and feedback from the press, 
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visitors, sponsors, etc. which required language Wills and self-confidence in 

our pupils. 

The partnership with the New Art Gallery, Walsall was recognised by being 

awarded a 2001 Artworks award. 

Further exhibitions were planned and mounted in the following years in 

museums, galleries and community venues. This provided the opportunity to 

involve pupils in issues such as developing themes for exhibitions, choosing 

content, display, publicity, sponsorship, supporting charities, sale of work. 
cz 

The Inspirat 
I 
ion and Creation exhibition work with the Garman Ryan collection 

artworks and artefacts included running INSET sessions for Walsall 

Teachers. This led to the suggestion of developing a book with the support of 

Digger to help other Walsall schools use the collection as a source of 

inspiration for their pupils. 

The need for appropriate images to illustrate the project led to Richard 

Marsden agreeing to undertake the photographing of the entire collection to 

support the project. The digitisation of the collection offered the possibility of 

using CD Rom discs and websites. 

Castle School was accepted onto the CP initiative and I took on the role of 
Creative Partnerships co-ordinator. The co-ordinator role prompted research 

about current government initiatives and introduced the idea of encouraging 

schools and giving practical advice to develop partnerships with the 

education staff in the gallery. 

The book was sent out to art co-ordinators in all Walsall schools and was 
launched at the New Art Gallery, Walsall on 3e November 2004. 

The website was launched on broadband with access to all Walsall schools 
via the Walsall Grid for Learning. I have a modified (because of copyright 
factors) version of the local education site on my own website 

www. ch(islee. orq. uk/insgidngcreativity which allows access outside of 

school. 
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There have been two meetings held for fifty ICT co-ordinators in March 2005 

publicising the website and encouraging use of the content to support 

te aching and learning across the curriculum (see feedback below). 

A project inviting Walsall pupils to compose Haikus based on images from the 

Garman Ryan collection has been instigated after being piloted by Castle 

School. This reflects the desire to encourage teachers to investigate the site 

and use the images available to them across the curriculum. 

1 have offered edge effects as a metaphor that can be used when working 
CIO 

across boundaries in partnerships. 

7.2 The Research Process 

The pack is the result of practice-based research. The progress towards production of 

the 'Inspiring Creativity' pack reflects a process that was initiated by professional 

practice entailing the teaching of art and design to children with learning difficulties 

and reflecting on the impact of changes brought about by the introduction of the 

National Curriculum. This reflection became part of an on-going process of 

professional development and was researched by a literature search on the teaching 

of art appreciation and by finding out about the experiences of other art co-ordinators 
through questionnaires. The results of the research were analysed and ideas put 
forward for a resource pack for art teachers in Walsall. These ideas were piloted and 

refined after feedback. A final version was produced and launched on 30th November 

2004 and distributed to art co-ordinators in all Walsall schools. Inset sessions have 

subsequently been delivered to ICT staff. Parallel work as the school Creative 

Partnerships co-ordinator has reinforced my understanding of the partnership created 
to produce the Inspiring Creativity pack and the kind of partnerships the pack was 

encouraging schools to build with the education staff at the art gallery. This resulted 
in a literature search based on partnerships, creativity and other current relevant 

government initiatives. The reporting on partnerships reflected on the outcomes of 

creative projects and I realised that it was an under-theorised area. The theory was 

enriched through concepts available from other fields including ecology and 

psychology. This resulted in a re-conceptualisation of partnership working and 

connections made when working across boundaries. 
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The enrichment process, which results from partnerships, can be conceptualised as 

an edge effect with potentially three different layers of edge created between: 

Locations I places I environments; 
Organisational ? professional / teams; and, 

Intellectual 1knowledge bases/ disciplines. 

7.3 Findings 

The research, initially studying the difficulties of teaching art AT2 to SEN pupils, 

changed in response to the changes within the NC and reflects interests and 

strategies developed to teach art h ! story in a critical studies. format within an all-age 

special school setting. The findings, the result of the literature survey, questionnaire 

responses from art co-ordinators and personal experience, are: 

1. Creativity Is a good thing. 

Government has highlighted the relationship between creativity and education and 
has attempted to encourage and support creative work within schools. The authors 

role as Creative Partnerships co-ordinator has resulted in a developing the project to 

study recent government initiatives. This has involved researching various aspects of 
C: instigating and sustaining partnerships. Inspiring Creativity aims to encourage 

schools to use the New Art Gallery, Walsall on a regular basis, developing a long 

term relationship and forming a partnership with the gallery education staff that will 

support teaching and learning. 

Th t hi d l d tC tl S h lh e par ners ps eve ope a as e c oo ave encouraged use of the arts to 

support teaching across the curriculum. In the same way the narrowly focused book 
(to support teaching of art and design KS I-3 NC units) is now being extended as a 
resource that can be used across the curriculum in the Walsall Geld for Learning 
broadband website. This encourages the use of the Garman Ryan collection to 

M 
support learning across the curriculum. This promotes the belief that creativity should 
not be thought of as confined to the arts. An example of a cross-curricular use of the 

collection is the project asking pupils to write Haikus based on GR imagery (appendix 
7) that is being launched linked to our website which shows examples produced when 
the project was piloted by Castle School. 
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2. Many teachers of art lack the knowledge, resources, training and 

confidence to deliver the art teaching required. 

3. This situation Is worse In special schools. 

Schools from all sectors within the survey complained of lack of resources for the 

delivery of the history of art. Special schools seemed to offer a narrower range of 

resources: if this was proving to be problematic in delivery of AT2 prior to NC2000, 

joining the two ATs together is not likely to meet this need. The Inspiring Creativity 

pack addresses this lack of resources by taking advantage of local resources 

enabling access to them both in class and at the New Art Gallery, Walsall. 

Iromoters of critical studies theories suggested that Is important to put pupils in front 

of original works. 

It was decided to produce learning materials using the Garman Ryan collection at the 

New Art Gallery, Walsall. This choice proved fruitful and, With certain acknowledged 

exceptions, proved an exceptional starting point for delivery of the National 

Curriculum units. 

The digitisation of the collection offered schools high quality reproductions of images 

which could be presented on disc and website. This offered greater access to the 

images within schools. Teachers can print the images off as required and also copy 
the discs as their budget permits. This currently gives Walsall schools through the 

broadband 4ntemet network and gives worldwide access to images of the Garman 

Ryan collection via the World Wide Web version. 

4. The levels of literacy and numeracy required by the new Art Attainment 

Target of 1992 made It harder for many pupils. 
6. This situation was worse In special schools. 

The hypothesis that SEN pupils would find difficulties with the introduction of the 
National Curriculum expectation that they should be taught visual literacy, in addition 
to the practical work that had predominantly been taught in the past, was supported 
by questionnaire data. The questionnaire responses showed that the respondents 
believed that these difficulties would also apply to many mainstream pupils and that 

art co-ordinators would welcome support in the form of resources that would help 
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delivery of the subject and strategies to help pupils with special educational needs in 

both mainstream and special school settings. 

>11% 
Comparatively low levels of written response and individual research may be 

expected from pupils in special schools, but they achieve because of high levels of 

one-to-one support available because of higher staffing ratios. Respondents found it 

possible to develop learning strategies that could encourage or facilitate these 

responses by special needs pupils. Strategies suggested in the questionnaire replies 
have been included in the pack, at an age-appropriate level, into the teaching 

suggestions for each topic. These will be suitable for special needs pupils in both CU 
slýeciai and mainstream schools. 

(1) 
6. Articreativity has benefits In terms of social Inclusion and self-esteem. 
7. This is especially Important In special schools. 

Special schools indicated the need to use a wider range of learning strategies was 
desirable to involve their pupils. The interactive nature of visits to galleries and 
museums, for example, was considered of great benefit to SEN pupils. Special 

schools had the lowest percentage of links with these institutions. In production of the 
book it was decided to incorporate teaching strategies that were considered good 

C: 
practice in special schools for delivery of the curriculum to pupils with special 
educational needs. 

LM 

To address some of these Issues It would be advisable to: 
1. Provide knowledge and resources to allow delivery of art teaching... 
2. In a form that Is particularly relevant to SEN pupils ... and 
3. Thereby enhancing creativity, confidence, Inclusion etc. 

And, in addition, 
Provide a theoretical construct to support the measurement of (3) In 

order to give credibility to creativity. 

203 



7.4 Feedback from Subject Co-ordinators 

a) ICT Co-ordinators 

Twenty-five ICT co-ordinators attended an ICT Inset course that included a session 

regarding the Inspiring Creativity pack. Some of these signed up for a workshop in the 

afternoon of 15th March 2005. After an introduction by Richard Marsden they were 

given the opportunity to investigate the website for themselves in a hands-on session. 

When asked if the site would be of use, the co-ordinators; were very positive. 

cz 
I asked them how they would use it: 

0 'We use clay a lot and the Epstein work will be useful. It is helpful to have it 

(D all in one place. ' , 

0 'We are having a creativity week in June and I will introduce the website to 

staff. I like the idea of a gallery of pupils' work - can we link up? ' (see 

Appendix 7) 

0 'We think it would be useful for English work - using the images as starting 

points for written work. ' 

0 '1 like the idea of a gallery of pupil work on the web - it would be especially 

useful to display 3D work. ' 

0 '1 looked up Year 2 Looking at Buildings unit because I always find that 

unit hard to teach. It would be very useful but I would like more pictures of 

the New Art Gallery included on the website. ' 

0 '1 work in a Catholic school and have been looking at it for images I could 

use for an Easter assembly. I have found some that I -will show to the 

school at the Easter Assembly displayed on a whiteboard screen. ' 

Cn It is interesting and edifying to note the variety of responses. Whilst many responses 
C: 

are aimed at supporting and displaying art work, others suggest uses related to other 

subjects and school activities including assemblies and Inset. 

b) Art teachers and co-ordinators 

It is too soon to receive feedback from art co-ordinators who have used the pack to 
deliver NC units of work but it is hoped that feedback to the 'Inspiring Creativit)( pack 
Will include the following: 
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The pack: 

0 Offers greater accessibility of the Garman Ryan collection to teachers and 

pupils in Walsall. 

0 Encourages visits to the New Art Gallery, Walsall, helping to focus visits and 

> making pre-visit preparations and follow-up sessions more effective. 

0 Encourages longer-term relationships with the gallery and partnerships in 
1 

delivery of the art curriculum. 

Co 

0 Builds a comfort and confidence in teachers and pupils in visiting and using 

(D museums and galleries. 

S rates how the Garman Ryan collection can be used as 0 Examines and -illust 
im= 

an effective and accessible vehicle in the delivery of KS1-3 art and design ' 

units whilst actively supporfing national strategies in literacy and numeracy. 

0 Supports colleagues giving them the confidence needed to use local 

resources to teach effectively by offering guidance on interpreting the 

differing elements of the units. 
C: 

Contains detailed guidelines for approaches to teaching, ideas for delivery 

L and resources for developing understanding of historical, spiritual, cultural 
OM and social contexts in which the work of peoples, past and present, has 

been made. 

0 Offers tried and tested methods for engaging the interest of all pupils using Cn 
varied learning strategies that also aim to maximise the performance of 

C: groups of underachievers, the disaffected and slow learners. 

Provides teachers with a tool that enables them to review their current 

approaches to delivery of the curriculum. 

Provides art courses that are both challenging and accessible for pupils, 

motivating them to visit, in their own time, the work that they study and to 
build a relationship with the gallery and the work it shows. * 
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co 

0 
0) 

Supports head of art departments and art co-ordinators identifying and 

providing resources that can help time management and support key 

strategies for initiating improvement in the teaching of art and design. 

* Provides a tool that has the potential to improve transition procedures in art 
teaching between local schools. 

Provides digital images to encourage pupils to explore ideas about world 
culture and imagery in artworks using web content. 

Encourages teachers of art to explore the possibilities of digital technology 

via web content, scanning, digital cameras, image manipulation, etc. as a 
classroom resource in teaching, displaying and recording art. 

0 Provides the opportunity to examine a selection of exemplar art work and 
written responses to the Garman Ryan collection. 

7.5 Using the Project 

Although the project has only been available for a short time, to illustrate the way the 

pack has been used to date, two examples follow (additional details can be seen in 
Appendix 7): - 

An e-mail (dated e April 2005) from Jo Digger, drafting a proposal to run a 
haiku competition (those chosen to be included in an exhibition of large-scale 
light works at the Walsall Illuminations at the Walsall Arboretum in Autumn 
2005) inspired by the collection. The draft letter will suggest to teachers that 
they can access the 'Inspiring Creativity' broadband website (at 
http: //primary. zone. walsall. sch. ukrinspiringcreativity which is only available to 
Walsall schools) in order to select appropriate images for inspiration and that 

a visit to the actual original art works may prove more valuable 'the 
reproductions on broadband then act as a aid memoir (sic) back at school to 
enable the work to be completed and a print of the artwork printed off to go 
alongside of the poem for display purposes'. It also uses samples of the haiku 

responses to the collection by Castle School pupils as displayed in the pupil 
gallery section of the website. 
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Jan Halil, ITC co-ordinator at Edgar Stammers primary school, has used the 

pack as the basis for a creativity week, photocopying the Inspiring Creativity 

book for every teacher, inviting Marsden to introduce the website on the 

INSET day (18/04/05), and eventually leading to a 'whole school art gallery 

that will be situated outside every classroom'. The appendix (7) includes a 
> letter inviting Marsden to speak, a creative arts planner encouraging use of 

the Garman Ryan collection for links with art, ICT and 'many other curriculum 

areas', and the PowerPoint slides she used in her presentation on the INSET 

CO day. 

(D 7.6 Future Development of the Project 

As the Inspiring Creativity pack is envisaged as part of an on-going process, it is 

hoped that the project will take on a life of its own through the website design. The 

next steps will be: - 

0 To publicise the project further and continue to use the Inspiring Creativity 
C; ) pack at local INSET meetings. It will 6eused to encourage use of the gallery, 

support the teaching of art and the use of ICT in Walsall schools and the 

recognition of the Garman Ryan collection as a teacher resource that can be 

used across the curriculum. 

