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Editorial

In these rapidly changing times, society is ever more oriented toward
informatization and plurality. Art educators are also dedicating efforts to seek
alternative mindsets and new forms to interact with society. | would like to
thank the many international art education specialists who contributed
fascinating viewpoints from various perspectives—social justice, hip-hop
culture, tools for assessment of visual communication, participatory arts,
integrated arts, and technology education—to provide both a conceptual and
practical reference for art education practitioners.

The scholars contributing to this issue of The International Journal of Art
Education include Dan Li and Xiaoyuan Xian from the U.S.A.; lldiké Biré from
Hungary; Andrea Karpati from Slovakia; and Teresa Torres de Ecga from
Portugal. Dan Li interviewed five art teachers currently working in elementary
and middle schools to learn about their in-class discussions of social justice
and strategies adopted to approach this topic. Xiaoyuan Xian explores ways
to make innovative teaching and learning tool of hip-hop art in order to
cultivate students' skills of critical thinking, creativity, communication, and
collaboration. The study by lldiké Biré and Andrea Karpati exemplifies a tool
for developmental assessment of visual art education, ultimately aimed at
understanding the visual communication skills of children aged 11-14 years
old. Teresa Torres de Ega offers thoughts on learning through participatory
arts: how participation and dialogue through artistic practice can foster
closeness with participants. Furthermore, the study discovered how time and
distance are necessary to gradually inspire respect in teacher-student
relationships founded on the basis of trust and companionship. The other
paper by Dan Li deals with integrated arts and technology education. It
provides a glimpse on how hero stories made by using free digital art
software can foster students' storytelling, creativity, and problem-solving
abilities.
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As we go to press, | would like to express my special gratitude to the
director and staff of the National Taiwan Arts Education Center for their
continued support as well as give thanks to each participant for their
contributions. Their effort and dedication is nothing short of amazing. We
hope that this issue will continue to inspire minds and generate support
among people from all walks of life while serving to encourage more diverse
international exchanges in art education. Furthermore, we look forward to
receiving continued feedback and support of the Journal from our readers
and those involved in academia.

Sincerely,
Fu Ju Yang
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Social-Justice Art-Education from sodaustcs
a Teacher’s Perspective rom  Toncr
Dan Li

Art Education Academic Specialist
Michigan State University
E-mail: lidan7@msu.edu

Abstract

Facing different issues of social justice happening in students’ daily lives,
art educators have been exploring how to integrate these issues of social
justice into art classes. To guide students to discuss various social justice
issues, art educators have introduced different theories in social justice art
education. The main purpose of this article was to explore art teachers’
perspectives regarding issues of social justice discussed in class, naming
what are the challenges and rewards of elementary school and secondary
school art teachers after bearing issues of social justice to art education in
schools. At the beginning of this article, | reviewed several key concepts of
art education on social justice. | then described and analyzed art teachers’
perspectives of art education on issues of social justice. This article could
provide several insights regarding planning and implementing education on
social issues of social justice in art education at K-12 schools.

Keywords: Art Education on Social Justice, Oppression, Critical Thinking,
Elementary and Secondary Art Education, Case Study
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Introduction

Although there is an emphasis on teaching visual culture (Duncum,
2002; Freedman, 2000; Freedman & Stuhr, 2004) and incorporating issues
of social justice into art classes (Dewhurst, 2010; Duncum, 2011; Hanley,
Sheppard, Noblit, & Barone, 2013), several art teachers still insist on art
elements and design principals in class. Erickson and Hales (2014) noted
that many high school art curricula still emphasizes art elements and design
principles according to state visual arts standards. Although the elements
and principles are important in the contemporary artwork, contemporary art
focuses more on the communication or expression of an idea. Meanwhile,
according to Carpenter and Tavin, the art education curriculum is shifting
from “[t]raditional modes of artmaking to a more critical, socially responsible,
historical, political, and self-reflexive engagement with art and visual culture”
(as cited in Graham, 2012, p. 7). However, Graham (2012) mentioned that
high school art teachers concern the following questions:

What works of art, media, or ideas will inspire their students to more fully
develop their own artistic potential and critically engage with contemporary
art and culture? What artifacts of art, visual culture, or material culture
should be included and how can these artifacts be connected to students'

interests (p. 7)?

Social-justice art-education encourages art teachers to bring issues of
social justice into art classes and discuss these issues with their students in
order to foster students' critical thinking with the goal of creating a just
society. Art teachers can design several prompts for students to discuss
social justice issues, such as gender, race, and, class issues, in art classes.
After students finish the discussion session, teachers can ask students to
present their perspectives through art-making. According to Quinn, Ploof,
and Hochtritt (2012), social-justice art-education emphasizes the context
(the teacher and students' surroundings), contemporary art (current forms
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and perspectives) and critical social issues (justice-related concerns). In  Social-Justice
other words, social-justice art-education focuses on how creativity and 2:::?2:;;3
education can promote social change. Moreover, Holt (2012) states that the ~ FersPectve
connection between social perspectives and art education has a long history.
Issues of social justice in the contemporary arena of art education include art
education and democracy, gender, sexuality, race, class, and ethnicity.

In this article, with the aim of bridging the gap between theory and
practices in social justice art education, | interviewed five in-service art
teachers to explore their perspectives regarding how they discuss issues of
social justice in art classes. This article provides several insights regarding
the challenges and rewards of integrating issues of social justice into the
class. To start, | reviewed the literature regarding art education on social
justice. Five elementary and secondary art teachers’ perspectives regarding
social-justice art-education would be provided at the end of the article.

Art Education on Social Justice

To discuss the significance of the social justice-based art education
curriculum, it is necessary to understand the definition of social justice. Bell
and Desai (2014a) argued that social justice strongly connects with the
theories of indigenous epistemologies, critical race theories, and global
feminisms since “Each of these theoretical orientations offers a critical
stance from the margin ways of understanding social reality” (p. 2). Bell and
Desai (2014a) reminded us that there are many ways to challenge
oppression.

Some theorists focus more on understanding and revealing social structures.
Others highlight the role of culture and identity for understanding and
challenging oppression. Still other writers and activists concentrate on the
ways in which language reveals social practices and social structures
embedded in everyday discourses (p. 2).
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Griffin (1997) pointed out different forms of oppression such as racism,
sexism, classism, heterosexism, antisemitism, ableism, and ageism. They
mentioned that each form of oppression has an agent and target social
groups. Here, agent groups mean "a group of people with greater access to
social power and privilege based upon their membership in their social
group” (Griffin, 1997, p. 73). In contrast, the agent group refers to "groups
whose access to social power is limited or denied" (Griffin, 1997, p. 73). For
example, in racism, the agent group is Whites, and target groups are Blacks,
Latinos, Asians, Native Americans, and Biracial People.

Understanding different forms of oppression can help art teachers to
identify the significance of discussing issues of social justice in class. One of
the main purposes of social justice education is to foster students’ critical
thinking so that they have the ability to challenge the oppression in their lives.
Art educators have been exploring different approaches to incorporate
issues of social justice into art classes to fulfill one of the functions in art
education that is to foster critical thinking. As Quinn, Ploof, and Hochtritt
(2012) mentioned, educators, like Dewey (1934) and Greene (1995), had
pointed out the significance of arts in social change.

Drawing on the perspectives from Young (1990) and Fraser (1997),
Quinn, Ploof, and Hochtritt (2012) argued that “Working for social justice
through education and other ways requires attention to the complex contexts
of people’s lives, and then engaged responses aimed at change” (p. xxi).
Linking social justice education in art classes, Darts (2006) was aware of the
importance of socially engaged art education. He realized that the function of
art education is not just to produce artistic objects with the emphasis on
learning “materials, techniques and objects.” Instead, the ideal art class,
according to Darts (2006) should focus on “concepts, problems, and ideas”
(p. 7). Darts (2006) further articulated his perspective regarding a meaningful
art class which is “Focusing the curriculum around the visual cultures of
students’ everyday lives, engaging them directly in the planning, teaching,
and evaluation processes, and connecting visual culture and artists to larger
social and cultural issues” (p. 10). Thus, Darts (2006) recommended art
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teachers can introduce different socially engaged artists in the high school  Secial-Justice
art curriculum, assisting students to understand “The social power of art and 2:::?2:;;3
to begin challenging disenfranchised notions of the social and political roles ~ FersPectve

of artists in contemporary society” (p. 7). Desai and Chalmers (2007)

encouraged art teachers to use socially engaged arts in social justice art

curricula. The significance of incorporating socially engaged arts could be

shown as follows:

Socially engaged art may not directly foster social change, but it does seek
to generate dialogue about social and political issues. This kind of art
requires an interrogation of not how we make art, but our long held
aesthetic beliefs and ways of looking at art (p. 9).

Desai and Chalmers (2007) also listed a series of issues of social justice
that are appropriate to discuss in a high school art class such as

[ TH

“colonization and imperialism,” “identity (migration, displacement, and

” o« ” o« LI

marginalization),” “environmental issues,
“HIV AIDS and the body,” and “homeless issues.” However, the
phenomenon of overemphasizing art skill training in preservice art education
programs still exists. As Desai (2010) stated, preservice art education
programs mainly focus on “Art education methods, aesthetics, child and

adolescent developmental, and art history”, but these curricula “provide little

gender issues,” “globalization,”

room for socially relevant content and remain virtually unchanged” (p. 174). It
is necessary to clarify the significant contribution of adopting social
justice-based art curricula in schools. Quinn, Ploof, and Hochtritt (2012)
pointed out that social-justice art-education links with “social
reconstructionist,” “multicultural,” and “critical art education” as well as
“social justice movements including feminism, lesbian and gay liberation,
and disability rights” (p. xxi). Derby (2011) reminded us of disability issues
from the perspective of social justice and diversity. Derby (2011) argued that
we should understand disability “in terms of social justice and diversity”, and
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noted that “disability is not an inherently biological condition, but a result of
disabling environments” (p. 96).

The rationale of social-justice art-education is built on the foundation of
social justice education. Social-justice art-education emphasizes art as a
pathway to express a desire for establishing a just and democratic world
(Dewhurst, 2014; Marit, 2010; Quinn, Ploof, & Hochtritt, 2012). “Artwork that
addresses or attempts to directly affect social injustice has been called by
many names, among them, activist art, community-based arts, public art, art
for social change, theater of the oppressed, art for democracy, community
cultural development, and most recently, social practice art” (Dewhurst, 2014,
p.7). Art education on social justice is rooted in a social justice perspective,
for social justice perspective regarding education "[cJompels us to challenge
educational common sense and to ask important questions about why we do
the things we do in schools and who benefits from them" (Hytten, 20086, p.
223).

Art education on social justice emphasizes taking an inquisitive
approach to empower students, preparing students to actively uncover
unjust issues in society. Greene as cited in Dewhurt (2011) remarked that
critical questions can be used to “C+[c]larify what is cloudy, reveal what is
mysterious or hidden, raise alternative possibilities, and challenge what may
be assumed as truth” (Dewhurst, 2011, p. 371). In the meanwhile, Collanus
and Heinonen (2012) proposed teachers to guide students to question
taken-for-granted concepts. A powerful process for challenging hegemonic
discourse was suggested that teachers view art-making as an exploring
process to take issues with the taken-for-granted concepts, then deconstruct
the concepts, and finally interpret the concepts in new ways. Personally, |
assumed the essential part of the art curriculum regarding social justice
should provide students an opportunity to challenge oppression and
dominant discourse through a series of classroom activities such as
discussion, art-making, and field trips. Teachers should foster students’
critical thinking, raise students’ consciousness, and encourage students to
reconstruct a just society. Contemporary works of art out of the socially
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engaged artists in classes can inspire students to disuses unjust and i:tc?;::;tll:s
prejudices in society. In terms of the topics discussed in a social justice art  from a Teacher's
class, | argued that the topics of issues of social justice can be very broad. ~ FersPectve
However, teachers should also bear in mind that no matter what topics they

choose, they should dedicate themselves to fostering students’ critical

thinking and the ability to question unjust issues.
Discussing Issues of Social Justice in Art Classes

There have been growing research interests in social-justice
art-education in K-12 schools. | reviewed some case studies in social
justice-based art education in the following session. Fostering students'
confidence at risk is one of the important duties in social justice art education.
Davidson (2010) explored the idea of using documentary photography to
bring real-world experiences into classrooms and to deconstruct
stereotypical images of minority groups. Davidson taught fourth-graders to
use cameras to document their families and their communities. In this
process, students learned how to develop black and white photos, turn these
images into personal stories, and create handmade books and self-portraits.
Davidson (2010) pointed out that "[t]he images and stories created by project
participants often provide a dramatic contrast to stereotypical
representations of minority, immigrant, economically disadvantaged, or other
marginalized communities" (p. 106). As Davidson firmly reported, teaching
photography in conjunction with creative writing and oral histories enables
young people to bring their personal stories, histories, and real-world
experiences into classrooms.

To increase students’ confidence, Galloway, Scriven, and Potts (2010)
designed a three-year project that extended the whole learning period of a
middle school. In the project, teachers encouraged middle-school students
to write about their lives and used their writings as a basis for stage
performance. To enrich their performances, teachers led students to explore
dance, music, and visual arts. Galloway, Scriven, and Potts (2010) found
that audiences, including teachers, school and district administrators, local
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dignitaries, children from other classes, and family members, affirmed
students’ achievements. Finally, it was noticed that the project fostered
students’ confidence through exhibiting their arts, doing performances, and
interacting with their peers in classes.

Cornelius, Sherow, and Carpenter (2010) offered an instructional resource
after discussing the importance of water in human life through a series of
examples of contemporary art and visual culture. They recommended students
to “[e]xamine, experience, and construct interconnections among social,
cultural, environmental, health, and other issues related to water” (p. 26).

The above case studies in social justice-based art curricula showed that
some art teachers encouraged students to bring their personal experience
into classes and not to disrupt the narrative description of marginalized
communities. Some art teachers encouraged students to tell their life stories
as a base for stage performance to increase students’ confidence. Other art
educators advocated discussing the issues of water in the art class. These
social justice art curricula are to build a connection between students’ life
experiences and art classes, to foster students’ critical thinking and to
promote a just society through different art-making.

Art Teachers’ Perspectives on Art Education on Social Justice

In this study, | began a case study to explore five art teachers’
perspectives regarding discussing issues of social justice in art classes. This
case study was conducted in a large urban city located in the southwestern
part of the United States. The data was collected from semi-structured
interviews with five art teachers and one focus group interview. Purpose
sampling was used in this study. The findings of this research could provide
useful information regarding possible contents in the social justice art
curriculum, the benefits and challenges of discussing issues of social justice
in art classes, as well as various resources of designing social justice art
curricula.
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Participants and Sampling Social-Justice
Art-Education

o ) from a Teacher’s
A purposive sampling method was used to select the participants. Five  Perspective

art teachers were invited to conduct the interviews to see whether they took
the issues of social justice into their art classes including curriculum design
and implementation. Five art teachers’ profiles could be found in the
following table (Table 1).

Table 1 Participating Art Teachers’ Profiles (Note: Teachers’ names are pseudonyms in

this study)
School Type Name Ethnicity Student Population
High School Alma Caucasian Hispanic and African American
Middle School Ava White African-American, Hispanic and

Latino, Asian, and White

Elementary School Emily African American Hispanic

African-American, Hispanic and

K-12 Schools Kala Asian American Latino, Asian, and White

African-American, Hispanic and
Latino, Asian, and White, while

Middle School Olivia African American Indian and Asian populations are
slightly higher than the other
ethnicities

Social-justice art-education in Schools

In this session, | addressed two questions. First, what could be the
possible topics in social justice art education? Second, how did the teachers
design a social justice art curriculum? Overall, the findings showed that art
teachers had discussed different issues of social justice in the art class and
they designed social-justice art-education curricula based on students' life
experiences, heritages, and cultures.

Discussing different kinds of Issues of Social Justice in art classes.
The study found that three participating art teachers had discussed
different issues of social justice in art classes such as race, gender, sexual
orientation, religion, poverty, socioeconomic backgrounds, drug abuse,
employment/unemployment, environmental issues, food production, the
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opportunity to access to education, teacher shortage, lack of resources,
multiculturalism, homelessness, unequal distribution of wealth, and
immigrant child. One art teacher interviewed mentioned that although she
did not discuss issues of social justice in the art class since her school and
parents did not support teachers to discuss these issues, she did discuss
issues of social justice with individual students or in a small group. For
instance, after knowing some of her students were part of the street gangs,
she started a private conversation with students and offered several possible
solutions for them.

Many scholars reported the importance of discussing issues of social
justice in art classes. Knight (2013) stated that “If all learners (regardless of
race, gender, gender identity and expression, sexual orientation, class,
dis(ability), language, age, nationality, or religion) are to receive an equitable
education, then art teachers, among others, must be prepared to teach for
social justice” (p. 28). Carlisle, Jackson, and George (2006) defined social
justice education as “[tlhe conscious and reflective blend of content and
process intended to enhance equality across multiple social identity groups
(e.g., race, class, gender, sexual orientation, ability), foster critical
perspectives, and promote social action” (p. 57). This meant that the
emphasis on social justice in education is to increase the access equality
education for all people and to develop students’ critical thinking.
Felleman-Fattal (2017) acknowledged that arts are a powerful way to
discuss social justice issues. As Felleman-Fattal argued, the "expressive
communicative role of the arts as a way to see, confront, and ameliorate
inequities in social justice" (p. 69). Katz-Buonincontro (2018) also
encouraged art teachers to integrate issues of social justice into art classes
to improve the well-being of local communities. Katz-Buonincontro (2018)
added the following description

A curriculum that integrates ‘“creative agency” with social justice
perspectives would focus not only on the individual student’s capacity to
express ideas freely through the medium of art and design but how those
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ideas could work to enhance the lives and well-being of local communities ~ Social-Justice
Art-Education

(p- 36). from a Teacher’s
Perspective

In this study, | found that the participating art teachers showed
commitment to equality and just society through discussing different issues
of social justice inside or outside the class. In art education, Dewhurst (2010)
reported that issues of social justice can be very broad to the extent that as
long as teachers engage students in knowledge construction, critical thinking,
and taking action, all of these activities are counted as social justice art
curricula. As Dewhurst (2010) described,

While people often assume that social-justice art-education must be based
on controversial or overly political issues (i.e. race, violence, discrimination,
etc.), this is not always the case. Rather, as long as the process of making
art offers participants a way to construct knowledge, critically analyze an
idea, and take action in the world, then they are engaged in a practice of

social justice artmaking (p. 8).

This point was supported by Hochtritt, Ahlschwede, Halsey-Dutton,
Fiesel, Chevalier, Miller, and Farrar (2018), who argued that public
pedagogy and social justice is “[rlooted in people’s experiences; it is a
process of reflection and action together; and it seeks to dismantle systems
of inequality to create a more humane society” (p. 296). Specifically,
Felleman-Fattal (2017) argued teachers can choose age-appropriate
children books to help young children to discuss issues of social justice such
as “[c]hild labor, universal literacy, racism, water and air pollution, climate
change, deforestation, refugees and immigration, war, hunger, and global
health” (p. 66). Thus, | argued that the topics of social-justice art-education
can be very broad, and the main purpose of social-justice art-education is to
foster students to be able to critically analyze different issues of social justice
and express their perspectives to decrease unjust issues in society thtough
art-making.
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The differences between social justice art education and social
Studies education. Since there are a lot of similarities between
social-justice art-education and social studies education, | further discussed
differences between social-justice art-education and social studies education
with three art teachers in this case study.

Although there is a high possibility of integrating social studies
education into art classes, art educators argue that there are a lot of
differences between social studies education and social justice art education.
Anderson and Milbrandt (2005) pointed out the importance of teaching art
techniques in the “art for life curriculum,” because it could help students
better express their ideas. Anderson and Milbrandt (2005) explained,

In order to express themselves through art, students must have physical art
skills as well as clear concepts and emotions they want to express. Skill is
at the heart of making art and is integral to art for life. Clumsy, unskilled art
won’t communicate anything, no matter how good the idea behind it may
be. The difference between art for life and approaches based on the
elements and principles of design or media is that skills become the means
to the end rather than the end itself (p. 10-11).

Teaching art skills is an essential part of the "art for life curriculum”,
because it can assist students to transfer their perspectives into visual
images. Alazmi (2017) mentioned the importance of art-making in a social
justice art class. As she elaborated on this point,

One of the most powerful features of social justice art reflection is that it
makes students in charge of their own learning. The student begins by
discussing the inquiry and bringing attention to the problem. Then, the
student must think about how to transform one or more aspects of the
problem in visual form. As they strive to transform their ideas into aesthetic
terms, it becomes a critical moment for rethinking the problem and
attempting to find a solution through art making (p. 20).

INJAE18.20NTAEC 2020



The International Journal of Arts Education

One of the differences between social-justice art-education and social  Secial-Justice
studies education is that art-making is an integrated part of social justice art 2:::?2:;;3
education. This point was supported by the findings in this study, where | PersPectve
found that three participating art teachers, who discussed issues of social
justice in art classes, had integrated art-making in class to foster students'
critical thinking. Additionally, as the interviewed teachers argued, arts
represent the artist's points of view and teachers have a responsibility to
discuss ideas presented in the works of art with their students.

Designing student-centered social justice art curricula. In this study,
| found that the participating art teachers, who have discussed issues of
social justice in art classes, designed the curricula related to their students’
lives. For example, Alma discussed the proposed border wall between
Mexico and the United States in art classes since the majority of her
students were Hispanic. Additionally, due to the fact that some of her
students were refugees, Alma invited these students to create arts to
express their emotions regarding past experiences. Recently, Alma invited
her students to participate in a moral project for their communities, where
students explored different issues happening to their communities such as
abstract raining, shooting, stabbing, and hunger.

Another art teacher, Emily, designed social-justice art-education
curricula based on her students’ cultures and ethnicities. Since most of her
students were Hispanic and African American, she especially emphasized
the topic of multiculturalism in her classes. Ava, a middle school art teacher,
stated that the majority of students in her classes were Black. Therefore,
Black History Month became an important event in her art class. Moreover,
Emily had traveled several times to Mexico to learn Mexican cultures and
Spanish since most of her students were Hispanic. In order to prompt
students to be proud of their traditional cultures, Emily taught different
traditional Mexican arts which may not be as familiar to her students as to
their parents.

This study showed that the art teachers in this case implemented
social-justice art-education in art classes based on their students' cultures or
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life experiences. These art teachers characteristically reflected a culturally
responsive teacher. As Gay (2010) stated, “It [Culturally responsive teaching]
builds bridges of meaningfulness between home and school experiences as
well as between academic abstractions and lived sociocultural realities. It
teaches students to know and praise their own and one another’s cultural
heritages” (p. 31-32). Acuff, Hirak, and Nangah (2012) incorporated
culturally responsive pedagogy in a History of Art Education course to
encourage students to actively and authentically engage in the course
content rather than passively learn the content. The culturally responsive
pedagogy erased the power of mainstream narratives that “use myths and
ideologies to sustain a sanitized version of history” (p. 7).

Based on the framework of multilingualism and multiculturalism, Paris
(2012) stated“Culturally sustaining pedagogy seeks to perpetuate and
foster—to sustain—linguistic, literate, and cultural pluralism as part of the
democratic project of schooling” (p. 95). Furthermore, Paris and Alim (2014)
argued that the culturally sustaining pedagogy further expands the range of
asset pedagogies. As Paris and Alim (2014) pointed out,

The future of CSP [culturally sustaining pedagogy] must extend the
previous visions of asset pedagogies by demanding explicitly pluralist
outcomes that are not centered on White, middle-class, monolingual, and

monocultural norms of educational achievement (p.95).

