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Foreword

Dear readers, 

This special edition of the Croatian Journal of Education presents scientific 
papers from the second international Artistic and Scientific Conference on Arts and 
Creativity in Education (ACE Zagreb), held online on 18 and 19 October in Zagreb.                                                                                                                                      
The conference was co-organised by the Faculty of Teacher Education of the University 
of Zagreb in partnership with the Museum of Arts and Crafts, Academy of Fine arts, 
Academy of Dramatic arts, Music Academy and the School of Applied Arts and Design. 
It was an opportunity to reflect on the arts in lifelong education from diverse perspectives 
of artists, scientists, professors, teachers, preschool teachers, postgraduate students and 
students of specialised studies. 

The comprehensiveness and quality of the Conference was contributed to by 160 
speakers from Canada, Slovenia, Switzerland, the USA, the UK, Italy, Greece, Spain, 
Taiwan and Croatia, who introduced themselves throughout the conference with their 
works, among which it was extremely difficult to choose a limited number for this special 
issue of the Journal.  

The central topic of the conference, Lifelong Education in Art, was reflected in the 
myriad and breadth of approaches to art as a complex creation comprising diverse 
artistic expression, from fine art, dance, music, to dramatic arts and literature, which 
the published papers exemplify so well.

The authors of these papers leave a trace of a contemporary level of reflection on art 
in lifelong education through scientific research entailing multiple methodologies and 
themes for future consideration and innovative scientific research in the arts field. 

 Guest editor of the special issue
 Marijana Županić Benić, 
 Faculty of Teacher Education, 
 University of Zagreb 
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Uvodnik

Poštovane čitateljice i poštovani čitatelji, 

u ovom specijalnom izdanju Hrvatskog časopisa za odgoj i obrazovanje nalaze se 
znanstveni radovi s 2. međunarodne umjetničko - znanstvene konferencije „Arts and 
Creativity in Education”, ACE Zagreb 2020 održane u online formatu od 18. do 19. 
listopada 2020. godine u Zagrebu. Konferencija je održana u suorganizaciji Učiteljskog 
fakulteta u Zagrebu i Muzeja za umjetnost i obrt, Akademije likovnih umjetnosti, 
Akademije dramskih umjetnosti, Muzičke akademije i Škole primijenjene umjetnosti 
i dizajna. Bila je to prilika za sagledavanje umjetnosti u cjeloživotnom obrazovanju 
iz različitih perspektiva od umjetnika, znanstvenika, nastavnika, učitelja, odgojitelja, 
pedagoga, studenata poslijediplomskih doktorskih i specijalističkih studija. Sadržajnosti 
i kvaliteti konferencije pridonijelo je 160 sudionika iz Kanade, Slovenije, Švicarske, 
Sjedinjenih Američkih Država, Ujedinjenog Kraljevstva, Italije, Irana, Grčke, Španjolske, 
Tajvana i Hrvatske koji su se tijekom konferencije predstavili radovima među kojima 
je bilo iznimno teško izabrati ograničen broj radova za ovaj specijalni broj Hrvatskog 
časopisa za odgoj i obrazovanje.

Središnja tema konferenciji „Cjeloživotno obrazovanje u umjetničkom području“ 
odrazila se u različitosti i bogatstvu pristupa umjetnosti kao kompleksnoj tvorevini koja 
objedinjuje različite umjetničke izraze od likovnosti, plesa, glazbe, drame i književnosti, 
a što je i vidljivo u znanstvenim radovima objavljenih u ovom broju. 

Autori objavljenih radova u ovom broju ostavljaju trag recentne razine promišljanja 
umjetnosti u cjeloživotnom obrazovanju kroz znanstvena istraživanja kojima otvaraju 
prostor, prikazujući različite metodologije i teme, za daljnja promišljanja te oblikovanje 
budućih znanstvenih istraživanja u umjetničkom području. 

 Gostujuća urednica specijalnoga izdanja
 Marijana Županić Benić
 Sveučilište u Zagrebu
 Učiteljski fakultet
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Student Teachers’ Opinion 
Regarding Personal 

Competencies for Teaching the 
Music Culture Class in Primary 

Education
Tamara Jurkić Sviben1, Biljana Jeremić2 and Ivana Paula Gortan-Carlin3

1Faculty of Teacher Education, University of Zagreb
2Faculty of Education in Sombor, University of Novi Sad

3Department of Educational Sciences, Juraj Dobrila University in Pula 

Abstract
Teacher education studies are enrolled by the students who passed the state graduation 
exam and have diverse general education. Based on the analysis of the enrolled students 
in the past decade and their knowledge on basic music literacy, it can be concluded that 
there is a small number of students who were introduced to the fundamental musical 
literacy as well as any type of music performance. The aim of this work was to show the 
final-year student teachers' opinion regarding the gained knowledge and skills for the 
realization of the Music Culture subject content. The research sample comprises Faculties 
of Teacher Education from Croatia and Serbia (N=320). The results are somewhat 
showing that most of the students do not consider themselves trained enough to perform 
a to teach the content of the Music Culture class. The results could also be interpreted by 
insufficient general music education teaching hours in general education curriculum as 
well as insufficient hours of music class in the study programs of the teacher faculties. The 
mentioned points out to the need for lifelong teacher education in the field of music and 
the revision of study programs of teacher education faculties. It is also possible to think 
about the establishment of a music specialization studies for music training of primary 
education teachers so that future teachers could increase their music competencies for 
teaching the Music Culture subject content. 

Key words: methodology of music teaching; musical abilities; music art; musical 
literacy.

Croatian Journal of Education
Vol.23; Sp.Ed.No.2/2021, pages:11-32

Original research paper
Paper submitted: 1st February 2021

Paper accepted: 21st September 2021 
https://doi.org/10.15516/cje.v23i0.4342
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Introduction
The learning objective of Music lessons in primary school is the acquisition of certain 

basic knowledge and skills in the field of music. The education of future primary 
education teachers implies, among other things, the adoption of knowledge in the field 
of music that will be applied in working with primary education students. “All people 
are able to create sound, to create practical and theoretical rules according to which 
sound is organized, the use of sounds in a very specific way within a defined cultural 
framework” (Dobrota & Blašković, 2014, p.302). In this context, it seems logical to 
conclude that structured music and music-related activities, such as those taught in 
Music lessons at a young school age, are in fact only the foundation and a structured 
context to realize the already innate human abilities. “In primary school, every student 
should be given the opportunity to develop music skills, given that every child has 
a certain level of such skills that need to be developed and nurtured” (Jeremić & 
Stanković, 2019, p.8). Properly organized learning process is of particular importance 
in shaping a child’s attitude towards art as well as for developing music skills, whereby 
every teaching process, including music, is directly and indirectly conditioned by a 
complex combination of objective and subjective factors (Škiljević, 2016). 

Learning material taught as part of Music lessons has changed over time; however, a 
well-educated and “dedicated teacher has always been required to teach these lessons. 
The teacher is an important link in the acquisition of students’ knowledge and shaping 
the quality of the learning process” (Jeremić, 2018, p. 20). Teachers are, after their parents, 
the most influential people in the early period of development of music skills because 
their music teaching activities contribute not only to the development of music skills 
but also taste in music and the formation of music and aesthetic values. Music lessons 
in primary education are taught by primary education teachers and the quality of the 
teaching process depends on the initial music education at teacher education faculties. 
“Primary education teachers should acquire competencies to perform the following 
activities: singing, playing (percussion and playing an instrument to accompany 
singing (either-or: synthesizer, piano, guitar, accordion), listening to music, musical 
creativity and musical games” (Šulentić-Begić 2013, p.252). The main predisposition 
of future teachers for the successful acquisition of music knowledge and skills and the 
performance of musical activities is the basic musicality, which includes the ability 
to memorize melody and rhythm and their reproduction. Initial music skills are not 
assessed when enrolling in the majority of Teacher Education Faculties in Croatia 
and Serbia; only within the last 5 years have such assessments been undertaken when 
enrolling in the Teacher Education Program of the University of Zagreb (Zagreb, 
Čakovec, Petrinja) without an elimination factor.

The question arises whether the subjects at the faculties that educate future teachers 
are sufficient to acquire these competencies. The analysis of the existing curricula at 
the faculties for teacher education in Croatia and Serbia for the purposes of this paper 
was conducted by using the method of comparative analysis of available data (lectures 
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and curricula in Croatia: RP-USGS (2020), OP-USRI (2020), NP -USPU (2020), NPTJ-
USPU (2020), RP-USUFZG (2020) and Serbia: FPNJ-OAS and MAS (2014), PFUŽ-
OAS and MAS. (2019), PEFSO-OAS and MAS (2013), PEFV-OAS and MAS (2014).1

  Future teachers are educated at teacher education faculties in theoretical and practical 
courses. The faculties are state-run, and teaching is in standard Croatian or Serbian 
language, depending on the country (Croatia or Serbia). In Serbia, there are also private 
teacher education faculties, and in Subotica there is also a faculty where lessons are held 
in Hungarian, while in Croatia, in Pula, there is also a program of teacher education 
in Italian. There are compulsory and elective courses in the study programs. Learning 
material for the course Music Culture in Croatia and Music Lessons in Serbia at the 
teacher education faculties that were the subject of analysis in this paper are focused 
on course objectives and learning outcomes. It is possible to divide them into three 
groups based on the course content that focuses on learning outcomes:

1 Acquisition of knowledge in the field of music theory (compulsory) and mastering 
the skill of playing a melodic instrument with keys: Music Culture (Gospić, Pula, 
Rijeka, Zagreb), Musical notation (Rijeka and Pula), Basics of music theory 
(Gospić), Croatian traditional music (Gospić), Music practicum (Gospić, Rijeka, 
Zagreb) and Playing music (Rijeka, Pula). In Serbia, the following courses have 
such curricula: Vocal and instrumental music education (Jagodina, Užice, Vranje), 
Basics of music theory (Sombor) and Practicum of music instruction (Užice).

2 Acquisition of knowledge in the field of music instruction methodology 
(compulsory): Music instruction methods (during three semesters in Gospić, Pula 
and Zagreb, and during two semesters, but with more course hours in Rijeka) 
with methodological exercises in Croatia, and Music culture methodology 1 
and 2 and the Methodology practicum for Music culture in Serbia.

Acquisition of additional knowledge and skills in the field of music is offered 
through elective courses. In Croatia, these are courses such as Folk Music (Rijeka), 
Choral Singing (Zagreb and Gospić), Instrumental Education-Piano, Group Music 
playing, Musical Animation, Voice projection, Rhythm and Hearing Practice and 
Skladboglasje (Zagreb), while in Pula such elective music courses are not provided 

1 RP-USGS (2020) - List of lectures for the 2020/2021 academic year. Integrated University Undergraduate 
and Graduate Studies - Teacher Education, Department of Teacher Education in Gospić, University of Za-
dar; OP-USRI (2020) - Course descriptions for the 2020/2021 academic year. Integrated undergraduate and 
graduate University Teacher Study, University of Rijeka; NP-USPU (2020) - The Curriculum - Integrated un-
dergraduate and graduate University Teacher Study. Faculty of Education, Juraj Dobrila University of Pula; 
NPTJ-USPU (2020) - The Curriculum - Integrated undergraduate and graduate University Teacher Study in 
Italian. Faculty of Education, Juraj Dobrila University of Pula; RP-USUFZG (2020) - List of lectures at the Fac-
ulty of Teacher Education, University of Zagreb for the 2020/2021 academic year; FPNJ-OAS and MAS (2014) 
- Faculty of Pedagogical Sciences in Jagodina, Basic Academic Studies and Master of Academic Studies; PFUŽ-
OAS and MAS (2019) - Faculty of Pedagogy, Užice Basic academic studies and master’s academic studies; PEF-
SO-OAS and MAS (2013) - Faculty of Pedagogy Sombor Basic academic studies and master’s academic studies; 
PEFV-OAS and MAS (2014) Faculty of Pedagogy Vranje Basic academic studies and master’s academic studies.
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for future teachers. In Serbia, they are offered as elective courses Music forms, History 
of music, Vocal technique and Music playing (Choir and Orchestra 1, 2, 3, 4, at all. 
faculties); Analysis of musical form; Music culture in older grades of primary school; 
Methodology of music literacy (Jagodina), Fundamentals of music literacy (Užice), 
Analysis of a piece of music, Children’s musical instruments and Methodology of 
music culture in subject teaching (Užice).

Teacher education in Croatia is in the form of a five-year integrated study program, 
and in Serbia it lasts for four years, with an additional year of possible postgraduate 
(masters) study only for those students who wish to enroll it (usually five students 
per year). Classes take the form of lectures, exercises and seminar papers. Sequence 
of music education courses at teacher education faculties in Croatia - Gospić, Pula, 
Rijeka, Zagreb (included in this research), but also Osijek, Zadar, Split, Petrinja, Čakovec, 
Slavonski Brod (not included in this research) and Serbia (Sombor, Užice, Jagodina 
and Vranje and Belgrade, which is not included in the research – begin with getting 
students acquainted with music theory, i.e., the acquisition of basic music literacy and 
the acquisition of playing skills in the first years of study (Rijeka, Pula and Gospić-
Croatia, and Jagodina and Užice-Serbia and in the second year of study in Zagreb-
Croatia, and Sombor and Vranje-Serbia).

Students get acquainted with the Music Culture Methodology in the third and 
fourth year in both countries through compulsory practical classes in the form of 
methodological exercises in grammar schools. Competences required to teach the 
subject Music Culture are acquired by students in compulsory courses because not all 
students attend elective courses. The schedule of compulsory and elective courses varies 
from faculty to faculty and the courses are usually one-semester long. At all faculties, 
courses from the group of subjects that allow students to acquire knowledge in the 
field of music theory, playing skills and teaching methodology are mandatory, which 
is good, but in terms of number of lessons, these are insufficient to acquire musical 
skills. In Croatia, students have to master the sheet music during one semester (15 
weeks), while playing practice varies from study program to study program, lasting 
from two to five semesters. Students in Serbia should also master the sheet music 
in 15 weeks (Sombor), but also learn to play the selected melodic instrument with 
keys, except for Jagodina, where two semesters are planned for this, which is a larger 
number of course hours. Insight into the course programs shows that some faculties 
(Zagreb in Croatia and Užice in Serbia) have many elective courses, but the elective 
status of the course does not guarantee all students a uniformly stronger acquisition 
of competencies in the field of music.

The analysis of course programs showed that the total number of course hours for 
music lessons is uneven and different, which does not support the fact that approximately 
the same and uniform acquisition of knowledge and skills of future teachers is needed. 
Insight into the contents of compulsory courses shows that they are aimed at acquiring 
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competencies from the offered subjects, but the planned course hours in some programs 
are certainly not enough to teach students how to properly master apparent musical 
literacy (reading musical notes and/or playing a melodic instrument with keys even 
in the basic key). At all faculties, Music Culture Methodology is taught during at least 
two semesters and the outcomes of the course are focused on acquiring knowledge in 
the field of methodological procedures of listening, performing music and children’s 
music creation. These knowledge and skills are acquired over a relatively small number 
of course hours, and students feel quite insecure in practical classes. In order to 
achieve uniform final competencies, it would be extremely important and necessary 
to align music courses and contents at all faculties based on the possibilities of course 
programs and to introduce two-semester or multi-semester subjects since more time 
is needed to acquire these basic music skills (e.g., Music practicum in Zagreb lasts 
4 semesters, in Rijeka even five, while in Serbia it lasts two semesters). Moreover, in 
order to provide better quality of music courses and due to the need for an individual 
approach to practicing and acquiring playing and singing skills, the question arises 
as to what the optimum number of students in the exercise lessons is because music 
courses are organized in the form of group lessons, and the number of students and 
groups vary depending on the organizational capabilities of the faculty - from 10 to 
25 students per group. These differences have long indicated that it is desirable for 
teacher education faculties to conduct a comparative analysis of their curricula with 
the aim of unifying them (Zlatković & Petrović, 2011), which was one of the motives 
for this joint research between the two countries, Croatia and Serbia.

Based on the above and based on the pedagogical experience of the authors of this 
paper, it is possible to conclude that it is necessary to reorganize music lessons in 
order to improve musical competencies of future teachers. “The foundation for the 
professional competence of teachers is laid during initial education, although professional 
qualifications continue to develop through internships, continuous teaching practice 
and lifelong professional development” (Gortan-Carlin & Močinić, 2017, p.512).

Many authors have studies the issue of music education and musical competencies 
of future primary education teachers and the difficulties that students encounter 
during their studies in order to acquire musical knowledge and skills (Dobrota, 2016; 
Gortan-Carlin & Močinić, 2017; Šulentić Begić, 2016; Šulentić Begić & Begić, 2015).

For most students at teacher education faculties, music and music activities are a 
challenge because it is a process of mastering musical psychomotor skills that require 
a longer period of time and continuous effort, regardless of prior knowledge (skills 
of playing a melodic instrument, singing and listening, and competencies needed to 
teach music).

Faculties in Croatia and Serbia that run a program for future primary education 
teachers to acquire basic music competencies have different course hours and different 
music courses within their study programs.
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Tables 1 and 2 show a comparison of courses regarding the course hours and type 
of lectures in which students acquire musical competencies to work as primary school 
teachers in Croatia and Serbia.

Table 1 shows the courses with the corresponding course hours that are taught at 
three faculties (Zagreb - University of Zagreb, Rijeka - University of Rijeka and Pula 
- Juraj Dobrila University in Pula) at three different Croatian universities and one 
Department of Teacher Education (Gospić - University of Zadar), where students 
were interviewed for the purposes of this research. 

Table 1

Overview of compulsory and elective music courses at teacher education faculties in Croatia

SEMESTER GOSPIĆ HOURS PULA HOURS RIJEKA HOURS ZAGREB HOURS

1. Choral singing 1 (I) 15P & 15V Music 
notation (O)

15P* & 
15V**

Choral 
singing 1 (I)

15P & 15 V

2. Croatian traditional 
music (O)
Choral singing 2 (I)

15P & 15V

15P & 15V

Music 
Culture (O)

15P & 15S Music 
practicum 
1 (O)

15V Choral 
singing 2 (I)

15P & 15 V

3. Basics of music 
theory (O)
Choral
singing 3 (I)

30P & 15V

15P & 15V

Music 
writing and 
playing (O)

30P & 15V Music 
practicum 
2 (O)

15V Music 
Culture 1 (O)

Music 
practicum 
1 (O)

Choral 
singing 3 (I)

15P & 15 V

15 V

15P & 15 V

4. Music Culture (O)

Choral singing 4 (I)

30P & 15S***

15P & 15V

Playing 
1. (O)

30V Music Culture 
(O)

Music 
practicum 
3 (O)

45P & 15S

15V

Music 
Culture 2 (O)

Music 
practicum 
2 (O)

Choral 
singing 4 (I)

15P & 15V

15V

15P & 15 V

5. Music practicum 
1 – guitar (O)
or
Music practicum 
1 – piano (O)

Choral singing 5 (I)

30V
 

30V
 

15P & 15V

Playing 
2. (O)

30V Methodology 
4 (O)

15V Music 
practicum 
3 (O)

Choral 
singing 5 (I)

15V

15P & 15 V

6. Music practicum 
2. – guitar (O)
or
Music practicum 
2 – piano (O)

Choral singing 6 (I)

30V
 

30V
 

15P & 15V

Metho-
dology 
1. (O)

30P & 15V Metho-
dology 1. (O)

Music 
practicum 
5 (O)

45P & 15V

30V

Metho-
dology 1. (O)

Music 
practicum 
4 (O)

Choral 
singing 6 (I)

15P

15V
 

15P & 15 V
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7. Methodology 1 (O)

Choral singing 7 (I)

30P & 15V

15P & 15V

Metho-
dology 
2. (O)

30P & 15V Metho-
dology 2. (O)

National folk 
music (I)

30P & 30V

30P &
15S

Metho-
dology 2. (O)

Choral 
singing 7 (I)

15P & 30V

15P & 15 V

8. Methodology 2 (O)

Choral singing 8 (I)

30P & 15 V

15P & 15V

Metho-
dology 
3. (O)

15P & 45V Metho-
dology 3. (O)

Choral 
singing 8 (I)

15P & 30V

15P & 15 V

9. Methodology 3 (O) 15P & 30V - Choral 
singing 9 (I)

15P & 15 V

10. Choral 
singing 
10 (I)

15P & 15 V

TOTAL 
HOURS
 
 
 
 
 
 

TOTAL C+E

Comp-
ulsory
150P
15S
150V

Elective
120P
120V

270P
15S
330V

Comp-
ulsory
120P
15S
150V

Elective
-P
-S or V

120P 
15S 
150V

Comp-
ulsory
135P
15S
150V

Elective
30P
15V

165P 
30S 
15V

Comp-
ulsory
75P
150 V

Elective
150P 
150V

225 P 
0S  
300V

 
Table 2

Overview of compulsory and elective music courses at teacher education faculties in Serbia

Semester Užice hours Vranje hours Jagodina hours Sombor hours

1. Vocal and 
Instrumental 
Music Culture 

(O*)

15 P
30 V

Choral 
singing 1

(I**)

30P
–V

Vocal and 
Instrumental Music 

Culture 1
(O)

30P
15V

Basics of music 
literacy(I) 

15 P
15 V

Music Culture 
and Art (I)

-P
30V

Choral singing 1
(I)

30P
15V

Analysis of a piece 
of Music (I)

30 P
 - V

Choir and 
orchestra(I)

-P
30 V

2 Vocal and 
Instrumental 

Music Education 
(O)

15 P
30 V

- - Vocal and 
Instrumental Music 

Education 1 (O)

30P
15V

Choir and 
orchestra

1
(I)

30P
30V

Choir and 
orchestra

(I)

-P
30 V
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Semester Užice hours Vranje hours Jagodina hours Sombor hours

3 Children‘s musical 
instruments(I) 

30P
-V

Vocal and 
Instrumental 

Music 
Education (O)

15P
30V

Vocal and 
Instrumental Music 

Education 2 (O)

15P
15V

Basics of music 
education

(O)

30P
15V

Choir and 
orchestra

2
(I)

-P
30 V

Choral 
singing 2

(I)

30P
–V

Choral singing 2
(I)

30P
15V

Choir and 
orchestra

2
(I)

30P
30V

4 Music education 
practicum (O)

–P
15 V

Vocal and 
Instrumental 

Music 
Education (O)

15P
30V

Choir and 
orchestra

3
(I)

30P
30V

Choir and 
orchestra

2
(I)

–P
30 V

5 Music Ed. 
Methodology I.

(O)

15 P
15V

Choral 
singing 3

(I) 

30 P
–V

Choral singing 3 (I) 30P
15V

Music Ed. 
Methodology 

1 (O)

30P
45V

Choir and 
orchestra 3

(I)

–P
30 V

6 Music Ed. 
Methodology I

(O)

15 P
15V

Music Ed. 
Methodology 

(O) 

30 P
15 V

Music Ed. 
Methodology (O)

30P
15V

30P
15V

Choir and 
orchestra

4
(I)

30P
30V

Choir and 
orchestra 3

(I)

-p
30 V

Analysis of a piece of 
Music (I)

7 Music Ed. 
Methodology II.

(O)

15 P
30 V

Music 
education 

practicum (O)

15 P
30 V

Music education 
practicum (O)

30P
60V

-

Music Ed. 
Methodology in 
subject teaching 

(I)

30 P
–V

Choral 
singing 4

(I)

30P
–V

Choir and 
orchestra 4

(I)

–P
30 V

Music Ed. 
Methodology II.

(O)

15 P
30 V

-p
8 Choir and 

orchestra 4
(I)

30V Music 
education 

practicum (O)

15 P
30 V

Music Culture in older 
grades of primary 

school (I) 

30P
15V

Music Ed. 
Methodology 2

(O)

15P
30V

. Methodology of 
music literacy (I) 

30P
15V

Knowledge of music 
literature(I)

30P
15V

Total 
hours
 
 

Compulsory
lessons

Practical
90 

165 
90

135
135
120 

75
90

Elective
lessons

Exercises
105 
255

120 
30

210
105 

120
120
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Semester Užice hours Vranje hours Jagodina hours Sombor hours
9. 

Masters
Modern trends in 
the Music Culture 
methodology (I)

30 P
30 V

Music Culture 
methodology

30p
30v

Modern 
methodology 

of music 
instruction 1

(I).
Modern 

methodology 
of music 

instruction 2
(I)

30p
30v

 

30p
30v

10. 
Masters

Theoretical 
foundations of 
the art of music (I) 

30p
30v

Selected 
thematic
units from
Music Culture 
methodology

 (I)

30p
30v

- - Special course 
of modern 
Music Culture 
methodology

30p
30v

Music styles
(I)

30p
30v

Total Three courses 
ELECTIVE

90 P
90 V

ONE ELECTIVE 30 P
30V

ONE ELECTIVE 30 P
30V

THREE 
ELECTIVES

90 P
90 V

*P – courses; **V – exercises; ***S – seminar paper; ****O – compulsory course ;*****I – elective course

The Department of Teacher Education Gospić - University of Zadar has eight 
compulsory courses with a total of 150 lecture hours, 15 hours of seminars and 150 
hours of exercises and offers choral singing as an elective course during the first eight 
semesters (15P and 15V), which makes a total of 270 possible lectures, 15 hours of 
seminars and 330 hours of exercises. There are no music courses in the tenth semester, 
so this is not shown in the table. 

The Faculty in Pula has seven compulsory courses with 120 hours of lectures, 15 
hours of seminars and 150 hours of exercises, but it does not offer any elective music 
courses to future teachers.

The Faculty in Rijeka has nine compulsory courses with 135 hours of lectures, 15 
hours of seminars and 150 hours of exercises, and offers an elective course in National 
Folk Music (30P and 15S) in the seventh semester. Music lessons include 165 hours 
of lectures, 30 hours of seminars and 150 hours of exercises.

The Faculty in Zagreb has nine compulsory courses with 75 hours of lectures and 150 
hours of exercises. There are several elective courses in Zagreb during all study years: 
Choral singing (15 lectures and 15 exercises during all 10 semesters), Instrumental 
instruction-Piano (15 lectures and 15 exercises during 8 semesters), Chamber and 
Group singing (15 lectures and 15 exercises), Voice projection (15 lectures and 15 
exercises during four semesters), Rhythm and hearing practice (15 lectures and 15 
seminars during two semesters), Musical animation (15 lectures and 15 seminars), 
Musical and stage analysis of literary text and Musical motivation in initial reading and 
writing (15 lectures and 15 seminars) and Skladboglasje (15 lectures and 15 exercises 
during four semesters).
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Table 2 shows compulsory and elective courses and the number of lecture hours 
taught at four Faculties in Serbia (Užice, Vranje, Jagodina, Sombor), where students 
were surveyed for the purposes of this research. 

The Faculty in Užice has seven compulsory courses at the undergraduate level, with 
a total of 90 hours of lectures and 165 hours of exercises. There are 12 elective courses 
with a total of 105 hours of lectures and 255 hours of exercises. A total of 195 hours 
of lectures and 420 hours of music lessons can be attended.

The Faculty in Vranje has five compulsory courses with 90 hours of lectures and 135 
hours of exercises during the undergraduate studies. There are five elective courses 
with 120 hours of lectures and 30 hours of exercises. A total of 210 hours of lectures 
and 165 hours of music teaching exercises can be attended.

The Faculty in Jagodina has five compulsory courses with 135 hours of lectures and 
120 hours of exercises during the undergraduate studies. There are seven elective courses 
with 210 hours of lectures and 105 hours of exercises, which makes a total of 345 hours 
of lectures with 225 hours of music lessons that are offered to students to attend. 

The Faculty in Sombor has three compulsory courses at the undergraduate level, 
with 75 hours of lectures and 90 hours of exercises. There are four elective courses with 
120 hours of lectures and 120 hours of exercises, which makes a total of 195 hours of 
lectures with 210 hours of music lessons. 

Figure 1. Hours of lectures of music courses in teacher education

Figure 1 shows a comparison of the total number of hours of music courses (compulsory 
and elective) in teacher education covered by research in Croatia and Serbia.
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Methodology 
Teacher education faculty is enrolled by students who have successfully graduated 

from high school and have a diverse grammar school and high school education. Based 
on the survey participants’ answers and their previous musical experience (in the last 
ten years), it is evident that a very small number of them were familiar with sheet 
music, basic music literacy and any kind of making music before higher education, 
which is one of the issues that this research analyzed. 

The aim of this paper was to examine the opinion of students about their own 
competencies, i.e., their opinion regarding satisfaction or dissatisfaction with the 
acquired knowledge. In this research, the sample included students from Teacher 
Education Faculties from Croatia and Serbia (N = 320, N = 162 from Croatia and N 
= 158 from Serbia). The research variables were gender, city, and state.

From the aspect of the defined problem and the goal of the research, the following 
research questions were set out:

1 Is there a connection between the level of acquired music education during 
schooling and students’ perception of their skills to teach the subject Music 
Culture in primary schools? 

2 Is there a connection between singing in a choir and the perception of skills to 
teach Music lessons in primary schools?

3 Which learning topics pose a problem for students regarding teaching Music 
lessons in primary schools?

4 Is there a difference in the opinion of students from Croatia and Serbia on the 
influence that the learning content being taught as part of Music Culture at the 
Faculty has on the acquisition of skills necessary to teach singing?

5 Are the number of music course lessons and the knowledge and skills acquired 
at the university sufficient for the adoption and realization of all envisaged 
learning topics of the subject Music Culture in Primary Education.

6 Is there a difference in the interest of students from Croatia and Serbia to 
improve themselves in the course Music Culture?

7 Is there a difference in the opinion of students from Croatia and Serbia on how 
important their acquired competencies are to teach the subject Music Culture 
and the development of students’ musical abilities?

The research hypotheses derive from the set tasks:
General hypothesis: It is assumed that students of the Faculty of Teacher Education 

are not sufficiently satisfied with the acquired competencies necessary to teach Music 
Culture in primary schools.

H1: It is assumed that there are statistically significant differences in the level of 
acquired music education during schooling depending on the student opinions on 
the competencies necessary to teach Music Culture in primary schools.
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H2: It is assumed that learning topics which students find difficult to teach in Music 
Culture lessons are related to performing music by singing and playing. 

H3: It is assumed that there are no statistically significant differences in the opinion 
of students from Croatia and Serbia on the influence of the learning content taught 
as part of Music Culture at the Faculty on the acquisition of skills necessary to teach 
singing.

H4: It is assumed that there are statistically significant differences in the opinion 
of students from Croatia and Serbia on whether the number of course hours and 
acquired knowledge and skills in music courses during their studies are sufficient 
for the adoption and realization of all envisaged learning topics of the subject Music 
Culture in Primary Education.

H5: It is assumed that students are not sufficiently interested in their further 
development in the subject Music Culture and that there is no difference between 
the two groups of students.

H6: It is assumed that there are no statistically significant differences in the opinion 
of students from Croatia and Serbia on their acquired competencies necessary to 
teach the subject Music Culture and on the development of students’ musical abilities.

Results and discussion
In order to answer the first two questions, i.e., to verify whether there is a connection 

between the level of music education acquired during schooling and students’ perception 
of their level of skills necessary to teach music in primary schools, we used the t-test 
on the total sample N = 320, and separately on the sample of students from Croatia 
and Serbia (Table 3).

Table 3

Significance of the difference in students’ music education depending on their perception of how useful singing skills 
are when teaching Music Culture

Singing helped me in teaching 
Music Culture

Singing did not help me in teaching 
Music Culture t

Total sample 2.15 2.05 1.87

Croatia 2.25 2.07 2.30*
Serbia 2.02 2.03 0.13

t –t-test value; ** – significance with 1% risk, * - significance with 5% risk

The results in Table 3 provide information that there is a statistically significant 
difference in the level of music education of Croatian students (t = 2.30; p <0.05) 
depending on their perception of how helpful singing skills are, as it was expected, i.e., 
students who think that singing helps have higher level of education, i.e., more years of 
musical experience (M = 2.25) than those who think it does not help them (M = 2.07). 
The term “higher level of education” refers to the number of years that students spent 
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in choral singing activities (students mostly used to sing in a choir (66.4% in the total 
sample, i.e., 77.8% of students in Croatia and 55.0% of students in Serbia) and most 
of them believe that singing helped them in teaching Music Culture classes (65.9% of 
the total sample, i.e., 72.0% of students in Croatia and 59.9% of students in Serbia). 