0 To ask for feedback from art co-ordinators and include suggestions and 
improvements in the website. 

d 
0 To extend the website in order to inclu e more opportunities to use the site 

for work in other curriculum subjects. e. g. Haikus and other forms of poetry. 

To extend the website to include more interactive elements both moving 
images or text around on whiteboards or encouraging. feedback (e. g. 

proposed 'my top ten favourites' lists of the Garman Ryan collection. 

To display the work of other schools and include resources devised by other 
teachers. 

To develop evaluation pro forma for use with partnership projects within 
Castle School. 
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" Instigating a Creative Partnerships project at Castle School with storyteller 

Joan Barr telling stories based on the Garman Ryan collection. She will try to 

get the pupils to develop their own stories around the images in the collection 

and encourage primary aged pupils to turn'the stories into illustrated story 

books. 

0 To further publicise the project and publish articles concerning the edge 

effects framework. 

" To offer access to the Inspiring Creativity website through links from the New 

Aft Gallery website. 

0- 

CY) 
C: 
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" KS3 Programme of Study 

" Pupils with SEN 
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Appendix No. I- page T 

KEY PROGRIAXIMM OF S7UDY 

Art should be interpreted as 'art, craft and design' throughout. 

Pupils' understanding and enjoyment of art, craft and design should be developed through 
activities that bring together requirements from both Investigating and Making and 
Knowledge and Understanding, wherever possible. 

Pupils should be given opportunities to experience different approaches to art, craft 
and design, including those that involve working individually, in groups and as a 
whole class. 

U 2. In order to develop visual perception, pupils should be taught the creative, 
imaginative and practical skills needed to: 

a express ideas and feelings; 

b record observations; 

c design and make images and arl. tD -efacts. 

Z 33- In order to develop visual literacy, pupils should be taught about the different ways 
in which ideas, feelings and meanings are communicated in visual form. 

4. Throughout their work, pupils should be taught about visual and, where 
appropriate, tactile elements, including: 

a pattern and texture in natural and made forms-, 

b colour matching and how colour is mixed from primary colours; 
c how images are made using line and tone; 
d the use of shape, form and space in images and artefacts. 

5. Pupils should be introduced to the work of artists, craftspeople and designers, 
eg drawing, painting, printmaking, photography, sculpture, ceramics, textiles, graphic 
design, architecture, in order to develop their appreciation of the richness of our 
diverse cultural heritage. The selection should include work in a variety of gpnres 
and styles from: 

a the locality; 

b the past and present; 

ca variety of cultures, Western and non-Westem. 

6. Pupils should be taught to use materials, tools and'techniques for practical work 
safely and in accordance with health and safety requirements. 
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an-d 'MakIn-C, 

7. Pupils should be y/en I 'Plipil. 3 -hould be zaught to: 
opportunities . m: 

.a record responses, inc! uding a record what has been experienced, -)bserved and 
observations of 'the natural and imagined: 
made environment: 

b gather resources and materials, b recognise images and artefacts as sources of ideas for 
using them to stimulate and their work; 
develop ideas; 

C select and sort imag s, and use this ges and artefac- 
source material as a basis for their work: 

c: explore and use two- and three- 4 experiment with tools and techniques for drawing, 
dimensional media, working on painting, printmaking, collage and -sculpture. exploring 
a variety of scales; a range of materials. including textiles; 

e experiment with visual elements. q; parrern. rexture. 
colour, line, tone. shape, rbrrn, ipacc. -. o make images 
and artefacts. using the range of media in 8d- 

d review and modify their wor! ( I review what they have done and describe what the- 
as it progresses; , might change or develop in future work. 

KncWledge and Understanding 

- Pupils should be taught to: 

e develop understanding of the a identify in the school and the locality the work of 
work of artists, craftspeople artists, craftspeople and designers: 
and designers, applying 
knowledge to their own work; 

b recognise visual elements, eg pattern. texture, colour. 
line, tone, shape, form, space, in images and artefacts- 

C recognise differences and similarities in art. craft and 
design from different times and places- 

respond to and evaluate art, d respond to the ideas, methods or approaches used in 
craft and design, including different styles and traditions; 
their own and others' work. e describe works of art, craft and design in simple terms, 

and explain what they think and feel about these. 
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KEY STAZIE 2 P-R OG RAM Jill 7- 017 s7ulDy 

Art should be interpreted as 'arL, craft and design' throughout. 

Pupils, understanding and enjoyment of art, craft and design should be developed through 
activities that bring together requirements from both Investigating and Mlak; ng and 
Knowledge and Understanding, wherever possible. 

1. Pupils should be given opportunities to experience different approaches to art, craft 
and design, including those that involve working individually, in groups and as a 
whole class. 

2. In order to develop visual perception, pupils should be taught the creative, 
imaginative and practical skills needed to: 

a express ideas and feelings; 

b record observations: 
Zý7 

:D design and make images and artefacts. 

. 5. In order to develop visual literacy, pupils should be taught about the different ways 
in which ideas, feelings and meanings are communicated in visual form. 

4. Throughout their work. pupils should be tau,, o, *ht about visual and. where 
appropriate. tactile elements. including: 

a the use of pattern and texture in designing and making; 2! ýNý 
b how colour is applied and experienced in images and designs; 

c different qualities of line and tone in images; 

d how shape, form and space are presented in images and artefacts W 
5. Pupils should be introduced to the work of artists, craftspeople and designers, 

eg drawing, painting, printmaking, photographýy, sculpture, ceramics, textiles, graphic 
design, architecture, in order to develop their appreciation of the richness of our 
diverse cultural heritage. The selection should include work in a variety of genres 
and styles from: 

a the locality; 

b the past and present, 

ca variety of cultures, Western and non-Western. . 
6. Pupils should be taught to use materials, tools and techniques for practical work 

safely and in accordance with health and safety requirements. 
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.1 Imi-ast3galing and 'allaking 

7. Pupils should be given 3. Pupils should be taught to: 
opportunities 'to: 

record responses, including a develop skills for recording from direct experience and 
observations of the natural and imagination, and select and record from first-hand 

made environment; observation; 

gather resources and materials, b record observations and ideas.. and collect visual -b 
using them to stimulate and evidence and information, using a sketchbook; 
develop ideas; C experiment with ideas for their work sug. gested by 

visual and other source material; 

c explore and use two- and three- d experiment with and develop control of tools and 
dimensional media, working on techniques for drawing, painting, printmaking, collage 
a varietj of scales; and sculpture, exploring a range of materials. including 

textiles: 

e experiment with and use visual elements, 
ega pattern, texture, colour, line, tone, shape, form, space. 
to make images and artefacts for different purposes. 
using the range of media in 8d; 

d review and modify their work I reflect on and adapt their work in the light of what 
as it progresses; they intended and consider what they might develop in 

future work. 

Knowledge and Understanding 

1 9. Pupils should be taught to: 

e develop understanding of the a identify in the school and the locality the materials 
work of artists, craftspeople and methods used by artists, craftspeople and 
and designers, applying designers; 
knowledge to their own work; b* identify how visual elements, eg pattern, texture, colour, 

line, tone, shape, form, space, are used in images and 
artefacts for different purposes; 

C recognise ways in which works of art, craft and design 
reflect the time and place in which they are made; 

f respond to and evaluate art, d compare. the ideas, methods or approaches used in 
craft and design, including different styles and traditions; 
their own and others' work. e express ideas and opinions, developing an art, craft and 

design vocabulary, and the ability to use knowledge to 
support views. 

d 
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ýT a PROGRAMME OF STUDY KEY s7AG'A 

Art should be interpreted as 'art, craft and design' throughout. 

Pupils' understanding and enjoyment of art, craft and design should be developed through 
activities that bring together requirements from both Investigating and Making and 
Knowledge and Understanding, wherever possible. 

ff 1. Pupils should be given opportunities to experience different approaches to art, craft ýIL 
and design, including those that involve working individually, in groups and as a 
whole class. 

S: 2. In order to develop visual perception, pupils should be taught the creative, 
imaginative and practical skills needed to: 

a express ideas and feelings; 

b record observations; 

c design and make images and artefacts. 

a 3. In order to develop visual literacy, pupils should be taught about the different ways 
in which ideas. feelings and meanings are communicated in visual form. 

4. Throughout their work, pupils should be taught about visual and. where 
appropriate, tactile elements, including: 

a pattern and te. cture; 
b colour-, 

c line and tone; 

d shape, form and space. 

55 Pupils should be introduced to the work of artists, craftspeople and designers, 
eg drawing, painting, printmaking, photography, sculpture, ceramics. textiles. graphic 
design, architecture, in order to develop their appreciation of the richness of our 
diverse cultural heritage. The selection should include work in a variety of genres 
and styles from: 

a the locality; 

b the past and present; 

ca variety of cultures, Western and non-Western. 

The Western tradition should be exemplified by works chosen from Classical and 
Medieval, Renaissance and post-Renaissance periods through to the ninetqenth and 
twentieth centuries. Works selected from non-Western cultures should exemplify a 
range of traditions from different times and places. 

I 6. Pupils should be taught to use materials, tools and techniques for practical work 
safely and in accordance with health and safety requirements. 
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7. Pupils should be given 3. Pupils should Ibe taught to: 
opportunities to. 

record responses, including a develop ideas from direct experience and imagginaTion. 
observations of the natural and and select, record and analyse from first-hand 
made environment; observation; 

gather resources and materials, h select and record observations and ideas, and research 
using them to stimulate and and organise a range of visual evidence and 
develop ideas; information, using a sketchbook, 

c experiment with and select from. visual and other 
source material to stimulate and develop ideas for 
independent work; 

c explore and use two- and three- d select from and experiment with materials, images and 
dimensional media, %vorking on ideas. and extend their knowledge and ax-perience of a 
a variety of scales; range of materials, tools and techniques; 

select from and interpret visual elements and realise 
their intentions in a range of media: 

d review and modify their work I modify and refine their work, and plan and make 
as it progresses: furthýr developments in the light of their own and 

others' evaluations. 

Knowledge and U, nderstanding 

9. Pupils should be taught to: 

develop understanding of the a recognise the diverse methods and approaches used by 
work of artists, craftspeople artists, craftspeople and designers; 
and designers, applying b identify how visual elements are used to convey ideas, knowledge to their own work; feelings and meanings in images and artefacts-, ' 

C relate art, craft and design to its social, historical and 
cultural context, eq, identify codes and conventions used 
in different times and cultures; 

respond to and evaluate art, d identify how and why styles and traditions change over 
craft and design, including time and from place to place, recognising the 
their own and others'work. contribution of artists, craftspeople and designers; 

e express ideas and ophýions and justify preferences, 
using knowledge and an art, craft and design 
vocabulary. 

rA 
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Ar, lis a means of comimunication nor. bound by -. -vritten -)r 3p(-,, ken anguage : ind -naoies 
PUDijS --with special needS of all Rinds Lo deve., op a capacity for seif-i-Tression. Art can 

.1 lielip to develop positive attitudes in pupils, not only w themselves but also Lo omer 
people. As with any odher Dupil, the teacher's MSr', is to helD the pupil with SEN -. o 
experience success and satisfaction in art. 

For pupils with special needs it is necessarý-t to look at a Arange of methods Of support to 
enable them to achieve fall access to the art curriculum. 

rs wiE need to consider: 3 Tea-che. . 5, 
offering a range of tactile experiences when pupils -, vith visual impairment are 
investigating and making- 0W 
adapting tools and equipment for pupils WiLh physical disabilities: 

ýncouraa.. ng Dut)ils with sDeech and lanpa, p difficuities w use a- as meanz- of 
ev .. pression; 
how pupfls -with learning difficulties will make progress in art: 
how pupils with emotional problems can ex ress themselves through an PC 
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Teachers may wish to use the following criteria for success in reviewing their teaching of 
National Curriculum art. 

1.0 KEY STA GE 1 

AT1 

Pupils should demonstrate that they can: 

start to look closely at the natural and made world Lnd to record whar they see: 
be confident in using their memories and imaginations in developing their ideas for art: 
be wiBing to explore the use of a variety of materials, tools and resources for practical 
work; 
understand that art has its own language. lines. shapes. colours, etc. and show some 
awareness of this irr their work; 
control tools safely, organise and care for materials and equipment; 
develop the practice of planning their work: try out ideas beforehand, be prepared to 
chance parts if needed. 0 

A T2 

Pupils should demonstrate that they can: 
look closely at artefacts and objecLs (including their own work) and talk about them 
with others; 
start to understand that ideas and feelings can be expressed and communicated 
through art; 
understand that there are connections bemeen their own and others'work, and the 
work of artists past and present. 

Dt>- 
ZO XEYSTAGE2 

AT1 

Pupils should demonstrate that they can: 

select aspects of the natural and made -world and record what they see, imagine and 
feel; 

take some responsibility for gathering information in support of their work and be 
discriminating in using it; 
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be selective in their choice and application of materiais to suit the task-, 

develop control. confidence and understanding in using different materials and 
techniques: 

experiment with the elements of art and begin to use more formal ways to 
communicate ideas and feeling, e. g. scale, distortion: 

be able to visualise ideas, discuss them with others and modify them with justification. 

A22 

Pupils should demonstrate that they can: 
discuss the different purposes of art and describe how artists have represented their 
ideas, making use of an art vocabulary; 
recognise and discuss the 1; vork of a number of artists, representing different styles and 
periods, and understand something of the 'times in which theirwork' was made and 
how their work influenced others, 
apply what they have learned from other artists' work in an imaginative way to inform 
their own. 

