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Abstract

This is an empirical evaluation study of the art education curriculum in Saudi Arabian

primary school with special reference to primary schools in Al-Madena City.

The study aims to explore the current art education curriculum in relation to classroom
observation, teachers’ attitudes, parents’ opinions and children’s work. The study
sample covers 20 schools for classroom observations, 114 schools for a survey of

teacher attitudes, 20 parents and 50 randomly selected children’s art works.

The design of the study instruments was based on the literature, and the researcher’s
experience. Literature was reviewed on all aspects of art education, including its
principles, art education’s function and art in schools, with particular focus on art in the

school curriculum, curriculum and culture, curriculum contents and evaluation.

A pilot study was conducted in some Hull primary schools to test the validity of the

instruments. The outcomes led to refinement of the instruments before the field

implementation.

The findings indicate that the parents have no proper link with the school, especially
with art education as an integrated part of the school curriculum, which may reflect the
social tradition that underestimates art in general and art education in particular. The
teachers’ attitudes indicated that the general and ambiguous curriculum guidance is
responsible for their inability to use their potential in the teaching-learning process. The
findings also shed light on the responses of teachers to the social tradition which makes
them less interested and less motivated, as revealed throughout the observation process.

The pupils’ works, in the estimation of the evaluators, reflected a low level of learning,
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consistent with the low value given to art and aesthetic sensitivity. This can be

attributed to both teachers’ methods of teaching and the curriculum construction.

The study’s findings were interpreted in relation to the research questions. The research
achieved its objectives, opening new horizons to the researcher and others to take into
consideration within the socio-cultural tradition, the curriculum components and

teachers’ initial and in-service training in art education.

il



TABLE OF CONTENTS

Acknowledgements reeeessaee s aARs R AR AR R R bR AR SRR RO R b bRn e R e RR bR i
ADSEFACE . ciiriierciriisnerisieninensenisresaiiisesisnsenisnssiassssassassissessisssstsssssessasssssssstsnssesbessastsasssessorsassnnsssessissssssnsasssns ii
Table of Contents. . Cersesereresabesie bbb s et SRS SRS e shs bR e SR s s E e st e s nn ii
LiSt Of TADIES.cccveciienssissrosninssninisenminiismnnsiisssmsssissiossimssosiestisesseestonsssssssasstsssisassmsssessssssssssssssassonsons ix
CHAPTER ONE : BACKGROUND TO THE STUDY
1.1. INTRODUCGCTION ...ttt istinissstisiisssstsesssssssesssssssssessssasssnessssssssassssronssssasssessnsnes 2
1.2. RESEARCH PROBLEM....coniiniiiiiniiiinnninisnionsnisnssisenisnssisasissssisassessssesssessassssasssssses 3
1.3. RESEARCH OBJECTIVES ceebesreLE eSS bR AR SRR B sk SR SRSttt s et annessnenrreas 5
1.4. IMPORTANCE OF THE STUDY ....icvinininniiaiioionmeserermsmesmasesssssasssemnsssassesssssssassors 6
1.5. QUESTIONS OF THE STUDY ..ouviiornireieieeercirsesisesesesnensssssissssssissssssasssssssssssssnsssssesssssasesas 6
1.6, LOCATION OF THE STUDY .....ccouvioinrcnncnnnenenninsmsnmsensssnsessssasssersessessssssessssssssosssssessssesssessensesssene 7
1.7. DEFINITION OF TERMS .....vvniiimeniommsicssmnmsnsssssssssssiassssessssnssssnssssssssssssrssnsisisssssssssssssssionsassaase 7
CHAPTER TWO : THE CONTEXT OF THE STUDY
2.1, INTRODUCTION ...urtritisicssnsareenstsssssssssstsnestisssststssstessssssssesssssessses ossssassssasssssnsissnssse 10
2.2. THE ESTABLISHMENT OF THE EDUCATION DIRECTORATE ..........coceiunnirmennnisninnnnne 10
2.3. ART EDUCATION IN SAUDI ARABIA 14
2.4. CURRENT ART EDUCATION CURRICULUM . .17
2.5, ISLAM AND ART ... ecirceirrencasessesssensasassssmssssssssssssssntstssssnssasssbasasmsssastanssesssnassnssssssasese 22
2.6. ART TEACHERS’ INITIAL AND IN-SERVICE TRAINING ....cviniiniiinninnincnsenrncnnenssen 23
2.7, SUMMARY ccoocririirinistioiesiscsassescasssssnnsssistsnnsssssssrsssnssssssissiostostassssssesssssstastssssssessnsssssssssssssssssrssssoss 25
CHAPTER THREE : LITERATURE REVIEW
3.1. INTRODUCTION
3.2 THE DEFINITION OF ART.ciiiieininnsicseniessorsisissssesssssssissssissesssiserssssssssssssasssssssssnsssssassssss 29
3.3. THE MAIN FORMS OF ART wiiininiesenmnsnmnsssermesssssestsisssssssssiorsessssssserssssnssnistsnsassssasasssssesssanes 32
3.4. THE FUNCTIONS OF ART EDUCATION .....c.ovminminnnisnsnniniesisscssssnsssensasacsrsenssmsasssssaeses 33
3.4.1. ART AS A MEDIUM FOR COMMUNICATION........ocovieiriiieriteetiteeseieeesbervesterseessestetssrsssesteesesrneeeenas 34
3.4.2. PSYCHOLOGICAL DEVELOPMENT ...ccccoeiivtrieeiieiisesioeresiaseesteetseeessesossesessonessieesssesensesseenresssssesnsns 36
3.4.3. TECHNIQUES OF ART ..uviiiiiieieiteteeavutteessreeesesreaessessemsinsesonmtemessessosesseesssssonssssssssesssessssesssssossssesses 38
3.4.4. PERSONAL AND SOCIAL FUNCTIONS .....cuouiiiistiienieinie e mresesssise sttt ceaesenesssosnnsseseseeeas 39
3.4.4.1. Art as means for personal fulfilment......................cc..ccocc.oviviiceoiiiooeeeee e 39
3.4.4.2. Art and social GrOWth...............cccooooiiiiveiiieene e 40
3.4.5. AESTHETIC FUNCTIONS ....ctiiiiitreeeeietieittteeitetenintessetteessnrssesssrsesossesessons sasessssssnssssesnsasessssnenesesss 41
3.4.5.1. Art and GPPrecCiQlion..................ccooicimiiiriisiniinte e 4]



3.4.5.2. Art fosters @estRetic SENSILIVILY..............ccccccvvmiiiiiiiiiiiiit e 42

3.5. ART IN SCHOOLS ... ccceiireninncnnisessrnsssssnmsssssnmssssesssnsssissssssssssorssssssssssssnsssssssssisasssssssssesssssnsssansosssnases 44
3.5.1.  ART AS A CO-ORDINATING SUBJECT ..cuvevreriereererensesssisesessesssssntsessesessesssecsesetanssesssssssessrsnsesonne 46
3.5.2.  ART EDUCATION IN PRIMARY SCHOOLS......covitieuirirmiretetieeteteitenee e sssessoee s ee et asasaes 47
3.5.3. THE ART TEACHER’S ROLE......cconiiiiiimiiiniiiiiniin e seeee et s 51
3.5.4.  ART TEACHING METHODS .....cccsuetieuiersiresersssstnsessssesinsesassssssessssssssesssssecsesssssssessesesessesssnesnacins 54

3.6. ART IN THE CURRICULUM.....cuiiieiicinninniniinsssnieersssminastieeissiissasssssssisisssiossssisessossssases 57
3.6.1. CURRICULUM OBIECTIVES .....uetitieiirinriniiiniirtireeatssresiessanseessassessiesssesessussmeessessessessneseeneessessserne 60
3.6.2.  CURRICULUM CONTENT ..cvuiueuitiriesesieeseissesesssessesssassssesesssessssassssssssesesssssssenssssessssssnsesansasasans 62

3.7. CURRICULUM AND CULTURE e ereeiretiierErsieeretsEeeeaEeeRNE eI ENN eSS NN RS SRS SRS e e Rt e Rt en s usesenanas 63
3.7.1. WHATIS CULTURE? ...ctiiiiiiiiitinttinte st ecte st anes e aesassesess bt sseesbe st s st emeenbenbenbeeneamaesaennteseanrasie 63
3.7.2. CULTURAL ELEMENTS IN THE CURRICULUM .....coeuruiiirienenieeeiseeiseeeeseesseenessessiesssesasssesnsesesans 64

3.8. CURRICULUM AND KNOWLEDGE .........ccocoiimmimninnmnnonsmsmsssssinssmsssnsessisssssssassesssssssssssns 66
3.8.1. THE INTEGRATION OF KNOWLEDGE .....ceecomuetrieeeneieiecrenentiesiacnerensrssssssns e ssomsesassssissasossnennns 69
3.8.2.  CHILD-CENTRED CURRICULA ...ccvviniieircreiiieisie st eesastsbessbss st ssss s sssass s 70
3.8.3.  CURRICULUM EVALUATION ...ooiuiuiiiireunninsietetsnssssaesessssssses s sssessssssssssnssanss s 71

3.9, SUMMARY ...oiiiiiiiniinnssmmsnsnnssmsansssmssssssssssssssssssssssssarssssisssesmsssssissessssssasssssssssssssssssssassens 75

CHAPTER FOUR : OPTIMAL ART EDUCATION CURRICULUM CHECKLIST

4.1. INTRODUCTION rrsreressresseersissrensisstss e st abte R SR E RS SRS AR SRR S MBS RB SRS S 004 78

4.2, KNOWLEDGE ......cccoununnmnnisisininccsessscsinrassssntnssisnsesssssssssssssssssisssessssssnssssssssasasasssassssssssssasssesasess 78
421, COGNITIVE ettt st s b a3 6o boh o8 s b bbb bbbt n b s cr et oo 81
B.2.2. EXPRESSIVE...cieierirertrtareeretsseisessiesssasisssssnssssessssisssasssessssesesesststaeseresstaesisssastmsssassssssssssnssansns 81
4.2.3. AESTHETIC euceciriuriereuecrtenssesesesssessssessasssessssesesesosstssnsscsesssatssssssmsstesssssansssesssssssssssssnsessasessans 81
4.2.4.  PSYCHOLOGICAL ....cverrurireererniesstsesesssnnssssssssassssssssssessasssssssesssnsessetsssssssssssssanmssssssssesesssasssssassans 82
4.2.5. COMMUNICATION.....ccoiirermreresermsmsanesssssserssssssssnssnsssseseassssrsssesersesmissesssssinmsasasssesanassesasissassssssens 82
4.2.6.  EVALUATION.....ocoiiei it veetesesssssescstsass st s ease e srcss et s sessbessbens o ns s sh e bbb s bbb b 82

4.3, CULTIURE .....ccorveeccreraersancesssssnsressesssessssessssssesssssssssessstssssssssssssisssassssessosssssssnsssasssassseossossssssssssssssnes 83
4.3.1. LOCAL AND NATIONAL HERITAGE .....cveeetietrerine e eisisiesssse s ssssssssssss st sossns e csesenens 83
4.3.2. INTERNATIONAL HERITAGE ...c..ecmueiierinreniriemnmienniressesiinisesinssissssiesss shessansssbsbes e sressescenmanenens 84
4.3.3. NATIONAL AND INTERNATIONAL INTEGRATION .....ccovviuremrrirerinieernieresirnseisssnennacasssansesessnsonnsns 85

4.4. THE NATURE OF ART EDUCATION CURRICULUM....ccoireinnnsanmnsinnnenmsnsensassssns 85
8.4, 1, KNOWLEDGE ...ccotvvencueertrreertsrenii st st sese sttt e ser s e e st sae e st st e naasbss s s st e e as et apsaetasensnens 86
4.4.2. PERSONAL EXPERIENCE ......coecutrinieniemiaorenniresimreitesieseeseseaseiensessisssessassesessessssesesessesesssssensasasesnas 87
4.4.3.  SOCIO-CULTURAL PERSPECTIVE ..ccuvurueecrirnreisencrinesinesnsiessissssssnsesessesesssessmssssssssessssssnsessssneessens 87
4.4.4. EVALUATION coucouiemireerieeeeeseseteseesenessstsesssentatsete e sasasassssssasenssssessnsssessesseessnnsssstesassesosesssesenesessnos 87

4.5. MODERN WORLD OF ART EDUCATION CURRICULUM .....ccvirieninennenersraneressessssssesesaeses 87
4.5.1.  ART EDUCATION CURRICULUM DESIGN .....oiueuierreniiineitesinseeteessessensssrssesssssetssssssssssssssssssssnsnes 89
4.5.2. ARTEDUCATION CURRICULUM CHANGE .........ccviitiiiiireireenireeireertesereessesesnssssnstessaresssssssaeesssnnens 89

4.6. SUMMARY ..oociiniiennnniininosnionimstisssecissinsmissrsessiessisssssssssssstsssssssnsassnsessssssssessassssessessasssssssrsssenssnsess 90




CHAPTER FIVE : PILOT STUDY METHODOLOGY

5.1. INTRODUCTION AND RATIONALE.......ccoinnnirnnommismosnnsnsenssmscssesssnssiosssassssssssssossstssssssesssnes 92
5.1.1. PARADIGMS OF EDUCATIONAL RESEARCH .....cooctmirieinierieiietrarinsesseerasinsnteesseseasenesssesseevesesseees 93
5.2. DEVELOPMENT AND PILOTING OF THE INSTRUMENTS ......cccccontmiimierinsnenmessasaessaenenes 95
5.2.1. THE OBSERVATION OF THE CLASSROOM ACTIVITIES ....c.viuiviriieesiirecseinsaenieessensenes oo eneeeees 95
5.2.2. CHECKLIST OF THE ART CLASSROOM OBSERVATION SCHEDULE ....cvvverianieeeieeeice oo 96
5.2.3. PRE-PILOT OF THE ART CLASSROOM OBSERVATION SCHEDULE......ccceccenemmireeironniesineesiecnnnens 97
5.2.4. THE DEVELOPMENTAL PROCESS OF PILOTING AND CHECKING THE INSTRUMENTS ................... 97
5.2.5. DATA ANALYSIS OF PILOT/ THE OBSERVATION ....ovvvviirerieieesnireserassenisiasseassnsesessseesnsessssesans 103
5.3. THE QUESTIONNAIRE: (TEACHERS’ ATTITUDE SCALE) ....cccccciiciritinncccirensuecsnassenensnes 108
5.3.1.  PRE-PILOT PROCEDURES (ATTITUDE SCALE) ....ccvvviiviiiisieiereeesisssensssasssesessesssssensssnsssnssenesenens 109
5.3.2. CHECKLIST FOR THE ATTITUDE SCALE.......c.cerirntrirnmrinnreneteresesersansssessesssessssssesasesssesessnnassons 109
5.3.3. THEOBIECTIVES .......oetvieueteretninmesnensesesssentensasssesesesesasessssisasasesesssssssesstnssssassenseseassensnsnssansasns 111
5314, THE CONTENT w.ctieetiuieciieieteee st asrsteresessesesessesessessseasesstesbasesertanasbasesesscsnssesssrenescssesessennssosessans 114
5.3.5. TEACHING METHODS ........cccsuuiieeniienrierisnssesssssessnssessassesssssesscsnessmsosseosnssessssssssssssnsssssssssssesns 115
5.3.6. EVALUATION ..ottt b ettt 117
S.3.7. VALIDITY OF THE SCALE ...ootniriciisii ettt st sss st oo 119
S.4. INTERVIEWS WITH PARENTS w..c.coiiiniiniinscnssnssiiennnsssisesessssasmessssssssisssassssssssssasssssssssass 122
S.4.1. INTRODUCTION c..tcetmtntetrintie ettt anease et ts st ee et ee e see s et e e s s s ras bt bbb er bbbt ba s 122
5.4.2.  CHECKLIST FOR THE INTERVIEW SCHEDULE......cceuriiueeresraiseessesssessesesssssisessssssesmsssoseascsen s 124
5.4.3. PRE-PILOT FOR THE INTERVIEW ...c.ciuviriieremenerssnreneenneninensssssssssesessencsssssssscmssmsnsssmessessinssssses 124
5.4.4. DEVELOPMENT PROCESS FOR THE INTERVIEWS.....c.eviemiciercrerenciiiesinse s sosasannns 126
5.4.5. ANALYSIS OF THE INTERVIEWS........coioimiiiiererenmecermcecmeen et eestcsersbsssns b s snrosssstsnssssnsssissens 127
5.5. PUPILS® WORK ....cvviiiniisinsnninissssisesesenseeneastsssssessisessssssssssssssssssesssssssassasasssssmssosassassossasssssssas 131
5.5.1.  THE CHECKLIST FOR PUPILS” WORK .....cvuiuermieiimiinieireernreninssse i siss sssassssssasmsbsssssssssassconses 132
5.5.2. THE DEVELOPMENT PROCESS FOR PUPILS’ WORK ...c.c.cvveuiererenesesmeissenseersmsismosssasencssenmnresioes 133
5.5.3. THEPILOTING ....coeovvvvererririiertstseeneiaeseresasessciessssesssaressssseresasssassasesessassesesssssaenesessneneensesesens 135
5.5.4. PUPILS’ WORK/DATA ANALYSIS....ciuiirinccieereererimenmeitsitsnsisasssmsssbsbsnssssssessssssessesssscsessinnes 136
5.6. FINAL REFINEMENT TO INSTRUMENTS FOR MAIN STUDY .....conirvrcnressinnsnseniennen 138
5.7. SUMMARY .....cccoieirennresenneissnesesersssssssessssessassssesssssessssssistssssssasssssssssssssssssstassasmessnsassensrsnsasesses 139
CHAPTER SIX : THE MAIN FIELDWORK AND PRESENTATION OF DATA

6.1. INTRODUCTION ....ccvnnrnrnnnisncasisssesisssssssesssissssssissasssssisssssssssssssssssssssssssnessansssnsssssssssassassssisaans 143
6.2. PART ONE: METHODOLOGY OF THE MAIN STUDY ....cccoicnunnmnensmnnriniessasresssssssssssnes 144
6.2.1. QUESTIONS OF THE STUDY .cou.cuemrnterurucrniitriaeisetssesesesssstssnsssesssstesessssssssivesesssssstosssosessnsssnas 144
6.2.2. DESCRIPTION OF THE INSTRUMENTS AND IMPLEMENTATION DIFFICULTIES ..e.vcvvvvivinveie e, 144
6.2.3. QUESTIONNAIRE RELIABILITY ...oiviieiirecnimeiiineeriennencinisssssessse e osesstssssessrssesossnsmsssssessssonsneone 146
6.2.4, THE SAMPLES OF THE STUDY ...oviiiiiiimiiiiiiccnersoniecninssseerasssesbaseesstesssesessosssessssssssnsonssesesnns 153
6.2.4.1. The Questionnaire (Attitude Scale) Sample.......................ccc.oceociviiiiiiiiiiicein . 153
6.2.4.2. The Observation Sample ....................c.ccccoiviiiiiiniiniieie e eeeee et 153
6.2.4.3 The Interview Sample ................cccooooiiiiiiiiiiiii et 154



6.2.4.4. The Pupils’ Work Sample...............cooccueoiiiinioinriaiineiiiceiiisie s 155

6.2.5. DATA COLLECTION PROCEDURES ....ccouttrrerierienitreirieetinresneeestnessnssennissnsinttssssssnesnmeesieceneesnne 155
6.2.5.1. The QUESHIONNAITE. ............cccoooviiiiiiiiiiii e e 155
6.2.5.2. TRE INIEIVIEW .........c...cooiieeietiecie ettt b et ket teae et 156
6.2.5.3. THe OBSErVALION ...............cccovcviiiiariiiecti e ses et ebe et sttt 156
6.2.5.4. PUPIlS’ WOPK.........ccoccocovieiiiniiiiiiiiiiiiiiii e 157

6.2.6.  SUMMARY ..oiiitiitiiiittiiieiienrreiieseeeesnnt et sssrta s bo e s sosbsasstesasaressesmesesirraeseresseneetserbeeessmeresseesss 157

6.3. PART TWO: THE CLASSROOM OBSERVATION DATA ANALYSIS ....ccoivninnninericenene 157

6.3.1.  INFORMATION CONVEYED.....coeveetiretriesinntenitesetesnesesesssssessesasesesesesesssentssssssssnsasassossssnssonsonns 161

6.3.2.  PRACTICAL EXERCISES GIVEN ..couiiiiiiiieniiceeintrisintesessssssssaesasasssessssnssssssssssnssssssesessssensnensoses 161

6.3.3.  TASK EXPLAINED .....coiciimmiirieiiiiiie et eeetnestesnettaness e rese s sssessssaesescoseenenesbestesreassasnasesaasenas 163

6.3.4.  PROBLEM-SOLVING .....ceuiitreiisiicrniintrirerasseasisssssseseesesssssesesersssssbe et iebesenessasanassssasssssnsnssones 164

6.3.5. ART ACTIVITIES AND COMMUNITY TRADITIONS .....c.cvervrearereeeesrereesrerenieseneninnenininseseeeseneenas 165

6.3.6.  ART ACTIVITIES AND CULTURAL SYMBOLS ......cotiviiiemriiiiricreisisiresss s ssessssssbesisessessssc s 166

6.3.7.  LESSON OBIECTIVES w..cvueueuiieueisereceeinneasinestnsesets st sssssesessssssess s bssssse s sesscssensnensscanns 166

6.3.8.  TEACHERS’ ATTENTION ....oovuiuiireiminretnisesttssesesesesssesssesssssssieesssssasassessssssssssesssisseassinssisnsons 168

0.3.9.  GROUP ACTIVITIES ....covueriiersesmriiretssiosseses s isses et e sas s ssesssseesesssoesabsenssbensesssssnsesssssenses 168

6.3.10. INFORMATION ABOUT ART ...c.oiimiiiiriinceeriire st scesessesesetsssesssassssssssnssssssssnsssssesnsssnsnnns 169

6.3.11. ARTISTIC SKILLS ....c.oiiiiiieietiiiestiter et ssse et s essassemss s s sms e sas s sass st sesnnne 169

6.3.12. USING ARTISTIC TOOLS......coreitirisieeeestresteeneeteesessesesessetesase et shsssstsbstsbesssrsssns s ssassbssesisacenas 170

6.3.13. ART ACTIVITIES’ LINKS TO OTHER SUBJECTS.....coevirirmrienmeisrersimseresiensnsmesssssssssesesemmensenens 170

6.3.14. SUMMARY ....oouimimiiiiniiinitritie et ses e ares e s b seb s bbb sba b b et e 171

6.4, PART THREE: TEACHERS’ ATTITUDE SCALE ANALYSIS...ccnenimnnnnrecieiveseins 175

6.4.1.  CURRICULUM OBJIECTIVES ...cccctntiririniimuierirsesneeesssieacssaesensensisensessssssssissssbessesssnsnssssssssns 175

6.4.2.  CURRICULUM CONTENT ....coviutiitrreieesesetssnnseeesesestsnasescssasasessassssssssssasiessassnsisssnssssasississossssons 178

6.4.3.  TEACHING METHODS .....oiiviuiertrnisecrresesisesisnssssessessosasensemssssesesesees sessssessssssssnnssssmsosessssseiennas 182

6.4.4.  EVALUATION........cccvverertirerensncsissearirssesemsieasssnssessesesssessssassacsstsssssssssasssssssansansssasssstasssnsenssisenes 184

6.4.5.  SUMMARY .....ooiiiirterseseisessesss et ettt et ts s ese st ssae s bbb b b st E st bbb 186

6.5. PART FOUR: PARENTS’ INTERVIEW ANALYSIS.......coninniesermsencsnosiseoisessesesns 188

6.5.1. IDEAS ABOUT CHILDREN’S STUDY IN ART LESSONS .......coimrurueriiriiiereenerencrentenenenniesemecnnseneanas 188

6.5.2. CHILDREN LEARN OR OTHERWISE IN ART LESSONS.....cuvueuersienerseissennsesessssesessssensessonmiensienas 190

6.5.3. CONTACTS WITH ART TEACHERS ....cvtmiurtrienrrinrinsrteseteistsessssnsesssssesssassssssesesssssssenssessosesonans 191

6.5.4.  ART LESSONS’ VALUE ...cooiuniiiiieireneiniierscieie st ssssses s sresssssasessss tessssesesssssatssnssenssensens 192

6.5.5. ARTATHOME ..ottt ettt ettt at et b e bbb er et en s 193

6.5.6. IMPROVEMENT SUGGESTIONS ...covtrueiruirimrirtnirinnsieesesessisasessesesesssesasessesnsssnssssonsessssssennsne 194

6.5.7.  SUMMARY ...oitiiiiireeieintiitininssinssittssetesieeeresbaerassstnessssestseoseesseessrsssssssssssossnsonssssstossseennessseres 195

6.6. PART FIVE: ANALYSIS OF PUPILS’ WORKS. .......ccoitveinvirnnncntieneasnacssissrossecsassssssssssssseessssssses 197

6.6.1. EVIDENCE OF ARTISTIC MODELS......c.ceiiimiiimeriniaririnininienesetsssssensc s sesessssssesssesssosanes e sens 198

6.6.2. ATTITUDE OF CONFIDENCE AND PURPOSE IN WORK ........uvueuriieneinteeeeeesceeereeseee e 200

6.6.3.  LACK OF EXPERIENCE .....corucuemiiiiieicnitiinirei it sttt sae e s basassabe e sassesessseesesstessanesesanns 200

6.6.4. EVIDENCE OF IMAGINATION ....ocotiiirititirieticni ettt ettt st s eseasantsere s sre e 201

vii



6.6.5.
6.6.6.
6.6.7.
6.6.8.
6.6.9.

6.6.10.
6.6.11.
6.6.12.
6.6.13.

UUSE OF COLOURS ..oiuuvtiiirrinrercnetacsnieeseenesetnnsssssnessssaeiassssssssanessnnnssssbsssinessassssssesasnseassnsoanss 202
NEATNESS AND CLEANLINESS .....oviieuriiieritiiirets e sisssis st seses s era s s sree s sas e 203
TECHNICAL SKILLS .eettiitiiiirereitriesntseseeseesennessnss et snesnresesanssssasssnnssssnessaesssnsnsssinssssennsennies 204
RELATIVE SIZES WITH VISUAL APPEARANCE .......oiviiiiecieiinieriee sttt cnre e e 206
SIZE OF OBJECTS AND SPACE ....vtteiieinteiteetteeiee ettt eteent e eie s tie s e s e e 207
PUPILS” WORKS AND DIMENSIONS .....coooiiiriiiinitetiiinenitresieereeesiesstie et ssc e sraeeesnnee e 208
RECOGNITION OF THE DISTANCE BETWEEN OBIECTS ....ccvirieiiiniiriiiieiic et 208
CHILD’S WORK AND CHILD’S FEELING «...cctiiiiiiriiiiieri ettt ese b e e 209
SUMMARY .ottt ettt et e et e es ettt aeste e e sttt et be s s asnaasssbasstbessabesaasbeasnnaarasraesreae 210

CHAPTER SEVEN : INTERPRETATION, CONCLUSION AND RECOMMENDATIONS

7.1. INTRODUCTION

.......... 214
7.2. INTERPRETATION.....uiiisnnsisisisisissactsninnssiissssinnsnssisssssssssrsasasssassontossssassssassssasssssssssnens 214
7.2.1. CLASSROOM OBSERVATION ......cociieiniiiieinieiitetissisiesissesesssnsssesensesassssensacaseseessnesesesassursennosennens 215
7.2.2. TEACHERS’ ATTITUDES ..ccceviiivteuiireieretiecrietiesessessiseaseesesnssessessssnssssasssnssessseensamessineennenesnsnssnes 223
7.2.3. PARENTS’ INTERVIEWS ...occoiiiiniieiniritnireniieseseressesssse s sesscssasesissnssss st ss st ssss s ssessbe s sssosis 229
T.2.4. PUPILS’ WORK ...ovriiitrnririsesiisistetisenesissssssesssesessssssssssssnsssssasssansseesssmsessssmsasssesssesisssinssussansnns 23]
7.3. LIMITATIONS OF THE STUDY ...ccoiiieinicienininsessneseeseessnesessssssssssrassserssssssssasnesnssisassansassassasans 234
T4, CONCLUSION . citeiritniniissssisissississnesisssssiesssrssesssasstssstasessssssssssssssserosssasnssastessssssassssssssss 235
7.5. RECOMMENDATIONS......ccvcriniisiornosens ceeesessetestierestsaIsNIR LIRS eR IR RSt SeBebR RS S ab R s E bt 00 237
7.6. SUGGESTIONS FOR FURTHER RESEARCH ...cicciiiinmnninninanssssessinsssmsssenessessossssisnenss 239
REFERENCES .....cccviierinimesmsressssisesisrnisisssonssnsssasessassssssssssssssssesssstsssisssssssassassassosseissassassasssssassossosassosser 240
APPENDICES:

Appendix 1 Art Education in Saudi Arabian Primary Schools (English and
Arabic versions) . i

Appendix 2 Questionnaires (Teachers' Attitude Questionnaire - first draft,
final draft, Arabic version) XXii
Appendix 3 Parents' Interview Forms (English and Arabic versions) ..., xli
Appendix 4 Classroom Observation Checklist (English and Arabic versions).....c....cccuiecseneen. xliv
Appendix 5 SHUAENES' WOTKS..ouivreraissrssassressssrssssisnsssissassassassassssssssssssssssssssssessossasssssassasessisnsorssassanssn li
Appendix 6 Official DOCUMENLS.......ccccccricrnernrerenressscssecssssssisisissssesesonsasssasssssssesssssenesassessassssenes Ixiv

viii



List of Tables

TABLE 3.1
TABLE 4.1
TABLE4.2
TABLE4.3
TABLE 4.4
TABLE 5.1
TABLE 5.2
TABLE 5.3
TABLE 5.4
TABLES.5
TABLE 5.6
TABLES.7
TABLE 5.8
TABLE 5.9
TABLE5.10
TABLE 5.11
TABLE 5.12
TABLE5.13
TABLEG.]
TABLE 6.2
TABLE 6.3
TABLE 6.4
TABLE 6.5
TABLE 6.6
TABLE 6.7
TABLE 6.8
TABLE 6.9
TABLE 6.10
TABLE 6.11
TABLE6.12

STAGES OF ARTISTIC DESIGN ......ouiiiiieiviiicieeteeieteresevesaeserna e s sbesesbeesbenasessesessessssesssnasesns 47
KINOWLEGE ...otiviietiininenntiesietcines it eta st e aeet e se e e s sat st e s ssessent b e enbesmbemesanembeene 80
CULTURE. ... ttetrteseusteuriesieesesistes et abasestsns s esnssas s sasesaesesen et s esesestesensabse s b et ae et aserestasatesesensans 83
THE NATURE OF ART EDUCATION CURRICULUM .......covvieiiiieeeieeeiie et 86
MODERN WORLD OF ART EDUCATION CURRICULUM ......occreeriiaereenieninreenrnnnsstnsiaansesenens 88
THE CLASSROOM OBSERVATION - FIRST VERSION ......covviiiiiirierieeeneeienireesieeeerinsie e e 99
THE CLASSROOM OBSERVATION - SECOND VERSION ......coootivireriineriecveieneeieeee e 101
OBJECTIVES = FIRST VERSION .....ooiiiiiitiniiieiiit ettt tste sttt sb ettt enetstes e 112
OBJECTIVES = SECOND VERSION ......veiiiiietiivieeeeiesesinresesseesessesestessessesensessseessaesesesseenamsse 113
CONTENT = FIRST VERSION ....cccoitivinririnienrntesriiassessisessisessesessesssssssesessnsessissssesessesessesssessnns 114
CONTENT = SECOND VERSION ......ocoeuiiiiietiieietitenieiesesniestssraeseressesssessssesssmssssessssssessmsaesssens 115
TEACHING METHODS - FIRST VERSION ....c0ecevtreeresraerensanesserenenseresesmemsenisemtcssssasnssnssssens 116
TEACHING METHODS - SECOND VERSION ....cociviiiiniiarienersissesesseinneemieeencencomanessesssssseseons 117
EVALUATION = FIRST VERSION .....c.cocviiiieririiiiivienirenceneieseensonee e s ceceenenenesesesescsscsenns 118
EVALUATION = SECOND VERSION .....ccovviniiirerirerinsensesessesessesesssesesemsesessessesenesseessesesees 119
OUTCOME OF VALIDITY ASSESSMENT ....ooviuvivivivieeresieresersaeseossaessssseessseseseseamsesessesssesesenes 122
PUPILS” WORK = FIRST CHECKLIST CRITERION.......cvriiveenmenesrsnesserismnesnesnsiessensse e 134
PUPILS® WORK ~ SECOND CHECKLIST CRITERION......coecvvirrereiereerireenemeisinsnncnnarevecncecnns 135
ALPHA RELIABILITY OF THE TEACHER ATTITUDE SCALE ...covovtveemccicciiiecceceereeees 148
MODIFIED ALPHA RELIABILITY OF THE TEACHER ATTITUDE SCALE ..o, 149
MODIFIED ALPHA RELIABILITY OF THE TEACHER ATTITUDE SCALE .......cccccovniiviinenninnnn, 150
MODIFIED ALPHA RELIABILITY OF THE TEACHER ATTITUDE SCALE ..ccoivveverreriiniannnas 151
MODIFIED ALPHA RELIABILITY OF THE TEACHER ATTITUDE SCALE .covoveeiiririecreeiennes 152
THE CLASSROOM OBSERVATION........cocvirniernieresnneseneesnersessiosssssssssssssssnsstesenssnercnsosess 159
TEACHERS' ATTITUDE SCALE ......cocciveietiinerienneesienssmimsssiesseiesesssssssessessossssossssssmnssosescs 173
TEACHERS’ RESPONSES TO THE OBJECTIVES SUB-SCALE ....c.cvvereeeenenrcrenemnencenernenmecnens 176
TEACHERS’ RESPONSES TO THE CONTENT SUBSCALE ...covcrreeiimcireeccecitrererereesrecesiennas 179
TEACHERS’ RESPONSES TO THE TEACHING METHODS SUBSCALE ...ccoovveeeireerienicennnes 184
TEACHERS’ RESPONSES TO EVALUATION ....c.coiviuiriirnerienrienseassnseenieenssnsrasnsesssssesesnsnenas 186
PUPILS’ WORKS ACCORDING TO THE JUDGES” EVALUATION .......covvireriiicecere e 199

ix



L1
1.2.
13.
1.4.
1.5.
1.6.
1.7.

CHAPTER ONE

BACKGROUND TO THE STUDY

INTRODUCTION

RESEARCH PROBLEM

......................

RESEARCH OBJECTIVES

IMPORTANCE OF THE STUDY

............................

QUESTIONS OF THE STUDY

..........................

LOCATION OF THE STUDY

DEFINITION OF TERMS

..........................

..............................

-----

----------------------------



CHAPTER ONE

BACKGROUND TO THE STUDY

1.1. Introduction

In a severe Parisian winter in 1902, Picasso, the great artist, admitted that in that winter
“it looked as though we are going to have to eat bricks” (Mailer, 1996, p. 158). He had
nothing to encourage him to believe he might survive another day. But he survived and
produced great works, such as “Guernica”, which symbolically depicted images of
human and animal destruction. In an imitative way, a local unknown artist delivered a
scribble of figures with unco-ordinated colours, and when somebody asked him what
this work meant, he simply said, “Have you never seen a river in your life?”” The

ambiguous answer makes the ambiguous work valueless in the mind of an ordinary

viewer.

We do not need to teach our children the ambiguity in art, but we need to teach them
how an artist like Da Vinci, five centuries before Picasso, built up treasures of aesthetic
works, and how art developed to become more than depicting nature, in line with the
development in human experience. Unfortunately, art in general and art education in
particular, in the traditional culture of Saudi Arabia, has a short history of recognition as
a valuable subject. Still, the majority of the people, including most officials, have no
systematic and clear ideas about the function of art in school. For that reason, they may
express arbitrary views about art and the art education curriculum. The lack of
experience in relation to art brings about a flimsy curriculum which does not meet the
needs of the learners or teachers alike. Clear evidence of this lack of experience and
flimsy curriculum can be seen in the yearly review of the school curriculum, where the

curriculum of every subject in the school is reviewed carefully according to the
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teachers’ and supervisors’ notes and academic research, except for art, where the same

slogans are repeated.

The main problem, indeed, is that art is not part of social life. The public never
socialise in that way. On the contrary, some religious scholars prohibit the depiction of
human life, claiming that it is blasphemous, since man is imitating the Creator. From
this perspective, art has been kept out of the social life. However, a few pioneering
modern educators who have studied in the west realise the importance of art in school,
but officials who have learned and socialised traditionally lack the ability and the

experience to build up an effective school curriculum in this field.

The lack of experience in producing a significant art education curriculum, with less
appreciation of the public, in addition to a lack of yearly or even periodical evaluation
of the current art education curriculum, stimulated the researcher to conduct an
empirical investigation of the current art education curriculum, to estimate the weakness
and strength of its components, which may help to develop this essential part of the

school curriculum and to produce a work which may help officials to build up a more

effective curriculum.

1.2. Research Problem

Art education in Saudi Arabia is quite a recent subject within the school curriculum.
The curriculum of art education was not established and developed locally or nationally,
but like curricula in other school subjects, was developed in other countries such as
Egypt and adopted by Saudi schools with some modification. Moreover, the official

attitude toward art education is derived from traditional societal values, which



underestimate art and those involved in art activities, except for professional artists,
who achieve status as a result of media exposure and their personal efforts.
Unfortunately, there are always contradictions between what is said in the academic
books and what is in the minds of the administrators, who are influenced by the strong
traditional heritage. Their view affects the planning and design of the curriculum,

which draws on other Arab (Egyptian) curricula for art education.

Apart from that, the art education curriculum, unlike those of other subjects, has not
been reviewed and developed in recent years. This, again, reflects the traditional
attitude toward art as a whole and art education in particular. To some degree it can be
claimed that Saudi art education is out of date, in that it has not responded to theoretical
developments or the outcomes of empirical studies, regarding the role of art in
children’s development, aesthetically, psychologically, personally and socially. Rather,
it is based on general principles, which include ambiguous and open-ended
perspectives, especially in the way of planning for each stage and each subject matter.
Such planning should take into consideration the physical growth of the children as well
as their mental, psychological and social development. The implementation of the
curriculum, given that it consists only of general principles with no clear, detailed
guidelines, depends totally on the teacher’s ability and talent for his task. A review of
the literature related to art curricula indicates that clear guidelines are needed to
interpret the curriculum’s objectives and its role in helping the children to develop their
talents, their aesthetic senses and their psycho-sociological approaches. The teacher

himself can do little without clear, up-to-date and detailed curriculum guidelines.

In the light of the above, the researcher believes that the current art education

curriculum may not be adequate to meet children’s needs for learning and developing,



and that the present curriculum needs a careful evaluation. This evaluation is the task of
the present research. Once this has been accomplished, then an alternative curriculum

may be developed and tested, to see whether or not children’s aesthetic education can be

enhanced in Saudi Arabia.

1.3. Research Objectives

Setting up thé research objectives, which concern the evaluation of the current art
education curriculum in primary schools of KSA, is necessary as a foundation for the
empirical investigation of the current art education curriculum, which the researcher
believes may be insufficient and inadequate to develop children in terms of aesthetic
experience and psychological, social and personal growth. The objective of the current

study, therefore, is to evaluate the current art education curriculum in terms of:

1. What is the teacher’s attitude toward the present art education curriculum in the

primary schools of Saudi Arabia?
2. Do parents have a good idea about what their children do in art education lessons?

3. Are the teaching methods used to implement the art education curriculum able to

translate the components of the curriculum into practice?

4. Does students’ work reflect the curriculum objectives?

Children’s development in their aesthetic skills, related appropriately to their age, as
reflected in their art works, as well as the teachers’ methods of teaching, their attitudes
toward the current curriculum components, in addition to parents’ opinions on the same
context, these objectives are believed to provide a clear and organised outline for the

following work, especially the fieldwork.



1.4. Importance of the Study

This study breaks new ground by investigating and evaluating the Saudi art education
curriculum empirically. The main concern of this study is to identify weaknesses and
strengths in the contemporary art education curriculum. Since there has been no serious
(empirical) academic research to investigate this field in KSA, and since Saudi schools
and the society have been developing rapidly in technical, economic and scientific
respects, art education and the school curriculum generally need to be reviewed to

ensure that they contribute to equipping pupils for today’s world.

The old fashioned view of educational officials responsible for constructing art
education may need to be changed immediately to value the subject as it deserves. On
the other hand, the modern world which has become only a “small village” because of
developments in communication technology, should affect the traditional view of the
school administration and the society as a whole and Saudi education should take
advantage of modern theories and school curricula in art education, to benefit the

children. This study is seen as a contribution to promoting such development.

1.5. Questions of the Study

This study is concerned to answer the following questions:

1. What is the teacher’s attitude toward the present art education curriculum in the

primary schools of Saudi Arabia?
2. Do parents have a good idea about what their children do in art education lessons?

3. Are the teaching methods used to implement the art education curriculum able to

translate the components of the curriculum into practice?

4. Does students’ work reflect the curriculum objectives?
6



1.6. Location of the Study

The study was conducted in the primary schools in the city of Al-Madina Al-
Monawrah, where the researcher grew up, studied and works. The city and its schools
are familiar to the researcher, which facilitated gaining access for the empirical
investigation. Also, the schools in Al-Madina can represent all primary schools in the
Kingdom of Saudi Arabia. The research will be confined to primary schools in Al-
Madina since its population is more than one million, covered by precisely 114 primary
schools. The curriculum of art education in Al-Madina is the same as that in the
Kingdom’s primary schools, since the curriculum is prescribed centrally and all the
instructions, textbooks and teachers’ guides are similar all over the Kingdom.

Accordingly, Al-Madina’s schools could represent all the Kingdom schools.

1.7. Definition of Terms

It is important at the outset to establish a clear understanding of the terms used in this

study. The main terms used can be defined as follows:

1. Art: human creation which evokes pleasure, feelings of pity and compassion and is
used as a way of communication (Carpenter and Graham, 1971), or as Read (1944)

said, an actual process of perception, thought and bodily action.

2. Art education: is a subject part of the school curriculum which involves children in
activities in order to develop their ability of aesthetic sensitivity, skills, vision,

colour, experience and is concerned with the growth of children overall (Dewey,

1934; Steveni, 1968).

3. Curriculum: a curriculum is a definition of what is to be learned (Ross, 1999).



4. Art techniques: There are two types of art technique: the conventional such as craft
work, and the personal type, which is the individual way of using the language of

aesthetic sense (Hoyland, 1985).

5. Aesthetic sensitivity; the way in which children realise and understand beauty
through developing their abilities to experience the value of art works (Chapman,

1978; Bucher, 1953).

6. Teaching method: refers to the conception which the teacher has of what he is
doing and what he is going to do. According to Obanya (1985), the term is no more
than a “hint” as to how the teacher tries to bring about change in the learner; in other
words, the way in which teachers convey information and experience to bring about

positive change in the learner (Obanya, 1985; Jefferson, 1959).

7. Culture: is a complex whole which consists of knowledge, beliefs, art, law, custom
and any other forms acquired by man as a member of society through the process of

socialisation (Taylor, 1871).
8. Evaluation: a term that refers to efforts to assess the effects of educational

programmes (Wiles and Bondi, 1979).

In the next chapter we shall present the education system and art education curriculum

in the primary schools of KSA.
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CHAPTER TWO—
THE CONTEXT OF THE STUDY

2.1. Introduction

Modermn curriculum design and planning in Saudi Arabia are closely related to the recent
history of the national education system, which started no longer than 60 years ago, to
be exact, in 1924, when the first meeting was held between King Abdul Aziz (the
founder of the Saudi Kingdom in the Arabian peninsula) and the elite of Makka, who
urged him to give education priority in terms of modernisation, systemisation and
expansion. A few schools of a traditional type were immediately established. The new,
systematic, modern education system did not see the light until one year later, in 1925,

when the Education Directorate was established and started a new era of education (Al-

Hakeel, 1986).