Such differences, although expected, were not found in the sample of students in 
Serbia, nor in the overall sample of students.

Further research results shown in Table 4 identify which learning poses a problem 
for students when teaching Music Culture lessons. The following answers were offered 
to students: singing songs by ear, practicing vocal technique, listening to music, playing 
children’s rhythmic instruments, playing a melodic-harmonic instrument, and choral 
and orchestral music making. This included the skills and techniques necessary for 
future use of the music education methodology.

Table 4

Problems that occur when teaching the subject Methodology of Music Culture among students in Croatia and Serbia

Total 
sample

Croatia Serbia χ²

Singing songs by ear 30.5 % 35.0 % 25.2 % 3.32 
Vocal technique exercises 22.3 % 29.3 % 14.1 % 9.72**
Listening to music 13.4 % 17.8 % 8.1 % 5.89*

Playing children‘s rhythmic instruments 19.5 % 15.3 % 24.4 % 3.88*
Playing a melodic-harmonic instrument 37.8 % 32.4 % 44.2 % 4.10*
Choral and orchestral music making 15.4 % 14.6 % 16.3 % 1.34

LEGEND: χ² - chi squared test; ** - significance with 1% risk, * - significance with 5% risk

Out of the six answers offered, students chose playing the melodic-harmonic instrument 
as the biggest problem (37.8% of students in the total sample, 32,4% in Croatia and 
44.2% in Serbia) and singing by ear (30.5%, 35.0% and 25.2%). The smallest problem 
for students is listening to music (13.4%, 17.8% and 8.1%) and choral and orchestral 
singing (15.5%, 14.6% and 16.3%). This confirms the assumption that the learning 
topics that students find difficult when teaching the subject Music Culture are topics 
related to performing music by singing and playing, i.e., musical performance skills.

The results of the comparison of students in Croatia and Serbia show that there is a 
difference in the elements that pose a problem to students: vocal technique exercises 
(χ² = 9.72, p <0.01), listening to music (χ² = 5.89, p <0.05), playing children’s rhythmic 
instruments (χ² = 3.88, p <0.05), and playing a melodic-harmonic instrument (χ² = 4.10, 
p <0.05). While students in Croatia perceive vocal technique exercises (29.3%) and 
listening to music (17.8%) as a bigger problem than students from Serbia (14.1% and 
8.1%), students from Serbia consider playing children’s rhythmic instruments (24.4%) 
and playing a melodic-harmonic instrument (44.2%) to be a bigger problem than 
students from Croatia (15.4% and 32.4%).
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We were also interested in whether there was a difference in the opinion of students 
from Croatia and Serbia on the influence of learning content being taught as part of 
the course Music Culture at the Faculty on the acquisition of skills necessary to teach 
singing.

In Table 5, the results show whether there is a difference in the students’ opinion 
from Croatia and Serbia on the importance of the content of the Music Culture course 
at the faculty for the acquisition of competencies for the teaching area of   performing 
music by singing, and the chi-squared test additionally shows that there is a statistically 
significant difference (χ² = 20.59, p <0.01) between the two groups of students.

Table 5

The importance of learning topics being taught as part of the course Music Culture at the Faculty for the acquisition of 
skills necessary to teach singing

Highly 
important

Partially 
important

Not important 
because they are 
too extensive and 

uninteresting 

Not important because 
they are too demanding 
and incomprehensible

Total 
sample

49.8 % 44.8 % 4.4 % 0.9 %

Croatia 37.3 % 55.9 % 5.6 % 1.2 %
Serbia 62.7 % 33.5 % 3.2 % 0.6 %

A detailed overview of the results indicates that although students in the overall 
sample equally believe that these learning topics are highly or partially important, an 
overview of the results of each group separately (Croatia and Serbia) shows that in 
Croatia, students think these are partially important (55.9%) and highly important 
(37.3%), in contrast to students in Serbia, where the situation is reversed: 62.7% believe 
that they are highly important and 33.5% that they are partially important.  

Although the hypothesis assumed there are no statistically significant differences in 
the opinion of students from Croatia and Serbia on the importance of learning topics 
being taught as part of the course Music Culture at the Faculty for the acquisition of 
skills necessary to teach singing, the difference was observed (χ² = 20.59, p <0,01), 
but only in terms of high and partial importance. In other words, both groups of 
students (Croatian and Serbian) to a lesser extent feel that these learning topics are 
not too important. 

Furthermore, another objective was to verify whether the number of music course 
hours attended during their studies are sufficient for the adoption and realization of 
all envisaged learning topics of the subject Music Culture in primary education and 
whether there are differences between students from the two countries. The results 
of the chi-squared test (χ² = 11.47, p <0.01) showed that there are differences among 
students (Table 6).



25

Croatian Journal of Education, Vol.23; Sp.Ed.No.2-2021, pages: 11-32

Table 6

Perceived satisfaction with the number of classes of music-related courses at the university

Yes, fully satisfied with the 
number of course hours

No, it is necessary to 
introduce more classes 

per week

No, the existing number of 
classes is too much

Total 
sample

63.2% 30.5% 6.3%

Croatia 54.1% 38.9% 7.0%
Serbia 72.2% 22.2% 5.7%

Thus, although in both groups of students the largest share of participants believe 
that the number of classes fully meets the needs regarding required music course 
lessons, this number of students is still significantly higher in Serbia (72.2%) than in 
Croatia (54.1%). A very small proportion of students in both states feel that there are 
too many classes.  

Apart from the number of classes, the subject of the research was also the perception 
of acquired knowledge and skills, and unlike the number of course hours, there was no 
statistically significant difference between students in Croatia and students in Serbia 
(χ² = 0.32, p> 0.05). A total of 89.4% of students from Croatia and 87.3% from Serbia 
believe that their knowledge and skills acquired during education are sufficient to 
teach the subject Music Culture.

Regarding the difference in the interest of students from Croatia and Serbia for 
further professional development in the course Methodology of Music Culture, it is 
also not statistically significant (χ² = 3.93, p> 0.05), as expected. The results (Figure 
2) show that about half of the students are very interested in additional training in 
the course Methodology of Music Culture.

Figure 2. How interested students are in further training in the field of Methodology of Music Culture
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Finally, as expected, it turned out that there is no difference (χ² = 0.71, p> 0.05) in 
the opinion of students from Croatia and Serbia on whether their acquired skills are 
important for teaching the course content and development of students’ musical skills.

A total of 98.8% of students from Croatia and 97.5% from Serbia believe that their 
acquired skills are important for teaching the course content and the development of 
students’ musical skills.

Conclusion
When looking at education nowadays, it is important to emphasize what is the role 

of teachers and what are the expectations of modern society from teachers, some of 
which are taken for granted, and some are constantly being changed and supplemented. 
It is not disputed that the education process has an impact on the overall social 
development, given that the quality of education depends on the quality of instruction 
in school. In this context, there will be no successful modern society if the competencies 
of future teachers are not developed in all areas of education that include the field 
of art. When it comes to the complexity of the teacher’s role in teaching the subject 
Music Culture, it primarily refers to the need for the teacher to have various musical 
skills and abilities as well as the skill to encourage children’s musical creativity and 
expression. A successful modern teacher, with developed musical skills and acquired 
basic musical knowledge, should have a whole range of competencies in the field of 
child psychology, pedagogy, methodology and didactics and modern educational 
technologies (Gortan-Carlin & Močinić, 2017, acc. to Jurčić (2012); Fumarco (2006), 
Suzdilovski & Ivanović, 2015). The fact is that a relatively small number of students 
enrol the Faculty of Teacher Education with prior music knowledge acquired in 
music school; knowledge and skills in the field of music are acquired mainly during 
their university studies. This situation leads to teachers not having a complete set of 
developed skills in the field of music after completing formal university education, 
but they are nevertheless expected to plan and teach music culture classes as if they 
had it (Škiljević, 2016: 155). Therefore, as Jurkić Sviben and Margetić (2013, p.14) 
point out, “if teachers are provided with good-quality music education during their 
studies at the Faculty of Teacher Education and if they acquire musical knowledge and 
skills that are available to them and transferred to them during higher education, this 
should result in good-quality music lessons where the teacher plays, conveys feelings 
and aesthetic impressions to the mutual satisfaction of both teacher and students. “ 

This results of this research confirm that students believe that the number of music 
course lessons during their studies is sufficient to acquire music skills necessary to 
teach Music Culture in Croatia and Serbia although insight into the number of lessons 
both in each country, and in separate universities and cities shows that there is a 
significant difference in the number of classes (e.g. Pula and Gospić in Croatia have 
a much higher number of lectures compared to Zagreb and Rijeka; Zagreb has the 
least number of lessons, and in Serbia, Užice and Jagodina have the highest number 
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of lessons, while Sombor has the least number of lessons). Both Croatian and Serbian 
students generally believe that the level of skills acquired during their university 
studies is important for teaching the subject Music Culture and for the development 
of students’ musical abilities.

Students who believe that their knowledge and skills acquired during higher 
education are not sufficient to teach the course Music Culture believe that learning 
topics should be taught during all eight semesters (first 4 years) (37.8% of students), 
every other semester during the first 4 years (during 4 semesters) (21.6% of students), 
during the last 4 semesters (16.2% of students) and during the last 6 semesters (21.6% 
of students). However, these percentages are significantly higher (χ² = 36.06, p <0.01) 
than those which show that students believe that their knowledge and skills acquired 
during education are sufficient to teach the subject Music Culture (in the order as 
previously stated: 35.6%, 15.3%, 10.3% and 2.8%). 

Although the opinion of students from Teacher Education Faculties on their own 
level of skills necessary to teach Music Culture in primary schools is positive, based 
on the results of this research, the authors, however, believe that after analyzing the 
curricula at different faculties, it is necessary to consider the revision of study programs 
and to introduce music courses during all semesters. It is necessary to increase the 
number of lessons which refer to the practice of playing and singing skills, which 
according to the research of Šulentić-Begić and Begić (2015) and Nikolić (2015), 
proved to be the biggest problem for students in regards to their ability to teach Music 
Culture Methodology because more time is required to practice these art skills. At the 
moment, these courses are taught during two to four semesters in both states, which 
is insufficient. One of the possibilities to increase the number of classes in which 
students would practice playing and singing is to introduce elective courses, which 
are significantly more present in Serbia than Croatia.

Therefore, students believe that music skills are important for teaching music courses, 
and they also believe that learning topics related to performing music by singing 
and playing are problematic; however, they consider the number of music-related 
lessons satisfactory. One solution would be to introduce more homework. This raises 
the question of ECTS credits, which is a topic for some future studies. Furthermore, 
individual playing lessons (with a maximum of 2 students per class) would also have 
better outcomes than group lessons of playing a melodic instrument (10-20 students 
playing and singing in a 45-minute lesson). This raises the question of the teachers’ 
workload, because learning to play an instrument requires an individualized approach 
even when instruction is performed in groups. Precisely because of the need for an 
individualized approach, teaching a musical instrument should be organized in as small 
groups as possible (maximum 4-5 students per group). In order for students of teacher 
education faculties, who are introduced to playing and singing for the first time, to 
improve their skills required to teach playing and singing, and since they come with 
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very different levels of prior knowledge in these fields (complete lack of knowledge, 
or partial knowledge acquired in private lessons, or in art institutions, or by amateur 
music learning), it is necessary to use individualized approach to each student in order 
to achieve meaningful initial or advanced acquisition of musical skills. 

According to the results of the research, students are interested in further training in 
the field of Music Culture Methodology, which indicates the possibility of introducing 
additional elective courses in the field of Music Culture Methodology during university 
teacher education, and designing targeted programs for professional development of 
teachers in music art and education in order to improve musical skills of teachers. 
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Mišljenje studenata 
učiteljskih studija o vlastitim 

kompetencijama za realizaciju 
nastave Glazbene kulture u 

primarnom obrazovanju

Sažetak
Studij učiteljskoga studija upisuju studenti koji su položili državnu maturu i imaju 
raznoliko opće obrazovanje. Na temelju analize podataka o upisanim studentima 
u proteklom desetljeću i njihova glazbenoga predznanja uočeno je postojanje 
ograničenoga broja studenata koji su upoznati s temeljnom glazbenom pismenošću 
kao i bilo kojom drugom vrsta glazbene izvedbe. Cilj je ovoga rada istražiti mišljenje 
studenata završnih godina učiteljskih studija u vezi sa stečenim znanjem i vještinama 
za realizaciju sadržaja predmeta Glazbena kultura. Uzorak čine studenti učiteljskih 
fakulteta iz Hrvatske i Srbije (N = 320). Rezultati donekle pokazuju da se većina 
studenata ne smatra dovoljno kompetentnima za realizaciju sadržaja nastavnoga 
predmeta Glazbena kultura. Rezultati bi se mogli tumačiti nedovoljnom satnicom 
nastave glazbe u općeobrazovnim kurikulima, kao i nedovoljnom satnicom nastave 
glazbe na studijskim programima učiteljskih fakulteta. Navedeno ukazuje na potrebu 
cjeloživotnoga obrazovanja učitelja u području glazbe i reviziju studijskih programa 
učiteljskih fakulteta kao i na moguću uspostavu studija glazbene specijalizacije za 
glazbenu izobrazbu učitelja primarnoga obrazovanja s ciljem osnaživanja glazbenih 
kompetencija učitelja za izvođenje sadržaja predmeta Glazbena kultura. 

Ključne riječi: glazbena pismenost; glazbene sposobnosti; glazbena umjetnost; 
metodika nastave Glazbene kulture.
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The Impact of Contemporary 
Art on the Creativity 
of Twelve-Year-Olds

Katja Kozjek Varl and Jerneja Herzog
Faculty of Education, University of Maribor

Abstract
This paper presents the outcomes of a study aimed at verifying the impact of 
contemporary fine arts on the creativity of twelve-year-old pupils. In the study, 
a proven creativity test was used, which was applied in the initial and final 
measurement of the quasi experiment on a sample of 75 twelve-year-olds (N = 75). 
The results indicate the positive effect of quality contemporary fine art practices on 
the development of artistic creativity in twelve-year-olds, specifically, in as many as 
five of the six factors of artistic creativity. This is why art education teachers should 
be made more aware of the positive effects of contemporary art on the practice of 
teaching arts.
Key words: artistic creativity; contemporary art; creativity test; primary school.

Introduction
One task of the education system is to prepare learners to perceive the world and 

understand the environment we live in, while simultaneously teaching them how to 
participate in society (Kroflič, 2010; Uzunboylu et al., 2017). The area of fine arts offers 
opportunities to learn about life, to think about it, and to critically shape one’s thoughts. 
Although the basic task of arts as a school subject is to understand the visual space and 
via artistic expression, its transformation into artistic space (Učni načrt Likovna vzgoja, 
2011), artistic experience—as Frelih (2011) states—can hold the potential for conduct 
and decision-making in everyday life. In this regard, we think of contemporary fine art 
that deals with current topics and is directly involved in society and in our lives. For 
contemporary art to reach as many people as possible, it can no longer be confined 
to galleries; it consciously addresses the masses in public spaces, thus becoming—as 
Gompetz (2019) puts it—accessible to a wider public. While observing contemporary 
art, awareness of the wider concept is necessary, since this aspect helps us understand 
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the world in which we live. Kemperl (2013) highlights the communication side between 
us and contemporary art, saying that works of art talk to us about the relation of the 
artist to himself or herself, to others, and about the relation to the world. The purpose 
of artworks is to be educational. They function reciprocally: they give us a great deal, 
but we also give much to them, in thinking about them, completing them with our 
thoughts, and critically evaluating them, while shaping and transforming our beliefs 
and values. With its concept, contemporary fine arts can also impact the creativity of 
the individual. 

As Hozjan (2014) says, in diverse normative and strategic documents that define work 
in the education system, the development of creativity features as a general goal that 
needs to be implemented with as large a proportion of the population as possible. EU 
member states have agreed (The Official Journal of the EU, 2018) that for functioning in 
modern society, eight key competences for lifelong learning are crucial, among which 
creativity appears, included in the definition of the entrepreneurship competence. 
“Entrepreneurship skills are founded on creativity which includes imagination, strategic 
thinking and problem-solving, and critical and constructive reflection within evolving 
creative processes and innovation” (ibid, p. 11). The concept of creativity thus becomes 
a process relevant to modern society; the main goal of the education system should 
therefore be the promotion of creative competences among learners. Supported by 
selected methods of learning and teaching, by principles of work, and according to 
the ways of using individual methods, creativity is developed in the school space. 
With regard to methodological starting points, according to Trstenjak (1981), four 
viewpoints are taken into account for the discussion of creativity: the background, the 
personality, the process, and the product. Here it is about the flexibility of the teacher, 
who in planning the application of methods takes account of all the viewpoints of 
creativity. Through conversation, narration, play, visualisation, and presentation, the 
teacher should encourage curiosity and imagination, while not inhibiting the learner’s 
unique ideas (Cencič, 2014). The goal of every teacher should be, through their creative 
approach, to design appropriate content and use recommended methods, to help pupils 
find the way toward creative solution of problems. 

In line with the development of education science, psychology, didactics, and 
learning and teaching technology, today’s didactics of arts also generates more up-
to-date, specific methods of work in the arts classroom. A Duh and Zupancic (2011) 
state, the method of aesthetic transfer is one such method: 

It is about a set of didactic decisions, the goal of which is to create optimal 
conditions for the development of the aesthetic feeling and aesthetic functioning 
with the participants of the education process. In the method of aesthetic 
transfer, most of the art-didactic requirements and aspects of performing 
artistic activities are comprised. It includes the specific temporal and content 
articulation of activities, learning and teaching methods and forms of work, the 
ways of motivation and evaluation, the main emphasis being on the procedure 
of transmitting the aesthetic messages contained in the works of art to the 
receiver, i.e. to the participant in the education process. (p.49) 
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When speaking about creativity in the area of fine arts, artistic creativity thus 
means what gets developed via artistic activity. Artistic activity, in turn, depends on 
various factors such as perception, artistic experience, visual memory, motor skills, 
and imagination. Pečjak (1987) lists three basic phases of the creative process: “1) 
the acquisition of the material, the knowledge, getting acquainted with the situation; 
2) discovering the idea, the solution, the Aha! experience, the transformation of the 
material; 3) verifying the solution or the idea” (ibid, p. 36). Also derived from these 
phases are the didactic aspects of planning educational content in the school subject 
of arts. When, however, the creative development of learners is monitored in research 
(Karlavaris & Kraguljac, 1981; Duh, 2004; Herzog, 2009), six agents are observed that 
either allow or promote creativity (see Table 1 below). The agents that allow artistic 
creativity are redefinition, fluency and elaboration. In these agents the factor of allowing 
prevails, while each of them also contains the weaker factor that promotes creativity. 
The agents that promote artistic creativity are originality, flexibility and sensitivity to 
artistic problems. Likewise, these agents also contain the weaker factor that allows 
artistic creativity (Duh, 2004). 

Contemporary approaches to teaching fine arts require from the teacher considerable 
commitment, self-initiative and, last but not least, a great deal of activity following 
current topics in the field of contemporary fine arts. Duh and Zupančič (2009, p. 
12) maintain that acquainting students with contemporary art is important mainly 
because, “contemporary artists breathe the same air as children. They both live in the 
same time. The problems that contemporary works of art contain—on an explicit or 
implicit basis, on a declarative or symbolic level—are problems that also affect our 
children and youth.” Through a conversation about contemporary art, the teacher can 
develop in students the ability to articulate ideas, promote tolerance among peers, and 
through conversation about the context of the creation of the work of art and about 
the idea, allow students to recognize the problems of contemporary society (Kemperl, 
2013). The importance of interpreting, researching, and expressing ideas within the 
treatment of contemporary fine art is highlighted by Charman and Ross (2006). The 
authors add that developing practical skills through a wide range of experimentation, 
with a range of different media and materials in contemporary fine art, is an important 
component in the decision to include contemporary fine arts into the primary school 
curriculum (ibid.). While learning about the artistic and formal characteristics and 
content of contemporary art, students respond in their own way to the topics discussed 
and develop the ability to express their own attitudes to certain content (Latimer, 
2011; Flajšman, 2010). Thus, when planning a quality art-educational process, taking 
into account the method of the art-educational concept (Zupančič, 2006), we start 
from the narrative content of the particular contemporary work, as we no longer talk 
about the motif, but about the content. The selection of works of art that teachers deal 
with in art educational practice is therefore an important part of planning an art task. 
Concerning this, Duh and Zupančič (2009) propose two approaches: 1) we provide a 
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varied selection that includes as many different authors and their works as possible, thus 
securing a broad overview of a particular phenomenon, and 2) we present one author 
and her or his individual artwork in more detail. Regardless of which principle we 
choose, we must take into account the following criteria when selecting the artists: “the 
importance of the author and of his work; the typicality of the author and of his work; 
the clarity of the artworks; content suitability of the artworks” (Zupančič, 2006, p. 33). 
However, Atkinson says that “many artists who create today produce their works outside 
the acknowledged framework of art and its institutional frameworks so it is sometimes 
difficult to present their work as art, and this raises some relevant questions regarding 
the recognition of objects and their practices” (Atkinson, 2012, p. 7). Furthermore, 
students can express themselves through the art-creative process both through classical 
art practice and with the assistance of ICT resources. Contemporary fine arts, in contrast 
to classical approaches in fine arts, as Zupančič and Velikonja (2017, p. 291) say, “offer 
all the richness of expressive possibilities, both in mixing one visual field with another 
and finding new, different, unconventional ways of expression.” Students can support or 
substantiate their art product verbally with an explanation, thus—through the expression 
of their own views—thinking intensely about the problem under discussion (Kozjek Varl 
& Duh, 2017). At the same time, students learn to form a critical attitude and develop 
the ability to think critically (Rupnik Vec, 2011; Kozjek Varl & Herzog, 2018).

Teachers should therefore include contemporary fine arts into modern-day art-
educational practice because it is multi-layered and because it offers ample opportunity 
for creative work in the classroom. An appropriate approach to contemporary fine 
art offers varied understandings and points of view, while encouraging a critical 
view of the society. By presenting examples from the world of contemporary art, the 
teacher can bring students closer to global content, through which they learn about 
and understand the environment, the time, and the conditions in which we live. This 
encourages students to think creatively and critically, while solving art tasks allows 
them to express their views creatively. There should be more such direct encounters, 
experiences, and creative problem solving in the school space, since in addition to 
all the above, it also offers the student an incentive to develop creativity in general.

Methodology
The Purpose and Objectives of the Research
In the study we were primarily interested in the impact of contemporary fine arts 

on the artistic creativity of twelve-year-olds. We wished to determine to what degree 
contemporary fine arts can infuence the development of creativity in twelve-year-
olds. Because contemporary fine art is multi-layered and, as such, includes diverse 
approaches to artistic expression (performance, video, installation, etc.), art teachers 
can successfully incorporate it into art-educational practice, especially in the higher 
grades of primary school (Duh & Kozjek Varl, 2017; Kozjek Varl & Herzog, 2018). 
Besides, a somewhat negative attitude towards contemporary artistic practices still 
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exists, so this aspect additionally encouraged us to carry out the present research, 
since with it we seek to examine and prove the positive effect of contemporary art on 
the promotion of artistic creativity.

Research Hypotheses
Before starting the research, the following research hypotheses were formulated:
General hypothesis:
H1: With the students in the experimental group, greater progress will be recorded 

at the level of creative development compared to the students in the control group. 
Specific hypotheses:
Hsp1: With the students in the experimental group, greater progress will be recorded 

in experiencing artistic problems compared to the students in the control group.
Hsp2: With the students in the experimental group, greater progress will be recorded 

in the identification of artistic problems compared to the students in the 
control group.

Hsp3: With the students in the experimental group, greater progress will be recorded 
in the mental elaboration of ideas compared to the students in the control 
group.

Hsp4: With the students in the experimental group, greater progress will be recorded 
in aesthetic organisation compared to the students in the control group.

Hsp5: With the students in the experimental group, greater progress will be recorded 
in finding new artistic solutions compared to the students in the control group.

Hsp6: With the students in the experimental group, greater progress will be recorded 
in flexible adaptation to the means of expression compared to the students 
in the control group.

Hsp7: With the students in the experimental group, greater progress will be recorded 
in the fluency of artistic ideas compared to the students in the control group.

Hsp8: With the students in the experimental group, greater progress will be recorded 
in motor skills compared to the students in the control group.

Hsp9: With the students in the experimental group, greater progress will be recorded 
in artistic originality as individual sensitivity compared to the students in 
the control group.

Hsp10: With the students in the experimental group, greater progress will be recorded 
in originality in the sense of observation compared to the students in the 
control group.

Hsp11: With the students in the experimental group, greater progress will be recorded 
in observation that is beneficial for artistic transposition compared to the 
students in the control group.

Hsp12: With the students in the experimental group, greater progress will be recorded 
in the process of successful transposition compared to the students in the 
control group.
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Research Methods and Data Processing 
A quantitative methodology using the causal experimental method in educational 

research was applied. To determine the differences, the t-test was applied. The outcomes 
are presented in tables stating the arithmetic mean ( x ), the standard deviation (s), the 
test of the equality of variances (Leven’s test) and the test of the differences between 
the arithmetic means (t-test) (Sagadin, 2003).

Instruments
For the purpose of monitoring progress in the creativity of twelve-year-olds, we applied 

The Test of Artistic Creativity or The Criteria of Development. The test has proved its 
sensitivity, reliability and validity in a number of studies (Karlavaris & Kraguljac, 1974; 
Duh, 1997; Duh, 2001, Duh et al., 2014). By using this test, diverse factors of artistic 
creativity can thus be measured: the level of intellectual optical thematic development 
(the optical thematic (intellectual) aspect); the level of creative development (the creative 
aspect), and the level of design development (the design aspect). In our research, the level 
of creative development was monitored. Regarding the artistic creative level, the test 
task was set to allow for unusual solutions, where the representation of the six agents 
of creativity were evaluated: sensitivity to artistic problems, elaboration, flexibility, 
fluency, originality, and redefinition. In this, the individual agents were awarded points 
according to the system shown in Table 1.

Table 1

Agents allowing and promoting artistic creativity and evaluation of the agents of artistic creativity

A G E N T S  O F  A R T I S T I C  C R E A T I V I T Y Points for 
evaluation

Th
e 

ag
en

ts
 th

at
 A

LL
O

W
cr

ea
tiv

it
y

ARTISTIC 
REDEFINITION

Observation beneficial for 
artistic transposition promotes 1 – 4

The process of successful 
transposition allows 1 – 4

FLUENCY
The fluency of artistic ideas promotes 1 – 4

Motor skills allows 1 – 4

ELABORATION
Mental elaboration of ideas promotes 1 – 4

Aesthetic organisation allows 1 – 4

1

Th
e 

ag
en

ts
 th

at
 P

RO
M

O
TE

cr
ea

tiv
it

y

ARTISTIC
ORIGINALITY

Artistic originality as individual 
sensibility promotes 1 – 5

Originality in the sense of 
observation allows 1 – 4

FLEXIBILITY

Finding new artistic solutions promotes 1 – 5

Flexible adaptation to the 
means of expression allows 1 – 4

SENSITIVITY TO 
ARTISTIC PROBLEMS

Experiencing art problems promotes 1 – 4

Recognition of art problems allows 1 – 4
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Research Sample
For this study, the pupils of two primary schools were included, who were on 

average 12 years old. At one of the schools, the experimental group was organised and 
at the other school, the control group. The aim of the research was to determine the 
differences in the progress of the pupils in each group at the level of creativity, where 
pupils in the experimental group were exposed to the influence of contemporary art.

Table 2

Sample

f f %

Experimental group 30 46.2
Control Group 35 53.8
Total 65 100

The Course of the Research
The initial phase: The tested pupils made a drawing under test conditions. They all 

had 45 minutes at their disposal. They drew with a black felt-tip pen on an A4 sheet 
of Schoellershammer paper. In both tests (the initial and the final test), the artistic 
task involved drawing a human figure in space in a way that allowed unusual, unique 
solutions through the use of diverse artistic elements. The motif: I am inventing an 
unusual musical instrument (Draw yourself inventing / producing a unique musical 
instrument and define the space where you are doing this).

The experiment: After the test as a record of the initial state, the experiment was carried 
out in the experimental group. Five art tasks were prepared that were designed to be 
consistent with the syllabus in force, but where contemporary fine arts content was 
included and familiarisation with diverse contemporary approaches to artistic work. 

Task 1: introduction to contemporary fine arts, an item as artistic object: a shoe, a 
piece of pottery, installation.

Task 2: waste art, a transformation of an everyday object: a shoe, change of content.
Task 3: sculpting, eco-art, the concept of speed, designing with waste cardboard, 

installation.
Task 4: graphics, multicoloured linocut, dreams, conceptualism, installation.
Task 5: sculpting, ecology, designing with waste plastic bottles, plants.
Task 6: architecture, kinds of living – the slum, attitudes to poverty, existential 

problems, group work. 
The final phase: In the final phase, the pupils sat the art test again under test conditions 

with the same purpose. The motif: a visiting Martian (draw yourself when a Martian 
pays a visit; define the place where the visit takes place). 
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Evaluation of the tests: Since the study was interested in the level / the progress of 
individual creative development, unique solutions in pupils’ drawings were observed 
and measured with the assistance of the prepared evaluation scale for the assessment 
of children’s art work (Karlavaris, 1974). The evaluation of the tests was carried out 
by a committee (two evaluators). 

Results and Discussion
In the following, the results of the progress in both groups included in the educational 

experiment (experimental and control group) are presented separately for each agent 
(factor) that influences the level of creative development. We were interested in the 
creative aspect of the development of artistic creativity. 

Table 3 gives the results for progress in sensitivity to artistic problems. Assessment 
/ evaluation looked for separately experiencing artistic problems (the factor that 
promotes creativity) and the identification of artistic problems on the motif (the 
factor that allows creativity).

Table 3

Outcomes of the t-test of the difference of arithmetic means and of the F-test of the equality of variances (Leven’s test) 
of the results in progress by experimental and control groups in the promoting factor of artistic creativity: SENSITIVITY 
TO ARTISTIC PROBLEMS

SENSITIVITY TO ARTISTIC 
PROBLEMS n group s

Leven‘s test of 
equality of 
variances

t-test

F P t P

Experiencing artistic 
problems

30 EG 3.5000 0.58722

11.988 0.001
4.142 0.000

35 CG 2.6429 1.04721
approximation

Identification of artistic 
problems

30 EG 7.0833 0.85181
19.459 0.000

4.988 0.000

35 CG 5.3857 1.79085 approximation

Table 3 shows that the condition for the computation of the t-test (experiencing 
artistic problems (P = 0.001) and identification of artistic problems (P = 0,000)) was 
not met; approximation was thus used in both cases. The results of the comparison 
between the groups show a statistically significant difference (P=0.000) in favour of 
pupils in the experimental group in their progress both in experiencing and in identifying 
artistic problems. It can thus be concluded that, with the pupils in the experimental 
group, greater spontaneous and conscious effort was perceived in managing the artistic 
problem; experiencing the artistic problem was, on average, partly consistent with 
the artistic experience of the artistic motif; the pupils had demonstrated satisfactory 
artistic expression. 

At the level of creative development, we were interested in the promotion factor of 
the sensitivity to problems, which is divided into experiencing artistic problems and 
identification of artistic problems. We found that in both agents, there were differences 

x
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in the progress in sensitivity to artistic problems. Based on these findings, specific 
hypotheses Hsp1 and Hsp2 can be confirmed. 

Table 4 presents the results for progress in elaboration. This agent consists of mental 
elaboration of the idea, which means the preparation of the creative process (the 
factor of promotion) and the aesthetic organisation of the expression, which means 
the consistency of the idea, material and artistic planning, while taking into account 
the design rules (the factor of allowing creativity). 