3.0 KEYSTAGE3 

AT1 

Pupils should demonstrate that they can: 

, analyse the appearance, structure and function of what they see and record their 
observations and ideas for different purposes; 

) collect, analyse and organise relevant information to develop their own thinking, 
imagination and ideas; 

) systematically explore the qualities of different media; 
) use a wide range of media with confidence and understanding, showing efficiency in 

organising and completing the task, 

, interpret formal codes and conventions in making a personal response; 
) take account of their own and others' evaluations in the planning, development and 

completion of their work. 

A T2 

Pupils should demonstrate that they can: 

analyse the different ways artists use to convey meaning; 

express and justify opinions about art; 

understand the key features of major styles and periods in art history and realise how 
particular artists contributed both to these and to the development of art; 

use what they have learned from other artists' work to guide and enhance their own 
thinking and practical work. 

flmý 
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K--, y Stage I 

I Attainment Target 1: Investigating and Making 

Pupils record their ideas and feelings confidently and show a developing ability to 
represent what they see and touch. They choose resources and materials for their visual 
and tactile qualities to stimulate and develop ideas for their work. They work practically 
and imaginatively with materials, tools and techniques, and present their work in two and 
three dimensions. 

-:,.: Attainment Target 2: Knowledge and Understanding 

Pupils describe and compare images and artefacts in simple terms. They recognise 
differences in methods and approaches used and make links with their own art, craft and 
design work. 

Key Stage 2 

32 Attainment Tarpat 1: Investigating and Making 

pupils record what they have experienced and imagined, expressing ideas and feelings 

confidently. They represent chosen features of the world around them with increasing 
accuracy and attention to detail. They select relevant resources and materials and 
experiment with ideas that are suggested by these. They experiment with, and show 
increasing control over, a range of materials, tools and techniques. They choose materials 
alad methods and visual elements appropriate to their intentions, making images and 
artefacts for different purposes. They reflect on and adapt their work, identifying ways in 
which it can be developed and improved. 

2 Attainment Target 2: Knowledge and Understanding 

Pupils compare images and artefacts, using an art, craft and design vocabulary, and identify 

similarities and differences in methods and approaches. They begin to recognise how works 
of art, craft and design are affected by their purpose, including, where appropriate, the 
intentions of the artist, craftsperson or designer, and the time and place in which they are 
made. They evaluate their own and others' work in the light of what was intended. 

Key Stage 3 

ýl Attainment Target 1: Investigating and Making 

pupils use technical and expressive skills in recording ideas and feelings. They show a 
developing ability to analyse and represent chosen features of the natural and made 
environment. They are increasingly able to research, organise and experiment with 
relevant resources and materials to develop their ideas. They make effective use of the 
characteristics of a range of materials, tools and techni'ques and select from and interpret 
visual elements. They modify and refine their work to realise their intentions, and plan 
and make further developments, taking account of their own and others' views. 

Attainment Target 2: Knowledge and Understanding 

pupils analyse images and artefacts, using an appropriate art, craft and design vocabulary, 
and identify how ideas, feelings and meanings are conveyed in different styles and 
traditions. They compare work across time and place, recognising characteristics that stay 
the same and those that change. They critically appraise their own and others' work in the 
light of what was intended. 
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Eixcapt3onal Perlormance 

- 

I Attainment Target 1: investigating and Making 

Pupils communicate ideas and feelings imaginatively and effectively in visual form. 
They analyse, interpret and present coherent observations of the natural and made 
environment. They develop their own investigations, selecting relevant resources and 
materials and analysing methods and outcomes. They produce work that is Technically 
sound, exploiting the characteristics of selected materials, tools and techniques and visual 
elements. They refine their work and realise their intentions in ways that take account of 
purpose and meaning. They plan and subsequently develop their work further in the light 
of others" evaluations and their own informed judgements. ID 

Attainment Target 2: Knowledge and Understanding 

Pupils evaluate images and artefacts, using an accurate and extensive art, craft and design 
vocabulary and identify how ideas, feelings and meanings are subject to different 
interpretations. They ýdentify continuity and change in art, craft and design, relating the 
methods and approaches used in a range of styles and traditions, from different times and 
cultures, to the social, historical and cultural context. They critically appraise their own 
and others* work and use theirknowledge and understanding in justifýing ideas and 
opinions. 
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Chapter 2 

ART IN SCHOOLS NOW 

Background 
2.1 We began our work by seeking to reach a 
broad understanding both of the nature of the 
subject field of art, and of current practice in 
schools. This gave us a common foundation on 
which to base our recommendations. Our review 
of current provision leads us to suggest some new 
and dynamic emphases for art education, which 
we set out in Chapier I 

AppendLx Nio. 2 - page c) 

18% of secondary schools make extra provision for 
art in addition to GCSE for 15 year olds, and 137o 
for 16 year olds. Those Pupils who take arc other 
than for GCSE spend an average of about 55 
minutes per week. Only about 1.5 % of schools do 
not offer art as a GCSE option. 

Primary schools 
2.2 Over the last 140 years, art as a school subject 
has taken various forms and had different empha- 
ses. In the report of the Department of Practical 
Art, set up by the Board of Trade in 1852, it was 
called 'art' and had a vocational emphasis, which 
it retained for many years. In the Hadow Report 
of 1926, the section on art education, subtitled 
"Drawing and Applied Art", stated that simple 
drawing could have an 'artistic' as well as a 'utili- 
Earian'value. In the report "The Primary School", 
1931, the subject was named 'Drawing and El- 
ementary Art'. Today, the wide range of art and 
design activities in which pupils are currently 
engaged reflects the diversity of the professional 
practices of artists and designers, and the further 
and higher education institutions in which they 
receive their training. This diversity of practice 
includes drawing, painting, print-making, mod- 
elling, ceramics, sculpture, graphic and product 
design, fashion and textile design, jewellery, 
weaving, photography, film and video, theatre 
design and interior design, and the historical 
and critical study of the work of artists, designers 
andcraftworkers. In addition, the use of comput- 
ers and Dther new technologies is increasing rap- 
idly. 

Curriculum time allocations 
2.3 On average in the primary phase, schools 
allocate approximately two hours p. er week to art 
for pupils aged 5 to 7. For the 7 to 11 age range, the 
average amount of time is reduced to approximately 
one hour and 40 minutes, Secondary schools 
allocate an average of some 70 minutes per week 
for the II to 14 age range, and some 2.5 hours for 
pupils benveen 14 and 16 takingart GCSE- About 

2.4 In primary scho , ols art is caught mainly by 
general teachers in a classroom, It features as part 
of the daily experience of each class, but the form 
it takes varies widely. In some primary schools, art 
is given a mainly supporting role, for example in 
pupils' illustrations to topic work. In ochers, there 
are regular periods of time devoted to specific 
ceaching and learning in art. Pvlost primary school 
work in art is undertaken in classrooms, though 
some schools have specialist facilities which classes 
share. 

2.5 Surveys by Her Majesty's Inspectors (HNII) 
reveal that all the classes visited have some form 
of work in art included in the curriculum. A small 
number demonstrate outstanding work, the ma- 
joriEy tackle some aspects adequately, but in 
about a third of the classes the work is poor. In 
general, the work of the younger pupils is better 
than that of the older ones. In many schools, art has 
a7 low status and perceived value. Often insuffi- 
cienc time is provided, the work is poorly planned, 
the tasks lack adequate challenge and little at- 
Eention is given to the sequence of lessons or to 
progression and continuity. In general, 'work is 
poorly matched to the abilities of individual pupils. 

2.6 In all cases of consistently good practice, the 
head and teachers share aims and objectives, 
often expressed in a clearly stated policy docu- 
menc. The continuity provided by individual 
teachers planning within that agreed policy is an 
important factor. In the most successful schools, 
the head and the teachers understand the place of 
art in the curriculum and provide app . ropriare 
reaching and organisational skills. In particular, 
they: 

-1 
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stimulate their pupils into having ideas; for 

example, making their classrooms visually 
stimulating, and providing enrichment from 

I displays, books, actual works and visits by 
artists, designers and craftworkers 

give clear and unambiguous instructions, 

where appropriate, having analysed the steps 
that their pupils need to take to gain a skill or 
understand a concept 

a provide opportunities for pupils to develop a 
degree of mastery of a limited range of hand 

tools and materials, both traditional and new, 
while avoiding the superficiality which can 
come from working with too diverse an array 
of art materials and techniques 

W- ensure that their pupils produce work in both 
two and three dimensions - the importance of 
the latter for tactile learning, understanding of 
scale and proportion and also for the handling 
of tools, cannot be overemphasised 

9 balance the activity of making art and design 
with opportunities for pupils to reflect upon 
and discuss their own work and the work of 
others 

develop their pupils' drawing abilities to the 
point where they are at case using drawingas 
a tool, for example, to aid thinking 

* develop their pupils' confidence, va-lue and 
pleasure in art and design,, 

* appreciate and value their pupils' individual 
responses in their ow6 right, rather than see- 
ing them as a form of inferior adult art. 

Where. all these features are present, good art 
education takes place and, at the same time, art 
makes an effective contribution to pupils' learn- 
ing in design and technology. 

Secondary schools 
2.7 It is normal practice to include art in the 
curriculum of all pupils in the first three years of 
secondary schooling (age II to 14). Between ages 
14 to 16, almost 40% continue to study it and 
almost 15% of all sixth form students study art for 
Advanced GCE, in addition to those taking GCSE 
and art in liberal and general studies. Some pupils 
leave at 16 and take art and design courses in 
further education and a significant number of 
sixth formers enter higher education and later 

become artists, designers and craftworkers. In 
1939 approximacely 250,000 16 year old pupils 
who completed courses in art departments of 
maintained secondary schools in England were I 
entered for public examinations in art, design, and 
the history of art and design. Most secondary 
schools have at least one studio and a trained 
specialist teacher. Some have large art departments 
staffed by teams of specialists who offer a range of 
expertise; their backgrounds and training vary; 
chose appointed since 1974 are mostly honours 
graduates. 

2.8 HMIsurveys reveal thatin the 11 to 14age 
band there are strong conErasts from school EO 
school in the standards achieved and in the range 
of activities undertaken. In most schools, the 
activities and aspects of art and design covered 
consist largely of drawing and painting, with some 
ceramics, print-making and work in textiles. Apart 
from ceramics, there is very little three-dimensional 
work. One reason put forward by teachers for 
these emphases is chat they provide a basic arc 
education at a reasonable cost within limiced 
budgets. This weakness in the art curriculum 
needs remedying in order to strengthen three- 
dimensional work. 

2.9 Drawing is raughc in all art departments and, 
in some, plays a very important role as a basis for 
all otherwork. The importance of drawingextends 
beyond the art department and is used regularly in 
many other subjects. Only in art teaching, how- 
ever, is training given in the skills of free-hand 
drawing. Drawing from direct observation pre- 
dominates in approximately two-thirds of the 
schools. Pupils are presented with visual stimuli 
by way of natural and made forins, or are directed 
towards observing aspects of the environment 
around them. Where there is an emphasis on 
drawing, pupils learn co-ordination of hand and 
eye judgement, precision of observation and ac- 
curate recording. A range of media is used to help 
in the acquisition of drawing skills including 
pencils, pen and ink, chalk, oil pastels, charcoal 
and direct brush drawing. In some schools, not' 
enough attempts are made to strengthen the links 
between drawing and painting or the function of 
drawing in relation to designing. 

2.10 Generally, standard 's achieved in painting 
are not as high as those in drawing. In approxi- 
matelv 1076 of the schools where attention is F-iven 
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to painting, the level achieved is high. Standards 
in ceramics vary widely from excellent work from 

16 year olds, in the studio tradition of formal 
thrown ware where the disciplines of function and 
form are paramount, to crude interpretations of 
commercially produced souvenirs. Well over half 

the schools do no three-dimensional work apart 
from ceramics. In the others, work ranges from 
fine art sculpture to constructions in wood and 
metal that perform complex manipulative func- 

tions and thus make a direct contribution to learn- 
ing in technology. A quarter of the schools provide 
the opportuni Ey for pupils to work in textile design, 

mainly in fabric printing. In some, this is done to 
a high standard, With finished lengths of printed 
fabrics resulting from the pupil's own researched 
designs. In others, however, more attention needs 
to be paid to how these fabrics might be used in 

the world outside school. 

2.11 Photography, used as a means of recording 
for informing work in other media, is fairly com- 
mon. In about a quarter of the schools, it is studied 
in depth and the work of older pupils shows 
technical competence, a variety of techniques and 
some evidence of individual interpretation. In 

general, photography lacks that level of teaching 
which would lead to using photography as an art 
form. Other activities include: theatre design 

studied for. GCSE as well as in support of school 
productions; fashion design, where pupils conduct 
rnarket research, design clothes, make patterns, 
cut cloth and construct the garments. In some 
schools, the fashion course includes pupils work- 
ing as a team to co-ordinate the presentation of 
their work, including the choice of accompanying 
rnusic and the modelling of the clothes. 

2.12 Most schools give inadequate attention to 
the appreciation and critical judgement of work by 

artists and designers. The others vary in their 
approach, but many make use of the studies of 
artists and their work to enhance pupils' own 

practical skills. Very few include a study of the 
work of designers, despite the importance of de- 

sign in the world of work. Increasingly, use is 

made by secondary school art and design deparE- 

mencs Of 'arrists-and-craftworkers-in-residence' 
schemes, museums loan services, visits to galler- 
ies and contact with callerv education staff. 

2.13 The extent to which computers are used in 

art and design in primary and secondary schools is 
not known, but it is reasonable to assume that it is 

growing rapidly. HTMI found them used success- 
fully as a tool to aid preparatory work and as a 
medium for analysis and investigation. They are 
also proving to be invaluable in the development 
of a design, for example, in experimenting with 
alternative colour ways for textiles; or, for a 
poster, speeding up various stages and helping to 
refine and manipulate graphic images. In a few 
schools, computers are used to help in teaching 
about tone and colour and as a medium inpainting' 

pictures. 