This chapter will briefly discuss the education system in Saudi Arabia with special

focus on the curriculum in general and the art education curriculum in primary schools.

2.2. The Establishment of the Education Directorate

The establishment of the Education Directorate in 1925 is regarded as the first step in
modernisation and systemisation of the educational system. This new institution totally
changed the traditional system, based on traditional Islamic studies (Karateb), into a
systematic modern style aimed to a) provide at least basic education for all Saudi
citizens, b) provide students with the skills that are required by the changes in the
economy and social life, ¢) educate the students in the beliefs, practice and socio-

cultural values (Al-Baadi, 1994). During the period of the Educational Directorate, the
10



first academic institution was established in 1926. This institution is regarded as the
first formal educational provision beyond primary education. Its purpose was to prepare
qualified manpower to teach in the primary schools. At the same time, several schools
were being established, such as the School of Religious Studies and School of
Scholarship Preparation, which was the first secondary school to qualify students to

attend universities abroad (Al-Saloom et al., 1995).

The Education Directorate produced the first national curriculum for primary education

in 1935 and made a genuine attempt to establish and develop technical education and

the basis for higher education.

By the time the Ministry of Education was established in 1953, the number of modern
schools in the country had reached 306, with a total of 39,920 students and 1472

teachers (Ministry of Education, 1985).

The establishment of the Ministry of Education marked a new era for education in Saudi
Arabia in terms of expansion, quantitatively and qualitatively. The new Ministry
crystallised the education policy which was set out in the “Document of the Higher
Committee of Education Policy” in 1970. The document contained 206 articles
covering the general basis of the education system in the Kingdom, its aims, objectives,
the educational stages, and all the procedures to execute and develop the system in
accordance with the government’s policy and objectives. The first organisational chart
was made which included a specialised education department. The ministry also set up
educational offices in various parts of the country to supervise and administer education
in each district. Serious attempts were made to develop the curricula in schools in order

to increase the effectiveness of the teaching staff and raise the quality of student

11



outcomes. At the same time, priority was given to educational programmes and
research. In 1963 a text books administration was established under the direct
supervision of the Ministry of Education. The function of this administration was to
encourage researchers and authors to carry out research on educational matters in order
to develop the school programmes and to develop suitable text books. The authors and
researchers were and still are awarded with both non-material and financial incentives to

encourage them to provide quality research and text books (Al-Jawady and Saleh, 1985)

(Al-Sonbil et al., 1998).

The first comprehensive school programme established in 1927 included the following

subjects:

Table 2.1

Primary School Programme of 1927

First Year Second Third Year Fourth
Year Year
Religious Education 11 10 7 7
Arabic Language 10 10 10 9
History 1 1 2 2
Nationalism - - 1 2
Geography 2 2 2 2
Arithmetic 5 5 4 4
Geometry - 1 2 2
Science 1 1 2 1
Drawing - - 1 1
English Language 4 4 4 4

The programme was revised and modified in 1928, 1935, 1945, 1955, 1957, 1968 and

1979, to become as follows:

12




Table 2.2.

Curriculum of Saudi Arabian Elementary Schools for Boys in Period per Week

Subjects Year | Year | Year | Year | Year | Year
1 2 3 4 ] 6
The Quran 7 7 7 6 4 3
Recitation - - - 1 1 -
Religious | Islamic Fundamentals, elem. 1 1 1 1 2 2
Science Jurisprudence 1 1 1 ] 1 2
Prophet’s sayings - - - - 1 1
Explanation - - - - - 1
Spelling and Writing 7 7 - - - -
Reading and Studying - - 3 2 2 2
Songs and  memorised 2 2 2 2 1 1
material
Arabic Dictation - - 2 2 1 1
Composition - - 1 1 1 1
Grammar - - - 1 2 2
Handwriting - - 1 1 1 1
Geography - - - 1 1 1
History - - - 1 1 1
Social Mathematics 4 4 4 5 5 5
Science Science and Hygiene 2 2 2 2 3 3
Drawing and Handicrafts 2 2 2 1 1 1
Physical Education 2 2 2 2 2 2
Grand 28 28 28 30 30 30
Total

Because of the traditional perspective supported by some religious bodies, no school for
girls was founded until 1960. The government realised that education of girls had
become a necessity to face the requirements of development and the need for girls as an
essential part of the national manpower. Increasingly, the view was expressed that girls
could not be kept out of school for ever, which would mean failing to realise the
potential of half the society. The development of the country economically, socially
and culturally gave rise to a need for women’s participation in socio-economic life
which could only be effectively achieved through education. However, the objections
of the religious bodies were taken into consideration, so girls’ schools were put under
the religious bodies’ supervision, to ensure segregation was maintained. For this
reason, the administrative authority for girls’ schools which was established in 1960,

13



was independent of the Ministry of Education. In the first year of its establishment, the
General Administration of Girls’ Education, GAGE (1960), opened 2,644 schools,
mostly elementary, intermediate and secondary, with a total enrolment of 425,042

female students. In the same year a system for the training of women teachers was also

started.

At the beginning of 1979, GAGE established Junior Colleges for girls, to train women
teachers to teach in intermediate and secondary schools. In 1970, the first College of
Education for girls was opened in Riyadh (the capital). Two more colleges of education
followed, one in Jeddah in 1974 and one in Mekkah in 1975, and now there are 11

colleges for girls in the Kingdom (Ministry of Education, 1985; Al-Baadi, 1994).

Higher education came under the supervision of the Ministry of Education until 1975,
when the Ministry of Higher Education was established and given responsibility for

implementing the Kingdom’s policy in the field of higher education.

So far, the education system in Saudi Arabia consists of four major educational bodies,
of varying size, which remain independent of each other. These bodies are under the

authority of the Supreme Council, which has the role of co-ordinating the educational

effort in Saudi Arabia.

2.3. Art Education in Saudi Arabia

Art education in KSA was created and integrated into the school curriculum only in
1957, while the school curriculum for other subjects was developed much longer ago, in

1924 (Dashash et al., 1985). This gap of some 30 years between art education and other

14



subjects may have negatively affected the development of the subject as a whole,
compared with other subjects. On the other hand, it may also reflect the attitude of the
society and the education officials who look upon art education as inferior to other
subjects and of less value. However, this view may be seen from the perspective of
societal development, rather than educational development. Saudi society has very
strong traditions and more than 70% of the population are illiterate, so when the new
educational system was established, there was little scope for art education, since the
majority of people did not even know the alphabet. However, the educational
authorities realised that the school curriculum would be incomplete without art
education, since some of those officials had studied in other Arab countries which
include art education in the school curriculum, and some of them had attended European
and US universities. They therefore realised the importance of art education in the
school curriculum. The education authorities, being satisfied that art education is
valuable in the school curriculum, introduced it under the authority and supervision of
the “youth care department” of the Ministry of Education. This move itself, however,
provides a revealing insight into the way art education was perceived by the education
authorities; art education was linked with physical education and art education came
under the physical education department until 1962, when art education was given its
own administration and department within the Ministry of Education. In this year, a
general supervisor was appointed with three assistants in order to plan and supervise
education at regional and school levels (Ministry of Education, 1983). The number of
supervisors responsible for all the art teaching-learning process in schools increased

gradually to reach 50 supervisors by 1985 (Ministry of Education, 1986).

The development of art education in school took a further step forward in 1964 when

the education authorities began to give serious thought to replacing the expatriate

15



teachers who had been imported from other Arab countries and employed in Saudi
schools. Thus, in 1965, an art education institution was established. The study in this
institution was for three years. The students were not only Saudis but also Arabs who
qualified to attend the institution. The institution awarded its graduates a diploma in Art
Education and during their years of study, the students were given free accommodation
and a monthly allowance of 300SR (about £50). The first 10 graduates were sent
abroad to pursue higher studies. The number of students who attended the institution in
its first year, 1968, was 18 students. The number increased dramatically to reach 99 in
1978 and 120 in 1984. Although the institution provided a reasonable number of art
teachers for Saudi primary schools, the number was not sufficient to cover all Saudi
schools until 1979, since when teachers’ colleges all over the country (18 colleges) have
provided primary schools with higher qualified teachers for art education (Ministry of

Education, Statistics, 1997). Each college has a department of art education.

Since the establishment of art education as a significant part of the school curriculum,
the subject began with two lessons of drawing per week in 1962, for all primary stages.
In 1977 the Ministry of Education modified the plan to be two lessons per week for
years one, two and three, and only one lesson per week for years four, five and six
(Dashash et al., 1985). The researcher sees no merit in this decision to reduce the
amount of time allocated to art education in years four to six. Indeed, one or even two
hours a week of art education in primary school is not sufficient, since modern
education theories emphasise that art has a vital part to play in the education process
(Wickiser, 1957). Meanwhile, Saudi schools’ art education does not include music or
drama as it does in the west; it is confined to drawing and handicraft. Music and drama

are never included in the art education classroom, though drama may sometimes be used
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by any teacher in the school who has the ability to train children to perform a play

outside school hours.

In the light of the above, art education seems to be only a decoration to complete the
school curriculum. It is still given little attention by the educational authorities and the
school administrations. The allocation of only one hour a week is clear evidence that art
is not a valued subject and the teachers of art education themselves always complain
that art is not given enough time or attention by the educational authorities. Moreover,
even that one hour a week is under threat; school administrations often intervene to give
it to other subject teachers. The importance of art education is still not understood.
That is the fault of nobody, but the curriculum designers and education planners who

give little value and status to art teachers as well.

24. Current Art Education Curriculum

The current art education curriculum, as shown in Appendix 1, covers all the six years
of the primary school stage. The curriculum starts with a general note on the
occupations that need art, such as knitting, hairdressing, textiles and drilling, and argues
that, because of the growing needs for specialists in careers like these, students and

parents should realise the importance of learning art to acquire basic skills for this

purpose.

A number of objections could be advanced against this view. The main objection could
be raised that if a student does not want to engage in one of these jobs, then there is no
point in studying art. In fact, the value of studying art goes far beyond its usefulness for

specific jobs. As we shall see in the literature review, art can play a relevant role in
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developing skills for any job: medicine, anatomy, civil engineering, product design, and
so on. It also has relevance to other subject learning, such as shaping letters, drawing
pictures as learning aids, shaping numbers, and preparing maps for history and
geography. Moreover, art could play an essential role in children’s development in
terms of physical, social, psychological and cognitive growth. In more specific terms,
art could help children to test life in an effective way through the development of their
aesthetic senses, to understand and interpret their experience in terms of beauty, or
otherwise. In this context the value of art for children in particular could be endless. If
that is the case, the general note that prefaces the curriculum details is very limited in

scope.

However, a careful look at the curriculum context may support our criticism that such a
curriculum is not really sufficient nor adequate to help children and teachers to engage
in successful art teaching and learning. In the first year, for which three sessions per
week are allocated, the curriculum covers three headings: Drawing, Handicrafts and
Materials. In the first part, “Drawing”, the curriculum draws attention to three kinds of
drawing: “imaginative drawing, drawing from memory and drawing tangible things”.
There is, however, no mention of teaching children basic skills; how to handle the
pencil or crayons, how to use space or dimensions or distance. There is no mention of
the art literature or history of art, or even simplified stories about art in former times.

Let us see what the curriculum says, for instance, about drawing from memory.

1) The pupils are asked to draw simple real things that they know or simple things they
have already looked at and the teacher asks each pupil to try to draw what he/she
can remember.

2) Each student is asked to draw what he can remember from his previous drawing.
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It seems pointless for teachers to ask children to draw things from memory, when they
do not even know how to handle the pencil to write their names, and there seems to be

no point in asking children to use their memory to repeat previous drawings. What is

the wisdom of that?

The curriculum document also states that the “imaginative drawing and drawing from
memory go hand in hand, they could be one issue”. If that is so, why are they treated as

two different issues in the document?

Let us now consider the second dimension in the first year, “Handicraft’. This
dimension covers two different types of activity, handicraft with clay and plasticine and
handicraft with paper. Regarding the first one, the curriculum states: “It is left to the
pupil to model what he thinks appropriate from fruits, vegetables, houses, trees, flowers,
alphabets or numerals”. Regarding the second one (with paper) it refers to “coloured or
uncoloured, newspapers or magazines”. That is all the guidance the curriculum gives
the teachers. There is no mention of the aim, objectives, the purposes or the function of
this activity, nor even any basic principles to guide teachers in their jobs. Thus, the

curriculum guidance is weak and not well thought out.

The third dimension of the first year art is “Materials”. The document only mentions
the kinds of materials that can be used, such as “rough-surfaced white drawing paper,
thick smooth-surface white drawing paper, coloured shiny pastel paper, water colour,
liquid or powder paints, paint brushes for glue, paint brushes for water colour, wax
chalk, clay, variety of beads, clips, matches, nails, wooden board”. The researcher is

aware that each material could be used for a different activity, and to guide teachers, the
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curriculum designer should given them at least the principles that would allow them to

perform their tasks.

In the second, third and fourth years, the same procedures have to be followed. In years
five and six, the only change is that in the handicraft component, carpentry is added, and
teachers are expected to teach children how to use the hardware such as hammer, club-
hammer, files and set-square. The problem is that none of these materials are available
in schools, so that even when the curriculum offers teachers explicit guidance, the non-

availability of materials prevents them from implementing it.

Generally speaking, the curriculum contents seems to be constructed by people who
have little idea about art and its functions. They seem not even to believe that art
should be in the school curriculum to be learned Even the simple principles which
should be included to guide teachers to teach children basic skills and provide them
with basic knowledge, are missing. The literature review in the previous chapter
underlined the objectives of the curriculum contents which should take into

consideration at least three goals, as Chapman (1978) pointed out:
1. personal expression and response,
2. awareness of the artistic heritage,

3. awareness of art in society.

Each of these goals has at least eight detailed goals. These goals, as Chapman (1978)
indicated, guide the teachers step by step to show them how to teach children with

approaches to study, with practical examples. That is how the curriculum should be

constructed.
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Although we have claimed that teachers have a responsibility for providing children
with artistic knowledge, experience and skills, educationists indicate that teachers are
responsible for “how to teach” not “what to teach”. As Sawyer and De Francesco

(1971) pointed out: “what to teach and organising it are curriculum problems” (p. 138).

Eisner (1972) asserted that the curriculum structure provides the basic plan that will be
used by teachers to develop the particular units and activities that constitute the
curriculum. The curriculum structure, in that case, plays an essential role in the
teaching-learning process. Although teachers could have a major role in developing the
curriculum in the way they understand and interpret the units and the sequences of the
curriculum, if the units, activities and the sequences are not clear enough, the teacher
may do little. Herbert Read (1944) provided a great example of how the curriculum
designers can put links between subjects, showing that art seems to be the common base

in all subjects such as elementary science, biology, mechanics, geography and history:

“In such subjects, drawing is of value, not only as a means of recording
what is seen and in so doing strengthening the pupils’ powers of accurate
observation of detail, but also as a means of training the pupil to
appreciate the significance of diagrams, maps and plans in the textbook

and works of reference which he sues for the various branches of the
curriculum” (p. 210).

Indeed, as we have seen, the curriculum, not teachers, is the most important element in
art education. It is clear that the curriculum designers in Saudi Arabia have ignored the
basic elements of art curricula; either they lack a clear understanding on this subject or
they are responding to traditional social values that underestimate art. Whichever is the
case, the outcome is poor art curriculum components which adversely affect the

teaching-learning process.
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2.5. Islam and Art

When the Islamic message came, Arabs were worshipping idols made of stone or date
wood. The message of God to Mohammad (his messenger) was clear; there was no
God except “Allah”, the only one God. Accordingly, Mohammad (peace upon him)
ordered all idols to be destroyed. His followers in the early stage of Islam prohibited
drawing portraits of human beings to keep people away from the old tradition of
worshipping idols or icons (Al-Tabary, 803-889). Arab and Islamic culture after
settlement made a great contribution to the history of human art, which can be seen in
historical buildings, mosques and architectural sites. After the decline of the Arab
empire in 1256, the uneducated religious people prohibited art in public life, depending
on the old tradition that had taken root in the early stage of Islam. Artists, therefore, to
keep in line with the provision of the traditional education, which was confined to
mosques until the early twentieth century, paid attention only to producing script and
decoration, which flourished and became for a long time the main themes for artists.
According to this tradition, the people over time came to look on other forms of art as
something undesirable. For that reason, it seems that art in its modern form has no real
value in the eyes of the public. As a consequence, artists and all those involved in art
works may have less value, compared with exponents of other branches of knowledge.
Despite this, there is no evidence in Islam’s holy book (the Quran) or the prophet
Mohammad’s sayings (Hadith) that drawing images or portraits of human beings is
prohibited. The people, however, take no notice and carry on underestimating art. On
the contrary, Islam encourages people to look at what God created for them in nature,
the aesthetics of plants, mountains, animals and so on, asking people to produce

something beautiful in speech and in deeds (Al-Basyony, 1984).

22



2.6. Art Teachers’ Initial and In-service Training

Teachers’ initial training in Saudi Arabia has received the attention of the central
authorities. After the establishment of the educational directorate in 1926, the first
educational institute was established to prepare native teachers. The teachers’ institute
had a capacity of only 40 students in the beginning. They studied for three years to be
teachers in primary schools. The objectives of establishing this institute were to prepare
native teachers to work alongside the teachers from other Arab and Islamic countries
who had been teaching in Saudi schools and to acquire experience to depend solely on
native teachers in the long-term. The programme of study was soon afterwards changed
to five years to provide a course in keeping with the requirements of a professional
teacher (Al-Sonbil et al., 1998; Al-Saloom, 1991). When the Ministry of Education was
established in 1953, more attention was given to teachers’ institutions, the number of
which jumped from three institutions and 139 students in 1954 to 28 institutions and
1668 students in 1958. The dramatic increase in the number of students, who only
needed the basic educational qualification in order to enrol, gave rise to serious
problems and serious criticism from educators and educational authorities. These
criticisms prompted the government to re-consider the quality and the quantity of these
institutions. Accordingly, in 1968/69, all the old institutions were replaced with new
ones with higher entry requirements; candidates had to have an intermediate
qualification before attending the teachers’ institutions. For the first time, an art
teachers’ institute was established in 1966, applying the new entry requirements

(intermediate qualification).

Similar problems faced the new institution, so the government again re-considered these
institutions, and established two colleges in 1976-77 to re-train the old teachers and

accept graduates of secondary schools instead of intermediate graduates. The
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improvement in quality of teaching outcomes was tangible, which encouraged the
government to abolish all the old teachers’ institutions and replace them with teachers’
colleges, which developed dramatically from two colleges in 1976-77, to 17 colleges in
1989. The quality of the teaching programme has been developed to be in line with the
colleges and universities in the developed cultures. Art colleges have co-operative links
with universities in the USA and Britain, and with many other Arab and Muslim
universities, especially Egyptian universities. In each of the 17 teacher colleges
scattered all over the country, art education departments have been established. The
teacher college curriculum and programme and the lecturing staff are highly qualified to
prepare well-qualified teachers (Al-Baghdadi, 1985; Al-Sonbil, 1998). The colleges’
programmes contain three major elements; 1) general preparation, which focuses on the
trainee’s academic education; 2) compulsory courses in aspects of educational theory
and methodology; 3) professional preparation in the student’s academic specialism,
such as art education, geography, history and so on (Kabli, 1999). Teachers, however,
face many problems in the field, in terms of the traditional attitude and the social
underestimation of art education, as well as the school staff and local educational
authorities who give little value to art education. The other problem facing teachers in
general and art teachers in particular, is the lack of in-service training (Al-Othaim,
1999). Teachers should have in-service training, but it does not take place regularly.
Some teachers receive in-service training only once or twice throughout their career,
some never attend, and some have no wish to attend. Accordingly, there is no real
concern about in-service training, either from the local educational authorities or from
the teachers themselves. This problem could adversely affect the quality of teaching-

learning process and may affect the learning outcomes.
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2.7. Summary

This chapter has described the development of the educational system in KSA, with
special focus on the art education curriculum. As we have seen, the modern education
system in KSA is quite recent, as it started no longer than 60 years ago, immediately
after the unification of the country in 1924. Before that, the system depended wholly on
so-called “Al-Kuttab”, whereby children were taught in the mosque the principles of
reading and writing, religious education and some arithmetic. The main development
came after the formation of the education directorate, which employed some Arab
teachers, especially Egyptians and Syrians, to teach and train local teachers to acquire
modern pedagogy. The system developed slowly until the early 1970s, when oil prices
jumped. This, accompanied with an increase in production, provided revenue which
made possible accelerated development and investment in education, as well as other
aspects of the national economy. Accordingly, the number of schools, institutions and
universities increased dramatically, and they were improved qualitatively. Moreover,
thousands of students were sent abroad, mainly to Britain and USA. These graduates
brought their experience and knowledge, including Western programmes and pedagogy,
to Saudi universities. Although the government pays attention to all aspects of the
education system in the country, the art education curriculum still has undergone no real
development, maybe because of the old fashioned people who were responsible for
designing and developing the art education programme, which was mainly derived from
the old tradition that prohibited depicting the human form. This popular belief, in fact,
has no real foundation in Islam, as the religion never prohibited drawing and Islamic
history shows great contributions to world aesthetics. However, the deficiency of the
art education curriculum may be attributed either to the designer or to the teachers, who

have few opportunities for in-service training.
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In the next chapter, we will shed light on the theoretical approaches (literature review)

world-wide related to art education and art education curricula.
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CHAPTER THREE

LITERATURE REVIEW

3.1. Introduction

Art has a real value in human history, and people everywhere greatly appreciate
artists and their works. However, people's appreciation unfortunately tends to be
confined to professional artists, the most talented figures. The efforts of those with
more modest talent, and those who practise art as a hobby are often less valued. Despite
the appreciation and love of art for its symbolism of life and its problems,
educationalists (Eisner (1972) have often not considered art education as a subject
worthwhile to be taught in primary and secondary schools. The idea has often been that
if there is any subject to be dropped, it could be art, since this subject would not prepare

pupils for socio-economic life, except in the case of the very few, with sufficient talent

to aspire to an artistic career.

The problem of art education is more gloomy in traditional cultures, such as the one
under consideration (Al-Basyony, 1984), where the Arts as a whole are surrounded by
severe restrictions, and art education is given much less attention than any other subject.
Unfortunately, Saudi society in general, as well as the officials in the education
administration, do not realise the significant role of art in the mental and psychological
development of children. They take a restricted view of art as being about teaching
children to draw a tree or a house and they do not go any further to understand the

significance of art in perception, aesthetic sense and psychological development.

Many officials, as well as art teachers, in Saudi culture attribute their restricted views to

religion, claiming that the depiction of figures or things is unlawful, a view which has
28



no fundamental basis in Islam. Meanwhile, art education does not prepare the ordinary
child for a job, but no sensible person can ignore the fundamental function of art in

developing children’s well-being (Nour, M.A., 1994).

3.2. The Definition of Art

There is no specific definition of visual art, since it takes so many varied forms of
expression. Generally, a work of art can be defined as an object of beauty created by
man, which makes the viewer feel pleased and relaxed. However, beauty or an aesthetic
experience does not always arouse feelings of happiness. It may give impressions of
terror and agony, evoking the feelings of pity and compassion rather than pleasure.
This reflects the tragic aspects of human life (Carpenter and Graham, 1971). The term
beauty has been used as equivalent to aesthetic, but it seems that aesthetic is a more

comprehensive term, which would cover both bitter and sweet (Gotshalk, 1962; Allison,

1988).

Some have defined art as the expression of an impression, but this definition is also
inadequate. Art may, to some degree, be concerned with the communication of ideas,
concepts and accretions developed from personal experience. Although a combination
of the imaginative and practical may produce a work of art, however, the combination
of skill and imagination may produce nothing more than scribbling, which may be done
better by craftsmen, although patient craftsmanship is not necessarily art. To produce a
work of art, Bucher (1953) asserted, “the subjective and objective activity must be fused
together and ennobled in the purifying fires of the spirit” (p. 9). Bucher gave no ready
recipe or royal road to such a combination. He asserted that the creation of the work of

art is a process totally dependent on the quality of the artist’s soul, which may make the
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difference between the work of the artist and that of the artisan. In the same context,
Clement (1986) indicated that art is evidence of a response to different kinds of
experience, which may be reflected either objectively or subjectively according to both
the experience received and the response that follows. Barratt (1979) claimed that any
definition of art could be incomplete and open to dispute. Nevertheless, he adopted
Herbert Read’s (1944) definition, which he claimed was acceptable to many artists and

art educators as well:

“That it (art) has been so elusive is explained by the fact that it has
always been treated as a metaphysical concept, whereas it is
fundamentally an organic and measurable phenomenon. Like breathing,
it has rhythmic elements; like speech expressive elements; but “like”
does not in this case express an analogy: art is deeply involved in the
actual process of perception, thought and bodily action. It is not so much
a governing principle to be applied to life, as a governing mechanism
which can only be ignored at our peril” (Read, 1944, p. 4, Arabic

translation p. 7).
According to Barrett (1979), the development of the senses is the main concern of art,
since it could be used as a way to symbolise, understand, express, communicate, order
and solve problems in our world. It encompasses three main components: impulses,
feelings and ideas combined with our inner reality and our sensory experience. Art
could be the best way, through the sensory experience, of knowing, thinking and feeling
and is regarded as the best way of receiving, organising, understanding and transmitting

our own feelings, impulses and ideas.

Since there is no completely indisputable definition of art, it is not possible to adopt a
single approach, but it is possible to synthesise a comprehensive one by encompassing

the essential ingredients of art. The three major components are:
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1. Conceptual, which include having ideas, thinking, feeling, forming, conceptualising,

responding and communicating;
2. Operational, by using tools, materials and developing appropriate skills;
3. Synthetic, putting all these together to produce creative activity (Cross, 1977).
These major elements, listed by Cross (1977) as the components of creative activity, are

derived from the work of many scholars and researchers involved in art and art

education. As Cross himself said, these elements work through various mediums,

including such channels as:

expression

- communication

- quality of the soul

- response to experience

- perception.

From these diverse sources, we can develop a new, comprehensive definition which will
be the definition understood throughout the rest of this study: art is a creative work,
which can be developed as a result of man’s experience, combined with the quality of
his soul, and contains spontaneity, feelings and impressions. The resulting creative
work is then able to be used as a medium for communicating ideas and emotions,

thereby evoking a variety of responses from the observer.
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3.3. The Main Forms of Art

The term “art” encompasses a wide range of different aesthetic activities: literature,
poetry, music, drama, dancing as well as design, painting and sculpture, could be
categorised under the term “art”. These forms have, historically, attracted the attention
of philosophers as well as artists and educators. Plato, for instance, as Bucher (1953)
points out, maintained that art should form the basis of all education. By art, he meant
all forms of art including poetry, music, dancing, drawing, painting and so on, which

have common characteristics such as rhythm, harmony, balance and tone.

Taylor and Andrews (1993) defined six major areas of art, namely dance, drama, visual
art, music, verbal arts and film and television. They believe that those forms of art have

certain characteristics in common, and all aim to develop personal qualities.

Chapman (1978) indicated that it is impossible to underline every object or event that
might be regarded as art but at the same time we should have some way of mapping out
the major forms of art. He discussed in detail ten forms of art, namely: drawing and
painting; printing and graphic design; photography; film and television; sculpture; craft
and product design; architecture and environmental design; ceremonial and holiday art.
Abbs (1989) made very clear the wide links between language (English) and all other
expressive arts, music, dance, drama and film. He stated:

“While the many connections become only too visible at a conceptional

level, at a practical level most of them still remain to be forged. The past

and current practice of English has led in other directions, towards the

humanities and particularly towards linguistics (of the language in use

kind). Yet if we consider the genres again as the means for demarcating

our symbolic concerns, the connections with the other arts become
quickly clear. Many forms of poetry belong with music (the ballad, the
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song, the incantation); some belong with the visual arts (kinetic poetry,
typographical poetry, poster poetry). Autobiography has its
correspondence in the visual arts in the self-portrait and vital connections
in our century with photography, while myth moves across to dance and
drama” (p. 75-76).

Accordingly, there seem to be several forms of art: dance, drawing, drama. . . etc., but

all share a common base and have functions in common. So what are the functions of

these forms of art? That is what the next section will discuss.

3.4. The Functions of Art Education

Obviously, the various art forms may serve the same basic function, especially with
children, where this sort of creative activity may not only be aimed at developing the
child’s aesthetic senses, but also may contribute to the development of their personality
and help to emphasise original thinking: (imagination, conceptual, symbolisation),
doing: (drawing, shaping, designing), and evaluating: (reaction, appreciation and
criticism). Through this emphasis, art becomes an avenue to meaningful enjoyment,
enrichment and expansion of life experiences. As a consequence, art experience may
contribute to the exploration of life’s meaning and through the exploring process, we
are able to organise our experience creatively and sensitively. Generally, it could be
said that art has the potential to be valuable in psychological aesthetic and social

development. Art functions can, therefore, be discussed under the following headings:
a) Communication

b) Psychological

¢) Technical

d) Personal and social

e) Aesthetic
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3.4.1, Art as a Medium for Communication

Art could be used as a medium for communication, where, through interaction between
artists and their surrounding environment in relation to the creative work, artistic
performance explores communication; making, presenting, responding and evaluating
constitute major elements of the communication process (Gentle, 1990). In Chapman’s
(1978) words, “the medium is the message” (p. 32). In other words, through the art
work, a person can express his feelings and views on the environment around him, by
using materials, tools and equipment to symbolise his own experience with society at
large and assert his own personality, with his view of the world as he imagines and
understands it to be. So the expressive power of a medium often stems from
combination between material and the surrounding environment (Chapman, 1978). In
this context, art could be understood as another language, helping to express things
which cannot be conveyed by words. A shape can be most easily described by drawing
it. A colour is more easily visualised when seen. All these components, colour, lines,
shapes, tone and texture are the words of the language of art. This language, in its
composition, can convey ideas and views of the world around us as well as joy and
horror. The shape represented may be realistic or symbolic and this is a way of dealing
with life as artists see the world, or as in their mind’s eye (Dean, 1968). Accordingly,
the function of art may be realised as a way of seeing the world around us
(communication through interaction, challenge and response). It is particularly
important for children as a way to integrate and express their experience. In this
context, Dean (1968) points out:

“We absorb experience and then need to give it out in some way. For

children this giving out is sometimes in the form of play, sometimes in

terms of drawing and painting. For many adults the giving out is in the

form of talk. Different kinds of experience need different forms of

expression, however, and if we cease to use graphic forms of expression,
we shall soon cease to feel emotion about what we see. This is, in fact,
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what has happened to the majority of people, who go about without

seeing what is around them. We stop seeing when we leave childhood

behind and are much the poorer. One of the tasks of art and craft

teaching is to make children so much more aware of the world around

them and so much aware in the habit of looking, that they go on looking

when they grow up” (p. 10).
This view, that the language of art is mainly used as a medium of communication,
reflecting absorbed experience, implies that artistic sense should be developed in the
interest of the child’s development in terms of personal, physical, mental and socio-
psychological growth, as we shall see in other sub-sections. The language used,
whether that of art or speech, must fit the user’s age group and will be different when
transmitted to another age group. This means language tools must be appropriate to the
development of the child’s personality in terms of mental, physical and social growth.
In this manner, language, whether that of artistic expression or speech, contributes to
the development of all children’s faculties and potentials (Taylor, 1993). The
expression of language in all its shapes is of great concern to psychologists as a medium
of communication and as a way of studying children’s growth and development (see
Beard, 1969; Hilgard et al., 1979; Hayes and Orell, 1989). In their view, language
makes a valuable contribution to all aspects of the child’s growth and development. In
this sense, Read (1944) points out:

“We have to recognise that expression is also communication, or at least

an attempt to communicate, and the question we are asking, therefore, is

why does the child desire to communicate? Communication implies the

intention to affect other people and it is therefore a social activity. Any

adequate explanation of it must therefore rest on a psychology which

considers, not only the individual, but the individual’s relation to the
group” (p. 163).
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On the basis of the above, art as a medium of communication may play a fundamental

role in the physical, mental, psychological and social development of those involved in

such activity.

3.4.2. Psychological Development

One of the main concemns of education, and particularly art education, is the
psychological development of children. Just as physical growth is associated with more
advanced experience using sensory, muscular and then conceptual abilities, the
experience of growth with proper guidance could enrich the child’s social competence
and the shaping of his or her unique personality. A distinction between physical, social
and psychological development is not possible in real life, where all these aspects work
in an integrated way, side by side. Piaget (1953a, 1955), for instance, in his theory of

cognitive development, underlined five stages of development, namely:
- Stagel  Sensory-motor period

- Stage2  Pre-conceptual intelligence

- Stage3 Intuitive thinking

- Stage4  Concrete operations

- Stage5 Formal operations

These stages of development involve physical as well as psychological and social
growth (Beard, 1969). However, all psychological theories in terms of learning,
indicate that the most significant stage in personality development may relate to the
learning of language, which could be the comerstone of the child’s transformation from
creature to human, and this stage must be associated with development in physical and

social aspects (Davies and Houghten, 1991).
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Like spoken language, art is believed to promote growth and development in terms of
personality. Psychologists claim that the process of physical growth entails certain
responses and behaviours. The young person always encounters many frustrating
situations. By releasing emotional tension and fear, art tends to encourage free
expression, gives the young person confidence in his ability and contributes to

emotional adjustment, so facilitating development of a mature personality (Wickiser,

1957).

Concerning the cognitive domain, art could be a vehicle for thinking through different
stages. In each stage, creative experience can provide young people with an opportunity
to use their intellectual ability to deal with shapes and forms. Such activity contributes

to develop their mental ability as well as their personalities (Read, 1944; Wickiser,

1957; Dean, 1968).

In the same context, art contributes to self-image, where through the growth stages each
child realises his major goals and ambitions. Art makes sense to individuals. If the
learning process is completed, each individual can assert himself through the sense of
fulfilment. Accordingly, art activities can offer a unique opportunity to develop
individuals’ personality through thinking, imagination and feeling. As Wickiser stated:
“Development of the self is purposive and brings about growth in
initiative, confidence, critical ability, direction and creativity. Through
art activities, the uniqueness of each individual is encouraged. Personal
expression is stimulated and allowed to emerge. Children are

encouraged to develop curiosity, which leads to exploration,
experimentation, and invention” (p. 15).
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In the light of the descriptive context of the development of the personality, self-image,
self-realisation, maturing and creative imagination, which are all psychological

components, the characterisation of the personality could be crystallised through art

experience.

3.4.3. Techniques of Art

There are two types of artistic techniques, the conventional and the personal. The
conventional is concemed with a relatively standard method of achieving a known
effect, such as craft work or knitting or washing with a thin coat of very diluted paint,
This technique is stereotyped and does not need uniqueness. It is not of interest in the
present investigation, though this is not to denigrate the skill involved. The focus of this
study is the personal type of technique, which is the artist’s individual way of using the
language of aesthetic sense. Hoyland (1985) explains this idea clearly by saying: “Art,
in fact, is not a branch of science, which can be learnt step by step from a book. . . art
becomes a logarithm. . . (p. 5). It has a unique quality, involving ideas invention and
skills which cannot be learned or imitated, unlike handicraft, which is easily copied or
imitated (Chapman, 1978). The personal type of art technique needs thought and
inventiveness. It must also have “eloquence without flatulence, magnificence without
exaggeration” (Gotshalk, 1962). The personal technique is an outcome of the artist’s
experience, rather than a result of learned skill. If a technique becomes separated from
individual experience, it is then only a conventional type of artistic technique, or
handicraft which may restrict the individual, rather than encourage him (Lowenfield and
Brittain, 1970). Thus, the personal technique cannot be compared to the handcraft or
the conventional type, since “anyone can learn a conventional technique, but a personal

technique cannot be taught” (Chapman, 1978, p. 34).
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3.4.4. Personal and Social Functions

This section discusses the role of art in personal fulfilment and as a promotion of social

growth.

3.4.4.1. Art as means for personal fulfilment

When children are involved in a learning process, they realise that their lives can be
enriched by their own efforts through creative activity. They enjoy manipulating art
materials and they might produce work of expressive power, which is important for

self-confidence and self-esteem.

Enjoyment could be a fundamental measure of the worth of individual creative
accomplishment (Thistlewood, 1990). It is true that only very few children are talented
by nature and can express themselves without a supportive environment, but the vast

majority of children may, with guidance, achieve personal fulfilment. As Chapman

(1978) stated:

“In order to achieve personal fulfilment through creating art, children
need sensitive adult guidance in mastering the following pivotal moves
in artistic process: the creation of ideas for personal expression, the
discovery of visual qualities to express ideas and feelings, and the use of
media to convey an expressive intent” (p. 119).

Accordingly, personal fulfilment through art has its echoes through the information and

knowledge provided by a supportive environment, which enables the children to feel,

express and respond.
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3.4.4.2. Art and social growth

The work of art in terms of personal and social growth involves activity which is not
just socially acceptable, but rather must be done in a socially desirable manner. Any
type of aesthetic work takes place through group effort, as well as individual effort. It
materialises as the individual works with the group, co-operates with the group and
discovers artistic value in group experience. Through the process of learning, people
realise the significance of sharing ideas, experiences, materials and tools and to respect
the ability of others. In the light of these facts, the individual will realise the
significance of the group’s security and social confidence, which help him to be a

member of his reference group.

The development of the sense of co-operation with others which creates the balance
between the uniqueness of the personality and membership within a social group, may
be responsible only for creating art work derived from the experience of the individual
which is purposive in terms of social goals (Read, 1944; Wickiser, 1957; Steveni,
1968). Throughout the socialisation process, the adoption process which entails
communication with others continues, even after the person becomes a member of a
social unit. In this context, Steveni (1968) asserted that art as a language of expression
should be considered as a growth process and social activity, allowing integration with a
group or social unit. Accordingly, art can contribute to personal and social growth

through the process of sharing work, co-operation and acting in line with social values

and tradition.
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3.4.5. Aesthetic Functions

Aesthetic functions will be discussed under two sub-headings, as follows.

3.4.5.1. Art and appreciation

One of the most important outcomes of art as a fundamental tool for social
development, is that the work of art educates the eye: how we see things in a way not
everybody can see, the dimension we look to, the depth and the light. In brief, vision,
the main sensor channel, organises our visual perception: “It is a means of ordering the
appearance of things to make them more comprehensible” (Wickiser, 1957, p. 26). To
see things in a way of feeling, hearing, smelling, may develop the taste and critical
sense, which leads to the appreciation of other people’s work and conversely, the
exchange of the art experience through the visual experience is a kind of social activity,
through which we learn how to respond to certain common beliefs, customs and values.
As he/she develops, the child leamns to behave in ways expected by others and by the
culture as a whole. In this manner, culture shapes our own general behaviour, but the
individual still has some experience that is unique. So appreciation could be a mix of
cultural and personal characteristics. The appreciation process involves judgement,
which is not confined to pictures, sculptures or buildings, but rather, daily experience,
which develop the awareness of other people, visual structure and our inner vision,
which is important for the balance between the “we” and “they”, myself and other. All

these, indeed, are involved in the process of growing up not artistically, but socially

(Read, 1944; Wickiser, 1957).

41



3.4.5.2. Art fosters aesthetic sensitivity

Although art has a wider acceptance in society and education than was formerly the
case, it is still not fully recognised in all schools everywhere as serving valuable
functions for the children (Wickiser, 1957). Nevertheless, educators and policy makers
increasingly realise the significant role of art in the child’s growth and development and
its vital contribution in helping to foster an aesthetic maturity. Art experience is not
confined to growth and development of children in terms of physical, mental,
psychological or social aspects. The work of art could be more vital in terms of seeing,
interpreting, judging in addition to creating. Through art, children learn to observe
motion, light, shadow, the effect of heat, changes in the seasons and so on, which not
only inculcates aesthetic sensitivity through the awareness of the surrounding
environment but also helps them to discover the real value of the objects within the
environment (Chapman, 1978).  Aesthetic awareness could lead, as Bucher (1953)
reported, to thorough recognition of life and consciousness of being alive. Meanwhile,
aesthetic awareness triggers sensitivity to qualities of artistic structure in all experience.

Wickiser (1957) explained that brilliantly when he said:

“Our concepts of art, what we believe it to be and how it functions in our
life, depend to a great extent on our aesthetic awareness. Meaning in art
is far more complicated than possessing information or knowledge about
art. To discover meaning in art demands full participation of mind and
feeling. It is total bodily response to the work of art. When this takes
place, each work of art has its own peculiar and unique meaning, and
each art experience has its own personal significance. Evidence of
aesthetic sensitivity is often called “taste”, which merely indicates the
degree of our aesthetic awareness” (p. 28).

In the same context, Larkin (1981) regarded aesthetic sensitivity as an essential to
perceive and value the things we see, hear and touch within the world around us.

According to this view, the sparking of the feelings, the senses and the mind goes much
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further than appreciation of art works in galleries. There is the satisfaction which can be
derived from our own perception of aesthetic qualities, such as form, colour, texture and
their combinations, disassociated from descriptive content in our common experience
with things, information and events. Accordingly, if we do not develop aesthetic

sensitivity, we cannot fully appreciate man’s perception in his view of the world.

Aesthetic awareness leads to the ability of criticism and judgement, which is important
for the person’s aesthetic maturity. Making aesthetic judgement entails creative ability
and understanding the aesthetic quality of art work. Personal reaction to art work is
important but not adequate without being founded upon artistic knowledge. Meanwhile,
judgement of art must be recognised as a whole process associated with the creative
ability. It is more than like and dislike. The judgement may be viewed in relation to the
whole development of the person’s perception, aesthetic sensitivity and knowledge
(Jefferson, 1959). Fostering aesthetic sensitivity gives individuals the ability to learn,
think, solve problems, explore, experiment, imagine, feel and react fully to life
(Wickiser, 1957; Read, 1944). Briefly stated, the development of aesthetic sensitivity
should develop, among the involved individuals, the ability of judgement which is far
more than looking at art works, but extends to feeling, conscious awareness and

exploring the world beyond the pictures.

On the other hand, aesthetic sensitivity could contribute to developing a real
appreciation of good and bad work in the whole of life, not just in art work. As Dean
(1968) asserted, developing aesthetic sensitivity could lead to distinguishing between
good and bad shape and design in the goods which fill our shops: “Good craftsmanship
is something which can best be recognised through personal experience of the craft.

When we recognise it, we can share with the maker the feeling of skill in the making,
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the feeling of using good tools well, the joy of finding exactly the right shape or

combination of materials” (p. 10).

Accordingly, aesthetic sensitivity does not necessarily create artists, although artists
must have such sensitivity. It could have another function, that is, to prepare the

individual to evaluate and taste the aesthetic values in the entire natural and man-made

environment.

3.5. Art in Schools

Despite the many goals of art, it seems that art is primarily concerned, in one way or
another, with how people see and understand the world. Children certainly have their
own aesthetic awareness. At first, children regard art as a natural means of
communication and expression and gradually they realise that this should become
formalised in some way (Steveni, 1968). Education may to some degree help children
to formalise their art experience. However, art education, as Dewey (1934) would say,

is concerned with the growth of children overall, and not with the imposition of adult

perceptions.