The findings in this study proved consistent with previous studies
regarding student-centered social justice art curriculum that aims to
empower students (Andrews 2017; Arlington, 2018; Bell & Desai, 2014b;
Ciampaglia & Richardson, 2017). In terms of guiding students in discussing
issues of social justice in art classes, many educators stress that the topics
should be concerned about students’ lives. Dewhurst (2010) offered her
opinions about different pedagogies used in social justice art education.
Dewhurst suggested that “Educators should develop lesson plans and
activities that encourage learners to reflect on their own identities,
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experiences, and interests to help them identify project topics that are  Secial-Justice
meaningful and rooted in students’ own lives” (p. 10). Thus, designing the 2:::?2:;;3
student-centered social justice curriculum help students to connect different ~ PersPectve
issues of social justice with their lives and to reflect their assumptions.
The art teachers in this case study showed that they were sensitive to
students' cultural heritages and life experiences. For example, teachers
discussed the proposed wall between the United States and Mexico, the
plight of refugees, different multicultural festivals such as the Black History
Month as well as multicultural arts such as Mexican arts in the class, all of
which were linked with students' life experiences and cultures.
Fostering critical thinking ability. In addition, to be a culturally
responsive teacher, seeking to foster students’ critical thinking is an
important element in a social justice art class. Broome, Pereira, and
Anderson (2018) argued that the process of critical thinking should include
“analysis, synthesis, judgment, and reflection.” Stewart (2012) emphasized
the purpose of social-justice art-education is to bring inequality issues
happening in communities into art classes and guide students to critically
examine these inequality issues. Therefore, it is clear to see that fostering
students’ critical thinking is one of the most essential tasks in social justice
art education.
The art teachers in this case study mentioned that the art room was a
safe place for students to express their thoughts through art-makings. This
point was supported by Kay and Arnold (2014). As Kay and Arnold (2014)
pointed out,

The art classroom provides a safe forum for expression, for raising
awareness of what is appropriate speech and behavior, for realizing the
consequences of words and actions, for collaboration on a project, and for
reflecting together on the finished product(s) and the experience. (p. 36)

Also, students could discuss how artists made art to give voices to the
marginalized groups in society. What followed were several art teachers’
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teaching strategies for fostering students' critical thinking in the art class.
One teacher mentioned that she engaged her students to discuss different
issues of social justice through reading articles at the beginning of the class.
She then introduced a street artist, Shepard Fairey, to discuss anti-violence
with her students. Another art teacher discussed issues of equality, gender,
and socioeconomic backgrounds in Black History Month. She introduced
Black artists like Kehinde Wiley in class, hoping to diverse students’ learning
experiences through introducing different non-traditional western arts.
Teachers also dedicated their time to helping students tell the differences
between commercial and traditional Halloween by bringing traditional
customs of Halloween to the class. The learning outcomes shown in social
justice art classes proved positive. As one of the teachers in the interview
commented, after discussing issues of social justice in class, she saw
students become more respectful and open-minded in class.

Although three art teachers in the interview had tried to discuss different
issues of social justice in art classes, they reported that it was difficult to
discuss issues of homosexuality and gender in class. They felt that parents
might not support them to discuss these topics in class, and that students
showed negative attitudes in these issues because of family education,
religions, and cultures. Besides gender issues, the interviewees also
mentioned that the race issue was a tough topic. Another two participating
art teachers who did not discuss issues of social justice with students
mentioned that they did not think parents and school administrators would
support teachers discuss social justice topics in class too much.

Although two art teachers in the case study did not discuss issues of
social justice in art classes, they did discuss student-centered issues of
social justice outside of the classroom with small groups of students. Olivia
mentioned that she liked to learn what students saw and how they felt
about events happening to their lives. Olivia did these through small group
conversations outside of the class, where she was willing to offer different
solutions for students to solve their problems.
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Experiencing Social-justice art-education in Art Education Method Perspective

Courses

Providing preservice art teachers more opportunities to experience
social justice from art curricula can increase teachers’ confidence and
willingness to discuss issues of social justice in art classes. For example, art
education methods courses can clarify the purpose of social justice art
education. Specifically, the main purpose of social-justice art-education is to
cultivate students to be an informed citizen in society. It encourages students
to be aware of different issues happening in their communities and to
critically analyze these issues. Additionally, it provides an opportunity for
students to express their viewpoints through art-makings, where students
can provide possible solutions to raise audiences’ awareness of the issues.
As Taylor and Carpenter (2013) stated,

Social-justice art-education requires an awareness of contemporary and
local issues, combined with a sense of civic duty for the greater good. It
also requires an ability to make interdisciplinary connections, and an
understanding that such work is simultaneously pragmatic and symbolic.
Artists, educators, students, and viewers implicated in such work must be
willing to develop a level of comfort in working with unconventional media;
a desire to analyze situations in order to propose solutions; and a sense of
wonder, imagination, and possibilities (pp. 126-127).

Several approaches are proposed by different scholars to help teachers
address issues of social justice in art classes. By guiding teachers to use
three key big ideas: “personal, critical, and activist issues” (Ploof & Hochtritt,
2018, p. 39) in a professional development workshop, Ploof and Hochtritt
(2018) found that teachers feel more confident to design social-justice
art-education through a collaborative way. Specifically, to the following
issues such as “How is the project grounded in the lived experience ?” and
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“How has the power of political, socioeconomic, and cultural influences
shaped the situation and why?” (p. 39), campaigners of issues would
emphasize “What creative opportunities for resistance are possible that
could result in both personal and social change?” (p. 39). Similarly, Alazmi
(2017) proposed teachers consider three aspects, namely “the artist,” “the
artwork,” and “the audience,” to critique social justice arts. Here, “The artist”
means exploring the goal of creating the social justice art; “the artwork”
focuses on discussing the quality of social justice art; “the audience”
emphasizes analyzing how the artist engages the audience with their social
justice arts.

While three art teachers in this case discussed different issues of social
justice in class, they reported that gender and racial issues were difficult
topics in their social justice art curricula. Thus, it is necessary to provide
preservice teachers with opportunities to design social justice lesson plans
to increase their comfort level to discuss issues of social justice in their future
classes. It is understandable that discussing issues of social justice in art
classes is challenging. As Shields (2017) pointed out, preservice teacher
education programs must provide “opportunities for students to hone and
develop the skills necessary to enact critical pedagogical practices” (p. 23).
Without this effort, preservice teachers cannot feel more confident to deal
with these difficult topics in their teaching career.

Getting Support from School Administrators and Parents

Getting support from school administrators and parents is important
since it can make the implementation of social-justice art-education easier.
To achieve this goal, art teachers can establish an online learning platform to
share students’ pieces of artworks+ done in social justice art class as well as
to post the purposes of the class so that school administrators and parents
can better understand the learning outcome of the social justice art class.
Besides sharing the course objectives of the social justice art class and
having students’ artwork online, art teachers can invite parents to participate
in various social justice art projects. Through participating in art projects in
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person, parents can have an opportunity to experience and understand how  Social-Justice
social justice art projects can foster children’s critical thinking and creative 2:::?2:;;3
deconstruction skills. Finally, if resources are available, art teachers can ~ "ersPectve
invite parents to participate in a social justice art workshop with their children
in a Saturday art class, an after-school program, or the school open day, all
of which can provide parents more information about the purposes of
integrating issues of social justice into art classes.
In terms of getting support from schools, art teachers can consider
inviting their principals and colleagues to observe their social justice art
classes so that they can have a better understanding of the importance of
discussing issues of social justice in art classes. Finally, art teachers can
invite other teachers to collaboratively design social justice art curricula,
providing other teachers with an opportunity to learn that visual arts can be a
subject used to foster students’ critical thinking. This opportunity can also
change some teachers’ perceptions regarding the function of art classes as
art for art's sake.

Conclusions

Social-justice art-education foster students’ critical thinking, helping
them analyze different unjust social issues existing in our daily life. Critical
pedagogies provide a foundation to assist teachers to discuss issues of
social justice in classes. EI-Amin and Cohen (2018) recommended museum
educators to use critical pedagogies to guide students in analysis of
artwork. Specifically, educators should draw students’ attention to artwork
created by artists of color and provide students opportunities to criticize
artwork that misrepresent racialized/ethnic groups. Rao and Pfeiler-Wunder
(2018) argued that in social-justice art-education classrooms, teachers
should provide students tremendous opportunities to discuss privilege and
implicit bias, critically analyze various texts in popular culture, and bring
actions into classrooms.

This was a case study, in which | conducted interviews with five
in-service art teachers working in different elementary and secondary
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schools in a large urban city located in the southwestern part of the United
States. The purpose of this article was to explore their perspectives
regarding discussing issues of social justice in art classes. Specifically, the
study sought to lay bare what issues of social justice art teachers discussed
in art classes and what strategies they used to discuss these social justice
issues. The findings showed that three out of the five art teachers in this
case discussed issues of social justice in art classes. Two out of the five of
them did not, but they discussed issues of social justice outside of the art
class with students either through a small group discussion during the
lunchtime or in other classes. Additionally, the findings showed that art
teachers in the interview felt challenged to discuss several issues of social
justice such as gender and racial issues in class. These teachers also
reported that the perspectives of school administrators and parents
regarding social justice art curricula influenced whether they would like to
discuss these topics in art classes.

The findings of this study could only represent five participating art
teachers’ perspectives about discussing issues of social justice in art classes.
However, their perspectives could not been taken as representative.
despite this article did provide some useful information for teachers who
wish to take issues of social justice into the class. The K-12 art curriculum
designers can find insightful information regarding implementing
social-justice art-education in class and teachers' concerns regarding topics
selection so that they develop age-appropriate curricula.
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Derby (2011 ) HIR{iit /A Z8t @ BEVERI A - MR MR LI AL
i - Derby (2011) ZZEAHMMAE [ Lt 6 E S50t 6% HEVERD RS | 2238
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VR > Wi FR T TR0 E S AE K AE A BT » TR BRI 5 g%ﬁ_jiﬁi%
BEREEFTER ) (p.96)

it € [E BB B E AR - FTERL & ERAE IR F o & ER
BfirEE R > B RINE LG » BEEERERAR - FH - BE -
= E ( Dewhurst, 2014; Marit, 2010; Quinn, Ploof, & Hochtritt, 2012 ) -
MRSl (E o > BAEERE ~ A BB Pk g N AR > B
LIRS TITE R BTl - it m Bl - A IEESlr ~ g E - ZBEE
B ~ RAEALElr ~ itlmSba#g g - DUhmaanint & Eig2ify ) ( Dewhurst,
2014, p. 7) o i€ ERAVEBERER T & ERIETE > KSB0E tHR
it @ e MEE R EE F i - R EEER > AR EERE
PR A E B SF IR LB - DU R (e 24 1 (Hytten, 2006, p. 223 ) -

it & IE BB E R LGS T BT AERIRe ST - REEEE T
B dint & LAY AL o WA Dewhurt (2011) 5[ Greene EUELFTIL -
A R RE AT DU 2R T VS MRS BRI ~ i BB iR ~ SR
RTRENE - I HPkEZ B A EFERIRIE ) ( Dewhurst, 2011, p. 371) o
[F]l# » Collanus F[1 Heinonen (2012 ) HIZEERZAN A 85225 B TR & IR
e e e o IREH A - HIAHE Y —E Pk fEaR L ( hegemonic
discourse ) FJEHEEFE - I BT B E AR PR » S EE DL
B R RERACETIEHE > R iptE e L GRS - ML XA Tk - &
FENGEE SRR R A g E R EE R T - JERE S — R YR E
TEE) (FIAEEE ~ BEE ~ PAMEER ) > EEEIREEE RS o SR PRER
RSB N E Gt - Bl ER S A PIEZRE ) - BEEBENE
a0 N SN ER A FE N IERE € o BRAL LAYt & 2 BB SR P AIVERY L2
ity > °T LABURN 2 A SR it €N AN BLR R o BT & [F FREfr 3R o iy [
s amrERE > EE AHTRH o e IEFRAVEREA K BLIE T B2 o [FIRFEEN
[EREE » MEEmEE R - BERBUIRS R B E R ) o BE A
NARI B RELEE -

EEMRE CFmULEESR

A FIRFEbA G REE K12 SR B2 int & IE R 2 EE - 82 P
FOSCEAE SR T RN & R B BRI =B - 2R ERMNE
& » et G ERBHMAEHUEEE(E - Davidson (2010) FEHAA&MEMEE -
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%

TEZEMERFR BT
ZIERZMIE

AL B R B E R OURE R ABCE » A RS D B T A2 K
F14R - Davidson ilfi 558 VY55 22 A (o B FEBRGC 8% 5 B Sz Bt [ o i
B BA—0FEg TR ARE e LEE K > AT
THELE B - Davidson (2010) $5H| I #2882 fr 8l (E HIZRATEZ BT
3o ROE B DR - B2 R KBS R B SR LR ZIIRIE R 25
FERCERE S AR ) (p. 106) < #R4E Davidson [ /€ [HI#HfG R » 1F
B E G S AR B LU Tt - fEE R RS & sz
JiE 5 R SRR e o AR o

BT iIREEAERIE L » Galloway ~ Scriven F[1 Potts (2010 ) #iE| 7 F5HA
SR E > s ESRREARRIREE T LIE R o R ERTEE
HER R R O ARG R > DM MR E R AR > ZHERE - BT
BE BRI BRI R PR SRS R 2l - Galloway -
Scriven F1 Potts (2010 ) #3i » B4 MRUIRZEBERITE € » ESBER TS
Ehl - BREETHRAE ~ EEE A+ - HMPHRIIEE - BERA
o AR - ERNERAE A T2 AERNB IR ~ SR AR R 2
EEPE R ERAGE I Bl o N H AR & T EAERIE O -

Cornelius ~ Sherow f[] Carpenter (2010 ) %8 — i 51 {C 2y B &
SALRIHEA > Eam K E AR RGP EEE % - R TR BUERE
itk o (MR IR B T fEmt ar ~ Sofb ~ BRER - (R ER B EL /K I FHRAGRRE Z ]
i ~ el T AEH AR ) (p.26) o

AT 2 AR AR I 7 - Bl S Ce Bl B S 22 AR e &
FBaT GRS AR R AR RSN - thA SeE i Biag
BER ARG DA SRS G REEERE  ETE EE EEE’JE{:,
L o HAhEE B E K A E R AL 2 firaf ot b —0Faam /K & IR 0 R RE S Pk B o
FRAYmt & IE SR AL ElE@i%ﬁié’j@ﬂﬁ#ﬁ%ﬁgﬁigﬁh%iE’]$BE%§J1?§’
FELS RS AEMAIRZRES)  MEENRZMEIE - (EEGEBA AT
MR &

EITPETHRH B EREMBENEE

FZERIE - S eI T T R BIHTE - PRET T2 B A A 2 e R
b AT IR AR (BRI o EBIRHZERIE THAL - & SEB P Bl
—EARA T o P PSR B R RIS B S T A ES O B A ) A e A Ak B — R

3

il
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By IER © FIFEERA T ILEHER (purpose sampling ) 7k o EFERUEESLT  EHTERad
REFRUE T HLLH FHE Y > B ST & E R BRI RE N - TEElriRa b -

A amIT & (F 2R B - DU BLULAR Bt & (E MR n & AN F &

U -

SEREFMBERO

(EFALE IR - SRS EE o MREES T M B E TR - FEIL
AR AL M@ 77 ¥ ek & IE A A R AE - BRI aRE T B T - PRI
TR 2R E N ERE (R 1) -

# 1 ZENBRBEEARR (G : FHRHFrEREm L ERts)

B e i B R

B bl #3515 IR A FI R EIER REBIA

B A HA FERRBA ~ PIEEAR R R R ~ sl A~ BA
IR BHE HEEEEA  HEE

K-12 B4 FHi mEEBA  JEEEBIA - PR R ERE sl BA
FERRBIA ~ PHAERALSER ~ B A

i WAIERT  FERRBIN et o gy AT B RO R RS
BN ERBITHE

AEATRES T RAERIRE o 55— - it & IE R B BT Al skl £ 2 55
= B A AR A & IR AR 2 B S o R R R
B e SRR B3R E N R HmE & 28R - M AR A As A
B~ AL - ARE i E R BB ERE -
FEBRERE _EATa & it G IERMIRE - e 3 - S B Fen e B -
B =G AR B A AR Rk & 2R - G AR ~ PERT ~ PR
6]~ SR8 BT b e RS R - SRV e/ IREERE Rk
7 ZEERE - ZhERE - BREZ - Zoost ~ R - W E SRR
B BRE - A2 M RE] - g eSS MERE At g R 2
DK Ry ER M L ER A SR R i N ST Rp R T HEBSE 5 T 3 » (ELAth e B 5 A B
B2 B/ MR @ i o IR AR o B0 - BEER B CA AN T HEE
IR Z 1% > MhGHAG S ER A TRLGKES » A R 5 — 2R nl GERUMEIR JT I -
AP B TR IR BHRR & LR aRnt & IR R HE N - Knight (2013 ) 5 -
MMEfBEER - FrAHIERAE (NG AR ~ PR ~ MR8 R ~ PREE ~ R - 58
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TEZEMERFR BT
ZIERZMIE

TR ~ GBS ~ il ~ BIFEEURE) SEZ 2 A RMPFEIEE » HELiE
B ZATER » A LEE EB RS 2B S it & AR E ) (p.
28) - Carlisle ~ Jackson F[] George (2006 ) it & FHBAEEERE [ HE
i~ BRI AR BLERE RG> HoR BRIt Erag R A ( HIanfEi -
P~ T ~ PEEIED ~ BEST ) PRI » DURES BRI - Rt 7))
(p.57) < HUHRER » TEREHIBLIANL @ IER - 2R THIMATE AR
FHEIES - W HEMEEAHPIEEEE ] - Felleman-Fattal (2017 ) [Al£x
HBEAE] - BEIFHE BT IR @ ARSI 13218 - I5h Felleman-Fattal
ttE—2 Fik « T8GRI - ] DI Esiss ~ W - @it g%
APREREBIITR2—1 (p. 69) - Katz-Buonincontro (2018 ) th5%J&f2kfiy
0T 5 T 7 IF 35 00 A0 AR o 02 DT 5% 05 SO0 R R P00 R R 2 4
Katz-Buonincontro (2018 ) HiffFc N4tk

A TR EMAE ) S E KRB > AR EMAG S AR
WAL R A R ER B RS > R RSB TRIE
WAL oy & Fdgak (p.36) -

T CHART 2 F B > 2 BN e B i B & R A e SR aam R R it
GEHRRE > FHEHREPE - EARMTGRE - E80EE HH
Dewhurst (2010 ) o » it & (F 280 R & o] LAIER B2 - H BB AT
B BRGNS ~ AR B W REUTE) - BRI NGB 2 v] LISt & E
FEERAE - 1[A Dewhurst (2010 ) it :

% B F R LA E R BT 2R EAF R RSB E B
R (LRAEAME S B - BAKFBE) A AmBHRLHRA
gk o R 0 RBEMAMEBIARE T EHRmRN T T 58E 0 B
ARH| AT 2 oy Bl > A B E W RIKIATE » AR S H Ak iE
HARNALG IR KoY AT AME (p.8) -

Hochtritt ~ Ahlschwede - Halsey-Dutton ~ Fiesel ~ Chevalier ~ Miller ]

Farrar (2018 ) th3cRfE Mz - M -EiRASE T st & =28 TMRREPRA
HIREER - 38 e o8 M B TENH AR - Al A i R T & R R A B AN
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(e EE BRIt E 1 (p.296) - Hi 5.2 > Felleman-Fattal (2017) gg_jiﬁ%
BTN E R EE LY S EA BRI g e i rTE T %
i~ MR KB RZERITE  RIREHE - KGR - RAEER
B~ fLA - IR (p.66) o (KL > FEdmit & ERE B ERER
DB Iz » T ik € E BB B a1 £ R B IER R E A AUt erig it A1
SAREST > M HAARE 1B GEBIVFZE B B8R, > FEANG it & - romEmEAs
NIE °

it & IE R BT E Hit @8 E 2 M= R - Hbit & R B E i
it e B 2Bt ER S L2 » KIEEE FH Z B senséer » B=1(;
BB E— R T ik e R R B BE Wik et EE 2 [FHEE -

it G FCE B R R A B ariim A2 iR 2 BlrBE TIEE IR
B FraRunt et e s it & (E BB E 2 [MF 7% 25 - Anderson
F1 Milbrandt (2005 ) f&HIFE [ARIHESTERIE | P8I E i E R & 2
Bl LU BER A B e 3k B A5k - Anderson A1 Milbrandt (2005 ) &t :

A AR MER ML FROBARTERENER > THE
WA REAR - KRR IE S LRETEHERFT AT
Ry —3F - BHBESELE > WwREHFITRY > KA X IGEL
TG - EAFEBRFT Y AR ERBZYFH  E—5BF
BB ERFLE  REXREHOHE L BHRLITARY L8 o (pp.
10-11) -

BUBZERE )y T AT EIERAE ) AU - N e mI UGBS
BRASAUS GLRIER © Alazmi (2017 ) 32 1 2RI EAE & IR R EMERE N
EHEE - AN ER NG AR

HEEALMRBRA N/ — EATREAHNgTHEY
BAHAE o RIBIS 0 BFIR > B4 AR E AT RAE > 5l d
ARERAARY o B3F 0 P A LIATFAA AT R — R Z 8 g s i
AR EHXTAER - ALAR B EBRELEZPIHEZILR > &
ARG > S A TR TN BHEAE > $EREB LA
RERARFTE (p.20) -
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TR ET

R O T B A S G 2 A — - (e B A R o
R T ik (BB AN rT BB R R B o ATER TR ORS R FRE—h
EH YL - ZHFHFEH) (BB A S e i _E YT & B IER
PRI A T BT AIME - FEILRE BB A LRI RE ST - BEAL - IEANSZEASEAR
B o B CRERIEIR, - BiA & LR R E S TP PR IR A o

BET DB S ORI & IERBYTRE - [mE e > ISR E
flirdii b BRETT € IE ZAVBHT BT » WARBREE ARG T FHBRRIERAE - 1]
A - Fel R EE S e AR b S Am R B € AR SR S - (RS i BR e K%
BEL R R o ILYMb G #6724 B R 5 3 » DRI 8 18 2
B RIVERl - R EHE LSRR o Bl o Pl oS 8aE 24 2 e Hhiid [
WEERRAE - SRR AE PRt I b 3 2E A S FERTRE » At ~ R AR -

P (BT R RIS A A SO U RIS » 3REt 7 ik & I 28 254
HERIE o IR RS WU R S IR R 2 A - (st et RS
SRR UL R ERE o SRR h B AT - PE BRIV RSB EA -
(RIt - BB A5 H (Black History Month ) Bl it 4 fia 8 205 E) - Eot -
SRS % KA AR P A2 BV R S E RIS o 58 » (RIS At BR AR LUK 56
wES o 5 7 SEEE S B CRECU LRI 5 5% BEBACE RN E RS2
P EHE TR - S EEE R A B B RSB RE E T RELE AR 5
) E—{RR#E -

WHFeRE T » RABIPH I - GRS ARIBER AL RS b B A TR RS R - FE 25
e FE it G EREBIEE - 18 01 BE T BT AR IR S b lm] FE SRS
¥Eo [F4N Gay (2010) At » T szAb =] EHEE ( culturally responsive teaching )
TEREERIEAC R 2 [ - DU B R B E Ot & SR E 2 B E
BENGE - CTHOEEA T MBS 8t AFSULEE ) (pp.31-32) -
Acuff ~ Hirak {1 Nangah (2012) 7E&iffrZE s iffe s A S biol ESE: -
BRI R BN E S AR AR TS WEIEE N - U EREER
TR E - 38 H AR T I S A AT R S HE R SR FER 5