Table 4

Outcomes of the t-test of the difference of arithmetic means and of the F-test of the equality of variances (Leven’s test) 
of results in progress by experimental and control groups in the factor that allows artistic creativity: ELABORATION

ELABORATION
n GROUP s

Leven‘s test
of the equality of

variances
t-test

F P t P

Mental 
elaboration of 
the idea

30 EG 6.1833 0.98684
26.134 0.000

3.250 0.002

35 CG 4.9000 2.07860 approximation

Aesthetic 
organisation 

30 EG 6.5167 1.17798
6.020 0.017

4.261 0.000

35 CG 4.9714 1.72756 approximation

Table 4 shows that the condition for the computation of the t-test was met neither 
with mental elaboration (P=0.000) nor with aesthetic organisation (P=0.017); 
approximation was thus used with both agents. The results of comparison between the 
groups indicate a statistically significant difference regarding both mental elaboration 
of the idea (P=0.002) and aesthetic organisation (P=0.000). The results allow us to 
conclude that differences existed between the groups in favour of the experimental 
group. The pupils in the experimental group were more successful in the procedures 
for realisation; they demonstrated good artistic ideas. They were relatively better and 
more spontaneous at achieving consistency with artistic rules and the use of material 
(the felt-tip pen). We could perceive the beginning of a more conscious approach to 
structuring artistic expression.

At the level of creative development, we were also interested in the agent that allows 
creativity – elaboration (mental elaboration of the idea and aesthetic organisation of 
the expression). With these results, we can confirm specific hypotheses Hsp3 and Hsp4. 

Table 5 presents the results regarding pupils’ progress in the agent flexibility, 
composed of discovering new ways in finding artistic solutions (divergent thinking) 
– the factor of promotion – and flexible adaptation to the means of expression (the 
factor of allowing creativity).

The condition for the computation of the t-test (Table 5) was met both with 
“Finding new artistic solutions” (P=0.114) and with “Flexible adaptation to the means 
of expression” (P=0.562). Here too, the results of comparison between the groups 
indicate a statistically significant difference (P=0.000) with both agents of flexibility 

x
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(finding new artistic solutions and flexible adaptation to the means of expression) in 
favour of the experimental group. In the work by pupils in the experimental group, 
we detected a few original elements in unique solutions to the artistic problem, the 
result being acceptable, considering the age of the pupils, which is manifested in the 
consistency of the idea, the material and the whole expression. In the work by pupils 
of the control group, partial adaptation to the artistic means can be detected, some 
elements of flexibility being present, yet not influencing the whole impression of the 
artistic expression.

Table 5

Outcomes of the t-test of the difference of the arithmetic means and the F-test of the equality of variances (Leven’s test) 
of results in progress by experimental and control groups in the factor of promotion of artistic creativity: FLEXIBILITY

FLEXIBILITY n Group s

Leven‘s test
of the equality of

variances
t-test

F P t P

Finding new 
artistic solutions

30 EG 6.5333 1.40770
2.572 0.114 4.739 0.000

45 CG 4.6000 1.81416

Flexible adaptation 
to means of 
expression

30 EG 5.8667 1.33864
0.339 0.562 4.957 0.000

35 CG 4.0286 1.60854

Regarding flexibility, the agent that promotes creativity at the level of creative 
development, we concluded that in progress with finding new artistic solutions and 
flexible adaptation to new means of expression, there were also statistically significant 
differences in favour of progress among the experimental group. With this finding, 
we can thus also confirm specific hypotheses Hsp5 and Hsp6. 

Table 6

Outcomes of the t-test of the difference of the arithmetic means and the F-test of the equality of variances (Leven’s test) 
of results in progress by experimental and control groups in the factor of allowing artistic creativity: FLUENCY

ARTISTIC 
FLUENCY n GROUP s

Leven‘s test
of the equality 

of
variances

t-test

F P t P

Fluency of artistic 
ideas

30 EG 5.2000 1.73006
0.356 0.553 3.248 0.002

45 CG 3.7143 1.92616

Motor skills 30 EG 6.1833 1.42323
3.697 0.059 5.090 0.000

35 CG 4.0000 1.94407

Table 6 shows the results of the pupils’ progress in artistic fluency. The factors under 
observation are fluency of artistic ideas (promoting factor) and motor skills in the 
realisation of the idea (allowing factor).

x

x
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We can see from Table 6 that the condition for the computation of the t-test was met 
for both agents: the fluency of artistic ideas (P=0.553) and motor skills (P=0.059). The 
results of the comparison between the two groups point to a statistically significant 
difference regarding fluency of artistic ideas (P=0,002) and a statistically significant 
difference regarding motor skills (P=0.000) in favour of the pupils in the experimental 
group. In the work by the latter group, this is manifested as an interesting and partly 
new artistic idea as an impulse for artistic solution, while in the work of pupils in the 
control group, partial transition to interesting artistic ideas prevails. In the work by 
pupils in the experimental group, successful mastery of drawing technique was also 
noted, with richer procedures and variations, more diverse and richer use of line and 
playing with the technical possibilities offered by the drawing utensil.

Based on these findings, we confirm specific hypotheses Hsp7 and Hsp8: also, at 
the level of the factor fluency that allows artistic creativity, we found that there were 
differences in the progress of the experimental group at both agents.

Table 7 gives the results of the pupils’ progress in artistic originality, specifically of 
artistic originality as individual sensitivity (promoting factor) and originality in the 
sense of observation (allowing factor). 

Table 7

Outcomes of the t-test of the difference of the arithmetic means and the F-test of the equality of variances (Leven’s test) of 
results in progress by experimental and control groups in the factor of promoting artistic creativity: ARTISTIC ORIGINALITY

ARTISTIC ORIGINALITY n Group s

Leven‘s test
of the equality of

variances
t-test

F P t P

Artistic originality as 
individual sensitivity

30 EG 6.6000 1.83077
2.285 0.136 3.864 0.000

35 CG 4.6143 2.24619

Originality in the sense 
of observation 

30 EG 6.2667 1.28475
9.154 0.004

5.011 0.000

35 CG 4.2143 1.98630 approximation

We see in Table 7 that the condition for the computation of the t-test for the factor 
of artistic originality was met (P=0.136), while for the factor of originality in the sense 
of observation, it was not met (P=0.004). In this position, approximation was therefore 
used. In both cases, however, the results of the comparison between the two groups 
indicate statistically significant differences (P=0.000). Differences emerged in favour 
of the pupils in the experimental group, since in their work they manifested partial 
originality and individuality, while in the work by pupils from the control group, 
common, familiar solutions prevailed. Likewise, some partly original details could 
be noticed, while in the progress of pupils in the experimental group, parts of artistic 
expression were noted that could be deemed original; moreover, individual artistic 
elements contain enough points of interest and form interesting mutual relations. 

x



Kozjek Varl and Herzog: The Impact of Contemporary Art on the Creativity of Twelve-Year-Olds

44

We were also interested in artistic originality, which represents a promoting factor 
of artistic creativity dealt with in the sense of individual sensitivity and simultaneously 
in the sense of observation. Progress was noticed in both participating groups, yet 
more so in the experimental group. Based on this, specific hypotheses Hsp9 and Hsp10 
can be confirmed. 

Table 8 presents the results for the progress in artistic redefinition. With respect to 
this, results were obtained regarding the promoting factor of sensitive observation 
of the artistic concept favourable for artistic transposition and the process of artistic 
transposition (factor allowing creativity).

Table 8

Outcomes of the t-test of the difference of the arithmetic means and the F-test of the equality of variances (Leven’s test) of 
results in progress by experimental and control groups in the factor of promoting artistic creativity: ARTISTIC REDEFINITION

ARTISTIC REDEFINITION n Group s

Leven‘s test
of the equality of

variances
t-test

F P t P

Observation favourable 
for artistic transposition

30 EG 2.5500 0.93172
0.125 0.725 0.498 0.620

35 CG 2.4429 0.80231

The process of successful
artistic transposition 

30 EG 2.6500 1.06795
0.894 0.348 0.678 0.500

35 CG 2.4857 0.88688

The condition for the computation of the t-test (Table 8) was met for both factors: 
observation favourable for artistic transposition (P=0,725) and the process of successful 
artistic transposition (P=0.348). The results of the comparison between the two groups 
do not point to statistically significant differences (P=0.620) regarding observation 
favourable for artistic transposition. Both groups were equal in perception; this was, 
however, not enough for transposition into an artistic structure; the pupils partly 
identified the favourable components and partly transposed them into an artistic 
structure. No statistically significant differences showed between the two groups. The 
results of the comparison between the two groups, however, point to a statistically 
significant difference (P=0.500) regarding the process of successful artistic transposition. 
We found the differences between the groups emerged in favour of the experimental 
group, although these were not very large. In both groups, partial spontaneity of 
artistic expression was noted on lower associative relations; redefinition was modest 
in character. 

At the level of creative development, we were also interested in artistic redefinition, 
the factor that allows artistic creativity. We found that difference in progress between 
the two groups was partly nonexistent (sensitive observation of artistic phenomena) 
and partly minimal (the process of successful artistic transposition). Based on these 
findings, we can reject specific hypothesis Hsp11, while specific hypothesis Hsp12 
can be partly confirmed.

x
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Conclusion
With the present paper we sought to highlight the importance of including 

contemporary artistic practices into the primary school curriculum, not merely because 
of the content characteristics and didactic value, but because—as we have proven with 
the present study—it exerts a positive effect on artistic creativity. With the research, 
in which a quasi-educational experiment was employed, we have proven that pupils 
in the experimental group made better progress in sensitivity to artistic problems 
in both factors. Based on this, we confirmed hypotheses Hsp1 and Hsp2. The same 
was proven with the agent of elaboration (mental elaboration of the idea and the 
aesthetic organisation of expression). We thus confirmed specific hypotheses Hsp3 
and Hsp4. Concerning flexibility, the factor which at the level of creative development 
promotes creativity, we found that in progress with finding new artistic solutions and 
flexible adaptation to new means of expression, there were also statistically significant 
differences in the progress of the experimental group of pupils. Thus, in this finding 
we confirmed specific hypotheses Hsp5 and Hsp6. Based on the above findings, we 
confirm specific hypotheses Hsp7 and Hsp8: at the level of the factor fluency, which 
allows artistic creativity, we also found differences in the progress of the experimental 
group for both factors. With both participating groups, progress was noted in the agent 
of originality; however, this was greater in the experimental group. Based on this, we 
confirmed specific hypotheses Hsp9 and Hsp10. With the agent of artistic redefinition, 
the factor that allows artistic creativity, we found that differences between the two groups 
are partly absent (sensitive observation of artistic phenomena) and partly minimal 
(the process of successful artistic transposition). Based on these outcomes, we rejected 
specific hypothesis Hsp11, while specific hypothesis Hsp12 was partly confirmed. 

Given these results, we can conclude that in five out of six agents, a positive effect 
of the introduction of contemporary artistic practices can be measured among pupils 
in the experimental group. Such results should encourage teachers who teach arts to 
introduce contemporary artistic practices into the art-educational curriculum. The 
study has heartened us to explore the positive influences of contemporary artistic 
practices more broadly, not only in the field of their positive influence on artistic ability.
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Utjecaj suvremene umjetnosti na 
kreativnost dvanaestogodišnjaka

Sažetak
U ovom radu predstavljeni su ishodi istraživanja kojim se nastojalo potvrditi utjecaj 
suvremene likovne umjetnosti na kreativnost dvanaestogodišnjih učenika. U ovome 
je istraživanju korišten verificirani test kreativnosti u inicijalnom i završnom 
mjerenju kvazieksperimenta koji je proveden na uzorku od 75 dvanaestogodišnjaka.
Rezultati pokazuju pozitivni učinak kvalitetnih praksi suvremene likovne 
umjetnosti na razvoj umjetničke kreativnosti posebno dvanaestogodišnjaka, u čak 
pet od šest čimbenika umjetničke kreativnosti. Zbog ove činjenice trebalo bi više 
razvijati svijest učitelja umjetnosti o pozitivnim učincima suvremene umjetnosti 
na praksu poučavanja umjetnosti.

Ključne riječi: osnovna škola; suvremena umjetnost; test kreativnosti; umjetnička 
kreativnost. 
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Changes to Pupils’ Competence 
Beliefs in Visual Arts in Lower 

Secondary Education:
A Longitudinal Perspective

Zrinka Ristić Dedić and Boris Jokić
Institute for Social Research in Zagreb

Abstract
The present study examined the changes to pupils’ competence beliefs in the subject 
Visual Arts over three years of lower secondary education in a sample of 752 
elementary school pupils in Zagreb, the capital of Croatia. Using a single item 
‘How good are you in Visual arts?’, pupils’ competence beliefs were measured three 
times, at the end of school year in the 5th, 6th and 7th grades. Unconditional latent 
growth curve modelling (LGCM) revealed high initial values of competence beliefs 
and a significant but moderate decline over time. Inter-individual variability was 
observed for both intercept and slope. Growth trajectories of pupils’ competence 
beliefs for girls and boys suggest common developmental trends for both groups, but 
indicate somewhat lower initial values and greater variability of intercept for boys. 
Conditional LGCM revealed significant effects of pupils’ final subject grades in the 
5th grade on both intercept and slope, indicating that pupils who had higher final 
grades in Visual Arts also had higher initial competence beliefs and that these beliefs 
changed less over time. The effect of the subjective value of Visual Arts (utility value, 
intrinsic value, difficulty) on competence beliefs was found only for intercept. These 
predictors did not have effects on the rate of decline in competence beliefs over time. 

Key words: pupils’ competence beliefs; Visual Arts; subjective task value; longitudinal 
study; lower secondary education.

Introduction
In the highly contested field of importance of educational subjects, which often 

causes social and political controversies, the importance of Visual Arts as an academic 
subject is somewhat undermined. In comparison with STEM subjects or native and 
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foreign languages, Visual Arts, as well as Music Education, is often overlooked by 
policy makers and the wider professional community. This is particularly the case 
in Croatia, where this subject is taught as a compulsory subject in all grades of a 
single-structure 8-year elementary education system (primary and lower secondary 
education). Teaching hours for this subject amount to a single hour per week (35 
teaching hours per year). The nominal amount of teaching hours is in stark contrast 
with the nature of the subject itself, largely envisaged as a practical, skill-based, creative 
domain important for nurturing pupils’ interests and talents in the visual arts field. 
The status of the subject, as expressed through its small presence in pupils’ education, 
might be reflected in pupils’ perspectives towards Visual Arts. Various studies have 
demonstrated the importance of the role of pupils’ perspectives on attainment 
and in the consistency and quality of their classroom work (Jokić, 2013). Research 
examining pupils’ perspectives about subjects is important in order to comprehend 
their experience of the educational process because this understanding can be used to 
improve the teaching and learning context. In the present paper, pupils’ perspectives 
are measured through their competence beliefs and attitudes (subjective task values) 
towards Visual Arts.

In Croatia, there has not yet been any research examining pupils’ competence beliefs 
in Arts Education. In contrast to cases such as Mathematics, such research endeavours 
are similarly rare in the international context. Previous research examining pupils’ 
attitudes has suggested that pupils perceived Visual Arts as an undemanding subject 
that is relatively easy to understand and/or learn (Marušić, 2003). Of all subjects that 
are taught at lower secondary level, Visual Arts is ranked somewhere in the middle with 
respect to pupils’ interest level, but was perceived as the least useful subject for pupils’ 
present life and the least relevant subject for the future. However, pupils appreciated 
that the subject was easy and did not require the exertion of much effort. Furthermore, 
8.2% of pupils identified Visual Arts as the most favourable subject (Marušić, 2003). 
Based on these results, we hypothesised that pupils’ competence beliefs would be high 
in Visual Arts. However, we wished to explore if and how these beliefs change over 
the course of lower secondary education.

The Development of Pupils’ Competence Beliefs
Pupils’ competence beliefs are one of the most prominent constructs in the field 

of achievement motivation. In an expectancy-value model developed by Eccles and 
colleagues, competence beliefs (in earlier work this construct has also been called ability 
beliefs) are defined as pupils’ perception of their current competences in a given domain, 
a concept theoretically distinct to expectancy for success (Wigfield & Eccles, 2000). 
However, the empirical work of Eccles and colleagues (e.g. Eccles et al., 1993; Eccles 
& Wigfield, 1995) has indicated these two concepts are practically indistinguishable 
because children and adolescents do not separate their perception of present competences 
from their expectations of success in future situations. Nevertheless, competence beliefs 
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have a crucial role in the expectancy-value model, because these beliefs, together with 
subjective task value, are assumed to directly influence pupils’ academic choices, effort, 
persistence and achievement (Eccles at al., 1983). Other motivational theories have 
also assumed competence beliefs to play a key role. In Bandura’s (1977) theory, self-
efficacy beliefs present a central concept similar to expectation for success. Self-efficacy 
beliefs are defined as the beliefs about one’s capacities to accomplish tasks and succeed 
in activities (Bandura, 1986). However, Bandura’s self-efficacy beliefs were measured 
mostly at the task-specific level and focus on pupils’ beliefs about their confidence 
to succeed in a certain task, while measures of competence beliefs usually examine 
individual perspectives at the level of subject domains with the following question 
“how good are you at/in…” (Wigfield & Eccles, 2000).

Previous research investigating the development of children’s competence-expectancy 
beliefs has indicated that pupils’ competence beliefs are domain specific (Wigfield & 
Eccles, 2000). Children as young as six years of age hold differentiated competence 
beliefs across different domains (Wigfield & Cambria, 2010). Several cross-sectional 
studies examining mean-level change in different domains demonstrated a decline 
in pupils’ competence beliefs over the elementary school years and indicated these 
often continue into subsequent educational levels, at least through early adolescence 
(Wigfield, 1994). Declines in competence beliefs are particularly evident during the 
transition to lower secondary level (Schunk & Meece, 2006). Some longitudinal research 
has also confirmed that children have more positive competence beliefs at a younger 
age (e.g. Wigfield & Eccles, 1994). 

In general, there are two lines of thought in the explanation of the negative changes 
observed in pupils’ competence beliefs across childhood and adolescence (Wigfield 
& Eccles, 2000). In one opinion, it is believed that the less positive perceptions of 
competences among older children are attributable to their advanced metacognitive 
understanding of learning tasks and themselves as learners. Older pupils process evaluative 
feedback received at schools more accurately and are better able to use information 
gained from social comparison with their peers in academic contexts. Furthermore, 
pupils’ accumulated experiences of mastery and failure within different domains and 
with different tasks probably provide the most important source of information for 
the formation of achievement-related self-image (Usher & Pajares, 2008). When pupils 
perceive that they are performing well and that their estimates of task/domain difficulty 
are favourable, their competence beliefs are enhanced. In contrast, in contexts in which 
tasks are becoming increasingly difficult and pupils begin to receive lower grades, these 
competence beliefs decline. As a result of all these processes acting together, competence 
beliefs become more realistic and less positive as pupils progress through elementary and 
secondary education levels. A second line of thought proposes that observed declines 
in pupils’ competence beliefs are connected to changes in school environments and the 
teaching and learning practices employed at higher educational levels. Arguably, the 
decline of competence beliefs among older children and adolescents is related to the 
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more competitive, more evaluative and less pupil-centred approaches typically present 
at secondary education levels in comparison to primary levels, as well as to the stress 
associated with major transitions within the education system.

Most studies examining competence beliefs have been conducted in academic 
domains such as Maths, Science or English and have used cross-sectional designs to 
examine normative changes in pupils’ competence beliefs over time (e.g. Freiberger et 
al., 2012) . In this study, we have used a longitudinal design not only to examine mean 
changes over time but also to describe the shape of growth trajectories and to capture 
individual variations in this change. The present study was conducted at three time 
points during lower secondary education: at the end of 5th, 6th and 7th grades. These 
time points were purposefully selected to match the period following the transition 
from primary to lower secondary education, when change in pupils’ competence beliefs 
is assumed to occur. In contrast to previous studies, we have examined the subject 
domain that rarely attracts the attention of educational researchers in Croatian and 
international contexts: the domain of Visual Arts. 

Gender Differences in Competence Beliefs
In the present paper, an exploration of differences in patterns of change among 

girls and boys was also included with the aim to examine gender differences in pupils’ 
trajectories of competence beliefs in Visual Arts. Previous studies examining gender 
differences in competence reveal inconsistent results (Schunk & Meece, 2006). A 
meta-analysis of 197 studies examining gender differences in academic self-efficacy 
identified a small difference favouring males and concluded that content domain 
moderated effect size variation (Huang, 2013). A number of previous studies indicated 
that pupils’ beliefs tend to follow gender stereotypic patterns, where boys hold more 
positive competence beliefs in “male” domains such as math or sport, and girls in more 
“female” domains such as languages and music (Wigfield & Cambria, 2010). There 
is, however, little evidence for gender differences among younger children (Schunk 
& Pajares, 2002). Furthermore, gender differences might disappear when previous 
achievement is controlled and when pupils receive clear performance feedback about 
their learning progression and results (Schunk & Pajares, 2002).

The Relationship between Competence Beliefs and Subjective
Task Values
In an expectancy-value model, subjective task value represents another key determinant 

of achievement motivation and behaviour. Eccles and colleagues (1983) identify the 
following components of subjective task (domain) value: attainment value (importance 
of doing well on a given task), intrinsic value, utility value and costs. Intrinsic value 
represents subjective interest in the domain and the enjoyment a pupil gains from 
doing the task and, as such, is similar to the concept of intrinsic motivation (Deci & 
Ryan, 1985). Utility value represents a pupil’s evaluation of the usefulness of the task 



53

Croatian Journal of Education, Vol.23; Sp.Ed.No.2-2021, pages: 49-65

or domain (e.g. whether completing a task will lead to the achievement of a desired 
end state) and is parallel to Deci and Ryan’s (1985) concept of extrinsic motivation. 
Costs include pupils’ estimations of potential “sacrifices” related to engagement with 
the task as well an assessment of the anticipated effort one will need to put into task 
completion based on the perception of task difficulty and evaluation of one’s own 
personal capacities.  

Research indicates that pupils clearly distinguish between competence beliefs and 
subjective task values and that they form distinct beliefs about what they are good at 
and what they value in different subject domains, from the first grades of elementary 
education and onwards (Wigfield, 1994). Children’s competence beliefs and task values 
are positively related and this relationship strengthens as pupils progress through 
education (Wigfield, 1994; Wigfield & Cambria, 2010). While it is not possible to 
determine the direction of this effect (i.e. whether competence beliefs influence 
evaluation of task value or whether subjective task value contributes to the estimation 
of one’s competence in a given task) based on correlational research, research using a 
modelling approach has suggested that it is more likely that competence beliefs drive 
pupils’ values in a way that pupils come to value tasks in which they feel competent 
(Wigfield & Cambria, 2010).

In the present study, measures of the intrinsic value, utility value and costs of Visual 
Arts, expressed as the perceived level of subject difficulty, were included in the model 
as potential predictors to determine if they could explain individual differences in 
changes in pupils’ competence beliefs over time. We were interested in exploring 
whether higher interest and utility value for the subject, as well as lower ratings of 
subject difficulty, were predictive of higher values of competence beliefs over time. 
Data regarding pupils’ achievement in the subject at the beginning of lower secondary 
education was also included due to its’ expected relevance for explaining initial levels 
and change in pupils’ competence beliefs.

Overall, the purpose of the present study is to explore the trajectory of pupils’ 
competence beliefs in Visual Arts over three years of lower secondary education. 

More specifically, the present paper aims to answer the following research questions:
1 How do pupils’ competence beliefs in Visual Arts change over the course of lower 

secondary education?
2 In what manner do the trajectories of pupils’ competence beliefs differ among 

girls and boys?
3 To what extent does the subjective domain value of Visual Arts and pupils’ 

achievement in the subject explain variability in changes in competence beliefs? 

Method
This paper presents the results of a study that is part of a longitudinal research project 

examining the nature and determinants of elementary school pupils’ educational 
aspirations. Using questionnaires administered at the end of the school year, this 
project followed the same generation from the 2016/17 academic year onwards for a 
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period of three years. The longitudinal character of the research design with the same 
group of participants allowed for the examination of trajectories in pupils’ competence 
beliefs over time. 

Participants
The research was carried out in 23 elementary schools in the City of Zagreb, Croatia, 

representing a sample of 21.9% of all public elementary schools in the area. The 
selected schools constituted a random sample stratified by school location. The same 
pupils participated in three research waves over three academic years: at the end of 
5th grade, at the end of 6th grade and at the end of 7th grade. The period between data 
collection points was approximately 1 year, so the equal distance between time points 
was preserved. Pupils also participated in an earlier research wave in the middle of 
the 5th grade, where data related to predictor variables were collected. 

At the beginning of the research project, at least two classes were randomly selected 
in each school and all students from these classes were invited to participate. Parents 
of all pupils participating in the surveys provided informed written consent prior to 
administration of the questionnaires. Altogether, 1013 pupils participated in the first 
data collection point (at the end of the 5th grade), 1032 in the second (at the end of the 
6th grade), and 885 in the third data collection point at the end of the 7th grade. In total, 
752 pupils participated in the three data collection points relevant for collecting data 
about the development of competence beliefs. Of these, 684 pupils also participated 
in the research wave at the midpoint of the 5th grade. The responses of these pupils 
are included in the statistical analyses presented in this paper. 

The attrition of participants over the course of the three data collection waves was 
expected due to the long time span of the research and changes to teaching methods 
from classroom to online due to school closures induced by the COVID-19 pandemic 
in 2020. The proportion of pupils participating in all three end-of-school-year waves 
represented 74.2% of the number of pupils participating in the survey at the end of the 
5th grade. Although these attrition figures might be perceived as substantial, analysis 
indicated that attrition was not related to variables relevant for the subject of measurement, 
i.e. was not related to pupils’ school achievement in the Visual Arts nor gender. 

Measures and Procedures
The trajectories of pupils’ competence beliefs in Visual Arts was investigated over 

the course of three years of lower secondary education (end of 5th, 6th and 7th grades). 
Pupil questionnaires were administered at schools during class time by researchers. 
In the final wave, the questionnaire was applied online via the Gizmo Survey platform 
due to COVID-19 pandemic and school closures. This was conducted in co-operation 
with participating schools, where links to the survey were sent to all participating 
pupils via e-mail or the online platforms used by schools during the lockdown period.

The questionnaires consisted of several items that were repeated at all time-points, 
with a number of additional items added at each time-point. 
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For the purposes of the present paper, the following parts of the questionnaires 
were of interest:

Competence beliefs in Visual Arts - measured at the end of the 5th, 6th and 7th grades.
Pupils’ competence beliefs for the subject of Visual Arts were measured using a 

single item: 
How good are you in Visual Arts? Please make your rating irrespective of the grades that 
you currently have in this subject. 
Possible responses were given on a 5-point scale: 1 – Not at all, 2 – Slightly, 3 – 
Moderately, 4 – Very and 5 – Extremely.
Subjective value of Visual Arts - measured in the middle of 5th grade. 
Using three items, pupils were asked to evaluate three elements pertaining to the 
subjective value of Visual Arts: utility value (How useful is the subject of Visual Arts 
to you?), intrinsic value (How interesting is the subject of Visual Arts to you?) and cost 
expressed as subject difficulty (How difficult is the subject of Visual Arts for you?). 
Possible responses were: 1 – Not at all, 2 – Slightly, 3 – Moderately, 4 – Very and 5 – 
Extremely.
Pupils’ expected final grade in Visual Arts - measured at the end of the 5th grade. 
Pupils were asked to express their expectations in regards to their achievement in 
Visual Arts by estimating their expected final grade in Visual Arts at the end of the 
5th grade. 
In the Croatian education system, final grades range from 1 (insufficient or a failing 

grade) to 5 (excellent).  
Gender
The sample consisted of nearly equal numbers of male (49.2%) and female (50.8%) 

pupils.

Analytical Procedures
Changes in pupils’ competence beliefs in Visual Arts over three years of lower 

secondary education were analysed using latent growth curve modelling (LGCM) 
within the structural equation modelling (SEM) framework (for further description 
of LGCM and its applications see: Duncan & Duncan, 2009; Curran et al., 2010; Byrne, 
2013; Wang & Wang, 2019). This analytical technique for longitudinal data was chosen 
based on our intention to describe trajectories of pupils’ competence beliefs over time, 
but also to determine individual factors that might explain the observed patterns of 
change. Traditional approaches, such as repeated ANOVAs, were deemed inappropriate 
as they only provide information about mean change and could not capture inter-
individual differences in intra-individual change because these methods treat individual 
differences as error variances (Duncan & Duncan, 2009). In contrast, LGCM allows 
for the estimation of inter-individual variability in intra-individual patterns of change 
over time, while at the same is characterised with higher statistical power and great 
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flexibility in terms of inclusion of partially missing data, non-normally distributed 
data and categorical data (Curran et al., 2010). 

At first, a simple, unconditional LGCM was applied to explain the growth trajectory 
of pupils’ competence beliefs based on observed repeated measures. These measures 
are treated as multiple indicators of two latent growth variables: intercept and slope 
(Wang & Wang, 2019). The means and the variances of intercept and slope are the 
key modelling results that provide information for description of the latent growth 
curve. The intercept represents the starting point (baseline level/ initial status) of 
the growth curve, while the slope represents the rate of change over time. The mean 
of the intercept determines the average value of baseline. If significant, it means that 
the intercept is different from zero. In our case, the mean of the intercept is the value 
of the competence belief in Visual Arts at the end of the 5th grade. The variance of 
the intercept presents individual differences at baseline level (variation of individual 
intercepts) and indicates the extent to which pupils differed in their latent scores of 
competence belief at baseline level. If significant, the variance of the intercept indicates 
that there is a certain amount of variability in the latent score at baseline. The mean of 
the slope represents the average rate of change in the sample over time. If significant, 
this mean indicates that there is a change at the group level. The variance of the slope 
provides information about inter-individual differences in change over time (intra-
individual change). It provides information about whether the rate of change varied 
across individuals within the sample. A significant variance of the slope means that 
participants differed in the rate of change and that some individual growth curves 
are steeper than others. 

In addition to describing growth curves and demonstrating the manner in which 
pupils’ competence beliefs change over time, LGCM also allows us to address questions 
concerning the role of external variables in this change. Our simple model was extended 
by including predictors (covariates) of growth that might explain why pupils differ in 
their initial levels of competence beliefs and in their rate of change. Latent growth curve 
models that include predictors are called conditional LGCM. While predictors might 
be time-invariant or time-varying, we included only time-invariant predictors in our 
model. These predictors are treated as causes of growth in the model because they are 
measured at the time point preceding the measurement of pupils’ competence beliefs. 

For the purposes of the present paper, LGCM was performed using the Mplus 
software, Version 8.4 and employs maximum likelihood estimators (as defaults for 
continuous data), based on the instruction presented in Muthén and Muthen (2017), 
as well as in Geiser (2012), Kelloway (2014) and Wang and Wang (2019).  

Results and Discussion
The first part of Results section describes unconditional LGCM (i.e. a model without 

covariates) that was fit to the data in order to assess the growth trajectory of pupils’ 
competence beliefs in Visual Arts over the course of lower secondary education. 
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First, an unconditional model was specified for the whole sample of pupils (single-
group LGCM). Secondly, multiple-group LGCM was applied to establish the growth 
trajectories of competence beliefs in Visual Arts across two gender groups.  

The second part of Results section presents conditional LGCM in which a number 
of covariates were added to the model in order to examine the effects of these external 
variables on changes in pupils’ competence beliefs in Visual Arts over time. Latent 
growth variables of intercept and slope were regressed on four time invariant predictors 
measured at the midpoint or end of the 5th grade: subjective domain value of Visual 
Arts (intrinsic value, utility value and costs expressed as perceived level of difficulty) 
and pupils’ subject grades. 

Unconditional LGCM of Pupils’ Competence Beliefs in Visual Arts 

Single group LGCM: How do pupils’ competence beliefs in Visual Arts 
change over the course of lower secondary education?

In Figure 1, the mean values and error bars of the observed measures of pupils’ 
competence beliefs in Visual Arts are depicted. Table 1 numerically presents the same 
values (means and variances) of these repeated measures. 
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Figure 1. Observed mean values and error bars of pupils’ competence beliefs 
in Visual Arts, measured at the end of the 5th, 6th and 7th grades
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Table 1. 

Observed repeated measures of pupils’ competence 
beliefs in Visual Arts: Means and variances 

pupil group Mean Variance

5th grade 4.67 0.514

6th grade 4.49 0.861

7th grade 4.49 0.786

The results indicate that, throughout lower secondary education, the mean values of 
pupils’ competence beliefs were very high. The highest means were present at baseline, 
i.e. at the end of the 5th grade, indicating that, on average, pupils at that point declared 
that they were very good at Visual Arts. The mean values of pupils’ competence beliefs 
declined slightly at the end of the 6th and 7th grades. This change over time was further 
analysed using LGCM. The observed values of pupils’ competence beliefs in Visual 
Arts were specified as unconditional LGCM with two latent variables: intercept (initial 
level) and slope (the rate of change over time). Because the model was based on only 
three data collection points, we only conducted a test of a linear model to examine fit 
for the observed data patterns. 