The education system, basically, emphasises the learning of factual information, failing
or passing an examination or a course, which depends upon the retention or mastery of
certain bits of information. Once the child has achieved a certain competency at
producing convenient information at the right time, he is considered ready to graduate
from school. However, the skill of repeating the prescribed information may have little

relationship to the well-adjusted member of society we intend the school to produce

(Lowenfield and Brittain, 1970).
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People, however, are coming to recognise more and more that learning activity involves
not only intellectual capacity, but also, social, emotional, physical, perceptual and
psychological factors. In this context, it seems that without art education, children will
lose an opportunity to develop their creativity. The school, hence, should teach children
and encourage their own ability to discover, to search and to create, instead of passively
waiting for answers and directions from the teacher. These abilities cannot saliently
appear unless children find freedom to act, and that could be properly produced through
art (Lowenfield and Brittain, 1970). Learning through art education provides children
with the ability to see, hear, smell and taste the means by which the child interacts with

the environment. As Steveni (1968) stated:

“Very roughly, one could say that art education is concerned with how
one approaches certain kinds of problem, especially visual problems.
Also, it is concerned with the imaginative synthesising of certain kinds
of simulated emotional states — an art product” (pp. 29-30).

In the same context, Clement (1986) produced a simple model to illustrate the process

of learning through art as a response to different kinds of experience.

Experience

can take the form of

Perception Analysis

What does it mean? or What does it look like?

How does it make me feel? etc. What is it made of?
How does it work?

Response

can take the form of

Self-expression

C icatio
Telling oneself Lommunication

Explaining or describing to
someone else evidence of
45 seeing and understanding.

Evidence of seeing and feeling or




He recommended that this model could be a useful framework for art teachers “to use as

a monitor of the range of experience they provide for their pupils” (p. 12).

A similar model has been developed by Taylor (1993), involving four elements:
making, presenting, responding and evaluating, which is derived from the children’s

experience and entails responses.

As a result, art education is concerned with the values we believe to be most important
to inculcate in young people. These values are related to feeling, seeing, evaluation

sensitive awareness, and sharing experience, as an instrument for expression (Wickiser,

1957).

3.5.1. Art as a Co-ordinating Subject

The relationship between art and other areas of the curriculum is close indeed. Art
depends for its subject matter content on learning from other subjects which are
frequently transferred to art. Poster-making, for instance, requires skills and knowledge
acquired in the study of other subjects, such as spelling, learned in studying language, or
' imaginative subjects which may derive from the study of maths or science (Jefferson,
1959). In this context, Clement (1986) provides evidence about the link between art
and science, especially with the environmental sciences, where skills of observation and
analysis are acquired through drawing, which plays an important role in children’s
examination of the natural and man-made environment. He underlined several links
between art and other subjects, for example, when the children deal with the science of
colour in their physics lessons; when the teacher of English (language) plans a personal
writing project on a theme relevant to the children’s work in art; and when in geography

the children embark upon a detailed study of part of the local environment. Winslow
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(1949) regarded art as not merely an obligation of the entire curriculum, but a major

objective of all school study as well. He pointed out:

“Art as a school study may be regarded as exactly co-ordinate with other
subjects; from the standpoints of content and of psychological method”

(p. 6).

Educators recognise the value of building on interests and knowledge in one subject to
fortify the learning in another, and art could be the common base for all subjects.
Hudson (1987) has made a historical and contemporary trace of the link between art,
science and technology. He concluded that all sophisticated technology is simply an
outcome of “art making” and no scientific ideas and creative activities could have found

the light without the work of art.

In the light of the above evidence, art seems to be a subject in common for all areas of
the curriculum, which can be utilised for shaping information, organising the knowledge
or even symbolising the content of each subject within the curriculum, and as a
consequence, it helps children to understand, recognise and realise scientific facts,

thereby helping to prepare them mentally, scientifically, psychologically and socially

for the future.

3.5.2. Art Education in Primary Schools

Primary schools today are paying more attention to the visual imagery of young
children, because not only can it help in the learning process, but it can also contribute
to growth and development in mental, psychological and social aspects. Langer (1948)
believes that the child acquires the visual language of art in the same way that he

acquires the verbal language when he imitates or plays with sounds in learning to talk.
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The child tries to symbolise the forms in art with his own intuitive mind. The use of

symbols is a fundamental function of human beings, as natural as eating and drinking

(Langer, 1948).

Art education in the elementary school was first given recognition by Cizek, when he
was a young man studying art in Vienna. He noticed that children drew in quite a
different way when they were left to themselves, than when they were taught in school.
His observation led him to establish classes in art for children, for which he later
became famous, and his explicit faith in children to produce art started a movement that
later spread throughout Europe and the United states (Johnson, 1965). Since Cizek’s
time, there has been much effort devoted to the art of young children. The most
effective attempt which comes in line with Cizek’s perspective was made by James
Sully, the British psychologist, who detected a number of stages in the development of
children’s drawing. Such stages were elaborated and well explained by Burt (1921),
Read (1944) and Lowenfield and Brittain (1970). Several stages which have been

developed by many scholars were summarised by Wooff (1976). He underlined four

major stages:

1. In the first two years, the child begins to make marks for the pleasure of the activity
itself, but later he invests them with meaning, though such meaning may be short-
lived. Kellogg (1970), however, sees this mark-making process as itself having
several sub-stages which can be developed into combinations which take an

associated meaning for the child.

2. At about three to four years, the child starts to ascribe particular meanings to shapes

of a general nature, which reflect the awareness by the child of the relationship of
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one object to another, but these relationships depend on the emotional importance of

the object to the child.

3. In the third stage, which starts at about seven years of age, the situation changes
with the development of “schemas”, which indicate that the child produces images

in shapes or forms which have typical meaning for the child.

4. At age nine to ten, the “schematic” is gradually discarded and replaced by concern
with realism, promoting self-consciousness, awareness of means of expression and

great desire to experiment with visual forms.

In the last stage, which begins in early adolescence, many children lose confidence in
their capacity to handle visual forms of expression. It is only with careful supervision

and guidance that this insecurity may be overcome, and growth of the adult forms of art

may be established.
Meanwhile, Read (1944) gave much more detail about these stages. He disclosed seven

stages of development from age two to five, to age 15. These are shown in Table 3.1

along with the views of Kellogg and Wooff
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Table 3.1

Stages of Artistic Design

Read (1944)

Kellogg (1970)

Wooff (1976)

Description

. Scribble stage 2-3
years

. Mark-making

stage 0-3 years

1. Mark-making stage

0-2 years

Purposeless, purely
muscular movements

. Line stage age 4

2. pre-schematic
stage 3-4 years

Visual control,
progressive, human
figure becoming
favourite subject.

. Descriptive
symbolism stage
age 5-6

. Ascribe particular

meaning stage 5-9
years

Human figure
reproduced with
reasonable accuracy but
as a crude symbolic
schema.

. Descriptive

realism stage age
7-8

3. Schematic stage

Drawing still logical
rather than visual. The
children set down what
they saw, what they
know.

. Visual realism
stage age 9-10

. Representational

approach 9-15
years

Change from drawing
from memory and
imagination to drawing
from nature

. Repression stage
age 11-14

Reproduction of objects
at best laborious, human
figure becomes rare.

. Artistic revival
stage age 15 and
over

4. Early adolescence

Genuine artistic activity.
Drawing tells story.
Distinction between
sexes in colours, lines
and forms.

Apart from those who regard art as a waste of time, contemporary school teachers and
administrators believe that much of the art activity within primary school is directed to
the child’s acquisition of communication skills in speech, writing and recognition of

numerical relationships. In this sense, Wooff (1976) stated:

“The extent to which art is valued in the primary school depends on the
position, training and role of the teacher involved. For most head
teachers, art plays a valuable role in promoting a particular ambience
within the school. Murals decorating the walls, corridors lined with
examples of children’s work including drawing, painting, design,
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patterns and projects, costumes and effects for the school play —by these
means art is seen to engender an atmosphere of learning and purpose and
is an inspiration to staff and pupils alike” (pp. 7-8).

The value of art can be seen in its use as a remedial activity. Kramer (1973) indicated
that self-expression through art is valuable for people and especially for unhappy and
deprived children. For that reason, schools and in particular primary schools and
kindergartens, pay more attention to art as a natural remedy, especially for disturbed
children. Thus, art education in primary schools seems to be vital for the children’s
growth and development and as a remedy in the case of disturbed children. However,

the success or failure of investing in art in school depend mainly on the teacher, so what

is the role of the teacher in the process?

3.5.3. The Art Teacher’s Role

The art teacher is not an exceptional teacher; he/she should have the same
characteristics as other subject teachers. However, to some degree, it may not be
enough for him to meet the standard qualification. A professional attitude and outlook
is as important as other characteristics in his suitability for teaching children art
(Winslow, 1949). However, Winslow (1949) underlined four major characteristics as

crucial criteria for art teachers’ suitability:
1. Physical qualities, including appearance, neatness, health and voice.
2. Intellectual qualities, including grasp of art subject and command.

3. Character qualities: sincerity, enthusiasm, impartiality, self-control, common

sense, sense of humour and sympathy.
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4. Professional qualities: care of classroom, discipline, instructional skill,
promptness, understanding of children, co-operativeness, preparation for daily

lesson, interest in pupils, care of records and resourcefulness.

Indeed, these characteristics could be applied to any teacher, including the art teacher.
However, the art teacher’s object in school is not to produce potential professional
artists. As Bucher (1953) stated: “If a child happens to be a latent artist he will
eventually become one, no matter what the teacher may or may not do to him” (p. 15).

Abbs (1989) had a somewhat different viewpoint. He thought that the teacher should be

exemplar, a co-artist:

“Where the teacher paints alongside the students, establishes a ready
model for what [ have in mind. According to this model, the teacher of
an arts discipline becomes, in some measure, a practitioner: the music
teacher composes, the teacher of literature writes and edits, the teacher of
dance dances and all should be ready, at times, to act as creative
exemplars” (p. 39).

Bearing this view in mind, the teacher of art in the school should acquire the basic

qualities of what Abbs called “co-artist” which contribute to the depth and range of

his/her appreciation (Mock, 1955).

If we agree that the qualification of the teacher of art is important, what is the

responsibility of such a teacher? Steveni (1968) stated:

“A good teacher can help a child to find a form of expression that is

sincere and appropriate to the type of understanding the child has of the
world” (p. 27).
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Johnson (1965) indicated that the teacher’s main responsibility is to open the door that
unlocks the child’s creativity and to plan the means whereby this creativity is expanded.
To fulfil this responsibility, the teacher has to have personal qualities that enable him to
identify with the child, create a suitable climate for work, in line with good pedagogical
procedures in regard to motivation, guidance and evaluation and have knowledge and
understanding of the nature of artistic growth and achievement. In that way, he can
provide the necessary encouragement. Michael (1965) asserted that the teacher has an
important role in using creative art experience as a means of helping children to
actualise their potential. In this sense, the art teachers’ responsibility may be concerned
with conveying knowledge, developing appreciation and understanding as developing

the children’s ability to express themselves with materials, discovering and developing

talent.

In the light of all the above, the teacher’s role is not to create artists, but to help all
children, regardless of their interest or ability, to express themselves, to understand the
world around them better and to provide them with necessary information and

knowledge which enable them to communicate and integrate with the whole society.

Meanwhile, the failure or success of the teacher depends on many characteristics, some
of them personal, and some of them non-personal, such as the teaching methods used.

So how does the pedagogical approach or the teaching method affect the art teacher’s

task?
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3.5.4. Art Teaching Methods

The methods of teaching used by the teacher could play an essential role in determining
the value of art experience in relation to the children involved. Several methods and
procedures for teaching art can be used in practice with children. Some have real value
for the children’s well-being and growth, while some have the opposite effects. The
methods used in teaching, however, have vital and immediate effect upon the children’s
activity. They also have a deep and long lasting effect upon the children’s attitudes,
habits, thinking and behaviour. These attitudes, habits and behaviour patterns, formed
throughout the impressionable years, could carry over into adult life and may become
standards. For that reason, teachers should be very careful about every method they use

with children (Jefferson, 1959).

Learning ability differs considerably from one age to another, and from one individual
to another, which makes the learning process unimaginably complex. Therefore,
Lowenfeld and Brittain (1965) indicated that “there may be no single best teaching

method” (p. 2). Jefferson (1959) underlined several valuable teaching methods. They

are:

1. Creative expression. This method provides the children with opportunity to
choose, express and organise their own ideas freely. Jefferson said, “wherever the

child is given all of these choices, creative expression is the method of teaching and

working in art” (p. 2).

This method may represent the teacher in the role of “entertainer” as he/she tries to
supervise and inspire pupils to work freely (Barnes,1989). It is a valuable method
because it gives the teacher no power to force the child to do what the teacher wants,

a point to which we shall return in discussing other, more harmful methods. Thus,
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many scholars and researchers have focused on this method as an ideal (Mock,

1955; Read, 1944; Pateman, 1991).

2. Assigned Topics: This method is one of the most valuable methods. The teacher or
the children suggest a certain topic as a matter for their art lesson, such as “summer
vacation” or some local event or celebration. Every child builds up his work from

his own view about the topic. Jefferson (1959) defined this method thus:

“Assigned topics as a method of teaching art is identified by the
opportunities each child has to develop in his own way a topic assigned
to the group” (p. 6).

According to this method, some children may scribble, and even though they are
expressing their own ideas, they should have the teacher’s encouragement and if
they produce any meaningful shapes, the teacher should provide reinforcement by
giving the picture titles, such as “night visitor”, “trip to the country”, “portrait of a

woman” and so on. This will motivate the child to creative activity (Lowenfeld and

Brittain, 1970).

3. Copying methods: The activity in this method consists of reproducing the likeness
of a shape or a model. It is a copying experience. This method, in the early stage,

could provide a means to experience the real value of the art work of others.

These three methods could be ideal for teaching children, but there are other methods
that could harm the process of learning and development which may be used in some

schools, and the teachers need to know about them, not to follow them. These methods

are:

55



1. Directed or dictated methods, which are controlled by the teacher step by step and
give no chance to the child to think and express his own ideas, but rather, confine

him following the teacher’s shaping and drawing.

2. The patterns method, which refers to shapes drawn or cut by another person, which

the children have to duplicate.

3. The prepared outlines method. This method is similar to the pattern one. It includes

colouring books or outlined shapes, which limit the child’s opportunity of

expression.

Although these last three methods are still used in schools, especially in Saudi Arabian

schools and many other similar traditional societies, these methods give a quite limited

chance to children to develop their talents and basic abilities.

The point here is that the teacher must understand and assess the value of each method

and its appropriateness to specific educational objectives, and that depends mainly on

the teacher’s motivation, knowledge and training.

However, these are not the only teaching methods in art; Ruskin’s method of teaching,
known as the *“perceptual-cognitive approach” is one of the most successful methods of
teaching which “moved the learner beyond the more obvious visual qualities to the
nature and causation underlying appearance and hence towards greater understanding
and perhaps expressive power” (Haslam, 1988, p. 72). Thus, teaching methods play an
essential role in the process of learning, motivating and developing children’s faculties
or otherwise, and not only colour their early childhood, but continue to influence them

in adult life.
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3.6. Artin the Curriculum

It may be useful to start with the complaint of Cross (1977) about the position of art in

the curriculum in the British education system. He said:

“Although every single national report from Hadow (1926) to Newson
(1963) has stressed the valuable educational potential of the art, there is
no agreed level at which they should be incorporated into the body of the
school. Nobody has ever quite established what is the relative
importance of art subjects to the curriculum as a whole” (p. 85).

No wonder, then, if the school curriculum in less developed cultures gives less attention
to art. Indeed, the curriculum should embody the needs of the children, the mode of
operation by individual teachers, the understanding of the role of art in society and the
integration of all subjects within the whole school curriculum. Unfortunately, the
decision-makers realise the significance of art in the learning process, only as a teaching
aid, not as an independent subject. Even some art researchers such as Jefferson (1959)
express art’s importance only in its relation to other areas of the curriculum, which
indicates that art as a subject tends to be used as a teaching aid to motivate children in
other subjects. Art can and should be used as an aid in the learning process, but that

does not mean it should be ignored as an independent subject.

Jefferson himself admitted that art has inherent qualities of its own that are different
from other subjects, but since his main concern was to prove the relationship between
art and other subjects in the curriculum, he gave less attention to art as an independent

subject, and emphasised the function of art as an aid to promote learning. He stated:

“In the elementary grades, workbooks are frequently used as one of
several aids to promote learning in some of the school subjects.
Realising the advantages to be gained from relating art experiences to
another area of the curriculum, many of these workbooks contain
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pictures that may illustrate the work of another subject, by providing
opportunities for children to colour inside outlines of even to copy
pictures” (p. 256).

Cross (1977) indicated that decision makers, administrators, special needs teachers, and
school staff, do realise the importance of art education, not as an independent subject

but as a therapeutic, physiologically valuable, vocationally creative and necessary part

of a well-rounded education.

Although the position of art in the curriculum is not as clear as that of other subjects, it
is necessary to understand, as Wold and Hastie (1965) asserted that the teacher’s
independent view of the operation has been the most significant characteristic of the
decision-making process in curriculum construction in art. Teachers organise their own
programmes in their own classrooms, since the curriculum itself is mainly constructed
generally to fit all schools and all art teachers, regardless of their abilities, knowledge
and capability. This view determines the vital role of art in the humanistic development

of the individual, and socio-economic well-being of the society from the whole art

curriculum development (Allison, 1988).

Wickiser (1957) underlined three attitudes about the function of art in the curriculum:
(1) art as a subject, (2) art as an activity and (3) art as a qualitative experience. He
indicated that if art is thought to be a subject, it becomes a problem to be solved through
exercises and the content in the programme should be learned. But if it is thought that
art is an activity, then it cannot be tackled as a problem to be solved, but rather as an
activity to be explored. If art is thought to be a qualitative experience, then the units of
work should be organised to provide art experience. Thus, the perspective adopted

determines the choice of content. However, the art curriculum, as Wickiser
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acknowledged, should cover all the facets mentioned above, in addition to the way we

select and use the material, equipment and art resources in the school and community.

Chapman (1978) produced a valuable curriculum framework for art education. This
framework can be summarised as follows: First of all, he determined headings such as
“Expression in art”. These headings contain sub-headings such as “inception of ideas
for art” and for each sub-heading there are several goals such as “learning to generate
ideas for expression through art” and approaches to study such as “observing children”.
The goals and approaches to study enrich the suggested curriculum with details of
practice and procedures. This is necessary not only for the child, but also for those
involved in teaching art. However, the framework curriculum was general and did not
constitute a school programme. As Chapman said:

“The goals and approaches to study outlined here do not in themselves

constitute an art program. In order to develop such a program, we need

to think about relationships among goals, the scope and rhythm of

instruction within a year and from one year to the next, and variations in
the circumstances under which teachers work™ (p. 138).

He assumed that such a curriculum would be informed by two major principles: 1)

helping children to continue their self-education in art, 2) developing children’s artistic

endeavours.

His view, however, conforms to the theoretical approach to the curriculum as developed
by Stenhouse (1975), who asserted that the curriculum should provide a basis for

planning a course, studying it empirically and considering the ground of its justification,

determining the contents and the procedures.
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3.6.1. Curriculum Objectives

The discussion of art as a subject within the curriculum, so far, has focused on aims,
goals and the position of art in the curriculum. In considering curriculum objectives, it
may be valuable to distinguish between aims and objectives. Aims are often quite
general statements of goals and lack specificity to provide clear guidelines for planners
and teachers, while the term objectives refers to more precise and specific statements of
goals derived from these general aims (Kelly, 1977). They are usually determined in
terms of behavioural changes that may take place if the objective is accomplished.
Bloom’s (1956) taxonomy of educational objectives offers a clear explanation of
curriculum objectives through three domains: the cognitive, the affective and the
psychomotor, which may be interpreted in other terms: the head, the heart and the hand.
The cognitive domain, he assumed, comprises objectives which emphasise
remembering or reproducing something which has been learned, as well as objectives
which involve solving problems of some intellectual task derived from procedures,
ideas and methods previously learned. The affective domain consists of objectives
which emphasise feeling, emotion or degree of acceptance or rejection. The
psychomotor domain comprises of objectives which focus on some muscular or motor

skill, some manipulation of material and objects or some act which entails

neuromuscular co-ordination.

Bloom’s (1956) taxonomy provides planners and curriculum designers with a great

opportunity to underline the kinds of behaviour which are the objectives of the

curriculum.

However, Bloom’s taxonomy has been strongly criticised by many scholars and

educators (Pring, 1970; Hirst, 1975; Kelly, 1977; and Sockett, 1971). They assert that it
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offers only general categories of objectives and shows a lack of a clear concept of
education, so that it offers no criteria for the assessment of the objectives. Kelly (1977)

summarised the critiques as follows:

“Bloom’s taxonomy, in being very precise, takes too naive a view of
educational processes and thus provides an over-simplified model for
curriculum planning which must inevitably, if pursued too slavishly, lead
to bad educational practice” (p. 31).

Despite the bitter criticism, Bloom’s taxonomy is still, as Sockett (1971) said, “one of

the major works in the field of curriculum” (p. 16).

For art in particular, Barrett (1979) underlined three types of objective:

1. Behavioural or instructional objectives. These objectives are concerned with the

specific behaviour a student is supposed to perform, and are not concerned with

what the teacher is doing;

2. Expressive objectives. Expressive objectives do not specify the behaviour of the
children after they are involved in one or more learning activities, but rather,
provide both teacher and children with an invitation to explore. According to this

objective, diversity is preferable to homogeneity of response among the children.

“In the expressive context the teacher hopes to provide a situation in
which meanings become personalised and in which children produce
products, both theoretical and qualitative, that are as diverse as
themselves” (p.37).

Eisner (1972) asserted that expressive objectives describe the encounter the student
is to have. From these encounters, the teacher needs to discover and appraise what

students learn, experience and produce; how students transfer feelings, images or
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ideas into material. Through that transformation, the material becomes a medium of

expression.

3. The design objective. This objective is to identify the way in which a problem can

be solved and to select the most appropriate and best solutions.

These objectives are mainly derived from Tyler’s (1949) objectives which are

formulated through four basic questions:
1. What educational purpose would the school seek to attain?

2. What educational experiences can we provide that are likely to attain these

purposes?

3. How can these educational experiences be effectively organised?

4. How can we determine whether these purposes are being attained? (Tyler, 1949,

p- 1).

Thus, curriculum objectives are basically concerned with significant changes in patterns

of student behaviour.

3.6.2. Curriculum Content

Curriculum construction entails the recognition of many factors. A curriculum, as Kelly
(1977) noted, “cannot go on in an intellectual vacuum, cut off from contact with the
society and the culture in which it is being practised” (p. 11). Accordingly, the
curriculum should aim to achieve social and cultural objectives as well as provide
children with knowledge. In other words, curriculum construction should take into

consideration the society’s needs, by inculcating favourable social and cultural values
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associated with knowledge. Thus, curriculum content can be discussed under four

headings:

1. Curriculum and culture.

2. Curriculum and knowledge.
3. Child-centre education.

4. Evaluation.

These elements are the main influences which colour and shape the curriculum content.

3.7. Curriculum and Culture

School exists as an agency for the handing on of the culture of the society. Even the
pure scientific subjects such as mathematics, biology or science are inevitably coloured
and shaped by cultural elements. However, we should first answer the question “ What

is culture?” to see how the curriculum embodies the cultural component.

3.7.1. What is Culture?

The oldest definition of “culture” is perhaps that given by Tylor (1871) who said that
culture is “that complex whole which includes knowledge, belief, art, morals, law,
custom and any other capabilities and habits acquired by man as a member of society”
(Mair, 1980, p. 9). This definition has been used as a basis for all those who tackled
“culture” in social studies. Giddens (1989) defined culture as a social system that
includes the values held by people, the norms they follow and the material goods they
create. Bilton et al. (1990) defined culture as a “learned behaviour in any particular

society which includes those ideas, techniques and habits which are passed on by one
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generation to anther — in a sense, a social heritage — and which are virtually a set of
solutions to problems that, in the course of time, others have met and solved before”

(p. 11). Talcott Parsons indicated three attributes of culture:

1. Culture as transmitted, which means the social heritage and social tradition
transferred from one generation to another through a large number of channels,

habits, customs, traditions, religious values and so on.

2. Culture could be “learned”; human behaviour is more likely to be transferred from
one generation to another according to the learning process, rather than through

man’s genetic constitution.

3. Shared, which means the majority of the society follow the same values and same

traditions. (Parsons, 1952)

This idea can be seen to be relevant to the educational context, where knowledge, ideas

and values can be transmitted, learned and shared.

These definitions indicate that culture is a concept of human behaviour which embodies
the value system, norms, customs and all the social heritage which must be delivered
from one generation to another through socialisation and shared by social groups. Now,

the link between culture and curriculum may be to some degree, more obvious.

3.7.2. Cultural Elements in the Curriculum

The cultural heritage of a society is perpetuated through the process of transfer from one
generation to another by many agencies, such as family, school and other social
institutions. Accordingly, the purpose of education, at least in part, must be seen in

terms of socialisation, aiming to induct children into the way of life of their societies by
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inculcating desirable values, norms, customs and knowledge. Thus, the designers of
school curricula must take the cultural heritage into consideration. The construction of
curriculum should go beyond the notion of inducting the pupils into the cultural aspects
of their societies, beyond the term “socialisation” to the idea of preparing the children
for the fact of social change, to initiate and adapt changes in the values, norms,
traditions and customs of the community (Kelly, 1980). Skilbeck (1973) indicated that
curriculum designers and school management should pay attention to three major
dimensions: first, educational criteria, possibly in the form of objectives, which are
worked through by the school staff; secondly, the requirement of the school to have a
clear understanding of the effects of what they have done in the past; and thirdly, the
future outlook, anticipating the effects of the current trends in the culture and relating all

of their work explicitly to the assessments they are able to make.

Smith, Stanley and Shores (1977) asserted that the components of the curriculum in any
society are derived from its culture. They stated:

“If an observer looks at the curriculum of the school in any society, he

will find, either stated or implied, a set of educational objectives, a body

of subject matter, a list of exercises or activities to be performed, and a

way of determining whether or nor the objectives have been reached by

the students. He will find also some kind of control which the teacher is

required to exercise over the learners. These things comprising the
curriculum are always, in every society, derived from the culture”

(p. 16).

Barrow (1976) asserted that curriculum is culturally determined and the truth and

knowledge within the curriculum are themselves socially and culturally determined.

In the light of the above, curriculum designers, whether they realise it or not, determine

curriculum content culturally, by considering cultural values, facts, beliefs and
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knowledge. Cultural influences may be direct or indirect. Examples of direct cultural
influence in Saudi schools would be the inculcation of Islam, and informal social
control, while indirect cultural impacts include the use of the symbols of the culture,

like numbers, shapes of things and the language of the society which is used as a

medium for transmission of knowledge.

3.8. Curriculum and Knowledge

The content of the curriculum is derived from the characteristics of the knowledge
represented by school knowledge and by the learning process which is socially and
culturally determined. Since school knowledge is socially constructed, any attempt to
make decisions about the content of the curriculum, based on a particular cultural view
or ideology, can be seen as an attempt to inculcate a certain ideology among children
(Hooper, 1977). One cannot avoid cultural determinism in the school curriculum, since
the designers and constructors of the curriculum are themselves under the influence of
the cultural foundation. Barrow (1976) assumed that a hidden culture curriculum

always influences the construction of the school curriculum. He explains that:

“By ‘the hidden culture curriculum theory’ I mean the view that the
curriculum should derive its content from the actual interests, pursuits
and cultural values of the social background of the child in question”

(p. 63).

Accordingly, the subject matter or the knowledge that is considered desirable to be

included in the curriculum is indeed culturally determined.

Phenix (1964) indicated that since education aims to help human beings to learn and to

be effective individuals within the social organisation, educators and curriculum
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designers have to understand human nature and that could be achieved through different
channels. He argued strongly that each branch of knowledge can shed light on human
nature from its own viewpoint. Physicists and chemists usually assume that human
beings are part of the general matter-energy system of nature; accordingly, a person as a
material structure conforms to the same physiochemical laws as rocks, animals, plants
and all other existing things. Biologists consider man as one species of animal, the most
highly developed of all forms of living things. Psychologists see man as an organism
with mind. Sociologists and social psychologists describe man as a social animal.
Economists see man as a producer or consumer of material goods and services.

Politicians describe man as a seeker for power or influence.

These viewpoints may reveal that the sense of the whole is non-sustainable. As Phenix

(1975) pointed out:

“All too commonly the teacher teaches a particular subject or unit within
a subject without any reference to its relationships to other components
of the curriculum. Similarly, the student may study one subject after
another with no idea of what his growing fund of knowledge and skill
might contribute to an integrated way of life. Students and teachers alike
are prone to take the curriculum as they find it, as a traditional sequence
of separate elements, without ever inquiring into the comprehensive
pattern within which the constituent parts are located” (p. 165).

He asserted that a special task of education is to widen one’s view of life, and engender

an integrated outlook. This integral perspective is important for many reasons, among

which the following may be cited:

1. A comprehensive outlook is necessary for all intelligent decisions about what shall

be included or excluded from the course.

2. Because a person is an organised totality and not just a collection of parts, the

curriculum should be designed with an organic quality.
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3. Society’s, as well as individuals’ dependence upon principles of community,
requires some overall plan. The curriculum may contribute a basis for the growth of

the community, when it is designed and planned comprehensively for learning.

4. Comprehensiveness of the structure of learning may add significance to each

segment of the curriculum. The value of any subject is enhanced by an

understanding of its relationship with other subjects.

Hirst (1975) shares Phenix’s ideas and expresses the view that acquiring knowledge
and understanding necessitates a) furnishing mind with right ideas; b) getting the

machine working properly. These two major elements may be effective in developing

the rationality which is the main objective of education.

Knowledge, however, within the curriculum structure, is divided up into subjects, each
of which embodies the growth of children, socially and physically and cognitively. It is

also concerned with the psychological needs of the children, as well as embodying the

requirements of the culture of a certain society (Kelly, 1977).

Lawton (1975) assumed that there are two sorts of knowledge: common-sense
knowledge and non-common-sense knowledge. Common-sense knowledge emphasises
the view of reality that is picked up informally rather than learned systematically, while
the non-common-sense knowledge which is a matter of school concern, is concerned
with a view of reality that has been conceptualised by classifying (dividing into
subjects). However, Lawton admitted that common-sense knowledge and school (non-

common-sense) knowledge are not completely different. He stated:

“I would suggest that school knowledge or academic knowledge is an
extension and refinement of common-sense reality” (p. 71).
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3.8.1. The Integration of Knowledge

There is no logical problem in the attempt to integrate subjects within the same
discipline, though problems might occur, to some degree, when the integration of
separate disciplines is involved. So-called “integrated science” does not present a

logical problem, since all the subjects to be integrated fall within the same form of

knowledge (Kelly, 1977).

Despite the segmentation of knowledge into discipline and subjects, these divisions can
be regarded as only “artificial” and not reflecting the essential unity of reality (Pring,
1970). Clear evidence of the unity of knowledge can be seen in the independence
among all the knowledge disciplines, where history could have close links, for instance,
to biological, chemical or social developments in a certain environment. The studies of
today which focus on micro-subjects all depend on the results of each other. No society
or group can develop certain qualities without understanding the development of this
society in other fields of knowledge, so the integration of subjects, regardless of
“segmentalisation”, is a necessity. The systematic learning process which involves the
disciplines that represent the structure of knowledge could consist of the most complete
developed form of logical structure of knowledge. The learning process toward the goal

of acquiring knowledge could be an integrated activity united in the current interests of

the pupils (Pring, 1971).

In this context, human development in the standard of living and innovation comes as a

result of knowledge integration. In the words of Glass (1970):

“It is well recognised that many, if not most, scientific breakthroughs
come about when the techniques and concepts of quite different

scientific fields are brought together in an original synthesis of insight
and imagination"’(p. 72).
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In the light of the above, integrated knowledge is essential not only in theory, but also in
practice and throughout the curriculum construction. Interdependence between
disciplines and subjects would facilitate the achievement of learning goals. It is crucial

that this be understood and recognised in the constructing, designing and restructuring

of the school curriculum.

3.8.2. Child-centred Curricula

The obvious objectives of curriculum construction are based on the needs, interests and
wants of the individual child. This approach, however, is contrary to the approach that
focuses on knowledge as the subject of consideration in planning educational practices.
Instead, this approach takes the child’s interests and needs as the starting point for
curriculum construction (Barrow, 1976). In this context, Kelly (1977) pointed out:
“Education should be based on the nature of the child - a

recommendation that we should base our decisions concerning the
content of the curriculum on a consideration of the interests of the child”

(p. 66).

Accordingly, child-centred curricula pay more attention to children’s needs, interest and

preferences, in terms of growth and development, physically, psychologically, mentally

and socially.

However, the construction of the curriculum nowadays may involve more than one
approach, taking into consideration both the knowledge produced for children and the
child-centred approach. The success or failure of the curriculum can be estimated from

the evaluation process, as we shall see in the following section.

70



3.8.3. Curriculum Evaluation

Evaluating the curriculum means assessing its value, in terms of clear objectives, and
pupils’ behaviour when these objectives have been attained, in terms of balance in
choosing subjects and topics and in terms of implementation. The objectives
themselves can be evaluated to see if they are valid educationally (White, 1971).
However, the evaluation process should be related to the formulated objectives to assess
the suitability of the curriculum for the children, the school and the community. The
evaluation process, which may involve teachers, academics, professionals, textbook
writers, educational consultants, media and relevant research organisations, plays an
essential role in the improvement and development of the curriculum and in the

educational process as a whole (Marsh, 1997).

Wiles and Bondi (1979) saw the process as a way to determine the value of the

curriculum. They stated:

“Evaluation is a broadly defined term that refers to efforts to assess the
effects of educational programmes. In most school settings, the use of
the term evaluation includes research activities, the systematic testing of
data, clarifying discrepancies between goals and objectives and a
decision-making function. Common targets of the evaluation process are
the appraisal of student outcomes, determining the value of the

curriculum, and the assessment of administrative and managerial
practice” (p. 176).

This definition covers all the aspects involved in the evaluation process. Cronbach

(1963) distinguished three types of decisions for which curriculum evaluation is used:

1. Course improvement: deciding what instructional materials and methods are

satisfactory and where change is needed.
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2. Decisions about individuals: identifying the needs of the pupil for the sake of
planning his instruction, judging pupil merit for purposes of selection and grouping,

acquainting the pupil with his own progress and deficiencies.

3. Administrative regulation: judging how good the school system is, how good

individual teachers are etc. (p. 673).

Although these three types of evaluation focus on the role of the teacher and the school,
the evaluation may involve various other bodies, as mentioned earlier. Nonetheless, the
teacher and the school administration may still be the cornerstone for any real

assessment, since they are directly dealing with the implementation of the curriculum

objectives and goals.

Meanwhile, White (1971) indicated that any evaluation process of the curriculum
should consider two aspects: the first is to explore the relative merits of a project in
terms of cost, effectiveness and so on. In this case, relevant data is required. The
second raises the difficult issue of value; such as, whether the experience being offered

to pupils is of educational value, whether the curriculum is good in terms of its goals,

rather than the effectiveness of its procedures.

Kelly (1977) underlines three types of evaluation:
1. evaluation of the suitability of the objectives of an educational programme;

2. on-going formative evaluation which helps the production of the educational

programme once its objectives have been accepted;
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3. evaluation of individual readiness and progress which can be used by teachers to
diagnose their children’ ability to benefit from certain experiences, to assess their

progress and to locate their difficulties.

One of the most popular methods of evaluating a curriculum is what Grobman (1968)
called (formative and summative evaluation”. The formative evaluation uses the
classroom tryout of experience material. The purpose of the formative is to provide
feedback to the authors to improve the material being developed. In contrast, the
summative evaluation uses the period after the material has been completed. The
purpose of summative evaluation is to compare the results with those of other projects
or to satisfy academic curiosity, A similar idea is expressed in the terms formal and
informal evaluation; formal evaluation is more operationalised and open to view, while

informal evaluation seems to be a more universal and abiding human act (Stake, 1976)

Internal and external evaluation is another approach to assessing the curriculum’s
effectiveness. The method comes after criticisms of so-called “self-evaluation”, with
project staff evaluating their own work. The opposing view is that the curriculum

project should be evaluated by an outsider (Grobman, 1968).

Grobman (1968) outlined nine evaluation approaches. These are:

1.  Student gain by testing: which may be done by specialists to measure student gain

in performance according to a standardised test designed to cover programme

objectives.

2. Institutional self-study by staff: Some professional organisations can conduct the

assessment and provide self-regulation, to avoid the need for state regulation.
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3.  Prestige panel or blue-ribbon panel: This evaluation approach could be taken by

people who have a strong sense of social responsibility.

4.  Transaction-observation: This approach focuses on disciplined study of the

educational process. Issues may be drawn from the proceedings rather than theory

or goal statements.

5.  Instructional research: The evaluation in this approach employs an experimental
design with comparison of randomised treatments under controlled conditions.

This assessment may be used to seek out summative values and provide

generalised information.

6-7. Management analysis and social policy analysis: These two approaches blend into
each other. Management analysis refers to a study done to assist programme
managers, while social policy refers to the same type of study done to assist

policy-making, but here, it may be for a longer time-span and with a wider

constituency.

8-9. Goal-free evaluation and adversary evaluation: These two approaches seem to be
newcomers to the educational research. The first refers to a case where there is a
clear distinction between the evaluators and programme staff, but the evaluators
are aware of the goals that should be pursued. The adversary approach is divided

into two parts; the first shows the shortcomings of the programme, the second

shows its merits.

These general theoretical approaches to curriculum and related procedures may be used

as guidelines in our own investigation. They need, to some degree, to be used as criteria
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for assessing the current Saudi school curriculum with reference to art education as a

subject of study in primary school. This will be the focus of the following chapter.

3.9. Summary

This chapter has focused on the literature closely related to art in general and art

education as a subject in the school curriculum.

It was indicated that there is no specific and indisputable definition for art, and from a
number of definitions already displayed, a comprehensive definition has been
developed, including almost all the components of art agreed by researchers, artists and
art educators. To clarify the definition, the main forms of art have been reviewed in
order to underline the nature of art activities, which include poetry, music, dance,

drawing, painting and so on.

Attention then turned to the function of art activity. It was argued that art has a
fundamental role in all aspects of human life, and is especially important for children.
Therefore, a discussion was presented of all the valuable functions that art has in
children’s life including communication, psychological, technical, personal, social and
acsthetic aspects. It was shown that art is valuable for children’s physical, social,

psychological, aesthetic and personal development.
The argument then became more specific, focused on art in schools, as an independent

subject and as a co-ordinating subject which is closely linked with all areas of the

curriculum.
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Since the researcher’s concern is about art in primary education, special attention was
paid to tackle art in the primary school and its function in the early stage of learning.

The effectiveness of art teaching methods and the role of art teachers were also

considered.

The final section of this chapter focused on art as a subject in the curriculum. In this
section, the curriculum objectives, and content were discussed in some detail, including

curriculum and culture, curriculum and knowledge child-centred education and, finally,

the way that curriculum can be evaluated.

Since the researcher is interested in art within the school curriculum in a specific
culture, the review of literature established the basic principles of the curriculum in
relation to art. Whether or not and how these principles are reflected in the current

school curriculum in Saudi Arabia. the next chapter will outline the optimal art

education curriculum checklist.
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CHAPTER FOUR

OPTIMAL ART EDUCATION CURRICULUM CHECKLIST

4.1. Introduction

The purpose of this chapter is to demonstrate to the reader how the Art Education
Curriculum Checklist was derived. The checklist for evaluating the art education
curriculum was constructed based on the literature review and a number of relevant
resources. The checklist has been classified into four areas: Knowledge, Culture,
Nature of Art Education Curriculum and The Modern World. Each area has its own

sub-headings. The construction was developed as follows:

4.2. Knowledge

Knowledge can be understood as learning activity which Eisner (1972) regarded as “the
heart of the curriculum” (p. 162). Knowledge in this sense does not mean the cognitive
approach, but encompasses also the expressive, including skills, symbols, feelings and
reactions, also aesthetic, communication and evaluation elements. Concerning the

knowledge sub-headings, the first sub-group is “ Cognitive” (see Section 4.2.1, p. 81).

The first three statements concern providing the children with information about the
history of art, locally and internationally, which is important for the art learner as an
introductory step to the world of art. The ideas were derived from Chapman (1978)
p. 237, Wickiser (1957) pp. 146 — 152 and Eisner (1972) pp. 162 — 168. The fourth and
fifth statements, which concern acquiring knowledge about artistic experience and art
resources which is vital for the mental growth and to form a basic background, were
derived from Eisner (1972) p. 163 and Cross (1977) p. 42. Statements 6 — 10, which
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concern motivation, thinking and awareness as a cognitive process, were derived from

Wickiser (1957) pp. 8 — 20 and Cross (1977) p. 75.

The second sub-group contains six statements concerned with the “Expressive”. The
first two statements which deal directly with expressive experience are derived from
Read (1944) pp. 108 — 109 and from Lowenfeld and Brittain (1970) pp. 143 — 144. The
other four statements which regard expression of experience as a skill to be used in life
to provide enjoyment and reaction which is vital for the development of children
aesthetically, were derived from Chapman (1978) pp. 39 — 41 and Melzi and Palmer
(1967).

The third sub-heading includes six statements which all involve directly the possibility
of fostering the child’s aesthetic ability and sensitivity, derived from Read (1944)

pp. 90 — 94, R Taylor (1993) pp. 1 - 4.

The fourth sub-heading concerns the “Psychological” dimension. All the eight
statements in this group concern the effect of art learning on the development of the

children, psychologically, derived from Read (1944) pp. 61 — 62 and Wickiser (1957)
pp- 93 - 95.

The fifth sub-heading is “ Communication” which covers six statements viewing art as
another language. These are derived from Wickiser (1957), pp. 61 — 62, Dean (1968)
p. 10 and Read (1944) p. 163.

The last sub-heading is “Evaluation”, which concerns the children’s growth which can
be evaluated. All the four statements were derived from Eisner (1972) pp. 201 — 235

and Chapman (1978) pp. 384 — 407.

79



Table 4.1

Knowledge

Knowledge
Provides information about the history of art world-wide.
Provides information about the history of art in Saudi Arabia.
Utilises artistic models.
Utilises learning resources.
Provides up to date artistic experience.
Avoids ambiguity.
Can be understood and achieved.
Related to the children’s age and ability.
9 | Indicates self-evaluation.
10 | Involves critical faculties.
11 | Motivates children
12 | Fosters their hobbies and abilities.
13 | Develops their personality.
14 | Develops awareness of the value of art.
15 | Develops awareness of the value of art.
16 | Usability of art in other subjects.
17 | Medium for communication (interaction)
18 | Involves symbolic expressions.
19 | Used as another language.
20 | Develops children’s faculties.
21 | Enriches children’s background.
22 | Encourages working in an integrated way.
23 | Releases emotional tension and fear.
24 | Free expression.
25 | Gives the young person confidence.
26 | Encourages problem-solving,
27 | A vehicle for thinking.
28 | Encourages creativity.
29 | Encourages initiative.
30 | Involves imagination.
31 | Real experience.
32 | Develops skills to be used in real life.
33 | Develops sensitivity (aesthetic)
34 | Encourages self-perception.
35 | Provides enjoyment
36 | Explores the world around us.
37 | Involves judgement ability.
38 | Encourages the child to feel and react fully to life.
39 | Provides proper use of tools.
40 | Utilises media and aids.

These statements were classified under major sub-heading for methodological and

OO\ W[N] -

analysis purposes.
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4.2.1. Cognitive

1. Provides information about the history of art world-wide.

2. Provides information about the history of art in Saudi Arabia.

3. Utilises artistic models, such as trees, inanimate objects (granite-ware)
4. Motivates children

S. Develops awareness of the value of art

6. Usability of art in other subjects

7. Encourages problem-solving

8. A vehicle for thinking

4.2.2. Expressive

1. Involves symbolic expressions

2. Free expression

3. Real experience

4. Develops skills to be used in real life

5. Provides enjoyment

6. Encourages the child to feel and react fully to life

4.2.3. Aesthetic

1. Develops children’s aesthetic faculties
2. Enriches children’s background

3. Encourages creativity

4. Encourages initiative

5. Involves imagination

6. Develops sensitivity (aesthetic)
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4.2.4. Psychological

Develops their socio-psychological aspects
Related to the children’s age and ability
Fosters their hobbies and abilities
Develops their personality

Encourages working in an integrated way
Releases emotional tension and fear

Gives the young person confidence

Encourages self-perception

4.2.5. Communication

4.2.6.