(p.7) o

Paris (2012) @IRIE%3E S T &R E L T L FHAVHNE » Farh Tk
TEHZ (culturally sustaining pedagogy ) <~ HRYJ » TEMMEEES ~ XF - X
{EZ e b S A B E R B REHEN—3R) (p.95) - HE
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Paris il Alim (2014) IESLABHIBHEE 5 IOCKRBUBOM - £ Gamss:
i Paris 1 Alim (2014) f5H - mEEE

CSP [XAbRFHE] R > L/BERPAEY SHRAKFTAR > AR
RUEREAGA S PEMSEZ - F—FXAE - XL HFT AR otk
Tabde R A AR Z A ImE: (p.95) -

B I ZERIAG 3 ATl 25 18 DL AR o vhu Rt €r (E SR B i iR A2 A
BRI FehG R - AN DUR 2246 IS HEZ ( Andrews 2017; Arlington, 2018; Bell
& Desai, 2014b; Ciampaglia & Richardson, 2017 ) o gf¥#fal{n[$5E A4 A2k
flraiat_LETamnt & b2 > FFBE LIFE R - w0 gL U I EEE A
FIEPR A% - Dewhurst (2010 ) #ffiAiit & [E 2840 B E A H BRI BB %
R T HOKIER - 1L > Dewhurst 38 [ #E TIEE LG C iR iE3 E 5
GH) > SRR B EH RS ) ~ AR B - B RS AT H B A4S
Bl HAIEEENEEF-E ) (p.10) o Kt » 3G DA ORI gk
At A DL B AR it e tE N RIERRE RS B B AR MR A BGR

A ZEPRRFE R AT BT > BURER B T B A R S (A B A S AR - A
A > ZA T TR b3 A 35 3 B AR P B 2 R B B R B - AR
RIEE ~ NEIIZ JeALETH (IR AR A ) ~ Z oo k&l (4 py a2l )
5o B AR DI AR A SRS SR o bR R 0, -

BB PIREZRES]  HIt - AHE RS BRSO BRI AT - mhAHE &
TEmt & EFEER A - BRI R4 P RE /] - Broome -~ Pereira I
Anderson (2018) ik » #LAIEFZHEREME S [ ~ 56 - A8 - )
B o Stewart (2012) G > it & ERBBMTEEIIRE > [ EEEREE
R R ANl [ ) 2 BN R A - i fi B A SR Fr L PIRE R A L fE AN L - R
R tRE RS H - R AEZ /)] » Bt E RSB BB R AR
IR 2 — o

IR TR Z A B B R 2] EMrEE T2 24 S i g F R
R 2250 - Kay f1 Amold (2014 ) [AIFE L FrEfamah - & Kay I
Arnold (2014 ) Z#FgH -
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TEZEMERFR BT
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RATHERMT 22 RREGREGPHT > 5P A E— S HBRATH
g TwAAT L RAERBE T BATEHPTERWMER ~ @SR
RRAE S 0 3t BB R B R AR AR e A5 (p.36) o

M H. » ZAE R A AR il S A I SRS - 18 LIS IRt S i
BERAE o MATBBI e 7 AR R BRI » AERHERE AR
HIHLPIEERETT - —(IEhTfRR] > MAERRE MG - Serl iR R CE - DIF]
RAEEHE A F AT & LR ARE R AR G o AR RIS B IH 5K Shepard
Fairey fILLfMH » FRELER A —[FIETam AT AR S B SITT RS » S — (2Bl g
RERIA TR AR H ) RUBE - SIEASE R ~ MR~ ik ErfE i S
o MAERRE o rAE Kehinde Wiley & XHfY M A 25frok - 77 2 #E N RIFFE
(PS5 2l - B R S R - A SRR BB B QR - (R
A B AT AR E S - B BRER L HERE R B 5 v S (L B 2 A B e e B
Bl - BT - EiC S UL & R BMPRE » R [ IETHIEEE ROR -
Hh— (R 23 AR - TERRE Eafamdnt & IEFRRE 2 1% - MhrE 7R
Frth BB R S S O RERERHIEE -

P ZEfAR BT BN S, T E R = (LG At B AE L fsR b A am & Mt & 1E
ol HMMHE S > [P AR R EE AR & b ERRaTa - MR85 -
KIALEFRIEMERE B S MHERRERE ~ 78 X
{LINFERUZE - E AR E MR R EmRERE - B 1 ERIRRE -
SRS TR R o N AR AR th R R B R ARG R o (ERR s A B AR
Al A i T RN 5 R (L2l B AR HE > AR MRIIHP] - SR BLERRS
EEWASREM RS EWIRRZ It & 1E% -

A SN R BURFT T 1) P 728 g B 52 A A SRR LB At At € 1R 22 (HARAM
B G REAERR S 2 I » Bl VR ER AR S i DUERAE R vhu Ot & TR 2855 BRI
AR g - MR E TR RN EEY) > DU B T A R S
Rz o SR b BRI R ) 5 @R B S M IV SRR 8 SL 381 - dtth
FEE RS AR AN FIRUBEIR 7% - BBhER R METRE -

EBMHE D ERETRER T ERBMHS
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BT ER AT BN PE (L 5 2 bRy - TR EMIER A Bt & IR 2 RES IR S igggﬁg
Al fE 2 flEs e - BRETit & IEZ0U(E O R B - (A » Bir s /7R 2 oy AR
Bt & (EBBE BT R ERM - EEMNE - it EREMBENLEEEN
TERREEE A B AEEE I & A R o B REEEI R4 s 2t [ A & A~
[FIRE » 0 DIHEPI A S T8 S fIRE » IHA)  ER AR R I T HR g » B3
flrgIfEZE 5 CRIEUES - SIS AR PR R RERAETR T % - R =2 A
REMIHSEARERE o IE40 Taylor £l Carpenter (2013) fffidt :

ﬁﬁiiﬁmﬁf ﬁﬂﬂ*kﬁ*%%Kﬁﬁ NEEE
R REE 0 ER R EIABAL o JLIPE Fﬂﬂkgg 7

ﬁﬂﬁ%kﬁlﬁ% ST AR R E I &ﬁlﬁﬁﬁﬁﬁﬁﬁ
R~ RELAEE - 24 - BRF > RLARE4ATE G £ LI G
BEOAE > MRS AT EAEER AR B BERSTE > EHAMHF TS
B AT aEM % E (pp. 126-127) -

BABRH RN TAFEN T BEIBETE R L it & E 2 o 7 —
B ESRITA € L > Ploof 1 Hochtritt (2018 ) 538 2liE ] —{ERHSEM =
SERES T{E A~ #E2 ~ 178 E 3508, ( Ploof & Hochtritt, 2018, p. 39) » iIfi
H BB NS S AR S A G DR E RNt & E R EEE - iR
&t o HEBNRER L SR & v RES M T YIRERE » (FI40 [ ERAZ A ] LLEFRS
RBaEIEE ) 2 e TBRG & ~ it ef&E & ~ UL ) - W B EIR S
Wl FTIE L (p.39) 2 5REE TP e erir RN LL B Bk - 1M E A A
OB B e E) ) (p. 39) 2 EAFIEGER > Alazmi (2017 ) FZREEETTEHLA]
il & 1F 2Rl 2 B R [R5 & — (g - JRBD T &gk ~ TEffra, ) ~ T#
o HLIEHY TElraR | R RRAGETT S E B : T &dirs, ) FE
TERTimnt € E R B E TR ) RIS iRk an ks [ A H
HAIERINL & EZBES T -

fE SR ST R ) = A B BT G TR LA am N R R € (E 3R AE » (At
HIEE > PER AR RRE > MR EETERT & (F R B L iR+ o
R BT SRR BT R (355 Tl € IE 28RS R A 328 - e CR At 58 DAy 8
Q@ﬂﬁ*%mﬁiiﬁﬁﬁfﬁa AT rr DUELRR » 7 AR LAt dmmnt € E

o FLELIEH T ME RIEE - 340 Shields (2017 ) Al » BERTEET BB RE -
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CHSEEEE AT AR IR RR L TRIRAE LRI T R R
: (p.23) MBS » BEAT BT eSS R e SRR B
& REA R -

FNBREEERBERRAISZFT

SRR L SR R RS R UM B B 2 - ByEiE kA Reffe it & 15
HEMAEEESER ~ Sk o B 7T HBLERAVEE - 2rBim- i YL
i EERE ARG S E AL IR R BRSBTS B - A
AR 5 - SRS P B R SRS — A0 RERRA i & IR 2R 2R aR AR
HIERE AR « B 1 7> St & IE R 2ER LR B AR - DURR bR B A RO 2SR
it B T DUER S RS B RN R it & IE SR B RIE 15 2 Bkl Al
18 » HAERE (SR DU BRI E At & [E 2R R A B R I A R
RESI LUK BT RRIERE ST - Bt » AERA RSTE IR » ZEAlr 0 ol URGEE R RALE
FNFEMER ~ BRINEEEERABAN H - LT[R S & IR & - 8
BRA G BYREF R R (I 5 2 FHRA A A - SR M MR S SRR AR A A & I3 273
5 ELIIRE ©

FEFEU T SCRe V518 » 08T o] LA e BER BR AR SR 2 B = E it &
IEFEEAR LR T - FERARATE — D B R A 2l AR AT [ BREnt & (LR =
T o Bt > Bl ] DGR EL B & (R 3G it & IR R 2R R - A
Bomieft P H ERRE - ISR LR 2 R s R R A P TS5 hE
16 (B SR S R LC B HIRRA ISR ERAGRR AR T [ Ry &ir )
HABFRIIIIGE -

Ha e

it & IEFREAE - B 7 ERARIPEERETT - BRI T H H A
HE e St & A IERTE - PP ZBERE AR BT TR 1 FErE - R Bh2n
fEafs: b atamitt € 1E 3% o EI-Amin fiI Cohen (2018 ) EGAMYIERITEE L
VR B HPIEBERE - S8R B E TR, - TAEREE - BF TIFEEE
AL [ BB (Tl o) Bl PERY (R il - 26 R AR fR ik - L
TR R e (e AU ZS 1 {E Y - Rao #l1 Pfeiler-Wunder (2018 ) £5% »
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(et G IERArA AR L BONERL eI E S g SRRt THI8R e
FIREMEAR L - PN AR TS E PR S R - MAE B R T

ZBIRFEIIE » FEERRK T EAERREE BT - b RS S Y g A
RISH AR NERFIHER o AR BAERS M ST A E 2EAaR 5 bt ammt & (E
[EIREHR: T A EERRIUEE - BRI S - el B R Bl Bl e it - 3dami
it & IE AR - DURAMBAMER AT 1 IR EE SR 2AGa i id SEakill » W Feis SREHT -
Z BRI FLOTERT BT - A = (TSRS SRR st A At & IR 28R - A RINL
ARG atamt  (HE LSRR DA T B L R - & R R T
2> BLERE SR & IR o IOt » B2 ek B B #E - A
i & 1E 2R R BIEEERR B L I ERRTa - BRIV R RGARE - 38 LBl &
T R B SRR & IR BRSO T I 2EARR
AT Em THRHER AR o

BF e REIR GRS BLEfaR B B > SR E R R Bt
G SRR 1A EEERAEREL - (22 - BIPSE R & IR AR BT
BENMS - MEEASCHEE TR 7R RRUEA - B RABETHIETE A B T ge
REMAVTTRE - K-12 SiriEaEtE - v DU Ee R - H i
it & IE B BEHIR A E AN » i ELIRARBET > £ REE A R LR > 1T
e 5d & finfJ AR -

INJAE18.20NTAEC 2020



BRI E 2T

TEZEMERFR BT
ZIERZMIE

SER

Acuff, J. B., Hirak, B., & Nangah, M. (2012). Dismantling a master narrative: Using culturally
responsive pedagogy to teach the history of art education. Art Education, 65(5), 6-10.
Alazmi, F. M. (2017). Art education as a means of promoting democracy: Preparing
pre-service art teachers for social justice education (Unpublished Doctoral dissertation).

The Florida State University, Florida.

Anderson, T., & Milbrandt, M. K. (2005). Art for life: Authentic instruction in art. New York, NY:
McGraw-Hill.

Andrews, M. E. (2017). Middle level multicultural/social-justice art-education curriculum
(Master thesis). Western Michigan University. Retrieved from https://scholarworks.
wmich.edu/cgi/viewcontent.cgi?referer=https://scholar.google.com/&httpsredir=1&article
=1916&context=masters_theses

Arlington, A. K. (2018). Power and control: Responding to social injustice with photographic
memes. Art Education, 71(6), 51-58.

Bell, A. B., & Desai D. (2014a). Imagining otherwise: connecting the arts and social justice to
envision and act for change. In A. B. Bell & D. Desai (Eds.), Social justice and the arts
(pp-1-9). London, UK: Routledge.

Bell, A. B., & Desai, D. (2014b). Social justice and the arts. London, UK: Routledge.

Broome, J., Pereira, A., & Anderson, T. (2018). Critical thinking: Art criticism as a tool for
analysing and evaluating art, instructional practices and social justice issues.
International Journal of Art & Design Education, 37(2), 265-276.

Carlisle, L. R., Jackson, B. W., & George, A. (2006). Principles of social justice education: The
social justice education in schools project. Equity & Excellence in Education, 39(1),
55-64.

Ciampaglia, S., & Richardson, K. (2017). The street arcade: Creating social justice
videogames as a platform for community dialogue. Art Education, 70(4), 17-20.

Collanus, M., & Heinonen, T. (2012). Arts making as an act of theory. In T. Quinn, J. Ploof, & L.
Hochtritt (Eds.), Art and social justice education: Culture as commons (pp. 83-88). New
York, NY: Routledge.

Cornelius, A., Sherow, E., & Carpenter, B. S. (2010). Water: Social issues and contemporary
art education. Art Education, 63(6), 25-32.

Darts, D. (2006). Art education for a change: Contemporary issues and the visual arts. Art
Education, 59(5), 6-12.

Davidson, M. (2010). Catching time: documentary photography and social reflection. In T.
Anderson, D. Gussak, K. K. Hallmark, & A. Paul (Eds.), Art education of social justice
(pp.105-113). Reston, VA: National Art Education Association.

Derby, J. (2011). Disability studies and art education. Studlies in Art Education, 52(2), 94-111.

Desai, D. (2010). Reflections on social justice art teacher education. In T. Anderson, K.
Khallmark, D. Gussack, K. K. Hallmark, & A. Paul (Eds.), Art education on social justice
(pp-172-178). Reston, VA: National Art Education Association.

INJAE18.20NTAEC 2020



The International Journal of Arts Education

Desai, D., & Chalmers, G. (2007). Notes for a dialogue on art education in critical times. Art M ERERRL B 1t
Education, 60(5), 6-12. EERZIMAE

Dewey, J. (1934). Art as experience. New York, NY: Minton, Balch, & Company.

Dewhurst, M. (2010). An inevitable question: Exploring the defining features of social justice
art education. Art Education, 63(5), 6-13.

Dewhurst, M. (2011). Where is the action? Three lenses to analyze social justice art education.
Equity & Excellence in Education, 44(3), 364-378.

Dewhurst, M. (2014). Social justice art: A framework for activist art pedagogy. Cambridge, MA:
Harvard Education.

Duncum, P. (2002). Visual culture art education: Why, what and how. International Journal of
Art & Design Education, 21(1), 14-23.

Duncum, P. (2011). Engaging public space: Art education pedagogies for social justice.
Equity & Excellence in Education, 44(3), 348-363.

El-Amin, A., & Cohen, C. (2018). Just representations: Using critical pedagogy in art
museums to foster student belonging. Art Education, 71(1), 8-11.

Erickson, M. M., & Hales, L. L. (2014). Teen artists: Impact of a contemporary art museum.
Studies in Art Education, 56(1), 412-425.

Felleman-Fattal, L. R. (2017). Action research in preservice teachers' arts-integration
pedagogies for social justice teaching and learning. Childhood Education, 93(1), 66-72.

Freedman, K. (2000). Social perspectives on art education in the US: Teaching visual culture
in a democracy. Studies in Art Education, 41(4), 314-329.

Freedman, K., & Stuhr, P. (2004). Curriculum change for the 21st century: Visual culture in art
education. In E. W. Eisner, & M. D. Day (Eds.), Handbook of research and policy in art
education (pp. 815-828). Reston, VA: National Art Education Association.

Galloway, T., Scriven, T., & Potts, |. (2010). Take me on a journey: Self-identity through the
arts. In T. Anderson, D. Gussak, K. K. Hallmark, & A. Paul (Eds.), Art education of social
Justice (pp-114-119). Reston, VA: National Art Education Association.

Gay, G. (2010). Culturally responsive teaching: Theory, research, and practice. New York, NY:
Teachers College Press.

Graham, M. A. (2012). Teaching conversations, contemporary art, and figure drawing. Art
Education, 65(3), 6-11.

Greene, M. (1995). Releasing the imagination: Essays on education, the arts, and social
change. San Francisco, CA: Jossey-Bass.

Griffin, P. (1997). Introductory module for the single issue courses. In M. Adams, L. A. Bell, &
P. Griffin (Eds.), Teaching for diversity and social justice (pp. 61-81). New York, NY:
Routledge.

Hanley, M. S., Sheppard, G. L., Noblit, G. W., & Barone, T. (2013). Introduction: culturally
relevant arts education on social justice. In M. S. Hanley, G. W. Noblit, G. L. Sheppard, &
T. Barone (Eds.), Culturally relevant arts education on social justice (pp. 15-26). New
York, NY: Routledge.

INJAE18.20NTAEC 2020



BRI E 2T

TEZEMERFR BT
ZIERZMIE

Hochtritt, L., Ahlschwede, W., Halsey-Dutton, B., Fiesel, L. M., Chevalier, L., Miller, T., &
Farrar, C. (2018). Public pedagogy and social justice in arts education. International
Journal of Art & Design Education, 37(2), 287-299.

Holt, A. (2012). Lowenfeld at Hampton (1939-1946): Empowerment, resistance, activism, and
pedagogy. Studies in Art Education, 54(1), 6-20.

Hytten, K. (2006). Education for social justice: Provocations and challenges. Educational
Theory, 56(2), 221-236.

Katz-Buonincontro, J. (2018). Creativity for whom? Art education in the age of creative
agency, decreased resources, and unequal art achievement outcomes. Art Education,
71(6), 34-37.

Kay, L., & Arnold, A. (2014). Order from chaos: An arts-based approach to counteract trauma
and violence. Art Education, 67(3), 31-36.

Knight, W. B. (2013). Moving beyond preparing just art teachers to preparing just art teachers:
Teacher education for equity and social justice. In C. Ballengee-Morris, & K. Tavin (Eds.),
Stand(ing) up, for a change: Voices of arts educators (pp. 28-35). Reston, VA: National
Art Education Association.

Marit, D. (2010). An inevitable question: Exploring the defining features of social justice art
education. Art Education. 63(5). 6-13.

Paris, D. (2012). Culturally sustaining pedagogy: A needed change in stance, terminology,
and practice. Educational Researcher, 41(3), 93-97.

Paris, D., & Alim, H. S. (2014). What are we seeking to sustain through culturally sustaining
pedagogy? A loving critique forward. Harvard Educational Review, 84(1), 85-100.

Ploof, J., & Hochtritt, L. (2018). Practicing social justice art education: Reclaiming our agency
through collective curriculum. Art Education, 71(1), 38-44.

Quinn, T. M., Ploof, J., & Hochtritt, L. J. (2012). Editors’ introduction. In T. M. Quinn, J. Ploof,
& L. J. Hochtritt (Eds.), Art and social justice education: Culture as commons (pp.
xviii-xxiii). New York, NY: Routledge.

Rao, S. S., & Pfeiler-Wunder, A. (2018). Intersections, identities, and the landscape of
preservice education. Art Education, 71(1), 32-37.

Shields, S. S. (2017). “We all walked through [it] together”: Reflections on the pulse nightclub
shooting. Art Education, 70(4), 23-28.

Stewart, E. O. (2012). Toward a democratic (art) education: A response to Michelle Kamhi. Art
Education, 65(3), 48-54.

Stuhr, P. (1994). Multicultural art education and social reconstruction. Studlies in Art Education,
35(3), 171-178.

Taylor, P. G. & Carpenter Il, B. S. (2013). Social justice art and pedagogy: Taking action
(Because it’s the right thing to do). In C. Ballengee-Morris, & K. Tavin (Eds.), Stand (ing)
up, for a change: Voices of arts educators (pp. 121-127). Reston, VA: National Art
Education Association.

INJAE18.20NTAEC 2020



The International Journal of Arts Education

Hip-Hop as a Pedagogical Toolin Art o,
Educatlon in Art Education

Xiaoyuan Xian

Doctoral student

University of Houston

E-mail: kxdesign@hotmail.com

Abstract

The purpose of the study is to investigate how a Hip-Hop art curriculum
as an innovative teaching and learning tool to inspire 21% century youth and
develop their skills of critical thinking, creativity, communication, and
collaboration. The conceptual foundation of his study bases on the critical
Hip-Hop pedagogy (CHHP), which is followed by a review of the Hip-Hop art
curriculum including its definition, historical inquiry, rationale, goal, and
implication for art education. Four recommendations have been provided for
the implementation and future development of the Hip-Hop art curriculum.
These include (1) school leader's support, (2) teacher autonomy, (3)
opportunities for in-service teachers to participate in local art programs, and
(4) a needs analysis of the Hip-Hop art curriculum in high school setting. The
researcher concludes that Critical consciousness, collaborative engagement,
creativity, and communicative approaches are all key factors of the Hip-Hop
instructional value to help 21% century youths. The Hip-Hop art curriculum
can build opportunities for students to find critical voices and free space for
artistic expression and creativity.

Keywords: Hip-Hop Pedagogy (HHP), Critical Hip-Hop Pedagogy, Hip-Hop
Art Curriculum, Common Core State Standard (CCSS)
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American schools today face the challenge from teachers, who want to
engage their students in critical, creative, and collaborative approaches to
learning. However the schools lack effective pedagogical tools. Standard
knowledge-based instruction to  evaluate students’ academic
accomplishment in the public education system may show that there are few
opportunities for teachers to implement innovative concepts or to apply
effective teaching strategies in curriculum designs and classroom activities.
Teachers need to create effective setting that supports classroom activities
for the students to learn from real-world and problem-based learning
experiences. They also need to align curricula within the state and district
learning framework and standard. Other requirements include shaping
collaborative classroom and school cultures; integrating critical skills
development with content learning; and implementing competency-based
assessment practices. Here, it may be suggestive to have a Hip-Hop art
curriculum as an innovative teaching and learning tool based on the tenets of
critical pedagogy and popular education theories and practices that may
reach students from all socio-economic sectors (Runell & Diaz, 2007). Today,
educators have emphasized that a Hip-Hop art curriculum as a pedagogical
discourse can aid the new-century youth to become more appreciative and
thoughtful learners, who are capable of changing the world around them
because of its enduring quality, accessibility, rich history, and universal
acceptance.

Hip-Hop is the mainstream popular culture among the youth worldwide.
It can be implemented through an art curriculum, which provide an
opportunity to inspire today’s youth to acquire academic and life skills.
Hip-Hop in fact has become a pedagogical method, a new engaging,
youth-based, and culturally relevant teaching tool.