2.14 In general, in secondary schools: Cý 
a art and design classes show wide variations in 

the quality of work achieved, although there is 
much good practice 

9 in the best departments, the pupils' skills and 
critical abilities are derived from constant 
practice in achieving high standards. The 
high levels of technical skill and judgement 
enable the pupils to be more effective when 
designing, but further teaching towards the 
use of design processes is necessary 

a the work of GCSE pupils has shown steady 
improvement each year since the examination 
was introduced, together with improvements 
in the standards of teaching and learning 

GCSE has provided a structure which has 
proved beneficial to the subject's manage- 
ment, organisation and assessment. I 

FL 
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END OF KEY STAGE STATEMENTS 

ATTAINMENT TARGET 1: UNDERSTANDING AND EVALUATING ART 

Pupils should be able to reflect upon and evaluate critically their own work and that of other artists, 

craftworkers and designers working in diverse cultures and contexts; develop the appropriate knowl- 

edge to engage in constructive discussion and practical work, gain the necessarv confidence to shape 

and demonstrate conclusions. 

Key Stage 1 Pupils should be able to: 

a) talk about their activirv in art and design and begin to recognise 
that careful looking, investigation and the use of art skills all 
contribute to the effectiveness of their work 

b) begin to make connections between their own work and that of 
others, including artists and designers 

c) know that there are different kinds of art because images, 

symbols and arrefacts are made to meet different social, cultural and 
practical needs. 

Key Stage 2 Pupils should be able to: 

a) describe their work in art and design using a basic art vocabulary 
and state how their research and use of skills inform their work 

b) describe and compare the work of other artists, craftworkers and 
designers and recognise how they may use this experience within 

Id 
their own work 

c) begin to understand how the work of artists and designers is 
infiluenced by the different culcures and contexts, past and present, 
within which Ehey work. 

Key Stage 3 Pupils should be able to: 

a) use an appropriate art vocabulary to engage in constructive and 
informed discussion about their own work 

b) understand some of the systems and conventions used by ocher 
artists, craftworkers, technical workers and designers and be able to 
use these in their own work and in the presentation of their ideas 

c) compare and contrast the work of artists and designers working 
in diverse cultures and contexts; know that images, symbols and 
objects made byartists and designers are influenced byCUIEuraland 

social conventions and understand how they may be evaluated. 

Key Stage 4 Pupils sAould be able to: 

a) use a developed art vocabulary to describe the procedures and 
perceptions they bring to their own making of images and arrefacts 
and make considered judgements about their work; begin to under- 
stand the purpose of their own work and its place within the wider 
community 
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b) make constructive use within their own work of those systems 
and conventions used by other artists with whom they have a 
particular affinity and recognise how such influences may extend 
their own understanding 

c) understand, re4d andý, where possible, experience at first hand 

theworkof otherartists working in a variety of cultures and contexts; 
have a grasp of the place of their work in the history and develop- 

menE of art and design and understand how the value and meaning ;D 

of their work is subject to change and different interpretations. 

ATTAINMENT TARGET 2: MAKING 

Pupils should be able to use and understand the formal elements of art and processes of design; select, 

control and use materials and techniques so as to make and present images and artefacts with the 

appropriate level of skill. 

Key Stage I Pupils should ýe able to: 

a) show a practical understanding of basic methods of working 
withalimited rangeof maEcrialsand tools, work singly and in groups 
to produce large and small-scale work in two, three and four (time- 
based) dimensions 

b) explore basic aspects of the elements of art and design, includ- 
ing line, tone, colour, pattern, surface, shape, scale, form and space 

c) discuss the process and results of their work and explain the 
relationship between what they have made and how they have made 
it. 

Key Stage 2 Pupils should be able to: 

a) demonstrate through practical work in two, three and four 
dimensions, a variety Of technical and expressive effects that can be 

produced when a range of different materials and tools are used 
purposefully 

b) demonstrate a basic practical understanding of the elements of 
art and design including line, tone, colour, pattern, surface, shape, 
form and space, pomposition, proportion and scale in a wide range of 
work undertaken singly or collaboratively and in various formats, 

sizes and contexts 

c) formulate and communicate to others, including their peers, 
their ideas for practical work in art and design; analyse and discuss 

with others, the relationship between their intentions, the choices 
involved in the making process and the result. 

19 
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Key s tage 3 

Key Stage 4 

Pupils should be able to: 

a) identify and use the particular materials, tools and techniques 
within a given medium which will be appropriate to the practical 
implementation of an idea; explore the experimental use of differ- 
ent materials 
b) use a broad practical and theoretical knowledge of the basic 
formal elements of artand design, and appreciate their relationships 
in appropriate contexts 

c) show in discussion about their own work and that of others, 
including their peers, an understanding of a wide range of processes 
in art and design; understand and express the connections between 

0 
their intentions for a work, its development and the result, and draw 
conclusions from their discussions. 

Pup ils sh ou Id be able to: 

a) demonstrate a sufficiently thorough knowledge of both tradi- 
Eional and contemporary materials, tools and techniques in art and 
design to allow them to conceive and make technically sound 
images and artefacts, where appropriate; work in experimental and I innovative ways 

b) know, understand and combine skilfully the formal elements of 
art and design in ways appropriate to the meaning and purpose of 
their work 

c) recognise and act upon the need for modification or adaptation 
of a work during the process of making; discuss the ideas, the 
progress and the reasons for their own work and make informed 
judgements about it; plan further developments in the light of their 
discussions. 

NrB: observe the rules of health and safety in practical work at all key stages. 

ATTAINMENTTARGET3: OBSERVATION, RESEARCH AND DEVELOPING 
IDEAS 

Pupils shquld be able to observe, analyse and record from first-hand experience; select and use a wide 
and culturally diverse range of references and resources as a means of gaining knowledge and 
developing their own ideas and perceptions. 

Key Stage I Pupils should be able to. - 

a) record their observations from First-hand experience using a, 
variety of drawing methods 
b) collect, organise and use information from a range of resources 
as a basis for making images and artefacts 

c) describe and discuss their response to a range of visual re- 
sources. 
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Key Stage 9 Pupils should be able to: 

a) record, analyse and present their observations from first-hand 
experience using a range of dra-w-ing materials, methods and systems 

b) seek out and organise information to help them prepare for and 
develop a particular idea or theme for their work in art and design 

C) use written and spoken language to help them undertake and 
develop visual enquiry and to describe their perceptions. 

Key Stage 33 Pupils should be able to: 

a) record, analyse and present their observations from first-hand 
experience, using a range of drawing methods in a systematic 
process of exploration, selection and analysis 
b) explore and use a wide range of reference material and resources 
to establish and develop a chosen idea, project or theme 

c) use written and spoken language to explain the purposes of 
their observation and research and to discuss the outcomes. 

Key Stage 4 Pupils should be able to: 

a) develop the visual and intellectual skills associated with obser- 
varion and recording from first-hand experience; use and present 
their observations coherently and constructively 
b) extend ideas and percepcions by referring to a wide range of 
references, resources and systems 

c) use written and spoken language to advance their knowledge 
and awareness of their own perceptions and to describe the meth- 
ods, results and implications of their research. 
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I Your Name Cj ýh Vou ncEgn 
ýS 11 C)LL(. E 2 Name of School fo S SC44COL (5 FiFo r., 

address I-f ci (ýO*LLIFS 

N IN 6±ý6jýj post code 
L. E. A. ekp-Mif\fC-s-[4PýM 62-7 -7aA 

3 Is your school? -pdmary 
special 

secondary _ other (specify) 

4 Your subject/departmental responsibility in school? Cý-, MES51 VC fleG Dc-ESVI-" 

5 Number of years teaching? 1-5 
_ 

6-10 
_ 

11-20 Y 21-40 

6 Specialist area hý, 7, -DAft NA 

7 Current yeaes teaching - Key Stages or ages of pupils taught? 
KS11 

- 
KS/2 

_ 
KS/3 KS/4 

_ other (qpecj&) 

8 Have you experimm of teaching other Key Sta3es? Yes V Nq_ 
iianswer is Yes- p1gase tick aýgppropriate: - 

KS/1 
- 

KS/2 
- 

KS/3 V KS/4 V other (spectffy)- 

9 Where were you educated? 
ity College of Education 

_ 
ArtCollege 

_ 
Univers 

other (specify) 

jo main subjmt? 'DgftN AI 

11 Your quaMeations? 
Degrees, Diplonns, Certificates obWned 0A Ce-a-7rEiD CE9Tj-a)aArlj% 

12 To what level did you study art? 
age 14 C. S. E. 0 Level G. C. S. E. 

A Level ZDegree Z 
ofl= 

13 Have YOU'received any art-related INSET in the last four years? Yes_Nove-**' 

14 If the answer is Yes -was it about. 
art materials 
examinations 

delivery of the National Curriculum 
_ assessment methods 

_ 
other (specify) 



Section 2- Cunot Teaching 
xe6 5 K, ýe 

15 How much time on average do your classes have for art lessons weeIdy7_Lhrs 157 mins I Vir SO 
ro'. Zý_ ((0 

16 When you teach art, how many pupils are normýlly i the class7 n"C X9 pupils 2- hr 30 7, 
17 Has your school an art policy document? Yes No if Yes - Ha. been, 5"' 
written since the publishing of the Art National Curficulum. (1992)? Yes V No 

18 Are there written Art Programmes of Study for the whole school? Yes No 
ince 1992? Yes 0 

9 
if Yes - Have they been 

'IN 

if Yes '- What year? lW99r2itt71'993 1994 , 1995_199E-- 1997 
Have there been any major revisions? Yes_TNo if Yes -when? 19_ ýoýrl 

19 is art linked with other subjects or is it giyen dedicated time7 
(commeno 9 Oko -CL4: I2L- 

20 Are the Art Programmes of Study topic based? Yes No 
jr: f answer is yes please give main o4tline -Sc)rAe. gz< CLCe -7 ZV , _ay 

enz 
-eog: 

rrp% TS 

21 Does your school have an agreed art assessment criteria Yes 
X, 

22 if yes - does it provide an. individual record of adbievernent, in Art for each n? 
No Yes V, 

23 Do you deliver AT 1 (Investigating and Making) in different lessons to those in w. ch Yi 

you deliver AT2 (Knowledge and Understanding)? Yes N o)X/ 
please comment onyour approach ryV-C,. rLt kxLýdý 

r- 

24. Where did you get the information and/or help needed for delivery of AT2 
(Knowledge and Understandi: qg)? please tick all relevant boxes 

Personal resources e. g. books other members of staff 
T. Nr. prograrnines School resources 
courses L. E. A. s 
programmes of study Other (specify) FZ-5 C-D - nzý" 

use- aý A-rirtsýs in SirASLnCz 
25. What do you consider the in2portance of each of these areas of art and design? 

use a scale of 1-4 (1 = not important/ 4= extremely important) 
Painting 1=ý Knowledge of art history t-t. 
Drawing /4- +. +-+ Computer aided design 
Textiles -1j= 

Evaluation of own work 
Ceramics Criticism of works of art 
wood Other (specify) -IS 

--LtL-ejý ýVEL): r: - 



0 

I ýLk, -Aj LA 

26How do you choose the artists, designers and imageý that you introduce to ur pupils? 
chronological order topical interest 
available resources as specified by your P. O. S. 

ntherýsDecifv) 

29 if yes -how? on ticksheets on work-sheets 
ý Ojgcý, WQ . 

fy) cc\ cn, mor-kuIcT rk other(speci 
eCC)A "yICCLA. ý I. F 

30 Do you expect written responses? Yes No V/ 
7- 

31 Do you routinely expect a visual response in two or three dimensions? yes 
ýINO 

32 Are pupils generally able/willing to research their own art-related topics? Yes V11NO_ 

3 V&at doyou aim to achieve through your art teaching? 
L\, S COAX%bP- 

use a scale of 1-4 (1= not important I 4=extremely important) 
11, e teaching of/for- art techniques C+ enjoyment of art 

knowledge of artlartists t-ý- art skills 
attractive displays other (specify) g: (%, i f: ovj CQ (4 GOT 1ý hCCzS! 

34 Do pupils show interest in Imowing about artists and design, 9,1, 
All pupils show interest 7he majority show interest V 

Some pupils show interest Pupils show no interest 

35 Have any artists/designers been particularly popular with yo-pr pupils? yes 
111,0-r- 

ifyes please name them and speculate possible reasons Atývy WACH Q4 Ry? 
MV&=ný - accesOdsZ. Rx-n c,, o 06 - rAc<ft 

36 Have you develýpM links with any artists, galleries or museums7 
personally Yes\/ No Through your school/institution. Yes k//No 
i(yes-how? if no-why not? 5C*icc\ Ccv)nal(ý-ý-monA- t-c) 

Crr-Q: -CL 
br_rm aLm - V(CL (eOLd 20ý Y&O 

+ ax. micuL, 
37 Do you systLtýically make any connection een. arVdsign. and other art fo 
please tick as appropilate dmma 

71i 
ce^\/ _, 

/literature: 
_ý7'_\ film /)musiýýothcr(specify) - _D"r-cý I'VC 

'ýG%Iccl\ 
'3a 

27 Do you routinely expect oral responses from pupils about the artists, designS; X and 
images that you have introduced to them? Yes 

28 if yes - do you record those responses? Yes 

fNooý 



introduefion of the NC 
38 Are the NC goals : - 

1. easy to understand? Yes 
/No_ 

comment 
2 easy to deliver? Yes V No 

comment I/ 3 achievable? Yes V" No 
comment Rcluc, "'Jeu, "O Wý- --4- 

39 What problems, if any, do you find in assming AT2 (the Knowledge and I Understanding of art)? - 6Vvv,. ý- krrm qiMgk/fr cznýs%gLX_ ik"'IR 

- 
*0 h rrv- 

-I, 

40 Do you find the end of Key Stage descriptions helpful? Yes VNo_ 
comment 

I 

41 Do you feel that the National Curriculo has improved the status of art as a school 
subject with: - pupils? Yes V, No parentV Yes 

teachers of art? Yes No otherstaff? Yes -7No, 
comment' \tolkAdalfs Vý aq; ý a &Ak* &i 

IJ 
42 11ave You felt that the changes to art since the introduction of the National Curriculum 
have required: - 

1/1' r=sessment of the subject Yes_ No 
/using 

new delivery methods Yes No 
- a lot of extra preparation Yes Noýsearching for new ideas Yes No ýX 

comment N, 
-- <-cVooý 

_- 
ýQ r- r,; cý: S 

43 Do you feel confident teaching AT2 the Knowled d Understanding of art? 
With your current knowledge of the subject? Yes=Nq 
With the resources available? Ye: 

17rq, 
r s No In the time available7 N es Vr V No 

To the pupils you currently teach? Yes No_ With current INSET? Yes V No 
comment fý)s co- Qm-c Lhn 1, ktýna ýO 

ýýO-CA -- 
k1ki jýý C ýq r, r, k_qo 

subject with: - pupils? Yes V No parentV Yes 
teachers of art? Yes No other staff? Yes -7No 

comment' \tolkAdalfs Vý asý a &Ak* &i 
IJ 

42 Have You felt that the changes to art since the int-oduction of the National Curriculum 
have required: - 

1/1' r=sessment of the subject Yes_ No 
/using 

new delivmy methods Yes No_ 
a lot of extra preparation Yes Noýsearching for new ideas Yes No FX 
comment N, 

-- 
<OAýý - ýQ r- 

E! 
S, ý. ýIr,; cý: S c, -MýM 2-ICMgL 

- 

44 Do you feel more confident teaching skill-based, practical art lessons than lessons 
based on the knowledge and understanding of art? Ytý ýo comment 

t) cie v*CJ rcJJ - 

'N 
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Section 5 Teadýng-ad---AT2-(Kno-wltdgtand-UndeatandiW-, ý 

45 What methods do you find particularly successful to teach the Knowledge sn?, 
Understanding of art? a: ýC-A-CW OCCNecbzýr Lý, S2---C 

, If) 
kc ehr, ko 

464hat are the difficulties you find in the delivery of art AT2 (Knowledge and 
Undm-tanding)? 