Can be understood and achieved
Medium for communication (interaction)
Used as another language

Explores the world around us

Provides proper use of tools

Utilises media aids

Evaluation

Related to the children’s age and ability
Includes self-evaluation
Involves critical faculties

Involves judgement ability
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4.3. Culture

The checklist concerning “Culture” is divided into three sub-groups. Most of the ideas
for the cultural aspects statements were derived from Lawton (1975) pp. 11 — 25, with
some reference also to Chapman (1978) pp. 129, 154 — 162 and McFee (1961) pp. 17 —

26.

Table 4.2

Culture

Culture
1 Identifying the local aesthetic heritage.
2 | Asserting desirable social values.

3 Relating the activities of the art education curriculum to the
environment around us.

4 | Involving cultural resources such as museums, art galleries and
libraries.

5 Developing awareness of socio-cultural heritage such as architecture,
shrines and religious places such as Makkah.

6 | The subject sequences and units involving the cultural symbols
(national flags, special occasions, festivals)

7 Reflecting cultural values of what is right and what is wrong.

8 | Reflecting the community tradition such as the style of clothes.

9 Supporting norms and beliefs.

10 | Asserting the importance of social control, both formal and informal.
11 | Fostering a sense of national identity, dignity and pride.

12 | Supporting religious rituals.

13 | Involving the state policy.

14 | Identifying the superior characteristics and figures in the history of
the country.

15 | Inculcating the daily customs.

16 | Indicating the common way of life.

17 | Identifying the social technology which has historically been used.

18 | Referring to the desirable social common attitudes.

19 | Involving social folklore and legends.

20 |Inculcating special concepts such s ‘believing’, ‘intending’,

‘wanting’, ‘acting’, ‘hoping’, and ‘enjoying’.
21 | Producing elements of other cultures.

22 | Enabling children to study various customs; birth, puberty, marriage
and death.

These statements were classified under major sub-heading for methodological and

analysis purposes.
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4.3.1. Local and National Heritage

10.

1.

12,

13.

Identify the local aesthetic heritage.

Asserting desirable social values.

Relating the activities of the art education curriculum to the environment around

us.

Reflecting culture and values of what is right and what is wrong.
Reflecting the community’s traditions, such as the style of clothes.
Supporting norms and beliefs.

Asserting the importance of social control, both formal and informal.
Fostering a sense of national identity, dignity and pride.

Supporting religious rituals.

Reflecting the state policy.

Identifying the key characters and figures in the history of the country.
Inculcating daily customs.

Indicating the common way of life.

4.3.2. International heritage

Presents elements of other cultures.

Identifying the social technology which has historically been used, such as using

the wheel, the weapons.
Referring to desirable social common attitudes.

Involving social folklore and legends.

Inculcating special concepts such as believing, intending, wanting, acting,

hoping and enjoying.
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4.3.3. National and International Integration

1. Involving cultural resources such as museums, art galleries and libraries.

2. Developing awareness of socio-cultural heritage such as architecture, shrines

and religious places such as Makkah.

3. The subject sequences and units involve cultural symbols (national flags, special

occasions, festivals).

4. Enabling children to study various customs related to birth, puberty, marriage

and death.

4.4. The Nature of Art Education Curriculum

The nature of art covers all the curriculum aspects including knowledge, culture,
personal experience, socio-cultural perspective and evaluation. The first sub-heading,

“Knowledge”, contains seven statements (see below, section 4.4.1.) all derived from

Chapman (1978) pp. 123 — 138.

The second sub-heading is “Personal Experience”. These items were derived from
Wickiser (1957) pp. 73 — 121, Lowenfeld and Brittain (1970) pp. 45 — 51. The third
sub-heading is “Socio-Cultural Perspective” and contains items derived from Chapman

(1978) pp. 129, 154 — 162 and McFee (1961) pp. 22 — 24.

The last sub-heading is “Evaluation”. All the statements relevant to this subject were

derived from Chapman (1978) pp. 385 — 407 and Eisner (1972) pp. 201 - 235.
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Table 4.3

The Nature of Art Education Curriculum

The nature of art education curriculum
1 Indicating personal fulfilment through art.
2 Understanding the artistic heritage.
3 Understanding the role of art in society.
4 Learning to generate ideas for expression through art.
5 Learning how art forms originate in society.
6 Learning to refine and modify ideas for visual expression.
7 Learning how experts perceive and describe art.
8 Learning how people perceive visual forms in their environment.
9 | Learning to interpret the meaning of perceptions
10 | Learning how experts interpret works of art.
11 | Learning how people interpret visual forms as social expressions.
12 | Learning to judge the significance of experience.
13 | Learning how experts judge works of art.
14 | Learning how judgements can be made about visual forms in society.
15 | Learning how to use tools and materials.
16 | Learning how to use visual art for joy and exploration.
17 | Learning how to express social values.
18 | Learning how to test and criticise art works.
19 | Learning how to symbolise things.

These statements were classified under major sub-heading for methodological and

analysis purposes.

4.4.1. Knowledge

1. Learning to generate ideas for expression through art.

2. Learning to refine and modify ideas for visual expression.
3. Learning to perceive obvious and subtle qualities.

4, Learning to interpret the meaning of perceptions.

S. Learning how experts interpret works of art.

6. Learning how to use visual art for you and exploration.

7. Learning how to symbolise things.
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4.4.2. Personal Experience

1. Achieving personal fulfilment through art.

2. Learning how experts perceive and describe art.

3. Learning how people perceive visual forms in their environment.
4, Learning how to use tools and materials.

5. Learning how to express social values.

4.4.3. Socio-cultural perspective

1. Understanding the artistic heritage.

2. Understanding the role of art in society.

3. Learning how art forms originate in society.

4, Learning how people interpret visual forms as social expressions.

4.4.4, Evaluation

1. Learning to judge the significance of experience of others.

2. Learning how experts judge works of art.

3. Learning how judgements can be made about visual forms in society.
4. Learning how to test and criticise art work.

4.5. Modern World of Art Education Curriculum

This section is divided into two areas. The first is concerned with the design of the art
curriculum according to the national and international approach. The main ideas of this
part, i.e. that art curriculum design should take into consideration cultural aspects,
represent the content, goals for instruction and be able to be examined by anyone, were
derived from Chapman (1978) pp. 117 - 138, Kelly (1977) pp. 1 - 19, Saylor and

Alexander (1956) pp. 277 - 304.
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The second part concerns the curriculum change, which will come after the evaluation
process and coping with socio-cultural and educational change. The ideas for these
statements that the curriculum design ghould keep abreast of major social and
educational problems, as well as of new concepts and practices in art, to implement the
role of art in education in a better way, were derived from Wickiser (1957) pp. 164 —

165, Chapman (1978), pp. 385 — 389, and Saylor and Alexander (1956) pp. 277 - 304.

Table 4.4

Modern World of Art Education Curriculum

Modern world of art education curriculum

1 Art education curriculum designed on the basis of the cultural
perspective.

2 | Art education curriculum designed in accordance with other art
curriculum world-wide.

3 Art education curriculum taking into consideration the latest
developments in other cultures.

4 | Art education curriculum designed according to a multi-racial
approach.

5 | Art education curriculum introducing the artistic heritage locally and
internationally.

6 | Art education curriculum designed to cope with the technological
and social development.

7 Components of art education curriculum being changed periodically.

8 Change in the art education curriculum derived from the teacher’s
and supervisor’s reports.

9 | Art education curriculum changes covering both contents and
procedures.

10 | The art education curriculum may not be changed for a long while.

11 | Lack of change in the art education curriculum indicates lack of
interest in the subject.

12 | Minor changes, if any, do not affect the content, but are only related
to the procedures; teaching methods, material etc.

These statements were classified under major sub-heading for methodological and

analysis purposes.
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4.5.1. Art education curriculum design

1. Art education curriculum designed on the basis of the cultural perspective.

2. Art education curriculum designed in accordance with other art curricula world-
wide.

3. Art education curriculum designed according to multi-racial approach.

4. Art education curriculum introducing the artistic heritage, locally and
internationally.

4.5.2. Art education curriculum change

1. Art education curriculum taking into consideration the latest developments in
other cultures.

2. Art education curriculum designed to cope with technological and social
developments.

3. Components of art education curriculum being changed periodically.

4. Changed in art education curriculum covering both contents and procedures.

S. Changes in art education curriculum may not be changed for a long while.

6. Lack of change in the art education curriculum indicates lack of interest in the
subject.

7. Minor changes, if any, do not affect the content but are only related to the

procedures, teaching methods, materials etc.

We shall use the statement below for the interview with educationists, as indicator to get

their responses about the art education curriculum. We shall add their own suggestions.
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4.6. Summary

The optimal art education curriculum checklist was constructed based on a review of

relevant resources. It has been discussed under four headings. First: The Knowledge,

which is regarded by some educators as the heart of the curriculum. It covers not only
the cognitive approach, but all the learning aspects including skills, symbols, feeling,
reactions and so on. In this context, the statements included in the checklist related to
knowledge have been reported according to their original sources, e.g. the first three
statements were from Chapman (1978), Wickiser (1957) and Eisner (1972). The second
heading was Culture, which has been divided into three subgroups; local and natural
heritage, international heritage, and national and international integration, most of the
checklist statements in this section were derived from Lawton (1975). Third was The
Nature of Art Education Curriculum. This checklist covers three aspects; “knowledge,
containing seven statements obtained mainly from Chapman (1978), “personal
experience”, with five statements, derived mainly from Wickiser (1957) and “socio-
cultural perspective”, mainly obtained from Chapman (1978) and McFee (1961). The

fourth heading was Modern World of Art Education. This section has been divided into

two areas. The first covers the design of the art curriculum and consists of four
statements, derived from Chapman (1978), Kelly (1977), Saylor and Alexander (1956).
The second part covers curriculum change. This part consists of seven statements,
mainly drawn from Wickiser (1957) and Chapman (1978). This checklist helped the

researcher to build up and construct the main study instruments.

In the next chapter, we shall report on the pilot study and discuss the research

methodology, which may be regarded as a fruitful result of the literature review and the

optimal checklist.
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CHAPTER FIVE
PILOT STUDY METHODOLOGY

5.1. Introduction and Rationale

The education library is full of studies and researches about the curriculum in all
educational stages. Indeed, the curriculum represents the backbone of the teaching-
learning process, since it means as, Chapman (1978) reported, “a written statement
outlining educational goals and the means of achieving them” (p. 117). The literature,
however, including both experimental and descriptive studies, is largely concerned with
subjects most educators regard as ‘“basic”, such as maths, science, language, history and
geography; they rarely consider art education. In this context, experimental studies are
even more scarce than are descriptive research studies (Eisner, 1972), for experimental

studies require time and resources which are not always available.

With some exceptions, art education seems to be marginal, despite the widespread use
of its foundations by every teacher in every lesson and every subject. Nowadays, when
the media revolution has made the globe a “small hamlet”, educators, officials and the
public in most traditional cultures, including Saudi Arabia, realise that art and art
education may be essential to some degree, for children’s development in terms of
psychological well-being, personality and acquisition of knowledge. In this sense, more
support is given to teachers and researchers to conduct scientific activities to develop
the children, especially in primary schools, but indeed, there has still been no real
attempt to evaluate the art curriculum. However, the different principles and
foundation of art education world-wide may prevent the researcher from following other
researchers in other subjects or copying methods of evaluating the curriculum used in

maths or science, since art components may depend mainly on learning skills in a
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practical way, rather than a theoretical or informational perspective. For that reason,
this study had to find new routes and more than one method, for empirical investigation.
This study seeks to evaluate the current art education curriculum through:

1. The teachers’ attitudes towards the current curriculum.

2. Classroom observation, involving the researcher in person.

3. Parents’ attitudes, ascertained through a semi-structured interview.

4. Pupils’ works, evaluated by a panel of judges.

In this chapter, the main argument will be presented in the following sections:

paradigms of educational research; development and piloting of the instruments; the

observation; the attitude scale, parents’ interviews and pupils® works.

5.1.1. Paradigms of Educational Research

Using qualitative or quantitative research depends on the nature of the study. The
qualitative collection and analysis of data has been used for a long time by
anthropologists such as Malinowski, soon after the turn of the 19™ century. Bryman
(1996) asserted that the qualitative method of data collection and analysis is not a new
tradition, but there was a surge of interest in its potential during the 1960s, especially in
educational studies. Qualitative research is defined, as Moore (1995) pointed out, as an
interpretative study of a certain problem in which the researcher is involved directly.

The characteristic methods of qualitative research include:

- participant observation,
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- interviews with careful recording of events through notes,
- analysis based on records and evidence,

- descriptive reporting and interpretation (Stainback and Stainback, 1988).

Eisner and Peshkin (1990) noted that qualitative research is based on observation and
was developed by anthropologists. Moreover, it takes place under several different
names such as naturalistic, case study and ethnographic research. They argued that the
marriage between anthropology and education has brought about the “most secure
attachment to qualitative research” (p. 5). In this context, Bryman (1996) determined
the main characteristics of qualitative research in education, as “seeing through the eyes
of the researcher” which indicates viewing events, action, norms, values and so on;
“description” which means providing detailed descriptions of the social setting the
researcher investigated; “contextualism”, by exhibiting a preference for contextualism
to understand events; “flexibility and lack of structure” which gives the researcher more
room for interpretation and explanation of events, and finally, “theory and concepts”
where qualitative research avoids the formulation of theories and concepts in advance,
and prefers that the testing of theories and concepts proceeds in tandem with data

collection. Borg and Gall (1996) note that qualitative research could help to make

important discoveries.

In contrast, quantitative research is a term used to describe a number of different
approaches to data collection. The survey is one of the most popular methods of data
collection, in which a large number of people or samples is taken to represent a wider
population, in order to test theories or hypotheses (Bryman, 1996). Prior (1998)
asserted that quantitative research seeks to reconstruct the answers obtained from

individual respondents in terms of a wider mesh, and aggregate the personal data in a
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search for certain social or educational phenomena. A descriptive survey is often used
in educational research, with the aim, as Borg and Gall (1996) note, of making careful

descriptions of educational phenomena.

Accordingly, the interview seems to be best analysed and interpreted qualitatively, but
that does not mean, as Moore (1995) asserted, opposition to quantitative methods,
where the interview outcomes can be coded and classified quantitatively (Bryman,

1996). In this context, pupils’ work also can be discussed in both qualitative and

quantitative terms.

For this study, the researcher developed four instruments to avoid a subjective bias.
These instruments are classroom observation, questionnaire, interviews and a pupils’
work evaluation checklist. These instruments are classified under “descriptive research
studies” and could involve both quantitative analysis as in the questionnaire, and
qualitative analysis, as in the interview and the observation, or both, as in evaluation of

pupils’ work. These instruments were developed as follows.

5.2. Development and Piloting of the Instruments

In the following sections we will shed light on the development of the four instruments

and how they were piloted for use in this study.

5.2.1. The Observation of the Classroom Activities

Most of our knowledge about persons around us is the result of casual observation, but
the observation that is conducted to obtain scientific information is quite different, as

Borg (1963) asserted, from casual observation. The major difference in his view is that
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scientific observation aims to collect “objective data and to reduce or eliminate the
biases that distort most of our casual observation” (p. 237). In this respect, this study

uses an observation technique to gather more scientific information.

However, most researchers in the field of social studies in general and in education in
particular, agree that the problem of observation is how to develop methods of obtaining
objective data. In other words, researchers need to develop criteria to conduct the

observation. For the present study, such criteria were developed, as indicated below.

5.2.2. Checklist of the Art Classroom Observation Schedule

The observation schedule (checklist) involves thirteen aspects (see Tables 5.1 and 5.2)
to cover three overlapping elements in the classroom: the curriculum, the method of
teaching and the children’s reactions. In practice it is not possible to distinguish
between them because teaching is the process of the translation of the curriculum into
activities and practice in the classroom, with an expected positive participation of the
children and positive learning reaction. As Eisner (1972) said, “instruction or teaching
may be conceived as the way in which a teacher implements curriculum plans” (p. 179).
Still, teachers and the methods they use are the comerstone of any success or failure in
implementing the curriculum plans, as the teacher may be insensitive to his/her students

or his understanding of the curriculum itself may be limited, which can be expected to

affect learning reactions.

We did not assume, in planning to do observation, any ideal curriculum or superb
teaching methods, we only attempted to observe the way in which teachers operate
inside the classroom in order to check the reliability of the instrument used for this

purpose.
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5.2.3. Pre-pilot of the Art Classroom Observation Schedule

Our observation schedule which was designed beforehand, was derived from the general
optimal art education curriculum checklist (see Chapter 4) which was prepared to
establish general criteria for all the tools used in this study. Preliminary discussions of
the instrument with the research supervisor and the researcher’s colleagues led to its
being revised and modified. For example, in the area of “practical exercises given” the
second item *“mixing colour” was not clear enough and too general, so we made it
clearer by putting this activity under sub-headings (crayons, water colours, oil
pastels. . .). In the area of “problem solving” the one sub-heading became three for

more coverage (see Table 5.1 and 5.2 below).

5.2.4. The Developmental Process of Piloting and Checking the Instruments

When the observation schedule (checklist) was ready for initial implementation, three

schools in the city of Hull were chosen as locations for observation and five classes in
these three schools were covered. The classes were year one, year two, year four and

five. The pupils ranged in age from 6 to 10 years old.

The researcher watched carefully the teacher’s approach inside the classroom, to see
how he/she started the class. Usually they did not start directly on the main task as
Saudi teachers do. For instance, the lesson of a teacher in level one was about flowers.
She asked the children about the spring season and what they see in spring. When the
children mentioned the flowers, she took that as a starting point to ask them about the
shape and colour of the flowers. She helped them sometimes to use their imagination to
think beyond the flowers, the field, the water, flies and bees, to complete the elements

of a picture of a landscape. After that, she divided the class into three groups, each
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group working with different materials but on the same task; one group with water
colours, the next group with oil pastels and the third group working with crayons. The
children were really happy and the teacher went round the tables encouraging them to
fill the space and asked them sometimes about the colours they used and motivated
them by saying that she would hang their nice work on the school walls. Before the
class finished, she asked them to collect the tools and put everything in the right place,

tidy the place and prepare the room for the next lesson.

The observation experience the researcher acquired was indeed unique, for it shed light
on the cultural differences between the U.K. and Saudi Arabia. The way in which the
children are organised, prepared for acquiring knowledge and the teacher’s aspiration
inside the classroom reflect differences in the curricula, teaching standards and the
interaction between teacher and students. In the class observed in the pilot study,
children were given a wide margin of freedom to express their feelings and ideas, and to
use a variety of tools and instruments, while in Saudi culture children have less freedom

and less scope to use their own ideas, nor can they select from a variety of tools or

materials,

This experience gave the researcher new insights into the ways in which teachers might
implement curriculum plans. In the light of these new ideas, the schedule was modified.
To be more specific, aspect two, for instance, which concerned “practical exercises
given” originally covered “using wood, using colour, using space”. The observation
experience of seeing a range of approaches and variety of materials led the researcher to
add more detail to the item “using wood, mixing colour, crayons, water colours, oil
pastels, chalk pastels, acrylic, using space, using lines”. Item three which was

originally worded “task explained” was modified to “Introduction, Demonstration and
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Conclusion” to reflect more fully the different types of explanation given at different
stages of the lesson. The other items (4, 7, 10 and 13) were modified in a similar way.
The researcher, after the observation experience, realised that the original items were

not clear and detailed enough to obtain full information about classroom practice.

The observation experience also gave the researcher indications about the way in which
he would carry out the observation in Saudi Arabia. It was recognised that it would be
necessary to take into consideration the approach of the teachers into the classroom, the
relationship between teachers and pupils, and the teaching methods used by the
teachers, in addition to the pupils’ reactions. Thus the experience as a whole led to the
finalisation of the observation schedule and it was made ready for final implementation

in Saudi Schools.

Table 5.1

THE CLASSROOM OBSERVATION — FIRST VERSION

1. Information conveyed concerning all aspects of art education required by the
official curriculum, e.g.

a) Painting

b) Drawing

c¢) Designing

d) Print making

e) Clay work

f) Fabric

g) Collage

2. Practical exercises given:

a) Using wood

b) Mixing colour

b) Using space

Using lines

3. Task explained.

4. Problem-solving is used.

5. Art activities reflect the community tradition, such as:
a) Clothes

b) Buildings

c) Mosque

d) Food

e) Patterns

f) Flowers
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. Art activities involve cultural symbols:

a) National flag

b) Marriage celebration

c) Festivals

d) Work of famous artists

f) Landscape

Lesson objectives are achieved.

. Teacher gives attention to:
a) Individuals

b) Groups

¢) Whole Class

. _Group activities seen in the classroom.

Information about art:

a) Generally (knowledge of different kinds of art and development of visual
literacy).

b) Locally (knowledge about world-wide work of influential artists).

. Teacher focuses on inculcating artistic skills:
a) llsing lines

b) Shade and light

¢) Colour mixing

d) Using space

e) Using the dimensions

f) Contrast, e.g. white and black

g) How to handle the brush

h) How to handle the pencil

i) How to handle scissors

J) Wood carving

k) Paper carving

) Copper carving

m) Zinc carving

n) Clay modelling

. Children shown how to use artistic tools properly:

a) Individually

b) Whole class

13. Art activities linked explicitly with other subjects.
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Table 5.2

THE CLASSROOM OBSERVATION — SECOND VERSION

Name of teacher ........cooooviiiiiiiiiiiiin, No. of pupils ........ooeeennet.

......................................................... Agerange .........ooeeiieiinnnn

1. Information conveyed concerning all aspects of art education required by the
official curriculum, e.g.

a) Painting

b) Drawing

¢) Designing

d) Print making

e) Clay work

f) Fabric

g) Collage

2. Practical exercises given:
a) Using wood

b) Using colour: 1. Crayons 2. Water colours 3. Oil pastels
4. Acrylic

¢) Using space

d) Using lines

3. Task explained:
a) Introduction

b) Demonstration

¢) Conclusion

4. Problem-solving is used:
a) Developing ability

b) Using different materials

¢) Using different techniques, in practical work, control of tools

5. Art activities reflect the community tradition, such as:
a) Clothes

b) Buildings

¢) Mosque

d) Food

e) Patterns
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Art activities involve cultural symbols:
a) National flag

b) Marriage celebration

c) Festivals

d) Work of famous artists

e) Landscape

Lesson objectives are achieved:
a) Cognitive (knowledge)

b) Practical (technical skills)

c) Affective (emotional response)

Teacher gives attention to:
a) Individuals

b) Groups

Group activities seen in the classroom.

10.

Information about art;

a) Generally (knowledge of different kinds of art and development of visual
literacy).

b) Specifically (knowledge about world-wide work of influential artists).

11.

Teacher focuses on inculcating artistic skills:
a) llsing lines

b) Shade and light

¢) Colour mixing

d) Using space

¢) Using the dimensions

f) Contrast, e.g. white and black

g) How to handle the brush

h) How to handle the pencil

i) How to handle scissors

j) Wood carving

k) Paper carving

) Copper carving

m) Zinc carving

n) Clay modelling
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which the teacher supported them enabled them to develop their ability of “problem

solving”.

Concerning whether children were involved in art activities related to their community
tradition, it was seen that the majority of teachers involved their classes in activities
reflecting “ patterns” to represent the community way of life, including famous art works
and certain figures. Only 1 out of S reflected clothes and a similar proportion involved
buildings in their art activities. None of the classes observed covered the other
categories. English children have no idea about the mosque, but they might refer to

church sometimes during the scholastic year.

Art activities involving cultural symbols in children’s art work are essential for teaching
them the components of their culture. In this context, the observation reveals that 2 out
of 5 teachers involved children with national or local festivals. A similar proportion
involved them with landscape activities to teach them something about the surrounding

environment. Only 1 of § introduced children to the work of famous artists.

Lesson preparation, as mentioned in the literature (Romiszowski, 1981), is very
important for the classroom activity and teaching-learning process. In this context, the
researcher observed that the teachers had a well prepared plan for each lesson. It seems
sometimes that the teachers prepared beyond the plan of activities for the children, and
that could give us an indication of how to utilise such preparation in our classroom, to

observe the teachers’ preparation of the lesson in accordance with the curriculum plans.

It was noticed that teachers directed their attention mainly to the whole class (4 out of
5). 1 out of 5 paid attention to groups all the time, since he divided the class into

groups. Although Table 5.2 shows that none of the teachers focused attention on
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individuals, the children were always working as part of a group and represented the

group in the classroom. For that reason, individuals were given attention as part of the

group or the whole class.

The teachers seemed to encourage interaction among the children within the group and
between groups. The data show that all the sample observed involved children and

encouraged them to co-operate with their group and with other groups inside the

classroom.

The observation revealed that the vast majority of the teachers provided children with
general information about art and visual literacy. Only 1 out of 5 provided children

with knowledge about the art works of artists of world-wide influence.

Concerning teachers’ focuses on inculcation of artistic skills, the researcher’s checklist
contains 14 artistic skills, but it was noticed that teachers taught children “shade and
light”, “mixing colours”, “how to handle the brush” and “how to handle scissors”. The
other skills were not seen, but that does not mean teachers do not teach the children the
other skills, because the observation covered only one lesson in each school, which was

not enough to check the learning of other skills and the teachers themselves said they do

teach children the other skills at other times.

The vast majority of the teachers showed children individually how to use the artistic
tools properly. Only 1 out of 5 showed the whole class how to use these tools in the
right way. Although the process of showing the whole class how to use the tools

properly may save time and effort, to teach each individual may be more effective in

terms of learning.
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The checklist included an item on linkage between art and other subjects. All the
teachers made clear links between art activities and other subjects; maths, geography,

science. . . This observation could help us to see to what extent and in which way Saudi

teachers express their links between subjects.

The information obtained from the piloting of the observation process, although it was
done in an English school, opened the researcher’s mind to many new avenues in both
the designing of the observation schedule and the way it could be implemented in Saudi
Arabia. The observation revealed that curriculum plans might be implemented in more
varied ways than allowed for in the original schedule, e.g. dividing the children into
groups, involving them in a variety of tasks, giving them a wide margin of freedom and

encouraging them to express their own ideas and feelings through the art work.

Although it was not intended to compare more advanced schools with developing ones,
which would not be valid or reliable, this experience, however, gave the researcher
more ideas about what to put in the checklist, and how to observe the class activity.
However, the original checklist was found helpful and practical, despite some items
being changed when it was found they were not suitable for collecting data, as
mentioned earlier. The most valuable experience the researcher acquired was how to
observe the different styles‘ of implementing the curriculum plans, where there is no
division of children and no wide margin of freedom given to the children to express

their own ideas and feelings, in addition to a different style of teaching process.
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5.3. The Questionnaire: (Teachers’ Attitude Scale)

One of the most effective measurement instruments used in social studies is an attitude
scale. Attitude scales, as Oppenheim (1998) asserted, consist of groups of items,
usually attitude statements, with which the informants are asked to agree or disagree, or

as Borg (1963) said, “These statements range from very favourable to very

unfavourable” (p. 109).

Although attitude scales may be designed in different formats, they all do the same job.
The most popular attitude scale, which is straight forward and widely used, is the Likert

scale (1932). As Brown and Dowling (1998) describe it:

“A Likert scale consists of a number of statements, some positive and
some negative, relating to the attitude being measured. The respondent

is asked to indicate the degree in which they agree or disagree with each
statement” (p. 70).

A Likert scale, however, is not really the perfect scale. There are many disadvantages
to using this scale for attitude measurement. One of the serious criticisms about it is its
lack of reproducibility, where the same total score may be obtained in different ways,
such that the score has little meaning or that two or more identical scores may have

totally different meanings. For this reason, the pattern of responses becomes more

interesting than the total scores.

Another criticism is that since the scale offers no metric or interval measures and lacks a
neutral point, nobody knows where scores in the middle ranges change from mildly
positive to mildly negative (Oppenheim, 1998). We could add that human attitudes
cannot be measured by numbers and the responses to the scale items may not reflect the

individuals’ real attitude, but rather, social preferences.
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Despite these disadvantages, the Likert scale, so far, is regarded as the most popular
scale for attitude measurement, since it is easy, clear and saves time. In addition, its

reliability seems to be “good”, in Oppenheim’s words.

Accordingly, the researcher adopted the Likert scale for measuring art teachers’

attitudes.

5.3.1. Pre-pilot Procedures (Attitude Scale)

The Likert scale consists of a five point scale from “Strongly Agree” to “Strongly
Disagree”. Statements should preferably be formulated in both positive and negative
forms. For processing purposes, these options are coded numerically, 1-5 numerical

scale or +1, +2, 0, -2, -1. The values should be reversed for negatively worded

statements (Foddy, 1995).

According to this view, the researcher worded the statements both positively and
negatively to avoid stereotypical responses. The researcher omitted the neutral option

to avoid the problem of respondents marking the mid-point to avoid committing

themselves or hide their real attitudes.

Rewording of the statements were made to make them more clear and simple, to be

suitable for all levels of education.

5.3.2. Checklist for the Attitude Scale

The attitude scale was designed in line with the general optimal checklist, mentioned
earlier. The scale consisted of four major areas. In each area the attitude statements

were formulated in such a way that respondents could answer with no confusion or
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difficulties. The pilot investigations indicated that some items were not clear enough or
overlapped with others, or needed to be more specific. For instance, in the objectives
sub-scale, all the ten statements were modified to express the teachers’ experience and
all of them were reworded to be more clear and understandable. Statement one, for
example, was changed from “The art education curriculum is in line with pupils’
interests and abilities” to become “I feel the official art education curriculum takes into

consideration pupils’ interests and abilities”.

In the content sub-scale, also, all the ten statements were reworded to be in line with
teachers’ experience as informants, so they became less absolute in the second version

than in the first one. Such phrases as “does not focus. . .*, “is related. . . ”

b b

“concerns. . .”, were changed to “some teachers think. . .”, “Isee...”, “the curriculum

content does not. . ..

In the teaching methods sub-scale, a fundamental change was made to statement one.
The words “is based solely on the teacher’s experience” were replaced with “1 feel the
choice of teaching methods is a matter for my own discretion”. Statement three was
also expanded, from “does not use teaching aids” to “I think it is necessary to use varied
teaching aids in order to deliver the curriculum effectively”. Similar changes occurred
to statements four, six and seven. For example, statement seven, “utilises the teaching
methods used in other cultures” was replaced with “in my teaching, I concentrate on
inculcating skills”. The other statements, two, eight, nine and ten, were reworded to

emphasise the connection with the teacher’s experience and to be more simple.

In the evaluation sub-scale the ten statements became nine. Statement number five “It

is based on comparisons of pupils’ work with those of his classmates” was omitted
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because it was thought to be inapplicable. For the rest, statements one, two, three, four,
six, seven and nine were reworded to be more clear and understandable for the

respondents and others. The following sub-sections discuss the four scales and the

changes made in them, in more detail.

5.3.3. The Objectives

The art education curriculum has its own objectives, which are derived from the state
policy and the socio-cultural context. The objectives of the curriculum encompass the
pupil’s interests and development, physically, psychologically, socially and in terms of
knowledge accumulation, in addition to fostering their hobbies, skills, initiatives,
creativity and aesthetic sensitivity. These objectives are supposed to be accompanied
with a proper education climate, including the availability of tools, materials and
teaching aids. All these objective elements were covered in 10 items (statements), for

testing in the field, to see whether or not these objectives are applicable in the

classroom.
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Table 5.3
OBJECTIVES - FIRST VERSION

The current art education curriculum is:

1. The art education curriculum is in line with pupils’
interests and abilities.

2. The art education curriculum does not establish links
between art education and other subjects.

3. The art education curriculum aims to motivate pupils
to learn.

4. The objectives of art education are not specified
clearly.

5. Art education aims to develop skills to be used in real
life.

6. Art education discourages pupils’ initiative.

7. Art education does not encourage creativity.

8. Art education is more concerned with developing
skills than imparting knowledge.

9. The art education curriculum aims to reinforce
religious values and social traditions.

10. The art education curriculum aims to develop pupils’
aesthetic sensitivity.
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Table 5.4

OBJECTIVES — SECOND YERSION

Please answer with respect to the official published curriculum:

SA

SD

. I feel the official art education curriculum takes into

consideration pupils’ interests and abilities.

I feel there is a lack of linkage in the official art
education curriculum, between art education and
other subjects.

I think the official art education curriculum gives me

a clear understanding of how to motivate pupils to
learn.

From my experience, the objectives of the official art
education curriculum are, to some degree, not
specified clearly.

I think that through the official art education

curriculum, pupils can develop skills that are useful
in real life.

I feel the official art education curriculum
discourages pupils’ initiative.

It is my impression that the official art education
curriculum does not encourage creativity.

The official art education curriculum, in my opinion,
is more concerned with developing skills than
imparting knowledge.

The official art education curriculum, in my
understanding, is designed to reinforce religious
values and social traditions.

10.

The official art education curriculum helps me to
develop pupils’ aesthetic awareness.
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5.3.4. The Content

The art education curriculum should prescribe content which is suitable to the children’s

age and ability. The literature (Ministry of Education) recommends that it is structured

from the simple to the complex, encourages cognitive development, emphasises the

quality of learning rather than the quantity, and fosters the creative imagination and

learning development.

criteria to test them in the field.

Table 5.5

CONTENT - FIRST VERSION

The current art education curriculum:

All these aspects were covered in 10 items (statements) as

SA SD

1. Does not focus on the practical aspects (skills).

2. Isrelated to the pupils’ daily life.

3. Is concerned not with the quality but rather quantity
of work produced.

4. Places emphasis on imagination.

5. Is not organised according to the cognitive
development of pupils (simple to complex).

6. Places emphasis on cultural resources such as art
galleries.

7. Depends on generalisation rather than detailed
themes.

8. Does not utilise media and teaching aids.

9. Is not adequate to meet pupils’ needs for learning and
developing.

10. Reflects the latest developments in art education

experience in other cultures.
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Table 5.6

CONTENT - SECOND VERSION

Please answer with respect to the official published curriculum:

SA

SD

Some teachers think art education content focuses on
the practical aspects (skills) only.

2. 1 see the content of art education as being related to
the pupils’ daily life.

3. The curriculum content does not seem to be
concerned with the quality of work produced.

4. Art education content places special emphasis on
pupils’ imagination.

5. From my experience, art education content is
organised according to the cognitive development of
pupils (simple to complex).

6. Iwould like to see more emphasis on theory in the art
education curriculum.

7. Teachers need more detailed guidance on how to
implement the curriculum content.

8. 1feel art education content does not encourage
sufficient use of media and teaching aids.

9. Ithink art education content is not adequate to meet
pupils’ needs for learning and developing.

10. I don’t think art education content reflects the latest

developments in art education experience in other
cultures.

5.3.5. Teaching Methods

The method(s) used in teaching are regarded as a cornerstone in the teaching-learning

process, where the teaching methods may or may not be conducive to achieving the

curriculum objectives. So the success or failure of the curriculum depends mainly on
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the methods of teaching. In this context, 10 items were designed to assess the nature of

the method(s) used in teaching children and to assess how near or far they are from

achieving the curriculum objectives.

Table 5.7
TEACHING METHODS — FIRST VERSION

Teaching in the current art education curriculum:

SA

SD

1. Is based solely on the teacher’s experience.

2. Relies on chalk and talk.

3. Does not make use of teaching aids.

4. Isnot pupil centred.

5. Encourages working in an integrated way (individual
and group).

6. Gives pupils confidence in their way of expression.

7. Utilises the teaching methods used in other cultures.

8. Avoids stereotypes in teaching methods.

9. Encourages an informal relationship between teacher
and pupils to make art education enjoyable to them.

10. Does not allow pupils to choose topics.
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Table 5.8

TEACHING METHODS - SECOND VERSION

Please answer with respect to teaching methods in the official published curriculum:

SA

A

D

SD

. I feel the choice of teaching methods is a matter for

my own discretion.

2. Irely on the principle of “chalk and talk” in my
teaching.

3. Ithink it is necessary to use varied teaching aids in
order to deliver the curriculum effectively.

4. The teaching methods used in art education give
children chance to express themselves freely.

5. 1find it difficult to work in an integrated (individual
and group) way.

6. I encourage pupils to use colour to make what they
do realistic.

7. In my teaching, I concentrate on inculcating skills.

8. Itry my best to avoid stereotypes in teaching art.

9. Itry to maintain an informal relationship between
myself and my pupils, to make art education
enjoyable.

10.

Pupils have no ability to choose topics, so I always

guide them.

5.3.6. Evaluation

The process of evaluation is essential for any work, in all educational levels and aspects,

to know the value of the whole teaching-learning process. In our case, the interest is to

assess to what extent the teacher and the observer can evaluate the implementation of

the curriculum of art in the classroom and what criteria they use to evaluate the
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students’ outcomes, e.g. their own experience, national criteria, or arbitrary criteria. In

this context, 9 items (statements) were constructed to assess the criteria and process

used by teachers to evaluate their own work and that of the children.

Table 5.9
EVALUATION - FIRST VERSION

Evaluation in the current art education curriculum:

SA

SD

1. Gives equal emphasis to skills and information.

2. Is based on national criteria which are used in each
class and in every school.

3. Isbased on individually-developed criteria for each
pupil.

4. Is based on comparison between earlier and later
work of each pupil.

5. Is based on comparisons of pupils’ work with those
of his classmates.

6. Is conducted not to grade children, but to help them
overcome their difficulties.

7. Seeks to identify qualities and skills.

8. Is not based on clear assessment criteria.

9. Makes frequent use of self-criticism.

10. Uses continuous assessment to replace the traditional
examination.
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Table 5.10

EVALUATION - SECOND VERSION

When teachers evaluate children’s work:

SA

SD

1. They should give equal emphasis to skills and
information.

2. It’s best to use national criteria in evaluating
children’s work.

3. Evaluation should be based on individually-
developed criteria for each pupil.

4. Comparison between earlier and later work of each
pupil is the best criterion for evaluation.

5. Comparison of a pupil’s work with those of his
classmates is a useful method of evaluation.

6. Idon’t think evaluation should be conducted to

grade children, but to help them to overcome their
difficulties.

7. Evaluation seeks to identify qualities and skills in
children’s work.

8. There are no clear assessment criteria in the
evaluation process.

9. It would be appropriate to replace the traditional
examination with continuous assessment, for art
education.

5.3.7. Validity of the Scale

Validity and reliability are key methodological concepts in educational research.

Validity is defined as “the degree to which a test measures what it claims to measure”

(Borg, 1963, p. 80). This definition, however, as Borg admits, is not adequate in

educational testing nowadays. In this context he underlined four types of validity.

119




These are:

Content Validity: which seeks to establish that the items of the scale are a well-

balanced sample of the content domain to be measured (Oppenheim, 1998).

Predictive Validity: which indicates the degree to which the predictions made by a test

are confirmed by the later behaviour of the subjects tested (Borg, 1963).

Concurrent Validity: which shows how well the test is correlated with other well
validated measures of the same topic (Procter, 1993). This validity is very similar to

predictive validity, except that the criterion measures are administered at the same

time.

Construct Validity: which indicates the degree to which a test is based upon certain
theoretical assumptions about an abstract construct, such as intelligence,

conservatism or neuroticism (Oppenheim, 1998).

Attitudinal items or questions are more sensitive than factual questions. In the latter,
validity can be tested by comparing the respondent’s account with what happened in the
past, but in the case of attitude, it is impossible to predict people’s attitude and it cannot
be correlated with concurrent well validated measures. In the same context, it cannot, in
our case, be based upon particular theoretical assumptions. As a consequence, the only

validation method we can use is content validity, which was assessed by a panel of

judges.

The researcher, for this purpose, sent the attitude scale to six Saudi Ph.D. students who
are carrying out studies in some British universities and doing research in the same
domain (art). They were asked whether or not the items were relevant and sufficiently

clearly worded to measure what they were intended to measure. Their responses to each
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item (appropriate..... need change..... omit.....) are presented as follows, to assess the

validity of the instrument.

The panel of judges who gave their responses to the questions mainly approved the
questionnaire, but they had some objections to a few items, which they said needed to
be changed. However, none of their notes revealed a serious problem, since there was
no consensus among them about their disagreement. One respondent objected to
question nine of the Objective part, “The official art education curriculum in my
understanding is designed to reinforce religious values and social tradition”, and

suggested it should be replaced with one which covers all cultural values instead of just

religious values.

The second judge suggested that question three of “Content” be changed to focus on

practical aspects rather than theoretical learning.

The third suggestion concerned question five in Teaching Methods, which one judge

thought could be divided into two questions.

The fourth judge thought that question six in Teaching Methods needed to be changed,
since children in the first four years should be given full freedom to develop their

imagination, rather than be required to depict reality.

Judges five and six asserted that question nine in the Evaluation section should be

changed because there is no traditional examination in Saudi primary school.

Since there was no consensus, as shown in Table 5.11, the items were retained

unchanged.
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Table 5.11

Outcome of Validity Assessment

Parts No. of items | Appropriate % N.C. )
Objectives 10 9 90% 1 x 10% -
Content 10 9 90% 1x10% -
Teaching 10 8 80% 2x20% -
Evaluation 9 7 78% 2x20% -
NC = need change

O = omitted

5.4. Interviews with Parents

5.4.1. Introduction

A major advantage of the interview in general, irrespective of the particular type, is that
as Bell (1993) put it, “it can probe responses and investigate motives and feelings which
the questionnaire can never do” (p. 91). There are also disadvantages, namely, that
interviews can be highly subjective and present a danger of bias. However, it is

necessary to understand the different methods of interviewing, and be aware of their

strengths and limitations.

There are five main types of interview used in social research. These five interview

types are:

The structured interview: which refers to the interview, the content and form of

which are determined in advance.

The semi-structured interview: this type gives the researcher more freedom to ask

certain major questions in the same way each time. It is a type in between the

structured and unstructured types.
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The unstructured interview: this type is an open situation, with a greater margin of

freedom to modify, explain questions or even change the wording.

The non-directive interview: this type of interview is derived from the psychiatric

approach, where the respondents are given full freedom to express their objectives.

The focused interview: this type is closely related to the non-directive type, but in this

method the researcher exercises more control

After reviewing these five types, the researcher considered that the semi-structured type

would be more appropriate for the present research, for many reasons.

The semi-structured type offers more freedom for the interviewer to obtain more
valuable information, than is possible with the structured type. Although the structured
type may eliminate the danger of bias, still, the information obtained is less valuable
than that obtained by the semi-structured interview. Deeper understanding of attitudes
and perceptions can be obtained by the semi-structured type. The other types; non-
directive and focused, mainly deal with case studies, especially for cure or behavioural
change, and are associated with the therapeutic process in psychiatry. Oppenheim,
(1998) and May (1997) regarded the semi-structured interview as an exploratory work;
in order to conceptualise the research problem. It is also regarded as flexible, as key
informants are given more freedom to expand on issues raised which could cover most
related topics in their own terms. These topics may not have been considered by the

researcher, but may give the researcher more ideas and insights which prove useful in

pursuit of his goals.
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5.4.2. Checklist for the Interview Schedule

The interview schedule was developed according to the general optimal checklist which
was used as the basis for all the research instruments. The schedule, however, took its
final shape after several revisions and modifications, as we shall see. The questions

were either reformulated or changed to be six questions instead of eight.