There are worthy potentials when the Hip-Hop elements for classroom
teaching are in practice because Hip-Hop reflects youth attitudes, beliefs,
language, behavior patterns, and values around the world. By participating in
a Hip-Hop art curriculum, students can increase learning motivation and
build a healthy relationship with their teacher because they are engaged and
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willing to share what they think and feel during classroom activities. To some ;i;rg:;fg?:afmol
extent, the Hip-Hop art curriculum can make students excited about what  in Art Education
they are learning because it is closely related to their life experiences so that
a connection between academic study and the real world can be built.
Duncan-Andrade (2008) argues that creativity is essential in global
economy. Creative experiences in fact are part of the daily work life of
engineers, business managers, and designers. To succeed in the 21
century, American children will need to be inventive, resourceful, and
imaginative and to acquire the skills of innovative problem-solving and
collaborative teamwork. One of Hip-Hop elements, rapping for instance, can
improve students’ reading readiness and writing associated with music
rhythm. Research has shown that mastering musical notation helps students
succeed in math (Partnership for 21% Century Skills, 2006). Indeed, students’
experiences in the arts on their own are valuable and enliven other subjects’
learning, making them indispensable for a holistic education in the 21°
century.

Defining Hip-Hop

Hip-Hop originated in the postindustrial Bronx in the early 1970s as a
source of identity formation and social status for young Black and Latino
people (Chang, 2005; Raymond, 2003; Rose, 1994). Additionally, as Prier
and Beachum (2008) explain, “Hip-Hop’s broader historical origins are a
mixture of cultural and ethnic experiences, socio-economic influences, and
innovative artistic expression” (p. 521). Gilroy (1993) asserts that Hip-Hop
culture originates in the black Atlantic experience. Rose (1994) notes that
Hip-Hop culture found its origins in the post-industrial economy. In short,
Hip-Hop’s rhetorical vernacular and cultural aesthetic of artistic expression
emerged from the margins of economic and social decay (Prier & Beachum,
2008). There are therefore various definitions of Hip-Hop, such as the
postmodern one: “Hip-Hop is a paradigmatic instance, at once carnival and
contest, it is a cultural crossroads through which everyone passes” (Potter,
1995, p. 25). Ultimately, Hip-Hop is a culture with its system of shared
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beliefs, values, behaviors, and artifacts to communicate with the social world
(Williams, 2008). White and Cones (1999) note that “Hip-Hop is a catch-all
term for a contemporary, urban-centered youth lifestyle associated with
popular music, break dancing, certain dress and hairstyle, graffiti, and street
language” (p. 96).

Historical Background of Hip-Hop (Culture)

Potter (1995) states that the historical and social significances of
Hip-Hop tradition bridge “a sense of ancestral voices” and “a deeply
agonistic sense of social and verbal rivalry” (p. 28). With its two functions:
“‘motivated” (parodic and agonistic) and “unmotivated” (empathetic and
reverential)—are a point in constructing a linear history of Hip-Hop that are
continually working to articulate Hip-Hop’s musical and verbal texts and have
become gradually embedded in Hip-Hop’s history.

Hip-Hop can be traced to the Afro-Caribbean traditions of Jamaica,
which are the link between “identifiably African elements” and “European
musical conventions” (Potter, 1995). The connection between Hip-Hop and
Caribbean music is based on its musical identity. That is, the roots of rap can
be found in funk, soul, rhythm, and blues. It was practiced in Jamaica long
before it reached the South Bronx. Jamaicans began listening to U.S. radio
stations and liked the rhythmic and blues music from the 1940s to 1960s.
Although they could not afford expensive musical instruments, amplifiers,
and other sound equipment, some pioneers attended parties and played
over-amplified sound systems. The earlier Jamaican-produced records were
made by “subtly altering the rhythmic emphasis, flattening the jumping beat
into more of a shuffle, and intermixing the ‘burru’ rhythms” (Potter, 1995, p.
37). The rhythms then become Hip-Hop’s most substantial claim to a
connection with African roots. In a nutshell, Jamaican music is at the heart of
the Hip-Hop aesthetic and significantly influences Hip-Hop music.

Hip-Hop is more than a musical form. It has evolved into a cultural
phenomenon (Beachum, 2013). During the late 70s, Hip-Hop culture
developed into “an international phenomenon critically centered in youth
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popular culture” (Stoval, 2005, p. 585) and negotiated experiences of ;i;rg:;fg?csafmm
marginalization, brutality, and oppression. As a youth culture around the i Art Education
world, Hip-Hop incorporates the ideas of racial and ethnic experiences and is
embraced by youth as a means of expression and entertainment (Beachum,
2013; Raymond, 2003). Hip-Hop culture has captured the hearts and minds
of today’s urban youth. It is an essential pathway for understanding youth
struggles, realities, and possibilities. It can be found in messages and
images from different media, such as videos, the internet, and music. In the
1980s, KRS-One was the first of the Hip-Hop emcees who, with an
unquestioned connection to the streets, began to gain widespread
recognition. Hip-Hop began to attract nationwide attention when Russell

Simmons and Rick Rubin established Def Jam Records (Williams, 2008).
Hip-Hop in Art Education

Today, Hip-Hop has visibly emerged as the pedagogical discourse for
the new-century youth (Morrell & Duncan-Andrade, 2002), and it offers a
range of critical perspectives that are more culturally grounded than many of
those we have been used to today. Moreover, the idea of using Hip-Hop
elements in school-based interventions to explore students’ socio-cultural
context is innovative (Emdin, Adjapong, & Levy, 2016). Scholars recognized
Hip-Hop as a reaction to urban renewal projects, government cutbacks in
social services, and the removal of music and art programs from New York
City public schools (Chang, 2005; Rose, 1994; Stovall, 2006). Hip-Hop
culture is vital because educated urban youth transmit their attitudes through
it, resulting in a higher propensity to draw values from their communities,
families, religious institutions, and schools. Hip-Hop, in short, has been
recognized and adopted in the American education system.

What can Hip-Hop do concerning changes in education? Why is
Hip-Hop culture so appealing and how does it create meaning for today's art
education? Petchauer (2009) reviewed Hip-Hop educational research and
categorized it as relevant to the field of education in three distinct ways. First,
teachers can integrate Hip-Hop as a culturally responsive teaching approach
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in school curricula to empower marginalized groups, teach academic skills,
and educate students about new aspects of their life experience. Second,
Hip-Hop, as it exists as a form of artistic expression, can construct creative
practice through artistic learning and the youth today can therefore conceive
of themselves, others, and the world around them. Third, higher education
institutions worldwide, particularly in North America, are engaging with
Hip-Hop in an academically rigorous manner through courses, researches,
conferences, and symposia.

In recent years, educators have provided insight into the possibilities of
Hip-Hop culture as a legitimate area worth of academic inquiry, such as
using the disciplines of sociology, linguistics, cultural studies, curriculum
studies, and urban studies. To a certain extent, Hip-Hop has increasingly
become one of the most critical subjects of academic study and curriculum
innovation. Stovall (2006) states that Hip-Hop culture has introduced
educational relevance concerning empowering urban youth critical thinking
as a new and innovative way of learning. Hip-Hop culture today is further
infused with bravado, charisma, change, improvisation, creativity, and
resistance (Beachum, 2013). More specifically, “given the salience of
Hip-Hop culture in the lives of urban American youths, the educational
community has begun to pay considerable attention to the pedagogical
possibilities of Hip-Hop culture within formal schooling context” (Hill, 2009, p.
2).

Hip-Hop in educational research and practice involves a variety of
purposes. These purposes range from teaching academic work and
students’ intellectual engagement to critical literacies that have been broadly
emphasized as an educational program itself (Petchauer, 2009). Students
equipped with an innovative approach to artistic learning procedures can
engage themselves in culturally relevant practice even in out-of-school
contexts. The relevant practice includes ways of behaving, thinking,
speaking, believing, interacting, and valuing. Researches have implied that
students can feel engaged in the learning process when participating in a
curriculum inspired by Hip-Hop because they can identify links between their
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life experiences and academic literacy (Runell & Diaz, 2007). Through the ;i;rg:;fg?:afmol
Hip-Hop art curriculum, generally speaking, “students successfully i ArtEducation
demonstrated their ability to conclude, make inferences, identify stylistic

elements and literary devices, paraphrase, and clearly express ideas and

concepts” (Runell & Diaz, 2007, p. 21).

Bringing Hip-Hop into classroom activity is of immense educational
significance. First of all, the youths’ socio-cultural messages become part of
classroom learning, which can reflect a significant impact on youths’ future
success. Researchers have noted that students who have practiced in a
Hip-Hop art curriculum can reconstruct their thought processes when the
students define, identify, and respond to the problems based on their life
experiences. This ability is a form of critical consciousness, as outlined by
Freire (2002). Even though these messages seem too familiar to become a
reasonable interpretation, this could be a valuable way to help students feel
like they genuinely belong in school.

For those applying a Hip-Hop curriculum, they need to realize that to
have Hip-Hop as a powerful and meaningful pedagogical approach, teachers
and students must provide their critical perspectives on the messages
received and processed. For example, in Listen to Hip-Hop Raps and Writing
Activity, Hip-Hop elements are taken to help students identify new and
creative ways of talking about themselves. To develop student’s skills of
critical thinking, they have to be critical of the personal statement when it
comes to their life goals.

Critical Hip-Hop Pedagogy

In order to understand the definition of critical Hip-Hop pedagogy
(CHHP), there needs to distinguish from Hip-Hop pedagogy (HHP). HHP is
“the art and science of teaching using Hip-Hop sensibilities and cultural
capital such as Hip-Hop music and aesthetics in the classroom” (Jones,
2014, p. 33). HHP bases on a culturally relevant approach to engaging urban
youth in secondary or college courses (Ginwright, 2004). CHHP is “a theory
that applies critical pedagogy to Hip-Hop pedagogy” (Jones, 2014, p. 42). It
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combines critical race theory with Hip-Hop pedagogy in the classroom.
According to Akom (2009), CHHP is an alternative instructional strategy
draw on critical race theory (Jones, 2014; Solorzano & Bernal, 2001). The
educational purpose of CHHP is to provide an opportunity for prospective
teachers to re-examine their beliefs about social inequalities such as race,
class, and gender as they relate to Hip-Hop culture.

As Williams (2008) points out, “From its onset, Hip Hop has been
inextricably linked to critical thought” (Williams, 2008, p. 71). Stovall (2006)
states that Hip-Hop culture as a pedagogical practice operates at the
intersection of theoretical and practical application for urban youth in the
secondary curriculum. It has to be highlighted in that students are often
disempowered by the school system and do not have the chance to
construct their realities actively. As Williams (2008) states:

Hip Hop culture has been a space where the youth of today have come to
see themselves as subjects, found their and humanity, and created a place to
develop their critical consciousness through the engagement of humanizing
discourses (e.g., art, music, dance) (p. 72).

As a part of popular youth culture, Hip-Hop can be used to encourage
and engage those students who have to address educational, economic, and
socio-cultural issues before becoming intellectual leaders in the future
classroom (Stovall, 2006). The infusion of Hip-Hop culture into critical
pedagogy in other words, can provide a positive and productive learning
environment (see Figure 1).
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Students canincorporate a broader in Art Education

conception of literacy by applying
hip-hop culture.

Students are more engaged in
community learning and practice.

Critical Hip-Hop
Pedagogy

Students are encouraged to
Students can formulate new ideas §| develop their critical understanding
and meaning. and connect with individual ideas
and school tasks.

Figure 1 The Objectives of Critical Hip-Hop Pedagogy in the Art Classroom
Hip-Hop as Culturally Responsive Art

Howard-Holmes (2016) indicates that nearly 70% of the Hip-Hop
audience is classified as nonblack, which means that Hip-Hop culture can
bridge diverse populations and explore these through the educational
system so that we can make effective use of the art form in classroom
teaching (Hill, 2009). Petchauer (2009) points out that Hip-Hop educators
have drawn on a series of methodological concepts to emphasize how
Hip-Hop can be used as culturally relevant teaching on art to improve
instructional processes and outcomes of today’s youth.

That said, as a transformative element, Hip-Hop represents an authentic
voice of youth culture, enhancing students’ critical thinking. A problem has
subsequently been identified in terms of which students are systematically
relegated to an object rather than being conceived of as in the empowered
position of a subject (Freire, 1970). Recent research shows that the link
between school engagement and academic achievement depends on how
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the contents of engagement responds to the ethnic and socioeconomic
composition (Chase et al., 2014).

Li and Lerner (2013) state that “school engagement...is inherently and
integrated, multidimensional construct for adolescents” (p. 20). Hip-Hop art
curriculum has the value of knowledge to strengthen culturally diverse
students who can therefore ensure more appropriate and effective learning
through cultural backgrounds, prior experiences, and performance styles
(Callins, 2006). It is a form of culturally responsive teaching and learning so
that the youth can find the engagement in class activities are closely related
to their life experiences.

Additionally, Ladson-Billings (1994) states that teachers “who practice
culturally relevant methods can be identified by the way they see themselves
and others” (p. 25). Gay (2002) believes that teachers who are engaged in
culturally responsive teaching will help students promote their academic
engagement to succeed in an increasingly competitive global society. Indeed,
artistic and cultural expression is a vital force for all value systems that
ultimately shape human society and behavior. Various individuals while
engaged in classroom activity may carry and reflect their specific cultural and
aesthetic values, beliefs, and attitudes so that there will be a healthy learning
environment that is culturally responsive to those culturally diverse
classroom settings. Therefore, a culturally responsive teaching approach
can address the subject matter from a broader perspective and encourage
students to connect personal knowledge and socio-cultural contexts while
learning in the classroom.

The significance of and impact from Hip-Hop culture not only bring the
lives of urban youth but also inform curricular and pedagogical praxis within
urban public schools (Prier & Beachum, 2008). Williams (2008) states that
“integrating Hip-Hop in the educational system provides the opportunity to
shake people’s foundations by injecting said system with a shot of humanity”
(p- 82). A Hip-Hop art curriculum can build a creative space for high school
youth through competitive, innovative, and expressive activities (Raymond,
2003), because the youth’s actively participating in and engaging with a
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Project HIP-HOP (PHH)

“Project HIP-HOP (PHH) is a nonprofit organization that works with
students between thirteen and twenty-one from across Boston’s low-income
Communities of Color” (Kuttner, 2016, p. 535). PHH is an after-school
program that runs during the school year. The objectives of PHH are to
encourage the youth to bring their new ideas and stories of their life
experience to inspire others to think differently. It aims to cultivate the
Hip-Hop generation to understand how to use Hip-Hop culture as an
educational tool to engage and motivate the community. Participants receive
a stipend to cover their time in the program (five full days every week for ten
weeks). The first step in PHH is to select the urban youth who could engage
additional young people in their communities. Equal numbers of male and
female participants are selected, all of whom are identified as Hip-Hop artists,
such as rappers, poets, visual artists, actors, deejays, musicians, and
dancers.

According to Kuttner (2016), “PHH teaches young Hip-Hop artists to use
artistic practice and other forms of cultural production (e.g., ritual, celebration)
to challenge oppressive ideologies and catalyze action toward social justice”
(Kuttner, 2016, p. 536), and “encourages youth to see themselves as
connected cultural communities through shared histories and shared
practices” (Kuttner, 2016, p. 542). PHH asserts Hip-Hop culture and its four
elements—rapping, DJing, graffiti, and breakdancing—which withess how
Hip-Hop can be sustained in arts, media, and popular culture, to expose how
the oppressed groups accept dominant narratives and stereotypes.

Implementing Hip-Hop Art Curriculum in the Secondary

Hip-Hop has existed for more than four decades since the 1970s
Research observed educational practices with Hip-Hop curriculum in
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secondary classrooms for more than ten years (Cook, 2004; Hill, 2009;
Morrell & Duncan-Andrade, 2002). Howard-Holmes (2016) mentions that the
world has been significantly impacted by Hip-Hop culture, which has been
transformative to make the international youth aware of its popularity.

The researcher believes there are several reasons for the increasing
popularity of the Hip-Hop art curriculum in secondary education (Morrell &
Duncan-Andrade, 2002), including

1. sparking a paradigm shift to reduce biases and negative statistics,

2. increasing richness in content related to youth popular culture,

3. engaging students’ artistic expression and

4. extending the space to communicate with peers and instructors.
Hip-Hop Art Lesson Plan: Hip-Hop Storytelling in Self-Portrait

The Hip-Hop art plan, Hip-Hop Storytelling in Self-Portrait (see
Appendix A), is designed by the researcher and focuses on using Hip-Hop
rap songs to inspire high school student’s artistic consciousness and
expression. The content of the Hip-Hop art curriculum aims to encourage
students to think about art differently, bring their life experiences into the
artmaking process, collaborate with peers for broader discussion, criticize
social issues, explore art techniques, and create meaningful art works.

The objectives of this Hip-Hop-inspired art lesson plan are to introduce
students to the forms of storytelling in Hip-Hop raps, share their life stories,
and explore the issues about the world around them. By listening to Hip-Hop
rap songs, students can practice how to write their life stories in the form of
Hip-Hop rap. Students will learn how to use rap lyrics they have written and
to draw self-portraits by tracing the outline and filling out the shading parts
with words. (see Figure 2).
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\\ The art teacher can ask some engaging questions like: "Does everyone like to listen ™ :'F:HOP as IaT I
to hip-hop music?" "What type of hip-hop raps do you like the most?" redagogical foo
in Art Education

"How do you think hip-hop raps inspire artists to create their artworks?"

Exploration : Group Discussion, Brainstorming, Sketch.

The art teacher can present a brief PowerPoint presentation to introduce artists

EXpIan ation and their artworks related to the hip-hop theme.

Elaboration . The art teacher can encourage students to practice and explore different art
/ techniques that they think may better express their art concepts.

N,
\. The art teacher can have a gallery walk to encourage students to comment on
other's artworks.

Figure 2 5E Template of Hip-Hop Art Lesson Plan
Implications for Future Research

Nowadays, students are not achieving academic success by following
standard curricula and pedagogy. High School administrators are willing to
increase academic inputs by hiring highly qualified teachers who can teach
the state standard while challenging the students with innovative curricula.
Art teachers under these conditions are likely facing the same challenge
after they develop and implement a curriculum that values and affirms urban
youth's cultural practices (Morrell & Duncan-Andrade, 2002).

In other words, today’s art educators must seek an innovative approach
to increase students’ ability to enhance those skills that standard tests do not
address. This study suggests that developing a Hip-Hop art curriculum with
the appropriate Hip-Hop elements can help art educators introduce a
meaningful way to guide students from a world perspective and develop
learning and innovation skills in the 21 century.
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One of the significances of Hip-Hop art curricula in practice is to
critically, creatively, collaboratively, and communicatively foster student
learning, which develop them with multiple perspectives. Another
significance is to help students grow independently and communally, share
opinions, have a critical voice heard, and narrate authentic stories ready for
addressing social issues. Also, art educators must help students recognize
their potentials by exploring students’ interests and talents so that they can
translate those into success. To fulfill this, teachers shall acknowledge and
accept cultural diversity. They need to have awareness and respect of other
cultures in their means of communication, learning, and relational patterns
(Gay, 2002).

Future research of the Hip-Hop art curriculum shall continue to expand
their concerns beyond the teacher and researcher. It shall not only examines
how in-service teachers implement Hip-Hop elements into art classrooms
but also provides some Hip-Hop training programs for pre-service teachers.
In doing so, pre-service teachers can better understand the significant
connection between Hip-Hop pedagogy and instructional strategies and
classroom management.

Recommendations

Recommendations of this paper can be illustrated below. First, there is a
need to get support from school leaders. This will allow art teachers to make
effective effort to create an innovative art curriculum that uses critical
Hip-Hop pedagogy to meet the standard set for class schedule. Art is
different from that other disciplines such as English, mathematics, and
science. The former seeks to help young people experience diverse cultures
and explore community issues in an in-depth perspective. Schools therefore
need to consider the possibility of providing the Hip-Hop art curriculum or
program during the after-school time as well as the means to collaborate with
art organizations or communities outside of the classroom. Art teachers for
example can invite local rappers into the classroom to share their
background stories of some rap songs. Also, art teachers can collaborate
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with local galleries to introduce artworks by Hip-Hop artists. If Hip-Hop  Hip-Hopasa
educators can implement their Hip-Hop art curriculum outside of the ::le::tgggil‘::aalt-ils;m
classroom, the impact of Hip-Hop pedagogy may be more significant than

those during regular school hours in the classroom.

Secondly, it is to do with better means of Hip-Hop pedagogy applied to
standard classes. The researcher suggests that art educators have more
control over what they teach. Teachers should be given a great deal of
autonomy to create innovative lessons based on diverse students’ needs
because teacher autonomy is essential as well as the implementation of
Hip-Hop art curricula in more classrooms as it aligns with the set of Common
Core State Standard (CCSS). Besides, the teachers should emphasize skills
like critical thinking, creativity, collaboration, and communication.

Thirdly, there is a need to provide more opportunities for in-service
teachers to participate in local art programs, where professional development
will be the focus and teaching self-efficacy and content-confidence will be the
goals. For example, art programs in the Houston area, such as Via Colori and
the Art Car project, inspire and help in-service art teachers create an
innovative art curriculum in the classroom and build a connection with the
outside world.

Fourthly, there is a need to introduce a needs analysis of the Hip-Hop art
curricula in an urban high school setting. That said, a professional assessment
to track the degree of needs of the stakeholders and the perceived need for
Hip-Hop art curricula in the curriculum setting. Subjects such as fine arts as a
case in point are in need of further review the status given they now serve only
as electives in urban public schools. It is well-argued that needs analysis of
the Hip-Hop art curriculum is vital to future research and educational reform.
Without this step to show the impacts on learning skills, interest, and
motivation, it will be still a long way to go if school leaders and educators fail
to understand the instructional value and the students’ academic
progression.
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Conclusions

Hip-Hop was introduced in the United States as a musical style in the
1970s and has developed into a world-renowned art form with in-depth
influence on the popular culture. Incorporating Hip-Hop elements into art
instruction can transform students into active learners by engaging students
with creative opportunities so that they identify interests and foster their
critical skills. Hip-Hop art curriculum can benefit not only the arts but other
subjects. By integrating the Hip-Hop into artworks, students demonstrate
their innovative capacities to in the face of global challenges.

Implementing Hip-Hop elements into art instruction creates an effective
platform for teaching and learning for it can help students expand their
experiences and explore social inequity. Also, in an urban high school, as
this paper demonist rates, utilizing the Hip-Hop pedagogical approach to
education anchored in Hip-Hop culture and youth culture has a significant
influence on teaching and learning. CHHP allows the art teacher to utilize
innovative teaching approaches that are far different from the standardized
art curriculum, such as drawing a still life, a practice commonly found in a
traditional art classroom.

On the other hand, when it comes to a Hip-Hop art curriculum in
practice, a lack of appropriate and resources for in-service teachers and an
inadequate understanding of how to use Hip-Hop elements to create
meaningful lessons may interfere with learning. Interference happens, for
some schools are in short of proper supplemental instructing materials,
quality instruction, professional development that are characteristics of
low-performing institutions. Therefore, to support innovative instruction like a
Hip-Hop art curriculum, art educators need to have specific processes,
course content, and instructional practices. Indeed, teachers who are
familiar with Hip-Hop elements can better conceptualize their pedagogical
means in core subjects. It is those teachers that perceive a need to use
critical Hip-Hop pedagogy and culturally relevant pedagogy can implement
professional and effectively a Hip-Hop art curriculum.
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Hip-Hop Art Lesson Plan

Title: Hip-Hop Storytelling in Self-Portrait

Author

First and Last Name

Lesson Overview

Context
Unit Title Art 1
Real world Hip-Hop Rappers: Jay-Z, Eminem, Snoop Dogg
applications Artists: Kehinde Wiley, Amy Sherald

Lesson Description
Students will listen to the songs of Hip-Hop rappers such as Jay-Z, Eminem, and Snoop
and read their songs’ lyrics to explore the social issues from these stories Hip-Hop rappers
wrote. After this, students will be encouraged to write their life stories. The teacher will
instruct the students to draw the outline of their self-portrait by placing and fill out the
shading part with these words they wrote.