A description of the specified linear growth curve model of pupils’ competence 
beliefs is provided through the presentation of the means and variances of intercept 
and slope in Table 2. 

Table 2. 

The means and variances of latent growth variables: Intercept and slope of pupils’ 
competence beliefs in Visual Arts 

all pupils Intercept Slope
Mean Estimate     4.65**   -0.10**

S.E. 0.02 0.02

Variance Estimate     0.31**  0.05*
S.E. 0.04 0.02

Correlation Intercept with Slope                   -0.27
**p<.01 *p<.05

In regard to model fit, goodness-of-fit indices were the following: χ2(1)=10.325, p<.01; 
RMSEA=.087; CFI=.975; TLI=.924; SRMR=.0241. A Chi square test of model fit was 
significant (probably due to the large sample size, as discussed by Kenny, 2020) and 
the RMSEA value was greater than the cut-off point of .08, suggesting mediocre fit. 
However, alternative model fit indices suggested that the model fit might be considered 
adequate and that the model might be accepted.  

1 Standard criteria for good fit: non sig. Chi square test, cut-off point: RMSEA below .08/.06; CFI and TLI 
above .90/.95; SRMR below .08



59

Croatian Journal of Education, Vol.23; Sp.Ed.No.2-2021, pages: 49-65

The estimated mean value of the intercept growth variable at baseline level (the 
end of the 5th grade) was 4.65 (p<.01). On a scale in which the maximum was five, 
this intercept mean indicated high initial levels of pupils’ competence beliefs in Visual 
Arts. The statistical significance of this parameter is not very informative as it only 
indicates difference from zero. The variance of the intercept (p<.01) suggests significant 
variability in this score across pupils at the end of the 5th grade. The estimated mean 
for the slope was negative and amounted to -0.10 (p<.01), indicating a significant 
decline in pupils’ competence beliefs in Visual Arts over time. On average, values of 
pupils’ competence beliefs dropped by 0.10 each school year. The variance of the slope 
showed that slope varied significantly across pupils (p<.05), suggesting that pupils’ 
competence beliefs did not decrease at the same rate for all participants and that some 
pupils showed a steeper decline than others. However, the size of the variance of the 
slope suggested that the variation is not very large and that individual growth curves 
did not differ in their steepness to a great extent. The correlation between intercept 
and slope was -0.27 and non-significant, indicating that, in the Visual Arts domain, 
the rate of change was not dependant on the initial level of pupils’ competence beliefs.  

In summary, the results of the examination of the trajectory of pupils’ competence 
beliefs in Visual Arts over the course of lower secondary education revealed that growth 
curves started with a very high initial level of pupils’ competence beliefs at the end 
of the 5th grade and demonstrated a slight, but significant decline up until the end of 
the 7th grade. Findings indicating a trend of declining values of pupils’ competence 
beliefs over the course of lower secondary education in a subject not yet explored in 
previous research support the universal nature of this trend across different subject 
domains, as suggested by other authors in the field (Wigfield, 1994: Wigfield & Eccles, 
2000). Furthermore, the fact that these same trends were observed across educational 
systems characterised by very different organisational structures, teaching and learning 
practices and transitional periods reinforces the notion of this universality and stresses 
the importance of developmental and maturational factors in this change.        

In addition, the results confirmed significant inter-individual variability in initial 
values and rates of change in pupils’ competence beliefs over a three-year period and 
highlights the need to further explore the sources of these variations and identify 
individuals and/or groups of pupils demonstrating differential growth trajectories. 
Because gender might potentially be one of the variables that contributed to differences 
in pupils’ trajectories of competence beliefs, we performed multiple group LGCM to 
test this hypothesis.   

Multiple group LGCM: In what manner do the trajectories of pupils’ 
competence beliefs differ among girls and boys?

Multiple-group growth modelling that takes gender into account allows one to test 
whether there are multiple developmental pathways or a common developmental 
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trend among the examined groups (Duncan & Duncan, 2009). Contrary to a single-
group growth model, where all model parameters are set as equal across all groups, in 
this case all parameters are allowed to vary freely across groups, which is equivalent 
to estimating a growth model within each group separately (Curran et al., 2010).

Table 3 presents the means and variances of a multiple group (girls and boys) latent 
growth model of competence beliefs in Visual Arts over the course of lower secondary 
education.  

Table 3. 

The means and variances of intercept and slope for competence beliefs in Visual Arts: Girls and boys

GIRLS BOyS

Intercept Slope Intercept Slope

Mean Estimate    4.82**        -0.11**      4.51**     -0.09**    

S.E. 0.02    0.02     0.03  0.02    

Variance Estimate    0.17**      0.02         0.40**  0.07      

S.E. 0.04      0.02      0.08      0.04      

Correlation Intercept with Slope             -0.11  -0.30     

                       **p<.01 *p<.05

Although a chi square test was again significant χ2(2)=9.906, p<.01, goodness-of-fit 
indices suggested that the model fit the data adequately, where RMSEA=.08; CFI=.977; 
TLI=.930; SRMR=.024. The contribution from each group was 3.957 for girls and 5.948 
for boys, where larger chi-square values (among boys) indicate worse fit.

The results of a simultaneous group LGCM among girls and boys indicated that, for 
each independent group, the means and variances of the intercept were statistically 
significant (p<.01). Estimated initial values of competence beliefs in Visual Arts were 
somewhat higher for girls than for boys, while individual differences in these initial 
values were larger for boys than for girls. The means of the slope were also statistically 
significant for both independent groups (p<.01), indicating that there was a decline 
in the values of competence beliefs over time for both girls and boys. However, the 
variances of the slope were not significant in both groups, suggesting that there were 
no individual differences in the rate of change of competence beliefs in girls’ and 
boys’ groups. Once again, non-significant correlations between intercept and slope 
indicated that, for both independent groups, the rate of change was not related to the 
initial values of competence beliefs.  

In conclusion, the exploration of trajectories of competence beliefs across gender 
groups revealed similar growth trajectories of competence beliefs in Visual Arts for girls 
and boys, although initial values of competence beliefs in Visual Arts were significantly 
higher and more homogenous in the girls’ group. For both groups, competence beliefs 
demonstrated a similar tendency of a slight decline over three years of lower secondary 
education and no within-group differences in the steepness or flatness of the slope. 
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Conditional LGCM of Pupils’ Competence Beliefs in Visual Arts 
To what extent do the subjective domain value of Visual Arts and
pupils’ achievement in the subject explain variability in the change
in competence beliefs? 

A conditional latent growth curve model was specified for the exploration of the 
effects of external variables on the trajectory of pupils’ competence beliefs. Four 
predictors measured at the midpoint/end of the 5th grade were added to the models 
and allowed to covariate:  pupils’ estimates of subject’s utility value, intrinsic value 
and costs (expressed as level of subject difficulty) and pupils’ achievement in the 
subject. These variables were included as time-invariant, prospective predictors to 
determine whether they could explain individual differences in the change in pupils’ 
competence beliefs over time. The conditional model specification evaluated how 
well these predictors could predict growth trajectory parameters, i.e. explain average 
initial level (intercept) and rate of change (slope) over time. 

Table 4 presents estimates of associations between predictors and LGCM parameters, 
i.e. unstandardized paths coefficients of intercept and slope regressed on four time-
invariant predictors. 

Table 4. 

Unstandardised path coefficients leading from four time-invariant predictors to growth trajectory 
parameters: Intercept and slope of pupils’ competence beliefs in Visual Arts

Intercept Slope

Estimate S.E. Estimate S.E.

Utility value 0.04* 0.02 0.01 0.01

Intrinsic value 0.08** 0.02 -0.02 0.01

Costs (Subject difficulty) -0.12** 0.02 -0.01 0.02

Achievement in Visual Arts 0.47** 0.05 -0.18** 0.04

**p<.01 *p<.05

Including time-invariant predictors in the model for Visual Arts improved model fit. 
Goodness-of-fit indices suggested that the model fits the data well, as RMSEA=.044; 
CFI=.981; TLI=.924; SRMR=.019. Chi square of the model fit was the only indicator 
that suggested misfit, as it was still significant, χ2(1)=17.173, p<.01. 

Pupils’ achievement in Visual Arts in the 5th grade and their estimates of the subject’s 
intrinsic and utility value had a significant positive effect on intercept, while the effect 
of subject difficulty estimation was negative. The effect of pupils’ achievement in the 
subject was by far the strongest. For every unit increase in subject grade (e.g. from 
2 to 3 or 4 to 5), the initial value of pupils’ competence belief was .47 units higher. It 
was also the only predictor that also had a significant effect on the slope. The value 
of the path coming from this predictor to the slope was negative, meaning that pupils 
with a higher subject grade at the end of the 5th grade experienced a smaller decline 
in their competence beliefs over three years of lower secondary education than pupils 
with lower subject grades. The effects of three indicators of the subjective domain 



Ristić Dedić and Jokić: Changes to Pupils Competence Beliefs in the Visual Arts in higher grades of primary education ...

62

value of Visual Arts were very close to zero, and therefore not significant, suggesting 
that these external variables were not predictive of steeper or flatter rates of change 
in pupils’ competence beliefs over time.

The finding that pupils’ achievement in Visual Arts was the strongest predictor 
of individual differences in intercept and the only significant predictor of the slope 
growth variable confirmed the strong relationship between these variables, even 
indicating the dependence of pupils’ competence beliefs on previous achievement 
and experiences of success and failure within the subject domain. This is consistent 
with Bandura’s (1986) observation that pupils’ competence beliefs are enhanced if 
they are performing well and experiencing success in their endeavours and similarly 
support his claim regarding previous mastery experience as the most relevant source 
of information for the formation of favourable self-appraisals.

The finding demonstrating that higher initial values of pupils’ competence beliefs 
were predicted by higher estimates of the subject’s utility and intrinsic value and lower 
estimates of difficulty level highlights the importance of the relationship between 
the subjective value of the subject for pupils and their competence beliefs within the 
same domain. Pupils tended to believe that they were good at subjects that they also 
perceived as interesting, useful and not difficult. However, finding indicating that the 
rate at which competence beliefs changed over time did not differ according to pupils’ 
ratings of subjective value suggested that the effects of initial perceptions about the 
subject were not simple nor long lasting. It is likely that the inclusion of indicators of 
subjective subject value as time-varying predictors (i.e., predictors whose values could 
also change across time (from the 5th to the 7th grade)) would result in a more complete 
model that would allow for the examination of the degree to which these predictors 
changed in line with changes in pupils’ competence beliefs over time.  

Conclusions
The results presented in this paper represent first insights into the development of 

pupils’ competence beliefs in the subject domain of Visual Arts in Croatian education. 
Examination of pupils’ competence beliefs over the course of lower secondary education 
demonstrated very high competence beliefs at the end of the 5th grade, followed by a 
slight, but statistically significant decline up until the end of the 7th grade. Latent growth 
curve modelling proved useful in revealing the existence and size of inter-individual 
variability in intra-individual change in competence beliefs over the observed period 
and in exploring the effects of pupils’ estimates of the subjective value of Visual Arts 
and their subject grades on the growth trajectory. Future research should aim to widen 
the period of exploration and add additional time points in order to enable a more 
precise and accurate examination of the form of change. It would make equal sense to 
extend the observation of pupils’ competence beliefs into the 8th grade of elementary 
school and even beyond, into upper secondary education, as well as to organise studies 
that would position baseline measurement before the transition from classroom to 
subject teaching (e.g., in the 3rd or 4th grade), when this transition is probably not yet 
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in sight. Future research might also incorporate models that would specify parallel 
growth of competence beliefs and subject achievement or include some time-varying 
predictors to better explore the complexities of the relationships between variables 
in change over time. 

Future research could also benefit from the expansion of the sample and inclusion 
of pupils from communities outside the country’s capital. It is reasonable to assume 
that pupils’ perceptions of school subjects and their competences and achievements 
within subject domains might be different in contexts with fewer resources.
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Promjene učeničkih uvjerenja 
o kompetencijama u predmetu 

Likovna kultura u višim razredima 
osnovnoškolskoga obrazovanja: 

longitudinalna perspektiva

Sažetak
U ovom radu govori se o istraživanju promjene u učeničkim uvjerenjima o 
kompetenciji u predmetu Likovna kultura tijekom tri godine viših razreda 
osnovnoškolskoga obrazovanja na uzorku od 752 učenika osnovnih škola u Zagrebu. 
Učenička uvjerenja o kompetenciji prikupljena su u tri navrata, na kraju školske 
godine u 5., 6. i 7. razredu, pomoću jednoga pitanja „Koliko ti dobro ide predmet 
Likovna kultura?” Bezuvjetno modeliranje latentne krivulje rasta (LGCM) ukazalo 
je na vrlo visoke početne vrijednosti učeničkih uvjerenja o kompetenciji te na blagi, 
iako značajan pad tijekom vremena. Opažen je varijabilitet među učenicima i za 
vrijednosti latentnoga odsječka i nagiba. Razvojne putanje učeničkih uvjerenja o 
kompetenciji za djevojčice i dječake pokazale su slične razvojne tendencije u obje 
nezavisne skupine, ali i ponešto niže početne vrijednosti i veći varijabilitet latentnoga 
odsječka za dječake. Uvjetovano LGCM je pokazalo značajne učinke učeničkih 
zaključnih ocjena iz predmeta u 5. razredu na latentni odsječak i nagib, što znači 
da su učenici s višim ocjenama iz Likovne kulture imali veće početno uvjerenje o 
kompetenciji i manje ga mijenjali tijekom vremena. Značajni učinci subjektivne 
vrijednosti Likovne kulture (utilitarna vrijednost, intrinzična vrijednost, težina 
predmeta) utvrđeni su jedino za latentni odsječak. Ovi prediktori nisu imali učinke 
na stopu smanjivanja učeničkih uvjerenja o kompetenciji u vremenu.   

Ključne riječi: Likovna kultura; longitudinalno istraživanje; subjektivna vrijednost 
zadatka; učenička uvjerenja o kompetenciji; viši razredi osnovnoškolskoga 
obrazovanja.
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Abstract
In this case study, we explore how a group of mature fibre artists, known as Fibres 
and Beyond (FaB), have made an ongoing contribution to their rural communities 
through art practice, both within the circle of group members and among the wider 
community. For nearly twenty years, FaB has successfully maintained their artist 
collective, generating pedagogic affects in bi-annual exhibits as venues that raise 
awareness of creative expression and stimulate reciprocal dialogue with the general 
public about ways of making, sharing and producing art. In this way, art events are 
arguably a form of knowledge creation that attend to lifelong learning and rural art 
education by building upon informal exchanges that demonstrate an ongoing and 
vital commitment to nurturing and sustaining local social and cultural engagement. 

Key words: artist collectives; informal learning; pedagogical events; rural art 
education, social art practice.

Introduction
The role of artist collectives in rural communities remains an overlooked area of 

inquiry in art education in Canada, although such discourses are well-established 
internationally (Skippington & Davis, 2016 [Australia]; Palmer, 2015 [United States]; 
Jokela et al., 2013 [Finland]), and artist collectives are recognised in many urban 
centres for making important socio-cultural contributions (i.e. Boynik, 2012; Tunali, 
2016). In this case study, the artist collective Fibres and Beyond (FaB) offers a lens 
through which to initiate conversations about rural art education in Canada, and 
to explore the potential of emergent modes of inquiry that recognise the pedagogic 
affects of sustained practice. Attending to the nuanced dynamics of artful exchanges 
in rural, regional and remote communities, where women historically have been at the 
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forefront of the arts as organisers, artists, and educators (Flood, 2001), is an important 
source of information that contributes to broadening and deepening understandings 
of informal learning in relation to the community. 

Although borderlines between urban and rural locales are changing in relation to 
the emergence of network societies and translocality, and centre-periphery relations 
are blurring in contemporary society (Fisker et al., 2019), the everyday distinctions 
and differing levels of connectivity lived by artist collectives like FaB suggest that the 
countryside continues to present diverse opportunities and challenges. We are mindful 
not to conflate rural with nature, as a comparative to urban landscapes with cities. In 
this case, we extend Thrift’s position on affective cities (2008) to consider affective 
“ruralities” also, as body-object-space movements of collective becomings (Groz, 2017). 

Residing beyond major urban centres for visual art, culture and learning demands 
that women artists, like the members of FaB, continually innovate and improvise, 
and often create their own organisational infrastructure to support the arts, blended 
with qualities of self-direction and collective initiatives in relation to the pulse of 
the local community. Such a disposition has a long, rich and continuous legacy for 
those in regional to more isolated locations, and it is a mind-set central to sustaining 
relationships that make for robust arts communities in rural-based areas, inclusive of 
art practice, art systems, expansive geography and social relations. As a community 
of practice, FaB formed in response to the need for art and cultural capacity-building, 
and in doing so, there was and remains today an opportunity to explore the artistic 
impulse in ways that facilitates collaborative learning and teaching exchanges beyond 
the hegemonic practices of art institutions in urban areas (Tunali, 2016). The pedagogic 
affects of this collective and their hallmark event, Consider the Lilies, serve as the 
impetus for this case study, attending to visual art in small communities, where art-
making is not necessarily driven with a political or social activist intent, but by valuing 
the contribution of everyday aesthetics articulated by women who strive to make art 
accessible, inviting and responsive. 

This does not suggest other artist collectives in rural areas share similar constructs, 
nor those other local communities in which collectives reside are receptive in the same 
ways, however, the value of such situated knowledge in community art education holds 
an intrinsic value that warrants further consideration (Haraway, 2016). The latitude to 
be an artist “on the margins” of the art scene may spur on localised experimentation 
and exploration, and given the social structure of rural communities, ongoing sharing 
of techniques, knowledge, skills, opportunities, ideas and challenges with fellow 
makers often results in the informal delivery of the arts directly by artists, at times in 
combination with, rather than exclusively through intermediaries such as galleries, 
retail or related means of distribution. At the heart of such practice is relationality, and 
the vitality of the relationships that offer the freedom to investigate the parameters of 
art practice as participatory engagement. 

In this study, we review the protocols of Fibres and Beyond to address how the group 
initiates, instructs and invigilates art practice. Although pedagogy is not their primary 
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motivation, that is, they do not make art to teach the wider community how to view or 
engage with textiles, there are arguably pedagogic affects that this collective generates 
by demonstrating how “living artfully” is part of sustaining a meaningful personal 
and professional role in the arts and society (Sinner & Lowther, 2012). Collectives 
like FaB bring forward perspectives rooted in curiosity and appreciation, and in 
turn, their presence voices new relations between art and community. We consider 
how FaB helps facilitate pedagogic affects through three key aspects of the collective: 
vernacular art practice; collective leadership in terms of planning, participating, self-
regulating, as well as cooperative decision-making within the group; and the value of 
lifelong learning that interweaves with social support among members. For FaB, it is 
relationships with materials in tandem with their relationships with group members 
that extend to audiences to collectively define the patterns of art making, where the 
process is equally as important as the product within these networks of relations and 
beyond. 

The role of art in facilitating creative and critical interfaces across multi-layered and 
multi-level community contexts further demonstrates a responsive ethic of caring 
that underscores the group. The guiding philosophy of FaB, of sharing, making, and 
engaging, by renewing, reworking, and rearticulating fibre, is an opening to socio-
material synergies that generate core questions, such as: Why is this group a successful 
artist collective, when other such community art initiatives are often only sustained 
briefly? What has this group as a community organisation contributed to the cultural 
development of the arts? How does the site of the event shape the aesthetic relations 
of both artists and visitors and in so doing, contribute to pedagogic affects?

Consider the Lilies: A catalyst of rural art education
FaB began in 2002, with nine of the thirteen active members today having been with 

the group from the first meeting (Figure 1). Mary explains, ‘Staying together takes a 
degree of willingness to compromise, willingness to listen, and to share the airtime. 
For those of us who have stayed, it’s worked for us … and I think that’s part of the 
secret to its longevity.’ The artists span in ages as mature women to elderly members 
in their late 80s, and members at various life stages, from families to widows, working 
to retired, and the group shares diverse backgrounds in art training. Recruitment for 
the group is a careful curation of art practice and worldview. As Phyllis shared, ‘…our 
process of bringing in new members seems to be to invite people whose personality 
will work with the group, our personalities need to blend. It is okay for us to disagree 
with each other … diversity is always a strength and a necessity in my mind to progress.’ 
Highlighting the importance of openness, Elizabeth added, ‘I admire how adventurous 
some of the artists are, willing to try anything and give it their best and that’s inspiring 
to me, so it’s really not about the product ... [it is] necessary to stay involved.’ 

This women’s textile collective is based in Sooke, a small town on the far west coast 
of Canada, with some members residing in neighbouring communities – all part of a 
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region known for artists and creative expression. The collective formed at a time when 
the town was still in the echo of dramatic social and cultural transformation, when 
many small towns in British Columbia shifted from a long history as resource-based 
communities (for Sooke, primarily logging) to rural towns in economically precarious 
situations seeking new innovations and diversification as a way forward (Ryser & 
Halseth, 2017; Creative City Network of Canada, 2009). More recently, Sooke and 
neighbouring areas have evolved as bedroom communities for the provincial capital 
as the regions expand, blurring the urban-rural divide that defined the boundaries 
in the past. FaB has been a socio-cultural stakeholder in this wider community from 
its inception,

Figure 1. FaB, 2017, Left to right, Linda, Mary, Joan, Janet. Centre: Phyllis, 
Elizabeth, Stephanie; Back l to r Isabel, Irm, Gail, Judy.

bringing together social relationships, art as a community asset and economic staple, 
and by extension, in the organisational structure of the collective that is defined by the 
values and beliefs of community service that reflect rural living for group members. 

FaB has held more than thirty art events since it was established, adding significantly 
to understandings of artists, art-making, and how local communities are engaging in 
conversations about the arts in ways that are authentic to the makers, audiences, and the 
craft itself. This art collective operates with pedagogic affects, and as mature learners, 
members of the collective are also teaching and learning with, from and through each 
other, as lifelong learners. In effect, the hallmark exhibit for FaB, Consider the Lilies, 
held each spring, mobilises art as a catalyst for pedagogic affects reverberating in 
rural art education. This event takes place in a unique community venue: the historic 
St. Mary’s Anglican Church in nearby Metchosin, built in 1873, amidst a cemetery 
of pioneer families, now a location renowned for a spectacular field of lilies that has 
become a destination for many day trippers (Figure 2). 
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Figure 2. St. Mary’s Anglican Church

Events like Consider the Lilies align with conceptual perspectives offered by Rogoff 
(2011), in which the staging of the event is a platform for knowledge creation, where 
exchange through dialogue at the moment changes how we perceive and engage in the 
world around us. For Badiou (2013), art events elevate the presence of ideas through 
proximity, and for FaB, this is at the heart of belonging to both the group and the wider 
community. By engendering didactic spaces for exchange, artists ‘take on the identity 
of a deliberative citizen’ (Rancière, 2009, p.43), and embrace the intensity of artistic 
events alongside the audience. In this way, the event arguably holds a host of pedagogic 
affects that reverberate through networks of relations and activities surrounding the 
exhibition. Borrowing from Watkins’ (2016) argument for classrooms, in communities 
of practice like FaB, different pedagogic practices have different body-space-object 
affects that in turn affect how and why we learn. Among the many encounters possible 
in this review, we attend to the essence of conversations with four members who 
participated in interviews, in addition to field notes and reflections, and visual mapping 
of the Consider the Lilies event, which together offer insights to how artist collectives 
can operate as educational entities in rural areas.

Pedagogic affects: Unfolding events with
body-object-space movements 
There is no single definition for affect, rather ‘affect is understood as a form of 

thinking’ (Thrift, 2008, p.175). For Vannini (2015), affective capacities help to focus our 
attention on more-than-human relations that bring forward resonances in events, such 
as intensity of feeling, an atmosphere, making-doing practices and more, rendering 
a ‘signature style’ of enactment of everyday life ‘laden with creativity and possibility’ 
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(pp. 12-14). Rooted in living inquiry, we discussed socio-material qualities of the event, 
Consider the Lilies, to more fully articulate and appreciate the contribution of women, 
artist collectives and rural art education. 

At the heart of fibre arts are sensory responses to textures and contours of touching, 
feeling, seeing, and energizing, in ways that other art practices do not necessarily facilitate. 
Taylor (2015) refers to this kind of pedagogic practice as ‘edu-crafting … a movement 
which uses craft for critical thinking, questioning and considered creative activism’ 
(p.20). The affects in this case highlight the negotiation and perhaps interruption of 
knowledge exchange, much as Hickey-Moody and Page (2016) describe, ‘learning 
becomes about the process of moving the margins of knowledge from exterior to 
interior locations and this process of movement, or folding, is an embodied act’ (p.8). 
There is intentionality in the affects, and by considering this orientation we move 
beyond the gesture of art to the forces that transform encounters with art, artist and area 
(Gregg & Seigworth, 2010). In this case, we adopt an artwork scholarship lens, which 
is concerned with the form and content of art as research. Such inquiry requires an 
anticipatory mode of thinking-with the arts to advance pedagogical and experimental 
perspectives, and in the case of FaB, socio-material iterations that bring our attention 
to continuously renewing, reworking, rearticulating, where the collective is inscribing 
practices between: members-materials; materials-community; community-members 
and beyond (Sinner & Lemieux, 2020). 

Material affects: Vernacular arts as diverse
social practice 
For FaB, textile art is not just a leisure activity, or social signifier of women’s work, 

but an occupational endeavour of belonging, where the quality of the work receives 
monthly input and review, much like a typical classroom critique in art education. 
Monthly meetings are hosted at members’ homes, collectively described as places 
filled with heart, and while comments are generally supportive and considerate, given 
the value of friendship over self-advancement, feedback is vital to maintaining a high 
standard of production. Mary shared, ‘We go around the circle and if you’ve been 
working on something, then we are eager to see it … spontaneous critique is mostly 
affirmation. Occasionally someone will make a suggestion how they think the piece 
could be improved.’ This informal jurying means not all works are included in the 
exhibit, but the invitation to continue making is always open. Gail added, ‘…definitely 
you’ll get the give and take with different opinions and different ideas … there is 
sometimes tension. I mean, any group has tension … but the mechanics of this group 
is that yes, we are a mature group.’ 

In response, members invest significant time planning, testing, and experimenting 
with standard techniques in new ways to develop unique designs for upcoming exhibits. 
Their works generally document “their worlds” in terms of events, scenes, and daily 
activities, with motifs of joy, togetherness and pleasure dominating over expressions 
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of hardship, unhappiness or disappointment – a deliberate selection that is a historic 
reflection of women engaged in crafts (Congdo, 1985). Connectedness between artist-
artwork-community does not necessarily demand all art send a political message, 
and that is not an agenda that FaB wishes to take on (Figure 3). Instead, they have 
found remarkable success as artists knowing their local market, attending to aesthetic 
qualities that speak to their audience, and profiling works in bi-annual exhibits that 
consistently generate a high volume of sales comparative to other local art events, 
with pieces often selected for private homes and as gifts to be appreciated in personal 
collections. Therein lies the pedagogic affects, in that ‘there are always two of our 
members there to have conversations with the public … the connection [is] one-to-
one, so explaining your technique and your process works very well at the church, 
and it is very interesting.’ FaB’s motivation has from the outset been to respond to the 
community with attunement. This suggests diverse forms of art practice are equally 
valid, and perhaps more importantly, contingent on the communities which they serve. 

The close relationship between the makers-materials-space is critical in their 
sustainability as a collective. The church as a venue is a location of display that not only 
offers a distinctive experience for the audience, but also for the group members. The 
architecture of a historical church was described by Elizabeth as ‘a lovely atmosphere 
for initiating conversations, where in an open gallery space, walls and open floor space 
may not give that intimacy.’ In part, because FaB is well-known in the region, Gail notes, 
‘…we’ve had a huge amount of material come to us’ that is then shared among the 
collective. For Gail, the values of a community are embedded in the materials, ‘…I have 
been given exquisite fabrics – because they had fabrics or clothing that they cherished, 
they didn’t want to just throw it away – they brought it to me because here was someone 
who would value it and make use of it.’ In this way, we may consider how materiality 
inspires meaning-making that is embodied in the location, in community donations 
to the group, and even in the naming of the group and the naming of the event also. 

Such a social-material approach takes into consideration how materials – fibres, 
threads, cloth, notions and more – affect the way members and the public think and act 
in response to the bi-annual event (Tanggard, 2013; Rantisi & Leslie, 2010). Materiality 
becomes inclusive of group members, their artworks, home studios, shared spaces, 
exhibition spaces like the community church and more, reverberating pedagogically 
through the everyday to form what Bennet describes as ‘a dynamic assemblage of 
multiple agencies and processes that disrupt and interfere with one another within an 
ontologically heterogeneous field of relations’ (Rantisi & Leslie, 2010, p.23). 

Collective affects: Sharing leadership as
a discursive practice 
Central to mapping pedagogic affects of FaB is the responsive, shared decision-

making that is the cornerstone of managing the collective. Their organizational structure 
parallels guilds, women’s institutes, and arts societies, and much as Congdon (1985) 
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stated, ‘women were, and to a large degree still are, seen as guardians of the culture,’ a 
description that lends to the work of FaB today (p.193). Their resilience, improvisation 
and self-sufficiency as artists make it possible to establish their own system of making-
doing, pooling resources within and sharing public roles of promotions, marketing, 
and administration. Even with the physical challenges for some team members, “all 
hands on deck” is the guiding motto as the team prepares for exhibits at the church, 
transforming the interior, running lighting, setting up exhibition stands, artworks, 
signage, in a labour-intensive installation that is designed to enhance the quaint 
atmosphere of the space and structure itself. Each member takes responsibility for a 
specific role with the needs of the collective at the forefront. 

Yet despite being an all-woman collective that advocates for fibre arts, FaB categorically 
does not consider themselves a feminist-based group, even though many held professional 
careers during the second-wave movement. Instead, as Gail noted, they self-describe 
as ‘alpha-women,’ where the leadership model evolved spontaneously, intuitively, 
and responsively, with each member rotating responsibilities equitably over time as 
part of shared, collaborative leadership and decision-making. Elizabeth observed, 
‘We don’t compete or feel threatened by someone else’s excellence … this is why we 
continue to work together as a group.’ Their management mode harkens to distributed 
leadership in the field of education, and more recently to the advancement of collective 
leadership (Goksoy, 2016). Mary concurred, ‘We are relational, rather than competitive. 
Simply being together and being inspired by one another has been very much more 
important than competing or jockeying for position in the group.’ With a process of 
collective decision-making, members consistently reported a sense of belonging and 
self-confidence in voicing their opinions and evaluations, much like Tian et al. (2016) 
suggest, such distributive authority is responsive, and holds accountability by ensuring 
equality and equity, to grow affectively as both individuals (in the will to act) and as 
a collective (in this case, the group and wider community provide opportunities to 
act). Woods and Roberts (2016) also identified various aspects that resonate with 
FaB, notably, participation in decisions, respect for identity and beliefs of others, and 
opportunities for personal learning and advancement, all of which can be recognized as 
democratic values. FaB leadership as a group activity takes place through relationships, 
instead of static models of decision-making (Bolden, 2011). As Cherkowski and Brown 
(2013) explain, learning communities like FaB ‘…built around shared visions, values, 
and goals have a collaborative work culture are places where collective learning and 
shared understanding exist’ (p.27). We speculate that the very nature of vernacular 
arts, and how the medium inspires creativity, imagination and artistic thinking, is in 
part why leadership is distributed among the learning community and in turn, shaped 
their leadership approach. 

Sharing power and authority with every member is considered a core tenet that has 
brought balance, fairness, trust, acceptance of opposing points of view, and a clear 
sense of respect and responsibility among group members, allowing for resolution 
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of differences, rather than reaction. As Phyllis noted, ‘…we are mature enough to 
accommodate a range of different characters, the goal being to encourage our diversity 
and autonomy while strengthening our group. I’ll speak up and offer my input, even 
if I feel I have a solution, or if I strongly disagree with what’s being proposed.’ This 
approach evolved responsively and has been refined since the group’s inception, and it 
is the mode through which all activities cycle each year, enabling a collective vision to 
emerge and realistic goals to be achieved based on discursive practice. It could be said 
that operating in these ways, with individual autonomy within group consensus, and 
doing so in a rural location where freedom of expression is relatively unimpinged, is 
potentially a liberating, if not a decolonizing forum within the art world. The mode of 
collective leadership that evolved in FaB and the pedagogic value of this approach has 
particular relevance to art educators, especially since their strong collective identity 
does not rely on external validation or permission to be professional artists, a role 
they already hold in their own right. 