5.4.3. Pre-pilot for the Interview

The interview schedule was semi-structured in type. The first blueprint produced
consisted of 8 open ended questions, e.g. “What idea/impression do you have about
what your child studies in art lessons?” Some of the questions, however, were criticised
by the supervisors, such as question 3, “ What contact do you have with your child’s art
teacher?’. The objection to this question was that the parent may only say, “We have
contact” or “We have no contact” which is not good enough to obtain information from
the interview, so the question was changed to, “Do you have any contact with your
child’s teachers?” to include all lessons including art, which would give the interviewee
more freedom to speak about his contact with all school teachers and to enable the
researcher to see which other subjects the parents referred to. Question 4, “If you have
contact.. . what is it about?’ was omitted as being irrelevant. Question 5, “Do you pay
attention to your child’s feelings about art?’ was deleted because it overlapped with
question 7. Question 8, “ What is your reaction when your child asks you for art tools

and materials?” was deleted and replaced with, “Do you have any suggestion to improve

this subject to make it like other subjects?”
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Parents’ Interview — first version

1.

What idea/impression do you have about what your child studies in art lessons?
Can you explain whether or not your child learns through art lessons?

What contact do you have with your child’s art teacher?

If you have had any contact with your child’s art teacher, what was it about?

Do you pay attention to your child’s feelings about art?

How would you rate the value of art lessons, compared with other school lessons?
Are you concerned when your child spends time on art at home, and why?

What is your reaction when your child asks you for art tools and materials?

Parents’ Interview — second version

1.

What idea or impression do you have about your child’s study in art lessons?
Can you explain whether or not your child learns through art lessons?
Do you have any contact with your child’s teachers?

How would you rate the value of art lessons compared with other school lessons?

Do you feel that the art lesson is about history, environment, compared with other

subjects.
Are you concerned when your child spends time on art at home, and why?

Do you have any suggestion to improve this subject to make it like other subjects for

students’ knowledge?

125



5.4.4. Development Process for the Interviews

When the final form of the interview schedule had been agreed and was ready for
piloting, the researcher implemented this interview schedule with four Saudi Arabian

parents who are doing higher studies in Hull University and have children in primary

schools.

The researcher used a tape-recorder to save time on note-taking to avoid the problem of
missing any information mentioned which could be useful for the research purposes.
The researcher took every care to avoid direct questions and interrupting the informants.
However, their ideas led to fundamental changes to the schedule, so the researcher
regarded this interview as an elementary procedure to validate the schedule. An
example was the idea that most parents have no interest in contacting their children’s art
teachers, as they thought it is not a very important subject. Some said, “ What is art? It
is only scribble.” Some said, “I contact the maths teacher, and science, but not the art
teacher”, an indication of art being less valued. Also, when we asked them about
whether or not they supply their children with art materials, they said that the school
was supposed to do that. Accordingly, we omitted two questions in relation to that.
After the modification of the interview schedule, it was re-piloted with another four
Saudi parents in Hull University who also have children in primary school. The

outcomes are explained below:
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5.4.5. Analysis of the interviews

As mentioned earlier, a semi-structured interview that included 6 major questions was
used. As the informants gave a wide range of responses to all these questions, the

researcher categorised these responses, combining the qualitative and quantitative

methods in the analysis.

Q1. What idea of impression do you have about your child’s study in art lessons?

This open question stimulated 4 different answers. The first was that 3 out of 4 of the
parents said they had no idea about their children’s study in art lessons. Only one out of

four said he knew what his child did in art lessons.

The second response was that 2 out of 4 claimed that art education is a “marginal task”

while the other two claimed that “art education is a task like any other”.

The third response was that all the respondents claimed that art education is a school

task but one which they thought did not have the same importance as other subjects.

The fourth response was that 3 out of 4 claimed that they looked at the results and were
only concerned that their children get full marks; they were not concerned whether they

learned skills. Only 1 out of 4 said “I am really interested in the skills he has learned”.

Q2. Can you explain whether your child learns or not through art lessons?

This open question stimulated three different answers. The first was that 3 out of 4 of

the parents viewed it as an extra part of the curriculum, which should not take too much
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time away from other lessons. Only 1 out of 4 said “My son and my daughter as well

are learning a lot in art lessons”.

The second response was that 2 out of 4 claimed that it is a kind of break between the
serious subjects, mainly concerned with enabling children to draw in their leisure time,
while the other 2 claimed that ““ Art lessons are very important”. One, however, claimed

that “ The teachers of art are not so well prepared”.

The third response was that 2 out of 4 claimed that “Most students don’t like to draw,
it’s a beautiful hobby”, while the other 2 claimed that “Art needs a special place and

equipment. It encourages our pupils to think”.

Q3. Do you have any contact with your child’s teachers?

This open question stimulated three different answers. The first was that all of the
parents said they did meet the teachers, but only a few of them. Three out of four said
that they asked about what their children were doing in the school, while only one said
he asked the teachers not to involve his child in activities not allowed in Islam, such as

drawing a face (see Discussion, Chapter 2, Section 2).

The third response was that 3 out of 4 of the parents said they did not meet the art

teachers and only 1 out of 4 said he asked the teachers not to ask his child to do

anything that would make his clothes dirty.
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Q4. How would you rate the value of art lessons compared with other school

lessons? Do you feel that art lessons are about history, environment, comparing

with other subjects?

This open question stimulated 5 different answers. First, all of the parents said that art

education goals are not clear, and there is need for an outline and improvement.

The second response was that 2 out of 4 claimed that art helps the child to draw a map
in geography, but they need to have more time to get their ideas on paper. While the
other 2 claimed that pupils can do art after they have finished the other subjects, and

they are not interested in this kind of subject.

The third response was that 2 out of 4 claimed that art is not important and they were
not concerned about art education, while the other 2 claimed that students need to

implement the idea, not the content, and establish their belief about very important

things.

The fourth response was that 2 out of 4 claimed that art is a complementary subject to
others and pupils need to concentrate much more on numeracy skills and reading skills,
while the other 2 claimed that children need to implement what they learn in life and the

school should encourage their pupils to draw what is happening in the world, such as

Kosovo.

The fifth response was that 3 out of 4 claimed that art is not important, like other
subjects and there is no competition between the students and the daily life of the

people, while only 1 out of 4 said that “art is related to creativity and imagination”.
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Q5. Are you concerned when your child spends time on art at home, and why?

This open question stimulated 4 different answers. The first was that all 4 of the parents
said they supported and encouraged their children to draw at home and tried to bring

some Islamic magazines for them to colour.

The second response was that 3 out of 4 claimed that they did not like their children to
spend too much time and concentrate exclusively on art, as it is kind of a break in the

routine, while only 1 out of 4 said that he tried to stay with his child as a supervisor.

The third response was that 3 out of 4 claimed their concern was to maintain a balance
with other subjects, and that children do their homework. They liked to see what the
child is studying in subjects like maths and would be concerned if they did art all the

time. Only 1 out of 4 said that he encouraged his child to draw.

The fourth response was that 3 out of 4 claimed that they did not ask their children
about art or like them to draw in their free time, while only 1 out of 4 said that he tried

to select dry art materials, not something liquid with which the child might spoil the

house.

Q6. Do you have any suggestion to improve this subject to make it like other

subjects for students’ knowledge?

This open question stimulated 4 different answers. The first was that 3 out of 4 of the
parents said the aims of the art education curriculum have to be clear in the mind of
parents and the problem can be defined from 4 angles, the pupils, the teachers, the
parents, and the schools. There is a need to improve the art lessons. Only 1 out of 4
said, “this lesson is very important”.
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The second response was that 2 out of 4 said that art could be a good lesson to
encourage imagination and it is an important subject, while the other 2 out of 4 said

teachers should write to the parents every week about the plans of art teachers but it is

not an interesting subject.

The third response was that 3 out of 4 claimed that to improve art lessons, more time
needs to be given to them. Parents should be told what materials will be used, and the
knowledge of the parents about art education needs to be increased. Only 1 out of 4

said “no competition between the pupils”.

The fourth response was that all 4 claimed that it will need a lot of work to change art
education from a not-serious subject to a serious subject. The school management
should give some importance to art and help parents to know about what the children
study in art lessons by providing explanation and encouragement for the pupils. These
questions seemed to be adequate and none of the parents had any serious objections,

which could be taken into consideration. Accordingly, the instrument would be valid

for implementation in the main study.

5.5. Pupils’ Work

Most educators who deal with the problem of evaluation of children’s work admit that
standardised evaluation with proper and clear criteria is impossible. Bames (1987)
reported that evaluation of any art, whether that art is produced by Van Gogh or
Rembrandt or by school children, proves a similarly difficult task. Indeed the
evaluation of art is subjective and as Barnes (1987) has said, “nothing worthwhile can
be assessed or evaluated in art and anyone who tries is fooling themselves if they think
it can” (p. 160).
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The problem of evaluation, in Melzi and Palmer’s (1967) view, is that the works of art
of children of the same age exhibit extreme differences. For that reason, they asked,
“How are we to establish values?” (p. 26). They argued that if they gave similar
children’s work to different evaluators, the results would be very different, because each
evaluator would look for certain aspects; one may look for evidence of imagination,

another for quality of colour, a third the purely imitative and another focus on neatness,

and so on.

Bearing in mind all these and other ideas mentioned earlier, to evaluate children’s work
it is necessary to establish general criteria. In contrast to Barnes’ (1987) view that the
“criteria for assessing can lead to a nonsense” (p. 160), the researcher had to develop
practical criteria to evaluate the children’s work in order to evaluate the impact of
implementation of the curriculum and as a consequence to evaluate the effectiveness of
the curriculum itself. Without practical criteria, there is a risk that the researcher as well

as the evaluators may do the job in an arbitrary way, which is not acceptable in

academic research.

5.5.1. The Checklist for Pupils’ Work

Through the reading of relevant literature, the researcher found that various educators
have suggested assessment models (Chapman, 1978, pp. 396-400; Barnes (1987), pp.
165-167; Eisner (1972), pp. 208-235). These models were designed for teachers to help
them to assess their children’s work. Ultilising these models to develop general criteria
was the main purpose of the researcher. Accordingly, the researcher designed a

checklist of 20 items as a general criterion for the children’s work evaluation.
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5.5.2. The Development Process for Pupils’ Work

The checklist criterion of the 20 items was developed in line with the general optimal
checklist. The checklist was shown to the supervisors, who suggested re-phrasing,
modifying and simplifying some items. Accordingly, all the 20 items which had been
designed as questions were changed to statements. The original 20 questions were
totally changed and replaced with only 12 statements. Indeed, most of the 20 items
were phrased generally and may give some contradictory responses. For example, with
“Can I see evidence of artistic models?” The response may be yes or no; this is not
adequate to benefit from people’s experience. It was considered preferable to offer
statements, with space open for more comments, so items could be developed, omitted
or modified. Using statements also has another advantage, that the respondent may
agree, or disagree. In the case of pupils’ works, the respondent would respond to the
statement whether the value or the activity was present or not, which would help the

researcher to channel his attention when it came to the final implementation.
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Table 5.12

Pupils’ Work — first checklist criterion

Yes No

1 Can I see evidence of artistic models?

2 | Can1 see work related to the children’s age and ability?

3 Can I see work reflected in socio-psychological aspects?

4 Can I see evidence of symbolic expression?

5 Can I see evidence of free expression?

6 | Canl see evidence of self-confidence?

7 | Canl see evidence of problem-solving?

8 Can I see evidence of creativity?

9 | Canl see evidence of initiative?

10 | CanI see evidence of exploring the world around him?

11 | CanI see evidence of correct use of tools?

12 | Canl see evidence of skills in the child’s work?

13 | Can I see evidence of the local aesthetic heritage?

14 | Can I see evidence related to the local art activity related to
the local environment?

15 | Can I see evidence in the child’s work involving cultural
symbols (national flags, special occasions, festivals)?

16 | Can I see evidence reflecting the community’s traditions,
such as the style of clothes?

17 | Canl see evidence of figures in history?

18 | Can| see evidence of the daily customs?

19 | Can I see evidence of correct use of tools and materials?

20 | Can I see evidence of ability to use symbols?
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Table 5.13

Pupils’ Work — second checklist criterion

1 There is evidence of artistic models, such as gardens, artificial flowers.

2 | The child shows an attitude of confidence and purpose in his work.

3 The child’s work shows lack of experience (things not related to each
other).

4 There is no evidence of imagination.

5 There is good use of colour.

6 | The work is neat and clean.

7 | There is evidence of technical skills.

8 The child’s work shows the relative sizes without much consideration
of the visual appearance (the man is taller than the chair).

9 | The child changes the size of the object to fit the space remaining after
the first form has been placed.

10 | The work is two-dimensional (i.e. there is no sense of depth).

11 | Distance between objects is not fully recognised.

12 | The child’s work reflects his feelings towards the object concerned.

Some of these statements (statements 3, 4) were worded negatively in order to avoid the

stereotype of the statement formulation. Thus, the checklist took its final shape and was

ready to be piloted.

5.5.3. The Piloting

The final formula of the children’s work checklist was piloted in the field. The
researcher chose the work of 10 children from Griffin Primary School in Hull city. The
children’s work varied in subject and material used. They were: flowers, landscape,
face, umbrellas, dollies, beach, vase, birds, sea waves, and print. The materials used

were acrylic, oil pastels, fabric, wood, paper, colours, water colours and crayons. The
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researcher found that the checklist used was useful to evaluate the children’s work
where the teachers seemed to be well able to understand and translate the curriculum

requirements, which can be used as evidence of the curriculum requirements in Saudi

Arabian schools.

Only one item (item 10) seemed to be not quite reliable, as we shall see when we come
to analyse the students’ work according to our checklist. The rest appeared reliable to
the researcher and could be used by teachers and independent evaluators. The reliability

was revealed by the responses of the teachers in accordance with the optimal checklist.

5.5.4. Pupils’ Work/Data Analysis

According to the checklist developed and piloted, the outcomes were as follows.

Concerning the evidence of artistic models, the information indicated that 8 out of 10
pictures produced by children showed clear evidence of artistic models such as gardens,

artificial flowers, vase and so on. Only 2 out of 10 depicted anything derived from their

imagination.

Confidence and purpose in pupils’ work was revealed in all the 10 pictures under
investigation. Every child had a clear idea about what s/he was doing, using simple

symbols that identified the ideas and the objects.

Although the children knew the purpose of their works, half the children’s work showed
lack of experience, while the other half showed some art experience, which was
manifested in the colours, the shapes, the ability to convey depth (near and far objects)

and the composition of the objects.
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Half of the pictures viewed, showed evidence of imagination beyond the subject, using
some symbols such as using the sun or clouds to show that the day depicted in the

landscape was clear or cloudy, while the other half merely copied the shapes of objects,

such as trees, persons, flowers, or a stream.

All the pictures showed evidence of pupils’ ability to choose appropriate colours for
each object, like using green for the grass, or blue for the sea. In addition, they gave
evidence of controlling the colours applied to the objects, for example putting the black

colour on the hair, but not extending it to cover the neck or other part of the subject.

All the selected pupils’ work that were viewed for evaluation appeared to be neat and

clean, which indicates that they had learned the ideal type of classroom regulation in art

teaching.

Similarly, all the pictures being viewed showed evidence of technical skills, like the

mixing of colours, using scissors, using the space on the paper.

Concerning the relative sizes of the objects in the pictures of the children investigated,
half showed evidence of the skills and experience to differentiate between the sizes of
the objects while the other half showed no awareness of those matters, depicting big

objects as big and small ones as small, with no consideration to the distance or nearness

of the object.

8 out of 10 of the children’s works, showed evidence of understanding how to change
the size of the object to fit the size of the paper, while 2 of them did not realise this

problem and drew a big object which filled most of the space and then tried to shrink

the other objects to fit them onto the paper.
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The view of the pictures shows that most of the children in their work did not present
their images in three dimensions, except for one who included some element of a three
dimensional ability in his work. This child seems to be exceptional. However, we think
this item should be omitted, because children of the age group in question usually do
not have a clear idea about the dimensions, since this needs more development in their

knowledge and cognitive growth.

8 out of 10 of the pictures, the children, to some degree, realised the distance between

objects, while in 2 out of 10, they did not recognise the distance between the objects.

Selected pictures showed that all the children reflected their feelings about the objects
concerned, for example, the child may draw a child crying or smiling or put a dark or

bright colour on the object, reflecting his or her psychological state.

5.6. Final Refinement to Instruments for Main Study

All the four instruments used in this study, the interview schedule, the attitude scale, the
art classroom observation checklist and the pupils’ work checklist, were developed in
English. For implementation in the field the researcher translated these instruments into
Arabic. To make sure that the translation was correct and corresponded with the
English version, the translation was given to the department of translation in the Islamic
University in Al-Madina, the English Department in the Administration of Educational
Management in Al-Madina and the English Department in the Teachers’ College in Al-
Madina city. They all agreed that the translation was an accurate rendering of the
English version. Then we gave the English version to a lecturer in the English

department in the Teacher’s College in Al-Madina to translate it to Arabic. Both
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versions, the Arabic translation and English translation, were found to correspond with

the original translation.

5.7. Summary

This chapter has presented the methodology underlying this study; the procedures used
in constructing the instruments of the study, which were an art classroom observation
checklist, teachers’ questionnaire (attitude scale), parents’ interview schedule, and a
checklist for evaluation of pupils’ work. These tools were subjected to pre-piloting and

piloting in order to assess their usability.

Concerning the art classroom observation checklist, the procedures indicated that
according to the piloting, the checklist needed to be re-constructed and modified to be
suitable for final implementation. Similar modifications and refinement took place for
the attitude scales; the old and new versions of each topic or sub-scale were included in
the chapter. The validity of the scales was tested according to the “Content Validity”
procedures, which showed that more than 85% of the items were valid and only 15%
needed to be changed. The proportion of validity is statistically significant and

acceptable so the scale was retained unchanged in the second version.

The interview schedule was piloted as well and the responses analysed qualitatively.
The outcome showed that some of the items needed to be re-worded and some to be

deleted, so the final version contained only 6 items instead of the original 8.

The pupils’ work checklist was piloted and according to the procedures and the
outcomes of the viewing of 10 children’s works, the evaluation checklist was changed
from 20 items to 12.
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So far, the researcher was satisfied that the constructing, pre-piloting and piloting
procedures were sufficient to make the instruments of the study suitable for final
implementation. Further checks on validity and reliability were, however, made as part
of the procedures in the main study. This chapter, however, may be a reasonable

starting point for the next chapter “The Main Fieldwork™.
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CHAPTER SIX

THE MAIN FIELDWORK AND PRESENTATION OF DATA

6.1. Introduction

The art education curriculum will be assessed empirically in this chapter. To do so we
have divided this chapter into five parts. In the first part we discuss the main study
methodology. The second part will focus on the classroom observation. In part three,
the teacher’s attitudes are analysed. Part four will discuss the parents’ interviews and

part five is concerned with the evaluation of pupils’ work.

These five parts are closely related to the art education curriculum following the
instruments developed to collect the fieldwork data. In each part, the analysis is
quantitative, using mainly frequency and percentage, with some qualitative comments
when they are considered necessary to make the context more clear and understandable.
Such comments are presented in the respondent’s own words, in order to keep the

researcher “neutral” and to achieve objectivity in this analysis.

To avoid a large number of tables within the text, one large table has been compiled,
including all the information related to each part of the empirical investigation. Also,
no attempt is made to include everything the respondents said, as this is not an
ethnographical study. Accordingly, only short and particularly relevant comments are

inserted. The analysis will follow a logical sequence, starting with the main study

methodology.
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6.2. Part One: Methodology of the Main Study

This part of the study deals with the methodology that was used; explores the problems
and difficulties faced; and describes the samples, the populations of the study and the

statistical techniques used to analyse the data.

6.2.1. Questions of the Study

The researcher aimed to answer the following questions:

1. What is the teacher’s attitude toward the present art education curriculum in the

primary schools of Saudi Arabia?

2. Are the teaching methods used to implement the art education curriculum able to

translate the components of the curriculum into practice?

3. Do parents have a good idea about what their children do in art education lessons?

4. Does students’ work reflect the curriculum objectives?

6.2.2. Description of the Instruments and Implementation Difficulties

Since there has been no similar investigation in Saudi Arabia or elsewhere, the
researcher developed four separate instruments, which were reviewed in the last chapter
(Methodology). These instruments were an attitude scale for the teachers, interview
schedule for the parents, observation checklist for the teaching method and checklist to
assess the children’s work. These instruments were piloted and proved to be usable in

the field to assess the present art education curriculum.
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During the period of implementation which lasted five months from 1* September 1999

until 19" January 2000, many difficulties and obstacles faced the researcher. These can

be summarised as follows:

I.

The main problem was related to the interviews with parents. Some parents refused
to be interviewed, saying either that they did not know about art education, or they
were frightened of the tape-recorder and they did not want to speak out about
anything related to the education system, which is directed by government officials.
Some parents said they had no time to do the interview and asked for written

questions, which would undermine the reliability of the research.

Although the education administration in Al-Madina made contact with schools to
facilitate my access to administer the instruments, a number of teachers refused to
fill in the questionnaire, either because they were not used to facing such
questionnaires or because, despite promises of anonymity, they still feared they

might involve themselves in problems with the administration by expressing their

views.

Three schools that were visited had no art teachers available. One of them had no
art education in the timetable, and in another school the art teacher was doing
another job for a few weeks, so the time officially allocated to art was given to other
subjects. The third school was waiting for an art teacher. These three schools,

therefore, were not able to assist in the research.

These difficulties, however, were not really serious, because the researcher observed the

difficulties and overcame these problems with the help of the school and the local

educational administration, so the researcher carried on his work according to the

schedule.
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6.2.3. Questionnaire Reliability

Among the four instruments, only the attitude scale needed to be checked in the field
before the final implementation. Accordingly, Alpha reliability was calculated. Alpha
reliability is the most popular method of evaluating the internal consistency, stability
and accuracy of the instruments used in social research. It can be used when items on a
measure are not scored dichotomously; for that reason it is regarded as the best index
for the inter-item consistency and for computing test score reliability (Borg and Gall,

1996).

The value of Alpha reliability coefficients ranges between .00 and 1.00, with .00
indicating no reliability and 1.00 referring to perfect reliability. Reliability over .80 is

accepted for most research purposes. In some research .60 and over is acceptable,

especially in attitude scales (Moore, 1995).

Accordingly, Alpha reliability as a whole was found to be .75, as shown in Table 6.1,
indicating that some items are not well related to the others. Therefore, the researcher
deleted some items to see whether or not it would improve the correlation and Alpha
reliability coefficient. When two items were deleted, (see Table 6.2) the Alpha
coefficient was increased to .77, but still some of the items had low correlations. When
four items were removed (Table 6.3) the reliability increased to .80, and when five
items were omitted (Table 6.4) Alpha reliability increased to .81, when eight items were

omitted (Table 6.5) the Alpha reliability improved to .83 and the correlations

coefficients also improved.

Despite the improvement of the Alpha reliability for the scale as a whole, still the

individual correlations of four items were below the minimum of .20 recommended by
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Borg (1981). Nevertheless, the researcher thought that those four items: item 8 “The
official art education curriculum, in my opinion, is more concerned with developing
skills than imparting knowledge”, item 10 “The official art education curriculum helps
me to develop pupils’ aesthetic awareness”, item 11 “Some teachers think art education
content focuses on the practical aspects (skills) only”, and item 14 “Art education
content places special emphasis on pupils’ imagination” are very important for the
scale, as they shed light on the quality of the current art education curriculum in terms
of skills and knowledge, developing aesthetic awareness and pupils’ imagination, which
are regarded as a cornerstone of the curriculum’s purposes and objectives. Accordingly,
these items were retained. As a result, the overall Alpha reliability of the instrument

used in this study was .83 which is regarded as highly reliable.
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Table 6.1

Alpha Reliability of the Teacher Attitude Scale

Item Scale Mean Scale Variance Corrected Alpha if
If Item if item Item Total Item Deleted
Deleted Deleted Correlation
1 112.1111 92.7873 2013 7539
2 112.3056 94.6754 .0604 7617
3 111.8611 89.2087 4408 7427
4 112.5556 88.3111 4107 .7429
5 111.6389 91.9516 2718 7507
6 112.6667 91.1429 2688 7507
7 112.9167 94.4214 .0744 7610
8 112.0000 91.4286 2689 7507
9 112.0833 92.5929 .1952 7544
10 111.8611 92.1230 2638 7511
11 112.4722 94.0849 .0839 7610
12 111.9167 90.7071 4675 .7443
13 112.5000 93.4571 2058 7536
14 112.2500 95.6214 .0075 7647
15 111.8611 96.8659 -.0427 .7616
16 112.1111 92.9587 1384 7582
17 111.5556 91.3397 .3991 .7465
18 112.5000 90.2000 2904 .7495
19 112.5833 91.1071 2540 7515
20 112.3333 92.8571 2232 7529
21 111.8889 90.1587 3662 .7461
22 111.8056 89.1325 5392 .7403
23 111.4167 97.9071 -.1363 .7642
24 112.0833 100.7071 -.2623 7769
25 112.4444 93.4540 2721 7517
26 111.5833 92.5929 2985 .7502
27 111.4167 94.1357 2376 7530
28 111.7222 91.1778 3577 7473
29 111.5556 91.6825 4037 7469
30 111.8333 90.3714 3979 .7453
31 111.6111 89.3873 4684 7422
32 111.8333 91.2286 3849 1467
33 111.8333 95.2286 0681 7591
34 112.0556 89.8825 3841 7452
35 112.1944 96.3325 -.0241 .7652
36 111.8056 88.6183 5799 .7386
37 111.8056 91.3611 3934 7467
38 112.1944 93.3611 .1655 7556
39 111.7778 89.2063 3535 .7460

Reliability Coefficients
N of Cases = 36.0

N of Items = 39
Alpha=.7571
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Table 6.2

Modified Alpha Reliability of the Teacher Attitude Scale

Item Scale Mean Scale Variance Corrected Alpha if
if Item if Item Item Total Item

Deleted Deleted Correlation Deleted
1 105.7222 90.2635 2620 7687
3 105.4722 86.2563 .5367 7564
4 106.1667 87.5143 3678 .7634
5 105.2500 88.7643 .3825 .7636
6 106.2778 89.5778 .2688 .7685
7 106.5556 94.3111 -.0018 7813
8 105.6111 92.0159 1378 7745
9 105.6667 89.3143 3043 7668
10 105.6389 91.1516 2205 7705
11 106.0833 92.5357 .0817 .7785
12 105.5278 88.4849 5253 7601
13 106.3056 89.4754 3411 7654
14 106.4167 91.7357 .1545 1738
15 105.4722 90.4849 2530 7691
17 105.1667 90.3143 3543 7658
18 106.1111 89.9873 2173 7714
19 106.1944 90.0468 2256 1708
20 105.9444 913111 2209 7704
21 105.5000 88.1429 .3963 7626
22 105.4167 87.2786 5639 7574
23 104.9167 95.9071 -.1098 7790
24 105.6944 98.0468 -.2079 .7909
25 106.0556 92.1683 2442 7699
26 105.1944 90.6183 3317 .7666
27 105.0278 92.9992 .1907 A715
28 105.3333 89.2571 3843 1640
29 105.1667 89.9143 4218 .7640
30 105.4444 89.3397 .3603 7647
31 105.2222 87.3778 5021 7588
32 105.4444 90.4254 3248 7666
33 105.4444 93.2825 0932 1753
34 105.6667 87.4571 4282 7612
35 105.8056 95.7611 -.0831 .7849
36 105.4167 86.5929 .6190 7552
37 1054167 89.7357 .3985 7642
38 105.8611 96.6373 -.1370 7856
39 105.3889 87.5587 .3590 7638

Reliability Coefficients
N of cases = 36.0

N of Items = 37
Alpha=.7739
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Table 6.3

Modified Alpha Reliability of the Teacher Attitude Scale

Item Scale Mean if | Scale Variance | Corrected Item | Alpha if Item
Item Deleted if Item Deleted Total Deleted
Correlation
1 100.8056 92.2754 2464 7944
3 100.5556 88.0254 5337 7827
4 101.2500 89.2786 3665 7892
5 100.3333 90.5714 3787 7892
6 101.3611 90.6944 3065 7920
8 100.6944 94.0468 1232 7997
9 100.7500 91.0500 3057 7920
10 100.7222 93.2921 1962 7962
11 101.1667 94.1429 0913 .8024
12 100.6111 90.0159 .5439 7851
13 101.3889 91.5587 3187 7915
14 101.5000 93.5714 1513 .7985
15 100.5556 92.0825 2641 7936
17 100.2500 92.1929 .3449 7911
18 101.1944 91.1897 2475 7950
19 101.2778 91.7492 2292 7957
20 101.0278 92.9421 2310 7948
21 100.5833 89.9071 3951 7883
22 100.5000 88.6571 .5921 7823
23 100.0000 97.8286 -.1208 .8029
25 101.1389 93.8373 2548 7941
26 100.2778 92.5492 3183 7920
27 100.1111 94.5587 2144 7953
28 100.4167 91.0500 3815 7894
29 100.2500 91.7929 4113 .7894
30 100.5278 90.7135 3874 7890
31 100.3056 88.9040 5173 7841
32 100.5278 92.1992 3242 7916
33 100.5278 95.2278 0824 7998
34 100.7500 89.7357 4062 7879
35 100.8889 97.7016 -.0898 .8087
36 100.5000 88.0857 6377 7807
37 100.5000 91.5143 .3969 71894
38 100.9444 98.2825 1258 .8085
39 100.4722 88.7706 3888 .7882

Reliability Coefficients
N of Cases = 36.0
N of Items = 36

Alpha = .7976
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Table 6.4

Modified Alpha Reliability of the Teacher Attitude Scale

Item Scale Mean if | Scale Variance | Corrected Item | Alpha if Item
Item Deleted if Item Deleted Total Deleted
Correlation

1 98.0278 93.2849 2312 .8066
3 97.7778 88.7492 5356 7949
4 98.4722 90.1421 .3606 .8015
5 97.5556 91.1683 .3900 .8006
6 98.5833 91.3929 3104 .8037
8 97.9167 85.1071 1065 8117
9 97.9722 91.8563 3032 .8039
10 97.9444 93.9397 2046 .8074
11 08.3889 94.1873 1295 8121
12 97.8333 90.8286 5394 .7971
13 98.6111 92.0159 .3400 .8025
14 98.7222 94.4921 1428 .8103
15 97.7778 92.5778 2819 .8046
17 97.4722 93.1706 3279 .8033
18 98.4167 91.8500 2533 .8065
19 98.5000 92.3143 .2405 .8069
20 98.2500 93.7929 2256 .8065
21 97.8056 90.9040 3798 .8008
22 97.7222 89.5206 .5835 7947
23 97.2222 98.5206 -1104 8136
25 98.3611 94.2373 2898 .8047
26 97.5000 93.1714 .3305 .8032
27 97.3333 95.2571 2227 .8065
28 97.6389 91.3802 4135 .8001
29 97.4722 92.5992 4079 .8012
30 97.7500 91.5643 3812 8011
31 97.5278 89.5706 5237 7960
32 97.7500 93.0500 3179 .8035
33 97.7500 96.0214 .0816 8111
34 97.9722 90.7706 .3884 .8005
36 97.7222 89.1206 6152 7937
37 97.7222 92.4921 3797 8017
38 98.1667 98.7143 -.1036 8186
39 97.6944 89.7040 3789 .8007

Reliability Coefficients
N of Cases = 36.0
N of Items = 34

Alpha = .8087
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Table 6.5

Modified Alpha Reliability of the Teacher Attitude Scale

Item Scale Mean if | Scale Variance | Corrected Item | Alpha if Item
Item Deleted if Item Deleted Total Deleted
Correlation
1 88.5000 92. 2437 .8339
3 88.2500 88. .5406 8132
4 88.9444 89. 3737 8192
5 88.0278 90. 3918 .8187
6 89.0556 90. 3336 .8207
8 88.3889 94, 1455 .8278
9 88.4444 91. 3261 .8210
10 88.4167 94. .1857 8257
11 88.8611 93. 1672 .8281
12 88.3056 90. .5205 8158
13 89.0833 91. 3572 .8199
14 89.1944 94. 1367 8281
15 88.2500 92. 2752 .8227
17 87.9444 93. 3139 8214
18 88.8889 91. 2504 .8246
19 88.9722 92. 2388 .8248
20 88.7222 93. 2383 .8238
21 88.2778 90. 3750 8192
22 88.1944 89. 5804 8132
25 88.8333 4. 2850 8224
26 87.9722 93. 2999 8218
27 87.8056 95. 2085 .8242
28 88.1111 9l. 4087 8183
29 87.9444 92. 3928 8195
30 88.2222 91. 4045 8183
31 88.0000 89. 5196 8144
32 88.2222 93. .3033 8217
34 88.4444 90. 4015 8182
36 88.1944 89. .6076 8123
37 88.1944 92. 3437 .8206
39 88.1667 89. 3816 8189

Reliability Coefficients

N of Cases = 36.0
N of Items = 31
Alpha = .8256
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6.2.4. The Samples of the Study

The samples of the study consisted of four different components to match the four

different instruments.

6.2.4.1. The Questionnaire (Attitude Scale) Sample

For the questionnaire (Attitude Scale), 114 questionnaires were distributed to cover all
the primary school art teachers in Al Madina city. Seventy-two of them were completed
and suitable for processing. Twelve of the rest were dropped because they were
incomplete, while the other 30 were not returned. However, the 72 returmned
questionnaires represent about 63% of the total number of schools in Al Madina, which

is a highly acceptable response rate in social and educational studies. As Borg and Gall

(1979) stated:

“The general rule is to use the largest sample possible. The
rule is a good one because, although we generally study
only samples, we are really interested in leamning about the
population from which they are drawn. The larger the
sample, the more likely is its mean and standard deviation
to be representative of the population mean and standard
deviation” (p. 194).

6.2.4.2. The Observation Sample

For the observation process, the city was divided into four parts. In each part, the
schools were listed. Seven schools from part one, seven schools from part two, eight
schools from part three, and eight schools from part four, according to schools’ ability
in each part were selected randomly in association with “systematic sampling”, where
every third school was selected, giving each school an equal chance of being selected

(Cohen and Holiday, 1982). The process of dividing the city into parts was to take
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account of socio-economic differences, and to give each part of the city equal

opportunity to be represented in the sample.

Not all 30 schools were observed as planned. In one school, there was no place in the
timetable for art lessons and its classes were given to other subjects. In another, the art
teacher had been transferred to work in a centre for talented children and his classes
were divided among other teachers. A third school was waiting for an art teacher.
Thus, the actual visits covered 27 schools. The classes observed were from the first to

the sixth year in the primary stage.

6.2.4.3. The Interview Sample

The main problem with the parents’ interviews was that the schools have no direct
contact with or influence on the parents. If children have a serious problem, individual
parents may contact the school; otherwise they rarely do so. The schools unfortunately
have no tradition of regular meetings with parents and parents often send their children
either on their own or with the family driver, so it was not possible to ask the school to
contact parents and ask them for research interviews. Even if the school had done so,
very few of the parents would be expected to attend. The pilot investigation had been
done in Hull, UK, which raised differences between the UK and KSA. The curriculum

in the UK seems to be clear and helpful to teachers, while allowing a margin of freedom

in implementation.

The interview sample was selected similarly to the observation sample. The city was
divided into four districts. From each district 120 houses were chosen according to

house numbers: 10, 20, 30, 40. From these only 20 parents were interviewed. The
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other 60 households either had no children in primary schools or were unwilling to

participate in the research, so the final complete interview sample was 20 parents.

6.2.4.4. The Pupils’ Work Sample

First of all, the researcher had determined the total number of primary schools in the
city of Al Madina. There were 114 schools. These schools were given numbers and
from these schools 20 schools were chosen as a systematic sample, four from each of
the five districts of the city. From each school, the work of five pupils were chosen to
make a total of 100 pieces of work. To analyse 100 pieces of work would be too much
for the judges, given the time available for the study. For that reason, pupils’ work was
randomly chosen by selecting each odd number (simple random sampling). These
works were divided into three groups to be judged by three judges. All of them were
highly qualified in art education and taught in the teachers’ college of Al Madina city.
Two of them were professors and one an assistant professor. The three judges went

over the 50 pupils’ work in turn, to see what level of agreement existed between them.

6.2.5. Data Collection Procedures

The data collection lasted about five months and involved the following procedures.

6.2.5.1. The Questionnaire

The questionnaire about the teacher’s attitudes towards the current art education
curriculum was translated into Arabic and handed to the teachers in person. The
researcher spent about 20-30 minutes with each teacher, explaining the objectives of the

study and the purposes of doing empirical investigation, in order to encourage them to
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give their real attitudes and tell the truth. Despite that, some of them either returned it

incomplete or did not return it at all.

6.2.5.2. The Interview

In relation to the interview, the researcher used a small (pocket-size) tape-recorder, as
this would be less conspicuous and intrusive then a large tape-recorder, which might
intimidate respondents and bring about a negative result. The interview with each
respondent (parent) took between 30-40 minutes. The researcher conducted the

interviews according to the schedule and the interview principles mentioned earlier in

Chapter 5, Section 5.4.2.

6.2.5.3. The Observation

For the observation, the teachers were not informed of the researcher’s visit in advance,
so the researcher went straight away to the school administrator who showed him to the
class. The reason for this was that, if given prior notice of the visit, teachers may have
prepared specially, in order to make a good impression, as is usual in Saudi society and
schools. The behaviour observed, therefore, would probably not have been typical,
defeating the purpose of the visit. He joined the pupils listening to the teachers and
watching how they implemented the official curriculum in practice. The researcher
used his own schedule (the optimum checklist developed through and after the pilot
study). The observation covered all the classes from year 1 to year 6, to overcome the
problem of age, which means all age groups from 6-12 years old were observed, to find
out how teachers dealt with each age group in accordance with the current art education

curriculum. The observation lasted for one full lesson period (about 45 minutes) in each

school being visited.

156



6.2.5.4. Pupils’ Work

Pupils’ work was chosen randomly and handed in person to the three judges. When
each judge had finished, he gave the work back to the researcher, who handed it to the
next judge to complete the circulation in turn. No interference took place from the

researcher, but the researcher gave the judges the checklist developed during the pilot

study, to be used in their data collection.

All the information collected by the instruments was processed and classified in a

suitable way for the final quantitative and qualitative analysis.

6.2.6. Summary

In this part the research concentrated on the procedures and methods of implementing
the instruments in the field, including the obstacles faced and the way in which the
researcher applied each instrument. In the implementation of the main study, attention
was paid to the reliability of the attitude scale, which is regarded as vital for its
usability. The questions of the study, and the sample were also being described, as
these are regarded as the backbone and logical basis for the study. In the next part the

outcomes will be displayed through both qualitative and quantitative analysis.

6.3. Part Two: The Classroom Observation Data Analysis

This part is concerned with the activities that take place inside the classroom which are
expected to reflect the official art education curriculum in terms of the teachers’
imparting knowledge and skills, and encouraging children to act and react to the class
activities that both teachers and children are involved with. The assessment was
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conducted based on the checklist (see Chapter S) developed beforehand to collect
appropriate data. The data collected could be analysed either qualitatively or
quantitatively, but since a checklist was developed which is suitable for quantitative
analysis and to avoid the ethnographic perspective, the presentation focuses mainly on
quantitative data, with some qualitative comments to cover the aspects that the

quantitative data does not make explicit. Frequency and percentages are used to analyse

the results (see Table 6.6).

158



Table 6.6

The Classroom Observation

n=27
No. Item Freq %
1 Information conveyed concerning all aspects of art education
required by the official curriculum, e.g.
a Painting 21 77.8
b Drawing 21 77.8
c Designing - -
d Print making - -
e Clay work - -
f Fabric - -
g Collage 1 3.7
2 | Practical exercises given:
a Using wood - -
b Using colour: - -
1 Crayons - -
2 Water colours 2 1.4
3 Oil pastels - -
4 Acrylic - -
5 Felt-tips 18 66.7
6 Pencil-crayons 20 74.0
c Using space 1 3.7
d Using lines 5 18.5
3 | Task explained:
a Introduction 26 96.3
b Demonstration 26 96.3
c Conclusion 1 3.7
4 | Problem-solving:
a Developing of abilities 25 92.6
b | Using different materials - -
c Using different techniques, in practical work, control of tools 1 3.7
S | Art activities reflect the community tradition, such as:
a Clothes 1 3.7
b Buildings 3 11.1
c Mosques 3 11.1
d Food 3 11.1
e Patterns 17 63.0
6 | Artactivities involve cultural symbols:
a National flag 1 3.7
b Marriage celebration - -
c Festivals - -
d Work of famous artists - -
e Landscape 26 96.3
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Table 6.6

The Classroom Observation (Continued)

No.

Item

Freq

Y

7 | Lesson objectives are achieved:

a

Cognitive (knowledge)

3.7

b

Practical (technical skills)

24

80.9

C

Affective (emotional response)

3.7

8 Teac

a

her gives attention to:
Individuals

27

100

b

Groups

9 | Group activities seen in the classroom

10 | Information about art:

a

Generally (knowledge of different kinds of art and
development of visual literacy)

b

Specifically (knowledge about world-wide work of
influential artists)

11 | Teac

her focuses on inculcating artistic skills:
Using lines

Shade and light

Colour mixing

Using space

Using the dimensions

Contrast, e.g. white and black

How to handle the brush

How to handle the pencil

How to handle scissors

Wood carving

Copper carving

Zinc carving

Clay modelling

12

=

il

dren show how to use artistic tools properly:

Individually

92.6

Whole class

14

13

rt activities linked explicitly with other subjects:

Raining (links to Geography)

—

44.5

Drawing numbers (Maths)

11.1

Shaping letters (Languages)

1.4

Drawing food, plants (Science)

26.6

olalo|o|s slo|e al=|g [~ x|~ |=pk (=0 |e0 jo®

Drawing historical figures (History)

R LRl IS

14.8
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6.3.1. Information Conveyed

The data shown in Table 6.6 indicate that the vast majority of the teachers throughout
the 27 schools were observed involving children with drawing-painting activities.
77.8% of the teachers involved the children with such activities. None of them involved
children with designing, print-making, clay work or fabric. Only one teacher involved
children with collage activity. When teachers were asked (after the class) about other art
activities some teachers said, “We teach them other activities during the scholastic
year’. Some of them, however, commented that the curriculum does not require
schools to cover designing, print-making or fabric, and that it is too early for children to
be involved in such activities. Some said they were only concerned to teach drawing
and painting, because the other activities are not so essential in a primary school. Some
said such activities cannot be practised because of the lack of material and some said
they are not suitable for the children’s age. Other reasons for not offering a wider range
of activities included lack of materials or a proper place for art teaching-learning, as
most primary schools in Saudi Arabia have no art classroom. From these comments, it
appears that since the curriculum does not specify what kind of activities they should
use, most teachers take the easy way by concentrating only on drawing and painting.

They appear to see art as a way of passing time, rather than developing skills.

6.3.2. Practical Exercises Given

Regarding practical exercises given to children, the data as shown in Table 6.6 revealed
that children were mainly asked to use felt pens and pencil crayons (66.7% and 74%
respectively). The problem here is that the schools did not supply art classes with
materials for colouring or painting, so teachers asked children to provide their own

materials. To avoid problems with parents, they could not ask them for expensive

161



materials such as water colours or oil pastels, so they only asked for pencil crayons or
felt tips. Thus, the children had to do their exercises inside the class with whatever
materials were available. Some children never brought materials and had to borrow
from their classmates. Children had to buy their own drawing book and bring it with
them each lesson. Even their teachers who were educated under similar conditions take
them for granted, so do not think to ask the school administration to provide the class
with materials. Teachers, however, may teach children how to use the available
material and how to use space or lines in their activities to produce a balanced design.
Accordingly, we found 3.7% of the teachers taught children how to use space and
18.5% of them how to use lines in their drawing, which seems to be not helpful since

the overwhelming majority did not teach children such principles.