O's 

A7 urhqt rio von think Art AT2 offers to i)ui)ils? 

49 What moumes do you 
(a) self-maCA' 

msoircczs__ý 

(e) me-offs (visitora/artists in residence etc. )_ vy\, aý Ykan 

cw Awjs 

50 What finther resources do you wish for to help your delivery of the Knowledge and 
Understanding of art? -S MO ý-P 

- 
CS C CSLcI bO 

CIA Or-M 0a CkIAA 

%- , USý2- -ý-A VVI S- L: D SýXu 

t( 
51 Are you aware of any S. E. N. issues/factors arpi from the manrb ory inclusion of 
Knowledge and Un ---inNCait? C-)SS OýQ 

52 Do SE. N. pupils find difficulties Aith the need for written responses7 
_(M (, \cl 

53 Do S. E. N. pupils find difficulties with the iiýed for oral responsesl J- 

url&Q (VJJAýr (: )ý Qxfmph-. &Q 

I 

- vcsý-k- 
tse ". ,- 

and undmstanding of art? 

(C 

41) 

ýr 

4 
kAw 

vul 
hvn 

ct 

J17% 

48 What rewards do y-Qu get from teaching Knowledge and Understanding of art? 

commercially produced schemes/modules 



joniz 

OV k. 0or" 

If you feel that you would like to add finther comments on any aspxt of this 
questionnaire please fe-el do so in space below (continue, if necessary, on a separate sheet 
and attach. ) 

FOLLOW-UP 
I intend to follow up a proportion of the returned questionnaires in order to record an 

interview with individual teachers. This would take about an h Y, time and could 
be conducted at your school or home. 

0 ýNour 

Would Yým be willing to be interviewed 
ifYes- Contact phone nos. school_ 0 

home_ 
I r- convenient times top one hv)a SI Old 

Thank you, once agNain, or your help in the completion of this 
Chris Lee 
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FOR TBE ATIENIION OF TBE BEAD OF ART I ART CO-ORDINATOR 

Questionnaire 

Dear colleague, 
I have contacted your art adviser for the names of six schools in your 

education authority that I can approach ýn connection with my research. Your school has 

, help. T r==xzzd_-d1 as mc tbAt =; r be alble to A. = -;; -zHing to you as someone 
involved in the delivery of the art curriculum, to ask if you would complete the enclosed 
questionnaire. 

I teach art in Walsall and am currently undertaking a research 
degree at the University of Wolverhampton investigating the changes in the teaching of 
art since the introduction of the National Curriculum I have a special interest in the 
impact of A12 "Knowledge and Understanding" and how teachers are responding to the 
requirement to offer pupils knowledge of different kinds of art. 

This questionnaire is a vital part of my research project. Replies will 
be read only by myself and treated in confidence in any reporting of the work. Individuals 
or schools will not be named in the dissertation. 

I would be most grateful, therefore, if yo lete this 
questionnaire and return it in the pre-paid envelope provided by 

2&1`37ýj 
It is my 

u0 

intention to send all those taking part in my research project a summary of the findings 
and hope that you will. find it helpful in your work. As a fiffi time teacher myself, I 
aFýreciate your co-operation iý this matter. 

Tlanking you in advance, 
I 

CBRIS LEE 
3, Potter Close, New Oscott, Bkmingham B23 5YU 0121244 0967 
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Your Name 42, 

2 Name of School, 
address 

39v--ýAAA-Uý 
-SCtlooc, 

I 
. 00A 
A410 I- _TF-k, 

__post 
code 

L. E. A. 

3 Is your school? -primary secondary 
special other (specify) 

4 your subject/departmental. responsibility in school? - 
Ar QýT . 

5 Number of years teaching? 1-5 
_ 

6-10 
_ 

11-20 
J 

21-40 
_ 

6 Specialist area 

7 CUMA Years tý - Key Stages or ages of pupils taught7 
Ks/i KS/2 KS/3 KS/4 other (specify) 

8 Have you experience of teaching other Key Staqes7 Yes No 
answer 

, 
ýs Yes- Iýase ticýý apýrýate: - 

KS/I 
_ 

KS/2 
_ 

KS/3 
_ 

KS/4 
_ 

other (specify) 

9 wbcre were you educated? 1/ 
College of Education 

_ 
Alt College V University 

other (specify) 
- 
(Fý 

10 main subject? 

11 your qualifications? 
I)egrees, Diplomas, Certificates obtained 

12 To what level did you study art? 
age 14 

_ 
C. S. E. 0 Level 

- 
G. C. S. E. 

A Level 
_ 

Degree Offiff -. 5C "00 C- VJb A-t t OV,. / 

13 I-lave you received any art-related INSET in the last four years? Yes., //No_ 

14 if the answer is Yes -was it about- 
art materials - 

delivery of the National Curriculum 
examinations - assessment methods 

_ other(speci . 
fy)_ 



,, -Z, C, 7 
Currcnt itior C.: 7 

1 LkIvA IL ?V 

34?, Mý I 

15Howmuchtimeono do your classes have for art lessons weeldy7_hrs_miin 

16 When you teach art, how many pupils are nomaally in the ciass7 Upils 

17 I-Ias your school an art policy document? Yes "f No_ if Yes - 1ý4 it been 

written since the publishing of the Art National Curriculum(l 9 92)? Yes No 

18 Are there written Art Programmes of Study for the Whole'school7 Yes Nol 
if Yes - Have they been written since 1992? Yes 

-- 
No 

if Yes - What year? 1992 1993 
- 

19941995 199E 1997 
Have there been any major revisionsý Yes No if Yes -when? 19 

19 Is art linked with other subjects it given dedicated time? 
! >vpIcF, -1I2p tc (comment) 

20 Are the Art Programmes of Study topic basýd? Yes_ Nq_. NL_- 
ifans-wer is yes please give main. oytline 

21 Does your school have an agreed art assessment criteria Yes 
Ap 

22 If yes - does it provide an individual record of achievement in Art for each Vipil7 
Yes V No 

23 Do you deliver AT1 (Investigating and Making) in different lessons to those in w 
you deliver AT2. (Knowledge and Understanding)? Yes No 
pleme comment onyour approach I tVAA& ý0 NM a&-s-d A=?. CAA 

Iccza2m C'k o'k. (zo-,. w 

QLL5A64 AAL 0 CL., 6 R&A 
I S.. ý 

24. Where did you get the informýtion and/or help need6d for delivery of AT`2 
(Knowledge and Understanding)? please tick all relevant boxes 
other members of staff Personal resources e. g. books 

V T-V- programmes School resources 
Courses L. E. A. s 
Programmes of study Other (speci 

. 
fy) 

AA^ 0-"4 
Wks 

25. What do you consider the importance of each of these areas of art and d si aý 
use a scale of 1-4 (1 =not importantl 4 =extremely important) 

s 

J, Painting Knowledge of art history 
_A_ Drawing Computer aided design I 

Textiles Evaluation of o-, xm work 
ceramics Criticism of works of art 
Wood Other (specify) %NA Wo W" 

Yes V No 

23 Do you deliver AT1 (Investigating and Making) in diffirent, lessons to those in w 
you deliver AT2 (Knowledge and Understanding)? Yes No 
pleme comment . onyourapproach I tio-AA& V-kak N-Ct Qs&. jd A=Z c. -4 

ILA r% 
0. 

. ru A s^. rx a t-, ýD C rl-., - AAO 



1ý 

26How do you choose the ardsts desiopers and image§ that you Lnnduce yýyour pupils? 
chronological order topical interast 
available resources as specified by your P. O. S. 

other(snecifv) kw-**-69P-A 
V4"", 

29 if yes - how? on ticksheets_ on worksheets, 
other(specify) - 0) 

Not e 05,. SIUýL 30 Do you expect written responses? Yes No 

31Po you routinely expect a visual respons, e in two or three dimens ions? 'W-Yes4W. =INO 

32 Are pupils generally able/A* to research their o'"m art-related topics7 Yes- No 

3 3, Mal, do you aim to achicve tbiroug7h your art teaching7 
use a scale of 1-4 (I= not importantl4=extremelyhnportano 

The ieaching offor- art techniques -: 3 enjoyment of art 
knowledge of art/artists -Z. art skills z 

attractive displays 2 other (specf, &) 
.. II. 0^& 

34 Do pupils show interest in-knowing about artists and designersý 
All pupils show interest The majority show interest 

Some pupils show interest Pupils show no interest 

35 Have any artistýdesigners been particularly popular with your pupils7 Yes Nq_ 

. 
ýf. ýespleasq nýme them ands ecu C, -, ýt iP late possible reasons 

36 Have you developed BI- uith any artists, galleries or museums? 
personally* Yes No 

tV 
Through your school/institutio Yes No 

ifyes-how? if np-why not? Pcuý 
Q6: Lý2" it . 4jt 

Vp,, 

37 Do you systematically make any connection between arý design and other. art forms? 
please tick as appropriate draina dance literature 

, film music other(specj&) 

27 Do you routinely expect oral responses from pupils about the artists, desipers and 
images that you have introduced to them? ýO U Uý, a'eWes -j No 

28 if yes - do you record those responses? 
ko". - P Wlý% 

Yes 
_ 

NJ 
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SQction 4 Your reaction to 
ges 

in the te- ng of art sinceAhe, 
introduction of the_NC 

38 Are the NC goals 
1. easy to -understand? Yes No 

comment #I 

comment 
2 easy to deliver7 Yes No 

3 achievable? Yes- No 
comment 

39 What problems, if any do you find in assessing ATý Qhe Knowledge and 
Understanding of art)?, 61- rA OA. A.., - MJ_4j. AM Výrý 

t 
V"; ýJj Cýkt 

Z; 
iýý 

ý-tjký_JLAAý 'jt_1 _tA 
(A ý, 

PAke'CAAA 

tArl 

40 Do you find the end of Key Stage descýptions he Yes No 
ý 'a iý,. 

-=-- comment DI 
CAXAP- tý J. -tj ik'A^ 

- tv'n'16u, 
ý'. rA 

1 41 Do you feel that the National Curriculum ha improved the status of art as a sch9bl 
subject with: - pupils? "Yes Noy parents? Yes Not 

teachers of art? Yes- Noz other staff7 Yes- No, 
_ comment 

42 I-lave you felt that the changes to art since the introduction of the National Curricul 
have required: - 
reassessment of the subject Yes 

J 
No using new delivery methods Yes_ No 

a lot of extra preparation Yes-V No- searching for new ideas Yes No 
: ý: A rU(LZ comment 1% V, 

43 Do you feel confident teaching A77 the Knowle4ýe and Understanding of art? 
With your current knowledge of the sbbj ect? Yes V No 
With the resources available? Yes V No tIn the time available? Yes NoY 
To the pupils you currently teach? Ws NoV_ With current INSEV Yesj- Ný 
comment N72--Wv-%ýk-' 14 c&AA PVt,. -r, S-(>ýýý kA. 1l. t 

L'lk^ W. A. - VAjr, 
ýA (, 

44 Do you feel more c9nfident teaching skill-based, pracAcal art lessons than lessons 
based on the knowledge and understanding of art? Yes J No comment 



Seotion 5 Teacbj 9A, - A12 nmyLcdge and Understandind 

5 VVhat methods do you find partacularly successful to teach the Knowledge and 
indarstanding of art? Sc-kiA&v - -- A-It W-C; kAkIR- I -. LC 
L, 

.-... n, . t- --0-. --. -) . E-, C-- 

I 

46 What are the difficulties you find in the delivery of art A72 (Knowledge and 
Undentand )7 

UA^ r-XAA 
CA_ 

4 

49 What resources do you use in the teaching of Imowledge and understanding of art7 
(a) self-mandle remumes 

(b) . commercially produced schemes/modules, 4k- 
0 A-Aeý 

M-0P, 
kX 

(c) one-offs (visitorslartists in residence etc. ) 

50 What further resources 

51 Are you aware of any S. E. N. issues/factors arising fi-om the 
Knowledge and Undgrstan" in NC art? 

inclusim of 

0 

J11> 

I 

of the Knowledge and 
X-2 ýC 

YC4 
52 Do S. E. N. pupils find difficulties with the need for written raponses7 

53 Do S. E. N. pupils find difficulties with the need for oral responses? Y, 9/ j 

.- 

QAAU4-. OUSACI 

ý-ýU X-V-4 
. 