Content Area Standards Alignment
Texas Essential Knowledge and Skills (TEKS)

§117.302. Art, Level | (One Credit).

(¢) Knowledge and skills.

(1) Foundations: observation and perception. The student develops and
expands visual literacy skills using critical thinking, imagination, and the
senses to observe and explore the world by learning about,
understanding, and applying the elements of art, principles of design,
and expressive qualities. The student uses what the student sees,
knows, and has experienced as sources for examining, understanding,
and creating original artwork.

(2) Creative expression. The student communicates ideas through original
artwork using a variety of media with appropriate skills. The student
expresses thoughts and ideas creatively while challenging the
imagination, fostering reflective thinking, and developing disciplined
effort and progressive problem-solving skills.
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(3) Historical and cultural relevance. The student demonstrates an
understanding of art history and culture by analyzing artistic styles,
historical periods, and a variety of cultures. The student develops global
awareness and respect for the traditions and contributions of diverse
cultures.

(4) Critical evaluation and response. The student responds to and analyzes
the artworks of self and others, contributing to the development of the
lifelong skills of making informed judgments and reasoned evaluations.

§117.310. Music, Level | (One Credit).

(b) Introduction.

(1) The fine arts incorporate the study of dance, music, theatre, and the
visual arts to offer unique experiences and empower students to explore
realities, relationships, and ideas. These disciplines engage and
motivate all students through active learning, critical thinking, and
innovative problem-solving. The fine arts develop cognitive functioning
and increase student academic achievement, higher-order thinking,
communication, and collaboration skills, making the fine arts applicable
to college readiness, career opportunities, workplace environments,
social skills, and everyday life. Students develop aesthetic and cultural
awareness through exploration, leading to creative expression.
Creativity, encouraged through the study of the fine arts, is essential to
nurture and develop the whole child.

Technology Standards Alignment
N/A

Objectives
The objectives of this Hip-Hop inspired art lesson are to introduce students to the forms of
storytelling in Hip-Hop raps to share stories and explore the issues about the world around
them. By listening to Hip-Hop rap songs, students can practice how to construct and
transform their words into rap lyrics, and students will learn how to use rap lyrics they
wrote to draw self-portrait by tracing the outline and fill out the shading part with words.

Grade Level

K2 68 X X Gifted & Talented X ESL

35 X9-12 ___Resource __Other

Approximate Time Needed for this Lesson
45-60 minutes class
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Terms/Vocabulary
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Storytelling, Hip-Hop rap lyrics, self-portrait

Technology (hardware, software, websites,
Technology Enhanced Lesson Supports):

Music CD player, Computer, Stereo.

Non-Technology:

Pencil, paper sheet, ink gel pen, tracing

paper, markers.

Stage of Lesson

Lesson Sequence

Lesson Management

Lesson Procedures (delete lesson stages not applicable for this lesson)

Resource
Management

[Stage of lesson
could also be 5
Es or another
lesson plan
scheme...... this
is where you
can customize

A description of the
scope and sequence of
student activities. In
other words, describe the
flow of the lesson.
Include the questions you
will ask for each phase of

Describe how each
stage of the lesson
will be managed,
including role of
teacher and learners
(who is doing what
at each point),

Cite specifically
what resources for
this activity
(non-technology
and technology) will
be used, and
describe in detail

you get students
interested?
(Elicit—What do
the students
already know?)

1. Does everyone like to
listen to Hip-Hop raps, and
what type of rap you like
the most?

2. How do you think
Hip-Hop raps inspire
artists to create their
artworks?

question will take up
to two minutes.

to fit your the lesson location (e.g., how they will be
purpose.] classroom, used. Note who will
computer lab, be using the tool
outside), and any and in what ways.
special
considerations.
Engagement At the beginning of the The class will be set | The computer will be
(motivational class, the teacher will ask | up in the art required for this
hook) How will some engaged questions: | classroom. Each class, mainly for

music play and PPT
display (only for
instructor use).
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Exploration!
What can
students
discover?
Provide
hands-on
experiences to
build

Students will listen to
Hip-Hop rappers’ songs
such as Jay-Z, Eminem,
and Snoop. After that,
students will be
encouraged to discuss
with peers and think about
the questions like what

Each rap song will
play up to 30
seconds.

(Teacher will use 2 or
3 minutes to interpret
what student needs
to do during this
section. Attempt to

Each student will
have a paper sheet,
a pencil, or a pen.

concepts. kind of story those tell students they can

Hip-Hop rappers try to tell | feel free to their

through the rap lyrics? Are| discussion and

there any socio-cultural writing.

issues the students can

explore from these rap

songs? Once this activity

completes, the students

will be encouraged to write

a story or poem for

self-introduction.
Explanation The teacher will have a The teacher will take | Computer, Microsoft
Input short PowerPoint up to 10 minutes to | PowerPoint.

(could include
content outline,
presentation
format,
questioning,
modeling,
examples)

presentation to introduce
Hip-Hop rappers’
biography and select
several of their rap songs
to indicate the lyrics’
content. During the
presentation, the teacher
will discuss some Hip-Hop
artists and their visual
artworks—those artists
such as Kehinde Wiley
and Amy Sherald, who are
well-known of portrait
painters.

conduct a
PowerPoint
presentation.
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Elaboration
How can the
students apply
their learning?
Students
demonstrate
learning by
applyingitto a
task.

Students will practice
drawing self-portraits and
learn how to trace the
portrait outline with the
words they wrote and fill
out the shading part.

Encourage students
to create artwork by
applying the
elements of art or
principles of design.

The teacher walks
around the
classroom to answer
any questions
asking by students.

Evaluation is the
5th

"E" and is same
as
"Assessment."
Complete the
following section
(see below).
Pupil
reflection/self or
peer
assessment.
How do you
know the
students have
learned?

Before the end of class,
the teacher will take 5
minutes to hang up
students’ artworks on the
wall and have a Gallery
Walk.

Encourage students to
start a critical discussion
through each student’s
artwork.

Some questions will ask
students during the gallery
walk: What kind of art form
do you think Hip-Hop rap
is belonging? Tell and
share your experience.
How do you think about
the connection between
the story you wrote and
artistic expression?
What have you learned
from this class?

A Gallery Walk will

take up to 8 minutes.

At the end of the
class, students need
to clean their table
and return art
supplies to the
teacher before
leaving the
classroom.
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in Art Education Hip-Hop music is in our daily life. Listen to Hip-Hop raps and write your life story can
encourage students to explore the socio-cultural issues. In this Hip-Hop inspired art
lesson, students will learn how to draw self-portraits by tracing the outline and fill out the
shading part of the portrait with the words they wrote. The teacher must provide free room
for students to be engaged and instruct them to explore the issues about the world around
them. During the final process in the class, a gallery walk can allow students to discuss,
question, and critique with peers and about their artworks, which can develop students’

critical consciousness.

If the computer does not work functionally, the teacher shall prepare a laptop with a fully

charged battery. The teacher shall ensure there are enough art supplies for students to
use during the classroom activities.

R Book corners will set up in the classroom, and students can go to check
esource
and read if they need extra information. Some posters of the artist's
Students o
artworks will display on the wall.
Non-Native If there are ELS students in the classroom, the instructor will prepare a
English PowerPoint presentation in bilingual interpretation.
Speakers
If there are more than three gifted students in the classroom, the
) instructor will set a small group for advanced instruction. However, if
Gifted Students . )
there are fewer than three talented students, the instructor will
encourage them to create an art concept in a broader perspective.
N/A
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HiGR J (Stoval, 2005, p. 585) i fE Ik dE#k b ~ 2RI BRI FHBRASER © (F

BRI R ERAER MR H D H b - IS S R B i e - B 5 D IERE

HEFEHREE T (Beachum, 2013; Raymond, 2003) - &5 Sk E A7

FIES HE & 5 A p s B B, » F R IR TS DA [ SR R ~ BB B A]

RETEAUERZLRK o IEE HIE S A B Grh W ~ MRS

4% 21980 L) KRS-One Zix FAIEISHIEZE A (emcee) » {5 H5H

S TEAFH - B Russell Simmons B Rick Rubin g37 Def Jam g Fr
AT TSRS ELERRIG R 2 BIERIRIEE (Williams, 2008) o

IBIE3 BRGNS

4 H RN RG SCIE IR 2 38 Jr o Al 7 D S Bk (Morrell &
Duncan-Andrade, 2002) » ‘&7 4K & & (AL PIETERS - dia FEF M e A 6 F 3T
LB AR (culturally grounded) o MRHIEIE JT %38 FAE SR AT
Bl FELCPRR Rt & SUEE 5> thd T AT#THIRESE (Emdin, Adjapong, &
Levy, 2016) - Z2E {F1HIRFA - W05 AL & EHASER T 5887 AR ~ i AR RS -
DUBC LR 17 25 N7 R T ok 8 4 Bl 2 A SRR AU S0l R[] S - (Chang, 2005;
Rose, 1994; Stovall, 2006) ° B0 LRI B B - (RS ES & R ER T iE @IS
Sl R H CHIRERE » WFERtRE ~ K2 ~ REBRIE AR TIRE (8 - S
Z - REZE G C AT L

TIRIEE » WM R] DURSBOR i A EEeic s 2 Ry A EnEng SCIERnit g A - e
IR E 5B AR 3L 2 Petchauer (2009) [HIBATES BUH WYL - M AKIBE
B ISR FHBAR 7200 B = KHH » 35— - BUMRIES TTRNABIGERE T R
— RS EZERE: » IR 1350 ~ T8 B2l BeRe - I B3 [EER A4 a1t
HH A RS H SR ATEASER o 25— TR —MEl SR IE X 1EhE ik
i Z B AR RIS H R - SE S5 HAER  ER AR A C ~ AT
Fte = 2R JUH RIS 5 5 BH R AT O P a i IEna S LAm A BERE
HIERfiTA B b - EAEERAE ~ BT - BT ek
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IR BELFECRERE TEE e 2ot seEE - it eg Eggﬁ%g
i 52 SUEAfSE ~ SRR RIE i RS 2R A - RS » 1EE e
AL T R i B AV RE R E2 i 7 BLARAZ BT -7 - Stovall (2006)
TIEE SR LIS B E G & MER PR RE ST - 5 ISR S LRRA T
Ebaka - BHERE - &0 - B8 - BIEAIEP TS ER, (Beachum, 2013) - 5
HEEmE - [ ipEs b E R AR & & D FEREE2H - BE RS
K ERRENEE S UAE IERUER BB & B ATREE J (Hill, 2009, p. 2) ©
BB HERHIIEE b &S T2 EAERNE - IR E
TR NN BIZEHEREA G &2 B A EZ%E (Petchauer,
2009) - FEHEAFT BT » B4 IR R DO RE S B MR E RS - 18
SCE RS TR~ B B3 B0 - AEIIEMEAER 7 - i
FEE R ZHLZIEIE SRR » AR R B Ei > (R
ARFERELE (A A AR TSRS B A B i 38 22 2 [FE T A4S (Runell & Diaz, 2007) - —fi%
M5 > ZEEE S EReE - A B R ASAS ~ HEdm ~ HEA RS TR AL
B - BRIEEREE MBS 6E7 ) (Runell & Diaz, 2007, p.21) -
TS 5 [ A GRENES) > RIS T RIBEERK - 85 FENE X
(LIS > —Of R B —E0 77 > HI M A DA R AR Bk B
ST o FTEEER] GBS SRR - EEF ~ PR~ BIEE
G RS R 2R AR ER E ORI EEEE < ERRIIRE T T —
TR PR - AANlE Freire AERYIE (2002) o {48 LLAGEH AT E LI
WL S PERERRE - (HIE th P s 22 P D BT AL R R K
BTN SRAZ R UBE LR - B T ECRIESNEF R aR K HA BRI
BT o B AR A SRR AR, - R ORI H R RS SE3UE. - I
Listen to Hip-Hop Raps and Writing Activity (TS5 5 35 & B E v R E)) & o
SR NS T 34 TR B 22 AR 455 HY 1 R AR B BOA R 28 BIE J7 2C  AaREE &4t
FIREZTRE » 24 A BB B 5 A A4 B AR 2 A BB e -

HEFUHEISISSERA

TEH AR PITENE G Bk (CHHP) 1 JAZE S 1 5 il 7 S IS Ak
(HHP) H7ER] » HHP @45 [ERREEER Pl ITEE AR EE A - fng
MR ELERISEER | (Jones, 2014, p. 33) o HHP & DUSCUAHIH sl R 5L 0% - @A
PELSCKHR NI G E P FERET (Ginwright, 2004) - CHHP HIliE TR

INJAE18.20NTAEC 2020



BRI E 2T

[S=po8letez-4y
HEERHHE
B

PV P RIS B ek 2 B3 1 (Jones, 2014, p. 42) » ERIFEFE &
THUA R R R BLIE S H 2R - Akom (2009) FHES - CHHP 2 HY H#tA1E
il i P AR I A RE 2L 5RIE (Jones, 2014; Solorzano & Bernal, 2001) « CHHP
VB = B REEE RN RAE S - SR oLt E R » BRI T
T i & AR SRS I AR -

Williams (2008) g - [ {E—Bflls » iEA SO bRt ER L PP R %R a] 43
(Williams, 2008, p. 71) - Stovall (2006) HIZZE » &K T{b B fE &l erihm e
ARG EER A R R IREEEE - e g TheREES L&
A E BT LUARE (disempowered) DI 1A B & £ Bt
H OB ERES - 40 Williams (2008) Fif -

FEeh XA HEVFeRRERA T ERMEEAMN > RIZEAER
— R R AL ey~ T4 FR) B R R Z e B H(p.
72) -

VERS T DA SUAER—38 > TEG T DUl e | & A R R ~ #8
it G S GRRERER A - Rk B P ER AER S _ERUAIE Al (Stovall,
2006) #1552 » @A SCALAIHAINEBERE - R rl SR Bt S R m A 2 &)
rUBEEREE (R 1)

B AR B AR HURERE FH I A mEE S
BEHE R T BE B AR B

PP
G2 S
s B 22 A B R A P P
REJT - M FCEE A B e
EMRGER SR LTI » |

BUE ] B R 6

e
IE'.:}\& ©

B 1 s TARAEs S %A E
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[EIS{ERSLEIEE L as

BEEROHS
Be
Howard-Holmes (2016) 45 » 5L LRSS EERA S A B A B A

R > B AR SR LA B SUiERE » IR FRAT AT AR R s B 22 A %L
EERIZSIEZ L (Hill, 2009) - Petchauer (2009) f&Hi » IEEEE TIFE
CIRH— R EE A S AR SRR AT 56 R hE VR B S L FERAER T BB > DAk
H5HEVERE RS EEMAE -

DRI » R — s 5 e AR F DT SUE PR B E RS §E4
SRR PINE R RETT - BIBRMRIWIP 8 BEFERGEEHEE
Hr bR RS > TR IER IR 8 (Freire, 1970) o YT HARIHFZERIRET
B2 B S FR RO o MM 5% > BSOTR 22 B P 25 A0 [ B e v B i 80
FRkIK £ (Chase et al., 2014) -

Li Bd Lerner (2013) /i » 2R E-- HRFVEME » BALE
—TH % TR S VAR ) (p. 20) o MERGEEIERIE IR LRI - MR T 2kE %
TCALHIE A IR WECREAE(S LUE SR by 5 ~ SCiifSBRl 2 s A
S EEE A RIIEE (Callins, 2006) © fEE KA LEEX R E T > F
VGRS BUERE PR BER EEB BG5BT ERE ISR o

It5t > Ladson-Billings (1994) thigH » TERA T AL MHBHEERER ST >
WEREFERR AR B B AREF 77200 (p. 25) - Gay (2002) 25 - &
173k FE B AR AT LA B i = B AR B i 2 BEAR S > BT i S H
@I e bt g - BE L BBt R R A EERER N EE )
T8 LLEERE R A PR T AJHit @B T o SEERESHINS AL 7]
Retr AR BT SO LBESE 22 E ~ (B MIREE - #A BiEsT E LURIEZ ot
iR TG ER B B R o IR » SRRl ME SR R B B2 LB i B 2
FRE o MR A AR e B AR R A KRR A g s b R o

Ml SR BBV BT T > AMEW B ER Er FER B (A5 - (Al thi
TH AT BT ER IR B B E S (Prier & Beachum, 2008) - Williams (2008)
R TGS EEE 12 n AR KB A dog - B A EERE AE
% NPESEHE ) (p. 82) o ISR B AL /T LUZ & B i SR 25 8l -
Ry rRERA: A T AR U BIE 22 H (Raymond, 2003) HERE(EE T D L8122
BHA % A NSNS EIERAR - BE B R A RIS A B -

INJAE18.20NTAEC 2020



BRI E 2T

[S=po8letez-4y
HEERMHE
B

Project HIP-HOP (PHH)

['Project HIP-HOP (PHH) J& 2k B i L i m A AJEB AL 18 £
21 BFERARTRINIAIEEFAHRK 1 (Kuttner, 2016, p. 535) » ikt SRS
SR ER PR R 15 Bl - PHH RUE IR S D 2052 B CRIRRE RIS i
2o SR SR AN FREE o MRTIRAL R BER R LA
BRI (5 RS SCIEME R S BLRIHEEN b HEUE0E TR - BEE G5 —
EEE (BENERREE - BETE) (FREEE - PHH [0 - @&
Al I B 2 ik i i D E S EATE & T DR - @AV S B N
H o M HLAS SRS 2RI 5 73 BIANER ST B A - SR ESR - A
DJ ~ HEERFH -

fRIZ Kuttner (2016)FGd » T PHH ZUEAEREENS 24 ¢ (51 F 250l B EERT
HitsfeAEER FEX - BOGSE)) AP e ERIrRE - Aot g
21 TH) J (Kuttner, 2016, p. 536) » [AiiF I S 7 D& L [R] E SL A B -
EENLAL[AIE ) (Kuttner, 2016, p. 542) » PHH FiRiE s UMY A T
#F — B DI BINEREE — RS RN eE B2 R
MR » 1fiE MY HE T A E Al A 254l ~ BRI TS L NSRS RS (A fr]
B IES -

RS HITEISEITRE

EhE E 1970 FALUKRE AT A% o fH7Ea 8 AW ANEIEERAZ R
BEEMEZEM T+ FAEE (Cook, 2004; Hill, 2009; Morrell &
Duncan-Andrade, 2002) - Howard-Holmes (2016) fgHIEIE SC/L R R 2 4
TR EAEEEE DA R TR R 5 A mid A /) &t o

Mo E - P EEE BN REH & &7 A %EKEK (Morrell &
Duncan-Andrade, 2002) » G5 :

1. WEIIE RS - MR R S A &

2. WINEPERIT LA A E E S

3. BREIEAERE TR E

4. P B[ 7 A5 S T 2] -

IFIGE AR - HE R G
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ASC e AR BT  ARAITEIRHT (RN A) 3 mesieny
PR 5 S P B AR - B RO B e
SO 7 RS AR BB 7 A R ~ B
I ST I3  AFARTL AR PRSI E AU B RSB -
AT R B BRIV A S B S ORI L~ 43
SEFUA AT R PR - AN B NN - LUk
(ol DU T I A - B S0 S ) M T
FREAI RIS - (E 2) -
L SRR : RS )

TR AR S 2 )
/ I RS e WK BB R AR A A 2

m DR I R -
\ ™,
0N EEBTATLIR Power Point [N - MESUENS £ B HIE TR
fiere / T H AR, o
N ST R SR LR AR
y R E M

N AT B 5 » SRR RO -

B2 AadiHfey SE #X

RERAFREE

5 HRERE N PSRRI SRR B - A N BB - T ERT L
TEEREEEIGINER A A » ISEEE BT — VT TR AN HEREER » [RIRFE (T
BIRTRREE o At —2k - ElrBiiifEpa sl HE T —EEA G F I HF X
L EEAURRIE#L - R T REth & i A fH A PkER (Morrell & Duncan-Andrade,
2002) -

52 5 HHESEE LIS LAEERIN T » BaksH R
TEORFFRAVH AL E R R T DUl - ARFFeEE - A EE ES TR AR
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TR TR AR - M2 ulR, - S — (A R e i B A A R R HL
ERER - D ERER - REMRPIRBE - it &R B B - R -
S EE LIRS ER R AR E CHUE T SRR B R » ML
FERUER » It » Bl A R A TRRANIR 32 3L 2 Tl » Bl /AT AR E H
flSCABRIE ~ B2E TR BRI B ANE AT DI E -

AR » WM By R AL AR FEMEST S RE I [ B B B A 235 LLS P mESsk - 1
B FE N U 3 L B A (e 2R flaR o L JEFNENG TR - R R E E 2
Fiie (¥ 5 RS B AR o AniE—2k > EE BT S AE 1 IEna B TS
R Jsg AR P [ R A 1

KIFFEEGRUTT o BB— > B AR EEREEE - ANt 7aeR| At
PUPENE NS BERE AR E T BT 23RS - 0 H SRR ~ 77 AR i v o BRI E3E
B ER L R R BRI £ N[ o BT H I E S B B R AR 1 SR R AL - e
Z oAb BRI REERE o (AL > B EE BT E iR R IR B e g G 2l
ARFEECTEE) - DU AT SR AL B AR BTt A A 1 o BTN n] S e
WFEERE o 2= EWEEERHE R - s EMBRAE > /HEE
ISl R I E » WIRIEEEE TIEERR 7 IEE LR .25t - threfe iR E st
BTSSR > B BE LA W e S K8 ] -

B S S B AR AU IS BB U7 v N A R T o SRR R - Bl
BILEHIEEWEE S H 2L ERE - BETRIRTFEASE  LHERLTH
o WRFAEZ TN R > IIFSINIEFEIRZOIE%E (CCSS) [AIkRTE HiZAT
H = PR BLIE S 2R AR O R HE R [R5 2 - RA) o Bl e s ALt A ~ Al
B AR EERRE o

= ER I E RN 2 R e 2 B iR > SRR -
R H AR T WA {EE (content-confidence) o {4l » PRkt fiEsh | 2%
{342 > 41 Via Colori and the Art Car 315 » a8 57 B B 5 Bl BAnaeE
BT BN > Wi e AR SR -
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MENSE 1970 FABHIRT EEE MR A 2RI RET A SR
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AEEHTAIE > [T 2 Bk BT HTRE
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I PR T B 7 S T REA BB 4

TENENG EARR AL 05 7T > E BB SEE E I - R toRAETe /> BE AR
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HEWEs > (NRE > RBUL ORISR E R BOE R8O ~ BE S - H2E
FrI8 o ML » £ 7 SRR ANENG 2raR R BT8R - 26l Bis TIRE W/HE
BEBERGERE  SREABZEEEP; - HE L FEEETTRAVEED - E
RE(ER% OERR)_EREIEE BT BER Tk - BRI LA A2 2T A 0 B
VEREHE BERE R HBABER L - T7RERYIHEEN 8 LA R NEnS 2R3 -
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Abstract

Visual symbols organize and communicate information about the nature
of objects and their relations in space. They also express and evoke
emotional states for they are culturally loaded recognizable in the form of
symbols, letters and text. These expression abilities in presenting symbols
are predominantly learnt from visual art education. They are subskills that
involve concepts and facts as well as related moral or aesthetic values in an
integrated cognitive, affective and psychomotor process in class.