The observations show that the climate of art classes is not appropriate for the teaching-
learning process, due to inadequate availability of class materials, and is dependent on
what the children can bring. When teachers were asked why they had not asked the
school or educational administration to provide the children and the art classes with
suitable materials, they said the school is only responsible for providing selected
children with appropriate materials when there is a school exhibition. For ordinary
classes, the children have to bring their own art materials. The school provides children
only with art teachers. Art materials, including books, colours, crayons, felt tips or any
other materials related to the art lesson, children have to provide themselves. This
matter indeed creates a real problem inside the classroom as some teachers said, as the
children from wealthier families can get the best material available in the market, while
the poor children can only bring the poorest material. This therefore creates a degree of
discrimination between the children, which may affect their psychological well-being.

When teachers were asked the reason why the school did not offer the art material for

162



each child or each class, they said the school budget is not enough for spending on art.
When similar questions were posed to some head teachers, they said they have to spend
the school money on more important things, like providing children with maps, chalk,

cleaning the school, and administrative expenditure, which reflects the underestimation

of art education in school.

6.3.3. Task Explained

Concerning the way in which the teachers went over the class tasks and relevant
activities, the researcher noticed that 26 out of 27 teachers (96.3%) started the class
tasks with a proper introduction. Most of them started indirectly. For example, when a
teacher was teaching children how to draw a picture about “spring”, he explained to
them the four seasons of the year and the description involved some questions and
answers. In introducing a lesson on drawing a “mosque”, the teacher would explain the
function of the mosque, its shape and the materials used. A similar number (26 out of
27 teachers) demonstrated the task in detail, if not before involving children in the task,
then during the task as he passed among the children and explained to them, for
instance, why the top of the mosque is long, straight and slimmer than the base, or why
spring has more flowers and is clear and bright. But unfortunately only one (3.7%) of
the teachers was seen to put a proper conclusion to class tasks. When teachers were
asked afterwards about the conclusion, some teachers said they thought they should
leave it open. One said “Conclusion? We are not teaching them physics!” Some
teachers said they made a conclusion when time permitted. When it was put to them
that logically children need to reach a conclusion, which is an essential part of any
work, they said they achieved their goals without an explicit conclusion. However, the

researcher understood from the observation and from the discussion afterwards, that
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teachers were trying to do their best but art teachers in particular either have not
specialised in art or they have no regular teacher training programme to develop their
skills in teaching art, nor was there any evidence of self-development. As a
consequence, the teachers look only at achievements, not the information they are

supplying or the logical stages of the task

6.3.4. Problem-Solving

Problem-solving is essential to develop the children’s abilities, physically and mentally.
It was observed that 25 out of 27 teachers (92.6%) involved their children with tasks
which needed the use of mental and physical abilities. Flowers need soil, sun and water
and should grow up with different parts, each part having a different colour. This is an
example of how the child can use his mind to think about the flower as an art task which

involves physical and mental skills.

None of the teachers, however, encouraged children to use different materials to achieve
their goal. Only one teacher among the 27 teachers was observed to teach his children

how to control their tools, colours, space or shapes in relation to the task.

In general, the researcher realised that the teachers did not really involve their children
with tasks purposely planned for problem-solving. Rather, they set a task and the
children approached it in their own way and showed their achievement to the teacher,
who only said “That is good, carry on” or “Don’t do that with carelessness”. When they
were asked about problem-solving tasks and the carelessness for which they blamed the
children, they said, they gave them the freedom to solve problems by themselves. Some
said they have no teaching aids, no proper art room and no real co-operation from the

school administration, and supervisors are looking for results, so what could they be

expected to do?
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The researcher perceived that art teachers were doing their job with no real interest and
love which would motivate them to teach the children better. It is difficult to explain
the lack of motivation, since their income from this job is more than sufficient; a
beginning teacher earns about 4000 SR = £700 a month, goes up to 14000 SR = £2300 a
month, which is regarded as high income compared even with the highly industrialised
nations. The explanation may be that teachers have no clear and strict curriculum or
they may have alternative job so they do not care if they lose their job and maybe they
are demoralised by the lack of support/resources, and the low value placed on their
subject by school and society, or even related to initial training. However, unless we

study empirically the teachers’ motivation we can still only predict the reason behind

their performance.

6.3.5. Art Activities and Community Traditions

From the cultural perspective, art activities of the children in the classroom should be
derived from the community traditions, buildings, clothing, special occasions. In our
case the observation schedule focused on five aspects of the community traditions:
clothes, buildings, mosques, food and patterns. The researcher noticed that most class
activities in relation to socio-cultural traditions involved children with patterns
(artificial flowers, vases, models, still life). Seventeen teachers out of 27 (63%)
involved children with pattern-related activities. One teacher (3.7%) involved children
with activities including clothes (mainly Arabic thob, head cover and head band). Three
teachers (11.1%) involved their children with activities related to local buildings,
mosques and foods. The last four topics (clothes, buildings, mosques and food)
however, were covered. Teachers only did this, as some of them said, when there was

an occasion like the “Ead” festivals, when children wear coloured new clothes, or to
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remember the Friday prayer, which is held in the mosque, or when friends and relatives
visit each other bringing food or when the children join their parents at the market place
and see different kinds of fruits, vegetables and confectionery which may provide
stimulus for an art activity. Although the researcher noticed that most teachers involved
their children with patterns as art activities, the teachers said that all the traditions were

covered in turn during the scholastic year.

6.3.6. Art Activities and Cultural Symbols

The information provided through the observation revealed that 26 out of 27 teachers
(96.3%) involved their children with activities related to the “landscape”, in other words
with the surrounding natural environment: sea, mountain, meadow and so on. One
teacher (3.7%) involved children with the national flag. The other cultural symbols
were not used, as the researcher observed, but teachers said some of these symbols had
been used previously and others would be covered over the scholastic year. Indeed,

when the researcher had a look at teachers’ note-books, he found that most teachers

covered the subject or had made plans to cover it in subsequent lessons.

6.3.7. Lesson Objectives

Throughout the observation process, the researcher noticed that the overwhelming
majority of the teachers were interested mainly in the practical aspects of the art
activities. 24 out of 27 teachers (80.9%) asked their children to draw things like
flowers, a vase, the sea, a tree, and so on, which stimulated the children’s ability to use
their hands rather than their imagination. Only one teacher (3.7%) who seemed to be
well educated stimulated his children’s minds through art activities by asking them to
draw more complex themes, like “city in darkness” or “a soldier in the war” or to design
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an advert, and as he told the researcher, he always presents the children with
complicated subjects to stimulate their minds to think and to ask, which is important for
their cognitive development. None of the other teachers mentioned cognitive or
affective development, although the researcher noticed that only one teacher involving
children effectively, a few of them (about three teachers) said they tried to involve
children with emotional response, such as a poor woman like a skeleton, or a very
happy face, and so on. From these observations the researcher realised in relation to the
lesson objectives, that the vast majority of art teachers have no clear objectives. Indeed,
the objectives of the task appeared clearly in the classroom, when the teacher was
interested in his job and had a clear message in his mind to transfer to the children. In
such cases, teachers may prepare themselves for each lesson, starting with a clear plan
and underlining each step’s objectives. However, it was noticed that most teachers did
not make careful plans for each lesson and set no clear objectives, perhaps because they
had no detailed art education curriculum or maybe because most of them had no
message to transfer or they may have lacked social and administrative support, as art in
general and art education in particular is underestimated. The initial training may be
responsible to some degree, for the underestimation of art. In any case, teachers,
whether they are poorly educated or responded to the lack of social support, were found
to lack clear objectives. In such a case, we cannot attribute all problems to the lack of
clarity in the curriculum; teachers would appear to also carry some responsibility as

well. They are only trying to do the job automatically, with no sense of humour or

relation to the aesthetic world.
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6.3.8. Teachers’ Attention

Regarding whether teachers gave attention to the whole class, to individuals or groups,
the observation revealed that all of the teachers gave their attention to individuals rather
than groups. The problem here depends on the organisation of the class. Saudi teachers
do not divide the class into groups as in English schools, but teach the class to
concentrate on the task, not speak to each other, not ask or borrow material from each
other and so on. Accordingly, each child is treated not as part of a group, but as an
individual within the whole class. The teacher sits down on his chair asking the whole
class to do so and so. When any child has a problem or would like to ask the teacher, he
is required to leave his desk and go to the teacher to ask him. This may explain how the

teachers pay attention to individuals, not groups.

6.3.9. Group Activities

Teachers, as mentioned above, organised children as individuals within the class, not in
groups, where each group could be working on a different task, as we saw in the pilot
study in English schools. Since each child has his own drawing book, colours, felt-tips
and tools, teachers allow them to help each other by borrowing materials or colours. In
such organisation, the class becomes anarchic. When this happens, the teacher may
intervene to control the class by shouting, asking the children to go back to their places.
Some teachers frighten the children and instead of educating them and helping them to
develop their personality, they upset them and play a negative role in developing their

individuality, their mental and physical development. This may lead them to hate the

teacher and the school alike.
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6.3.10. Information about Art

In the 27 classes that had been observed, the researcher did not find any teacher
providing children with general information about art history, locally, nationally or
internationally. If children are asked about art development, they will be found totally
ignorant. When teachers were asked about this matter, they said the children at this age
need to develop their physical skills, not a theoretical approach. When it was put to
them that children need to know when art started, how it developed and why, they said,
“They will never understand”. In response to the suggestion, “but this is your
responsibility, to teach them by simplifying the information for them”, they said these
matters are not in the curriculum. The researcher, however, felt that most teachers
themselves did not know about the history and development of art or even the real
functions of art. This can be attributed to inadequate initial training or in-service
training, rather than the poor curriculum. Nevertheless, if the curriculum gave detailed
guidance to the teacher on what they are supposed to do, they might be able to cope

with it or at least appreciate they had a responsibility to deal with these points.

6.3.11. Artistic Skills

The researcher’s checklist contained 14 artistic skills, as shown in Table 6.6. Through
the observation, the researcher noticed that 40.8% of the teachers taught their classes
how to mix colours, 37% of them how to use space, 11.1% how to use lines, and 3.7%
how to handle scissors. The other 10 artistic skills were ignored. When teachers were
asked about the other skills, some said the pupils did not need them. Some asserted that
they covered most of the skills mentioned in the checklist during the scholastic year.
Others said they did not have sufficient materials to teach skills such as copper carving,
wood carving or zinc carving. When the researcher looked at some teachers’
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preparation notebooks, he found that some teachers taught their children some skills like
how to handle a brush, using dimensions and clay modelling. From children’s previous
works, we found some teachers had taught them some of these skills, such as using
space, and how to handle the brush, but none of them taught them how to do wood

carving, zinc or copper carving, or give them varied experience.

6.3.12. Using Artistic Tools

Once again, teachers dealt with children individually or as a whole class, not in groups.
Teachers were seen to teach children how to handle tools individually when they saw
any child using the tools wrongly and using that child as an example to show the
children how to use and handle tools properly. Although educationally the teaching of
children individually may bring about the best results, no teacher can teach each
individual child all the techniques of using tools. The researcher, however, noticed that
unless they found someone using tools incorrectly, teachers were not really concerned

to show them the proper use of each tool, which is supposed to be done in the class from

time to time or according to a plan within the school time context.

6.3.13. Art Activities’ Links to Other Subjects

The link between art and other subjects seems to be essential, according to the literature
review (see Chapter 3, section 3.5.1.). Following our checklist in the classroom
observation, we found 12 out of 27 teachers (44.5%) linked lessons on the weather
(raining, cloud, sunshine) with geography. Three teachers (11.1%) linked drawing
numbers to mathematics, eight teachers (26.6%) drew some connection between
drawing food, plants and animals to science, four (14.8%) linked drawing historical

figures and sites to history and two used “shaping letters” to make a link with
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languages. Their preparation notebooks showed that they made really good links
between artistic activities and other curriculum subjects indicating the integration of all
the curriculum foundations. In the researcher’s view, this part of their teaching was the
only one that seemed to be fully understood and effectively implemented. The reason
for that may be attributed to the curriculum which mentions that, or to their initial
training, where the colleges and university curriculum confirm the links between arts
and other areas of the curriculum. On the other hand, teachers may try to prove that
they are aware of the importance of art in other subjects when it comes to debates in the
teachers’ meetings, or they may realise that unless they can make links between art and
other subjects, art will be given even less value in the curriculum. Whatever the reason
for making links between art and other subjects in the curriculum, they appear to work

in favour of the curriculum and the teachers alike.

6.3.14. Summary

The focus in this part was on the observations conducted in the classroom. The
findings, which cover most of the teaching-learning activities, indicated that the main
activities in the classroom were involving children with drawing-painting; other art
activities appeared to be neglected. Children mainly used felt-tip pens and pencil-
crayons. This was because children had to bring their own art materials. No materials

were provided by the school.

Concerning the “task explanation” by teachers, the observation revealed that most
teachers started with a proper introduction, but made little attempt to demonstrate the
task or bring the lesson to an appropriate conclusion. They just seemed to think such

practices were applicable only to maths or physics, which reflects their underestimation

of art as a subject.
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Regarding problem-solving, none of the teachers was observed involving their children

with tasks purposely planned for problem-solving.

Concerning “art activities and community tradition”, the observation data indicated that
teachers generally involved their children in activities related to the community
tradition, but tended to focus on certain aspects and ignore others. They claimed,
however, that they covered most socio-cultural traditions over the scholastic year as a
whole. A similar result was found in relation to “art activities and cultural symbols”
where the focus was on the surrounding natural environment. Other cultural symbols

had been covered earlier, or would be addressed later, teachers claimed.

Regarding lesson objectives, the researcher found that these were unclear. For teacher
attention given to children, the data revealed that teachers paid attention to individuals,
rather than groups, since they had not divided the class into groups for more effective
teaching-learning. Teachers also did not provide their children with any general
information about the history of art or a theoretical perspective. Some of them seemed
to be trying hard to teach their children artistic skills, but even they did so in an

arbitrary way. The only activity found to be covered thoroughly was making links

between art and other subjects.

The next part of the analysis will be concerned with the outcomes of the attitude scale

answered by art education teachers.
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Table 6.7

Teachers’ Attitude Scale

QUESTIONNAIRE n =72

Teachers’ Responses to the Objectives Subscale SA A D SD

1. I feel the official art education curriculum takes into 5 13 37 17
consideration pupils’ interests and abilities.

2. [ think the official art education curriculum gives me 5 11 32 24
a clear understanding of how to motivate pupils to
learn.

3. From my experience, the objectives of the official art 9 27 24 12
education curriculum are, to some degree, not
specified clearly.

4, 1think that through the official art education 2 4 35 31
curriculum, pupils can develop skills that are useful
in real life.

5. Ifeel the official art education curriculum 6 9 34 13
discourages pupils’ initiative.

6. The official art education curriculum, in my opinion, 3 19 30 20
is more concerned with developing skills than
imparting knowledge.

7. The official art education curriculum, in my 2 13 34 23
understanding, is designed to reinforce religious
values and social traditions.

8. The official art education curriculum helps me to 1 11 31 29
develop pupils’ aesthetic awareness.

Teachers’ Response to the Content Subscale SA A D SD

1. Some teachers think art education content focuses on 9 26 23 14
the practical aspects (skills) only.

2. I see the content of art education as being related to 1 12 41 18
the pupils’ daily life.

3. The curriculum content does not seem to be 2 35 30 5
concerned with the quality of work produced.

4. Art education content places special emphasis on 7 11 41 13
pupils’ imagination.

5. From my experience, art education content is 1 11 43 17
organised according to the cognitive development of
pupils (simple to complex).

6. Teachers need more detailed guidance on how to| 38 31 35 -
implement the curriculum content.

7. 1 feel art education content does not encourage | 18 28 18 18
sufficient use of media and teaching aids.

8. I think art education content is not adequate to meet | 17 25 24 6
pupils’ needs for learning and developing.

9. Idon’t think art education content reflects the latest 13 29 24 6

developments in art education experience in other
cultures.
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Teachers’ Response to the Teaching Methods Subscale | SA A D SD
1. I feel the choice of teaching methods is a matter for 24 34 12 2
my own discretion.
2. I rely on the principle of “chalk and talk” in my 25 41 5 1
teaching.
3. Ifind it difficult to work in an integrated (individual 2 37 30 3
and group) way.
4. 1 encourage pupils to use colour to make what they - 9 35 28
do realistic.
5. Inmy teaching, I concentrate on inculcating skills. 37 33 2 -
6. Itry my best to avoid stereotypes in teaching art. 29 33 8 2
7. 1 try to maintain an informal relationship between 38 29 4 1
myself and my pupils, to make art education
enjoyable.
8. Pupils have no ability to choose topics, so I always 25 31 14 2
guide them.
SA A D SD
Teachers’ Response to Evaluation
1. They should give equal emphasis to skills and 35 30 6 1
information.
2. It’s best to use national criteria in evaluating 16 41 13 2
children’s work.
3. Comparison between earlier and later work of each 22 33 15 2
pupil is the best criterion for evaluation.
4. 1don’t think evaluation should be conducted to 1 7 43 21
grade children, but to help them to overcome their
difficulties.
5. Evaluation seeks to identify qualities and skills in 19 45 8 -
children’s work.
6. It would be appropriate to replace the traditional 32 22 12 6

examination with continuous assessment, for art
education.
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6.4. Part Three: Teachers’ Attitude Scale Analysis

Exploring teachers’ attitudes is vital for this study, since they are teaching art education
and implementing the official curriculum. Although their attitudes may not give a
direct and precise idea about the value of the current curriculum components, teachers
seem to be the main people who can give a clear indication about implementing the
curriculum. Accordingly, the teachers’ attitudes were investigated in order to assess the
practical and theoretical value of the art education curriculum in primary schools in
Saudi Arabia. The attitude scale was divided into four subscales; each subscale covered
a certain area; the objectives (8 items), the content (9 items), teaching methods (8
items), and evaluation (6 items). This division and analysis were applied for
methodological reasons, though the curriculum is supposed to be treated as indivisible.

Frequency and percentages were used for analysis.

6.4.1, Curriculum Objectives

The curriculum objectives subscale consisted of eight items. For the first item, “official
art curriculum takes into consideration pupils’ interests and abilities”, the data were as
shown in Table 6.7. The overwhelming majority of respondents either disagreed or
strongly disagreed with the statement; only 25% agreed or strongly agreed, which
strongly suggests that the current art education curriculum does not, in the majority of
teachers’ view, represent the pupils’ interests and abilities. The second statement said
“the curriculum gives a clear understanding of how to motivate pupils to learn”. The
information revealed similar results; the majority (77.7%) of the informants either
disagreed or strongly disagreed, while about 23% of them agreed or strongly agreed

with the statement, which indicates that the art education curriculum is deficient in
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giving teachers a clear understanding of how to motivate pupils to learn. The third

statement was worded negatively: “. . . the objectives of the art education curriculum

not specified clearly”. The responses indicated that 50% agreed with the statement and

50% disagreed, which means half the teachers found the objectives unclear. They may

therefore need more development to be clearly specified in line with the teachers’

demands for “specification”.

Table 6.8

Teachers’ responses to the Objectives Sub-scale

n="72 SA

SD

F %

%

%

%

1. 1 feel the official art education curriculum | 5 6.9

takes into consideration pupils’ interests
and abilities.

13

18.1

37

514

23.6

2. I think the official art education curriculum { 5 | 6.9
gives me a clear understanding of how to
motivate pupils to learn.

11

15.3

32

444

24

333

3. From my experience, the objectives of the | 9 | 12.5
official art education curriculum are, to
some degree, not specified clearly.

27

37.5

24

333

16.7

4. 1 think that through the official art| 2 | 2.8
education Curriculum, pupils can develop
skills that are useful in real life.

5.6

35

48.6

31

43.1

S. Ifeel the official art education curriculum 6 | 83
discourages pupils’ initiative.

19

26.4

34

472

13

18.1

6. The official art education curriculum, in 3 42
my opinion, is more concerned with
developing skills than imparting
knowledge.

19

26.4

30

41.7

20

278

7. The official art education curriculum, in| 2 | 2.8
my understanding, is designed to reinforce
religious values and social traditions.

13

18.1

34

47.2

23

319

8. The official art education curriculum helps | 1 1.4
me to develop pupils’ aesthetic awareness.

15.3

31

43.1

29

40.3
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The fourth statement was “. . . curriculum can develop skills that are useful in real life”.
The data revealed that the vast majority (more than 92%) of respondents either
disagreed or strongly disagreed with the statement, which means the current curriculum
is perceived as virtually useless in developing pupils’ skills to be used in real life. A
similar result was found for statement number five: . . . curriculum discourages pupils’
initiative”, where more than 66% of the teachers agreed or strongly agreed that the
curriculum does not encourage children’s initiative. Regarding responses to the sixth
statement, “. . . is more concerned with developing skill than imparting knowledge” the
data revealed that more than 69% of the respondents disagreed or strongly disagreed
with the statement, which indicates that the current curriculum does not develop skills.
The results in relation to this statement support those in relation to statement number
four. Indeed, the curriculum, as many teachers claimed in a personal discussion, does
not help either to develop skill or impart knowledge, suggesting more attention may be
needed to this part of the curriculum’s objectives. The seventh statement *. . . designed
to reinforce religious values and social tradition” received similar responses to the
previous statement, where the vast majority disagreed or strongly disagreed, and
teachers told the researcher that the curriculum does not reinforce such values or any
other secular values, because the scope of the art task is not to reinforce social tradition;
teachers see its function as being to entertain children and give them some fun time.
The last statement “the curriculum helps the teacher to develop pupils’ aesthetic
awareness” again met with negative responses from the vast majority (more than 83%)
of the informants, who disagreed or strongly disagreed with the statement. This
suggests that the curriculum suffers from a real deficiency in this regard. All this

evidence provided by the data implies some deficiencies of the art education

curriculum.
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6.4.2. Curriculum Content

The curriculum content subscale consists of nine items. Content is regarded as one of
the most important of the curriculum components. Kelly (1989) and Stenhouse (1975)
indicated that many educators continue to see curriculum merely as content and the
educational process as no more than transmission of knowledge content. In this context,
some educators have adopted a “content model of curriculum planning *“ (Kelly, p. 44),
assuming that in any curriculum the planners do not need more than a list of the

subjects.

The data related to item one, as shown in Table 6.8, which suggested “some teachers
think art education content focuses on practical aspects (skills) only”, revealed that
slightly more than 50% of respondents either disagreed or strongly disagreed, while
somewhat fewer than 50% agreed or strongly agreed with the statement, which may
indicate that about half the sample believed that practical aspects are more practised in
the classroom, but the other half may not. Regarding those who did not believe in the
practical aspect, the researcher understood from some of them that practical aspects
(skills) are important but children have to have something else such as learning about
the tools, the theoretical aspects and the way of thinking and using their imagination.
Certainly, all teachers realised that the practical aspects are the backbone of the art

lessons and, as some teachers said, are “associated with the requirements of the central

curriculum”.

Regarding the second item “I see the content of art education as being related to the
pupils’ daily life”, the information indicated that the majority of the sample (81.9%)
either disagreed or strongly disagreed, which means that most of the investigated

teachers thought that the content of the current curriculum do not reflect the pupils’
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daily life. It is, as some teachers said, “only a theoretical approach with slogans and big

headings, such as the art content should cover and inculcate the socio-cultural values

and the traditions of Saudi and Arab society. . .” The teacher has to translate such

slogans into practice which indeed depends on the capability of the teachers. However,

the respondents’ attitudes in relation to this item seemed to be totally negative,

reflecting the deficiency of the current curriculum to guide the teachers to do something

useful.

Table 6.9

Teachers’ responses to the Content Subscale

n=72

SA

SD

%

%

%

%

1. Some teachers think art education content

focuses on the practical aspects (skills)
only.

12.5

26

36.1

23

31.9

19.4

2. I see the content of art education as being
related to the pupils’ daily life.

1.4

12

16.7

41

56.9

25.0

3. The curriculum content does not seem to
be concerned with the quality of work
produced.

2.8

35

48.6

30

41.7

6.9

4. Art education content places special
emphasis on pupils’ imagination.

9.7

11

15.3

41

56.9

13

18.1

5. From my experience, art education content
is organised according to the cognitive
development of pupils (simple to complex).

1.4

11

15.3

43

59.7

17

23.6

6. Teachers need more detailed guidance on
how to implement the curriculum content.

38

52.8

31

43.1

35

4.1

7. 1 feel art education content does not
encourage sufficient use of media and
teaching aids.

18

25.0

28

389

18

25.0

18

8. I think art education content is not
adequate to meet pupils’ needs for learning
and developing.

17

23.6

25

34.7

24

333

83

9. I don’t think art education content reflects
the latest developments in art education
experience in other cultures.

13

18.1

29

40.3

24

333

83
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In relation to item three “The curriculum content is not concerned with the quality of
work produced”, the data showed that more than 50% agreed or strongly agreed. Once
again, since the curriculum does not give clear guidance to teachers in the theoretical
framework, the teachers have to interpret it according to their understanding. For that
reason, nearly half of the sample agreed and the other half disagreed, which indicates
that teachers cannot blame the official curriculum alone when it comes to the quality of
outcomes, because some have to accept more responsibilty themselves as well. Still,
more than half the sample put the blame on the curriculum, which may be justifiable,

since the curriculum did not give proper and detailed interpretation to the teachers.

Regarding item four, “The art education curriculum content places special emphasis on
pupils’ imagination”, the information revealed that the vast majority of the respondents
(75%) disagreed or strongly disagreed with the statement, which indicates that most
teachers believe that the current curriculum places no emphasis on the pupils’
imagination. This could be a serious deficiency, because art is fundamentally concerned
with imagination, which is important not only for the creation of ideas and quality work,

but also for the development of the children in terms of physical, mental and

psychological aspects.

A similar result was found in respect to item five: “ The art education curriculum content
is organised according to the cognitive development of pupils (simple to complex). The
overwhelming majority (84%) disagreed or strongly disagreed with the statement,
which means that most teachers surveyed believed that the curriculum is not built up to
cover the cognitive development of the pupils through the development of the tasks
from simple to complex. In this context, some teachers said, “it is only a theoretical

framework, there are no details as there are to science or maths, which proceed step by
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step”’. The question here is, is it really only the curriculum that is deficient or the
teachers, who should use their skills to develop the children according to their abilities?

The responsibility could be placed also on teachers who do not develop themselves

enough to translate the curriculum and use their knowledge.

In response to item six: “Teachers need more detailed guidance on how to implement
the curriculum content”, almost all teachers (96%) agreed or strongly agreed with the
statement, which confirms our assumptions regarding the deficiency of the curriculum
in giving details about what to do in the classroom. This seems to be the main problem

the teachers complain about.

To complete the picture, item seven was about the “encouragement to use sufficient
media and teaching aids”. The data revealed that the majority of the teachers (64%)
believed that the current curriculum does not encourage teachers to use media and
teaching aids, which means that even the curriculum underestimates art as a valuable
subject. Some teachers said, “Although the curriculum is not concerned about the use
of the media and teaching aids, it might be right because art is not physics or chemistry,
it is only some scribbling”. The researcher was quite shocked by this evidence that art
teachers themselves do not give their subject the value it deserves. If this is the case,

what can be expected of others?

Concerning item eight, “art education content is not adequate to meet pupils’ need for
learning and developing”. The information indicated that the majority, about 60% of
the teachers, believed that the statement is true, and that the curriculum content is not
adequate to meet the children’s requirements for learning and developing. It would not

be reasonable, however, to blame the curriculum only, as teachers should do something,
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whatever the deficiency of the curriculum. But once again, even if we criticise the
teachers to some degree, we cannot expect all teachers to be perfect in their

accumulated knowledge, so the deficiency of the curriculum could make the teaching-

learning process worse.

The last item in this subscale was concerned with the latest developments in art, and
suggested they are not reflected in the curriculum content. The relevant data revealed
that the majority of the respondents (58%) agreed or strongly agreed with the statement,
which suggests that the current curriculum is to some degree out of date. But if it is
accepted that the curriculum is only a framework, the teachers have to be held more
responsible, as they are responsible for the content of the teaching provided for children
in the classroom. Although the attitudes of the teachers emphasise the deficiency of the
current art education curriculum content, in the researcher’s view, the teachers are

equally responsible for any shortcomings in art teaching.

6.4.3. Teaching Methods

The teaching style may be regarded as an essential element in translating the
components of the art education curriculum into practice. In this context the teaching
methods subscale consists of eight items. In item one, as shown in Table 6.9 which
reads “. . . the choice of teaching methods is a matter for my own discretion”, the data
showed that the vast majority of the informants (80.5%) either agreed or strongly
agreed, which means the curriculum is loose and gives the teacher no clear guidelines to
follow. Concerning the second item, “I rely on the principle of ‘chalk and talk’ in my
teaching”, the data showed that the overwhelming majority of teachers (91.6%) relied
on this old method. When it comes to item three, “I find it difficult to work in an

integrated (individual and group) way”, the majority (54.2%) agreed or strongly agreed,
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which may indicate that over half the sample may not even know about how to handle
the integrated way of teaching individuals and groups in the classroom, since no
teachers divided the class into groups. For item four, “I encourage pupils to use colour
to make what they do realistic”, the data revealed that most informants (87.5%)
disagreed or strongly disagreed, which means that most teachers do not encourage their
pupils to use colour for realism, which means children do what they want to do. In
relation to item five, “. . . I concentrate on inculcating skills”, the data indicated that the
overwhelming majority of respondents (97%) agreed or strongly agreed. Regarding
item six, “I try my best to avoid stereotypes in teaching art”, the data showed that the
vast majority of the informants (86%) agreed or strongly agreed, while only about 14%
disagreed or strongly disagreed. In this regard, the pattern of responses is not consistent
with the researcher’s experience and observations, which suggest that in practice,
stereotypes in art teaching in the classroom are widespread and modernity and variety in
teaching style is unusual. When it comes to item seven, “I try to maintain an informal
relationship with my pupils to make art enjoyable”, the data showed similar results to
the former item, where the majority (93%) agreed or strongly agreed, which may reflect
an unrealistic picture since, in practice, Saudi teachers usually maintain a patriarchal or
authoritarian relationship with children. In response to the last item, “Pupils have no
ability to choose topics, so 1 always guide them”, the data indicated that the vast
majority of the respondents (77%) agreed or strongly agreed. The attitude of teachers in

this item confirms the researcher’s interpretation in relation to the previous one.
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Table 6.10

Teachers’ responses to the Teaching Methods Subscale

n=72 SA A D SD

F % F % F % | F| %

1. 1 feel the choice of teaching methods is a | 24 | 333 | 34 472 | 12 {167 | 2 | 2.8
matter for my own discretion

2. I rely on the principle of “chalk and talk” | 25 | 34.7 | 41 {569 | S | 69 | 1 | 1.4
in my teaching.

3. 1 find it difficult to work in an integrated | 2 | 2.8 | 37 | 514 | 30 | 41.7 | 3 | 42
(individual and group) way.

4. 1 encourage pupils to use colour to make | - - 19 12.5 | 35 | 48.6 | 28 | 389
what they do realistic.

5. In my teaching, I concentrate on 37 15141 33 {458 2 2.8 - -
inculcating skills

6. 1try my best to avoid stereotypes in 29 1403 ] 33 (458 8 |11.1 | 2| 28
teaching art.

7. 1 try to maintain an informal relationship | 38 | 52.8 | 29 | 403 | 4 | 56 | 1 | 14

between myself and my pupils, to make art
education enjoyable.

8. Pupils have no ability to choose topics, so1| 25 | 34.1 |} 31 [43.1| 14 {194 | 2 | 28
always guide them.

6.4.4. Evaluation

The official art education curriculum specifies that teachers have to evaluate the
children’s work for grading, but it gives no guidance to teachers on how to do it, leaving
teachers the full authority to do it according to their educational background (See Table
6.11). In this context the evaluation subscale consisted of six items designed to assess
the teachers’ views on evaluation of the children’s work. For item one, “They should
give equal emphasis to skills and information”, the data as shown in Table 6.10 indicate
that the vast majority of teachers agreed or strongly agreed (90%), the other 10% who
disagreed or strongly disagreed challenged their colleagues by saying, “In principle
right, we have to consider both skills and information, but most of us only focus on

skills, so how could we give equal emphasis to both?" This view, the researcher
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thought, is more reasonable, since the teacher focuses more on skills, the possibility of

giving the information part attention to the skill is less likely.

Item two yielded a similar result. The item was, “it’s best to use national criteria in
evaluating children’s work”. The majority, more than 80%, agreed or strongly agreed,
but the minority again challenged them by saying, “As far as we know, there are no
national criteria for art evaluation. The only criterion is the teacher’s reaction to the
children’s work and at the end of each year, all the children pass and are graded in a

similar way”. Again, the minority responses seem more in line with the researcher’s

experience.

Some teachers use comparison between the early and late work of the children as item
three said; responses revealed that more than 75% of teachers did this. As a response to
item four, “I don’t think evaluation should be conducted to grade children, but to help
them to overcome their difficulties”, the overwhelming majority of respondents, more
than 90%,disagreed or strongly disagreed. When we asked some of them why, some
said, “Because truly, art evaluation is for grading them. Their difficulties can be treated

as well, but mainly it’s grade them”. Some said, “ We teach them to teach them skills,

but these skills are used to grade them”.

Regarding item five, “Evaluation seeks to identify qualities and skills in children’s
work”, the data showed that the majority (more than 88%) of the respondents agreed or
strongly agreed, which may confirm the previous finding that evaluation identifies

qualities and skills to grade children, not to help them to overcome their difficulties.

As a response to item six, “It would be appropriate to replace the traditional

examination with continuous assessment, for art education”, the data showed that the
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majority (75%) agreed or strongly agreed with the statement, which means that since
though the traditional examination is not recognised as contributing to children’s

results, teachers would rather use their view about the class activity and the contribution

of each child in it.

Table 6.11

Teachers’ responses to Evaluation

n=72 SA A D SD
F| % | F| % |F | % |F| %
1. They should give equal emphasis to | 35 | 48.6 | 30 | 41.7 | 6 83 | 1| 1.4

skills and information.

2. It’s best to use national criteria in | 16 | 222 | 41 | 569 | 13 | 1811 2 | 2.8
evaluating children’s work.

3. Comparison between earlier and later | 22 | 30.6 | 33 [ 458 | 15 | 208 | 2 | 2.8
work of each pupil is the best criterion
for evaluation.

4. 1 don’t think evaluation should be | 1 1.4 |7 99 | 43 | 59.7 1211202
conducted to grade children, but to
help them to overcome their
difficulties.

5. Evaluation seeks to identify qualities 19 1264 |45 {6251 8 {111} - -
and skills in children’s work.

6. It would be appropriate to replace the 32 1444 22 (306 | 12 | 167 6 | 83
traditional examination with

continuous assessment, for art
education,

6.4.5. Summary

The main concern of this part was to analyse the attitude subscales. The findings
revealed interesting results. Regarding the first subscale (curriculum objectives) the
information revealed that teachers’ attitudes are largely negative towards the current
curriculum objectives as they are practised and implemented. They claimed that the

curriculum objectives are general, lack details and are ambiguous. For instance, in
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response to the statement, “The curriculum gives a clear understanding of how to
motivate pupils to learn” more than 77% of the respondents disagreed or strongly
disagreed, which strongly suggests that the objectives of the current curriculum are not
sufficient to give teachers guidelines to motivate children to learn. Other statements in
this context met with similar objections. In relation to the curriculum contents subscale,
teachers’ attitudes revealed that curriculum contents are mainly concerned with the
skills, but even these skills are not related to the pupils’ daily life, imagination and
cognitive development. As a response to the statement “Teachers need more detailed
guidance on how to implement the curriculum contents”, more than 96% of the
informants agreed or strongly agreed. They claimed that the current curriculum
contents are only a theoretical approach with slogans and teachers have to translate
these slogans into ideas and themes. In this case, the value of the contents in
educational terms depends almost totally on the teacher’s capability. However, teachers

had very negative attitudes towards the curriculum contents, which seems to reflect the

deficiency of its components.

When it comes to the teaching methods, subscale, the findings revealed that in most
items of the subscales, the curriculum gave teachers the full freedom to choose the
teaching method they prefer. The curriculum does not mention any method of teaching
that could help. For instance, in response to the item, “The choice of teaching methods
is a matter for my own discretion”, more than 80% agreed or strongly agreed, which
may confirm that the curriculum totally ignores the role of teaching methods and puts
all the burden on the teacher’s shoulders. The curriculum, in the researcher’s view,
should give the teachers guidance or alternatively it could give teachers the choice to

follow a guide to use their own initiative, since not all teachers have the experience to

select the best methods for teaching.
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For the final subscale, “Evaluation”, the responses revealed that teachers’ attitudes were
negative, since the curriculum only mentions that teachers have to evaluate pupils’ work
each semester and at the end of the scholastic year. In that case, teachers evaluate

pupils’ work arbitrarily, since there is no optimal criterion or guidance.

6.5. Part Four: Parents’ Interview Analysis

As mentioned earlier, the interview offered the researcher a new horizon to explore the
field. In our case, interviews with parents (20 cases) may indicate to some degree the
societal attitude towards art education, the interaction between the school and the
society, the role of the art curriculum in school and its effect on community cooperation
and support. For all these reasons and especially the interdependence effects between
the school and the community, the interviews with parents were designed to cover most
aspects of the relationship between parents and school in relation to art education,
through six general and open questions. The analysis of the information collected takes
into consideration the semi-structured interview principles. The information is
classified under categories in order to analyse it statistically, while individual comments

are presented as supportive evidence in short statements.

6.5.1. Ideas about Children’s Study in Art Lessons

The first question was, “What idea or impression do you have about your child’s study
in art lessons?’ The question stimulated three different types of response. The first
category was of parents who have or have not an idea about what their children are
doing in class, in relation to art lessons. 12 (60%) out of 20 of the respondents claimed
they had some idea. Some parents said, “We ask our children daily about what they

learn in each lesson, including art”. Some said, “We are concerned about the basic
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subjects, and less concerned about art, since all children have to pass in this lesson”.
However, 8 out of 20 parents admitted that they had no idea about what their children
did in art lessons. Some parents said, “I haven’t time to follow up our children, and if

we do sometimes, we only ask about language, religion, science and maths. Art is

valueless”.

The second type of response was that art is a “marginal task™. 17 out of 20 respondents
indicated that art is only a leisure activity, for fun and relaxation, not a task that needs to
be learned like reading or writing, maths or science. The other three had more idea
about the role of art in the educational process in general. One of them said, “Schools
can’t develop children’s cognitive growth without using drawing, colouring and
painting, not only in art education but in all subjects”. Another said, “using art in the
educational process is fundamental for children’s enjoyment and inculcating
knowledge”. Another claimed that “Art is part of the curriculum and an integrated part
which may affect other parts of the curriculum, so children have to have art as an

independent subject to learn skills that could be very useful in the other subjects and

valuable in the future of each child when they join engineering or medicine”.

The third response focused on the tools and books required by the school. 13 out of 20
respondents said, “We know about art education when our children ask for colours or
drawing books”. Some of them said, “Art lessons are only demands; books, colours,
crayons. Why doesn’t the school provide them?’ The other seven claimed that the art
lesson makes demands, but since they knew that the best way to learn is through art,
they were happy to help the children by providing what the school demanded in terms
of books, crayons, and so on. The data, however, revealed that parents either have full

understanding of art lessons or have absolutely no idea about what their children do in
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art classes. The understanding or otherwise of the parents seems to depend on their

level of education.

6.5.2. Children Learn or Otherwise in Art Lessons

The second question in this interview was, “Can you explain whether or not your child
learns through art lessons?’ Again, this stimulated three different responses. The first
response was that children learn. 6 out of 20 informants claimed that they realise that
their children had a great interest in drawing, using colours and trying to tell their
parents or other members of the family about what they learn. The other 14 indicated
that their children did not learn and had no interest to show parents or members of the
family what they learned in art. Some parents said, “I don’t care whether my child
learns or not; art is not maths or language”. Some said, “I don’t know, but in any case |
do not really encourage my child to waste his time in art”. Some said, “Art reflects free
expression, which is important for my child’s cognitive and psychological development,
so I encourage him to listen and learn, and I ask him to show me what he learns”.
However, the majority underestimated art and discouraged their children’s learning.
The second response was that art is part of the school curriculum so children should
learn it. In this context, 4 out of 20 claimed that art is an integrated part of the school
curriculum and children should have full time to learn art with no discrimination
between art and other lessons. The other 16 claimed that art lessons are useless and the
time of art lessons should be given to other school subjects. Some parents said, “I only
accept to give art 40 minutes in the timetable of the school, for refreshing the mind, not
for learning”. Some said, “Art teachers never teach our children vital skills or

knowledge, so why do they waste their time?”
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The third response was that art is vital for cognitive social, psychological and aesthetic
development. Only 3 out of 20 respondents claimed that children cannot understand
abstract things to be developed in terms of cognitive, social, psychological and aesthetic
terms. The other 17 said, “We can’t find any evidence that children’s development is
related to art. It is only messing about”. Some parents said, “ Art should be treated only

as a hobby”. Some said it is “leisure or rest” which all give indications of a subject that

is given little value.

6.5.3. Contacts with Teachers

The third question was, “What contact do you have with your child’s teacher?” This
question had three different responses. The first, given by 2 out of 20 informants, was
that they meet teachers, including art teachers regularly. This indicates that the
overwhelming majority of parents are not really interested to meet school teachers to be
aware of their children’s development, not only in art, which is regarded as a less
valuable subject than others, but also in other lessons. The second response was that 3
out of 20 parents claimed that they meet school teachers, including art teachers, once or
twice a year. For both above responses, parents did not really go to school expressly to
meet the art teacher; they might go to check on the progress of their children in all
subjects including art. Some parents said, “ We really don’t want to see art teachers, we
are not coming for the art teacher but to see other subject teachers, but since we are
there, we can’t ignore the art teacher!!” Some said, “I never meet any teacher in school
except on a few occasions, but even if I went to meet the school teachers I would not
meet the art teachers; I could meet the maths or science teachers, not the art teacher!!”
The third response was that the overwhelming majority of parents (15 out of 20)

claimed they never met the art teachers. This response may indicate that they never

191



attended school meetings, which means they did not meet other subject teachers either.
The conclusion here is either that the school has no proper programme for “parents’
evening” or parents have no awareness of the process of tracing their children’s
progress. Indeed, there is a parent-teacher association in each school, but neither school
nor parents activate the association. In such a situation, the curriculum cannot be
responsible for the failure of the relationship between the school and parents, since

official policy asserts that the relationship between the school and parents must be

effective.

6.5.4. Art Lessons’ Value

As a response to the question, “How would you rate the value of art lessons compared
with other school lessons?”, the informants gave four different responses. First, the
minority (4 out of 20) claimed that art is an integrated part of the school curriculum
which has similar value to other subject lessons. Second, 5 out of 20 respondents
indicated that art lessons are valuable in the school teaching-learning process, but the
value of art lessons should not be overestimated. In this context some parents said, “I
agree that art is a valuable subject, but it is inferior to learning language, maths and

science”. Some said, “Art and physical education have little value compared with other

subject lessons”.

The third response was that 6 out of 20 respondents indicated that art lessons have only
a marginal value compared with other subjects. Some parents said, “Art is only a time
of enjoyment, for rest and relaxation”. Some said, “ Art’s value is only high when the

child is talented”.
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The fourth response was that 5 out of 20 respondents claimed that art is worthless, a
waste of time and should be omitted from the school curriculum. In this context, some
parents said, “Art is valueless. I wonder why they keep it in the school curriculum”.
Others said, “Art is a waste of time. They should give art time to maths or science”.
Thus, except for the minority who understand the value of art in the school curriculum
and its value for the children’s aesthetic awareness, most parents did not realise the
educational value of art. The curriculum may be responsible to some degree to give the
teachers and the children clear guidance to use art in social life and to mobilise the
community to be supportive rather than antagonistic towards it but the school, the

teacher and the community are all responsible at the same time.