Lifelong affects: Artistic sensibilities and art
challenges as learning
Ongoing engagement with fibre arts since their inception has created what O’Grady 

(2013) describes as a “culture of learning” that centres on artistic sensibilities, innovations 
and challenges, where art methods generate new ways of thinking about the arts, 
and in the process, facilitate teaching and learning together in ways that promote 
more active engagement and responsibility for their individual and collective art 
practice (Laal et al., 2014; Manzoor 2014). FaB continually pushes beyond traditional 
techniques with fibre, and the group actively seeks to improvise learning opportunities 
through membership in the collective, cultivating a spirit of lifelong learning premised 
on cooperation and sharing in the moment, which is then extended to the wider 
community through exhibitions as creative participation and knowledge mobilisation 
(Aspin, 2000). Their maturity, individually and as a collective, directly impacts a strong 
sense of cohesion, and has furthered “life-wide” participation in learning (Stickley et 
al., 2016). As the interviews suggest, there are direct benefits to members physically, 
socially, emotionally, and beyond, that are both professional and personal (Lawton & 
La Porte, 2013). Mary reflected on the learning that takes place between members, 
charting the relational qualities of FaB as:

One of the wonderful things about our group that has kept me in it and excited 
about it is that we learn from each other every month when we get together, 
even though that’s not our goal necessarily. It’s always exciting to share with 
the whole group what each one of us has been learning.

FaB has incubated a learning environment in the collective that is open, balanced 
and trustworthy. Each member is invited and willing to participate, freely express 
themselves, share their knowledge and discuss their opinions, appreciate one another, 
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and most importantly, take risks, knowing peers will be critical and caring in the 
moment. The desire to push their boundaries was captured by Mary, who noted, ‘To 
take the quilt off the bed and put it on the wall has been a challenging leap.’ 

Turning to life-wide affects more fully, during the exhibition continuous interaction 
with visitors and the exchange of ideas beyond the group generates an environment 
with a high level of community engagement that members report motivates all to 
challenge themselves further. During the time leading to the next event, the group 
takes up feedback, comments and responses from the last exhibit as a starting point. 
This has resulted in the adoption of art challenges by the group three years ago, and 
as Elizabeth states, the challenges ‘push the members to create something they might 
not necessarily have thought of doing.’ Art challenges are propositions set by group 
members, and these artist-driven initiatives draw upon trends in contemporary art, 
international exhibitions, and leading artists world-wide, locating FaB simultaneously on 
the margins and at the centre, both geographically and in terms of trends, movements 
and popular discourses related to art practice (for examples see Figure 3). Challenges 
require members to respond with original new works, making each show distinctive. 
For Gail, art challenges push the group forward, ‘…it’s coming up every six months and 
it is part of the process … I’ve enjoyed the group challenges more than I expected to, 
and they give us something to come together around as a group.’ Such art praxis is akin 
to approaches in community art education in general, and in this case, all members 
oscillate as both informal teachers and learners, and share in both roles fluidly and 
with different degrees of technical skills that suggest the advancement of lifelong and 
life-wide learning is underway. 

Figure 3. Pictures of fab’s artworks, Retrieved October 2, 2019 from 
https://www.fibresandbeyond.com/gallery-shows
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The learning process has become an integral part of their everyday life, where living 
artfully is a lifestyle, that is, their art practice embodies social aesthetics that are relational 
and dialectical conditions (Meban, 2009). For instance, although individual members 
openly state they produce works they regard as failures, it was the conversation about 
the works that they valued above all, whether the works were ultimately included 
in the exhibition or not, demonstrating that pedagogic affects are prioritised in the 
collective. Emphasizing the diversity of expression and artistic interests, the collective 
created “play days” intended to bring interested members together to experiment in 
their studios with new ideas and methods. A strong sense of social responsibility 
underlies this orientation, and indeed, ‘when women [folk] artists pass on their 
skills and techniques involved in the creating a work of art, they teach values as well’ 
(Congdon, 1985, p.199). In this way, the members voice and practice authentic selves 
who maintain their distinctiveness during the year, which preserves the vital condition 
of the plurality in the public sphere during bi-annual exhibits (Berger, 2015). 

Fibres…and Beyond: ‘I am deeply grateful’
The historical position of vernacular art practices and the role of fibre arts in 

particular has long been referred to as part of the domestic economy, with a well-
established association to women’s work, and in the case of FaB, women continue to 
be critical makers of utilitarian to decorative textiles (Flood, 2001). As Flood (2001) 
notes of Canadian craft, artmaking and production for collectives tend to be eclectic, 
where all is handmade, from conventional to innovative modes of expression, and 
resulting works are generally one of a kind or part of a series, and in this case, art 
challenges provide a thematic approach to exhibits. At the same time, as keepers of 
local social and cultural practices, it is important also to note that FaB is a group of 
largely mature women, a generation for whom the personal remains private and that 
is how FaB operates in the public sphere. Some are members of founding families in 
the region, with legacies that shaped the communities where they exhibit today, and 
they continue to hold deeply embedded identities entwined with the rural landscape. 
As a group, they are demographically reflective of the history of the region, and it 
would be easy to generalize and make assumptions that flatted aspects of diversity 
that include different socio-economic statuses, orientations, immigrant experiences, 
and lifestyles. In turn, the plurality of expression, originality, and dynamic interactions 
between artists and art practices, are all qualities that enable them to portray their 
actual selves as artists, bringing variety and originality to their modes of expression. 
In other words, each of the members has their own personal narratives from their 
everyday life that are expressed visually, and these stories are embodied in working, 
practicing, and presenting collectively as a group. Geismar (2004) refers to this as a 
form of cultural knowledge, attending to interactions between people and things as 
part of broader arts and pedagogic discourse and experimental practice (Rousell & 
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Fell, 2018). Tanggard (2013) emphasizes what we see unfolding in FaB as a collective, 
that is, ‘creativity is much more social and everyday-like than has hitherto been 
acknowledged; materiality and artefacts are to be seen as substantial components of 
creativity in itself ’ (p.20). 

As Palmer (2015) suggests, borrowing from Bell and Jayne, the cultural traditions 
of rural areas bring another perspective to art education and our shared conversation, 
where the ‘creative script’ is ‘differently manifested and articulated’ from the artistic 
standardizations of cities (p.240). Attending to distinctions in landscapes is arguably a 
kind of quality and qualification of rural living as a creative marker, in relation to our 
wider social fabric. Drawing upon the pedagogic affects of artist collectives like FaB 
we encounter ways of being, doing, seeing, thinking, feeling, responding that disrupt 
presumptions in community art education, for as Haraway (2016) proclaims, ‘material 
play builds caring politics’ (p.79). The relationship of FaB to the rural communities in 
which they reside is premised on an exchange, where the event, defined by interaction, 
creates new ways of asking, thinking, reflecting, understanding art, and planning with 
community interest. Although we cannot assess the lasting impact on audiences of 
FaB, it is evident in the high levels of attendance and ongoing conversations that the 
collective is part of the evolving social fabric.

FaB operates as an artistic body, to bring the value of vernacular art practice to the 
fore. The collective holds an artistic mind-set that guides both the ethics of practice 
and the integrity of engagement among the group (Sinner & Lemieux, 2020). Simply, 
the fibres used are repurposed and recycled from all sorts of sources, including second-
hand stores, garage sales, friends, and the wider community. For the exhibition, the 
equipment has been reclaimed from discarded items, marking a philosophy of scouring 
and collecting, to turn “left overs” into an encounter of creative possibilities. Together 
they have demonstrated quite organically how community art is situated, and how this 
artist collective creates and strengthens social dynamics of innovation at the nexus of 
art and rural communities. 

Consider the “Lilies” who compose FaB shifts the value of art making from production 
to process, where the connections between body-object-space hold meaning beyond 
traditional art discourses and raise our sensitivity and aesthetic relation to when is art, 
rather than what is art (Sinner, 2019). Contingent on the event, drawing on pedagogic 
affects attends to geographies of self-in-relation, akin to what Hawkins (2014) describes 
as ‘the “work” of art’ as what is set in motion, particularly the presence of FaB, ‘to think 
about art as something, something that produces effects, produces differences, when 
coupled with other bodies’ (p.10). With pedagogic prompts embedded in the event, 
FaB is consciously engaging in artful conversations by placing newsletters, books, 
information pamphlets and more in the pews, encouraging visitors to sit and read for 
extended periods of time, to ask questions, to deliberate beyond, yet always with fibre. 
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In this case, the purpose of our inquiry is not to suggest conclusive findings, but 
to deliberate on the potentialities operating with, in, and through FaB, and why this 
collective residing in a rural dynamic has sustained both members and the wider 
community, how sharing as leadership is inherent in vernacular art practices and 
why the relationality of the encounter at that particular church each spring continues 
to evolve as a kind of aesthetic relation that is living artfully. In closing, perhaps the 
most significant pedagogic affects of FaB reside in the friendships that have bloomed. 
As Elizabeth reflected, ‘We’ve become friends and there is an importance to being a 
member of the group and remaining a member of the group, I think for many of us, 
it is one of the really positive things in our lives.’ For Mary:

FaB is a beautifully significant part of my life. I don’t think any of us can 
imagine our lives without the others in it because we have been with each 
other through some very difficult and life-marking events: deaths, marriages, 
divorces, estrangements within families, illnesses and major surgeries. This gives 
us an insight into each other’s lives at a deeper, more personal, intimate level 
that doesn’t need to be articulated. We pick up on each other’s ways of living, 
ways of being, on each other’s values that might not otherwise be evident. It 
contributes to the deep respect we have for one another. I think that is a very 
significant reason why we are still together.

In Mary’s comments, the intrinsic value of community emerges, reminding us that 
there is a pulse of pedagogic affects underway in rural art education and that artists 
collectives like FaB deserve attention for their ongoing socio-cultural and material 
impacts and the reverberations they bring to the communities in which they are living 
artfully. As Mary so eloquently stated, ‘I would not be the woman I am if I had not 
been a member of this group. I am deeply grateful.’ 
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Vlakna i više: pedagoški afekti 
ženskoga umjetničkog kolektiva

Sažetak
U ovoj studiji slučaja istražujemo kako je skupina zrelih tekstilnih umjetnica, 
znana kao Vlakna i više (ViV), trajno doprinijela svojim ruralnim zajednicama 
kroz umjetničko djelovanje, oboje unutar kruga ili grupe članova i u široj zajednici. 
Tijekom gotovo dvadeset godina, ViV je uspješno održavao svoj umjetnički kolektiv 
stvarajući pedagoške afekte na dvogodišnjim izložbama, kao mjestima razvijanja 
svijesti o kreativnom izričaju te poticao recipročni dijalog s općom javnosti o 
načinima izrade, dijeljenja i stvaranja umjetnosti. Na taj način umjetnički događaji 
nedvojbeno su postali oblik stvaranja znanja te služili cjeloživotnom učenju i 
ruralnom umjetničkom obrazovanju, nadograđujući neformalne razmjene koje 
demonstriraju kontinuiranu i vitalnu predanost njegovanju i održavanju lokalnoga 
društveno-kulturološkog angažmana. 

Ključne riječi: neformalno učenje; pedagoška događanja; praksa socijalne umjetnosti; 
seosko umjetničko obrazovanje; umjetnički kolektivi.
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Abstract
The aim of this paper was to explore the process of artistic creativity. We conducted 
focus groups with artists from different fields of art. A total of 23 artists participated, 
who were divided into three focus groups (architecture and design, visual arts and 
performing arts). This qualitative research method provided us with an insight into 
aspects of creative process that artists perceive as the most important. In the analysis 
of their creative process, the artists described their approaches to artistic creativity, 
from the development of an idea to the production of a piece of art, emphasizing the 
biggest challenges they face in their work. In this paper, we present the most important 
insights into the process of artistic creativity.

Keywords: artistic creativity, creative process, inspiration, motivation.

Background
Creativity can be described as the process of development of something new, 

inventiveness, problem solving, originality, openness, speed of thinking. Creative 
individuals are unconventional, they do not conform to rules or customs, they are 
curious and always full of new ideas. Creativity is a very complex construct that is 
closely related to other psychological constructs, like intelligence, personality, and 
motivation. Among other disciplines, psychology deals with the understanding of 
creativity, its content, determinants, and outcomes, but also focuses on potential 
interventions that can be done to foster creativity. Creativity is an area of   interest for 
many artists, scientists, managers, as well as other people who have creative everyday 
lives. That is why different theories of creativity have emerged in various domains of 
human activity. Kozbelt (2011) listed as many as 10 different theories of creativity: 
developmental, psychometric, economic, phase and component theories, cognitive, 
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problem-solving and expertise theories, problem-finding theories, evolutionary, 
typological, and systems theory of creativity, each focusing on its own issue.

Because of its complexity and wideness, as well as because of strong impression that 
creative products leave on the observer, the understanding of creativity has long been 
clouded by mystifications. Creativity has been identified with divine intervention, 
spirituality, or a construct that cannot be rationally grasped (Albert & Runco, 1999). 
In the middle of the 20th century, a scientific interest in measuring and defining 
creativity began to develop (Kaufman, 2009). The greatest role in this was played by 
the famous American psychologist Joy Paul Guilford, who was the first to emphasize 
the importance of creativity in his plenary lecture at a conference of the American 
Psychological Association (APA) in the 1950. He defined creativity as divergent 
thinking that is complementary to convergent. Unlike convergent thinking, which 
leads to finding the right solution (such as tasks in knowledge or intelligence tests), 
divergent thinking is the production of new options and ideas, such as tasks in verbal 
fluency tests. In recent years, more and more researchers are actively dealing with the 
topic of creativity and offer different explanations, but there is still no unambiguous 
definition of creativity. Equally, no instrument has been designed to provide a unique 
and comprehensive, objective, valid and reliable measure of creativity. The measurement 
instruments used so far mainly trivialize creativity (Runco & Albert, 2010), and the 
given definitions do not provide a comprehensive and precise interpretation of the 
term (Kaufman, 2009).

What is creativity? 
Some researchers equate creativity with divergent thinking, such as Guilford and 

Torrance (Dacey, 1999). Divergent thinking allows the free production of numerous 
ideas, as opposed to convergent thinking that represents the cognitive processes 
underlying the reasoning beneath looking for concrete correct answers (Michael, 
1999). Guilford distinguishes four components of divergent thinking - originality, 
fluency, flexibility, and elaboration. Originality refers to coming up with unique or 
rare ideas. Fluency is characterized by the easy and quick creation of several responses 
to a particular problem. Flexibility implies adaptability of opinion or quick finding of 
another solution, while elaboration is the production of many details about a given 
problem (Michael, 1999).

However, although divergent thinking is indisputably one of the key characteristics 
of the creative process, creativity cannot be identified with it because the creative 
process also includes the selection of the best conceptual solution, which then must be 
developed and realized. That is, the mere generation of ideas does not lead to a creative 
act, but the aspect of convergent thinking is also necessary in the creative process.

Cognitive theories of creativity focus on thinking skills and intellectual processes, 
so in this regard creativity has been studied in its relationship with constructs such as 
attention, perception, memory, information processing, intelligence, problem finding and 
cognitive style (Ward et al., 1999). However, cognitive abilities alone are not enough for 
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a person to be creative, but a certain level of motivation is needed, along with specific 
personality traits (Amabile et al., 1996). Therefore, an individual’s creativity will depend 
on their characteristics and ways of thinking, but also on the social environment that 
should be conducive to the development of one’s creativity (Amabile et al., 1996). The 
importance of social conditions is also emphasized by Csikszentmihaly in his system 
theory (Kaufman, 2009), according to which creativity depends on the interaction of 
the individual, domain, and field. Thus, an individual who acquires knowledge from 
a certain domain with the influence of the field will create innovative works. System 
theory places emphasis on the collaboration of creativity and social conditions that 
can best encourage genius (Kaufman, 2009).

Today it is known that creativity cannot be defined as an independent construct 
(Runco, 2007), and modern theories and approaches are aimed at combining various 
components of creativity (Runco & Albert, 2010). Thus, Sternberg and Lubert (1991, 
according to Cropley, 2011) present an integrative theory of creativity in which the 
key components of creativity are intelligence, knowledge, thinking styles, personality, 
motivation, and environmental influences, along with the ability to convince audiences 
of their own creativity and value. These components depend on other factors and, 
depending on their specifics, will behave in a unique way in different situations and 
affect creativity differently (Kaufman, 2009).

Creative process 
Some theories of the creative process place the focus on its stages. Wallas (1962, acc. 

to Ghiselin, 1985) points out that a person who creates a new idea goes through four 
stages: preparation, incubation, illumination, and verification. In the preparation phase, 
the person gets acquainted with the content of the area. In the incubation phase, the 
information is “cooked up” until a solution to the problem appears, which means the 
third phase, the illumination phase. In the last stage of verification, a person evaluates 
ideas and decides which ones to keep. Some authors cite two additional phases - 
the communication phase and the evaluation phase (Kaufman, 2009). The phased 
model of creativity (Wallas, 1962, acc. to Kaufman, 2009) suggests that combinations 
of different cognitive and trait characteristics occur at different stages of the creative 
process. Thus, convergent thinking dominates in the preparation phase, divergent in 
the illumination phase, modesty in the verification phase, and self-confidence in the 
communication phase.

Furthermore, Finke et al. (1996) present the Geneplore model, which consists of a 
generative and an exploratory phase. The generative phase is the phase of generating 
many different ideas through knowledge, associations, analogies, and transformations. 
This is followed by an exploratory phase in which the generated ideas are evaluated, 
possible forms of these ideas are interpreted, the potential context and functions of 
the forms are reviewed, hypotheses are tested, and limitations are sought. During the 
creative process, cyclical movement between phases is possible, although sometimes 
a single sequence through the Geneplore is sufficient (Runco & Kim, 2011).
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The second approach emphasizes the importance of the associative processes. Martha 
Mednick (1962) believes that creative individuals have faster association processes. 
Looking at an object will arouse a flow of ideas that will lead to a new creative solution. 
This theory emphasizes how ideas are generated and transformed in interaction with 
other ideas, and how creative and original ideas emerge from distant associations.

Also, a combination of associative and analytical approach is necessary for the 
development of a creative product, starting from the emergence of an idea to the 
finalization of a product. Thus, in understanding of the creative process, we can rely 
on two cognitive models: associative and analytical. The associative way of thinking 
reveals distant associations that are connected, followed by an analytical way of thinking 
that is focused on the analysis of causes and consequences. Creativity requires the 
ability of associative and analytical thinking, but also the ability to adapt the way of 
thinking that suits the requirements of the problem. On the other hand, Sternberg 
(1996, acc. to Runco, 2007) stresses the importance of an insight, or aha experience, as a 
key cognitive component of the creative process. He explains that when noticing new 
important information, it is necessary to find important connections and combine 
this information with analogy and metaphors to notice the connection.

Motivation for creativity 
It is known that intrinsic motivation, i.e. engaging in activity for the sake of the activity 

itself, is very important for creative action (Amabile, 1983, acc. to Conti & Amabile, 
1999). Unlike intrinsic motivation, extrinsic motivation can prevent creativity because 
an individual under the influence of external motivators (money, prestige, etc.) is 
exposed to the danger of shaping his behavior and opinions. But in certain phases of the 
creative process, extrinsic motivation is necessary. Therefore, different motivations are 
active in different phases of the creative process so the individual will be extrinsically 
motivated at one moment, and intrinsically at another. (Csikszentmihalyi, 1988). 

In addition to intrinsic and extrinsic motivation, creativity requires motivation 
that includes courage to disagree, to take risks, to defy common opinion, and to be 
exposed to the possibility of being wrong. Some authors also distinguish three types 
of motives: instrumental motive, playful inner motive, and motive for expression 
(Conti & Amabile, 1999). Another aspect of motivation, motivation for achievement, 
is also a predisposition to creativity (Conti & Amabile, 1999). Csikszentmihalyi (1997) 
also points to the flow that drives the intrinsic motivation that stimulates creativity.

In some areas, the key to creativity is the possession of relevant specialized knowledge 
(e.g., in science), the ability to use special tools (e.g., in sculpture), skills in specific 
techniques (e.g., in writing), or mastery of certain instruments (e.g., in music). No 
matter of the specific area, at least one of the above listed prerequisites will be necessary 
for creativity. Thus, for example, mathematical creativity and creativity in writing 
will require mastery of a set of abstract symbols to represent an idea, although both 
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systems (mathematics and writing) are very different (Scott, 1999). However, as much 
as knowledge has proved necessary in the creative process, it also has negative aspects, 
becuse knowledge can limit openness to different opinions (Scott, 1999).

Creativity in art 
Dunbar (1999) suggests that creativity is often shrouded in mystery. Sometimes it 

seems as if some creative works were created by chance, because only the moment 
of creation is remembered, not the whole process. But research suggests that when 
a creative idea occurs, sometimes there is even 10-15 years of intense pursuit of the 
idea (Scott, 1999). Researchers have been studying creativity in art from the very 
beginning. When explored its relation to intelligence, it was found that different types 
of artistic creativity require different types of intelligence. Thus, creative composers 
are characterized by a high level of musical intelligence, creative choreographers by 
kinaesthetic intelligence, writers by verbal intelligence, and alike (Lindauer, 2011). 
Research indicates that creative artists have highly developed in openness to experiences, 
dreaming and imagining, emotional sensitivity and anxiety, impulsiveness, ambition, 
and independence.

Goal and problems
Creativity is a broad construct that researchers tried to define in different ways. In 

creativity research, the crucial question is the perspective from which creativity is 
viewed. While some researchers believe that it is a characteristic of a person manifested 
in any field of activity, others believe that creativity is more related to a person’s talent 
in a specific field. Given this, the question also arises on how to measure creativity. 
Creativity has long been identified with divergent thinking, which is today seen only 
as one component of creativity. Therefore, most measures of creativity which are still 
used today are based on measuring only this aspect of creativity, while omitting other 
components of creativity.

We wanted to check the described approaches to creativity through a subjective 
view of the creative process and motivation for creativity in the arts. To this end, we 
conducted qualitative research, in which we discussed the creative process with artists 
from different artistic fields. We tried to look more intimately at creativity and to 
expand the understanding of this construct. Their specific experience in creative work 
and a unique understanding of creativity is a very valuable and interesting source of 
information and knowledge about this area.

Through focus group discussions, we examined how artists see their creative 
process and how they describe their motivation for artistic creativity. In the focus 
group discussions, we concentrated on four key topics: What is creativity? What does 
your creative process look like? Can you describe how you come up with a creative 
solution? What is needed for creativity?
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Given the above, the basic goal of this paper was to explore the creative process and 
motivation for creativity in different fields of art. The applied qualitative focus group 
technique gave the participants the opportunity to present their personal experiences 
and thoughts in free conversation and exchange of opinions, and to explain them with 
examples. Such an approach allowed us to gather extremely interesting and useful 
knowledge about creativity that may serve as foundations for further research in this area.

Method
Participants 
The participants were artists from different artistic fields. To be eligible to participate 

in focus groups, artists had to have a degree in art (to finish an art academy) or to be 
actively involved in art for many years. A total of 23 artists participated in the study. 
According to the field of art, they were distributed into three groups. The first group 
was related to architecture and design and consisted of 8 artists from the following 
fields: design (4), graphic design (1), and architecture (3). The second group, called 
performing arts, included 9 artists from the field of music (6) and dance (3), while 
the third group of fine artists consisted of 6 artists from the field of photography (2), 
sculpture (1), painting (2), and street art (1).

Implementation of focus groups 
At the beginning of each focus group, the moderator greeted the participants and 

explained that during the focus group the discussions will be audio-recorded for 
research purposes, so that accurate statements can be interpreted later, and that the 
recordings will not be used for other purposes. In addition, notes were also taken during 
the conversation. After an initial introduction, during which everyone introduced 
themselves, the moderator led the discussion according to a pre-determined scenario. 
Topics included a personal view of creativity, a description of the personal creative 
process, and inspiration and motivation for artistic work. At the end of the discussion, 
participants received a small gift in gratitude for their participation. After the focus 
groups were conducted, all interviews were transcribed, and the collected data was 
organized and adequately coded.

Results
The results are organized according to the research questions asked. The most prominent 

patterns of answers are given, and conclusions about the research questions drawn 
from them. Each quote states the artistic field of the participants (AD – architecture 
and design, FA – fine arts, PA – performing arts), but the results are interpreted at the 
overall level, regardless of the artistic field of the participants.

What is creativity and why is it important? 
Artists see creativity primarily as a process of creating new and original solutions, 

which involves overcoming challenges and limitations and leads to development of 
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something new and valuable. Creativity is the ability to shape a certain idea by giving it 
some value (FA). Creativity involves getting things connected in a comprehensive way and 
making a change happen (AD). Creativity involves looking at universally known things 
that are constantly being produced through a different prism (AD). Creativity means a 
different approach to known problems (AD), and it is also manifested in addressing the 
challenges and limitations that lie ahead, while it is not always driven with a need to 
express yourself (AD). 

Creativity is one of the basic human needs. It is typical for people; it enables progress 
and civilization development. Creativity inspires others to be creative and encourages 
them to work creatively.

Creativity defines humanity because all progress has come from creativity. All 
inventions and culture itself are products of creativity. If we were not creative, there 
would be no extension of the species. Creativity is like a breath (AD). 
An essential component of creativity is to be inspiring to others so that other people 
can use it or interpret it in their own way. Yes, it even surprises you when it comes. 
(FA). Good creativity encourages further creativity (AD). 
You are the most creative when you do the maximum for people you work for, that 
they can use it, rely on it, or get encouraged by it. If you succeed in that attempt, 
then you have done a great creative thing (AD).

The creative process 
Artists see creativity as a process, not just as a creative act. The production of ideas 

is not a creative act; it is necessary to invest a lot of efforts after the first notion of an idea 
to bring the idea to an end (FA). In the creative process, the emphasis is on creative 
approach, not just on the final solution. Creativity is not in the moment of discovery, 
but in the way of discovery (FA). Creativity is both a need and an action; and stimulus 
and response (PA).

The creative process involves the production of ideas, followed by the fermentation 
of ideas and the development of solutions. The initial idea is created from the context 
and needs, and this idea then needs to be elaborated and developed. It is first necessary 
to recognize what the world needs, then to study it well, and only then to start with creative 
development of ideas (AD). First you need peace with the initial idea, and then through 
brainstorming the ideas are further developed (AD). To reach a final solution, it is often 
necessary to leave the creative process for a while and move away from it. The artists 
state that it takes fermentation time for an idea to happen (PA), that is, the idea needs 
to be simmered (AD). They state that their ideas sometimes develop in the period of 
stillness, and that is why they consider that it is important to occasionally have some 
distance from the creative process. When I go to take a shower, I get an idea (AD, LU).

For a solution to emerge, it is essential to look at the problem in a new context (FA). 
I have a physical feeling that this task is at the back of my head, and I live with it, I 
carry it in every situation, and I know that a solution will come at some point (AD). 
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You have a task, then you gather data about it, study it, and make a list of what you 
need to develop a solution. Then you go to the sketch, you embed the ideas, and you 
work on the product. Or vice versa. Sometimes you start with an idea, and then you 
do your research. It is important to have a frame of reference in which to operate (FA).

To reach a creative solution, a lot of experience and knowledge is needed, because 
knowing methods and technologies as well as having wide experience enable creativity.

Creativity requires a lot of knowledge from various areas, which you then connect 
and that results in creativity (PA). 
It is important to know well the tools, materials, and methods you are working with 
(AD). It is necessary to allow people to touch paper or any material they work with; 
then the creative process may start (AD). 
You need a database in your head made up of quotes, travel experiences, education, 
as well as breadth. Because if we have a narrow database and no breadth, we can’t 
be creative. New thoughts need new landscapes (AD).

Artistic creation is an emotional process and a form of emotional expression of an 
individual. I rarely work without emotion. There is no indifference (AD). 

Emotions are important in dance because you need to dance every emotion. And 
you need to transfer that energy to someone else. I am most creative when my 
feelings are most intense (PA).

Motivation for creativity 
Creativity requires great dedication and passion. Creativity comes from great work 

(PA). Only great work can evoke creativity. After days and nights of work and a thousand 
sketches, one sketch can finally turn out well (FA). In dance, it is so that I will repeat a 
thousand times what the trainer danced, but a thousand and the first time I will dance in 
my own way and that will be creative (PA).

It is important to find your creative source in yourself. Then you can approach 
creativity as any other job. Technical knowledge may be forgotten, tools may change, 
but your style and personal energy will carry you your way. Everything changes 
so fast, so the one who doesn’t have that passion in himself/herself gets lost (AD).

Creativity takes time, sometimes even years, and you need to be prepared for that. 
I need time for creativity (AD). I need time to gather needed information, but I also need 
panic to drive me to finish the process (PA).

I have been creating one project for ten years. I wanted to make Croatian jazz. I 
had an idea and it simmered for ten years. Like I had to mature emotionally. After 
ten years, the idea emerged (PA).

The creative process does not always go smoothly, and to overcome creative blockages, 
persistent and dedicated work is necessary. Blockages are an integral part of the creative 
process and need to be overcome through engagement and absorption in work.
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The blank paper is the worst. Take a pencil and draw, just draw whatever you wish. 
The idea will come somehow, it will float through your sketch (FA). 
If I have a blockage, I don’t write the first sentence, but start from the middle: I don’t 
let myself be bothered, I just go on (PA).

Internal freedom and social support 
To create, freedom of thought and action is needed; without it, it is impossible to 

be creative.
It is important to float easily in different areas of knowledge, and the speed of 
merging gained information is important, too (PA). It is important to be ready to 
react so when an idea comes, you can easily handle it (PA). 
The older a person gets, the harder it is for him/her to think freely and without 
restrictions, and he/she loses the energy to create new things. It is very difficult to 
preserve this freedom of creation even after 30 years. Maybe that’s where the genius 
manifests itself - to be able to keep that zeal in you (FA).

Social support is crucial and in Croatia it is perceived as insufficient. The artists listed 
numerous criticisms of the social climate and liberties and pointed out that education 
is not at a satisfactory level to enhance creativity in young people.

In Croatia, design is constricted because we also have constricted society. If society 
is such that we only want shopping malls, there is no room for creative design (AD). 
We are not a happy nation nor a healthy generation. Everyone expects instant, fast 
things, and such products are not good enough (AD).
Visual education is poor in Croatia. It needs to be developed (AD). The whole 
schooling system also needs to be changed (PA). Children need to be taught creative 
thinking (AD). You need to learn how to consume creative things. Let young people 
listen to folk music, but they should also be motivated to listen to Bach (FA). 
The social standard in Croatia does not allow artists to work and grow as they 
should. To achieve that, we need higher social standard and a society that is well 
educated (AD). To help artists in their work, greater freedom and tolerance in 
society should be present daily (AD).

Discussion
During focus groups, artists concentrated on defining the concept of creativity 

and discussing what creativity is. The explanations they offered were based more on 
subjective and poetic considerations that reveal the emotional experience of explaining 
creativity than on theoretical aspects of creativity. However, as we will see, both 
subjective viewpoints and theoretical underpinnings often come to similar solutions.

When defining creativity, artists tend to capture many concepts related to creativity 
to define the construct. They frequently mention creation, new, idea, product, process, 
moment, and fun when they are describing creativity. Artists agree that creativity involves 
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solving problems and creating new ones. An interesting finding is that creativity does 
not relate only to something new but also to something valuable or functional, as 
most modern definitions of creativity indicate (Kozbelt et al., 2010; Kozbelt, 2011). 
They point out that it is not always crucial to innovate, but to identify needs and 
work on improving existing things. Artists thus state that a creative work must leave 
an impression on the audience in a way that enables or encourages further creativity.