In this pilot study, we intended to exemplify a tool for developmental
assessment of visual art education by providing a series of task in class for
Grades 5-6 (ages 11-12 years) and for Grades 7-8 (ages 13-14 years), to
whom seven complex drawing assignments were given. Sampling collected
included paper, we report results of the first phase of the development of an
authentic, creative task series to assess visual communication skKills.
Subskills under assessment included abstraction, combination, composition,
modality change, symbolization and mental manipulation. These subskills
are used beyond our domain, in many areas of everyday life and work. The
design of the curriculum backed by good reliability value via the whole test
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proved that the assessment tools in the above tasks helped art educators /T\n ﬁl\fsesfvmert
ool Tor Visua
use their limited teaching time optimally, and prepared students to be  communication

. . . . . . . Skills: A Case
creative and conscientious partners in visual communication. Study of School
Children Aged

11-14

Keywords: Visual Literacy, Visual Communication, Developmental
Assessment, Task Sequence
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Visual communication—as all other communicative acts—consists of
two distinct but interrelated complex sets of visual subskills: creating and
interpreting images. Visual symbols not only organize and communicate
information about the nature of objects and their relation in space, but also
express and evoke emotional states. Products of visual communication
contain culturally loaded or internationally recognizable symbols as well as
realistic representations, letters and text. In comparison to verbal utterances,
Gombrich (1972) claims the supremacy of visual symbols with a view to clear
statements. “The chance of a correct reading of the image is governed by
three variables: the code, the caption and the context. ...... Jointly the media
and the word and image increase the probability of correct reconstruction.”
(Gombrich, 1972, p. 82). In cases where the code is generally accepted and
the context is clear, verbal or written explanations may be unnecessary.

Interpretation of pictorial symbols and their usage are taught mainly via
visual art education. Acquiring the subskills necessary for visual
communication is an integrated cognitive, affective and psychomotor
process that involves constructing concepts and facts as well as related
moral or aesthetic values. Visual communication can be processed at school,
at work and home either alone or with others. “Natural symbolization”, an
activity that is not perceived as an act of abstraction, but rather as an
extension of reality, has always been at the core of the visual language of
children (Gardner, & Perkins, 1974). However, not until the second part of
the 20" century and the emergence of youth cultures influenced by and
influencing mass media was it easier for children and youth to interpret the
visual language that was the primary source of icons, signs and symbols in
the adult community and in a transparent cultural environment. In the 21
century, nevertheless, visualization practices of generations drifted apart.
Child art” is influenced by peers, practiced through (multi)media that adults
can neither handle, nor fully comprehend. Creation of symbols is influenced
by the enculturation process (the visual language of youth subcultures) as
well as the level of expressive imaging (“visual talent”) of the child (Karpati, &
Simon, 2014).
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The psychological and educational consequences of intensive media  AnAssessment

Tool for Visual
use can only be understood through the nature of the symbol systems they  communication
- . . . . Skills: A Case
utilize. When entering the visual communication arena, we do not only share g, .- rscoq

images, but get involved in a variety of situations—everyday, mostly :31“_‘1'2’9" Aged
non-artistic activities when pictorial representations are essential (Billmayer,

2016). Our visual literacy (or, using a more adequate word for non-literal

expression) visual competency (defined as the set of creative and perceptive

skills acquired at formal and informal learning environments, in the family or

in any other social group we attend), are activated in these situations that

influence the way we communicate. Stressful situations (like an imminent

necessity to draw a map, invent a secret sign language or express love)

often contain powerful stimuli: they may enhance or reduce our visual skill

level.

Optimally, art education programs include situations that reveal a wide
range of subskills of visual literacy (competency) and satisfy curricular
requirements as well. In order to design such programs, it is essential to
have an overview of the subskills to be identified through authentic and
reliable assessment instruments. This study introduces tools for
developmental assessment of visual communication skills. Developmental
assessment as an educational model refers to assessing art education
through authentic tasks embedded in real-life situations, for authentic tasks
inspire creativities that can be evaluated through reliable and valid criteria
(Schénau 2012). The authentic tasks are specifically inspiring for the
talented few with intentions to pursue a career in art, design or architecture,
but also for all the others who will use the language of vision in their
everyday life and work with utilitarian (and sometimes also with
self-expressive) intentions. Developmental assessment in short explores the
subskills of effective visual communication, describes their development,
and, at the same time, provides a fostering environment for the subskills.

As members of the European Network of Visual Literacy and authors of
the European competency framework, we intend to verify the above skills
and subskills through empirical studies. This domain is increasingly
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important in our era after the Pictorial Turn, characterized by the dominance
of the image (Mitchell, 1994). Images of our times elicit powerful responses.
We tend to behave as if pictures are alive. They influence, persuade and
seduce us to perform certain activities or consume this and not the other
items, and even cheat us through distorting our vision and views. Mitchell
(2005) invites us to accept the power of images as animated beings with
desires, needs, demands and drives that may be understood and even
favorably accepted. We hope to reveal if and how their students speak the
language of images for a more sophisticated and satisfying visual
communication.

Theoretical background of the study

A systematic and nationwide study of creative and perceptive visual
skills was first initiated in the 1990s. Kéarpati (1995) in the name of Leonardo
Program explored, among others, visual communication through a variety of
standardized drawing tests. The study revealed the relative independence of
creative and perceptive skills and called attention to a more focused study
targeted at certain subskills, instead of holistic evaluation.

The Leonardo Program tested the developmental effects of four
thematic foci: fine arts, design, media and visual communication. It
suggested a new curriculum structure to be based on a selection of focal
areas and chosen by teachers. In addition to fine arts —the traditional focus,
two new thematic highlights were added: Environmental Design and Visual
Communication. This thematic enrichment was in line with modernization
efforts of the discipline that had been renamed Visual Culture already in
1985 (Karpati, 1995). A survey of the Hungarian national curricula and
educational documents including teachers’ manuals and student textbooks
was undertaken in the 1990s. A group of 12 nationally recognized
artist-teachers performed document analyses and constructed a hypothetical
skill structure. The structure had been further refined and validated through
interviews with teachers and supervisors of art education about the presence
and relevance of certain subskills in art education practice. This brought
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about a Hungarian Visual Literacy Framework (Karpati, & Gaul, 2011, 2013) /T*n /??Se\s}jsmert
ool Tor Visua

that was verified through an empirical study consisting of 90 creative and  communication

perceptive tasks that were performed by 5000 students with the ages g ofsenou

between 6 and14 years old (Karpati, & Gaul, 2011, 2013; Pataky, 2016). :31“_‘1":’9"’\99"
Based on this verified framework, online tests have been developed on

spatial perception, colour perception and interpretation, and the perceptive

subskills of visual communication (Babaly, & Kéarpati, 2015; Karpati, Babaly,

& Simon, 2015; Téth, Karpati, & Molnar, 2017).

In the revised National Curriculum 2020, visual communication is
identified as a priority area for skills development (National Core Curriculum,
2020). Basic visual communication skills involve interrelated perceptive and
creative subskills from which we evaluate those that are taught and acquired
(mainly) at school. To define the components (the structure of subskills) of
visual communication, a review of the competency models and curriculum
analyses had to be undertaken. In effort to describe and assess visual
communication skills, we performed document analyses, undertook school
visits to study evaluation practices, and studied international assessment
projects. With a view to a more effective model of visual competence, a
comparative analysis of 21 European curricula from 19 European countries
(Kirchner et al., 2016) leading to the European Framework of Visual
Competency (Wagner, & Schénau Eds., 2016, Karpati, & Schénau Eds.,
2019) also added a dimension of basic cognitive and social skills to the
subskills.

In the European framework, creativity, critical thinking, sensitivity in
reception as well as proficiency, awareness, and ability to act in pictorial
expression are defined as core competencies. Subskills such as
experimentation, performance, communication, planning, empathy,
interpretation, and aesthetic experiencing are added to connect subskills of
visual literacy with cognitive and affective skills (Figure 1). Further
explanation of the concepts as revealed in the framework can be referred to
in Wagner, & Schénau (2016) and Kéarpati, & Schénau (2019).
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Figure 1 Components of visual competence in the European visual literacy framework

Source: European Network of Visual Literacy website, http://envil.eu/

The major merit of this framework that synthesizes European research
findings and curriculum concepts is that it describes visual literacy as part of
basic education but goes beyond the usual division of visual education. It
focuses on the subskills of creation and perception that are intertwined with
reflection and metacognition. In this framework, metacognition means
(self)reflection on the content and value of activities, creative and perceptive
processes, and works of art and design. At the top of the graph, three basic

types of operations are as follows:

— Self-competencies involve knowledge about and reflection on the

self;

— Methodological competencies are domain-specific ways of creation

and perception;
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— Social competencies are related to interactions with different social ~ AnAssessment
Tool for Visual

groups: peers, teachers, parents etc (Figure 2). Communication

. . . . Skills: A Case

Visual competency in this framework is as fundamental as verbal or g ¢school

numerical (mathematical) literacies: it includes a wide repertoire of creative :31“‘1'2’9" Aged
and perceptive activities involving numerous subskills, and attitudes and

behaviours that are necessary for an effective functioning in the world.

S R Y,
ROOWiIieGge SRiiiZ 4GiliiludGae

Figure 2 Relationships between visual literacy, personal and social competencies

Source: European network of visual literacy website, http://envil.eu

The empirical study on the Hungarian Visual Framework, was executed
in 2009-2011. It explores 19 visual subskills that can be grouped in four main
clusters: (1) visual learning; (2) use of representational conventions and
techniques; (38) visual communication; (4) creative expression in visual
media (Figure 3).
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Figure 3 Components of the Hungarian visual framework

Source: Karpati & Gaul 2011, with modifications by this study

The research on visual communication skills consists of two interrelated
parts. In 2012-15, visual communication subskills were defined as
interactive and perceptive digital tasks (Simon, 2018):

— recognition of the visual representations of persons, objects and
spaces;

— interpretation of images, image sequences and image-text
combinations;

— analysis of content (representational and symbolic) of visual

compositions;

— abstraction: creation, recognition, interpretation and analysis of

abstract images;
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— symbolization: creation, recognition, interpretation and analysis of  AnAssessment
. Tool for Visual

symbolic images; Communication

— modality change: creation in two or more communication forms (e. g.  arre: oo

’ s Study of School

in verbal and pictorial modes) and recognition, interpretation and  Children Aged
11-14

analysis of multimodal messages.

Visual perception subskills were identified with three operational levels:
visual recognition, interpretation, and analysis. These mainly involve
declarative knowledge, as opposed to procedural knowledge involved, when
creative subskills are activated. The first author of the current study is now
engaged in the second part of the research on visual communication and
studies the content of its creative subskills and their development in Grades
5-8, ages 11-14 years.

Creative subskills of visual communication

In this paper, we report the pilot results of the study of the creative
subskills of the visual communication skill cluster. Our assessment tools are
not paper-and-pencil tests, but creative tasks incorporated in traditional art
media: Two sets were developed: one for Grades 5-6 (ages 11-12 years)
and another for Grades 7-8 (ages 13-14 years). Both tasks were divided tino
seven drawing assignments that would be assessed by 25 criteria. Taking
into account the peculiarities in drawing development between 5-6 and 7-8
graders, we had the tasks with different degrees of challenge. There were
also similar tasks as bridge items in both subsamples so that we could
determine the measurable differences between the two age groups.

Students of the two public schools were with common socioeconomic
backgrounds. The schools provided appropriate but not quality art-room
equipment. They had trained art teachers and a standard (not specialized)
curriculum. The curriculum was to carried out in a course of three seminar,
each of which lasted for 45 minutes with a teacher in presence that acted as
a data collection supervisor. Explanatory text provided by the teacher was
quoted under the illustrations of the tasks below. Assessment involved two
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seminars, 45 minutes each. On the first seminar, tasks 1-4 were completed.
On the second lesson, Task 6. Tasks 5 and 7 were done on the third seminar.
From students of Grades 5-8 (ages 11-14 years), 794 drawings were
collected. Their drawings were scored by the first author and another
educator. There was a third evaluator, also an art education researcher, who
arbitrated over disputed items. In the following part of the paper, we
presented the task sequence and showed how they measured the
developmental level of the creative subskills of visual communication. Pilot
results were to be shared in the Discussion section.

Descriptive accounts of the tasks

1. Representation of space in 2D (composition, abstraction, modality
change)

The first task measures the 2D composition, abstraction, and modality
change by determining the levels of toning, size difference, a diagonal
composition of decreasing sizes. (cf. Figure 4 and Appendix). The instruction
for the task was as follows: Draw three birds (for 7-8 graders, five birds)
seemingly flying from left to right upwards, away from us, one after another.
Change their tonal value and size as well !

<

_ I,
) QA W-

Figure 4 Representation of space in 2D

Left: girl, grade 5, age 11; right: girl, grade 8, age 14
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2. Highlighting through colour contrast (composition, modality change)  AnAssessment
Tool for Visual

The skill in color contrasts is taught in most curricula worldwide. This task ~ Sommneaton

assesses the awareness of the decorative and highlighting role of colors z:;lc:‘vr:rflit;*;zol
(Figure 5). In this task, a group of houses should be colored in two different  11.14
ways, employing the skill of color contrast. In both solutions to the task, the
house in the middle should be highlighted.
The instruction for the task was as follows: The school is in the middle of
the group of houses. We want the school to stand out from among the other
houses through coloring so that the kids could find it easily. Color the houses
in two ways so that they are colored differently and the school in the middle

will be distinctively figured out.

Figure 5 Highlighting with color contrast
Above: boy, grade 6, age 12; below: girl, grade 7, age 13
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Communication . .
Skills: A Case sym b°"zatlon)

Study of School . ) ) . .
Children Aged The aim of this task is to observe the proportions and architectural

114 elements of the houses shown on the task sheet and complete the row of
houses based on this observation. The new building should fit in
harmoniously with the existing houses, blending in the row with similar
shapes and proportions of the adjacent houses (Figure 6).

The instruction for the task was as follows: Design a house to fill the empty
space that shares the same style with the other houses and blends into the

street.

il Bl

Figure 6 Construction in variation

Above: girl, grade 5, age 11; below: girl, grade 8, age 14

INJAE18.2©NTAEC 2020



The International Journal of Arts Education

4. Creating visual rhythm (composition, abstraction)

Although the task seems to be easy to solve, most basic subskills of
visual communication have to be activated: lines, shapes, space, hue, value
and saturation in order to create rhythmic lines, visualize the rhythm
throughout the composition. Skills include contrast and highlight to create a
dynamic effect, proper directions and proportions, and variations to have a
homogeneous rhythmic pattern (Figure 7).

The instructions for the task were as follows: Complete the image so
that the lines form a rhythmic, repetitive pattern. Enhance the composition
with colours.

Figure 7 Creating visual rhythm

Left: girl, grade 8, age 14; right: girl, grade 6, age 12

5. Rotational symmetry (mental manipulation of images, composition)

This task measures the subskill of mental rotation and mirroring.
Students are expected to fill in the missing parts of the mandala as

accurately as possible (Figure 8). The instructions for the task was as follows:

Complete the mandala by mirroring and rotating the image.
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Figure 8 Rotational symmetry

Left: boy, grade 6, age 12; right: girl, grade 8, age 14

6. Creating graphic symbols 1: Pirate map (composition, abstraction,
symbolization, modality change)

On the task sheet, students are expected to locate a treasure island.
Their task is to draw a map based on this text. The map has to contain all the
important elements of the island: the major landmarks that help to find the
way to the treasure, and the optimal navigation path (Figure 9). Students are
free to present them as map symbols, abstract or lifelike representations.
However, they have to visualize the geographic clues in the text. The
instructions for the task were as follows: Draw a map for the pirates on the
description page and color the items that are important for orientation
towards the treasure. Pirates are looking for the buried treasure on an island.
They cast anchor in the bay to the north of the island, from where they head
south. They pass a volcano on their right-hand side. On the south of the
island, they find a peninsula with a lighthouse. Then they cut through a forest
and bypass a lake. The treasure chest can be found on the northwest side of
the island, beneath two palm trees.
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Figure 9 Creating graphic symbols 1: pirate map

Left: girl, grade 5, age 11; right: girl, grade 8, age 14

7. Creating graphic symbols 2: logo design (composition, abstraction,
symbolization, modality change)

This task requires the design of a logo for a school group who like
bicycle tours and gourmet. The name of the group should be included into
the logo. The demand for a narrative content by nature proved well received
by students (Figure 10). The instructions for the task was as follows: Design
a logo for the school’s cycling team. Their name is Merry Wanderers. They
want an image that can be printed on a t-shirt with their name and team
characteristics on it. They are 10-14 years old; they love food, they ride
around the world by bike, they always bring souvenirs of the country they
visit.
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Figure 10 Creating graphic symbols 2, logo design

Left: girl, grade 5, age 11; right: girl, grade 8, age 14
Description of the Samples

The pilot study of the task series, reported here, included 117 students
from an elementary school with the ages between 11 and 14. The course
was common one, without art specialization and it lasted for 45 minutes per
week. Among the 117 students, there were 64 male and 53 female students
in the investigation. To be more specific, 25 students were from Grade 5,
average age 11 years, 24 from Grade 6, 12 years, 35 from Grade 7, 13 years
and 33 from Grade 8, 14 years.

Discussion

All the students in this case finished their assigned tasks during the
weekly art lessons that lasted for three weeks. Each task was evaluated by
two art educators, with a third, experienced researcher of visual skills invited
to arbitrate over any scores if they were in dispute. The Cronbach alpha
reliability value for the whole test (25 items) was 0.87, a value that indicated
good reliability. The subtest analyses showed that there was no significant
difference between the mean and standard deviation of the tasks. The
average of the subtests ranged from 45% to 56%, which was considered
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acceptable. The standard deviation was between 24% and 37%, which also  AnAssessment
Tool for Visual
showed that the tasks were not too difficult and too easy. (Currently we have  communication

I . Skills: A Case
worked on the modification of the tasks that were found too easy and Study of School

correlated with a low level of overall performance in the pilot, thus we deleted :31“‘1':"’9" Aged
those spotted easier items to create a more homogeneous task series).
Based on the total score, the distribution of relative frequency proved normal

(skewness: 0,03). (Table 1).

Table 1 Pilot test of the visual communication subskKills (Reliability, mean, standard

deviation)

Category Test
Number of items 25
Sample size 117
Cronbach-alpha 0.87
Mean (%p) 49.47
Standard dev. (%p) 19.72
Skewness 0.03

Our results showed differences between genders, which was consistent
with results of previous research on visual skills (Babaly, & Karpati, 2016) as
related to differences of spatial skills. The results of girls were significantly
better in all tasks and all grades, For elder age groups, the difference was
even more pronounced (Table 2.)
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Table 2 Pilot score of visual communication creative subskills of males
(N = 64) and females (N = 53)

Independent-Samples

Students’ gender F-test
T-test
Males Females F p It p
Mean (%) 40.27 60.87
0.02 0.90 -6.15 <0.001

Standard dev. (%) 16.99 16.81

In Task 2 (Figure 5), from among the 114 students, 91 (79%) were able
to create at least one color contrast. However, only 53 students (46%) solved
both subtasks. This indicated that about the half of the students could only
come up with one idea of visual highlights through color. Reading and
creating visual signs that indicates an important content takes skillful use of
visual language. This calls for teachers to spend more time on developing
this subskill along the task sequence. Task 4 (Figure 7) elicited a great
number of different solutions from the simplest, minimal patterns all the way
up to sophisticated compositions representing visual movement. More
evaluation criteria can be added to this task that is supposed to be focusing
on the production of patterns as well as compositional features and
representation of movement, for this task aims at cognitive skills that are
characterized by the ability for variation and combination.

Task 5 (Figure 8) measured mental manipulation of images: a key
subskill for spatial perception, mental rotation that is supposed to be utilized
in reading plans, maps and other types of technical drawings when there is a
need for depicting three-dimensional objects in two dimensions. Correct
assessment of this task proved not easy. To verify solutions, we digitized all
solutions and used an evaluation template, added as a top layer to the
pre-digitized works. This tool made it possible to check the accuracy of
hand-drawn lines. The scheme showed how many millimeters the lines
drawn by the student had deviated from the sample lines of the template.
Despite careful scoring, however, this task yielded the most diverse results
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for further detailed reconsideration. Evaluation criteria were as follows: 1. /T*n/??sesjsmert
ool Tor Visua

Completing the quarters (mean: 78.3%) 2. Accuracy of straight lines (Mean  communication

58.3%) 3. Accuracy of curved lines (mean 31.3%) Study of Scho

Task 7 (Figure 9) required symbolization and modal shift in a :31*'_‘1'2*6" Aged
well-known situation, when a group’s self-image and missions were required
to be put into a visual form. For instance, creating a coherent set of images
suitable for printing on a tee shirt, based on a short text, is a complex task,
for it involves visual as well as verbal communication skills. That said, in
order to determine the quality of logo designed, the following evaluation
criteria were used: (1) creation and / or adaptation of symbols, (2)
arrangement of visual elements, (3) display and position of text, (4) visual
hierarchy. These criteria were selected on the basis of the literature review of
Billmayer (2016), Karpati, & Gaul (2011), Karpati, & Simon (2014), Kirchner
et al., (2016), and Simon (2018). These past studies involved assessment of
visual skills with large samples and standardized criteria. The criteria were
subjected to further discussion by invited experts of art education. They were
professionally capable of assisting scorers in telling apart the quality of
performance between the acceptable, the medium and the choice. Our tasks
also helped teachers realize when and where to intervene, which subskills
need further training.

Conclusions

The distribution of students by skill levels indicates that the tasks
represent different degrees of challenge, and are suitable for assessing the
creative subskills of visual communication skills of the elder and younger
populations. These tasks are even suitable for measuring students with
higher skill levels. However, the test contains some items that are too easy
or too hard. They are to be sure needed to be deleted or modified. Task 5
was too easy in some evaluation criteria, and task 7 (logo design) contained
too many instructions, which ought to be simplified. Further consideration is
needed to reduce the subjectivity of the evaluation, which possibly led to
significant divergences, especially in the last two tasks that proved more
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complex. In the second phase of development looking for a more
homogeneous test, we improved items that correlated low with overall
performance. The partial test-level analysis highlighted that several tasks of
the test ought to be improved: more evaluation criteria proved needed to
achieve higher number of items. In other words, more homogeneous and
more identifiable subskill measurement were required. This perhaps could
be achieved through tasks and assessment aspects to effectively distinguish
visual creative subskills.

The next major step in the development of this visual communication
task system is to develop a digital version: a valid alternative to be performed
through imaging tools. This is another step in authentic, creative,
developmental assessment for the 21 century. First, we can work on the
skills structure and analyse the correlations and the strength of relationships
between subskills across tasks. The results will hopefully reveal whether
there is a correlation between the measured competencies and, if so, how
strong they are. The exploration of such relationships is very suggestive. It is
also important for the design of visual communication skills development
programs.

We also need to increase the number of items and thus the reliability of
the instrument by evaluating each task from different points of view. Art
educators need assessment tools that are ready in use, developmental in
nature and authentic by nature. Meanwhile, 45 minutes for a seminar are
generally considered limited in time. They need more time for motivation and
creation as well as deficiencies to be discussed.
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. An Assessment
Appendix Tool for Visual

Communication

Task 1: Representation of space in 2D. Example and pictorial guide for assessment. Skills: A Case
Study of School

Children Aged
11-14

Task 1. REPRESENTATION OF SPACE IN 2D

Draw five birds so that we have the feeling they are flying from left to right, moving away from us,
in one row. Also change their size and tonal value.