6.5.5. Art at Home

The open question, “ Are you concerned when your child spends time on art at home?”
stimulated three different responses. First, 4 out of 20 respondents claimed that they
encourage them and offer them all the required materials. One of them said, “I realise
that art activity absorbs the child’s aggressiveness and opens his’/her mind to other
school subjects and to life as a whole”. Another one said, “I understand that art activity
at home keeps the child busy and opens his/her mind and all his senses to think, which

is vital for his/her physical, mental and psychological development”.

The second response was that 7 out of 20 claimed that their children were given full
freedom to practise what they like in the way of art activities; drawing, modelling,
colouring and clay shaping, and they offer them the material, but all that is only after
they have finished their basic school homework in other main subjects. One of them

said, “I am really strict with my children, they have to do their homework first and then

they can practise their hobbies”.
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The third response was that 9 out of 20 respondents indicated that spending time on art
is forbidden in the house. One of them said, “If my child has spare time, he should do
his/her homework and revise, not waste his/her time in scribbling”. Another one said,
“I wouldn’t like to encourage my children to spend their time on art, which may create
attitudes to art which I don’t like. I want them to be a doctor or engineer, not an artist”.
Thus, the responses revealed that the majority of parents do not understand the
functions of art for their children and the researcher thought that the school and the
central curriculum must bear some responsibility for the lack of the community’s

awareness of the value of art in developing children in all social and educational

aspects.

6.5.6. Improvement Suggestions

As a response to this question, “Do you have any suggestion to improve this subject to
make it like other subjects for students’ knowledge?’, the question stimulated three
different responses. The first response (5 out of 20) was that the school should supply
parents with art curriculum objectives and contents in a clear and detailed version,
explaining the importance of art for the child’s development and making clear links
with other subjects, so it would be more acceptable to them. One parent said, “If
schools tell people that a good doctor or engineer can draw and be aware of art, then the
aftitude of people may be changed”. Another said, “If art teachers tell parents that art is

vital for maths, science and language, with examples to show them, the people’s attitude

will definitely be changed in favour of art”.

The second suggestion (11 out of 20) was that the school should provide the art classes
with an appropriate place and suitable art materials and tools, so the teacher does not

need to ask children, “Where is your drawing book or your colours?’ and waste half the
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lesson time asking for these materials which some children’s families cannot afford, or
cause clashes with parents over art materials. One parent said, “If they treat art like

maths or science they should supply children with materials, but the school itself

underestimates the value of art”.

The third suggestion (12 out of 20) was that the curriculum and the school should give
children theoretical and practical experience in art lessons, not only practical aspects
and if the school did so, then they could hold proper tests and examinations, similar to
those in other subjects. One parent said, “All children pass at the end; nobody fails in
art. That is because art in the curriculum is treated as a marginal subject by the school
teacher. Indeed, parents in their suggestions asserted the truth, that art should be
treated as a valuable subject by the curriculum designers and the school. If they do so,

such treatment will be transferred automatically to the community and form a positive

attitude toward art.

6.5.7. Summary

The parent’s interviews revealed some interesting findings, based on the interview
schedule, which consisted of six open-ended questions. The most interesting finding
indicated that the link between the triangle of parents, school and curriculum was not
sufficiently effective; some parents have absolutely no idea about the art curriculum in
the school, the school does not appear to fulfil its role in developing the community’s
attitude towards art or any other subject, and the parents themselves have no intention to
encourage the school staff to explain the curriculum objectives. Briefly stated, the
coherent link between the elements of the triangle are missing. While all are

responsible, it seems that the children are the victims of this neglect.
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Empirically, in relation to question one, the finding showed that the majority of parents
have no clear idea about art education is, and even those who have some ideas, claimed
they are not really very interested in art since they regard art as a “marginal task” or

only “demands”; drawing books, colouring or art materials, which should be offered by

the school, not provided by the children.

As a response to question two, the findings revealed that most parents have no idea
about what their children are learning or doing in art lessons, since parents have no idea
about the function of art and its value for the children’s development, they are not
really, as they claimed, interested in learning in art. As one said, “I want my child to

learn reading, writing, maths and science, not art”.

Regarding question three, the data indicated that the overwhelming majority of parents
have no formal or informal contacts with art teachers. They may contact other subject

teachers occasionally, but quite rarely do so with art teachers.

Concerning question four, the findings showed that most parents regarded art education
as valueless and some extremists demanded that art be omitted from the school
curriculum. This finding was supported by the responses to question five, where only 4
out of 20 parents encouraged their children to take part in art activities at home, on
condition that they had finished their homework in other subjects. Other parents called
art “scribbling” and a waste of time, and some said they discouraged them from taking

part in art activities to avoid creating an artistic attitude which is no good for their

practical future.

Finally, parents provided the researcher with three vital suggestions to improve art

education. These are: provide parents with the art curriculum, supply children with art
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material and teach children theoretical and practical aspects in order to test them in art

as in other subjects, not arbitrarily as they do at present.
Accordingly, the findings revealed that the school and the curriculum are largely

responsible for the failure of the effective relationship between the school and the

community.

In the next part, we will shed more light on this issue through the analysis of the

children’s artistic work.

6.6. Part Five: Analysis of Pupils’ Works

It is to be expected that a marriage between the art education curriculum and teaching
methods used would bring about fruitful outcomes through pupils’ work. In this part,
the analysis of a sample of 50 works of children, according to the responses of the three
judges who evaluated them in accordance with the criteria developed especially for this
purpose, are presented. The analysis will take into consideration the percentage of the
agreement among the judges for each item of the 12 item checklist. The checklist’s
items had been designed to cover most of the required skills, imagination, initiatives,
and artistic experience that are supposed to be learned in the classroom and reflected in
the children’s work. Accordingly, each item of the checklist should cover all the 50
works of pupils. The agreement or disagreement on the checklist items will shed light

on the value of the curriculum as well as the teaching methods which are supposed to

implement the curriculum components.
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6.6.1. Evidence of Artistic Models

The first criterion, “There is evidence of artistic models, such as gardens, artificial
flowers” prompted an interesting evaluation by the three judges, in that for only five
works (10%) 3 (see below), 4, S, 9, 23 (see Appendix 5) was there full agreement
among the three judges that such evidence of artistic models was manifest. On the other
hand, the number of the pupils’ work on which all three judges agreed that there was no
evidence of artistic models was 23 (46%), namely 6 (see below), 10, 12, 13, 17, 19, 21,
22, 24, 26, 27, 31, 35, 36, 37, 38, 39, 40, 42, 46, 47, 48, 49 (see Appendix 3).
Regarding the remaining 22 (44%) of pupils’ work, the judges showed no clear decision
about whether or not they had used artistic models, but when we look at the table (6.12),
we find no clear decision in either direction, agreement or disagreement. If in these
cases we look at the majority decisions, i.e. the view held by 2 out of 3 of the judges, we
find 14 works were thought to show evidence of models (i.e. 14 works where 2 or 3
judges agreed with the item) and 36 works were not thought to show such evidence, i.e.
2 or 3 judges disagreed with the item. A similar method of interpretation was adopted
in the analysis of all the other items. These findings indicated that the majority of the
pupils’ works showed a lack of artistic models, which reflects their experience in the
classroom. In other words, the absence of any sign of artistic models may be attributed
to the weakness of the teaching-learning process which derives its components from the
central curriculum. As a consequence, the curriculum may to some degree also be

responsible for the absence of artistic models from most of the pupils’ works.
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Table 6.12
Pupils’ works according to the judges’ evaluation

A A A DA
3 % 2 % | NCD| % 2 %, 3 % | n=
judges judges judges judges
1. | There is evidence of artistic 5 10 9 18| 22 | 44 13 26 23 46 | 50
models, such as gardens,
artificial flowers.
2. | The child shows an attitude of 10 205257 |507]F 33-.1"66 8 16 7 14 | 50
confidence and purpose in his
work.
3. | The child’s work shows lack of 10 20 24 |48 37 |74 13 26 3 6 | 50
experience (things not related to
each other).
4. | There is no evidence of 10 2081527 S ESARI T3 S T6 11 22, 22 4 | 50
imagination.
5. | There is good use of colour. 8 16 9 18 | 24 | 48 15 30 18 36 | 50
6. | The work is neat and clean. 5 10 11 2251208 452 15 30 19 38 | S50
7. | There is evidence of technical 2 4 S 10| 19 | 38 14 28 29 58 | 50
skills.
8. | The child’s work shows the 11 22+ 2T SSAR w3 T | 174 10 20 2 4 | 50
relative sizes without much
consideration of the visual
appearance (the man is taller
than the chair).
9. | The child changes the size of the 7 14| 36 |72 40 | 80 4 8 3 6 | 50
object to fit the space remaining
after the first form has been
placed.
10. | The work is two-dimensional 24 48 | 20 |40 (| 22 |44 2 4 4 8 | 50
(i.e. there is no sense of depth).
11. | Distance between objects is not 13 20NEED6RRIESO I EITHI 166 7 14 4 8 | 50
fully recognised.
12. | The child’s work reflects his 11 228130 SIE60 833 1 66 3 6 6 12 | 50
feelings towards the object
concerned.
A = Agree
DA = Disagree

NCD = No clear decision
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6.6.2. Attitude of confidence and purpose in work

The second criterion statement was “The child shows an attitude of confidence and
purpose in his work”. The data revealed that 10 pupils’ works (20%) met with full
agreement of the judges that they showed an attitude of confidence. These works, as
shown in appendix 5, were 2, 3, 5 (see below), 23, 26, 28, 30, 32, 39, 50. On the other
hand, for 33 (66%) works judges showed no clear decision. But once again only seven
(14%) works met with full agreement by the panel of judges that these works showed a
lack of confidence. These works were 6, 11 (see below), 13, 19, 33, 37, 41. These
results indicate that art education was not as successful in building up confidence
among the pupils as many educators assumed it should be, since more than three-
quarters of the children’s work showed a lack of confidence or there was no certainty on

this point among the three judges. This may be attributed to both teachers, their teaching

methods and the curriculum which they presumably implemented.

6.6.3. Lack of Experience

As a response to statement number 3, “The child’s work shows lack of experience
(things not related to each other)” the panel of judges gave various evaluations. The
information Table 6.12 shows that the judges were in unanimous agreement on 10

works (20%) that showed lack of experience. These works (see Appendix 5) were 4, 6,
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11, 19, 33, 36, 37, 38, 42, 47. On the other hand, the panel of judges were fully agreed
on only three works (6%) in this category, namely, 2, 5, 39. The findings suggest that
most children’s works, in the panel of judges’ view, showed a lack of experience in
terms of using the right space, colours, or dimensions and so on. Although the judges
agreed on very few works, the number of those works which showed a lack of
experience was three times the number of the works that reflected artistic experience. If
we have a look, for instance, at work number 6 (see below), we see a bird with small red
wings, looking like a piece of material over the bird’s back, and a car-wing tail. Also,
there is a yellow background with a red triangle in the corner, the work totally
disordered. This picture and many others were inadequate; no real supervision by the
teacher is evident in such work. The conclusion here is that the curriculum may not
give teachers clear guidance about supervising children, or teachers may not really take

their job in presenting the art education curriculum seriously.

6.6.4. Evidence of Imagination

The panel of judges were given a statement in the checklist about “evidence of
imagination” within the pupils’ work. Their responses were varied; as shown in Table
6.12 the data indicated that the three judges were all agreed that 10 works (20%) were
totally void of imagination; those were 3, 4, 19, 32, 36, 39, 41, 43, 45, 46 (see Appendix

5). On the other hand, the panel of judges unanimously agreed on only two (4%)
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pupils’ works that showed evidence of imagination. These works were 7 and 30.
However, the lack of imagination in pupils’ works does not mean that the children were
not thinking about the subject, but that they used their hands with little help from their
minds. In other words, the children, as the judges claimed, copied from each other, or
copied objects already available in the class or school. Moreover, some of them never
thought or perhaps had never learned how to use their imagination to depict objects in
order, or in size. For example, the head should be smaller than the body. If we look at
work number 5 (see below), we find the trees are larger than the house; they are shown
twice the size of the house. In work number 32 (see below), the coffee pot is depicted
as twice the size of the man. These and others reflect the lack of teaching-learning
guidance which may be attributed to the teachers or even the curriculum which is

supposed to guide the teachers on what to teach and how.

5 ' 32
6.6.5. Use of Colours

Psychologists and educational psychology may use colour as evidence of the children’s
social background. In our analysis the judges adopted a psychological approach in
analysing the works of children in terms of use of co-ordinating colours. The judges
again gave varied responses. As Table 6.12 showed, the three judges unanimously

agreed on the effective use of colour in eight works (16%). Those were 3, 5, 9, 23, 29,
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30, 32, 50 (see Appendix 5). On the other hand, the three judges agreed that those
works which made less effective use of colours or used uncoordinated colours
amounted to one and a half times the works with co-ordinated colours; the judges were
in full agreement about 18 works (36%) which they thought did not co-ordinate colours,
namely 4, 15, 16, 17, 19, 33, 35, 36, 37, 38, 41, 42, 43, 44, 45, 46, 47, 48 (see Appendix
5). A brief glance at one or two of these works shows that, for instance, in work
number 15 (see below), the child used only purple for almost all the components of the
picture, apart from a little green dot. A similar situation is found in work number 16
(see below). The conclusion here is that the teaching-learning process is mainly to
blame. The teachers here seem either not to care about what the children are doing, or

they are not serious in their teaching, even if they have no curriculum guidance, because

these are only technical things; teachers must guide children on how to use colours.

6.6.6. Neatness and Cleanliness

Neat and tidy work may reflect in some way the child’s psychological stability, but it
could also reflect the way in which he/she learns in the classroom. If the curriculum
guidance to be implemented and understood in the field is clear, then the children may
gain better experience. However, the panel of judges in their evaluation of the 50

pupils’ works responded in varied ways. The data in Table 6.12 showed that the three
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judges unanimously agreed that five works (10%) were tidy, neat and clean. Those
were 2, 3, 29, 30, 49 (see Appendix 5). On the contrary, more than two-thirds of the
pupils’ works were thought not to be neat, tidy or clean, in the panel of judges’ view.
They all agreed on 19 works (38%) that were not satisfactorily neat or clean. Those

were 6, 9, 12, 13, 15, 16, 17, 19, 21, 31, 33, 36, 37, 38, 42, 44, 46, 47, 48.

The conclusion here is that the majority of pupils’ works were done carelessly, like the
work of people who had never been taught how to keep their art work neat, tidy and
clean. If we look at work number 19 or 22 (see below), for instance, we find mess all
over the work, no object, no space and no order. It is as if the teacher was in one valley

and the pupils in another.

19 22

6.6.7. Technical Skills

The researcher, as well as the panel of judges, did not look at technical skills in terms of
high standard of artistic technique, but rather they evaluated the artistic skills which are
supposed to be learned in the classroom. The technical skills that children should learn
include showing the relative sizes of the objects, how to use the eye to depict
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dimensions, how to use basic colours (like blue for the sky and water, green for grass;
one does not see purple grass unless in Picasso’s view, which is different from what the
child is supposed to learn and produce). Accordingly, the basic skills learned in the
class are those needed to reflect objects rationally, in accordance with the life around us.
With some exceptions the panel of judges found that most of the pupils” works showed
a lack of technical skills. As Table 6.12 revealed, the panel of judges were in full
agreement on only two works (4%) as works with satisfactory evidence of technical
skills. Those were 2 and 30 (see Appendix 5). On the other hand, the vast majority of
the pupils® works were said to show no satisfactory evidence of artistic technical skills.
The panel of judges unanimously agreed on 27 works (54%) as works with no evidence
of technical skills. Those were 6, 8, 9, 10, 11, 12, 13, 14, 15, 16, 17, 18, 21, 22, 32, 33,
37, 38, 41, 42, 43, 44, 45, 46, 47, 48, 49 (see Appendix 5). If we look at works like
numbers 17 and 18 (see below), for instance, we find primitive scribbles as if the pupils
had never attended an art class. In this matter the teaching process is mainly responsible
for the development of the children’s skills, where the curriculum asked the teachers to

teach children basic skills, such as the appearance of objects to the viewer’s eyes and

the size of the head in relation to the body, and so on.

17 18
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6.6.8. Relative Sizes with Visual Appearance

This checklist statement can be classed as related to the previous one, “artistic skills”, in
that teachers should teach children the sizes of the objects according to the visual
appearance, and when the children manage to convey this, we can say they have learned
an artistic skill. However, the works of pupils under evaluation mostly did not achieve
this. Table 6.12 revealed clear evidence of this, in that all three judges agreed on 11
works (22%) as works which showed no consideration of visual appearance. Those
were 4, 6, 15, 17, 18, 21, 22, 32, 36, 39, 42 (see below) (see Appendix 5). On the
opposite side, for the works which showed some skill in showing the relative size of
objects according to visual appearance, there was general agreement on two works (4%)
with clear evidence of such skills, namely, 2 (see below) and 9. The conclusion here is
linked with the conclusion regarding the previous “statement”, in that the lack of such

experience could be attributed to the teaching-learning process.

-
L et

"Lk

s
E
e
-~

g G 0 e

206



6.6.9. Size of Objects and Space

Continuing to evaluate the artistic technique that children are expected to have learned
in the classroom, the checklist statement here said, “The child changes the size of the
object to fit the space remaining after the first form has been placed”. The panel of
judges evaluated the 50 works of children in a varied way. The outcome, as shown in
Table 6.12, revealed that the children’s works showed more disorder than might be
expected. In this context, the panel of judges agreed on seven works (14%) that showed
lack of appropriate sizing of the objects according to the space available. Those were
15, 16, 24 (see below), 25, 27, 46, 48 (see Appendix 5). On the other hand, the data
showed that the panel of judges unanimously agreed on three works (6%) namely 6, 28
and 29 (see Appendix 5). If we have a glance at a work such as number 25 (see below),
we find that the child gave the vase between two trees more size and space than that
given to the two trees, presumably because he/she drew the trees first and when he/she
found a big space was left between, tried to fill it with an object unrelated to size to the

others. This suggests that teaching guidance was, to some degree, missing.

24 25
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6.6.10. Pupils’ Works and Dimensions

The checklist statement guidance for evaluating children’s works stated, “The work is
two-dimensional. . . there is no sense of depth”. The judges found that the vast majority
of the pupils’ works were two-dimensional, which means they had not been taught to
present the third dimension in artistic work. In this regard, the panel of judges agreed
on 24 works (48%) that showed a lack of sense of depth (the third dimension). Those
were 2, 8 (see below), 9, 11, 12, 13, 14, 15, 16, 20, 26, 31, 32, 33, 36, 37, 38, 39, 40, 42,
44, 46, 47, 48 (see Appendix 5). On the other hand, the judges unanimously agreed on
four works (8%) that showed evidence of the third dimension. Those were 1, 4, 5 and
43 (see below) (see Appendix 5). This outcome indicated that the role of the teacher

was ineffective and there was no sign of children being taught the basic technique of

using their eyes properly in association with their hands.

6.6.11. Recognition of the Distance between Objects

Recognition of the distance between objects is very important in any artistic work, and
teachers should know and teach their children this technical skill, but unfortunately the
findings as shown in Table 6.12 showed the opposite. The panel of judges found that

the majority of the children’s work showed no evidence of recognition of the distance
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between the objects. In this context, the judges agreed on 13 works (26%) as showing
no evidence of proper distance between objects. Those were 4, 6, 9, 13 (see below), 15,
17, 18, 19, 25, 33, 36, 39, 42 (see Appendix 5). On the other hand, the panel of judges
all agreed on only four works (8%) that showed evidence of proper distance between
objects. Those were 1 (see below), 3, 5 and 8 (see Appendix 5). The conclusion here is
that the children seem to be left to flounder, without being systematically taught basic
artistic skills, which can be attributed to the teaching-learning process and to some

degree to the curriculum guidance, which seems not to be guiding teachers to achieve

these goals.

13

6.6.12. Child’s Work and Child’s Feeling

The last checklist statement was “The child’s work reflects his feelings towards the
object concerned”. The panel of judges responded in favour of the statement, where the
three judges agreed on 11 works (22%) as reflecting feelings. Those were 5, 7, 17, 18,
20 (see below), 28, 30, 32, 44, 46 and 49 (see Appendix 5). On the other hand, they
unanimously agreed on 6 works (12%) that did not reflect the children’s feelings.
Those were 4, 19, 26 (see below), 36, 37, 38 (see Appendix 5). Art works often reflect
the artist’s subjectivity; indeed, it is quite rare to find an artist drawing or painting in an

objective way. But in our case, objectivity should be learned through the training of the
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eyes and the hands. The fact that many children’s works reflected their feelings may
indicate that they drew things with no indication of developed skills; they present work
according to the way they feel, not as it should be. Accordingly, the majority of the
children’s works were done in an arbitrary way, with no concern about size, space,

distance and so on. This may be attributed to the lack of a proper teaching-learning

process.

20

6.6.13. Summary

Pupils’ works seem to be one of the most important pieces of evidence for the
evaluation of the curriculum in relation to the teaching-learning process, which is
supposed to be the practical reflection of the theoretical curriculum. The finding of this
part of the analysis revealed that children’s works showed little clear evidence that the
teaching-learning process had developed the children’s horizon, skills, or artistic
perspectives. The panel of judges generally agreed that the children’s works were
mainly done in an arbitrary way, with no sign of developed skills, imagination or
initiative. To be more accurate, the panel of judges, in relation to statement number one
of the checklist concerning “evidence of artistic model” agreed that about three-quarters
of the children’s works showed no evidence of any artistic model. In relation to

“Attitude of confidence and purpose in work”, the judges saw more than half the
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children’s works as showing no evidence of confidence or purpose in work. When we
come to the “Experience they acquired”, about two-thirds of the children’s works

showed lack of artistic experience such as right space, colours, dimension and size.

When the judges evaluate pupils’ works according to the checklist statement on the
“Evidence of imagination”, the findings revealed that more than half the sample were
void of imagination, which means, as the judges indicated, that they did their work in a
mechanical way with little sign of thinking or using their potential ability, which seems
not to have been stimulated in the classroom. In the case of “using colours”, the data
showed that more than two-thirds of the children’s works showed no evidence of using
co-ordinated colours. This finding is linked to the previous finding of “lack of
experience” and closely related to the next finding about “neatness and cleanliness”

where it was revealed that more than two-thirds of the children’s works were not neat,

tidy and clean.

When it comes to “technical skills” the data revealed that more than 80% of the
children’s work showed no artistic technical skills, which are supposed to be learned in
the classroom and reflected in their work. The evidence of the “relative sizes associated
with visual appearance” once again showed very poor results, where most children’s
works, as the judges claimed, showed no clear recognition of objects’ sizes in relation to
their visual appearance. A similar result found for the “size of objects and space” where
the judges found that in about two-thirds of the children’s works, attempts had been

made to fill the space with objects, without consideration to their real size.

The greatest weakness was found in relation to the “dimensions”; artistic works should

show three dimensions, but in our findings the judges found more than three-quarters of
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the children’s works showed no evidence of more than two dimensions. The third
dimension (depth), even in those works which showed it, was very weak. Concerning
the “distance between objects”, the findings showed that more than half the sample
indicated no consideration of the distance between objects (near, far, beside or in

between). Finally, children, in the judges’ opinion, showed no clear understanding of

artistic objectivity or subjectivity.

All these weaknesses can be attributed mainly to a poor teaching-learning process and,
to some degree, to the curriculum guidance, which should advise the teacher on how
and when to interfere to teach children certain skills and experience, encourage and help
pupils. However, it seems that the marriage between poor curriculum guidance and an

ineffective teaching process resulted in very poor outcomes in children’s works and

their artistic experience.

The interpretation of the findings could open the door to the conclusion of the whole

thesis which will come in the next chapter.
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CHAPTER SEVEN

INTERPRETATION, CONCLUSION AND RECOMMENDATIONS

7.1. Introduction

As the study reaches its conclusion, the outcomes of the analyses may need, here or
there, some emphasis, interpretation and explanation, to complete the picture and give
the reader a clear and final perspective on the art curriculum in Saudi primary schools.

This chapter, therefore, will focus on three main elements.

1. Interpretation of the findings which covers the classroom observation, teachers’

attitudes, interviews with parents, and pupils’ art works.

2. Conclusion: this part will present a general view of the study outcomes to highlight
for the readers what the study has achieved and emphasises the researcher’s
conclusions regarding the strength or the weakness of the art curriculum. This will

pave the way for the third part of this chapter.

3. Recommendations, derived from the results of this study to advise researchers and
local educational authorities about the way in which the art education curriculum

could be developed to keep pace with developments in educational approaches

world-wide.

7.2. Interpretation

As we saw in the previous chapter, the findings showed variety in the responses of the
people involved in this investigation, while the observations of the researcher only

revealed that the curriculum of art education cannot be viewed separately from the way
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in which teachers implement the components of the curriculum. Nevertheless, the

outcomes seem to need more explanation to make the findings more clear and

meaningful.

7.2.1. Classroom Observation

The use of systematic observation, attitude testing and opinion surveys, as Benscombe
(1991) asserted, has become quite popular in classroom research. The researcher’s
classroom observations revealed that there is no clear or comprehensive understanding
of how to translate the art curriculum principles into practice. Teachers complained that
the curriculum itself was general, theoretical and ambiguous. However, whether or not
the curriculum guidance is clear enough to guide the teacher to teach children, teachers’
experience and motivation seem to be almost totally inadequate. When we look at
“information conveyed”, for example, the observation process revealed that teachers
involved children mainly with drawing-painting activities; other activities mentioned in
the curriculum were completely absent. Teachers said they involved children in some
other activities, but the researcher could see from the children’s work books that such
activities were rarely covered. The reasons given by teachers, such as lack of materials
or having no proper place for art teaching, do not justify the poor teaching-learning
process. In this case and in others, as we shall see, the cultural perspective towards art
in general and art education in particular seems to be vital (Lawton, 1988 and Smith,
1972) where public opinion, which is derived from the cultural heritage, is totally
against art. Most teachers either do not realise art’s objectives nor do they not believe
in art as a vital subject for children’s development; they merely take it as a job. This
may answer the third question of the study, whether the teaching methods are able to

translate the art curriculum components into practice.
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One of the disadvantages of the current curriculum is that it does not provide art with
proper test and examination procedures, leaving too much to the teacher’s discretion so
that whatever their ability, all children pass with a high grade in art. In a traditional
culture like Saudi culture, a test which determines the student’s success or otherwise is
the only way to give the subject value. In the case of “practical exercises” given in the
classroom, teachers were found to take the easiest way to deal with the classroom
activities, asking the children to provide their own materials and art tools. In these
circumstances, teachers cannot press children too hard to get all the required materials
themselves, since they should be provided by the school; asking pupils to provide them
is a source of conflict with parents. Accordingly, teachers should utilise the available

material to help children, as Eisner (1972) said “to become more effective”. (p. 180).

The findings, however, showed that the teachers provided children with very little
effective experience. This could be attributed not only to the weakness of the
curriculum guidance, but also to the style of teaching, this could result in abnormal
relationships between teachers and children, as Eisner said, “an honest relationship
between pupil and teacher is crucial” (p. 180). The teacher must understand how a
student experiences problems, how to deal with the classroom task and when he/she
needs support. Although the child’s personality and background influence his art, the
teacher also should have an influential role to point the child in the right direction and

help modify and remedy some of the children’s behaviour (Jefferson, 1959).

When it comes to “task explained”, teachers, as revealed by the study results, started the
class tasks with a proper introduction directly or indirectly to brief the children about
the task and most of them demonstrated the task in detail. Only a very few of them,

however, provided a proper conclusion to the class task. Some teachers tried to justify
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that and rationalise their behaviour, but some had never even thought about a
conclusion to the task and had no excuse to offer. The task, as we saw in the literature
and as Eisner (1972) asserted, must be explained in order, which would help children to
acquire knowledge and experience systematically through the start, demonstration and
conclusion, which would be reflected in the children’s work. However, since the
teachers ignored one of the most important aspects of systematic learning, the
curriculum cannot be held entirely to blame for students’ shortcomings; this matter is

very substantially related to teaching experience and the teaching methods used.

When it comes to “problem-solving”, which is regarded as fundamental for children’s
development in terms of physical, mental and socio-psychological dimensions
(Haywood, 1984), the findings revealed that teachers did not attempt or intend to set
pupils a real challenge to get them to use their mental abilities to solve problems. This,
again, is a matter of the teaching efforts, not the curriculum. In the present study, the
researcher realised that teachers did not involve pupils purposely with situations or tasks
of problem-solving, which may weaken the children’s ability to discover, create and
develop. The lack of motivation of art teachers cannot be explained in terms of
economic outcomes, since teachers earn a good salary; a beginning teacher earns about
4000 SR (£700), and a more experienced teacher 1400 SR (£2300) a month, free of
income tax. Accordingly, the lack of motivation may be attributed either to their basic
background in their colleges or universities or the influence of the negative attitude of

the traditional community who underestimate art in general and art education in

particular.

In the same context, the observation schedules included “art activities and community

tradition”. The findings revealed that only about 15% of the teachers involved children
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with activities related to cultural aspects such as buildings, clothes and special
occasions, while the other 85% involved children with patterns and other non-cultural
activities. It seems that most teachers had very little clear planning for their teaching.
Although each teacher has a planning book, they seemed to use it only to show the
supervisors who visited schools once or twice a year. In practice, they do not adhere to
their plans. The teachers seem to be strongly affected by forces of social tradition,
which are heavily against art (see Chapter 3). It is hardly surprising that teachers do not
teach children skills or provide them with knowledge, since some teachers told the
researcher privately that they did not really care about what the children learned in art,
since all would pass and everybody inside and outside school believes that art is not as
important as science or maths, so school administrations give no attention to art
teachers when it comes to providing children with material or teaching aids. Teachers
in turn responded negatively; the low morale resulting from the low status of their
subject could discourage them from improving their teaching. As a result, the teaching-
learning process is full of weaknesses. Any subject, without public and school support,
could fail to achieve its objectives. In other subjects, teachers teach to educate children
and to learn for themselves, through accumulated experience as Grossman (1992)
asserted. However, teachers have less motivation if they lack school and public
support. This view could explain the lack of motivation in Saudi art teachers. A similar
result was found for “art activities and cultural symbols” where most teachers cover or
try to cover cultural symbols but only in a very simplified way which does not help
children to go beyond the symbols to develop creativity or initiative, which would help
children to develop their own personality as well as their artistic skills. This deficiency

could be attributed, once again, to the lack of social, school and local authority support.

218



When it comes to “lesson objectives”, the survey outcomes revealed that the
overwhelming majority of teachers focused on the practical aspects of art activities.
Only a few teachers go beyond the traditional teaching by stimulating their pupils to do
more complex activities for the sake of their cognitive development, as some of them
indicated. The majority of teachers either do not know the lesson objectives or are not

really interested to put in the effort needed to take children beyond the traditional way

of the teaching-learning process.

The curriculum indicates that teachers should determine the objective of each lesson
throughout the weekly term or yearly plan. Teachers, however, are supposed to plan
their lesson to enable children to acquire an understanding of the classroom situation, to
adjust their minds to the practical situation, and to give children chance to assess

themselves, to participate effectively with the rest of the class and to respond properly

(Stones and Morris, 1972).

According to Heywood (1984), teachers should ask themselves what students need to
know, how they need to think and what attitudes they need to have. The findings,
however, indicated that only very few teachers followed the principles of Heywood,
while the majority did not appear to follow any pedagogical principles which would
help children not only develop their artistic skills, but also to develop their artistic
potential, and as Eisner said, “grow creatively through meaningful experience in art”
(p. 154). As we have said previously, the lack of detailed curriculum objectives may
misguide teachers, but on the other hand, teachers themselves may not be trained
adequately before and during their service or may be responding to the lack of
administrative and social support. The teaching-learning process needs to be empirically

investigated to discover the cause of this lack of motivation. Meanwhile, teaching
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methods and teachers’ behaviour seem to be essential in motivating children and
helping them to be ready for acquiring knowledge. In that regard, the observation
findings regarding whether the teachers gave attention to individuals, groups or the
whole class, revealed that teachers gave no attention to individuals or groups, since
children are not divided into groups for learning or interaction inside the classroom.
Teachers only gave attention to the whole class. They sat at the front, facing the
children, and spoke to them as one unit, exercising a patriarchal authority. Children, on
the other hand, were not allowed to speak to each other, to borrow materials or tools or
to exchange ideas. This is contrary to modern education theory and practice, which give
children more freedom to contact each other and to exchange ideas with reasonably
harmonious relationships among themselves and with the teacher (Stones and Morris,
1972). In the same context, Saudi teachers dealt with individuals as a part of the whole
class. If an individual wanted to borrow some tools from another pupil, the request had
to be channelled through the teacher, and if an individual asked a question, the teacher
responded to the whole class, not to the pupil who asked the question. This would
disturb the others who might be concentrating on their work. That, as the researcher
believes, is one of the fatal mistakes of the curriculum, which does not guide teachers in

how to lead children or how to divide them into work groups.

The findings also revealed an interesting result concerning “information about art”,
where the observation indicated that among all the 27 classes that were observed, none
provided children with any theoretical information about art history or development;
they focused only on the practical side of the art subject. When the researcher asked
teachers about the other side of the art knowledge, they offered flimsy excuses, such as
the children need to develop their skills, or they will never understand the theoretical

approach, and when they sensed that the researcher was not entirely satisfied, they said,
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“the curriculum does not mention that”. We agree that the curriculum does not guide
teachers properly in this matter, but still, the teachers’ role is absolutely passive. The
literature, however, asserts that simplified information about art and its function may be
important, not only for developing children’s cognitive abilities, but also to develop
their critical abilities (Eisner, 1972; Read, 1944). Although the theoretical side of art
knowledge is not used in art education and in the researcher’s view is not essential,
providing children with knowledge could help them to see how artistic geniuses such as
Michelangelo became famous and great through their art. This could open the
children’s minds to worldwide human experience and artistic experience. However, the
researcher concluded that teachers themselves have no great knowledge about the

history of art or art’s functions.

In relation to artistic skills, the findings revealed that among the 14 artistic skills, only
three skills were seen being used in the class under the teacher’s supervision. These are
mixing colours, using space and lines, and handling scissors. The other 11 artistic skills
were ignored. The teachers tried to explain that by blaming the shortage of material or
the lack of curriculum guidance. Once again, the researcher realises the problem of
material shortages and curriculum guidance, but teachers should have a margin of
discretion to do what they think is useful for the children. Even if the curriculum gave
detailed guidance, they might not read it. Consequently, the teacher’s way of teaching
art is totally discouraging, since most of them appeared unaware of the message that
they should provide to the children. As Viola (1948) said, “art should make and keep
children happy. Man is only happy if he can produce — no matter what it is” (p. 59).
Even this function in art was found to be neglected in Saudi classes. This can be

attributed to the weakness of the teaching-learning process, rather than the curriculum

guidance.
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When it comes to “using artistic tools”, the main ones used were crayons, pencil-
crayons, pencils, felt-tip pens and paper. The teacher often did not teach children
explicitly how to use and handle tools, but from time to time, while watching children
working, some of them might intervene to correct some children who handled the tools
wrongly. The findings, however, revealed that most teachers did not teach children how
to use the tools and the researcher, throughout the observation, noticed that many
children were using and handling tools incorrectly, which resulted in disordered work.
In the researcher’s view, children should be watched and guided to handle the tools
properly, adjusting their hands and their materials to the available tools as Chapman
(1978) emphasises. MacFee (1961) advised teachers and pupils about correct use of
tools and materials and warned about the outcomes of abuse of artistic tools. Saudi
teachers blamed the lack of curriculum guidance for their failure to address this issue,
but if they read or were trained well in how to teach art, then we might find a different

trend of the teaching-learning process.

According to the class observation schedule in relation to “art activities links to other
subjects”, the findings provided us with the interesting result that most teachers made
suitable links between art and other subjects, maths, geography, language and so on.
The researcher’s impression was that teachers of art tried to give their subject value by
linking it with other subjects, since art teachers are often exposed to the disparaging
comments of other subject teachers. Thus, they link art to other subjects to convince
others that art is a valuable subject. In the same context, teachers seemed to be trained
well for using art as a co-ordinating subject. The curriculum guidance seems to be clear

to guide the teacher to make proper links. The literature about such links seems to be

quite rich as well (see pp. 43, 44).
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Overall, the researcher feels that the findings of the observation were essential for
pinpointing the disappointing teaching-learning process, which may impede children
rather than motivate them to develop their skills as well as their personality. The
disappointing teaching may be attributed not only to the teachers’ characters but also to
the weakness of the curriculum guidance, as well as the central supervision. However,
the responsibility for developing children in terms of acquiring knowledge, confidence
and acceptable art skills is shared between teachers, curriculum and supervisors. The
integration of these elements is needed to achieve the objectives of art teaching. In the
light of the above discussion, the conclusion is that the teaching methods used to
implement the art education curriculum in practice may not be adequate for the
necessary development of children’s knowledge and growth, which would be in line

with Question 3 of this study.

7.2.2. Teachers’ Attitudes

The teachers’ attitude survey aimed to assess the value teachers place on the current art
education curriculum. The instrument was divided into four subscales to facilitate the
analysis process. The findings revealed quite interesting results tending to support a
view that the current art education curriculum is inadequate to guide teachers and
children to a better quality of teaching-learning. To be more accurate, the findings in
the section on “curriculum objectives” showed that the majority of the surveyed
teachers believed that the current art education curriculum did not achieve the objective
of matching the children’s interests and abilities. Lawton (1988) indicated that
“curriculum objectives must always be pre-specified in terms of measurable changes in
student behaviour” (p. 18). The findings showed that teachers had thought that the

curriculum of art education does not take into consideration pupils’ interests and
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abilities, which was reflected in the teaching process as well as pupils’ development —
what Lawton called “measurable change”. Since the curriculum was constructed in a
general way, the teachers had no clear understanding of what the designer intended to

achieve in the teaching-learning process.

The literature (see Chapter Three) indicates that the curriculum must be specified
clearly. The findings, however, revealed that most teachers surveyed claimed that the

art curriculum is not clearly specified.

To discuss the curriculum in terms of developing pupils’ skills, the findings indicated
that the vast majority of teachers claimed they saw the current curriculum in its
components as very largely useless in terms of developing children’s skills. On the
contrary, they admitted that the current curriculum discourages pupils’ initiative and
development of knowledge. Although the curriculum to some degree is designed to
reinforce social traditions, teachers believe that it does not reinforce any secular values
in reality. The curriculum does not specify clearly and in detail the elements to be
transmitted to children. Teachers’ weaknesses in this area may therefore have some
justification, since the curriculum does not advise them on how to use the socio-cultural
heritage in their teaching. For this reason, in relation to this matter and many others, as
we shall see, the teacher is left to translate and implement the curriculum according to
his/her understanding. Inevitably, given human diversity, these vary, some teachers
have developed their understanding according to their knowledge, while others do no
more and no less than the curriculum tells them. The researcher concluded that the
deficiency of the curriculum itself was evident, but some responsibility can be attached
to the teachers themselves, for failing to develop themselves in order to develop their

children’s motivation and help them to achieve their potential. The education authority

224



and society are also responsible for the results that we found, since co-operation
between the school and society was clearly lacking and the educational authorities have
not realised the importance of in-service training. All these factors combine to

undermine the effectiveness of the teaching-learning process, which disadvantages the

children.

To complete the picture, we have to look carefully at the findings, related to
“curriculum content”. Curriculum content should take into consideration, in Kelly’s
(1989) view, social and cultural objectives — they should provide children with
knowledge and develop their personality (see Chapter Three, pp. 35, 43) The findings
revealed that teachers mainly had negative attitudes towards the curriculum content.
More than 50% of teachers indicated that art curriculum content focuses on practical
aspects, while the rest indicated that the curriculum should pay attention to other aspects
such as artistic theory, learning about tools, using the imagination, and so forth.
Teachers understood that the curriculum is supposed to cover all these aspects with
clear details, but they claimed it does not really do so. The curriculum should also be
related to daily life in its components, but more than 80% of the surveyed teachers
indicated that the curriculum failed to provide content that enabled children to interact
with real life. In the absence of curriculum guidance, teachers are limited in the content
they can transmit. Indeed, some teachers said there was no real curriculum content;
there were only a few headings that teachers had to interpret to plan their own syllabus,
which in most cases was done arbitrarily. In other subjects, the content is set out
clearly, in minute detail, but in art, teachers are asked to supply the details in their
yearly, monthly and daily plans. Since the responsibility for curriculum content is left
to teachers’ understanding, it may not go any further than the classroom activity,

although many researchers argue that curriculum content should go beyond the
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classroom activity (Eisner, 1972; Stenhouse, 1975). Accordingly, the teachers’ plans
are so simple as to be useless in terms of children’s cognitive development. Teachers
also found no evidence of content being graduated from simple to complex to bring
about the children’s understanding. Not surprisingly, therefore, when teachers were
asked to comment on the proposition that “teachers need more detailed guidance on
how to implement the curriculum guidance”, about 96% of the teachers agreed or
strongly agreed. A similar result was found regarding the item, “the latest

developments are included in art curriculum™; most teachers disagreed.

The curriculum contents, as we see from this section, are really insufficient, in teachers’
opinions. Nevertheless, the researcher believes that despite the deficiency of the
curriculum in all respects, and especially in “contents”, art teachers are also responsible
for the deficiency of the teaching-learning process. Researchers such as McLaughlin
(1993), Eisner (1972), and Kelly (1989), attributed the deficiency of the teaching-
learning process to many factors, among these, the teachers’ background, in-service

training, and most importantly, the incentive and motivation of teachers. McLaughlin

(1993) stated:

“Teachers’ incentives and motivation have also received attention from
policymakers and reformers. In particular, the relatively low pay and
status afforded teachers have prompted reforms such as merit pay or
career ladders to induce better performance from teachers and to bolster
their commitment to teaching. Better pay or reward for top performance,
these strategies assume, will stimulate teachers to work harder and more
effectively” (p. 80).

In the Saudi case, teachers are paid adequately, but unfortunately no teacher had been
rewarded or given extra pay or merit for good teaching. In the same context, the status
of art teachers is far less than that of other teachers, both inside school and outside it,

which is likely to affect the teacher’s performance. Generally speaking, art teachers
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have to exert their best effort, while facing underestimated status, no clear curriculum
guidance and no merit or reward pay. The findings reveal that the teaching-learning

process is in crisis, whether the teachers or the curriculum content, or both, are

responsible.

To shed more light on teachers’ attitudes, we have to interpret the findings related to
“teaching methods” used in the classroom, through which the current art education
curriculum is implemented. First of all, the findings revealed that the vast majority of
art teachers surveyed admitted that the methods of teaching they used were at their own
discretion, which means the curriculum gave them no direction as to preferred methods
for teaching. Since teachers are left to themselves, without effective supervision, they
may use a mechanical, artificial approach to teaching. In this context, most of the
surveyed teachers admitted that they use the old method “chalk and talk”, which
generally has a more limited role in modern teaching. As Passmore (1980) asserted,
there is no single method of teaching which is universally applicable. If we believe in

such a single method, as he said, then,

“we may be led to conclude that the teacher has no other role than to
provide his students with the conditions in which they can learn. But to
take this view is to underplay the role of the teacher” (pp. 28-29).
Accordingly, the method of teaching, whether at the teacher’s discretion or prescribed
centrally, plays an essential role in learning, but there is no magical single method of

teaching that can do the job. However, if the teacher is left free to use superficial and

arbitrary methods, it may lead to ineffective teaching and learning.