For artists, creativity does not only involve an appearance of an idea that blinks in 
a moment, but they see creativity as a whole process. Similarly to Kaufman’s (2009) 
work on different modalities of creativity, artists also notice that creativity comes from 
great absorption in work and that it cannot be defined only as a creative product. 
It is necessary to look at the person and the whole process behind it. Artists state 
that great knowledge and effort are required to develop something creative, which 
previous research also established (Scott, 1999; Feldhuson, 1995, acc. to Arar & Rački, 
2003). Accordingly, they state that the key in the creative process is to use knowledge 
from one area and apply it in another area or other context. Creativity, in this sense, 
is manifested in merging two areas by combining elements or knowledge from both. 
This part of the creative process is often hidden and not known to the public, and 
therefore the observer’s perception will often be blurred by the very effect of surprise 
that the creative work leaves. Artists state that the lack of understanding of the process 
behind the creative work is the reason why creativity is often mystified. In this sense, 
artists do not perceive themselves as creative as they are perceived by observers of their 
works. So, when they think about their creative process, they question the existence 
of creativity itself. Accordingly, this perceptual characteristic of creativity has been 
addressed by both Sternberg and Kaufman (2010) in their works.

Artists explain that it takes a lot of knowledge, skills, and experience to come up 
with an idea and that, after the appearance of an idea, it takes a lot of effort to realize 
it. They also state the important role of motivation that pushes artists to realize their 
ideas. In their own way, they see the role of both extrinsic and intrinsic motivation 
that appears in different stages of the creative process, as Csikszentmihaliy (1988) and 
Amabile (1996) emphasize. They also stress the significance of communication with 
important others, especially in the phase of development of an idea.

It is interesting how artists present the same phases of their creative process, as Wallas 
suggested (1962, acc. to Kaufman, 2009). They state that the creative process starts 
from the task, and that it is followed by data collection, studying of the given area, and 
formation of the goals that are to be achieved. In art, this is the exploration of all the 
elements needed to create a concept of a piece of art. The artists then move on to the 
sketch and embed the ideas until they get the product they like. Artists usually have 
a frame of reference at the beginning in which they work. It is interesting that they 
state that getting out of these frames of reference and deviating from the path they 
set at the beginning is the most important and the most impressive part of creativity. 
An important part of the creative process that artists have repeatedly mentioned is 
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the time of fermentation of the idea, which Wallas (1962, acc. to Kaufman, 2009) calls 
incubation. They state that it is necessary not to think and not to elaborate on an 
idea when it appears, but to look at it from a different angle after a while. They have 
the feeling that the developed idea is always present in their mind and that they are 
carrying it in every situation, while it is developing by itself, independently of them. 
The idea will form on its own after a while. Artists mention that discussing with 
colleagues from the same field or with someone outside their profession helps them 
develop an idea at the end.

Interestingly, artists state that they need freedom and time for creativity, but equally, 
they need deadlines to complete the project. Artists express dissatisfaction with the 
social context in which they find themselves and which is not conducive to their 
creativity. They believe that the education system greatly hinders creativity and that 
it is necessary to reinvent it. One of the solutions that artists suggest is to improve the 
visual education in schools. In addition to improving the schooling system, the artists 
agree that it is necessary to educate the whole society. Artists state that it is difficult 
to be creative in a society that seeks only instant solutions. They also state the need 
for networking and interdisciplinarity, as well as greater government investment in 
art projects.

Conclusions
The artists who participated in the focus groups pointed out that creativity means 

creating new and original solutions, which lead to development of new values   and 
changes. To be creative, it is necessary to overcome challenges and limitations, to 
meet the needs of humanity through creativity and to inspire and encourage others 
to be creative. Creativity is a process, not just a creative act. The process begins with 
the development of ideas, from which the most valuable ideas crystallize till the best 
solution appears. In this process, the breadth is the key – having vast experience and 
knowledge at all levels (from tools and materials, through methods and procedures, to 
earlier solutions, ideas, and general life experiences of the individual). For artists, the 
creative process requires work, effort, dedication, data collection, testing. Sometimes 
it takes a long time, even years. Blockages are an integral part of the creative process 
and need to be overcome through engagement and absorption in work. Freedom of 
thought and action is needed to be creative. Social climate in Croatia is observed as 
unsupportive. Artists point out that it is necessary to improve the social climate, freedom, 
lifelong education, and social standards that would encourage artistic creativity and 
collective interest in it.
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Istraživanje procesa 
umjetničkoga stvaralaštva: 

proces u kontekst

Sažetak
Cilj ovoga rada bio je istražiti proces umjetničkoga stvaralaštva. Proveli smo 
fokus-grupe s umjetnicima različitih područja umjetnosti. Ukupno je sudjelovalo 
23 umjetnika koji su bili raspodijeljeni u tri fokus-grupe (arhitektura i dizajn, 
vizualne umjetnosti te izvedbene umjetnosti). Primjena kvalitativne istraživačke 
metode omogućila nam je uvid u teme koje umjetnici doživljavaju najvažnijima 
u svojem stvaralačkom procesu. U analizi svojega kreativnog procesa umjetnici 
su opisali svoje pristupe umjetničkom stvaralaštvu, od razvoja ideje do izvedbe 
umjetničkoga djela, pri čemu su istakli i najveće izazove s kojima se u svojem radu 
suočavaju. U ovom radu izlažemo najvažnije spoznaje o procesu umjetničkog 
stvaralaštva.

Ključne riječi: inspiracija; kreativni proces; motivacija; umjetničko djelo.
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Abstract
The need for artistic creativity is inherent to all children, but as they grow up, the 
meaning of artistic expression and interest in artistic creativity changes. Entering 
adolescence, artistic expression for children ceases to be a part of play and begins to 
represent child’s personality and enduring interests, which is why only some children 
remain interested in artistic creativity and art. In this paper, we discuss the important 
determinants of artistic interests in adolescence on a sample of 981 last grade students 
(67.2 % girls, mean age 18 years). The results indicated that the total of 40% of 
variance of artistic interests is explained by personality traits and personal values, 
while the importance of family contextual variables was negligible. Among personal 
factors, the most prominent role of openness to experience was observed, followed 
by self-actualization values and extraversion, and to some extent by emotionality 
and utilitarian values. People with greater artistic interest are more open to new 
experiences, less extraverted, slightly more emotional, and they also place greater 
importance on self-actualizing values and somewhat lower importance on utilitarian 
(materialistic) values. Further, the importance of family intellectual-cultural climate 
for development of artistic interests in adolescence is very weak, and is likely indirect, 
through personality traits. 

Key words: adolescence; artistic interests; determinants; family; personality traits; 
values.

Background
The need for artistic creativity is inherent to all children, but as they grow up, the 

meaning of artistic expression and interest in artistic creativity changes. Entering 
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adolescence, artistic expression for children ceases to be a part of play and begins to 
represent child’s personality and enduring interests, which is why only some children 
remain interested in artistic creativity and art. What leads to the development of 
long-standing interests in art and artistic creativity? What are the psychological 
traits of children that enhance the development of artistic interests? What is the 
role of personality traits, personal values, self-efficacy? What environmental factors 
are crucial in the development of long-term interests in the arts and how are the 
influences of parents, school, friends reflected in the process? In this paper, we will 
discuss the important determinants of artistic interests in adolescence.

Vocational interests
The focus of this paper is on key determinants of artistic interests in a sample of 

adolescents. Artistic interests are nicely defined within Holland’s typology of vocational 
interests, which is one of the longest-running theories of interests, thoroughly 
evaluated in different countries (Einarsdottir et al., 2002; Farh et al., 1998; Leong 
et al.,, 1998; Rounds & Tracey, 1996; Tracey & Rounds, 1993), including in Croatia 
(Babarović & Šverko, 2006; Šverko, 2008; Šverko et al., 2014; Šverko & Babarović, 2016). 
According to Holland’s theory, most people can be divided into 6 types: realistic (R), 
investigative (I), artistic (A), social (S), enterprising (E) and conventional (C) type, 
altogether known as RIASEC types. Each of the RIASEC types is conceived as a broad 
theoretical type with which we compare real persons. Because of the breadth with 
which RIASEC types are described, Holland sees RIASEC types as broad personality 
types, not just vocational interest types. Holland defined a set of personality traits, 
values, attitudes, skills, and activities that are typical for each of them. 

Artistic interests
Holland (1997; 1976; 1959) specified in detail different characteristics that go into 

each of the RIASEC types, including Artistic. In general, Holland defines artistic 
types as relying on their feelings, emotions, intuitions, and imagination to create art 
forms and products. According to Holland (1966), artistic persons have complex 
viewpoints and attitudes and are independent, free-thinkers, flexible, spontaneous, 
and expressive. They are known for their originality, imaginativeness, and creativity, 
and are guided by their subjective interpretations and fantasies when acting in their 
environment. They are introspective, sensitive, introverted, and not socially tied to 
others. They value aesthetics, place little importance on political or economic matters, 
and are not bound by cultural values as most people. They come from egalitarian 
families that value personal growth, independence, and personal responsibility, and 
that belong into an above-average socio-economic group. They tend to choose artistic 
occupations as such environments enable their personal development, growth, and 
fulfilment of their personal values.  
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Determinants of artistic interests
According to the presented characteristics of artistic types, it is easy to speculate 

on possible determinants that foster artistic interests. Among the most prominent 
determinants, focus may be placed on personality traits, personal values, and family 
background. Empirical studies also confirmed theoretical expectations. 

A great number of studies explored the relations between vocational interests 
and personality traits, mainly focusing on relations between Holland’s RIASEC 
model of interests and the Five-Factor Model of personality. The Five-Factor Model 
of personality specifies the existence of five broad personality traits – Openness 
to Experience, Conscientiousness, Extraversion, Agreeableness and Neuroticism, 
among which openness to experiences showed strongest relations with artistic 
interests (Barick et al., 2003; Larson et al., 2002). The same findings were observed 
in the HEXACO framework, which postulates the presence of the sixth personality 
trait that is defined as Honesty-Humility (Ashton, Lee, deVries et al., 2004; Ashton 
et al., 2006). In HEXACO studies, Openness to Experience also showed the closest 
relations to artistic interests (Holtrop et al., 2015; McKay & Tokar, 2012; Pozzebon 
et al., 2010, Šverko & Babarović, 2016; Šverko, Babarović & Kos, 2017). 

When considering relations between artistic interests and personal values and goals, 
empirical studies stressed that interests and values are quite distinct psychological 
constructs which overlap in a logical way (Astin & Nichols, 1964; Gordon, 1975; 
Laudeman & Griffeth, 1978; Tan, 1998; Super, 1962; Ivey 1963; Baird, 1970; Salamone 
& Muthard, 1972; Breme & Cockriel, 1975; Super, 1995). Empirical findings showed 
that artistic interests are positively related to individualistic and self-actualizing 
values (Šverko & Babarović, 2006; Šverko et al., 2017).

Relations between artistic interests and family background are also specified in 
Holland’s description of artistic types. Family is an important environment that may 
give rise to children’s artistic interests through different influences. Family climate is 
determined by various factors that all influence the children’s development (Desforges 
& Abouchaar, 2003). Among different sources of family influences, intellectual-
cultural climate, socio-economic family status and parental artistic occupations are 
of foremost importance. Artistic interests are encouraged in intellectually-culturally 
oriented families, who value more artistic experiences and intellectual conversations. 
Holland also postulates that artistic types grow up in families of above-average 
socio-economic status, which is in line with empirical findings stressing that people 
with higher SES give more importance to intrinsic values which related to artistic 
interests, while putting lower importance to extrinsic values and security (Lacy et 
al., 1983; Kohn & Schooler, 1983; Johnsom, 2002). Parental occupation is also one 
of the important factors within the family context as parents serve as children’s role 
models. Artistic interests are fostered in families in which parents are artists, since 
previously shown. 
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Empirical findings mainly go in line with Holland’s description of artistic type, 
but still do not provide broad conclusions on relations between artistic interests and 
personal and contextual characteristics of an individual. Therefore, the aim of this 
study was to explore Holland’s postulates on determinants of artistic interests in an 
adolescent sample. In this paper we wanted to study different determinants of artistic 
interests in adolescence, considering both personal (personality and values) and 
contextual ones (family climate, family socio-economic status and parental artistic 
occupation). The importance of potential determinants will be studied to estimate 
the importance of each predictor, but also to contrast the importance of personal 
vs. contextual determinants of artistic interests.

Method
Participants
The total of 981 final-grade students participated in the study (67.2 % girls, mean age 

18 years). They were enrolled in different grammar schools and vocational secondary 
schools from Zagreb and other north-western Croatian cities. A heterogeneous sample 
of schools was selected to represent different fields of work, including adolescents with 
artistic interests. The total of 27 participants (3 %) were enrolled in artistic schools.

Instruments
The Personal Globe Inventory-Short (PGI-S; Tracey, 2010) was used as a measure 

of artistic interests. The questionnaire consists of 40 items that represent different 
work activities and the top 10 vocational interests (Social Facilitating, Managing, 
Business Detail, Data Processing, Mechanical, Nature/Outdoors, Artistic, Helping, 
High Prestige and Low Prestige). The participants’ task was to evaluate how much they 
like each activity and how competent they feel in each activity, using a seven-degree 
Likert-type scale (1-strongly dislike/unable to do to 7-strongly like/very competent). 
Previous studies confirmed good psychometric properties of PGI-S (Tracey, 2010; 
Zhang et al., 2013), also in Croatian samples (Šverko & Babarović, 2016; Šverko, 2008). 
As reported previously, on this sample adequate internal consistency and structural 
validity of ten PGI-S observed in this sample (alphas in range .79 to .91, CI = .94, p = 
.0004; Šverko & Babarović, 2016). Artistic interests were measured with four artistic 
activities (draw cartoons, paint a portrait, write a play, sculpt a statue), for which 
respondents had to estimate both liking the activity and perceived competence in 
it. Internal consistency of the artistic interest scale was α = .90).

The HEXACO-60 (Ashton & Lee, 2009) was used as a measure of six personality 
traits: Honesty-Humility, Emotionality, Extraversion, Agreeableness, Conscientiousness, 
and Openness to Experience. Each personality trait was captured by 10 statements, 
making the total of 60 items in the questionnaire. The participants had to indicate 
their agreement or disagreement with statements (e.g., “I would be quite bored by a 
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visit to an art gallery” or “On most days, I feel cheerful and optimistic”) a five-point 
scale (1-strongly disagree, 5-strongly agree). HEXACO-60 has firmly confirmed 
psychometric characteristics (Ashton & Lee, 2009), also on Croatian samples (Šverko 
& Babarović, 2016; Babarović & Šverko, 2013). As reported previously, in this study 
adequate internal consistency and structural validity of HEXACO-60 was confirmed 
(alphas in range .72 to .81; Šverko & Babarović, 2016).

The Values Scale (Super & B. Šverko, 1995) was used to measure five broad value 
orientations: Utilitarian, Social, Self-actualizing, Individualistic, and Adventurous 
orientation. In this study, the short Values Scale was applied. The scale consists of 
60 simple statements that present the personal importance of particular goals such 
as “to do work where my abilities are realised (Self-Actualizing orientation) or “act 
on my own” (Individualistic orientation). Participants estimated the importance of 
each value on a four-point scale. Psychometric properties of the sixty-item version 
follow parameters obtained on the full version, both in international (e.g., Coetsier 
& Claes, 1990; Fitzsimmons et al., 1986; Langley et al., 1992; Nevill & Super, 1986b; 
Super & Šverko, 1995) and in Croatian samples (Šverko, 1987; Šverko & Babarović, 
2006). As reported previously, adequate internal consistency and structural validity 
of short Values Scale was obtained on this sample (alphas in range .80-.83; Babarović 
et al., 2017).

The family intellectual-cultural orientation subscale, adapted from Bloom’s (1985) 
Family Functioning Scale (FFS), was used to assess family cultural climate. The 
family intellectual-cultural orientation subscale is short, five-items measure (e.g., 
“As a family, we were very interested in cultural activities”), with adequate reliability 
in this sample (α = .75). 

The socioeconomic status (SES) of the family was expressed as the average mother 
and father’s education level (“What are the highest levels of education reached by 
your mother/father”) and as subjective and objective estimate of the household’s 
financial status (“How does your family relate to the income they have” and “Estimate 
your net monthly household income after paying all taxes and deductions”). The 
reliability of this short composite SES measure was acceptable (α = .65). 

Parental artistic occupation was derived from participants’ responses to two 
open-ended questions considering their mother and father’s occupation. Not many 
participants listed the occupation of their parents as belonging to the artistic field: 
13 said their mothers worked in the field, 12 stated their fathers did, and only 3 said 
both their parents had artistic occupations.

Results
Correlational analysis and regression analysis were performed to study determinants 

of artistic interests in adolescence. Table 1 shows relations between artistic interests, 
personality traits, personal values, and contextual characteristics of participants. Due 
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to the big sample (N = 981), even very small correlations (r ≥ .06) were considered 
significant at the level of .05. Therefore, we will refer only to the most important 
relations between the explored constructs. Artistic interests are most closely related 
to openness to experience (r = .59) and to self-actualizing value orientation (r = 
.24). They are also weakly related to family intellectual-cultural climate (r = .15) 
and negatively to extraversion (r = -.13). According to the presented results, people 
with artistic interests have open personality, place great value on self-actualisation 
and have been raised in families dominated by intellectual-cultural climate. They 
also tend to be somewhat introverted due to the observed negative correlation with 
extraversion. Further, it is also noticeable that other variables share some common 
variance. For example, all value scales are moderately related and also share some 
variability with personality traits. Among family variables, socio-economic status 
is positively related to intellectual-cultural climate, and both those variables share 
some variability with certain personality traits. These relations suggest that some of 
the potential predictors have common underlying factors so we expect the results 
of regression analysis could give more precise information on the determinants of 
artistic interests. 

Table 1

Relations between artistic interests, personality traits, personal values, and family variables

 ART H E X A C O SA IND SOC UT AV ICC SES

ART

H .08

E .03 .16

X -.13 -.02 -.09

A .01 .19 -.03 .07

C .00 .13 .02 .23 .03

O .59 .07 -.11 .02 .00 .12

SA .24 -.04 .09 .17 -.02 .14 .31

IND .05 -.31 -.08 .12 -.11 .06 .12 .59

SOC -.05 .05 .39 .22 .03 .06 -.07 .46 .38

UT -.04 -.36 .11 .15 -.13 .15 .00 .52 .55 .49

ADV -.01 -.08 -.09 .15 .12 .01 -.06 .27 .30 .22 .25

ICC .15 .08 -.03 .21 .05 .14 .34 .17 .04 .00 .01 .06

SES .00 -.09 -.20 .09 .00 .05 .12 .12 .13 -.10 .07 -.01 .40

PAO .06 .00 -.03 .03 .02 .03 .08 .01 -.04 -.09 -.04 -.06 -.14 .08

Notes. Correlations greater than .20 are printed boldface. For all r ≥ .06 observed p < .05. ART= artistic interests, H 
= Honesty/Humility, E = Emotionality, X = Extraversion, A = Agreeableness, C= Conscientiousness, O = Openness 
to Experience, SA = Self-Actualizing Value Orientation, IND = Individualistic Value Orientation, SOC = Social Value 
Orientation, UT = Utilitarian Value Orientation, ADV = Adventurous Value Orientation, ICC = Family Intellectual-
Cultural Climate, SES = Family Socio-Economic Status, PAO = Parental Artistic Occupation. 
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Table 2

The importance of personal and contextual determinants of artistic interests (results of hierarchical regression analysis)

step 1 step 2

 β p β p

Honesty/Humility .00 .96 .00 1.00

Emotionality .09 .00 .09 .00

Extraversion -.13 .00 -.12 .00

Agreeableness .00 .93 .00 .90

Conscientiousness -.05 .06 -.05 .07

Openness to Experience .56 .00 .57 .00

Self-Actualizing Value Orientation .16 .00 .17 .00

Individualistic Value Orientation -.04 .25 -.04 .27

Social Value Orientation -.05 .13 -.06 .10

Utilitarian Value Orientation -.08 .04 -.07 .05

Adventurous Value Orientation .05 .09 .05 .08

Family Intellectual-Cultural Climate .03 .26

Family Socio-Economic Status -.04 .21

Parental Artistic Occupation .03 .28

R .63 .63

R2 .39 .40

adjusted R2 .39 .39

p <.001 <.001

ΔR .00

p n.s.

According to the results of regression analysis presented in Table 2, it is obvious 
that artistic interests can be well explained with the considered determinants. When 
all predictors are taken into account, the total of 40% of variance of artistic interests 
is explained. The first and most important predictor of artistic interests is openness 
to experience, due to its regression coefficient (β = .57). People with greater artistic 
interest are also more open to new experiences, as expected. Among other personality 
traits, extraversion (β = -.12) and emotionality (β = .09) also contributed to explanation 
of the artistic interest variance, indicating that people with stronger artistic interests 
are also less extraverted and more emotional. Among personal values, important 
predictors of artistic interests turned out to be self-actualizing value orientation 
(β = .17) and utilitarian value orientation (β = -.07). People of higher artistic interests 
also tend to place greater value on self-actualizing values and lower importance on 
utilitarian (materialistic) values. However, it should be noted that contribution of 
emotionality and utilitarian value orientation is almost negligible, as indicated by 
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small values of standardized regression coefficients. None of the family constructs 
contributed to explanation of artistic interests (ΔR = 0). According to the results of 
regression analysis, personal determinants showed strong importance for explaining 
artistic interest variance (in particular openness to experience), while contextual 
determinants had no contribution at all. 

Discussion
The results of this study clearly show the importance of personality traits and 

personal values for explaining artistic interests of adolescence. Results have stressed 
the great importance of openness to experience, which was most closely related to 
artistic interests. Regression analysis also revealed the importance of self-actualizing 
values (positive) and extraversion (negative), and also very small contribution of 
emotionality (positive) and utilitarian values (negative). According to the present 
results, people with higher artistic interests also have more open, less extraverted 
and more emotional personality, and place greater importance on self-actualization 
and lesser importance on utilitarian (material) values. Observed results are in line 
with majority of empirical and meta-analytical studies that stressed the importance 
of similar personality traits and personal values (Barrick et al., 2003; Larson et al., 
2002; Holtrop et al., 2015; McKay & Tokar, 2012; Pozzebon et al., 2010, Šverko & 
Babarović, 2016; Šverko & Babarović, 2006; Šverko et al., 2017).

Knowing the meaning of the openness to experience personality trait (Ashton 
& Lee, 2007; Ashton et al., 2006), which is the most important predictor of artistic 
interests, artistic types have greater aesthetic appreciation, as they enjoy beauty in art 
and in nature; they are inquisitive, as they tend to seek information and experiences 
about natural and human world; they are creative, as they express preference for 
innovation and experimentation which they manifest through originality and 
expressiveness in art; they are unconventional, as they have the tendency to accept 
the unusual. As artistic interests are negatively related to extraversion and positively 
related to emotionality, they also have to some extent expressed aspects of these two 
personality traits (Ashton & Lee, 2007; Ashton et al., 2006). Regarding extraversion, 
it may be concluded that artistic types somewhat lack social self-esteem and social 
boldness, that they prefer solitary activities and do not seek out conversation, and 
that they tend not to feel especially cheerful or dynamic. Concerning emotionality, 
artistic types tend to be emotionally sensitive, deeply feeling different emotions, feeling 
empathic sensitivity and strong emotional bonds, which can also lead them to seek 
emotional support from others. Further, as artistic interests are positively related to 
self-actualizing values and negatively related to utilitarian values, according to the 
meaning of the two personal values (1995), more specific descriptions of artistic 
types may be derived. Artistic types tend to value aesthetic, creativity, and personal 
development, while they place lesser importance on economic security, prestige, 
and advancement. Considering Holland’s description of artistic type, our results are 
fully in line with his proposal. Holland explicitly stated their creativity, sensitivity, 
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introversion, importance of aesthetics, and lessened the importance of economic 
matters (Holland, 1996).

On the other hand, results indicate that the importance of family context for 
development of artistic interests in adolescence is very weak, and also likely indirect, 
through personality traits. On the correlational analysis level, the only observed 
relation was the one between artistic interests and family intellectual-cultural climate, 
that indicates that people who have artistic interests have been raised in families 
which were more oriented to intellectual and cultural contents. On the regression 
analysis level, the named relation vanished, as family intellectual-cultural climate was 
also related to openness to experiences, which took lead in explaining the variance 
of artistic interests. In other words, the importance of family intellectual-cultural 
climate lies primarily in raising children who are open to new experiences, which 
further gives rise to their artistic interests. Therefore, Holland’s suggestion that family 
has an important role in development of artistic interests was also supported with 
our data to some extent. 

However, it is important to have in mind that in this study we have considered 
only several potential sources of family influence. Artistic interests, as all RIASEC 
interests, develop under the influence of biological heritage, parents, peers, social 
status, and cultural characteristics of the environment in which the individual finds 
himself (Holland, 1997). To better grasp the role of the family and wider environment 
in the process of development of artistic interests, it would be important to rely on 
a research design that would encompass more sources of environmental influences. 

 Conclusion
The results of this study conducted on an adolescent sample indicate that the total 

of 40% of variance of artistic interests is explained by personality traits and personal 
values, while the importance of family contextual variables is negligible. Among 
personal factors, openness to experience was observed to have the most prominent 
role, followed by extraversion, emotionality, self-actualization values and utilitarian 
values. People with greater artistic interest are also more open to new experiences, 
less extraverted, more emotional, and they also place greater importance on self-
actualizing values and lower importance on utilitarian (materialistic) values. Further, 
the importance of family intellectual-cultural climate for development of artistic 
interests in adolescence is very weak, and is primarily indirect, realised through 
personality traits. Our results indicate that personal determinants have strong 
importance for explaining artistic interests in adolescence, while the importance of 
contextual determinants should be more thoroughly explored.
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Odrednice umjetničkih interesa u 
adolescenciji: važnost osobnih i 

kontekstualnih faktora

Sažetak
Potreba za umjetničkom kreativnosti urođena je svoj djeci, ali tijekom odrastanja 
značenje umjetničkoga izričaja i interes za umjetničko stvaranje se mijenjaju. 
Ulaskom u period adolescencije umjetnički izričaj prestaje biti dio igre i počinje 
predstavljati djetetovu osobnost i njegove trajne interese, zbog čega samo neka 
djeca ostaju zainteresirana za umjetničku kreativnost i umjetnost. U ovom radu 
proučavamo važnost odrednica umjetničkih interesa u adolescenciji na uzorku od 
981 učenika završnih razreda srednje škole (67,2 % djevojčica, prosječna dob 18 
godina). Rezultati su pokazali da osobine ličnosti i osobne vrijednosti objašnjavaju 
ukupno 40 % varijance umjetničkih interesa, dok je važnost varijabli obiteljskoga 
konteksta bila zanemariva. Među osobnim faktorima najznačajniju ulogu ima 
otvorenost prema iskustvu, nakon čega slijede vrijednosti samoostvarenja i 
ekstraverzije te do neke mjere emocionalnost i korist. Ljudi s većim umjetničkim 
interesom otvoreniji su za nova iskustva, manje su ekstrovertirani, nešto više 
emocionalni. Također, pridaju veću važnost vrijednostima samoostvarivanja 
te nešto manju važnost utilitarističkim (materijalnim) vrijednostima. Nadalje, 
važnost obiteljskoga intelektualno-kulturološkoga ozračja za razvoj interesa u 
adolescenciji vrlo je slaba i vjerojatno ostvarena indirektno, kroz osobine ličnost. 

Ključne riječi: adolescencija; obitelj; odrednice; osobine ličnosti; umjetnički interesi;  
vrijednosti.
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Abstract
The first aim of this paper was to examine the correlation between artistic ability 
and general self-esteem and the second was to examine gender differences in the self-
perception of artistic ability among students at art academies. The study involved 215 
students of art academies (140 female students; mean age 22.54) from Osijek and 
Zagreb. Students completed the adult version of the Arts Self-Perception Inventory 
(Vispoel, 1996) and the Rosenberg Self-Esteem Scale (Rosenberg, 1965). The results 
show that artistic abilities are significantly and positively related to self-esteem, with 
music, dance, and general skills having the highest correlation with a sense of self-
worth. Male students rate themselves higher than female students in the field of music 
and drama, and female students compared to male students in the field of visual art 
skill. In the field of dance and general artistic ability, no gender differences were found. 

Key words: art; differences; female; male; self-perception.

Introduction
It is known from the literature that there are three parts of self-concept: self-knowledge, 

which refers to factual knowledge about the self; self-expectation, or some goals and 
expectations a person has for himself or herself; and self-worth, which refers to an 
individual’s evaluation of the self and own behaviors (Berk, 2018; Jelić, 2012; Vizek 
Vidović et al., 2014). The last component is also known as self-esteem, which can be 
defined as an individual’s sense of self-worth, that is, the level to which an individual 
values or likes himself or herself (Lane et al., 2004) and it is made up of value judgments 
about oneself and self-worth (Hughes et al., 2011). The concept of self-esteem is widely 
known in the field of psychology and was debated for a long time – some theorists 
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postulated that it is a one-dimensional construct (Coopersmith, 1967; Rosenberg, 1965), 
while others stated it can be multidimensional (Jelić, 2012; Shaveslon et al., 1976). 
Following the premise of multidimensionality of the construct, Shavelson et al. (1976) 
have made the theoretical model of self-esteem as hierarchically organized – there 
is general self-esteem as high order factor, but there are also low order factors which 
correspond to self-esteem in different life domains. Their model was confirmed and it 
was shown that people differently evaluate their academic success, physical appearance, 
physical fitness, mathematical abilities, verbal abilities, and many other domains of 
development and life in general (El-Anzi, 2005; Fleming & Courtney, 1984; Vizek 
Vidović et al., 2014).  Nevertheless, it was confirmed that general self-esteem is, in fact, 
a higher-order factor that is built from lower-order factors and that there is a strong 
correlation between these two levels (Dutton & Brown, 1997; Jelić, 2012; Marsh, 1990; 
Vispoel, 1995). In that manner, researchers can now measure self-esteem as a general 
evaluation of someone’s life (Diener & Diener, 1995; Jelić, 2012; Rosenberg, 1965) or 
they can measure self-evaluation in some specific domain, for example, academic self-
esteem, physical self-esteem, etc. (Berk, 2018; El-Anzi, 2005; Harter, 1999; Jelić, 2012). 

Exploring different populations and constructs related to self-esteem and expanding 
the previously mentioned Shavelson’s and collaborators’ (1976) hierarchical model, 
Vispoel (1995) linked art and the construct of self-esteem. In his paper (1995), he 
expanded Shavelsons et al. (1976) hierarchical model of self-esteem and presented that, 
as a lower-order factor, there is also a so-called “artistic self-esteem”, i.e. individuals 
evaluate their artistic abilities in a certain way, and that domain of self-esteem positively 
correlates with global or general self-esteem (Vispoel, 1995). In other words, Vispoel 
(1995) showed that, in addition to the previously mentioned domains of academic 
performance, verbal abilities, physical appearance, and others, a person evaluates 
himself or herself in the field of art, i.e. “artistic self-esteem”. To confirm his theses, 
Vispoel also constructed the Arts Self-Perception Inventory (ASPI; Vispoel, 1996), an 
inventory that examines how people perceive themselves in different artistic fields. 

Vispoel conducted a series of studies with students of the arts, but also students of 
other fields and showed how it is possible to single out part of the “artistic self-esteem” 
as a lower order factor of global self-esteem (Vispoel, 1993; Vispoel, 1995; Vispoel, 
1996; Vispoel, 2000). His theses were confirmed by many researchers (Draugelis et 
al., 2014; Marsh & Roche, 1996; Sanders & Browne, 1998; Vispoel, 2003; Zimmerman, 
2005), all of who showed that self-perception in different artistic fields is positively 
correlated with general self-esteem, i.e. the better someone perceives themselves in some 
artistic field, their general self-esteem will be higher, and all this research corresponds 
with Vispoel’s (1995) assumptions. The researach has found that all specific domains 
of the Art Self-Perception Inventory (Vispoel, 1996) – music, art, drama, and dance 
– are highly correlated with the general artistic ability factor, although they do not 
necessarily correlate with each other (Marsh & Roche, 1996; Vispoel, 1995). Also, each 
factor is related to global self-esteem, as noted earlier. 
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Research in gender differences in self-perception of artistic abilities is still rare (Mawang 
et al., 2018; Vispoel, 2003; Wehr-Flowers, 2006). The focus of existing research is domain 
importance, i.e. how domain importance influence self-perception and performance 
of male and female art students (Vispoel 2000; Vispoel, 2003). Wehr-Flowers (2006) 
showed that female jazz artists are less fond to perform in jazz improvisation due to 
different socio-psychological factors, one of them being their self-evaluation. In this 
manner, it is important to examine if there is any difference between male and female 
art students in their self-perceptions of artistic abilities. These differences are important 
to examine not only to expand theoretical knowledge in this specific field but to give 
guidance to professionals who work with art students. Knowledge in this field can 
help in understanding how and why male and female students differ and in which 
way it can be seen in practical work. This study in that manner has high importance 
– there is an small body of research in Croatia (Begić, 2016; Gavrić, 2014; Milinović, 
2015) that examined students of art academies in general, not just their self-esteem 
and self-perceptions of artistic abilities.