Ny~
N

g~
N
Ny~

EVALUATION CRITERIA:

1.1 Tonal values

1.2 Representation of size difference
1.3 Creating line

1.4 Indicate direction
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108

1.1 Tonal values

1. Representation of space

0 point: no toning or identical tone values on all birds

T mmtnd, O
1

Vaam)

2 points: 4-5 tone values can be detected, but not according to the rules of
perspective representation / size reduction

w v

3 points: 5 tone values can be detected, according to the rules of perspective

representation
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1.2 iZ iff ren TooIforV.isu.aI
STEEH e 1. Representation of space Communication

Skills: A Case
Study of School
0 point: No difference in size :?:ll:iren Aged
e Ve &
i 4 7
W ‘

(0 . \\Ey& o4

L o o+

1point: The difference in size is noticeable, but not according to the rules of

perspective representation.
7 ”k".\ 22 g &
e
VY E:f-’

2 points: The difference in size is hardly noticeable, but according to the rules of
perspective representation.

Re

3 points: The difference in size is evident, in line with the rules of perspective
representation.

|
.
Yal

Y.
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1.3 Creating line

1. Representation of space

Skills: A Case
Study of School
Children :\19_‘19: 0 point: The birds do not form a diagonal line
Y
o . ~—— = "
7 e
A = ’/ o %
1 e \/
1point: The diagonal line is barely formed
o ¢
= ;“;:fg_ /_‘/
—r i -
2 points: 3-4 birdsinaline
b o Q
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1.4 Indicate direction Loolfor Visual
1. Representation of space Communication

Skills: A Case
Study of School

0 point: The direction is not up to the right ::1“_'1":"’“ Aged

e
e
fg\‘,\ 7 “/" N m o8

1point: At least three birds up to the right

3 points:The upward right direction is clearly identifiable and approximately 30-50°

o Ve
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Learning Through Participatory Arts Learming Theough

Teresa Torres de Ega
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This article is a reflection about encounters of learning; pedagogies and
artistic practices in education based on findings from two activities organized
by the research team of the Portuguese Art Teachers Association APECV in
2018 and 2020. Activist artists, social designers, educators, caregivers and
people with disabilities were included in the activities with a view to
discussing learning spaces. The reflections, collected through photography
and group interviews, are written down from the perspective of learning
encounters and art practices, as these are pedagogies to enable personal
well-being and social emancipation.

Keywords: Art Education, Pedagogies, Participatory Art, Learning,
Inclusion
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Forewards: Learning about Companionship

There are some institutions where disabled persons are engaged in
artistic and crafts activities. One of them is a charitable organization in the
region of Lafdes, Portugal called the Association for Solidarity in Lafées—the
ASSOL. In the ASSOL the caregivers use a methodology based on “gentle
teaching” in a quiet atmosphere, advocating love and affection that are taken
as the best therapy to promote a sense of usefulness. Gentle Teaching as an
approach is an international partnership aimed at developing mentors and
trainers. It was founded by John McGee, who was inspired by Paulo Freire
pedagogy (Freire, 1970) when he worked in the slums of Brazil. Freire
developed Gentle Teaching as methodology and a way of “being with”
marginalized people and teaching them to feel safe, loved, loving and
engaged: the meeting ground for human existence and individual growth.
The focus of the ASSOL is to strengthen companionship and community for
all those they serve—children, adults and families that are struggling with
mental illness, experiencing disability, homelessness, addictions and
involvement into criminal acts. According to Van de Siepkamp and McCrovitz
(2018) “Companionship is the cornerstone of a Gentle Teaching practice,
creating meaningful, human connections between the person and the
caregiver. The unconditional acceptance and gentle-teaching presence of
this relationship establishes trust, and cultivates mutual learning and growing
together”. A person learns about companionship through the caregiver’s
practice focus on safety, receiving and giving love and engagement.

INJAE18.20NTAEC 2020



The International Journal of Arts Education

Learning Through
Participatory Arts

-

Figure 1 Silk printing workshop at ASSOL (Photo by Raquel Balsa)

APECV—Association of Visual Art Teachers—was was founded in 1988
in Portugal. It provides learning opportunities through arts education and
community arts projects in the area of visual arts, and promotes the
development of research projects in the area of arts education, raising
awareness of potentials of art education on subjects such as values,
citizenship, sustainable development and social cohesion. The research
group in the APECV research has been collaborating with the caregivers in
ASSOL for many years, especially with Matias Pancho, a social designer
and caregiver, the facilitator and creator of the bindery workshop' in THE
ASSOL. In cooperation with Pancho, the APECV usually makes artist books
for teachers. In our frequent visits to the bindery we observed a culture of
hope through unconditional love and respect for one another. Many activities
conducted in the APECV help to find meanings and create new memories
through art practices with a sense of belonging. We have learned much with

' About Gentle Teaching Network, see more at https://gentleteaching.com/
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the caregivers in the ASSOL. The first lesson was not to expect anything.
Matias usually told us to be open to the results of the practice, whatever it
might be. This is the consequence of unconditional love and respect for one
another. Dialogue cannot be forced into being.

Figure 2 Matias Pancho, social designer and caregiver at the ASSOL
(Photo by Raquel Balsa)

In 2018-2019 the APECYV involved in a project called ‘Circle’?, funded by
Erasmus+, EU's program to support education, training, youth and sport in
Europe. The project was focused on the development of basic skills and key
competences in adult learners through a system of activities, which starts
from improving educators’ competences and through them reach adult
learners caught by less opportunities in 4 partnering countries (ltaly, Slovenia,
France and Portugal). In 2018, 20 educators from the four countries with
different professional profiles were engaged in collecting and sharing good

2 Project for Adult education funded by the European Community: Erasmus+ Key Action 2
Project: 2017-1-T02-KA204-036912 .
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practices and tools to facilitate and recognize their learners’ achievements. :zz::::gtzx?::
The APECV decided to propose working with people with disabilities, and
asked Matias Pancho to collaborate with us. With Matias we invited 8
persons from the ASSOL to have a focus group interview held in May 2018.
The interview was about key competencies the interviewees saw as
important in educators and facilitators. In July 2020, there was another
project called Acting on the Margins: Arts as Social Sculpture; AMASS,® an
H2020 European funded project. In this project, the APECV asked again the
help of the ASSOL. Learners and facilitators in this project were expected to
understand spaces where learning may occur. The interviewees in the
research included 3 social designers; one performance artist; 2 art educators;
one caregiver and 12 men and women with different abilities/mental
disabilities and very different learning backgrounds. All of the people
involved in the research group participated in two activities. In the first action
participants were invited to photograph the most important learning spaces
of their lives during the one week, using Polaroid cameras. In the second
action, one week later, an account about the photographs was conducted.

Teacher, educator or facilitator as a learning space

* AMASS: Acting on the Margins: Arts as Social Sculpture (870621—AMASS—

H2020-SC6-TRANSFORMATIONS-2018-2019-2020/H2020-SC6- TRANSFORMATIONS-
2019). See here the Project webpage: https://amassproject.weebly.com/about.html
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Figure 3 Story telling with collages and photocopies to make a fanzine at the ASSOL
(Photo by Raquel Balsa)

The results of the interview conducted in 2018 showed that participants
valued the following competencies: kindness, friendship, being a good (nice)
person. It was interesting to note that companionship was highly valued
(eating together, playing together, learning together) by the interviewees.
The facilitator, teacher or educator should be someone people that can be
trusted and build a friendship relationship with—someone who sits together,
a companion in daily life activities, not a distant authority. The learners in the
ASSOL also mentioned that a teacher, an educator or facilitator should be
able to help; able to learn; attentive, mindful, observant and alert. These
characteristics shows us a profile that the teacher, educator or facilitator is a
very special companion, the one who stays alerted, who cares about the
singularity of the people with the activities and the spaces, and with respect
and generosity to listen. These are taken as positive characteristics for their
being able to spend time for diagnosis to understand the situations the
people involved in the learning events and therefore capable of joining
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activities accordingly. Here, the APECYV is inclined to look at the learning 'l;zanf:::g;':ﬁr?:
relationship as an immanent process. As Atkinson (2018) wrote,
“pedagogical work is therefore not conceived as a teleology of prescribed
routes and end points (a transcendent framing). But more in terms of an
adventure responding to the immanence of local events of encounter” (2018,

p. 19).

Figure 4 Sr. Anténio with his mask figure to make a print over a fabric

(Photo by Raquel Balsa)

For the ASSOL learners, the teacher, educator or facilitator is someone
knowledgeable; able to teach new things, able to make things; able to give
feedback (e.g. correct the mistakes of the students). It was interesting to
note that for them companionship was so valued (eating together, playing
together, learning together). Learning in this condition was defined as
encountering something new with someone learners could trust as a friend
and adviser. In the activities during July 2020 this relationship was further
identified. The facilitators were also recognized as places for learning.
Understanding an educator, a caretaker and facilitator as a place of learning,
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is a very particular understanding of a pedagogical relationship, where the
educator is a territory, a safe place where new things can be explored.
However, this ideal relation must be correlated with a context, where the
participants from the ASSOL are used to Gentle Teaching practices. Affection
and meaningful relationships between people and caregivers as well as from
APECV, artists, art educators and social designers are emphasized in the
practice for social transformation in local communities.

Figure 5 Typography workshop at the ASSOL (Photo by Raquel Balsa)

Nevertheless, it is important to note the very essence of the pedagogical
relationship that is based on trust and togetherness, where time and distance
are crucial for creating respect. As Han (2017) wrote: “A society without
respect, without the pathos of distance, paves the way for the society of
scandal” (Han, 2017, p. 1). Here, the digital blurring between public and
privacy is identified as dangers of a digital media with a culture of indiscretion
and disrespect. But from the activities taken in the Circle and AMASS project
in the ASSOL, the same concern was identified. That is, learning needs
space and time, needs someone with a hame, someone we can trust and
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respect in the path of a learning journey. A learning journey on the other :zz::::gtzx?::
hand is made of learning events, and local spaces that we explore during a
certain time of our lives alone and with others, where pedagogy occurs in
shared learning events. In other words, the APECV learning activities are
mainly based on emancipatory pedagogy. Leaders of the movement, such
as Freire, explain that education is always political, and that educators and
learners should be “cultural workers” (Freire, 1070). They are capable of
identifying and redressing the injustices, inequalities, and myths of an
often-oppressive world. For Freire and his followers, the core concepts for
education are Humanization; Dialogue; Hope and Critical Thinking (Nouri
and Sajjadi, 2014). For Freire (Freire, 1970), learning processes should
enable both students and teachers to develop a critically conscious
understanding of their relationship with the world. Changing the world to a
humanized one, for Freire (1970), is feasible only through true dialogue that
occurs under the following conditions:

Love: Dialogue cannot exist in the absence of a profound love for the
world and for human beings. The naming of the world, which is an act of
creation and re-creation, is not possible if it is not infused with love.

Humility: Dialogue cannot exist without humility.

Faith: Dialogue further requires an intense faith in humanity, faith in its
power to make and remake, to create and re-create, faith in its vocation to be
more fully human.

Trust: Founding itself upon love, humility, and faith, dialogue becomes a
horizontal relationship of which mutual trust between the participants is the
logical consequence.

Hope: dialogue cannot exist without hope. Hope is rooted in human
beings’ incompleteness, from which they move out in constant search—a
search which can be carried out only in communion with others.

Critical Thinking: Finally, true dialogue cannot exist unless the
participants engage in critical thinking; thinking which discerns an indivisible
solidarity between the world and humans and admits of no dichotomy
between them; thinking which perceives reality as process, as
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transformation, rather than as a static entity; thinking which does not
separate itself from action, but constantly immerses itself in temporality
without fear of the risks involved (Nouri and Sajjadi, 2014).

T —

Figure 6 Soundscapes exploration workshop at the ASSOL
(Photo by Raquel Balsa)

Learning Encounters for the Artists, Teachers and Social
Designers

In the Circle Project, focus group interviews were conducted by two
psychologists in order to evaluate the activities being performed. The
activities were a 3-hour workshops with artists organized for 8 months. The
contents of the activities were based on art practices such as typography;
silk printing; fanzine story telling (making a narrative using comic books
strategies); soundscape explorations; and making a webpage using the
Padlet software. According to the evaluators, the learners emphasized
the techniques and materials that were learned as new things and therefor
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there was a sense of accomplishment based upon outcomes (such as  Learming Through

binding a book, storytelling in the fanzine, printing their name using T At

typography, printing one image on paper and textile, performing on music
instruments, learning about digital photography, making a group
webpage—e-portfolio). For the rest of the group: researchers; art educators
and artists, they learned so much about being an artist, an educator and
about themselves during the Circle project, having discovered a third space
where companionship was the key to interact with others. They have learned
about respecting the rhythm of the group, being open to new situations,
challenging fears and ways of engagement through love.

The Force of Art: Artist and Social Designers as Cultural
workers

Through the APECV projects, it is reassured that art practices offer
valuable tools for engaging with the other, provoking encounters and
creating safe relationships. As artists, it has perhaps never occurred to them
about the role of unconditional love towards the other in an aesthetic
relationship, and this is what the disabled persons can teach artists and bring
a new dimension to artistic and social design practices with respect to
cultural work.

In the Circle project, participants were involved in a community
dimension. A sense of acceptance of the other was therefore nourished and
the sense of belonging to a group was built. During the process a space of
potentialities between participants was created, i.e. a unique place of sharing.
This space of encounter provided by art-making was subsequently taken as
a space of sharing and understanding, which could also be referred to as
contemporary participatory art (Bishop, 2012). But furthermore, it was a
reciprocal type of participation. That is, designers and researchers learn as
much as educators, caregivers, facilitators as well as anyone with mental
disabilities. It showed that engaging the group in art practices enabled
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learning events to be performed in dialogic situations that created
relationships based on humility; faith; trust and love. Working in these
transdisciplinary ways, between places and between people, lay bare the
dynamic visions of work for an inclusive society—both visions through
engagement and dialogue through artistic practices united the participants. It
ended up as a commitment to social change and empowerment of the all the
participants. Through this practice and activity, the need to enlarge the notion
of a dialogical art proved necessary and facilitative pedagogy. It helped
embrace a dimension of companionship and love which may not always be
ready-made in artistic practices, but often reduced to other egocentric
projects.

Learning encounters through the arts for social inclusion and
well-being of communities

Several contemporary concepts highlight the ways that art and culture
contribute to social inclusion and well-being of communities. We understand
social inclusion as an active process to enhance personal development,
improve social cohesion, reduce social isolation and elevate active
citizenship. We believe that through arts education activities, social
designers (engaged in participatory service design); artists (engaged in
participatory art forms); educators and teachers (with emancipatory
pedagogical approaches; caregivers (especially those engaged in gentle
teaching practices) and other facilitators will contribute to social
emancipation and social inclusion for disadvantaged individuals, groups, and
communities. Designing and implementing educational activities or
pedagogical situations that raise aesthetic, ethics and political issues can
foster public dialogue both in local and global contexts.

This approach requires highly trained professionals. They are expected
to launch and coordinate projects in the community, art educators as
provocateurs or animateurs of dialogue through art making in order to design
projects and activities with the community in a respectful and responsible
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way. This approach is about creating collective situations for narrative I;zx:::g;x?::
activities based on arts materials, process and techniques. Art educators,
artists, social designers and caregivers serve as facilitators of dialogue that
brings up the initial questions or topics to start a collective discussion and
function as communication tools and techniques to create the narratives.
Such art and art education projects enable a discursive space where the
actors can have their voices heard and they can critically reflect upon their
lives via artistic media. People with an active cultural life also enjoy a variety
of “spill-over effects,” which include a stronger community and civic
engagement, improvements in public health and social stability, and
economic revitalization (Stern & Seifert, 2008). To have the above effects,
artists have to be interested in working closer with communities, making
neighbourhood-based art projects to increase urban vitality and promote
social inclusion. Participatory Service designers or social designers,
community artists, socially engaged artists, and outreach artists have to be
working closely with people so that they break the borders of conventional
art-making and appreciation of artworks (Sansi, 2015). From this viewpoint,
however, art and culture are not accepted in materialistic models. In other
words, art and cultural projects made with the participation of the
communities are not a commodity produced for an elite. Rather, it is a social
action shaped in an artistic collaborative process.

Learning encounters through arts education

From outcomes of the ASSOL activities in July 2020, we understood,
the spaces where learning may occur may be manifest in the road, a truck,
the river, the mountains, the school, the television, the stones of the
mountains, or on the internet, tragic, happy events, and with the family, with
the caregivers. Learning can be an encounter with a new situation, or a
new vision of a situation, or a dialogue with other(s). Learning encounters
are always shared with someone we trust, and through these learning
experiences we gain hope in the future.
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Figure 7  Vera with the Polaroid camera to record spaces of learning
(Photo by Raquel Balsa)
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Figure 8 Learning spaces using the photographs taken with the Polaroid cameras
(Photo by Raquel Balsa)

We are aware that not all the practices used in arts education are
concerned with collaborative process aimed at personal and social
emancipation. Nevertheless, many arts education practices are moving
towards that direction. An art practice, as Atkinson (2018) points out “is not
centrally concerned with the production of objects or the representation of
entities or beings in the world, but rather, with experimenting and exploring to
forge openings, correspondences and potentials for building new worlds”
(Atkinson, 2018. p. 206). As spaces of learning may occur in many different
places where we live, people can explore and expand existential territories
through art making, and have critical understanding of many situations and
events. By art-making we are working as agents for change, and changes
only happen when space, time, silence and distance allows pathways for
learning journeys.
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Abstract

Integrated art and technology education is characterized by new
platforms for more affordable and even free software are now available to
make digital art. Among them, digital storytelling can be viewed as one kind of
digital art since it requires students to use a series of logical steps to make
video art including designing storyboards, editing images and audio, adding
transitions between images, and inserting background music and voiceovers.
In this article, this researcher explores middle schoolers’ digital storytelling
activity and seeks to find out the following puzzles including 1) How do middle
schoolers develop their hero stories via digital tools? 2) What difficulties do
students encounter in making their digital stories? The study found that digital
storytelling can foster students’ storytelling, creativity, and problem-solving
abilities. Specifically, students feel confident in using Photo Story 3, a
video-making software, to make their digital hero stories. Students also
develop a sense of gratitude to those taking care of their lives. Suggestions
are also made by this researcher in the end.

Keywords: Integrated Art Education, Integrated Art and Technology

Education, Digital Storytelling, Technology in Art Class,
Middle School Art Education
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Forewords

Integration is a teaching approach that can assist children in bridging the
curriculum and life, as well as making connections across the curriculum
(Kindler, 1991). Marshall (2014) stresses art integration can “promote deep
and holistic understanding of concepts and ideas that matter to our students
while fostering their abilities to handle complexity and think flexibly” (p. 361).
Blagoeva, Karppinen, and Kairavuori (2019) mention various integrated
methods that are popular in school such as theme-based, project-based,
phenomenon-based, and discipline-based. These integrated methods
address knowledge construction in distinct ways and all indicate that
well-planned integrated teaching can help learners to construct holistic
knowledge.

Incorporating technology into art classes on the other hand helps
students connect the school learning and everyday experience based on the
premise that students today have encountered various digital art in their lives.
Teachers should provide opportunities for students both to learn the process
of making digital art, and experience the possibilities technology can assist in
creating art. Hew and Brush (2007) for instance describe several essential
elements in technology integration including “the use of computing devices
such as desktop computers, laptops, handheld computers, software, or
Internet in K-12 schools for instructional purposes” (p. 225).

Art educators in fact have been incorporating different technology into art
classes. Gehl (2019) points out that “Incorporating video into the classroom
can help your technology-loving students see themselves as artists as they
communicate and express with digital media” (para. 3). Li and Chung (2018)
argue that digital learning tools bring excitement to art classes. Students use
cloud platforms such as Dropbox and Google Drive to share high-resolution
images with their classmates. Twitteris another platform for teachers to share
images, post follow-up questions, and invite students to patriciate in the
discussion. Teachers can also post teaching materials and additional
relevant resources for students to explore the topics further. Google Docs
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provides an excellent platform for students to perform critiques on art
collaboratively.

There are also educators that encourage the means to implement
integrated art and technology curricula under the framework of visual culture
art education. Lee and Chung (2009) argue that art educators have widely
paid attention to postmodern conditions and innovative using technology in
art education such as virtual reality, computer art, identity formation in relation
to popular and visual culture, interactive hypertext, and digital storytelling.
These new forms of art encourage discussion of the philosophy of art,
contemporary techno-visual culture, and the development of multiliteracy.
Pavlou (2020) points out that new media technology has permeated every
aspect of our society. Teachers should educate students on how to consume
and produce meaning in the context of communication. Although most
children today are taken as digital natives, but this does not mean that their
visual competence will develop naturally. Teachers need to teach children
how to see images/visual culture. Here, acts of consumption means critical
viewing and recognition of issues relating to power and control. Producing
new media means that children should have the ability to use various new
media. Teachers therefore should not just design the art and technology
syllabus with their teaching technical skills but encourage children to use
technology to communicate ideas, thoughts, and experiences.

There are also several educators that teach integrated art and
technology class in STEAM (Science, Technology, Engineering, Art, and
Mathematics) education. Liao (2016) insists that integrated STEAM
education is “interdisciplinary education focused on transformative learning
experiences whereby STEAM subjects are presented together” (p.45).
Yakman and Lee (2012) argue that STEAM education not only provides
students an opportunity to learn integrated curricula but also fosters them to
be life-long learners who have more abilities to adapt to the global society.
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The Advantages of Teaching Digital Storytelling

Digital storytelling refers to the means of “using a variety of technical
tools to share narratives, images, and experiences in a multimedia in the form

of audio, video, web publishing and graphics” (Lisenbee & Ford, 2018, p. 132).

Digital storytelling is a powerful tool to foster students’ critical thinking and
decision-making abilities since students need to critically choose images
fitted into their contents, write drafts, and record voiceovers to present a
compelling and complete story. In a survey of 366 teachers who use digital
storytelling in Palm Springs Unified School District, Vu, Warschauer, and Yim
(2019) provide several reasons that teachers would like to adopt digital
storytelling in their classrooms. These teachers argue that digital storytelling
provides students opportunities to explore a wider range of multimodal
genres, including fiction and nonfiction, and develop students’ writing skills.
They also point out that using digital media like digital storytelling in class can
increase students’ learning motivation. Finally, these teachers also consider
using digital storytelling as an assessment tool in class. For example, they
can ask students to explain a course concept in digital storytelling.

With respect to language literacy education, Emert (2014) insists that
digital storytelling can foster students’ multi-literacy skills such as “vocabulary
acquisition, sentence construction, knowledge of grammar, while
simultaneously inviting them to view moments from their lives through
aesthetic lenses” (p. 404). Yamag¢ and Ulusoy (2017) report that “Digital
storytelling enhanced students' ideas, organization, word choice, sentence
fluency, and conventions in terms of writing quality” (p. 59).

Besides helping students developing literacy skills, teachers can provide
students opportunities to tell their personal stories and express their concerns
when discussing various social issues through digital storytelling. Chung
(2007) states that

Digital storytelling not only addresses art education's current concerns with
visual culture, computer technology, and interdisciplinary pedagogy, but
also allows learners to cultivate and apply their multiple literacy, artistic, and
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critical skills to give voice to more significant issues of importance to a
worldwide audience (p.17).