4-4ole 

47 What do you think Art AT2- offp to pupils? a 
U. ý-A AI A^ 1) 

tA 
V%k 

" 
&-" 

A 

48 What rewards do yQu get fi-om teac4ing Knowledge and Understanding of 07 



If you feel that you would like to add fin-ther comments on any aspect of this 
questionnaire please feel do so in space below (continue, if necessary, on a separate sheet 
and attach. ) 

ot- 
0 

AIýL 
. Uý-. 0, - 2-ý v h4, iýl ý3ý; x CLA-& 

Lý--2ý 
Ac-k 

FOLLOW-UP 
I intend to follow up a proportion of the returned questionnaires in order to record an 

interview with individual teachers. This would take about an hour of your time and could 
be conducted at your school or home. 

Would ysm be willing to be. interviewed Yes_ No 
zy tac 

if Yes- Contact phone nos. school 
LA-61 

home 
convenient times to phoneý_ 

Thank you, once again, for your help in the completion of this questionnaire, 
Chris Lee 
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'inspiring Creativity: Creating Edge Effects through 

Partnerships with Museums, Galleries 

>-N 
Aýj 
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and Arts Practitioners' 

Appendix 5 

NC2000 - the single Attainment 

Target for art and design - 
'Knowledge, skills and 

understanding' 

* About art and design In the National Curriculum 

* Learning across the National Curriculum 

* Attainment target for art and design Levels 1 .8 

224 



About art and design in the 
National Curriculum 
The structure of the National Curriculum 
The pro. rammes of study' set odt what pupils should be taught, and the attainment 
target sets out the expected standards of pupils' performance. It is for schools to 

choose how they organise their school curriculum to include the programmes of 

study for art and design. 

The programmes of study 
The programmes of study set out what pupils should be taught in art and design 

--pt-ke-y-stages4,2, -and-3ýand-provide-t-he-basis-for-planning-schemes-of-work-Whea& 
planning, schools should also consider the general teaching requirements for 
inclusion, use of language, use of information and communication technology, 
and health and safety that apply across the programmes of study. 

The Knowledge, skills and understanding in the programmes of study identify 

the aspects of art and design in which pupils make progress: 
exploring and developing ideas 
investigating and making art, craft and design 

evaluating and developing work 
developing knowledge and understanding. 

Teaching should ensure that investigating and making includes exploring and 
developing ideas and evaluating aný developing work. Knowledge and 
understanding should inform this process. 

These aspects of art and design are developed through individual and 
collaborative work in two and three dimensions and on different scales, using 
a range of materials and processes, and through investigating the work of artists, 
craftspeople and designers as set out in Breadth of study. 

Schools may find the DfFE/QCA exemplar schemes of work at key stages 
1,2 and 3 helpful to show how the programmes of study and attainment target 
can be translated into practical, manageable teaching plans. 

17-7 L-J 

The Education Act 1996, section 353b, defines a programme of study as the'matters, skills and processes' 
that should be taught to pupils of different abilities and maturities during the key stage. 



I . -. ý Us% WMA UC31ýjll III Lit v 11 V- 

Attainment target and level descriptions 
The -attainment target for art and design sets out the'knowledge, skills and 
understanding that pupils of different abilities and maturities are expected to have 
by the end of each key stage". The attainment target consists of eight level descriptions 

of increasing difficulty, plus a description for exceptional performance above level 8. 
Each level description describes the types 4nd range of performance that pupils 
working at that level should characteristically demonstrate. 

In art and desigA, the level descriptions inoicate progression in exploring and 
developing ideas, investigating and making art, craft and design and evaluating 
and developing work. Knowledge and understanding supports attainment in all 
three aspects. 

The level descriptions provide the basis on which to make judgements about 
pupils' performance at the end of key stages 1,2 and 3. At key stage 4, national 
qualifications are the main means of assessing attainment in art and design. 

Range of levels within which the great Expected attainment for the majority 
majority of pupils are expected to work of pupils at the end of the key stage 

Key stage 1 1-3 at age 7 

Key stage 2 2-5 at age 11 4 

Key stage 3 3-7 at age 14 5/6 

Assessing attainment at the end of a key stage 
In deciding on a pupil's level of attainment at the end of a key stage, teachers 
should judge which description best fits the pupil's performance. When doing so, 
each description should be considered alongside descriptions for adjacent levels. 

Arrangements for statutory assessment at the end of each key stage are set out 
in detail in QC. Ks annual booklets about assessment and reporting arrangements. 

2 As defined by the Education Act 1996, section 353a. 



About art and design in the NC 
I- . -ý 

I, 

Learning across the National Curriculum 
The importance of art and design to pupils' education is set out on page 14. The 
handbooks for primary and secondary teachers also set out in general terms how 
the National Curriculum can promote learning across the curriculum in a number 
of areas such as spiritual, moral, social and cultural development, key skills and 
thinking skills. The examples below indicate specific ways in which the teaching 
of art and design can contribute to learning across the curriculum. 0 

Promoting pupils' spiritual, moral, social and cultural 
development through art and design 
For example, art and design provides opportunities to promote: 
m spiritual development, through helping pupils to explore ideas, feelings and 

meanings and to make sense of them in a personal way in their own creative 
work, and to make connections with the experiences of others, as represented 
in works of art, craft and design 
moral development, through helping pupils to identify and discuss how artists, 
craftspeople and designers represent moral issues in their work [for example, 
Picasso's condemnation of warfare in his painting Guernical 

a social development, through helping pupils to learn to value different ideas 
and contributions and develop respect for the ideas and opinions of others, 
and to work on collaborative projects, making the most of different strengths 
and interests within a team 

Ic cultural development, through helping pupils to recognise how images and 
artefacts can have an influence on the way people think and feel, and to 
understand the ideas, beliefs and values behind their making, relating art, craft 
and design to its cultural context (for example, the use of icons in religious art, 
and corporate advertising]. 

Promoting key skills through art and design 
For example, art and design provides opportunities for pupils to develop the 
key skills of 

Communication, through exploring and recording ideas, discussing starting 
points and source materials for their work, fanding out about art, craft and 

01 
design using appropriate sources of information, and evaluating their own 
and others'work 
application of number, through understanding and using patterns and properties 
of shape in visualising and making images and artefacts, working in two and 
three dimensions and on different scales, understanding and using the properties 
of position and movement [for example, rotating and transforming shapes for a 
repeat pattern], and scaling up a preparatory drawing for a large-scale painting 

101 IT, through developing and recording ideas [for example, in an electronic 
sketchbook), using the intemet to investigate the work of artists, craftspeople 
and designers, using IT to extend and enhance their use of materials and 
processes, exchanging work and ideas using e-mail, and developing their 
own class art gallery as a web site 



I. About art and design In the NC 

is working with others, through collaborating on projects, working in two and three 
dimensions and on different scales [for example, working in a group and 
negotiating ideas and tasks); and meeting a design brief 

N improving pupils'own learning and performance, through discussing and critically 
questioning visual and other information, including the starting points for their 
work; and reflecting on and evaluating their own and others'work and planning 
ways to develop their own work further 

to problem solving, through manipulating materials, processes and technologies, 
responding, experimenting, adapting their thinking and arriving at diverse - 
solutions, synthesising observations, ideas, feelings and meanings, and designing 
and making art, craft and design. 0 

Promoting other aspects of the curriculurn 
For example, art and design provides opportunities to Promote: 
0 thinking skills, through encouraging pupils to ask and answer questions about 0 

starting points for their work, explore and develop ideas, collect and organise 
visual and other information and use this to develop their work, inyestigate 

possibilities, review what they have done, adapt or refine their work, and make 
reasoned judgements and decisions about how to develop their ideas 

it enterprise and entrepreneurial skills, through developing pupils'willingness to 
explore and consider alternative ideas, views and possibilities, developing 

characteristics such as being prepared to take risks and to persevere when things 
go wrong, and encouraging pupils to be creative and imaginative, to innovate, 
to use their intuition and to develop self-confidence and independence of mind 

" work. -related learning, through broadening pupils' understanding of what an 
artist, craftsperson or designer is or does (for example, by visiting a practising 
craftperson's workshop]; developing pupils' understanding of the relevance 
of the art and design curriculum to what artists, craftspeople and designers 
do in their work [for example by carrying out a design brief that has a 
commercial context], developing pupils' knowledge and understanding of 
the diverse roles and functions of art, craft and design in contemporary life; 
and helping pupils recognise the range of possibilities for employment in the 
creative and cultural industries 

" education for sustainable development, through developing pupils'knowledge and 
understanding of the role of art and design in shaping sustainable environments, 
and exploring values and ethics within art and design. 
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1-'va" I 
Pupils respond to ideas. They use a variety of materials and processes to communicate their ideas and 
meanings, and design and make images and artefacts. They describe what they think or feel about their 
own and others'work. 

Lvf, sl 2 
Pupils explore ideas. They investigate and use a variety of materials and processes to communicate their 
ideas and meanings, and design arYd make images and artefacts. They comment on differences in others' 
work, and suggest ways of improving their own. 

LaYCA 3 
Pupils explore ideas and collect visual and other information for their work. They investigate visual and 
tactile qualities in materials and processes, communicate their ideas and meanings, and design and make 
images and artefacts for different purposes. They comment on similarities and differences between their 
own and others'work, and adapt and improve their own. 

L, z-v aIA 
Pupils explore ideas and collect visual and other information to help them develop their work. They use 
their knowledge and understanding of materials and processes to communicate ideas and meanings, and 
make imaaes and artefacts, combining and organising visual and tactile qualities to suit their intentions. 
They compare and comment on ideas, methods and approaches used in their own and others'work, 
relating these to the context in which the work was made. They adapt and improve their work to realise 
their own intentions. 



Lav, al -:, 
Pupils explore ideas and select visual and other information. They use this in developing their work, 
taking account of the purpose. They manipulate materials and processes to communicate ideas and 
meanings and make images and artefacts, matching visual and tactile qualities to their intentions. They 

analyse and comment on ideas, methods and approaches used in their own and othere work, relating 
these to its context. They adapt and refine their work to reflect their own view of its purpose and meaning, 

Pupils explore ideas and assess visual and other information, including images and artefacts from 
different historical, social and cultural contexts. They use this information to develop their ideas, taking 
account of purpose and audience. They manipulate materials and processes and analyse outcomes. They 
interpret visual and tactile qualities to communicate ideas and meanings, and realise their intentions. 
They analyse and comment on how ideas and meanings are conveyed in their own and others'work. 
They explain how their understanding of the context affects their views and practice. 

Lviel 7 
7 

Pupils explore ideas and assess visual and other information, analysing codes and conventions used in 
different genres, styles and traditions. They select, orgznise and present information in visual and other 
ways, taking account of purpose and audience, They extend their understanding of materials and 
processes and interpret visual and tactile -qualities. They show increasing independence in the way in 

which they develop ideas and meanings and Yealise their intentions. They analyse and comment on the 
contexts of their own and others'work. They explain how their own ideas, experiences and values affect 
their views and practice. 

L2val 8 

Pupils explore ideas and evaluate relevant visual and other information, analysing how codes and 
conventions are used to represent ideas, beliefs and values in dAcrent genres, styles and traditions. 7bey 

research, document and present information in visual and other ways appropriate to their purpose and 
audience. They exploit the potential of materials and processes to develop ideas and meanings, realise 
their intentions and sustain their investigations. They evaluate the contexts of their own ind other3' 
work, articulating similarities and differences in their views and practice. They further develop their 
ideas and their work in the light of insights gained from others, 

Z. -icepliaml perforrmince 
Pupils explore ideas, critically evaluate relevant visual and other information and make connections 
between representations in different genres, styles and traditions. They initiate research, and document 

and interpret information in visual and other ways appropriate to their purpose and audience. They 
exploit the characteristics of materials and processes to develop ideas and meanings and realise their 
intentions. They extend their ideas and sustain their investigations by responding to new possibilities and 
meanings. They identify why ideas and meanings in others'work are subject to different interpretations, 
using their understanding to extend their thfinking and practical work, They communicate their own 
ideas, insights and views. 

I "i, 



About t-he attainment target 
An attainment target sets out the'knowledge, skills and understanding that pupas 

of different abilities and maturities are expected to have by the end of each key 

stage". Except in the case of citizenship', attainment targets consist of eight level 

descriptions of increasing difficulty, plus a description for exceptional performance 

above level 8. Each level description describes the types and range of performance 
that pupils working at that level should characteristically demonstrate. 

The level descriptions provide the basis for making judgements about pupas' 

performance at the end of key stages 1,2 and 3. At key stage 4, national qualifications 

are the main means of assessing attainment in art and design. 

Range of levels within which the great Expected attainment for the majority 
majority of pupils are expected to work of pupils at the end of the key stage 

Key stage I 1-3 at age 7 

Key stage 2 2-5 at age 1 4. 

Key stage 3 3-7 at age 14 S161 

Assessing attainment at the end of a key stage 
In deciding on a pupil's level of attainment at the end of a key stage, teachers 

should judge which description best fits the pupirs performance. When doing so, 

each description should be considered alongside descriptions for adjacent levels. 

Arrangements for statutory assessment at the end of each key stage are set out 
in detail in QC. A! s annual booklets aýout assessment and reporting arrangements. 