The first aim of this paper was to examine the correlation between artistic ability 
and general self-esteem, and the second aim of the study was to examine gender 
differences in the self-perception of artistic ability among students at art academies. 
It was expected that correlations between the self-perception of artistic abilities and 
general self-esteem would be positive, i.e. perceiving oneself as more able in some artistic 
field would be correlated with higher general self-esteem. It was also expected that 
there would be a difference between male and female students in their self-perception 
of artistic abilities, but because of the lack of previous research, we could not clearly 
define in which domains gender differences would be shown.

Method
Participants
In this study, there was a total of 215 students of art academies from Osijek (N=153) 

and Zagreb (N=62), who were between 18 and 44 years old (M=22.40; SD=3.42). 
There was a total of 140 female students in this study. In the artistic field, most of the 
students were music (33.5%) and art students (30.7%), followed by students of acting 
(20.9%), students of directing and dramaturgy (10.2%), and dance students (4.7%). 
The participants at art academies were engaged in their artistic domain for, on average, 
8.96 (SD=5.44) years, and their average grade during the academy was 4.50 (SD=.41). 
Students that participated in this study were mostly in their first (26.5%) and second 
(26.0%) year of the academy, followed by students of the fourth (14.4%), fifth (14.9%), 
and third (14.4%) year of the academy. Most of the students that participated in this 
study enrolled in the academy in their first attempt (80.5%), while there were also 
students who enrolled after two (13.5%), three (2.8%), or four or more (3.4%) attempts.
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Instruments
Rosenberg’s Self-Esteem Scale

To determine the self-esteem of art academy students, the Rosenberg Self-Esteem Scale 
was used (Rosenberg, 1965). The scale consists of 10 statements (e.g. Generally speaking, 
I’m happy with ..myself), where students rated their agreement with each statement on 
a scale from 1 - I do not agree at all to 4 – I completely agree. The total result on the scale 
is formed as a simple linear combination of answers on all statements. The total score 
on the scale can be between 10 and 40, and a higher score indicates higher self-esteem. 
The Croatian sample shows good internal consistency of the scale ranging between 
Cronbach α = 0.74 and Cronbach α = 0.89 (Bezinović, 1988), while in this sample the 
reliability of the scale is high, with Cronbach α = 0.82. In this study, the overall score 
on the scale was formed as a simple linear combination of answers on all statements, 
and the higher score was interpreted as a reflection of higher student self-esteem.

Arts Self-Perception Inventory

The Arts Self-Perception Inventory for Adults (ASPI; Vispoel, 1996) was used to 
measure the self-perception of artistic abilities among students. The inventory examines 
self-perception of artistic abilities in four artistic areas (music, art, acting, and dance) 
and self-perception of artistic abilities in general. In its original form, the Inventory 
consists of 60 statements that are divided according to the above-mentioned areas 
and every area consists of 12 statements. The Inventory shows a high coefficient of 
internal consistency (Cronbach α ≥ 0.95; Vispoel, 1996). The task of the participants 
was to assess their artistic abilities in certain artistic areas on a scale from 1 - completely 
incorrect to 8 - completely correct. For the field of fine arts, an example of a statement 
is In school, art was one of my best subjects; for the field of musical art People admire 
my musical ability; for the field of dramatic art People think I have good dramatic skills; 
for the field of dance I learn new dances quickly; for artistic abilities in general If I set 
my mind to it, I could master skills in any artistic domain (music, art, dance, drama). The 
total result is formed as a simple linear combination of statements for each of the areas 
separately. The lowest score on each subscale is 12, while the highest is 96, and the higher 
score on each subscale represents a higher artistic ability in the area. Factor analysis 
of the Croatian translation was made using Principal Axis Factoring as the extraction 
method and oblique rotation (Direct Oblimin), with five fixed factors. Factor analysis 
confirmed the original factor structure with 62,78% of variance explained and all 
retrieved factors showed high-reliability coefficients (Acting – Cronbach α=0,90; Art 
– Cronbach α=0,90; Music – Cronbach α=0,91; Dance – Cronbach α=0,91; General 
– Cronbach α=0,66). In this study, the total result on the Inventory was formed as a 
simple linear combination of answers on all items, and simple linear combinations of 
statements for each of the areas separately. 
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Procedure

Before the conduction of the research, a positive evaluation of the ethical aspects 
of the research was obtained from the Commission for Resolving Ethical Issues of 
the Department of Psychology of the Catholic University of Croatia. Online (Google 
forms) and paper-pencil methods of data collection were used. Before completing the 
questionnaire, the purpose of the research was explained to the students, and they 
agreed to participate in the research. Data were collected in May 2019. 

Results
Means and standard deviations of the study variables are presented in Table 1 as 

well as the results of testing gender differences in the study variables. As can be seen 
from Table 1, students of art academies in general rate their self-esteem highly, and this 
high rating of their self-esteem is present both in male and female students. Students 
of art academies also generally perceive their artistic abilities in every domain of art 
as high, while the perception of general artistic abilities is the highest. Both male 
and female students perceive their artistic abilities in every domain as high and their 
general artistic ability as the highest.

Table 1

Means and standard deviations of the study variables and the results the of t-test

  N M SD t sig

Self-esteem male 70 32.91 4.08
 female 138 31.16 4.85 2.595 .010

total 208 31.75 4.67
Self-perception of 
art abilities male 75 30.40 11.54

female 137 36.28 10.36 -3.797 .000

total 212 34.20 11.13
Self-perception of 
musical abilities male 71 35.82 10.69
 female 136 31.43 12.17 2.566 .011

total 207 32.93 11.84
Self-perception of 
acting abilities male 75 33.72 10.69
 female 136 29.01 10.78 3.048 .003

total 211 30.68 10.96
Self-perception of 
dance abilities male 73 29.89 10.91
 female 137 29.63 11.05 .165 .869

total 210 29.72 10.98
Self-perception 
of general artistic 
abilities

male 73 40.10 5.25
female 136 40.67 5.12 -.765 .445

 
total 209 40.47 5.16

To examine correlations between general self-esteem and self-perception of artistic 
abilities, which was the first goal of the study, Pearson’s correlation coefficients were 
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calculated and analyzed. General self-esteem is significantly and positively correlated 
with the self-perception of musical abilities, dance abilities, and general artistic abilities; 
however, it did not show a significant correlation with the self-perception of art abilities 
and acting abilities (Table 2). It can also be seen in Table 2 that self-perception of 
general artistic abilities is significantly and positively correlated to self-perception in 
all artistic domains. Also, almost all self-perceptions of different artistic abilities are 
significantly positively correlated. The only exception is the correlation between self-
perception of art abilities and self-perception of musical abilities – these two self-
perceptions are significantly negatively correlated. 

Table 2

Correlations between the self-perception of artistic abilities and general self-esteem of students at art academies

 1. 2. 3. 4. 5. 6.

1. Self-esteem 1 -0.027 .359** 0.137 .154* .402**

2. Self-perception of art abilities  1 -.181** -0.039 -0.055 .325**

3. Self-perception of musical abilities    1 ,298** ,240** ,280**

4. Self-perception of acting abilities    1 .474** .414**

5. Self-perception of dance abilities     1 .359**

6. Self-perception of general artistic abilities      1

*p<.05; **<.01; Male=0, Female=1

Gender differences in self-perception of artistic abilities 

To examine the differences between male and female students in self-perception 
of artistic abilities, which was the second goal of this study, we used the t-test, and 
the results can be seen in Table 1. As can be seen from the Table, there is a significant 
difference in self-perception of art abilities, where female students (M=36.28; SD=10.36) 
perceive their art abilities better than male students (M=30.40; SD=11.54). A significant 
difference was also shown in self-perception of musical abilities, where male students 
(M=35.81; SD=10.69) perceive their musical abilities better than female students 
(M=31.43; SD=12.17). Lastly, significant difference between male and female students 
was shown in self-perception of acting abilities, wherein male students (M=33.72; 
SD=10.69) perceive their acting abilities better than female students (M=29.01; 
SD=10.78). Because of the large discrepancy in the number of male and female students 
in this study, we conducted the Mann-Whitney U non-parametric test to confirm 
the obtained results. The results of the Mann-Whitney U test confirmed the results 
obtained from .t-test: female students perceive their art abilities significantly better 
than male students (U=3628.50, p=.000), and male students perceive their musical 
abilities (U=3802.50, p=.012) and acting abilities (U=3774.50, p=.002) significantly 
better than female students.
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Discussion
The first aim of this paper was to examine the correlation between artistic ability 

and general self-esteem, and the second aim of the study was to examine gender 
differences in the self-perception of artistic ability among students at art academies.

It was found that self-perceptions of musical, dancing and general artistic abilities 
are significantly positively associated with general self-esteem, while self-perception 
of art and acting abilities haven’t shown significant correlation with general self-
esteem. In other words, if students of art academies perceive themselves as capable 
and competent in the musical or dancing field or art in general, they also report a 
higher sense of self-esteem. All self-perceptions of individual artistic abilities showed a 
positive correlation with the self-perception of general artistic abilities, which confirms 
the findings of Vispoel (1993; 1995; 1996) and also the assumptions of this research. 
Students of art academies largely base their image of themselves on self-perception 
of themselves as competent in the artistic field they are engaged in, but also in art in 
general. In other words, students who rate their artistic abilities as high at the same 
time rate their general sense of competence in the field of art as higher. Therefore, the 
obtained results, which correspond to the findings of previous research (Draugelis 
et al., 2014; Marsh & Roche, 1996; Sanders & Browne, 1998; Vispoel, 1995; Vispoel, 
1996; Vispoel, 2000; Zimmerman, 2005), mostly confirmed the expectations about the 
positive relation of self-esteem to self-perception of individual artistic abilities. Also, 
research has shown that self-perception of general artistic abilities is related to the self-
esteem of art academies students. The findings are consistent with the findings of many 
researchers (Costa-Giomi, 2004; Marsh & Roche, 1996; Trusty & Oliva, 1994; Vispoel, 
1995; Vispoel, 2003; Zimmerman, 2005), as well as the assumptions of this study, and 
we can therefore conclude that self-perception of general artistic abilities is important 
for the self-esteem of students at art academies, and that students who have a higher 
sense of self-esteem perceive their musical, dancing and general artistic abilities better.

In this study, it was also determined that there is a difference between male and 
female students in the self-perception of art abilities, musical abilities, and acting 
abilities. The results have shown that female students perceive fine arts abilities (i.e. 
drawing, painting, etc.) better, while male students perceive their musical and acting 
abilities better. In other words, female students perceive themselves better in the 
domain of fine arts, while male students perceive themselves better in domains of 
music and acting. Interestingly, there is no difference in the self-perception of general 
artistic abilities between male and female students – both groups perceive their general 
artistic abilities as equally good. All these findings suggest that male students perceive 
themselves better in artistic domains that require some kind of group activities and 
possibly group comparison, while female students perceive themselves better in 
domains which do not require group activity. These findings are partially in line with 
Wehr-Flowers’s (2006) findings – female students perceived their musical abilities 
significantly lower than male students. Also, Mawange et al. (2018) have shown that 
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male musical students showed higher musical creativity than female students and 
that creativity was predicted by the musical self-concept. Considering their results, 
it would be interesting in future research to include questions about the tendency 
to compare with others to determine if that tendency is some underlying factor for 
differences obtained with this research. Also, it is possible that male students give 
more importance to the artistic domains which require group activity and therefore 
perceive themselves better in these domains, which is in correspondence with Vispoels’s 
(2000; 2003) previous findings. Also, it is possible that male and female students are 
in general attracted to different artistic fields, which is yet undiscovered, and it is an 
interesting path for future research.

The main disadvantage of this research is certainly the use of a correlational research 
design which contains a major flaw - the inability to establish a cause-and-effect 
relationship between self-esteem and self-perception of artistic abilities. With this 
research, it is not possible to determine whether a certain level of self-esteem of at art 
academies is a cause or a consequence of self-perception of artistic abilities. One of the 
disadvantages of this research is certainly the difference in the number of male and 
female participants, and in future research, it would be good to equalize the sample 
regarding gender as much as possible. 

Considering the results obtained by this research, professors at academies and 
experts working with students of the arts should support their students developing 
their skills and acquiring knowledge, as was shown in some previous researche in 
Croatia (Gavrić, 2014; Milinović, 2015). Also, professors and associates at academies, 
who work and communicate with students daily, should pay attention to the way they 
perceive their own abilities in a particular field and how these abilities are reflected 
in their approach to work.

Although there is some research on the impact of art education on self-esteem and 
self-image, it mainly focuses on children or adolescents (Burton et al., 2000; Costa-
Giomi, 2004; Trusty & Oliva, 1994). In future research, it would be interesting to 
include students of other art academies in Croatia, but it would also be interesting to 
include students of other studies and determine whether there are certain differences in 
individual constructs (i.e. self-esteem and self-perception of artistic abilities) between 
students of the arts and students of other fields, as it has been done in some foreign 
studies (Furnham et al., 2011; Furnham & Crump, 2013; van Broekhoven et al., 2020). 
Future research with this population of students could group the sample according to 
the field of study and compare students of different artistic orientations. Given this, 
it is possible to expect the existence of certain differences in the self-perception of 
individual artistic abilities depending on the artistic field. 

Conclusion
The results of this study have shown that students who have higher general self-

esteem also perceive their musical and dance abilities better, as well as their general 
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artistic abilities. The results have also shown a significant difference between male and 
female students in their self-perception of artistic abilities – female students perceive 
their art abilities better than male students, while male students perceive their musical 
and acting abilities better than female students. 
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Umjetničke sposobnosti i opće 
samopoštovanje studenata 

umjetničkih akademija

Sažetak
Prvi je cilj ovoga rada istražiti korelacije između umjetničkih sposobnosti i općega 
samopoštovanja, dok je drugi cilj studije istražiti spolne razlike u percepciji vlastitih 
umjetničkih sposobnosti kod studenata umjetničkih akademija. U istraživanju je 
sudjelovalo 215 studenata umjetničkih akademija (140 studentica, prosječne dobi 
22,54) iz Osijeka i Zagreba. Studenti su ispunili Inventar samoprocjene umjetničkih 
sposobnosti (Vispoel, 1996) i Rosenbergovu skalu samopoštovanja (Rosenberg, 1965). 
Rezultati su pokazali kako su umjetničke sposobnosti značajno pozitivno povezane 
sa samopoštovanjem, pri čemu glazbene i opće umjetničke sposobnosti pokazuju 
najviše korelacije s osjećajem vlastite vrijednosti. Studenti su percipirali svoje glazbene 
i glumačke sposobnosti boljima od studentica, dok su studentice percipirale svoje 
likovne sposobnosti boljima u odnosu na studente. U područjima plesa i općih 
umjetničkih sposobnosti nisu pronađene spolne razlike.

Ključne riječi: muškarci; razlike; samoprocjena; umjetnost; žene.
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Abstract
In the contemporary world, art education provides the possibilities for the 
development of pupils’ creativity, critical thinking, and critical attitude towards 
art and culture. However, “the disenchantment of the world” makes “aesthetics” 
a need to be continuously defined in the present age. The narrow and one-sided 
nature of traditional aesthetics has become increasingly apparent, and it is difficult 
for the ideals of beauty and art to provide reliable support for the development of 
aesthetics. In the late 1980s, perceptual knowledge became a frequently discussed 
and meaningful keyword in aesthetics research and education. 
Creativity comes from perceptual knowledge. Creativity is based on popular art 
training and aesthetic education. Creative thinking should be achieved through 
the process of diversification to form an area with multi-faceted and abstract 
structure. Because art has an essential quality (Timbre), I proposed a visual art and 
aesthetics project based on the implementation of artistic objectives in the teaching 
of visual arts and the aesthetic encounter of politics, society, history, culture and the 
environment. The experimental programme was performed at National Taiwan 
Museum of Fine Arts.
The results of the research confirmed that implementation of aesthetic perception 
education can have a positive impact on students’ views of art and on the overall 
popularity of related learning. Examples of education in aesthetic experience and 
aesthetic perception can be used as guidelines for the implementation of art and 
multicultural education. Well-rounded and open-minded education (from politics, 
society, history, culture and the environment, etc.) has become the door to the 
continuous development of intelligence and thinking.

Key words: finding meaning; new sensibility; practice; really seeing; thinking in 
images.
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Introduction
In the current era, the narrow and one-sided nature of traditional aesthetics is 

increasingly obvious, and the ideal of aesthetic art can hardly provide reliable support 
for the further development of aesthetics. The need to conitunuously define and 
confirm aesthetics leads to two consequences in the current era. The first is global 
aesthetic generalization. Aesthetics is not only about beauty and art but also about a 
wide range of cultural aspects, including history, society, life, existence, experience, 
language, transcendence, and freedom. Traditional aesthetics only propagates beauty 
and ignores other aesthetic values. In other words, this omits that aesthetics is itself a 
discovery rather than an attribute. At the moment of modification, this defect becomes 
painfully clear. This trend affects both traditional and contemporary aesthetics. Welsch 
(1997) analyzed, although traditional aesthetics has endowed the world with beautiful 
artifacts that engender spiritual loftiness and contemplation, it ends up with pure 
pleasure and love, leading to indifference and disgust. This is because the old outline 
of traditional aesthetics is not accurate enough or because the outline itself contains 
some defects. Therefore, such defects have been revealed by critics (pp. 81-88).

The second consequence, the core of aesthetics, is art. From the traditional perspective, 
art is considered the core of aesthetics; but feeling, perception, and sense are ignored, 
so that attention is paid only to art and its conceptual discussion. Most people still 
believe that aesthetics must be art. Just as Wittgenstein said, we cannot surpass art 
because it is part of our language, and language seems to be constantly copying it to 
us (Gao et al., 2019:36). In addition, modern aesthetics has a tendency to belittle the 
beauty of nature. Adorno indicated that “since F.W.J. Schelling, aesthetics almost only 
cares about works of art, interrupting the systematic study of natural beauty. Why is 
natural beauty removed from the aesthetic agenda? The reason is not, as Hegel asked 
us to believe, what natural beauty has been sublated in a higher field. On the contrary, 
the concept of natural beauty is completely suppressed” (Wang, 1998, p.109).. The 
reason for which proponents of modern aesthetics belittle the beauty of nature is 
that, in their view, the aesthetic value of nature is lower than that of art. This is most 
obvious in Hegel’s argument. He clearly indicated that only artistic beauty can meet 
the ideal of beauty, whereas natural beauty is only its “Appendage”. The reason for this 
is that “artistic beauty is the beauty generated and regenerated by the soul. The beauty 
of art is much higher than that of nature and its phenomena” (Wang, 1998, p.125). 
“The mainstream of contemporary aesthetics remains the same, although the concept 
of contemporary art itself has become uncertain, and the academic classification of 
disciplines still tends to strictly limit aesthetics to art” (Lu & Jhang, 2006, p.87).

Aesthetics has developed for more than 200 years, starting from Baumgarten’s aesthetic 
discipline to Kant, Schelling, Hegel, Nietzsche, Heidegger, and other philosophers. All 
of their concepts of aesthetics are closely related to the history of aesthetic objects in 
terms of the thinking formed by the perceptual topic, heated debate of art, and the 
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continuation of experience. However, some scholars still criticize traditional aesthetics 
on the contempt of sensibility, calling for aesthetics to be beyond the theoretical field 
of art philosophy. After the author reviewed the relevant works, studies, and papers on 
German aesthetics in the late 1980s, the connotation of aesthetics was found to have 
changed in the process of discussion. Many researchers have begun to look beyond the 
field of beauty and art and try to explore the dynamic role of sensibility in cognitive 
activities, as presented in Table 1 (Wang, 2010, pp.56-60). Therefore, whether it is an 
aesthetic reconstruction, aesthetic return, aesthetic turn, or aesthetic Renaissance, 
“perceptual knowledge” has become an epoch-making term in contemporary German 
aesthetic research.

The present study explores issues related to the generalization of aesthetics across 
the world (global aesthetics) and the concept of art as the core of aesthetics, both of 
which lead to problems in contemporary visual art education. The experiment was 
conducted at the National Taiwan Art Museum in Taiwan. In 1977, the National 
Association for Art Education (NAEA) released a powerful statement entitled “what 
we believe in and why we believe in it”, providing convincing reasons to support the 
acceptance of art education, including the source of aesthetic experience, the source of 
human understanding, the means of cultivating creative and flexible thinking, and the 
means of helping students understand and appreciate art. The importance of visual art 
is obvious. The new role that visual art education should play in contemporary society 
is educating people in the use of perceptual thinking and interpretation of visual art 
to allow them to understand it correctly, analyze its potential value judgment and 
consciousness pattern, and then make decisions. Therefore, the author thinks that “the 
distance between us and beauty” advocate returning the definition of aesthetics to its 
original “Perceptual Science,” which is the same as perceptual knowledge. According 
to this view, contemporary visual art education should be “lifelong learning from 
learning and doing”.

Table 1 

The Perceptual Turn of Contemporary German Aesthetics

Author Argument Title of the book years

Reclam-
Verlag

Aesthetics in the traditional sense should take 
the posture of destruction. Aesthetic vision 
should not be confined to the narrow field of 
art theory, but should turn to “today’s feeling”. 
In other words, aesthetics should be the 
domain of perceptual science.

Sensibility and 
criticism of traditional 
aesthetics: today‘s 
perception or another 
aesthetic perspective

1990

Heinz 
Pätzold

Aesthetics is no longer associated with the 
study of the concept of beauty, but has 
become a part of perceptual experience. 
Moreover, the characteristics of perceptual 
knowledge should be explored from the 
perspective of the inseparability of mind and 
body.

Contemporary 
aesthetics: sensibility 
and reflection of 
contemporary 
conceptual art.

1990
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Author Argument Title of the book years

Heinz 
Bohrcr

Perceptual activities, rather than art, stand at 
the center of aesthetic thinking.

On the limitation of 
aesthetic criticism.

1993

Martin Seel The field of aesthetics should be broader than 
pure art. To expand the domain of aesthetics, 
only a broad definition far beyond the 
philosophy of art can expand the prospect of 
the development of aesthetics.

Rethinking of 
aesthetic thinking.

1993

Reinoid 
Schmficker

When interacting with objects or concepts in 
our daily life, if we change our perspective and 
discard the elements that are habitual, useful, 
and certain, then we can begin to grasp the 
true meaning of beauty. This shows that “all 
objects, including nature, body, and daily life, 
can more or less enter the realm of beauty”, 
and this definition of “beauty” is closely linked 
with fresh and present perceptual experience.

What is art? 2001

Joachim 
Küpper and 
Christoph 
Menke

Despite the differences in the current 
definitions of “aesthetics”, they are all 
fundamentally related to people’s 
experience.

Dimensions of 
aesthetic experience

2003

Philipp 
Soldt

“Philosophy of art” is a concept of alienation. 
Traditional aesthetics provides many artistic 
concepts, but it does not teach people 
how to feel and experience. The practice 
of only analyzing concepts, manufacturing 
systems, and separating aesthetics from 
perceptual practice is no longer in line with 
the requirements of the times and should be 
resolutely abandoned.

Aesthetic experience: 
a new method of 
psychoanalysis art 
process.

2007

Source: Wáng J. F.(2010). Aesthetics going home -- a study of Wolfgang Welch’s aesthetic theory (Unpublished Ph.D. 
thesis). Shandong University, Shandong, China. (pp. 56-60).

Aesthetics is Perceptual Recognition
The term “aesthetics” is derived from the Greek αἰσθητιός, which is interpreted as “sense 

and emotion”. In 1750, the German philosopher Baumgarten officially established the 
concept of aesthetics as an independent discipline and designated it as the specialized 
study of beauty and sublimity. The object of study was not only art but also natural 
things. Baumgarten’s aesthetic theory analyzes aesthetic ability and artistic creativity 
from the perspective of philosophy. When he uses the term “aesthetician”, he refers 
more to artistic creators and aesthetic appreciators; Baumgarten also refers to the 
ability to analyze and condition preparation from the perspective of creative practice 
and appreciation practice. Aesthetics is a type of sensory perception that is essentially 
and uniquely embodied—the focus is on perception, including our perceptive ability, 
perception practice, and perception experience.

LIóu (2016) analyzed aesthetics and artistic creation based on an epistemological 
system and divided the continuity principle of cognition into four levels. The fourth 
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level is the lowest level is fuzzy, ambiguous knowledge, or dreamlike consciousness. 
The third level is the recognition of a phenomenon, which is to know its “image” but 
not its “meaning”—that is, perceptual knowledge. The second level is clear, ambiguous, 
or dreamlike consciousness; a clear understanding achieves the “definition” of the 
object, realizes the generality of things, and understanding. The highest level is a 
combination of rational and intuitive knowledge, based on which one can understand 
the characteristics, elements, and meaning of a phenomenon—that is, achieve a perfect 
understanding (p.40). Therefore, Baumgarten’s concept of aesthetic or perceptual 
truth based on epistemology was foundational. In addition, regarding perceptual–
cognitive ability, LIóu (2016) also mentioned that perceptual knowledge is based on 
artistic creation and appreciation, which summarizes the regularity of art aesthetics 
and entails appreciation at the level of experience as well as the ability to analyze; thus, 
Baumgarten’s aesthetics has a strong rhetorical significance (p.40).

In empirical psychology, Baumgarten distinguished low and high cognitive ability. 
Low-level cognitive ability provides perception, whereas high-level cognitive ability 
is equivalent to human cognition. LIóu (2016) found that low-level cognitive ability 
must be studied because it provides perception and representation. Although low-level 
cognitive ability may be vague and confusing, it can realize comprehensive perception, 
which can be vivid, clear, and meaningful—this is perfect status. Because low-level 
cognitive ability yields perfect perfection because of four main types of perception: 
perception, and imagination (p.41).

During artistic appreciation and improvements in the aesthetic ability of artistic 
creation; sensibility, intellectuality, rationality, quasirationality, and low- and high-
level cognitive abilities all work together in experience and cognition. Baumgarten 
also indicated that aesthetics is the application of low-level cognitive ability and 
quasirationality; of course, it also includes the application of meditation and aesthetic 
feeling. In other words, aesthetics is the study of the various cognitive abilities used in 
artistic creation and appreciation. In the 1750s, Baumgarten clarified that aesthetics 
was “a theory of free art, a low-level epistemology, the art of beautiful thinking and 
the art of rational thinking is the science of perceptual knowledge” and “a common 
theoretical examination of things that have been thought in the way of beauty” (Jiăn 
& Wang, 1987, pp.13-15; LIóu, 2016, p.41). Therefore, the object of aesthetics is free 
art, its nature is the science of perceptual knowledge, and its purpose is to study 
the universals that have been thought in the way of beauty. In fact, it is the part of 
empirical psychology related to artistic creation and aesthetics, and it is the analysis 
of aesthetic and artistic creation ability and the study of the general state of aesthetic 
activities (Liu, 2016, p.43).

Creation requires the foundation of cognitive ability. Therefore, Baumgarten 
considered that for artistic creation, an artist should have the following basic high- 
and low-level cognitive abilities: 
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1 keen sensibility, which enables not only the appreciation of the external beauty 
of objects but also the sensory observation of the functions of and changes in the 
internal spiritual factors of the objects; 

2 imagination; 
3 appreciation ability; 
4 memory; 
5 creative talent, which is the ability to not only arrange and edit the imaginable 

images but also coordinate with other abilities; 
6 elegant taste, which, together with eyesight, constitutes low-level judgment of 

perception, imagination, and artistic creation; 
7 foresight, which is useful to deal with difficulties in the vividness and flexibility 

of cognition; 
8 the ability to express an appearance or convey the perception of beauty; and the 

ability to express emotions (Jian et al., 1987, pp.18-25; Llou, 2016, p.44). 

However, the understanding of perceptual ability can be trained through education, 
practice, and theoretical study. Creation and appreciation with the knowledge of art 
theory are far better than natural talent or ability.

Because of the intervention of artistic knowledge and theory, Baumgarten also 
points out that appreciation and artistic creation also include high-level awareness. 
That is:(1) As long as knowledge and reason are often inspired by the domination of 
the mind, low-level awareness is ability.(2) As long as these abilities work together 
and have the right proportion with beauty, they can only be achieved through the 
use of intellectuality and rationality.(3) As long as the great vitality of thinking to the 
spirit is similar to the ideal, it will inevitably lead to the beauty of reason, and lead to 
the connection between the extension of clear understanding (Jian et al., 1987, p.26; 
Llou, 2016, p.44). Therefore, perceptual knowledge has rich connotation, affirming 
the intellectual factors involved in it, and the distance between sensibility and spirit is 
narrowed, affirming the relationship between artistic creation, perceptual ability, and 
even the spirituality of artistic creation behavior. Therefore, Baumgarten introduced a 
principle that was universally accepted for the subsequent 200 years. Jiăn et al. (1987) 
and Llou’s (2016) studies found the following:

For those who want to think in a beautiful way, naturally developed lower-
level cognitive abilities are more important. Higher-level abilities can not only 
coexist with the lower-level abilities but are also necessary prerequisites for them. 
Therefore, believing that the beauty of spirit is bound to conflict with the innate 
strict rational knowledge and the natural ability to deduce logic. (p.26; p.44)

Considering the sensibility of an event, its actor can only be the perceptual, laborious, 
and superficial soul and body, and its place of occurrence can only be the world of 
soul and body. Only when perceptual science returns to the study of the human soul 
and body, namely the mind and body, can perceptual construction return to its origin. 
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The superficial understandings of sensibility and its negation in classical times was 
obviously based on the lack of in-depth analysis and the lack of a definition of sensibility. 
From the perspective of perceptual practice, Baumgarten’s method is more effective in 
experience and can also explain daily perceptual activities, providing a more accurate 
and deeper perceptual understanding for the 21st century.

Art from the Perspective of Semiotics
A history not merely of meanings, but of ceaseless conflict between the images as it 

seeks fullness and autonomy, and the renunciatory impulse which refuses the image of 
primal plenitude, and seeks its conversion from an end to a means, a means to meaning 
(Bryson, 1981, p.xvi). In other words, when we appreciate a work of art, what we see 
is not only history but, through symbols, we see the deeper meaning behind history. 
The “semiotic transformation” of contemporary culture indicates that symbols are no 
longer tools or carriers to express an external reality or internal emotion, but rather a 
way of life of contemporary people—the so-called visual or symbolic existence. With 
the production of mass media, the symbolic images have spread all over the fields 
of daily life. That is, in the era of the “symbolic revolution”, most of the images are 
scattered in the magazine’s photography, billboards, films, television, and other mass 
production and reproduction technologies, including personal holiday photos and 
more common digital cameras. What’s more important is that traditional works of art 
have been copied, adapted and even parodied by the emerging symbolic technology; 
it has become a “colonial” product of mass media. In a sense, we are now “living in a 
culture dominated by symbols, visual images, facial makeup, hallucinations, copying, 
imitation and fantasy”.

Semiotics is the science of signs, whether the signs are words or images, in daily life 
or in visual or artistic world. In a broad sense, semiotics focuses on everything that is 
regarded as a sign. The forms of symbols include words, images, sounds, postures, and 
objects. Contemporary semioticians study signs not in isolation, but as part of semiotic 
‘sign systems’ (such as a medium or genre). They study how meanings are made: as 
such, being concerned not only with communication but also with the construction 
and maintenance of reality (Chandler, 2002; p.2; Liu, 2006, p.40). As Semali (2002) 
states, “a human being is by nature a sign-manipulator” (p.7).Therefore, all signs we 
can see can be decoded and analyzed by semiotics. Smith-Shank (2004) points out 
that “semiotics is a broad approach to understanding the nature of meaning, cognition, 
culture, behavior, and life itself” ((Smith-Shank, 2004, p.vii). In addition, semiotics 
“provide us with a deeper understanding and appreciation of the complexity of human 
communication with signs, symbols, and images” (Semali, 2002, p.2). In other words, 
semiotics provides us a new way to know the world from different perspectives. As 
Chandler (2002) states, semiotics can also help to denaturalize theoretical assumptions 
in academia just as in everyday life; it can thus raise new theoretical issues (Chandler, 
2002, p.214). Semiotics examines the sign systems “as vehicles of meaning in a culture 
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and looks at how such sign systems are taught to children and adolescents and how 
they capture societal values about human relationships, myths, belief system, and 
established norms” (Semali, 2002, p.3). Sturken and Cartwright (2004) also state, “we 
live in a world of signs, and it is the labor of our interpretation that makes meaning of 
those signs […] we use semiotics all the time without labeling it as such or recognizing 
our interpretative acts” (Sturken & Cartwright, 2004, p.29).To put it another way, 
semiotics is culturally bound because the meanings of images differ between cultures 
(Han, 2011, p.55).