Eglinton, Gubrium, and Wexler (2017) also argue that

Digital storytelling as arts-inspired inquiry pushes youth voice to the fore,
helps us to reposition youth as active agents, supports reflecting with youth
on the ways in which they construct and make their worlds, and empowers
youth to be part of their changing worlds (p. 17).

Steps of Making Digital Storytelling

There are several essential steps in making digital storytelling. According
to Eglinton, Gubrium, and Wexler (2017), digital storytelling is “short (2-5
minute) multimedia narratives, which include sound, image, text, voice over,
and/or music. The stories are often personal” (p. 4). They introduce the
approach of digital storytelling created by the Center for Digital Storytelling
(CDS) in Berkley California. The first stage of digital storytelling focuses on
story writing. The second stage emphasizes introducing technical skills
regarding how to work with video software to create personal digital
storytelling. In the end, participants have opportunities to share their digital
storytelling. Chung (2006) reminds teachers to consider several elements in
digital storytelling including imagery (e.g.: photos, artwork, graphics, and
maps), video, text, voiceover, audio (music and sounds), slide transitions,
and the effect of the images. Lambert (2006) points out seven critical
components of compelling digital stories including point of view, dramatics
questions, emotional content, the gifts of your voice, the power of the
soundtrack, economy, and placing.

Regarding the specific steps of making digital storytelling, Jantakoon,
Wannapiroon, and Nilsook (2019) suggest the following steps including
writing, script, storyboarding, locating multimedia, creating digital stories, and
sharing digital stories. Robin (2016) recommends 12 steps for teachers to
guide students in digital storytelling including choosing a topic, conducting
research on the topic, writing the first draft of the script, receiving feedback on
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the script, revising the script, finding, creating, and adding images, respecting
copyrights, creating a storyboard, recording audio narration, adding
background music, building the digital story, and publishing the digital story.

Examples of Using Digital Storytelling in Educational Settings

Digital storytelling has been widely used in different subjects. Chung
(2006) shares the experience of digital storytelling in an integrated arts
education course for art teachers. Chung insists that art teachers perform
various roles during the process of digital storytelling such as researchers,
playwrights, designers, media producers, and educators. Teachers are
expected to explore different significant issues, compose a narrative, edit
images, record voiceovers, apply contextual knowledge, and analyze how
information and mood effectively convey a story. The digital storytelling
project can be also be expected to foster students’ hands-on, critical thinking,
and problem-solving abilities, as well as provide a channel for students to
express their personal concerns toward various social issues.

Johnson and Kendrick (2017) conduct a case study to explore how
digital storytelling projects provide possibilities for students of refugee
backgrounds to communicate complex or difficult aspects of their feelings
and personal experiences. Teachers in this case guide students in making
accomplishment stories in class. The results show that using the digital
storytelling project to make accomplishment stories can help students
enhance self-confidence and build positive identities. This project also
promotes a more equal educational environment that goes beyond
stereotypes of culture and immigration by authentically acknowledging
students’ background experiences and fostering a sense of belonging.

To explore the impact of digital storytelling on students’ academic
achievement, critical thinking, and learning motivation, Yang and Wu (2012)
conduct a pretest and posttest quasi-experimental design in senior high
school English classes. There are 110 10" grade students in two English
classes—lecture-type information technology-integrated class and digital
storytelling class—that participated in this study. In the lecture-type
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information  technology-integrated class, the instructor provides
lecture-based instruction in class with the assistance of technology. Students
study individually in paper-based assignments and occasionally participate in
group discussions. The digital storytelling class is featured by students
collaboratively making digital stories in class after the instructor explains the
course content. The results show that participants in the digital storytelling
class have performed significantly better than participants in the lecture-type
information technology-integrated class in terms of their English achievement,
critical thinking, and learning motivation.

Tools for Creating Digital Storytelling in Art Classes

Besides professional video making tools such as Adobe Premiere and
After Effect, art teachers can consider using a large number of free or
affordable video making tools. Lisenbee and Ford (2018) suggest several
resources for teachers to engage students in creating digital storytelling such
as PowerPoint, iMovie, Prezi, Keynote, Google Slides, and SMART
Notebook. Lua (n.d.) recommends 18 free video editing software for
educators including Headliner, Clipchamp Create, Quik by GoPro, Splice by
GoPro, Adobe Premiere Clip, FilmoraGo, Typito, Adobe Spark Video,
Kapwing Video Montage Maker, Wave.video by Animatron, Soapbox by
Wistia, Biteable, Movavi Video Editor Clips, VidLab, Filmmaker Pro,
Animaker, iMovie, and Windows Movie Maker.

Art teachers can also consider adopting animation making tools in digital
storytelling projects. Brown (2020) suggests a series of software such as
Adobe character animator, Cartoon Animator 4, Stop Motion Studio, DigiCel
FlipBook, Moho Pro, and Moho Debut, Toon Boom Harmony, Blender,
Pencil2D, Synfig Studio, Animaker, Vyond, Moovly, Wideo. In the following
section, this researcher reviews several downloadable and online video
making tools.

Many downloadable video making tools are suitable for digital
storytelling in K-12 art education. Photo Story 3 is one of them, which is
designed for Windows users to create slideshow videos using digital pictures.
Several preliminary video-editing tools are available in Photo Story 3 such as
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cropping and rotating, using color effects on pictures, and adding transitions,
music, and narration (Porter, 2012). OpenShot becomes an excellent video
editing tool for beginners since it owns a handy interface. It provides various
functions such as clip resizing, scaling, trimming, snapping, rotation, credit
scrolling, and audio editing. Similarly, Movie Maker 10 is a popular free video
editing software for Windows users, which offers a suite of video and picture
editing tools as well as allows users to add captions with customizable fonts
and colors. For Mac users, iMovie is one of their best choices. Besides
providing essential video editing functions, iMovie utilizes the cloud-storage
functionality that allows users to work interchangeably among iPad, iPhone,
and Mac. The exciting thing is that users can apply different contemporary
video filters to build specific film genres (Damen, 2020).

Many online video tools provide a more convenient way to share videos.
Hippo Video is an all-in-one online video tool for education. It offers many
functions to meet different users’ needs such as creating, editing, hosting,
sharing, and tracking. The most convenient way of using Hippo Video is that it
allows users to integrate the videos into Google Classroom, Google Slides,
Google Docs, Gmail, and Desire2Learn LMS (Murali, 2018). WeVideo is a
clouded-based video-making platform, allowing students to upload their
photos, voiceovers, music, and add titles to make appealing videos. Art
teachers can use the WeVideo on any subject in collaborative projects or
replace the PowerPoint presentation (Fransen, 2016).

Making animated videos will add excitement to digital storytelling
projects. Powtoon is a tool for making animated presentations and videos.
Powtoon provides students several ready-made templates to help them start
their video projects by dragging and dropping the items the students like.
They also allow students to customize the templates and design their images,
music, and voiceovers (Murali, 2018). Renderforestis also an animated video
making tool with several free animated templates in various categories such
as whiteboard animation, line-style explainer, and 3-D explainer. The other
similar animated video making tool is Animaker Edify. Users can use drag
and drop icons to create different videos such as animation videos and
vertical videos (Oentoro, 2019).
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Table 1 Comparison of several digital storytelling tools

Digital storytelling tools Format Price Platform

Photo Story 3 Downloadable Free Windows

OpenShot Downloadable Free Windows and Mac

Movie Maker 10 Downloadable Free Windows

iMovie Downloadable Free Mac

h i .

Hippo Video Web-based Freg for the basic Windows and Mac
version

WeVideo Web-based Freg for the basic Windows and Mac
version

Powtoon Web-based Freg for the basic Windows and Mac
version

Renderforest Web-based \lj;?:iofr?r the basic Windows and Mac

A Digital Storytelling Lesson with Middle Schoolers

This researcher conducted a case study in a Saturday Art Class in the
southwestern part of the United States to investigate middle schoolers’
perspectives regarding using digital storytelling to tell their hero stories. To
foster students’ sense of gratitude to people who have offered help in their
lives, this researcher chose My Hero as the theme of this storytelling project.
This researcher chose Photo Story 3 as a video editing tool since this is an
introductory digital storytelling course. This curriculum design aligns with
Chapter 117.202. Art, Middle School 1, Adopted 2013 (c) (2) in the Texas
Essential Knowledge and Skills for Fine Arts Subchapter B. Middle School.
The full text of this section is shown on (2) Creative Expression as follows:

The student communicates ideas through original artworks using a variety of
media with appropriate skills. The student expresses thoughts and ideas
creatively while challenging the imagination, fostering reflective thinking,
and developing disciplined effort and progressive problem-solving skills
(para. 2).
This was a two-week class. Students took a two-hour class in a computer
lab in each week. Appropriately 12 students participated in the class.
To motivate students, this researcher discussed the hero story featured
in the painting, Watson and the Shark, by John Singleton Copley in 1778, with
middle schoolers. After the art criticism warm-up activity, students started to

INJAE18.20NTAEC 2020



The International Journal of Arts Education

brainstorm their hero stories. This researcher asked students to choose the
heroes that they were familiar with so that they could have narrative details to
build their stories. After identifying their heroes, students started to collect
images for their drawings. This researcher guided students to use the
storyboard worksheet to draft their hero stories. Students sketched out their
ideas in eight blocks and wrote one to two sentences to write down their
stories under each block. Students also considered the transition between
each image and the music.

After guiding students to proceed with their hero stories via their effort of
brainstorming, this researcher asked students to fold a long piece of paper
into eight blocks. Each block is appropriately 6 x 4 inches. Students then
started to draw their hero stories into each block. After finishing the drawing,
students used cameras to take photos for each block and transferred images
to computers.

Since this is an introductory video art class, this researcher chose Photo
Story 3 for students to make their digital hero stories. Photo Story 3 is an
image-based video making tool with a step by step guideline. With Photo
Story 3, students do not need to have prerequisite knowledge in making
videos when using this software. Before students started to use Photo Story 3,
this researcher demonstrated the whole digital storytelling process from
importing the images, adding transitions between images, typing texts,
adding background music, to saving videos (see Figure 1).

It showed that students chose different figures as their heroes such as
their art teachers, parents, dogs, priests, brothers, and grandma in their
stories. Most students were found to be able to draw a series of life sceneries
with their heroes by using colored pencils and markers. Due to the time
limitation of the class, it was found that a few students failed to finish their
drawings. For example, a few students’ drawings were still caught by a lack of
mature ideas. In the digital storytelling editing part, all students proved
capable of using Photo Story 3 to edit their hero stories. It showed that
students felt confident in adding transitions, background music, texts in the
videos. The following section demonstrated two students’ digital hero stories.
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Step 1: Importing and arranging images
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Using Digital
Storytelling in an Art Tmport and arrange your pictures
Class

Select the pictures you want te use in your
story, and then arrange them in order on the
film strip.

Learn more about editing your pictures

| Import Pictures...

Eemove black borders...

@ ol = 9 ¢ B Edit.. J

E =5
L o

You can add text on a picture to create a
title for your story.

Learn more about adding titles

sS85 558

Se u{o fure

Effect:| (none)

(=)
A

Save Project..
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Step 3: Narrating the images and customizing motion

You can narrate your story by clicking the red Record
button. Step through your pictures as you narrate by
clicking a picture on the film strip.

Learn more about customizing motion and selecting
transitions

o ) | 0000 Stopped

= Type notes here to aid your memory as you
narrate thiz picture =

| Preview ... |
- = =)
o= & G el o
— = S— 1)
| | Save Project... | | < Back || et = | ‘ Cameel |

Step 4: Adding background music

Add background music

You can add background music to a set of pictures. Select the picture where you want the music to start playing,
and then click Select Music or Create Music.

Learn more about adding background music

Seloct Music.. | |

sl & | g SRS
g M |
e : =

| ‘ Save Project...
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Step 5: Saving the story

ur story

Yhat do wou want to do with your story?
Activities:

Save your story for plavback on your computer

Send the story in an e-mail message

@ Save your story for playback on a Pocket PC with Windows Media Player 10 Mabile

ﬂ Save your story for playback on a Smartphone with Windows Media Player 10 Mabile
Learn more about the selected activity

Check for more story activities on the Microsoft Web site
File name
Specify the lacation and file name of your stoxr:

il ‘Ph Browss...

Quality Settings
Profile: Profile for computers - 2 (G40x480)

Deseription: Recommended if the story is going o be played full screen on a computer (1.7 GHz
procezor, 256MEB of EAM or higher). Video size: 640x480

| | Save Project

Tour story has been created successfully!

File name: PhotoStorr] wimy
Location: CMTsrlilbiDeskiop
Size: 134 MB

¥What would you like to do next?

{»)_ Tiew your story

@ Create another story

Save Project

Figure 1 Steps of digital storytelling in Photo Story 3. Photo by the author.
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Katie, a middle schooler, thinks that her brother is her hero. The story  Integrated Artand
. . Technology Education:

starts in her bedroom one day. Katie feels hungry so she texts her brotherto  using pigital

see whether he can buy some foods for her. The lens then turns to the screen  gor @9 an&n
of the phone showing a conversation between Katie and her brother. Next, a

transitional lens shows that 20 minutes have passed. Her brother shows up in

front of her room and is knocking her door. Then, a close-up screen shows

that her brother brings one bag of food and a cup of beverage for her. The

story ends by showing a big burger, a small bag of fries, and a cup of

beverage. Katie mentioned that she chooses her brother as her hero because

he helps her to endure an awkward moment in her life caught on the bed

(Katie, personal communication, 2017).

INJAE18.20NTAEC 2020



BRI E 2T

Integrated Art and
Technology Education:
Using Digital
Storytelling in an Art
Class

. | AR |
I S S S —

| J V¥ _ 4

¢

Figure 2 Example of a student’s digital storytelling. Photo by the author.
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Lola, the other middle schooler, describes in a story that her grandma is  Integrated Artand
. . . . Technology Education:

her hero. She draws several joyful moments with her grandmother in her daily  using pigital
. L , . Storytelling in an Art
life. At the beginning of the story, she draws her grandma’s portrait. In the .
next few lenses, she depicts the happy moment of hanging out with her
grandma, her brothers, and their dog. Watching TV with her grandma at
home is another enjoyable moment. As we can observe, Lola is sitting beside
her grandma quietly, and her grandma is sitting on a couch with a blanket and
cushion. Lola mentions that she has spent many happy moments with her
grandma at home and in the neighborhood. Her grandmother takes care of
her and accompanies her as Lola grows up (Lola, personal communication,

2017).
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Figure 3 Example of a student’s digital storytelling. Photo by the author.

The following are students’ feedback regarding using Photo Story 3 for
their digital hero stories in class. Since Photo Story 3 is a quite simple video
making software, most students report that they feel confident in using this
software. Omi mentions that “Because | have done it once already here, so |
know the steps now to do it. | like the music part of the software and there isn’t
anything really difficult about it” (Omi, personal communication, 2017).
Tammy says that “Yes, [Photo Story 3is] extremely easy in application. | liked
adding the music part. They had a great selection” (Tammy, personal
communication, 2017). Ruby mentions that “Yes, it is simple to use. | like to
see it when it is finished. The audio was the hardest” (Ruby, personal
communication 2017).

Overall, in this digital storytelling activity about heroes, students not only
practice several comic strips techniques and video editing skills but also learn
that art can be used as an expressive way to appreciate the person who
provides a heroic model in their lives. Choosing a familiar person in life as the
major character in this digital storytelling is also quite meaningful since it
helps students recall important moments in their life. It provides a rich source
for students to narrate their stories. Through the digital storytelling activity in
class, students can understand that art and life are connected, and art is one
of the communication ways to express gratitude.
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Limitations of the Research

This is a case study exploring middle schoolers’ perspectives regarding
using a video editing tool to narrate their hero. This study provides art
teachers an opportunity to explore middle schoolers’ perspectives regarding
making their hero stories through digital means. In terms of storytelling, most
students can compose a hero story from their life experience. Regarding
video editing, all students are found to be able to use Photo Story 3 to finish
this project. However, due to the time limitation, several students prove
unable to finish their drawing about their hero stories in time. For future
implementation of this digital art activity, teachers are suggested to pre-plan
enough time for students to complete their drawings before they start the
video editing part. Showing students more examples of comic strips or
presenting other students’ previous artworks may be helpful for students to
better understand the goals set by the art teachers.

Recommendations

Digital storytelling is an exciting art activity in class. To fully develop
students’ different video making skills, this researcher chose a handy video
making software, Photo Story 3, for their digital artworks. This activity
performed in the class, as the case study shows, provides a good transition
experience for students to learn video art. It indicates that students not only
have opportunities to use traditional art medium such as markers and colored
pencils to draw their hero stories but also learn fundamental video making.
Students in addition learn to take photos for their hero stories, import photos
into computers, edit the photos, and add texts, background music, and
traditions between images.

The case also shows several tips for art teachers, who are interested in
implementing a digital storytelling activity in art classes. First, teachers can
prepare a worksheet to help students brainstorm their digital stories, consider
the transitions between each image and the genre of their background music.
Second, demonstrating how to use digital storytelling software is key to
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ensure students with a clear idea about how to do their projects. Art teachers
can prepare several useful tips or step-by-step video editing guidelines for
students, for editing procedures may be sometimes confusing. Third, there is
a need for providing students enough time to practice for it can increase
students’ confidence in making their digital stories. After making a
demonstration, teachers can provide a set of images for students to practice
video editing skills. For advanced learners, teachers can ask students to
make voiceovers for their stories. Teachers can introduce other audio-editing
tools for students to edit their narratives since Photo Story 3 does not provide
the audio-editing function. Moreover, teachers can guide students to use
image-editing tools to edit images such as cropping extra areas in the images.
Overall, art teachers can choose one video making software for the digital
storytelling project and use other audio and image editing tools to strengthen
Photo Story 3 as a video editing tool. In intermediate and advanced digital
storytelling classes, teachers can choose some video-editing software with
different functions of editing either the video or audio tracks. The following
chat can be used as a reference for teachers to teach digital storytelling in the
art class.

Drafting the Watching the Practicing the Working on
story demonstration process of individual
of making making digital project

digital storytelling
storytelling

Figure 4 The process of teaching digital storytelling. Chart by the author
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Regarding students’ learning assessment, this researcher recommends
teachers to consider the quality of the drawing and the video. Teachers can
make a checklist for students to do a self-assessment, too. To assess
students’ drawing skills, for example, teachers can focus on one or two
techniques used in comic strips, such as shading and rendering, using
lighting, and drawing facial expressions. Providing examples of comic strips
can increase students’ confidence in their drawings. In terms of assessing
students’ video editing skills, teachers’ assessment variables include whether
or not students can add transitions, texts, background music, and edit the
images. Finally, teachers can assess whether students can narrate their
stories by using specific examples to support their themes. In addition to
self-assessment, teachers can also ask students to conduct a peer
assessment. A small group peer assessment can help students to identify the
strengths and weaknesses in their digital storytelling competence.

Conclusions

Digital storytelling activity utilizes a series of digital media to present a
story including text, pictures, recorded audio narratives, music, and video.
Users are expected to apply computer software to combine different media.
Digital storytelling provides a platform for users to tell a story under a specific
theme from their own perspectives. Most digital stories last 2 to 10 minutes
and are saved in a digital format that can be viewed on a computer.
Additionally, users can save digital stories onto the internet and view them in
different popular web browsers (Robin, 2016). Staley and Freeman (2017)
stress that digital storytelling can be used as a teaching pedagogy to engage
students in discussing various social issues happening in their communities
as they develop, refine, and produce personal stories that have potential
influence themselves and others.

Digital storytelling is an engaging activity in art classes, providing
students opportunities to create their arts in a digital format. Choosing
user-friendly video editing software for the introductory digital storytelling
class is essential since it can reduce students’ anxiety from the technological
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approach to art activity. In this case study, this researcher found that middle
schoolers have high motivation in learning digital storytelling and they feel
confident in using Photo Story 3to make their hero stories. Most students can
tell a complete hero story cited from their life experiences. To increase the
excitement of making digital storytelling, teachers can incorporate image and
audio editing software to increase the quality of the videos.

Researcher’s notes:

All the students’ names are pseudonyms in this article.
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Week

Topics

Assignments

+ Conducting art criticism: Watson and the
Shark, by John Singleton Copley

+ Brainstorming hero stories

- Drawing hero stories

+ Finish hero story drawing at home

+ Learning basic editing skills in Photo
Story 3

+ Working on Photo Story 3

- Sharing hero stories

N/A
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Import and arrange your pictures

film strip.

Select the pictures you want to use in your
story, and then arrange them in order on the

Learn more about editing your pictures

[ Lmport Pictures..

ol = & ¢ B Edi. J

- o
_;-_. " - ‘.—_

Eemove black borders. .

| ‘ Save Project

Add a title to your pic

‘You can add text on a picture to create a
title for your story.

Learn more about adding titles

E=EEN EL

Se u{o ture

Effect: | (none)

INJAE18.2©NTAEC 2020



The International Journal of Arts Education
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BRI EE

Narrate your pictures and customs:

‘You can narrate your story by clicking the red Record
button. Step through your pictures as you narrate by
clicking a picture on the film strip.

Learn more about customizing moticn and selecting
transitions

CETD 0000 § (
* 3 (o k topped

=Type notes hexe to add your memory as you
narrate this picture >

Se u{;a fure

'EjJ Cuztomize Motion....

T

TR 4 e RE%

Add background music

‘You can add background music to a set of pictures. Select the picture where you want the music to start playing,
and then click Select Music or Create Music.

Learn more about adding background music

Select Music... | | Caeate Music...

| ‘ Save Project...
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our story

YWhat do you want to do with your story?
Activities:

Save your story for playback on your computer

Send the story in an e-mail message

@ Save your story for playback on a Pocket PC with Windows Media Player 10 Maobile

ﬂ Save your story for playback on a Smeartphone with Windows Media Player 10 Mobile

Learn more about the selected activity
Check for more story activities on the Microsoft Web site
File name
Specify the location and file name of your oy

il P Blrowss. ..

Cruality Settings
Frofile: Profile for computers - 2 (G40:480)

Description: Recommended if the storr is going to be played full scyeen on a computer (1.7 GHz
processor, 250ME of RAM or higher). Tileo size: 640x480

| ‘ Save Project...

£

Completing Photo 3 1 WS

Four story has been created successfullyl

File name: PhotoBtorr]
Location: CMTsers\lilyiDieskiop
Bize: 2.34 MB

‘What would you like to do next?

® Wiew sronr story

@ Create another stony

| ‘ Bave Project... | | = Back | |

B 1 Photo Story 3 3 # FhiEAME (MhHFRME)
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. 2017)

INJAE18.20NTAEC 2020



BRI E 2T

BERBIRAE 7 8
HE - BIREH
S ETE )

B2 FA0BLEEFRN (FEEHRR)

e Lola AIZ/MAE T H CAUATSERERTHIE o MHiHHe M B B
REFL BN o BB —Brth - Se 2BUHAAER G 8 T AR E SR SE ke ol
HEE ~ SARRI ML EE R TREERT L © FESRRIMHAE— 0 E BEALIE 5 A B CRYE
{8 o ikl LIS - Lola BRERALAEMHRES 55 - AL A BAERCE ER - RISE FAHY
i b o Lola R H CBHHREE SR FPRImt 16 AR R 2 SEAFIREE » tHARIRER
it - —pghT Rt (Lola - {E AR - 2017) -

INJAE18.20NTAEC 2020



The International Journal of Arts Education

5 6 EOTEMRAN
8 BIREN
BNERINEEE)

B3 S#auBadERy (EFRMRK)

LU BB R Photo Story 3 SHFEIATEFHISERE L - Photo
Story 3 RFHHE A S LTI iR - NICKRS MEBE R REE O2Y
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