1 As defined by the Education Act 1996, section 353a. 
2 In citizenship, expected performance for the majority of pupils at the end of key-stages 3 and 4 
is set out in end of key stage descriptions, 

3 Including modern foreign languages. 
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Publicising 'Inspiring Creativity' 

0 Article In Education Walsall Newsletter 

* Information to support presentation at Midlands engage meeting Dec. 2004 

0 Publicising 'Inspiring Creativity' to primary co-ordinators conference 
March 2005 
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pupil-support 
in 

Insp, IrIng Creativity 
All art co-ordinatorý in Walsall 

will shortly receive a copy of 
the new teachers' handbook 
'inspiring Creativity through 
the Gairrnan Ryan Collection 

at the New Art Gallery Walsall' 
in the near future. This will be 

sent out by the New Art Gallery 
Walsall. 
it is a resource book for teaci iers usinq 
the Garman Ryan Collection and the 
New Art Gallery Walsall as a source of 
inspiration for the delivery of the OCA 
National Curriculum 2000 art schemes 
of work. 

The paclk comes complete with a CD 

--)f all the artworks in the Garman Ryar, 

, ýollection for use W', h your pupils and 

will be supported, next year, by a related 

website. Thanks to special funding frorr 

local solicitors Enoch Evans and Co. 

each school in Walsall is able to receive 

a free copy of this book. 

Itis hoped that the Inspiring Creativit-y 

, project will increase accessibility to 

art for Walsall pupils and, in particular, 

rnake the local Garman Ryan Collection 

more accessible to thoseýin Walsall's 

schools 

The Garman Ryan Collection consists 

of 363 works of art collected by 

Kathleen Gaman and Sally Ryan and 
left to the people of 

Walsall in 

1973. It was originally housed in the 
Walsall Museum and Art Gallery above 
the library in Lichtieid Street. In 2000 it 

was rehoused in a purpose-built setting 
within the New Art Gallery, Gallery 
Square, Walsali- 

As an art teacher at Castle School, I 
have used the Garman Ryan Collection 

on a regular basis as inspiration for 
delivery of the art and design curriculum 
with our Key Stage 1-3 pup; lls and I 
believe that the collection is a vital loc. 21 
resource for teachers of art. 

trom Education Walsall, W io I iw,, ý 
created the CD. 

The pack is intended to resource 
teachers to work independently with 
groups of students combining the 

resources of the gallery with the 21 
Art and Design unitS. Of the National 
Curriculum, 

The book part of the pack is designed 
for use exclusively by teachers of art. 
and for the most part, working in Walsall 

schools. This is reflected both in the 
language and the subject matter, 

ills I have developed the book oveý 
the last few years with help and 

Y support from Jo Digger, the 
curator of the collection, and 

Richard Marsden, who is the IT 
Schools' Resource 

Officer 

The main aim of the pack is to suppot I 
teachers and encourage use of the 
Garman Ryan Colloclion. It is hoped the 

ý; ý vyj(ýý, tbns 
()fk, iod wdý 

qk 
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the-'qualiLy Of their visitsby providing 
strategies for looking and selecting 
appropriate artworks for delivery of 
each unit and to provide information to 
support this. 

These are offered in a brief format 
for quick help to teachers preparing 
planning of the terms woIrk. Themes 

are suggested to introduce the 
work in the gallery to pupils through 
discussion in the classroom or in the 
gallery, focusing on selected relevant 
examples of work, for each topic. 

it is also hoped that the pack will be 
valued by some Walsaýl teachers 
for the time saved in planning their 
teaching and providing a helpful tool 
to improve the quality of their teachific 
expertise by encouraging thern to 
utilise locally available resources. 

ý pack aims to encourage a local 
loyalty to the New Art Gallery, Walsall 
which may also involve a growing 
sense of pride and involvement in the 
regeneration ol Walsall, which aims, o 
achieve a re-imagining of the area by 
local youngsters, rethinking the older 
in-, age of Walsall and starting to think 
of it as a town that also welcomes 
culture, leisure and toLrism. 

We hope that the Inspiring CreativiLy 
-)ack will: 

increase the use by schools c, 
the work, in the Garman Ryan 
Collection to deliver the Arl and 
Design curriculum 

increase the use of the gallery by 
schools (this may include first- 
time visits or more regular visits 
by schools that have used it in the 
past) 

increase visils to the gallery by 
school children in their own firne 
(this may be to seek out selected 
works studied at school) 

" encourage a better understanding 
by gallery staff of the needs of 
teachers (and their need to follow 
schemes of work) 

" appreciation and recognition by 
schools of the value of the width 
and the range of opportunities 
offered by the collection for use in 
delivering the art curriculum 

" offer opportunities to display 
and print out images of artworks 
from the Garman Ryan Collection 
in classes, via computers and 
interactive whiteboards 

offer oppo,, tunities to share, crea!;; ve 
ideas and good practice with 
other teachers using compute, 
technology, raising the proi i; e a! t 
in the schools through generating 
positive links and feedback itorn 
pupils and staff alke 

provýde opportunities for the gallýe,, )/ 
to record and publicise lesser 
known items in the collection 
through having all the col; ection 
pholographed in digital form (which 
it has not had to fund and does not 
have to pay to use and reproduce). 

The website MI develop resources 
for teachers using the New Art Gallery 
Collections to inspire and stimulaLe 
young people in the Borough of 
Walsall, 

We are welcoming feedback from 
teachers about the uses they have 
made of the collections and aim to 
display the work of pupils in a virtual 
gallery for Walsall Schools. 

So we hope you will scan or 
, photograph your pupils'work and 
send it in to the welosite based around 
'Inspiring Creativity' when it is online 
next spring. 

Art Gallery Walsall in the near Uure 
and colleagues will be very welcome 
to come along. I will be there and the 
New Art Gallery Education team will 
be available to discuss any projects 
or visits you may want to r-nake in the 
tuture. 
Contact: Chris Lee 
Castle Scliod 
01922 710129 

"HARE z 
A fun day for families vvas 
held at The Crossing at 
St Paulls, Darwall Street, 
Walsall, on Saturday 13th 
November to learn about 
Share. 

The evoit hýid lots of activities 

staged, such as puppet making, s 
k'nex. womathet-apy, nail aft, ljidiýin 
head massage, Spaceman Sid 

action songs, magician, face 
painting and henna. Lots of goody' , 
bags wore given out on the day. 

Share is a nationa! ptoject which 
is Offoreý to iniant, pfirnary at id 
secondary schools. Many Walsall 
schools are involved in S)hiiroand 
know of the ptoject. We hope 
to attract families to come and 
see the sort of activifies. that are 
on of ler and hope theywill take 
the opportunity to join in. Mwiy 
pa,, eqts want to help their child at 
hurne but are no', almiys su re the 
best way of going about it. Share 
supports parents and gives thern 
the guidance and knowlOdgý,, to 
cieate and plan activities, 
for their child that are fun for b0th. 

The Badger is a logo of the 
Share work andtl iore was a 

programme is recommended hy 
the National Grid for Learning ýýis 
an effective nnnthod of s uppol hig 

U()l I'li 111 it lit )1[ u! lorate'. 

ta(l Jane Deakin for ii iote (o 
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1 cj', 2 4 74 R 

ft 

vA I' I )r, I ii j, iý, I it -i , 1' -1 ýý f" -, ý, 



Chris Lee - onaage mecting -- Ikon Gallery -I O'h Decenihcr 2 004 

I am an art teacher at Castle School, Walsall - an all age special school for pupils 
with moderate learning difficulties. As part of a college course I Ilave produced a 
book that reflects my interest in the crelative tllirl'ES that arc possible -when different 

organisations work together. This is reflected in the partnerships between tile school 
and our local art oallerv and my work with Creailve Partncrý, hlps ilial brinL,., ý lm. miicr 
creative professionals with schools. 

1,, ýsprýng 
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All art oo-orchnaiors I., i \\ ý,, Isal iI L\ il,, r. -celved a copy of thc nc\\ I 
handbook 'Inspiring Creativiýv through the Garman Ryan Collection tit the, 'Vew 

. -Irt Gallery Halsall'. 

This was be sent out by the New Art Gallery Walsall. It is a resource book for 
teachers using the Garman Ryan Collectioii alid the Ncw Art Gallery Walsall as a 
source of inspiration for the delivery of the QCA National Curriculum 2000 art 
schemes of work. The pack comes complete w3th a CID of the all the artworks in 11-ic 
Garman Ryan Collection for use with Key Stage 1 -33 pupils aiid will be supported, ill 
the near fuiure, b-v a related website. I 
I have developed the book over the last fe,, v years with help and support fl-on] J0 
Digger, the curator of the collection, and PIchard Marsden, Who is the IT Schools 
Resource Officer from Education Walsall, who has created the CD. 

The pack is intended to help teachers to work independently With groups of studCiltS 
combining the resources of the gallery with the 27 Ail and Design units of tile 
National Curriculum. The book part of the pack is designed for use exclusively by 
teachers of art, and for the most part, those xorkmo in Walsall schools. This Is 
reflected both in both the language and the subj LD ject matter 

Chris Lee engage 10/12/04 



'o-ordinators-, vvrimary (, -., Conference News 
March 2005 

Conference Agenda 

Morning 
Coffee 

> 9.15 Introductions, 
Overview, Resources 

9.45 News Brief 

> 10.00 ICT in Primary 
Schools from a Secondary 
SchoolTeacher's 
Viewpoint 

> 10.15 ICT in Maths 

); > 10.40 Coffee 

> 11.00 Inspiring Creativity 

> 11.30 Boys' Literacy and 
ICT 

> 12.00 Lunch in the Small 
Hall 

There will be representatives from publishers and companies that distribute 
interactive whiteboards in the Small Hall. They will be keen to demonstrate 
their products during the lunchtime. 
The afternoon workshops are informal. If you feel that further discussion with 
the representatives would be beneficial, you are welcome complete your 
discussions and join us for the final sessions in Room A3 at 2.15. 

Afternoon 

1.15 Optional Sessions 
> Inspiring Creativity 

Workshop 

or 

2.00 Coffee 

> 2.15 Easiteach Geography 
and Games 

> 2Animate Workshop 

or 

> Fun with Digital Media 

> 2.45 ICT Awards and 
NAACErnark 



'Inspiring Creativity: Creating Edge Effects through 

Partnerships with Museums, Galleries 

and Arts Practitioners' 

Appendix 7 

Using 'Inspirin g Creativity' 

0 Article about Creative Partnerships drumming project - being taken Into 

other schools (November 2004) 

0 Fax re. events including 'Inspiring Creativity' at the New Art Gallery (April 
2005) 

0 Email from the New Art Gallery re. haikus (April 2005) 

0 Letter and planning notes re. Introduction of 'Inspiring Creativity' resource 
book and website for Creativity Arts Week at Edgar Stammers Primary 
School (April 2005) 
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ý, U R' 12,510 CY ýZ ýý j: 
The development of co-operairve skilfs 
and the ability to appreciate and celebratL 
differences, are essential as more and mof 
pupilc are educated if, mainstream schoois. 
The need to ensure that all pupils feel 

welcome and safe in their schools and that 
teachers feel comfortable and capable of 
meeting ihe educational and social needs 
of their pupik was identified as a priorrty 
and as an area that special school staff 
could assist their mainstream colleagues. 

l'-DRU? 4MflWp; Is SIREAT - 
-17 PUTS EVERMED-NEE ON A, 

V El Lp LIA Ycl-jll 3 F! E LD -A 

Ell 10, ý'XIGRýAoll: 
An initiative was established between a special 
school and four mainstream schools which 
entailed pupils and teachers working together 
lo learn from each other. Due to its impact on 
aýl concerned the initial project was 
esiablished as a partnership between the 
ý, pc-dal school and two mainstream schools. 

P: ý[, ils from years 5 and 6 at Castle School are 
r, ov, tauoht for half a day a week with their 0 
mainstream peers, whidst teachers are working 
109cther on wayý of providirig moi-6 riclusive 

A SHARERBEAT 

teaching arid earmnS expE riences for a !I 
pupils. Invaluable opportunities are provided 
for creative approaches, reflection and 
problem solving whilst they tackle the delivery 
of a more inclusive curriculum that also leads 
directly to professional development. 

Pupils have shared lessons in PSHE, science, 
R. E., I. C. T and design and technology lessons, 
but the highlight of this years work has been 
the music lessons 
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44 

0 

DS IS I ýl 

Further funding from Ci-eative Partnerships 
enabled pupils from the special school to 
make a record of their story through 

ll b ble l 'it s wi now ea ý-)togaphs and film. Pupi 
with i d exper ences share their learning an 

J, ! Iier schools, through visits and confei-ences. 

"fl-i'EY'VE HELPED US rný"E- IAUSIvi-A' NS 

JuuJ, u 

N 

AW - 

ý. pported by 

(-,,: ýtivp PartnershiiDs 

7- 

A. -1, African drumming group called 'Drum 

ýcve' had beef working with pupils at Castie 
school for about twelve months and this Aork 
'-, ad a dramatic impact in the school. The 
pupils had been having weekly lessons and 
-A become experts in their own right. 
Funding was sought from Crealive 
Pa, tneýslhi 

, Ds to enable the pupils who were 
now the experts to take 'their' di-i-imming 
c, roup into the mainstream school to share 

thei, friends. Funding was also made 
ývai! abie to enable the teachers to plan the 
scheme of work together to ensure that 
lessons were accessible for all pupils and met 
ýhe demands of the National Curriculum, as 
wall as building in opportunities for the 

-f cn-nne. ative -kihsý 

FEEL FP. MSTIC 

Drum Love then spent eight lessons with each 
class facilitating the pupils from tile special 
school to become the teachers amon-, their 
mainstream peers. The work ended in a 
celeLration to which parents and friends were 
invited and was aq showcase for the 
collaborative work. A day was also spent on 
C@nnock Chase, providing the pupils with the 
OPPOrtunily to gain inspiration from the 
natural environment. Pupils from both schools 
also tool, their newly formed drumming group 
into a further two mainstream schools to 
share the results of their partnership. 

An important PaFt of the work was an 
evaluation day that gave the pupils the 

opportunity to reflect on their learning and 
the value of their experiences. Individual 
interviews with pupils were carried out and 
questionnaires completed by their teachers. 