A surprising finding in this study was that more than 90% of the surveyed teachers
claimed that they maintained informal relations with children to make the lesson

enjoyable and meaningful. However, in the researcher’s experience as a teacher of art
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and as a researcher, Saudi teachers often have patriarchal relationships with their
students. It may be that they responded in a way that they thought would improve their
image in the eyes of the researcher or they may have thought that the researcher had
links with the educational authorities, so they should paint a bright picture of their
relations with children to avoid censure. Double standards in Saudi society are
widespread. People often speak and act publicly in a manner quite different to the way
they do in private, and the way they really think. Although this issue is beyond the
scope of this study and could be studied by an educational sociologist, it is worth
mentioning here as a possible explanation of why most teachers gave responses that do
not accord with reality experienced by the researcher, as we saw in the classroom
observation. A similar result was found when more than 85% of the surveyed teachers
claimed that they tried to avoid stereotypes in their teaching, while the researcher,
during his observations, witnessed a high degree of stereotyping, for example, every
teacher started in the same way by drawing or colouring straight away, without any
introduction. Once again, the attitude may reflect results totally opposite to the reality.
Even though teaching methods cannot be prescribed centrally, guidance could be given
on preferred methods, leaving teachers without any hints, may be one of the
curriculum’s mistakes. On the other hand, teachers should have an idea about teaching
methods and they should exert every effort to learn and to use the best methods of
teaching, even if the curriculum does not mention the preferred methods. Accordingly,
both the curriculum designers and teachers are equally at fault. The discussion above
may answer the study’s first question, which investigated “teachers’ attitudes toward the
current curriculum”. It is revealed that teachers’ attitudes are negative; they think that

the current art education curriculum is insufficient and inadequate.
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7.2.3. Parents’ Interviews

The parents’ interviews in relation to art education revealed that the school role in
developing the attitude of the community to be aware of the importance of art education
for children’s cognitive growth, social, psychological and personal development and to
bridge the gap between the school’s objectives and the society in general, was very
limited, if performed at all. On the other hand, the community appeared to have no
interest in having a positive relationship with the school to make integrated efforts for
the sake of the children. Because of the ambivalent or even negative relationship
between the community and the school, both share responsibility for disadvantaging the
children. If we look back to the evidence of the parents’ interviews, we find that about
half the sample of parents had no idea whatsoever about art education, while 60% of the
parents who had some idea about art education and art lessons had negative ideas. They
thought art was only a marginal subject for fun and relaxation. Some even went further
to say art is a waste of time and should not be in the school curriculum. Unfortunately,
most parents were aware of art through their children’s demands for art books or tools,
which they needed to take with them to art lessons. Schools do not supply children with
basic materials for daily use, such as colours, crayons or tools; the parents have to do so.
In that case, parents differed in their reaction, but generally they had no clear idea about
the function of art. Schools appear to be at fault in failing to develop fruitful relations
with parents and the art curriculum designers, as well as the local education authority,

do nothing to improve the relationships with the community. These negative relations

reflect on the learning process.

Three-quarters of the parents admitted that their children had not learned much since
they had no interest in drawing or showing their parents or any members of their

families all or part of their art work. Some parents indicated that they did not really
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encourage their children to “waste their time in art work”.  This finding can be
attributed mainly to the school’s attitudes and practice, derived from the curriculum.
We attribute responsibility to the school, since the school is to some degree, as Garforth
(1962) asserted, responsible for preparing children in terms of knowledge, citizenship,
growth and development according to the objectives associated with socio-cultural
values. Although the objectives of the school can be reinforced by influences from
parents, schools, as Shipman (1975) said, “are organised so that children receive the
concentrated attention of adults who have themselves been trained to be efficient

transmitters of knowledge and values” (p. 154).

In the case of the society surveyed, schools seem not to be effective in inculcating
societal values, and parents have no effective co-operative role with the school,
especially in relation to art education. The findings revealed that more than 80% of the
parents did not believe that children’s development has any relationship with art
education. It was impossible to find parents who acted as described by Sharp, Green
and Lewis (1975) who underlined the role of parents and the dimensions of a successful
parent-teacher relationship. Nevertheless, parents may play an influential role, whether
supportive or otherwise, which to some extent affects the teacher’s performance. In
this context, parents’ contact with teachers plays an essential supportive role for both
school and children, but our findings revealed that only 2 out of 20 parents had a regular
contact with teachers, including art teachers; the rest had no interest in such contact. As
a result, the community and school integration in KSA is not tangible. Schools should
develop a strategy of encouraging people to contact the school or should even
themselves reach out into the society, if possible. Our findings indicated that most
parents underestimated the value of art, regarding it as a “worthless activity”. These

attitudes are reflected in children’s activities inside the home, as most parents believe
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that children at home should revise their lessons and if they have any spare time they

should use it for something useful, not “scribbling” and making a mess on the house

walls.

Although parents have some responsibility, the school as a social organisation
responsible for the socialisation of children should be able to develop its own strategy to
develop children and to get support from the society, but unfortunately, Saudi schools
have no clear strategy for developing their relationship with the community and the
society as a whole, for the sake of the children. In view of the above discussion,

parents’ attitudes (question two of the study) reflect a lack of interaction between school

and local community.

7.2.4. Pupils’ Work

It has been assumed that the marriage between the art education curriculum and
teaching methods used in the classroom would bear fruit in the productive activities of
the children. The findings shed strong light on this part of the study, indicating that the
children’s artistic work was poor, showing evidence of lack of experience, skills and
imagination, inability to convey the relative size of objects according to their visual
appearance, and a lack of order in terms of use of colour, space and dimensions. Our
discussion in the analysis chapter was based on the evaluation of the panel of judges,
who evaluated the children’s works according to the checklist designed beforehand.
Their judgements in relation to artistic models indicated that only 3 out of 50 works
were thought to show evidence of such artistic models. Only 10 out of 50 works, in the
opinion of all the judges, showed evidence of confidence and purpose. The failure of
pupils to produce artistic work with even the minimum quality expected, can be

attributed to the teaching methods, as well as the curriculum. Indeed, the teaching
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methods which are supposed to be derived from teachers’ own experience, their in-
service training and their background in college or university, may be taken for granted
by the curriculum designer, but since teachers have no regular in-service training and no
feedback, they do the same boring job, year after year, with no evidence of change or

development. Accordingly, the children did not show any of the evidences of learning

mentioned by McFee (1961), namely:

1) Increased awareness of the environment.

2) Use of more than one type of subject matter.
3) Changing and developing symbols.

4) Signs of increased ability to organise symbols.
5) Liking to work with a variety of media.

6) Expressing feelings as well as ideas. (p. 207)

Indeed, regular in-service training which, as Heywood (1984) asserted, gives teachers
the chance to become acquainted with other points of view, could play an essential role

in developing teachers. If it is not available, however, teachers are kept confined in

their own realm.

When it comes to acquired experience, the analysis revealed that most children’s works
showed a lack of experience, which suggests that teachers are either not really teaching
children basic artistic skills, or do not themselves know how to teach. Children’s poor
work cannot be blamed on the art curriculum, since the teacher’s main task is supposed
to be to teach children basic skills and give them practical experience. A similar result
was found in relation to “imagination” where most children’s work showed no evidence

of imagination. Also, there was no evidence of using co-ordinating colours, neatness
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and cleanliness. The curriculum designer should tell the teacher, as Jackson (1992)
said, “how to teach” (p. 64) in addition to reducing their teaching load and reducing so-
called psychological discomfort. Indeed, teachers in Saudi primary schools have all the
facilities needed to do their job, especially psychological comfort, which may be related
to some degree to their wages, since they receive more than teachers in some developed

countries, but they still need to be told what to do, how and when, which seems to be

not quite clear in the curriculum guidance.

We follow the analysis discussion to find that children failed to produce work executed
with technical skill, including appropriate depiction of relative sizes according to the
visual appearance, size of objects, space and dimensions. The main thing here is that
children need to control the tools and materials. If they have difficulties, teachers

should intervene to teach them. The teacher’s role is essential in the acquisition of such

skills. Eisner (1972) reported:

“Every visual art object required the use of technical skills, and in
varying degrees artists have displayed ability to utilise such skills in their

work” (p. 215).
Accordingly, teachers should teach children basic skills which they need in their work.
The absence of such basic skills, such as awareness of shade and light, object sizes,

curved lines, and so on, may be attributed to the teaching process and the teacher is the

person most to be blamed.

The neglect of the technical aspects such as the right distance between objects or
expressing the children’s feeling reflects badly on the teachers’ efforts to teach, no
matter whether the curriculum guidance is good or otherwise. The conclusion here is

that teachers only did half the job; they had been guiding children, teaching them, and
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supervising their works with no evidence of success. If we have to blame the curriculum
designers for the ambiguous guidance, we have to blame teachers more, and if we have
to put more responsibility on teachers, we have to do a proper investigation concerning
the teachers’ methods, personality, background and so on. In the light of this discussion,

research question four is answered: pupils’ works reflect poor teaching rather than the

curriculum component.

7.3. Limitations of the Study

The study was conducted with certain limitations. First, there had been no similar study

in Saudi Arabia or the Arab world to be utilised as a framework.

Second, the study was conducted using four instruments that were designed to cover all
aspects of the problem, but at the same time, it was limited by the time available to the
researcher. For example, interviews were conducted with 20 parents, but this number
could ideally have been doubled or tripled to obtain a greater variety of opinions. In the
classroom observation, the researcher only managed to see one lesson in each of the 27
schools surveyed, whereas a number of visits and frequent observations would have
been preferable, if time had allowed. It would also have been better to analyse more of

the pupils’ works, rather than the 50 works randomly selected.

Third, there are many other participants in the design and evaluation of the art education
curriculum, such as the curriculum officials, authors and designers, school principals

and education supervisors, who could have been surveyed or interviewed.

These practical limitations are to some extent inevitable in a first study such as this, and

the additions noted might strengthen the study. At the same time, it was not possible to
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do more than the researcher did, taking into consideration the limited time and resources

available.

Each part of this study could be elaborated and replicated in more detail in the future.

7.4. Conclusion

The problems of the art education curriculum seem to be chronic. The theoretical
analysis of the content and the scope of the current curriculum as shown in Chapter
Three, revealed that the designers of the curriculum gave little attention to the subject’s
objectives and content. The researcher attributes such underestimation to either the
designers’ not being art specialists or their having been unduly influenced by the social
tradition which gives art in general and art education in particular less value compared
with other subjects. The researcher has argued, according to his understanding and
experience, that this curriculum is not sufficient to develop children aesthetically,

psychologically and mentally. To test this assumption the researcher developed tools

and instruments to investigate this problematic phenomenon.

Although the findings mainly supported the view that the current art education
curriculum is not adequate and not sufficient for developing school children and
providing them with knowledge and artistic experience, the findings also revealed some
other reasons, beside the poor curriculum, which play an integral role to prevent the
success of the teaching-learning process in relation to art education. First of all, the
findings revealed that the social traditions of the local communities have an almost
totally negative and discouraging attitude towards art education. This negative attitude
has strong echoes inside the schools, where other subject teachers, the head teacher and

the staff all responded conventionally to art as a subject and to art teachers, often
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referring to them ironically. Most teachers cannot withstand the pressures coming from

colleagues, the school staff and the local educational authorities, so they have to swim

with the current, not against it.

The study provided clear evidence about the parents’ and teachers’ attitudes, which
accord art education relatively little value. It was found that schools may take away art
lesson time to allocate it to another subject; school administrators are not concerned if
the art teacher is absent or if the education authorities do not provide schools with an art
teacher for months, yet they would take all possible measures and contact the authorities
daily, if another subject such as maths, science or language had no teacher for even one

day. Some parents, as reported earlier, expressed their feeling by frankly saying, “Art

shouldn’t be in the school curriculum”.

Beside the discouraging social attitude and the negative responses of art teachers, the
teachers themselves, as the findings revealed, contributed to the unconducive
educational climate with negative attitudes, lack of care and out of date approaches.
Although most of them had received proper training in colleges and universities, most
of them, as the observation revealed, had no will to develop themselves, either through

their teaching experience or through so-called self-teaching.

The other problem that the findings discovered was that teachers have no regular and
effective in-service training and this problem seems to be fatal for the development of
art teachers in general in Saudi Arabia. Recent research in all subjects revealed that the
lack of in-service training prevents teachers from refreshing and updating their
knowledge and developing their skills (Al-Hakami,1999; Kabli, 1999). Indeed, the

problem is that in-service training is lacking, not only for art education, but for all

236



school curriculum subjects; at best, a few teachers may receive it once or twice a year;
some teachers have a chance to attend only once during their whole career, and some

never attend. This problem may play a central role to confine teachers to the same

approaches, throughout their career.

Generally speaking, the misleading current art education curriculum alongside other
integrated factors that affect the teaching-learning process support the view that the
curriculum is not adequate and not sufficient to develop children’s ability to acquire

knowledge or learn aesthetic skills.

Finally, the question of the adequacy of art curriculum education in Saudi Arabia seems
to be more complicated than was at first assumed. The conclusion is that, if the
curriculum itself is not adequate and not realistic, other important associated factors
appear to have direct effects on the curriculum’s general aspects; teachers, local
community, and socio-cultural heritage all play roles in keeping the process of learning
on track or otherwise. In the Saudi case, not only do curriculum designers lack
appropriate experience in art, but also the teachers have not received sufficient in-
service training, or lack motivation to act beyond the prescribed curricula. There is also
a problem of bridging the current gap between the local community and the school. In
this context, all these elements need to be highlighted in an elaborated way, and this

approach may be adopted in the future.

7.5. Recommendations

Art education curriculum than been expected, and since the researcher had only limited

time to study a specific problem, the associated problems uncovered by the researcher

need further separate investigation. The following recommendations may help.
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In the light of the research findings, art education in primary schools is undervalued.

To reverse that, schools should pay more attention to art lessons by providing a

separate and equipped room for art.

Schools’ administration should support schools by supplying relevant art materials

for success, including necessary art tools and materials, as part of the curriculum,

should be studied.

The research outcomes revealed that art lessons in Saudi primary schools were

confined to one or two lessons a week, which is seriously inadequate and needs to

be reconsidered.

. To enhance the status of art education, school should hold regular meetings with

parents to explain the value and the role of art in children’s real life.

Educational supervisors should monitor how teachers actually carry out their

classroom tasks, rather than looking only at the results or at teachers’ organising

scheme.

In order to change traditional attitudes toward art education, perhaps in co-

ordination with the national mass-media, an empirical investigation needs to be

conducted.

In-service training should be offered regularly and all art education teachers

encouraged to participate.

. The current art education curriculum has been poorly designed and worded and
needs very substantial reform in order to provide much clearer guidance for

teachers, school principals, supervisors and interested parents.
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7.6. Suggestions for Further Research

This evaluation study of the art education curriculum presented more problems and
concerns than had been expected, and since the researcher had only limited time to
study a specific problem, the associated problems uncovered by the research need

further separate investigation. The following suggestions may help.

1. Research is needed to investigate school curriculum as an integrated matter,
whereby any success in one subject must be related to another. It is dangerous to

underestimate any subject.

2. Relationships between the local community and school would benefit from detailed

empirical study in order to develop a stronger working relationship between schools

and parents.

3. Teaching in general and particularly teaching methods in art education, including

teachers’ problems, would benefit from further investigation.

4. The relationship between art education teachers and the supervisors and other

educational authorities may also need to be carefully investigated to eliminate

misunderstanding.
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APPENDIX ONE

Art Education Curriculum in Saudi Arabian Primary Schools

General Notice

It can be noted that we have many crafts, trades, and useful jobs and skills, such as
agriculture, drilling wells, knitting, abattoir, hairdressing and textile industrics. The
country needs to develop them and continue these practices. But the sons of this class
of citizens are abandoning the jobs of their parents. Thus, once the students reach an
appropriate level of education they should be made aware of the importance of these
skills and be made to respect their parents’ skills and develop theirs by means of
modern tools if possible. Students should be encouraged to work in these fields after
finishing their education. This is an essential aim in guiding the future generation and it
is necessary for all teachers. This spirit should be instilled in the students’ minds,
especially during art teaching. The performance of those students who excel in any
skills should be celebrated and displayed so as to obtain a generation that is productive,
diligent, and reliant on their work and themselves.

First Year

Art Education (three sessions per week)

I) _Drawing

a) Imaginative drawing

1. In order to give them the chance to draw what is in their minds, the students
should be able to draw of their own free will anything they have seen on their

way to school early in the morning, or any simple topic which they want to
express.

2. Story-telling: the story could be real or fictional (imaginary) The teacher
should draw their attention to not drawing anything which has a soul (spirit)

and pay attention to the level of perception of the students in all sets of
conditions.
b)  Drawing from memory
1. the pupils are asked to draw a simple real thing that they know or simple
things they have already looked at and the teacher asks each pupil to try to
draw what he can remember.

2. Each student is asked to draw what he can remember from his previous
drawings.
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NB: Imaginative drawing and drawing from memory go hand in hand; they could
be one issue.

Drawing tangible things, drawing living things
The following are brought into the class:

Fruits and vegetables.

Leaves or different flowers.
Objects: cup, bell, Ibrique.
Toys: cars, trains, aeroplanes.

Finger painting

The pupils use their fingers to express their minds freely. If paste paint is not
available, it can be prepared as follows:

Starch is prepared by cooking it until it is reasonably soft.

Powdered soap, such as Tide, is added to the soft starch in the proportion of one part
of powdered soap to 8 of starch.

Coloured make-up is added to the mixture. Each colour is added separately. The
amount of the coloured make-up depends on the depth of colour required.

The use of relatively thick and smooth paper is preferred.
The back surface of the paper is soaked before lying it on a wooden board.
A reasonable amount of the prepared past paint is placed on the surface of the paper

using a paintbrush. The pupil can then draw using his fingers or a card-comb. After
that, the paper is left to dry and, if possible, it is ironed.

II) _Handicraft/Manual Art

a)

Handicraft with clay and plasticine

1. It is left to the pupil to model what he thinks appropriate from fruits,
vegetables, houses, trees, flowers, alphabets or numerals.

2. The pupil could decorate his samples using matches or nails or different
coloured and sized beads.

NB: If the plasticine is dry it can be softened by using Vaseline which can be

found in pharmacies. This chemical imparts to the plasticine softness so it can be
utilised at any time.
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b)  Handicraft with paper
Coloured or uncoloured newspapers or magazines.
1. Itis left to the student to cut different shapes and affix them on the drawing paper.

2. The pupil is given the freedom to make different shapes through folding and cutting
and then he affixes them so as to produce decorative forms.

3. The class is decorated using coloured papers which are prepared by cutting and
folding.

III) Materials

Rough-surfaced white drawing paper, thick smooth-surfaced white drawing paper,
coloured shiny pastel paper, water- colour, liquid or powder paints, paintbrushes for
glue, paintbrushes for water-colour (different sizes), flue, starch (if it is not available it

is possible to use soft flour (zero)), wax or pastel crayons, coloured chalk, clay,
plasticine, a variety of beads, clips, matches, nails, wooden board.

Second Year

Art Education (three sessions per week)
I) Drawing
a) Imaginative drawing and drawing from memory
1. The same procedure is followed in the first year, except that more exciting and
thrilling topics, such as real or fictional stories which are suited to their
imagination, perception and circumstances at this stage are selected.
2. Some topics about the environment, such as holidays, the sea, the palm tree.

b) Drawing tangible things

The same procedure is followed as those of the first year, except that a variety of
examples are presented.

1. Flowers in a vase.

2. Fruits or vegetables in a dish.
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c¢) Simple decorative drawing
1. Free decorative drawing using small or large dots or lines.

2. The pupil is given the freedom to perform simple decoration from his own
imagination based on his previous drawing.

d)  Finger painting

The same procedure as those given in the first year.

II) Handicraft

a) Handicraft with clay and plasticine

The teacher follows the same procedure as those given in the first year, except that
a variety of examples are added.

b)  Handicraft with coloured and uncoloured paper

1. The pupil is given the freedom to cut different shapes and affix them on the
drawing paper.

2. It is left to the pupil to make different shapes by cutting and folding and then

repeating the same cutting and folding; this is then affixed on the drawing
paper to form decorative units in line with the pupil’s desire.

III) Materials

The same materials as those of the first year.

Third Year

Art Education (two periods per week)
I) Drawing
a) Imaginative drawing and drawing from memory
1. As outlined in the second year, exciting and thrilling events or real or fictional
stories that suit the imagination, perception, and the circumstances of the

pupils at this stage are selected.

2. Drawing from memory: it is required that the students should visit the fruit or
vegetable market or a park in advance. Then, the following day, the students
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3.

discuss the topic in the class with the teacher, each according to his personal
impression.

There are certain exciting scenes that students like to capture in art, for
example, shopping centre, markets, the sea the mountains and trees.

b)  Drawing tangible things

1.

The same procedure is followed as those mentioned in the second year, except
that a variety of examples are added.

Team work: at this stage, the students’ desire to participate with their
colleagues in the same class and their need to work together is paramount.
Thus, it is essential that the teacher should exploit this desire. For example,
each member of a group could draw parts of a picture and then their
production collected and affixed to cardboard or similar, so as to give a
complete picture.

¢) Simple decorative drawing

1.

Leaf-painting: The backs of leaves are painted with one colour of the water-
colours or other colours similar to that and then pressed onto the drawing
paper to leave a print. The process is repeated to build up the desired design.

Stamping using different things such as sponge, foam, pieces of wood and
different cartons with their lids.

It is possible to give an idea of free decoration by displaying a variety of
samples which depict Arabic calligraphy and the like. It is also a good idea to
display certain things which originate from the children’s surrounding, such as
embroidery or a piece of some other decorated thing, or some decorated plates.

It is also possible to exploit some previous drawing in the design of new
decorated shapes.

II) Handicraft

a) Handicraft with clay and plasticine

1.

the pupil is given the freedom to select a topic that he wants, such as those
mentioned in the second year.

An opportunity is offered to work in a team. Thus, the students are organised

in groups to make samples which reflect different topics such as a market,
school, playground.

b) Handicraft with coloured and uncoloured papers

1.

The same as those given in the second year’s curriculum

2. Collage: cutting out or tearing shapes or collecting things which the pupil

wants to express, be it natural scenery or forms which represent a plat such as

vi



<)

flowers, fruits, vegetables, or any decorative shapes, and then affix it on a
variety of papers.

Handicraft with sand

1.

An opportunity is offered to the pupils to express their ideas by constructing
different shapes of highlands or lowlands or mountains.

Model simple scenery from the environment by using local raw materials.
There are certain simple projects which suit the level of the students and their
artistic production such as visiting agricultural places; each student or group of
students produces one element of the project. For example, some students
specialise in constructing wells and canals from cardboard, others model palm
trees from fibres, and coloured paper. Others construct trees from twigs and

sponges which represent the leaves, and the then general shape is built from
sand and pebble.

II1) Materials

The same materials are used as those of the previous two years. The additional
materials for this year are cardboard and small scissors.

I)
a)

b)

Fourth Year

Art Education (two sessions per week)

Drawing

Imaginative drawing and drawing from memory

1.

2.

This is a detailed version of third year.

Give an easy idea and represent it simply. For example, how a floating boat,
undulation of sea, wind, gushing water, boiling, burning fire are represented.

Consideration of the link between art lessons and other subjects such as
history, geography, fundamentals of science and others.

Drawing tangible things

1.
2.

The procedures are the same as those of the third year.

Draw objects such as a vase placed at a dinner table and behind it curtains or
an open window or coloured wall. In this respect the importance of drawing
the attention of the pupil evident. The attention of the pupil should not only be
drawn to the vase but also to his surroundings.
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3. Fruits arranged in a fruit shop.
¢) Decorative drawing
1. This is a detailed version of the third year.
2. Introduce an element of free design of a decorative motif by the students, for

example, the use of the decorative motif in decorating a bracelet or necklace or
paper for shelves.

II) _Handicraft

a) Handicraft with clay and plasticine

1. The pupil is given the freedom to choose the topic and to do what he likes
doing.

2. Concerning team work, it is the same as in the third year.

3. Frame horizontal, vertical, quadrilateral or any other shape board. Then etch
any scene and make it visible by drilling or emptying.

b)  Handicraft of coloured and uncoloured paper
1. Detailed version of the third year.

2. Try to do a scene by means of phizaphysia.

Fifth Year

Art Education (two sessions per week)
I) Drawing
a) Imaginative drawing and drawing from memory

1. The pupil is given the freedom to express his ideas on any topic or scenery.

2. The procedure is the same as the third year except that more examples are
presented and these examples should be compatible with the level and
inclination of the pupil.

b)  Drawing tangible things
1. Draw objects as noted in the fourth year; for example, decorated plates of

different shapes, vase and of flowers. It is important that the attention of the
students is focused on the surroundings of what they are drawing.
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2.

3.

Draw things which are related to the circumstances of the student.

When using water-colour it is essential to train the student to use the
paintbrush directly, without first drawing the outlines in pencil.

¢) Decorative drawing

1.

Draw decorative shapes based on geometric shapes, e.g. whether
quadrilaterals, lines, circles.

Printing using motifs cur from potatoes or sponges or foam or a piece of wood,
or constructed with different cartons and their lids, using one colour or more.
The motifs can be distributed in a way that fulfils the desire of the pupil, under
the guidance of the teacher.

Empty some simple shapes on a paper and stamp it/stencil.

II) _Handicraft
a) Handicraft with clay

1.

3.

Detailed version of the fourth year. The additional parts should be compatible
with the ability of each student according to their circumstances.

Manifest in order to decorate what the student tries to manufacture, whenever
it is possible.

If possible, try to make moulds from gypsum for certain shapes or plates.

b)  Handicraft with cardboard

1.

The way to colour white paper using soft starch and water-colour is explained.

An extension of this technique is marbling card, decorated in this way. This
can be utilised for packaging.

Simple packaging and binding, such as making an exercise book, notebook or
office drawer.

NB: In order to take care of the magazines, if possible, the students can make a
cover for them and they can also decorate the covering in a way they like.

3.

School announcements, explanatory pictures, certain signals and decoration of
clothes and curtains.

¢) Carpentry

1.

2.

Explanation and training on how to use hammer, club-hammer, files, set-
square, pliers, block plane.

Making very simple things which could be of a value to the student in his
home or school, such as plates and baskets which can be made from wood,
wire, hardboard, tree branches, parts of the palm tree and other local raw
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material. The student can also perform simple tasks such as weaving, carpet
and rug laying; the latter can be on rubber or a panel of wood. The tasks in
these areas can progress from the easy to the more difficult.

III) Materials
In addition to the materials of the fourth year, paint colour, thick and thin wires, pliers,

block plane, screw, hammer, nails, fabric scissors, wrapping paper, hardboard, yellow
carton, sander, different types of threads.

Sixth Year

Art Education (two sessions per week)

I) Drawing
a) Imaginative drawing and drawing from memory

1. The procedure is the same as noted in the fifth year, except that more topics
are selected. The selected topics should be compatible with the aptitude,
creativity, comprehension and circumstances of the students.

2. The teacher describes certain plates, kitchen-ware, dress, weapons, or any

other artefact in current use or from past cultures, and asks the student to draw
what has been described.

3. The students are given the freedom to express whatever comes to their mind.
b) Drawing tangible things

1. Detailed version of the fifth year.

2. The students are given the freedom to select any shape they like.

3. Encourage the students to inspect a proper work of art by showing them real
examples or reproductions, and inspiring them to compare, express and to feel
its aesthetic values.

¢) Decorative drawing

1. Detailed version of the fifth year.

2. Design a simple decorative motif which can be used to decorate local
handicrafts.

3. Make decorative shapes, designed by the student, from geometrical units or
from fruits or vegetables or flowers.
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4. If possible, decorate certain clothes or a curtain or book cover.

II) _Handicraft

a) Handicraft with clay or gypsum

1. The same as those mentioned in the fifth year, except that a wider variety and
more examples are added, according to aptitude and capability.

2. Make a sample from clay and pour the gypsum on it in order to make a mould
which could be used for casting. Paint the finished cast; fruit, vegetables or
different scenes could be moulded.

b)  Handicraft with cardboard

The same as those noted in the fifth year, except in more detail and covering a
wider variety of topics.

c¢) Carpentry
1. A detailed version of the fifth year.
2. Teach the students to use certain tools such as saw, chisel.

3. Make different and simple samples such as a simple ruler, key carrier, store for

clothes, frames for photographs or any other suitable item which comes to
mind.

d) Binding

Train the student to do simple binding on a frame made of wood.

c) Weave

Train the student to do simple weaving on a frame of wood which is made by the
student.

III) Materials

In addition to the material of the fifth year, wooden frame for binding, scissors, Stanley
knife, carton, chisel.
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APPENDIX 2

QUESTIONNAIRES

1. TEACHERS’ ATTITUDE QUESTIONNAIRE (FIRST DRAFT)
2. TEACHERS’ ATTITUDE QUESTIONNAIRE (FINAL DRAFT)
3. TEACHERS’ ATTITUDE QUESTIONNAIRE (ARABIC VERSION)
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Dear

The following statements are for a questionnaire through which the researcher aims to
survey perceptions of the Art Education curriculum for elementary schools in Saudi

Arabia. Your opinion on its suitability and clarity would be much appreciated.

For each item, would you please consider whether it is understandable and relevant for
the purpose, then indicate your opinion by ticking (v') the appropriate column. Tick
appropriate if you think the item is clear and relevant and can be used in its present

form.

Tick needs change if you think the item is relevant, but should be rephrased to make it
more clear.

Tick omit if you think the item is not relevant.

If you have any comments about particular items (e.g. suggested changes). you can

write them in the space provided at the end of the questionnaire.
Thank you very much for your help.

Yours sincerely

FOUAD MOUGHARBEL

11 Thornbridge Close
HULL

HU9 4TQ

Telephone: (01482) 789004
Mobile: 046 891 4123
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OBJECTIVES

Please answer with respeet to the otlicial published currviculum:

Appro- Needs
priate change

» Omit

1. [ teel the ofticial art education curriculum takss into
consideration pupils’ interests and abilities.

2. [feel there is a lack of linkage in the official art
education curriculum, between art education and
other subjects.

5. [ think the ofticial art education curriculum gives me

a clear understanding of how to motivate pupils to
learn.

4. From my experience, the objectives of the official art
education curriculum are, to some degree, not
specified clearly.

W

[ think that through the otticial art education
curriculum, pupils can develop skills that are useful
in real life.

6. 1 feel the official art education curriculum
discourages pupils’ initiative.

7. Itis my impression that the official art education
curriculum does not encourage creativity,

8. The official art education curriculum. in my opinion.
is more concerned with developing skills than
imparting knowledge.

9. The official art education curriculum. in my
understanding. is designed to reinforce religious
values and social traditions.

10. The official art education curriculum helps me to
develop pupils’ aesthetic awareness.

xxiv



CONTENT

Please answer with respect to the ofticial published curriculum:

Appro-
priate

Needs

change

Omit |

[ think art education content focuses on the practical
aspects (skills) only.

2. [ see the content of art education as being related to
the pupils’ daily life.

3. The curriculum content does not seem to be
concerned with the quality of work produced.

4. Idon't think art education content places special
emphasis on imagination.

5. From my experience, art education content is
organised according to the cognitive development of
pupils (simple to complex).

6. [ think art education content is not concerned with
theory.

7. In my view, art education content, to some extent, is
designed generally and ignores the details (such as
drawing local environment in one semester).

8. I feel art education content does not encourage
sufficient use of media and teaching aids.

9. Ithink art education content is not adequate to meet
pupils’ needs for learning and developing.

10. [ don’t think art education content reflects the latest

developments in art education experience in other
cultures.

- XxXv




TEACHING METHOD

Please answer with resoect to teaching methods in the official published curriculum:

Appro- | Needs Omit |
priate change |
1. The published art education curriculum leaves
teaching methods to the teacher’s discretion.
2. Irely on the principle of “chalk and talk” in my
teaching.
3. Tuse varied teaching aids in my teaching methods.
4. The teaching methods used in art education give
children chance to express themselves freely.
5. Tfind it difficult to work in an integrated (individual
and group) way.
6. 1encourage pupils to use colour to make what they
do realistic.
7. In my teaching, I concentrate on inculcating skills.
8. Itry my best to avoid stereotypes in teaching art.
9. Itry to maintain an informal relationship between
myself and my pupils, to make art education
enjoyable.
10.

Pupils have no ability to choose topics, so [ always
guide them.
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EVALUATION

When teachers evaluate children’s work:

Appro- Needs Omit |

priate change
1. They should give equal emphasis to skills and
information.
2. It's best to use national criteria in evaluating
children’s work.
3. Evaluation should be based on individually-

developed criteria for each pupil.

4. Comparison between earlier and later work of each
pupil is the best criterion for evaluation.

5. Comparison of a pupil’s work with those of his
classmates is a useful method of evaluation.

6. [ don't think evaluation should be conducted to

grade children, but to help them to overcome their
difficulties.

7. Evaluation seeks to identity qualities and skills in
children’s work.

8. There are no clear assessment criteria in the
evaluation process.

9. It would be appropriate to replace the traditional
examination with continuous assessment, for art
education.

xxvii



General Information

To help the researcher classify your answers and to make his statistical comparisons,

could you please provide the following information.

How long have you been teaching art?

.........................................................

What is your qualification?

.......................................................................

Have you attended any in-service training course inart? .................coooin.

Do you practise art outside school time? (If so, what kind?)

.........................................................................................................

.....................................................................

.........................................................................................................
.........................................................................................................
.........................................................................................................
.........................................................................................................
.........................................................................................................

.........................................................................................................

Would you kindly make sure that you have responded to all questionnaire items.

Thank you for your help.
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Dear

This survey, with your help, aims to evaluate art education as it is currently practised in

primary schools in Saudi Arabia and to identify ways in which that cducation could be

improved.

You have been contacted as one of the experts in this field; your views will help

enormously in the future development of art education in the Kingdom. For this purpose, |

enclose this questionnaire for you to complete.

Completing the Questionnaire

To complete the questionnaire, four choices are available.
Please tick under:

SA  if you strongly agree with the statement

A if you agree with the statement

D if you disagree with the statement

SD  if you strongly disagree with the statement

Thank you very much for your great help

Yours Sincerely

xxix




OBJECTIVES .- “: "> %7 _ .

SA

SD

[ feel the official art education curriculum takes into
consideration pupils’ interests and abilities.

o

[ feel there is a lack of linkage in the official art
education curriculum, between art education and
other subjects.

[ think the official art education curriculum gives me
a clear understanding of how to motivate pupils to
learn.

From my experience, the objectives of the official art
education curriculum are, to some degree, not
specified clearly.

I think that through the official art education
curriculum, pupils can develop skills that are useful
in real life.

I feel the official art education curriculum
discourages pupils’ initiative.

It is my impression that the official art education
curriculum does not encourage creativity.

The official art education curriculum, in my opinion,
is more concerned with developing skills than
imparting knowledge.

The official art education curriculum, in my
understanding, is designed to reinforce religious
values and social traditions.

10.

The official art education curriculum helps me to
develop pupils’ aesthetic awareness.
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CONTENT

SA

SD

Some teachers think art education content focuses on
the practical aspects (skills) only.

2. I see the content of art education as being related to
the pupils’ daily life.

3. The curriculum content does not seem to be
concerned with the quality of work produced.

4. Art education content places special emphasis on
pupils’ imagination.

5. From my experience, art education content is
organised according to the cognitive development of
pupils (simple to complex).

6. Iwould like to see more emphasis on theory in the art
education curriculum.

7. Teachers need more detailed guidance on how to
implement the curriculum content.

8. I feel art education content does not encourage
sufficient use of media and teaching aids.

9. Ithink art education content is not adequate to meet
pupils’ needs for learning and developing.

10. [ don’t think art education content reflects the latest

developments in art education experience in other
cultures.
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TEACHING METHODS -

——————— b — " e——

=

SA

SD

[ feel the choice of teaching methods is a matter for
my own discretion.

I rely on the principle of “chalk and talk” in my
teaching.

[ think it is necessary to use varied teaching aids in
order to deliver the curriculum effectively.

The teaching methods used in art education give
children chance to express themselves freely.

I find it difficult to work in an integrated (individual
and group) way.

I encourage pupils to use colour to make what they
do realistic.

In my teaching, I concentrate on inculcating skills.

[ try my best to avoid stereotypes in teaching art.

[ try to maintain an informal relationship between
myself and my pupils, to make art education
enjoyable.

10.

Pupils have no ability to choose topics, so I always

guide them.
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EVALUATION - —- -

R P ’ i .

SA

SD

. They should give equal emphasis to skills and
information.

. It’s best to use national criteria in evaluating
children’s work.

. Evaluation should be based on individually-
developed criteria for each pupil.

. Comparison between earlier and later work of each
pupil is the best criterion for evaluation.

. Comparison of a pupil's work with those of his
classmates is a useful method of evaluation.

. Idon’t think evaluation should be conducted to

grade children, but to help them to overcome their
difficulties.

. Evaluation seeks to identify qualities and skills in
children’s work.

. There are no clear assessment criteria in the

evaluation process.

. It would be appropriate to replace the traditional
examination with continuous assessment, for art
education.
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General Information

To help the researcher classify your answers and to make his statistical comparisons,

could you please provide the following information.

How long have you been teaching art? ..........coooviiiiiiiiiiiiiiieierneeeeaens
What is your qualification? ...... ...
Have you attended any in-service training course in art? ............cooevevivinineininennnenn,
Do you practise art outside school time? (If so, what kind?) ..............ccoeeiiiininnnnnn.
Any comments or suggestions: ........ evreenenes PP

Would you kindly make sure that you have responded to all questionnaire items.

Thank you for your help.
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APPENDIX 3

PARENTS’ INTERVIEW

INTERVIEW FORM FOR PARENTS

(ENGLISH AND ARABIC VERSIONS)
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M{irents' Interview — .

o

What idea or impression do you have about your child’s study in art lessons?

Can you explain whether or not your child leamns through art lessons?

Do you have any coatact with your child’s teachers?

How would you rate the value of art lessons compared with other school lessons?

Do you feel that the art lesson is about history, environment, compared with other

subjects.

Are you concemed when your child spends time on art at home, and why?

Do you have any suggestion to improve this subject to make it like other subjects for

students’ knowledge?
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APPENDIX 4

CLASSROOM OBSERVATION CHECKLIST

(ENGLISH AND ARABIC VERSIONS)
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Table 4.2

THE CLASSROOM OBSERVATION - NEW YERSION

Name of teacher

........................................... No. of pupils

.........................................................

Age range

........................

Information conveyed concerning all aspects of art education required by the
official curriculum, e.g.

a) Painting

b) Drawing

c) Designing

d) Print making

e) Clay work
f) Fabric

g) Collage

2. Practical exercises given:
a) Using wood

b) Mixing colour: 1. Crayons 2. Water colours 3. Oil pastels
4. Chalk pastels 5. Acrylic

¢) Using space

d) Using lines

3. Task explained:
a) Introduction

b) Demonstration

¢) Conclusion

4. Problem-solving is used:
a) Developing abilitv

b) Using different materials

¢) Using different techniques, in practical work control of tools

5. Artactivities reflect the community tradition, such as:
a) Clothes

b) Buildings

c) Mosque

d) Food

¢) Pattems

6. Artactivities involve cultural symbols:
a) National flag

b) Mariage celebration

c) Eestivals

d) Work of famous artists

¢) Landscape

xlv
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7. Lesson objectives are achieved:

a) Cognitive (knowledge)

T

b) Practical (technical skills)

c) Affective (emotional response)

8. Teacher gives attention to:
a) Individuals

b) Groups

9. Group activities seen in the classroom.

10. Information about art:

a) Generally (knowledge of different kinds of art and development of visual
literacy).

b) Specifically (knowledge about world-wide work of influential artists).

11, Teacher focuses on inculcating artistic skills:
a) [ldng lines

b) Shade and light

c) Colour mixing

d) Using space

e) Using the dimensions

f) Contrast, e.g. white and black ‘

g) How to handle the brush

h) How to handle the pencil

i) How to handle scissors

1 Wood carving

k) Paper carving

1) Copper carving

m) Zinc carving

n) Clay modelling

12.

Children shown how to use artistic tools properly:
a) Individuallv

b) Whole class

13. Art activities linked explicitly with other subjects:
. a) Raining (links to geography)

b) Drawing numbers (maths)

c) Shaping letters (languages)

d) Drawing food, plants (science)

¢) Drawing historical figures (history)
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APPENDIX 5

STUDENTS’ WORKS
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PUPILS®' WORK

Most educators in art education agree that there are no certain criteria to evaluate

children’s work, but they have suggested some criteria to help teachers to mark children's
work.

1 There is evidence of artistic models, such as gardens, artificial flowers.

2 | The child shows an attitude of confidence and purpose in his E}/ork.

The child’s work shows lack of experience (things not related to each
other).

(7S

There is no evidence of imagination.

There is good use of colour.

The work is neat and clean.

There is evidence of technical skills.

W N[ A|{wnw |~

The child’s work shows the relative sizes without much consideration
of the visual appearance (the man is taller than the chair).

The child changes the size of the object to fit the space remaining after
the first form has been placed.

10 | The work is two-dimensional (i.e. there is no sense of depth).

11 | Distance between objects is not fully recognised.

12 | The child’s work reflects his feelings towards the object concerned.
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APPENDIX 6

OFFICIAL DOCUMENTS

LETTER FROM COLLEGE OF TEACHERS, MADINA, REGARDING
TRANSLATION OF QUESITONNAIRE, INTERVIEW, CLASSROOM OBSERVATION
CHECKLIST, AND PUPILS’ WORK EVALUATION CRITERIA.

LETTER FROM AL MADINA G. DIRECTORATE OF EDUCATION, REGARDING
TRANSLATION OF QUESTIONNAIRE, INTERVIEW, CLASSROOM OBSERVATION
CHECKLIST, AND PUPILS’ WORK EVALUATION CRITERA.

LETTER FROM THE ISLAMIC UNIVERSITY, MADINA, REGARDING

TRANSLATION OF QUESTIONNAIRE, INTERVIEW, CLASSROOM OBSERVATION
CHECKLIST, AND PUPILS’ WORK EVALUATION CRITERIA (ARABIC VERSION).
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To Whom It May Concern

This is to certify that all the enclosed papers which consist a
questionnaire about the content, objectives, teaching methods and
evaluation, in addition to the parents interview and the pupil’s work
sheets; presented by Mr. Fouad T. Mougharbel; were translated into
Arabic upon the approval of the English Language Dept. at our college.

Please do not hesitate to contact us for any further questions

inquires. y

Dean, Al-Maginah Teachers College
\"V é:

h D. Mimar
P.O. Box: 1343
Madinah
Saudi Arabia
Fax:00966-4-8401680
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Kingdom of Saudi Arabia

Ministry of Education

Al-Madina G. Directorate of Education
Academic Affairs- Ed. Supervision
English Language Department
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Certificate
To whom it may concern

Through studying the articles of the research presented by
the researcher Mr. Fuad Taha Migharbel concerning
“Education of the Art’s syllabuses” as applicated in the Kingdom
of Saudi Arabia, and restricting possible means through which
we can develop such syllabuses . these articles contain four
guestionnaires as follows :
1- A questionnaire directed to Arts’ teachers concerning Arts’

syllabus and its role in building up the pupils’ character.

2- A questionnaire concerning evaluation of pupils’ work.
3- A questionnaire Of a meeting with parents .
4- A questionnaire of observation inside the classroom .

These questionnaires submitted by Mr. Faud T. Migharbel to
be used in his Ph. D. research field in Education in general and
Arts’ Education in particular .

They were found to be technically accurate and honest in
both contents , language and translation and accordingly this
certificate was signed and issued .

Thanks
General Director of Eduga%on

e ——

Bahjat M. Junaid
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