\T/ 
; s-i JJ . j" iT 

Castle School Curýclý ýý- ý'ý ulO, , cr)ý,! !ý ýi Le" ý, Castle School stucients 
uistit School: Ot922 -, /10'2ý Pý, Ft, -, ersi, ps Crcatýve Friend - Peppy Hills 

--9 wd shýmq. tý, th, j, t-, _, j 
-1, 



Documcm crcaic4 on WOWS a 15: 53 

URGENT FAX MESSAGE 

TO: Walsall CPD - PDP Co-Ordinators 

Professional Development Placements for Teachers - 
Learning/Teacher Support Assistants & Learning Mentors 

FROM: 

DATE: 

TOTAL PAGES: 

MESSAGE: 

Ron Betts 

14 ýh April 2005 

2 

Special Focus - ART 

Art Gallery Walsall, 

1 rr4t- C- 

Aki#6-cg 9goce-re 

Please find details regarding three exciting opportualfle5 which are being held at the Art Gallery Walsall. 

It is possible for stiff to attend More than one, If 2ppropriate, please 
discuss any events, or book direct on : 01922 654 400 

, get in touch with Sarah Csimphell to 

Kind regards - 
R4)n Betts 

YOU can also Contafame On-rbe-ttskwalsallebP. co. uk-TFL 01922 424200-Fax-01922 424243 

Tat, 41922424206 F*x. 0192242420 

E-Mail; into(dwalambp. 04,4ju 



i ri%Ä" j. , 

4t 

SPecial Events for Teachers 
These evenis are a care opportunity tor you to Visit the exhibition in the company of other teachers 
and Gallery edocaflon staff, You will take away ideas and practical approanhes that you can use in 
the classroom and on future iisits to the Gallery. 

Booking is essential as only 15 places are available at each evept Tea and coffee will be 
provided. Please, phone 01922 654 400 to book your place. 

Tour of Hýw Locke 
Thursday 12 May 
4.00prn - 5-OOpm 
Children vill be inspired aid delighted by the vibrant and accessibie work in the Hew Lod. e 
exhiNtion, showing from 29 April - 26 June 2DO5. Joh) Exhibitions Curator Emily Marsden to 
explore the work and ýck up your free 7eachers'Pack. 

Babind the Scenes at the New Art Oallery 
Tuesday 14 June 
4,00prn - 5,00pm 
The New Art Ga4ery- Walsall is a unique building you will certainly have seen and may have visited 
rnarýy times. Rob Allen, Facilities Manager will give you an 'amess, all areas' tour revealing what 
happens behirld 11he exhibition spaces. 

Discover. Conternporary Art 
Wodnesday 13 July 
4.00pm - 5.00pm 
Flaying the Discovery Galleys popular actvities and games introdoces Oildren to images and 
ideas Vorn British Contemporary Ail. Leaming More about the worý on display will enhance your 
pupils'visits and Improve classroom work, With Simon Redgrave and Sarah Campbell. 

Supporting Your Teaching 
The gallery has a broad ra%e of educational resources available to teachers, all free of Charge, 
including, 

ý Fri5ky Family Tralls 2&3 
wnched last year, these trails can be photompled and custornised for your visit Just ask to 

ýe sent a copy wilth your confirmation booking form. 
; Inspirino Creativity 
his resource is filled With practical bps on planning a visit to the Garman Ryan Collection and 

includes a CO Rom of all 367 objects - ida-ad for pre- or post-visit activities. If you haven't yet 
received your copy, let us know. 
* "The Box" 
A new resDurce for KS2 and 3 ready for use during your gallery Visit. 'The 13OX"cWtains 
beautifully crafted objects and reproductions of artworks torn the Garman Ryan 
Collection. A paper pack can be borrowed to prepare for yourvisit. 

Mew Locke Teachers' Pack ýhen 
you book a visit, we will send out a teachers' Pack, filled with useful Information and 

activities to encourage pupils' exploration of the exhibition. You can also pick up a pack at the 
Special Event for Teachers on 14 June (see above). 

Tel: 01922 424200 Fax: 01972 424243 
email: WoQvoI5oIlebP-co-vk www. wolrcll&bp. co. uk 

MAC4 MUNTRY 
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From Digger lo <digged@walsall. gov. uk> 
Sent 08 April 2005 14: 06: 58 

To "Richard Marsden (E-mail)" 
<richard. marsden@we. serCO. COnI> 

CC: "Chris Lee (E-mail)" <chrislee48@hotmail. com> 
Subject haiku's 

41 Or I >( IM New Art Ga... I Un Inbox 

Hi Both 
This is a draft of a letter I've prepared to send out to schools 

regarding the proposed exhib in Arbo and here. I am not sure i've got the 
info on broad band right Richard? Can you check it for me please? chris are 
you happy about the samples I'm using and me telling teachers that some more 
info will be coming later. I could pull some thing together myself to offer 
them but would prefer to have some thing from the teacher who trialed it as 
I am less familiar with ways of generating literacy work than I am with ways 
of creating visual workl 

Many thanks 
Jo 

invitation to exhibit literacy work at The New Art Gallery Walsall and 
Walsall Illuminations 

Dear Teacher 
The New Art Gallery Walsall and Walsall illuminations are working 

with Walsall Education as part of the Year of Literacy to create exhibitions 
of poetry work based on the world famous Garman Ryan Collection which is 
housed in The New Art Gallery Walsall. 
The exhibitions will be displayed in the Walsall Arboretum this September as 
large-scale light works and in The Garman Ryan Gallery at The New Art 
Gallery from 7th Oct. other works will be on display at local libraries. 

We would like to invite you to work with your pupils to create Haiku's based 
on their own favourite artworks in the Garman Ryan Collection. A haiku is an 
ancient Japanese form of poetry in which the poet writes a three-line poem 
often taken from an experience of nature or landscape. In this case the 
selected artwork in the collection is intended to provide the initial 
stimulation for the poem. Teachers from Castle School, Walsall, have trailed 
the idea and their pupils have come up with these examples: - 

Painting by Lucian Freud - Portrait of Kitty 

Shutters on the house 
Sheltering me from evil 
waiting and praying 

And 

It's out there watching 
Waiting for me to come out 
I'm in here looking 

Page l'of 3 
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MNN Ilotmail - Message 

Painting by Ambrose McEvoy - The Letter 

Bad news in a note 
Boyfriend lost in the Great War 
Never to return 

And 

Words swim on the page 
Can't believe what she's reading 
How can it be so? 

You will be able to see the art works from the Garman Ryan Collection 
including these two by going to the Walsall Schools broadband at: - 
Primary. zone. Walsall. sch. uk/Garman Ryan or www. educationwalsall. com 
<http: //www. educationwalsall. com> or www. walsalleducation. org 
<http: //www. walsalleducation. org> 

? age 2 of ý 

Whilst I am sure that you and your pupils will be able to access the art 
works on broad band and on the www experience has shown that pupils get far 
more from an actual visit to the collection where they are able to select 
their own art work more easily and start using the visit to start gathering 
words for their Haiku from standing in front of the original art work. The 
reproductions on broadband then act as a aid memoir back at school to enable 
the work to be completed and a print of the artwork printed off to go along 
side of the poem for display purposes. 

I am enclosing information for booking schools visits to the gallery. Please 
do book in advance as the New Art gallery is very busy during the spring 
term and your proposed visit could easily clash with another school. 

You will find plenty of information on Haiku's on the Internet by typing 
Haiku into Google, including sites from schools that have worked on Haikus 
with their pupils. We are currently compiling a helpful work sheet on ways 
of approaching this project with your pupils. If you would like to have a 
copy please e-mail me on digged@walsall. gov. uk 
<rnafto: di1ged@wa1sa11. gov. uk> and I will be able to send it too you within 
the next week or ring 01922 654400 and leave your name and address and 
request and I will post it to you. 

The closing date for submissions is 25th June and we will be selecting the 
best works for the exhibitions 27 - 29th June. Please enter the Haiku and 
the name and title of the artwork in the Collection, which has inspired it. 
Please also enclose the name and year of the pupil or pupils who have 
written it and the name of the school and the class teacher who taught the 
pupils. 

Please send your submissions to me by 25th June: - 

JO Digger 
Collections Curator 
The New Art Gallery Walsall 
Gallery Square 
West Midlands 
WS1 8LG 

Jo Digger 01922 654428 
Collections Curator 
The New Art Gallery Walsall 

e) I Qý I Lb 41 IQ, I )< IM New Art Ga... I M3 Inbox 

http: llbylOlfd. b,, iyl0l. hotinail. msn. colnlcgi-binlgetmsg? msg=8298DDD4-E62F-4D8... 11/04/2005 
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Richard Marsden 

From: J Halil Ohalil@edgar-stam-j. walsall. sch. uk] 
Sent: 09 April 2005 10: 11 

To: Richard. Marsden@we. serco. com 
Cc: jananhalil@hotmaii. com 
Subject: Art INSET 18.04.05 

Richard, 

I spoke to you at the ICT co-ordinators conference. Are you still available to 
come into Edgar Stammers Junior School on the afternoon of 18th April 2005 for 
the Art INSET? It would be great if you could come in. I'll be able to be more 
specific on timings next week. 

I've added the INSET planner for a more general overview - it's still subject to 
change. I'm doing the Art INSET (it's my first INSET and I'm very nervousll! l). 
I plan to create a whole school art gallery that will be situated outside every 
classroom, in their corridor, so that children will be able to view their creations 
all around school. This gallery will be based on specific units from the QCA 
schemes of work and images taken from The New Walsall Art Gallery (every 
teacher has a photocopy of the 'Inspiring Creativity' resource book). 

What Id like you to do is delve into the New Walsall Art Gallery site as I've 
been unable to get familiar with it as I haven't been in school due to our Easter 
holiday. I'd like teachers to see what is on there and how to use all the short 
cuts and the site in general. This will help them to plan work during our creative 
arts week (20.06.05 - 24.06.05). 

In this we'll be doing music, art, dance, drama etc. At the end of it the gallery 
of children's work will be exhibited to parents in an assembly and of course we'll 
send you digital pictures of the creation process and final drawing and sculptures 
to go on the website. 

I do hope that you can still make it. 

Kind Regards, 

Jon Halil 

l'l1oA1, )oo, q 
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'Inspirinq Creativity' in 
Creative Arts Week 

By Janian HaIll 
With quest speaker 

Richard Marsden (ICT consultant) 

Overall A-r-t-INSET 0-biectives: 
c prer)irc and msý). rc rS2 
ý'f -c -coTc Triew owr 

ass qniler-yý 

wc-k mtl- No7, ona! 
culuir, and QCA c--ý 

ec7ýives Io plan a c-eatlw-, 
05, -i: 2-, -s week (2r, - 24.0- 

wdl link to the whole 
i-riculum. 

P 
A. i forniharise staff with o! l 

resources in school. 

raise the profke of QrT 
schoo!. 

OF 

'InsRil-inq_Creativity' th-rouqh The 
Garm-an Rycn Collection 

7he'inspirinq Crectivity' 
resource book and website 
if c powerful tool for 
-, )-nztitioners. 

-his resource combines the 
e., )rk of the Garman Pyan 
-Aection with the 

A-, S -, n f-, ... requirements of the art 
programmes of study 
provided by the National 
Curriculum 2000. 
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Cross -curricular links-to The 
Garman Ryon Collection. 

ICT - Pre-crected Excel sprecd sheet con be used 
as a database. 

History - Research periods in history e. a. a search 
on ancient history antiquities can be 6impleted 
and incorporated . into pionning, 

Geography - MoD of crtefccts linking the collection 
to specific locations. 

Literacy - Many of the images car, be used as 
in5, irctionol story start6rs vocabulary hunting 
tools and speaking and lisTeking oc-, ivities. 

Music - The Audio Network Pic has or, archive of 
copyright cleared music for use ir. school which 

car be used clonaside ari work. Pind it ot: 
hTTp sch uk L 

)tI (»00, ] 

Whet will 
- 
you be 

- 
doing during 

'Creative Arts Week? 

When teaching qrt during 'Creative 
Arts' week there are two dif f erent 
stances that con be taken. 

1. Extend your QCA unit of work by 
linking your art teaching to the 
Garman Ryan Collection and/or 

2. Trying something a little different 

_and out of the ordinary... 

Something a little different! 

5ome of the informotion used in the next 
series of slides hos been adopted from Gi les 
Hughes' notes from the 'Pow to be a brilli'ant 

art co -ordl'natorl course run by Pf L. 

iI! I(2OOt 
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IC) 

"Symbolism is the representation of 
something, usually immotericl, by a metter of 

obýect. ̀  

It car be introduced to children by poirting 
out examples of how symbols have been usec' 

by artists. 

cdb, &,,: II(1X5 

Symbol ism- resources 
Dcr, 'T waste time searching for posters'. 

There's loads of super websites where you car. 
obtain many pictures for free. 

1. Try the Wclscll 'Inspiring Creativity' CD- 
ROV, or siteý 

2. ý)ownioad pictures from the national 
go II ery site ý .., ýl-i-ll, _"Lqq. 

k Type in the 
name in the searck-ýool. 

BEWARE of copyright issuesIll 

M'.. : SU2OO, 

Using the National Gallery 
Website 

Log onto vjwK. nct, onoioohcy. co. uk 
Or the home pcge, on 'Gallery Home". 
Then cli ck on 'Collection" and go to 'Full Collection 
Index" 

Select the letter of the olphobel that I he artists nor-,, r 
begins with, try C for Caravaggio. 
Scroll down until you see the name of your chosen artist. 
Click on the thumbnail a-, ' the painting you wish to see and 
click on 'Image only" 
The painting may take a few minutes to download the 
first time you use the site. 
If you wish to select a close up view, click on "Zoom" 

- 
o9cin this may take a few minutes to download. 

- Use the red box to select the arec of the intirlp y" 
Ic ; a_ wish"'t1o en aroe, 
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