Additionally, Danesi (2004) argued that human intellectual and social life is based 
on the production, use, and exchange of signs. When we gesture, talk, write, read, 
watch a TV program, listen to music, look at a painting, we are engaged in using and 
interpreting signs. Human life is characterized by a “perfusion of signs.” The primary 
task of semiotics is to identify, document, and classify the main types of signs and how 
they are used in representational activities. Since they vary from culture to culture, 
signs constitute mental templates that invariably condition the worldview people 
come .to have. Danesi also argued (p.23) that semiotics is the study of the world of 
reappearance and the creation of information about this world. Anything we do or 
or anything that carries information is a sign (For example writing or talking). Text, 
posture, objects, clothing, and traditional art, etc.). Anyone who can represent things 
can be called a symbol, and anything can be a symbol. In fact, most things are already 
symbols most of the time. Symbols are not stagnant, and the meaning we assign to 
them changes with a change in the context or in our understanding (Liu, 2006, p.40).
Therefore, symbols in semiotic research include a variety of cultural expressions, they 
can represent or reproduce things and deliver messages, and its meaning will vary with 
subjective and objective factors. In terms of objective factors, culture and its related 
concepts play an important role in the meaning given to symbols. According to Chanda 
(2004) and Liu (2006), the relationship between “cultural concept” and “semiology” is 
direct. Because the “cultural concept” is communicated through a coding system, the 
code system relies on discursive signs, and semiotics deals with the nature of symbols. 
The formation of the concept of “symbol” or “sign elements” constituting the semiotic 
system (for example the symbol of iconography) is closely related to the social culture 
on which it is based (p.86-93; p.40).

Additionally, semiotics can provide a reference framework for the interpretation 
and interpretation of the symbol system and its cultural concept in fine art or visual 
culture. Bryson (1981) believes that the meaning of art exists in a constantly changing 
narrative space (Bryson, 1981, p.xvi). Bryson’s view of visual semiotics regards painting 
as a system of symbols (Bryson, 1991, pp. 61-73). Therefore, through the materiality 
of the image-symbol, we can construct a context of discussion from it. The problem 
of semiotics is that in the scope of works that regard artistic works as symbols, their 
structure is actually not single, but repetitive. Symbols are obviously repetitive, and 
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they enter a multi-faceted context (Yao, 2007, p.51). In other words, when the viewer 
is faced with a work of art, the signifier of visual symbols is no longer corresponding 
to the signified of a power relationship. The construction right of the context of text 
viewing is decentralized to the viewer/reader, and the work has its open interpretation 
space to supply the output of meaning (Yao, 2007, p.51). According to Norman Bryson 
(2004), adjusted and applied semiotics to art history and semiotics in the history of 
art explore the basic semiosis or various types of communication. That is, to teach 
art history or art education through one of the following concepts (Bryson, 2004, acc. 
to Liu, 2006):

0 The concepts of “signifier” (or sign), and “signified” of the Saussure School;
1 Bryson’s so-called “divergent images” for narrating a story and “graphic images,” 

which are not determined by language;
2 Peirce’s “iconic images” (i.e., objects), “indexed images” (i.e., the artist’s style), and 

“Symbolic images” (i.e., symbols that represent objects and are related to language 
through tradition). (pp.86-93; p.40)

In the approach of semiotics, art historians pay attention to the patterns of symbols 
or signs used to communicate meaning, what images tell us, and how signs and signs 
may change with the times. The exploration of symbolic mode requires the study of a 
series of related images, which may have the same or similar signs. Therefore, semiotics 
is diachronic in nature because it emphasizes the diachronic change of “symbol” and 
“meaning” (Liu, 2006, p.40).

According to the aforementioned, semiotics can help us to understand the world. 
How to view art from the perspective of Semiotics? This research is going to apply 
Saussure, Peirce and Barthes’ symbol theories to visual culture, arts, and education to 
practice. Examining the visual arts and environment from a semiotic point of view 
helps people to form a deeper understanding of their own culture. 

Saussurean model
Semiotics is concerned with not only the function of signs but also the production 

of codes. Saussaure (1983) state that “a linguistic sign is not a link between a thing and 
a name, but between a concept (signified) and a sound pattern (signifier)… A sound 
pattern is the hearer’s psychological impression of a sound, as given to him by the 
evidence of his senses” (p.66). For Saussure, a sign must have both a signifier (sound 
pattern) and a signified (concept); we cannot have a totally meaningless signifier or a 
completely formless signified. However, today, in the Saussurean model, the signifier 
not only stands for the sound pattern but is commonly interpreted as the material 
from the sign that can be seen, heard, touched, smelled or tasted (Morgan & Welton, 
1992, p.95). As Moriarty (2005) pointed out, “the semiotician unpacks the meaning 
by looking not only at the relationship of the signs to their signifieds but also at the 
relationship among the sign in a complex message” (Moriarty, 2005, p.245). Sebeok 
(2001) states that “Saussure considered the connection between the signifier and the 
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signified an arbitrary one that human beings and/or societies have established at will” 
(p.6). In other words, signs carry conventional meanings, and the relationships between 
the meaning and signs are not fixed, but are arbitrary and relative.

Mirzoeff (1999) brought “signified” and “signifier” into the realm of visual culture. He 
states: “semiotics… divides the sign into two halves, the signifier—that which is seen—
and the signified—that which is meant…Semiotics gained its strength from its denial 
of any necessary or causal relationship between the two halves of the sign” (p. 13). In 
visual culture, what can be seen (such as images, paintings, sculptures, photographs, 
even typography, etc.) are signifiers; and what is not seen (such as viewers’ thoughts 
or reflections) are signified. For example, the series of African carvings of Chibinda 
Ilunga, such as a headdress is the symbol of a chieftain. When mixed with peripheral 
elements such as rifle or horn, staff, and belt, it invokes the memory of the details 
of the story—how to narrate it, and why Chibinda Ilunga can become a civilized 
hero respected by the Chokwe tribe. Signifiers in visual culture include not only the 
written words or sounds of the linguistic realm but also the larger realm of all visual 
environments. That is as Semali (2002) proposes “all events in human experience are 
texts waiting to be read” (p.13).

Peirce model
Peirce categorizes signifiers into three groups: symbol, icon, and index. Peirce and 

Saussure use the term “symbol” differently and avoided referring to linguistic signs as 
symbols. Saussure insists that signs are never wholly arbitrary or empty configurations; 
signs show the natural connection between the signs and meanings ((Han, 2011, p.57). 
For Pierce (1932),  a symbol is “a sign which refers to the object that it denotes by virtue 
of law, usually an association of general ideas, which operates to cause the symbol 
to be interpreted as referring to that object” (p.276). In other words, the symbol is a 
kind of image, which has no direct relationship with the meaning represented by its 
object, but has a basic and original meaning related to its meaning. We usually interpret 
symbolic signs through certain norms or a habit, that is to say, symbols represent the 
basic and original meanings of the objects they indicate. Moreover, “an icon is a sign 
that is made to resemble, simulate, or reproduce its referent in some way” (Sebeok, 
2001, p.10). Moreover, Kindler and Darras (1998) also state that “references to various 
types of icons in the description of manifestations of pictorial behaviors are a direct 
result of our conceptualization of the process of the development of pictorial imagery 
in semiotic terms” (p.148). In short, icons are regional and conventional; they are 
images that physically resemble or imitate their meaning. Additionally, “an index is a 
sign that refers to something or someone in terms of its existence of location in time 
or space, or in relation to something or someone else” (Sebeok, 2001, p.10). Therefore, 
an index is an image that possesses a direct causative connection to its meaning and 
gives direct attention to its object by blind compulsion. An index is a more globally 
conventional type of sign.
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Barthes model
Barthes’s original semiotic concepts were “essentially canonized and have become 

part of the movement to analyse many different forms of visual expression” (Burnett, 
2002, p.150). The terms that Barthes raised—denotation, connotation, and metaphor—
have been broadly used in semiotic, visual culture, and visual communication fields. 
Denotation is the “direct, specific, or literal meaning we get from a sign (Moriarty, 
2005, p.231). In short, it describes the literal meaning of a sign. Connotations are 
meanings that are “evoked by the object, that is, what it symbolizes on a subjective 
level” (Moriarty, 2005, p.231). In other words, connotation refers to the social-cultural 
and personal affiliation of a sign. As Frascara (2004) states, “the connoted message is 
more culture-dependent, and it is built as a combination of the designer’s concept and 
the target public’s experience (p.69). The connotation of signs helps us to understand 
the meaning behind the images better. Most of the time we notice the denotation 
of an image, but we may never think about the connotation of the image. If we do 
not think about the connotation of an image, we will not understand the hidden 
meaning of the image. “Connotation produces the illusion of denotation, the illusion 
of the medium as transparent and of the signifier and the signified as being identical” 
(Chandler, 2004, p.141).

“In semiotic terms, a metaphor involves one signified acting as a signifier referring 
to a different signified”(Chandler, 2004, p.127). Metaphor is initially unconventional 
because it apparently disregards “literal” or denotative resemblance. A metaphor is 
“a type of sign that does not essentially represent something else, but which is used 
to represent a different meaning” (Chandler, 2004, p.145). Metaphors may vary from 
different cultures; however, metaphors are not arbitrary, being derived initially from our 
physical, social, and cultural experience. As Chandler states, “all language is a metaphor 
[and] even that ‘reality’ is purely a producer of metaphors” (Chandler, 2004, p.126).

All meanings are relational, and this relation exists not only in a certain image 
but also in relation with other images, broader dominating codes, reference systems, 
culture, and mythology. The ‘sign’ is the most fundamental unit of semiology. The sign 
is a unit of meaning, and semiologists argue that anything which has meaning –an 
advert, a painting, a conversation, a poem - can be understood in terms of its signs and 
the work they do. Signs make meaning in complex ways, and much of the technical 
vocabulary of semiology describes the precise ways in which signs make sense (Rose, 
2001, p.74). In semiology, there is no stable point that can provide an entrance into 
the meaning-making process; all meanings are relational not only within the image 
but also in relation to other images and to broader dominant codes, referent systems, 
and mythologies (Rose, 2001, p.91). Therefore, in the teaching of visual art education, 
Rose (2001) believes that the steps of semiotic analysis of images can be followed: 

1 decide what the signs are; 
2 decide what they signify ‘in themselves’;
3 think about how they relate to other signs both within the image (about the icon, 
 index, symbol, anchorage, relay-function, connotative, metonymic and synecdochal, 
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etc. (Rose, 2001:78-83), and making a diagram of the movement of signifieds 
between the signifiers of an image may also help) and in other images; 

4 then explore their connections (and the connections of the connections) to 
wider systems of meaning, from codes to dominant codes, referent systems or 
mythologies; 

5 and then return to the signs via their codes to explore the precise articulation of 
ideology and mythology (Rose, 2001, pp.91-92).

The Lifelong Learning of Visual Art Education: 
Seeing-In, Reproducible Viewing, and Visual Duality
Visual experience (also known as perceptual knowledge) is the rapid judgment 

produced by the long-term accumulation of rational experience (logic). According 
to evolutionary psychology, human logic originated in our ape ancestors as the three-
dimensional visual calculation of the spatial distance and body swing amplitude when 
jumping between trees. Thus, vision is crucial in the production of logic. Painting in the 
19th century is regarded as evidence of human progress. This kind of imitation based 
visual art history. Although the distance between the “visual experience of painting” 
obtained by the artist through mastering techniques and the “real visual experience” of 
real objects has narrowed, it has also resulted in an excessive emphasis on technology, 
instead of viewing and the importance of thinking. Nowadays, art is constantly changing. 
The lifelong learning of visual art education must follow Baumgarten’s “perceptual 
knowledge”, with Wollheim’s theory of “seeing-in”, “reproducible viewing” and “visual 
duality”, for contemporary visual lifelong learning of the arts lays out a suitable thinking 
path. When we appreciate a painting, how does it become a “reappearance object”? In 
his two books, “Art and Objects” and “Painting as an Art”, Wolleheim proposed the term 
“reproducible viewing”. The core of “reproducible viewing” is the theory of “seeing-
in”, and “seeing-in” is the main idea of Wollheim’s aesthetics thought.

“Seeing in” is a new concept put forward by Wolheim’s development of Wittgenstein’s 
visual theory, that is to say, the latter distinguishes “seemingly” from “seeing in”, while 
the former develops “seeing in” from “seemingly” (Liu, 2019, p.113). Seeing-in refers 
to the act of “seeing an object in a picture,” which is different from “seeing a picture 
as an object” (Llou, 2019, p.113). The characteristic of Wollheim’s theory of “seeing in” 
proves that the self-cultivation experience is separated from the visual consciousness 
that supports it. On the contrary, this leads to two characteristics assigned to ‘’seeing- 
in’’, namely, the contingency of localization and the possibility of two-fold attention. If 
we want the contingency of localization, it is tantamount to denying any separation. 
Therefore, the contingency of localization certainly does not exist. However, the 
possibility of two-fold attention is to use these separation methods (Llou, 2012, p.188). 
In Leonardo da Vinci’s famous notes on painting, he told painters to find scenery, 
fighting scenes, and violent human images on damp walls and colorful stones. This 
is the reappearance of viewing, which is also a common daily experience (Liu, 2019, 
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p.113).Based on this, “seeing in” means that when we can see the surface of a painting 
with traces, we can also see what is art reproducing in the painting. In the portrait 
of Napoleon, we can not only see the colors, brushstrokes, shapes, and so on, but we 
can also see Napoleon in the painting at the same time. For example, when we see 
landscape paintings, not only do we see the combination of shapes and colors but also 
the character image, especially when we view the scenery. 

“Reappearance viewing” is a broader perceptual genus. However, when the viewer 
is appreciating, how can the viewer see the information beyond the picture when 
appreciating it? Wollheim believes that the visual experience of “seeing in” actually 
exists. The reason is that people can “simultaneously” see the objects depicted on the 
surface of the painting, as well as the marked surface on the painting. In other words, 
the viewer will “read” the work according to the artist’s intention. What people see 
in the work and display it, that is to say, discovering “intention” is the key to artistic 
interpretation. In addition, Wollheim (1987) also mentioned the connotation of 
“reproducible viewing”:

The first thing to be sure of is that the experience in the painting must be in 
harmony with the artist’s intention. As I emphasized, the artist’s work includes 
the artist’s desires, thoughts, beliefs, experience, and emotions, which are all 
rely on the motives the artist wants to portray...Second, the experience we need 
has to be realized through the work, that is seeing in, namely, through the way 
the artist does it. (p.44)

Regarding “visual duality”, Wollheim believes that artists’ pleasure in “reproduction” 
lies in grasping the increasingly complex correspondence and relationship between 
the features of things actually in front of them and the features imagined on them 
(Liu, 2019, p.180). For example, humans practice this basic ability when they look at 
clouds and see castles or animals. Another example is seeing a landscape or a face on 
a wall with stains. Similarly, people can see an image outside the picture in the picture. 
Wollheim (1991) explained that “in order to see what is beyond the picture, we must 
know something in advance.” This means that when people gain the experience of 
seeing-in, they must rely on certain conventional “things” formed in the process of 
“reappearance”, and only by “recalling” such things from past experiences can we 
realize the act of seeing-in (p.140).

What people see in a painting is exactly what the painter intended. In other words, 
the painter arranges and manages the surface of the painting so that the viewers can 
clearly understanding the meaning of the arrangement by the artist. Wollheim explains 
from the perspective of psychology and philosophy that “there is a universal human 
nature presupposed in the sharing of artists and audiences”. He proposes that the three 
elements of understanding and appreciating art—seeing-in, reproducible viewing, 
and visual duality—are related to the imagination of perceptual knowledge. In other 
words, Baumgarten’s perceptual perception in “low-level epistemology” includes senses, 
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imagination, insight, memory, creativity, foresight, and judgment, anticipation, and 
feature description. This innate ability of human beings is not only artists’ creation 
but also what the viewers of paintings need to rely on.

Finally, how can visual art be appreciated? Objectively speaking, seeing-in is more 
related to representational content. According to Wollheim, historical knowledge is 
necessary to understanding images because a visual experience can differ depending 
on the viewer’s historical knowledge. Relevant historical knowledge in art appreciation 
includes the knowledge of the time when the painting was created, background of the 
painter, and the painter’s personal context. The theories of seeing-in, reappearance 
watching, and visual duality expand the applicability of visual art theory. These theories 
are unique in and applicable to the scope of artistic creation, art history, and even 
contemporary art research, and they have been actively expanded.

“Seeing-in” is a special type of cultivation of visual experience. In the environment 
of enlightenment, this ability allows the experience of perception of specific objects. As 
a result, all types of characteristics of seeing-in come into being, especially those that 
distinguish seeing-in from “seeming”. These cultivated experiences, just like common 
experiences, have two types: one is the experience of a particular thing, and the other 
is the experience related to the state of things. Even by appreciating a particular thing, 
the experience can be cultivated. In other words, the state of a thing can be regarded 
as a special thing. Therefore, the most basic feature of “seeing-in” is that it makes the 
“reproducible viewing” different from the current sensory experience. That is, it is quite 
different from the “straight forward perception” (Liu, 2012, p.182). In other words, the 
experience of “what seems to be” is shared by both human beings and animals, which 
is only the basic ability to perceive the things in front of them, while “seeing other 
things from them” is a visual experience with the nature of “human” beyond the stage 
of “direct perception”. From a microcosmic point of view, “seeing in” breaks through 
the stage of visual curiosity, and gains a higher “self-cultivation experience” in the 
cultural cultivation of visual experience. It can make people perceive special things 
and their related situations. This is the most fundamental learning idea for lifelong 
learning of contemporary visual art.

Conclusion
The progression in the history of thought is not smooth. Sometimes, it is emphasized 

and valued in one era, but then ignored or even abandoned in another era. If the 
thinkers who have been abandoned or ignored survive the torrent of time and are of 
interest in a new era, then they may be “rediscovered”. This is the case with Baumgarten’s 
“Sensibility” and Wollheim’s “Seeing-In”, “Reproducible Viewing”, and “Visual Duality”.

In the past, in a world in which aesthetics was not abused, art displayed beauty and 
spiritual fullness. However, in modern society, sensibility is threatened. Art, which 
cherishes the ancient link with sensibility, has understood itself as a prophet to save 
sensibility. Today, with the popularity of decoration, art has its own momentum to 
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turn the tide. Because thinking is involved in visual experience through imagination, 
the visual experience is constructed. The audience is visually aware of the simultaneity 
of the picture surface (i.e., the physical and structural aspects) and the recognition 
of the reproduced objects (i.e., the image and cognitive aspect); the blending of these 
two aspects forms a single visual experience.

The interest and charm of “seeing-in” lie in the possibility that someone experiences 
duality in a painting; that is, the viewer is aware of both the painting pattern and the 
object of the painting. The so-called pattern is called the design method, that is, the 
reproduction method. The viewer is aware of both the design method and the content 
(i.e., duality), or the viewer changes back and forth between simultaneous awareness 
of the design method and the content and awareness of only one of the two. The same 
content has different styles due to different design methods (reproduction methods), 
such as Neoclassicism, Impressionism, Postimpressionism, Expressionism, Cubism, 
pop art, Dadaism, and conceptual art.

In addition, the visual experience represented by “seeing-in” means that the viewer 
can complete the process of obtaining the information, configuration, and object 
recognition of the portrait through the act of “seeing-in”. Although the whole process 
remains under the influence of cultural context, it is acquired through “knowledge” 
or acquisition. 

“Seeing-in” the cognitive aspect of duality requires the imagination to guide. The 
intervention of imagination leads to the introduction of the concept, though, and 
proposition into the visual experience. When discussing the different natures of 
imagination in image description and language description, the visual action of 
the viewer reading sentences stimulates the imagination. When viewing a painting, 
our visual experience of “seeing-in” the painting itself is a part of our imagination. 
The perception of pictures is colored by imagination (perhaps enjoying a series of 
experiences, each of which is both perceptual and imaginative). Visual experience 
consists of imagination, thinking, and perception. In this way, the role of imagination 
in appreciating and reproducing works is close to the concept of imagination in the 
aesthetics area: imagination lies between perception and thought. It is inclined to 
perception and through imagination. Therefore, thinking is immersed in perception.

Visual art is an indispensable part of daily life that permeates all levels of human 
creativity, expression, communication, and understanding. Visual art that ranges from 
traditional forms embedded in local and broader communities, societies, and cultures 
to diverse approaches related to new, emerging, and contemporary forms of visual 
language. It may have sociopolitical influence as well as ritual, spiritual, decorative, 
and functional value. It is persuasive and subversive in some situations, and instructive 
and elevating in others. Visual art is not only a medium of creating images and objects 
but also appreciating, respecting, and responding to the artistic creation practices of 
others from all over the world. The learning ability developed in contemporary visual 
art education is an essential skill for all learners. The theory and practice of visual 
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arts are dynamic and constantly changing. It connects a lot of knowledge and human 
experience through individual and cooperative exploration, creative production, and 
critical interpretation. 

As a result, the study of the visual age further emphasizes the central position of 
“visual art education” in the visual age. Based on this, whether gifted or early learning, 
we undoubtedly have the extraordinary ability to explain the incoming clues from the 
outside world, and also we can explain work’s consistency according to the possible 
configuration of external environment’s space and light. Therefore, contemporary 
visual art education should be based on “art training” and “aesthetic education” to 
gain a firm foothold. Creative thinking should form a field with a certain multiplicity 
and abstract structure through a diversified process. In particular, art has its essential 
quality (Timbre), that is, the characteristics that must be adhered to. Every artwork 
is a unique experience that expresses some irreducible meaning. Artistic symbols 
have their own special phenomena and elements. The power of works of art extends 
even beyond the frame, beyond the threshold of museums, and beyond the moment 
in which they are viewed. An open mind creates a new world of artworks. The key 
experience of art is that when leaving the exhibition site, the viewer can observe the 
world from the perspective of the artist and their works and can reflect on and expand 
their own vision.
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Estetika među nama: cjeloživotno 
učenje iz prakse

Sažetak
Umjetničko obrazovanje u suvremenom svijetu pruža mogućnosti za razvoj 
kreativnosti, kritičkoga mišljenja i kritičkoga stava učenika prema umjetnosti i 
kulturi. Ipak, razočaranje u svijetu čini estetiku potrebom koju u sadašnje vrijeme 
treba kontinuirano definirati. Ograničena i jednostrana priroda tradicionalne 
estetike postaje sve očitija, stoga je otežan razvoj estetike na pouzdanoj osnovi 
ideala ljepote i umjetnosti. Kasnih 1980-ih godina perceptivno znanje postalo je 
ključni pojam o kojemu se često raspravlja u sklopu istraživanja i obrazovanja u 
području estetike. 
Kreativnost proizlazi iz perceptivnoga znanja, a zasnovana je na popularnom 
umjetničkom i estetskom obrazovanju. Kako bi se oblikovalo područje s višestrukom 
i apstraktnom strukturom, potrebno je razvijati kreativno mišljenje kroz proces 
diversifikacije. Zbog toga što umjetnost ima esencijalno svojstvo (timbar), predložio 
sam projekt iz područja likovne umjetnosti i estetike zasnovan na ostvarivanju 
umjetničkih ciljeva u poučavanju likovne umjetnosti i na estetskom susretu s 
politikom, društvom, povijesti, kulturom i okolinom. Eksperimentalni program 
realiziran je u Nacionalnom tajvanskom muzeju likovnih umjetnosti. 
Rezultati istraživanja potvrđuju da obrazovanje u području estetske percepcije može 
imati pozitivne učinke na učeničke poglede na umjetnosti i na cjelokupnu popularnost 
povezanoga učenja. Primjeri razvijanja estetskoga doživljaja i estetske percepcije 
mogu se koristiti kao smjernice za ostvarivanje umjetničkoga i multikulturnoga 
obrazovanja. Dobro zaokruženo i otvoreno obrazovanje (od politike, društva, povijesti, 
kulture, okoline itd.) postalo je prag za kontinuirani razvoj inteligencije i mišljenja. 

Ključne riječi: novi senzibilitet; praksa; pronalazak značenja; razmišljanje u slikama; 
zaista vidjeti.
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Abstract 
Fostering reflective thinking among students pursuing a career as dance educators is 
an important task, the one contributing to student-teachers’ professional development. 
This study analyses video-review as a technology-enabled self-reflection mechanism 
and trainee teachers’ perceptions of it. The research focuses on prospective educators 
enrolled in a ballet teacher preparation programme in a higher education institution in 
the UK. The outcomes of this investigation are categories of description which capture 
qualitatively different ways of how student-teachers understand the phenomenon 
under the investigation. This study provides educators and designers of courses in 
ballet training and education with useful conclusions and detailed understanding 
of video-review, including the role that this technology-enhanced learning (TEL) 
experience has in encouraging student reflective thinking and transformative learning.

Key words: dance; self-reflection; technology-enhanced learning; video-review.

Introduction
It has been argued that in order to facilitate professional growth of pre-service 

teachers, one of the most relevant dispositions to be mastered early is that of reflective 
thinking (Fullana et al., 2016; Richardson, 1990). The value of reflection for evaluating, 
understanding and redirecting practice in teacher education was similarly highlighted 
as a life-long skill in the UK government’s White Paper The Importance of Teaching 
(DfE, 2010), which sets out the agenda for how new and existing teachers are trained. 
Perceived as a practice (Schon, 1987), reflection is not only an expectation of university 
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programmes which educate pre-service teachers (Clarke & Hollingsworth, 2002; 
Cornish & Jenkins, 2012); neither is reflection nurtured only in particular professional 
fields (Putnam & Borko, 2000). Reflective practice is often held up as an essential part 
of being a professional (Meierdirk, 2016), and it is regarded a necessary perquisite for 
dealing with nearly every facet of an uncertain, unpredictable, and complex personal, 
professional and social life. 

The use of reflective practice and learning from reflection is equally so needed for 
students in dance performing and teaching contexts to evidence how they reflect and 
improve their practice during their training (Bannon, 2010; Tembrioti & Tsangaridou, 
2014). Within research on reflective learning in dance, the focus tends to be on cultivating 
personal bodily awareness (Romita & Romita, 2016), improvement of the students’ 
level of self-knowledge (Leijen et al., 2008; Rimmer, 2015), and supporting dancers’ 
self-evaluation and reflection on their development (Anttila, 2003; Warburton, 2002) 
to allow performers to become “conscious of and thoughtful about their actions, as 
opposed to using trial and error” (Sööt & Leijen, 2012, p.449). What is missing from that 
literature is a focus on the creation of reflective learning culture in teacher preparation 
programmes in dance, and guidelines for its provision. In addition, pre-service dance 
teachers’ experience of such tasks are mostly unclear and under-researched, which 
creates dilemmas to educators on these programmes. Nevertheless, in the Subject 
Benchmark Statement for Dance (QAA, 2015), the UK Quality Assurance Agency 
(QAA) for Higher Education set an expectation that “in addition to the subject-specific 
skills…graduates will have acquired a further range of…transferable skills” and the 
ability to “research and examine information, materials and experiences, formulate 
independent judgements, and articulate reasoned arguments through reflection, review 
and evaluation” (p.12). 

Acting upon the QAA’s (2015) policy documents recommendations and in line 
with discipline-based advice about reflective practice (Owton et al., 2016; Rimmer, 
2015; Stinson, 1991, 2010), this paper starts from the conviction that in addition to the 
characteristics of all good teacher education courses, effective dance teacher training 
should be mindful of developing students’ reflective thinking skills in order to prepare 
them for the challenges of the 21st century. Furthermore, as a lecturer in dance studies 
in the UK higher education institution with over 16 years of experience in training 
professional ballet artists and teaching ballet in a range of private and public schools 
in Croatia and UK, the researcher of this study holds that developing and nurturing 
dancers’ reflective thinking skills is essential for a number of reasons. Considering 
that a teacher cannot attend individually to each dancer at the same time, the dancer’s 
capacity to reflect-in- and -on-action (Schon, 1983) is paramount to improve training 
results. Furthermore, reflection on what they feel as they are dancing, in contrast to 
what they look like during the dance as perceived in the mirror, helps them to become 
aware of the complex dance actions; additionally, such thoughtful reflection is a needed 
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disposition when planning timely and efficient future body-responses and motor 
control improvement to avoid injury. However, as a former professional ballet dancer, 
the researcher has also learned that dancer’s self-perception and his/her perception 
by others are often dissonant realities. 

To address this issue and help the students grow, this study explored different methods 
of providing dancers with insights into their performance and opportunities for self-
reflection. The potential of technology to support the provision of reflective practice 
in education has been documented in the literature across disciplines (Colasante, 2011; 
McDowell, 2014; Spence et al., 2016) and in dance (Alves, 2015; Gibbons, 2004; Holdt, 
2013). Between various kinds of digital equipment for capturing thoughts and helping 
with reflection, video-review has been found a useful tool in teacher education (Girod 
et al., 2007). The value of video as a visual feedback source is highlighted in dance 
education literature as a mechanism for understanding the physicality of a dancing 
body and seeing oneself ‘from the outside’, thereby giving dancers a much precise 
view of their movements, but also as an avenue to reflective practice in training of 
professional dance artists (Doughty et al., 2008; Doughty & Stevens, 2002; Leijen et 
al., 2009a, 2009b). 

Nevertheless, as previously mentioned, past empirical studies have not dealt with 
the video-feedback for reflective practice in ballet teacher preparation programmes. 
More specifically, there is a gap in the scholarship related to a lack of understanding 
of student-teacher perspective of the pedagogic quality and purpose of technology as 
a tool to support reflection. To address this gap, this research investigates the ways in 
which four students enrolled in a B.A. Ballet Education teacher training programme 
at a middle-sized university in the UK experience the phenomenon of video-review 
in their ballet technique course. This study was guided by the following question:

What is the collective variation in perception of how future ballet teachers experience 
video-review as a mechanism for self-reflection and evaluation of their ballet technique 
in an undergraduate dance education institution in the UK?

Drawing on resources from the phenomenographic tradition to study experience 
(Ashworth & Lucas, 2000; Beaty et al., 1997; Johansson et al., 1985; Marton, 1981), 
and understanding the notion of variation as the fundamental component of learning 
(Linder & Marshall, 2003), the following study reports the emerging pool of meaning 
and structure in this variation of the phenomenon being investigated. 

Literature Review
The reviewed literature demonstrates the increasing interest in reflective practice 

in dance education and the use of video technology in supporting reflection. The 
identified relevant works explain the existing knowledge on the topic, situate research 
described in this paper into the larger field of study and are intended to serve as a 
stimulus for discussion. Finally, the following section sheds light on the gaps in the 
previous research. 
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Reflection in dance
There are a myriad of different interpretations of the term as well as many different 

reasons why every student-teacher should have an opportunity for regular and structured 
practice of reflective thinking. In its broadest sense, reflective practice is recognised as 
an avenue to students’ personal and academic development (Dewey; 1933); learning 
from/making sense of, or restructuring experience (Boud et al.,1985; Philip, 2006); 
it is related to unearthing and questioning deeper assumptions (Brookfield, 1995; 
Loughran, 2002) and reimagining the future (Ryan, 2015). With reference to teacher 
education, reflection is recognised as “the pedagogical habit and skill necessary for 
self-directed growth“ (Zeichner & Liston, 1987, p. 23), and a practice that should 
continuously engage pre-service teachers and be utilised regularly (Ward & McCotter, 
2004) so that educators don’t become caught in “unexamined judgments, interpretations, 
assumptions, and expectations” (Larrivee, 2000, p.293).

Over the past decades, reflective practice has grown in importance in dance education 
(Romita & Romita, 2016). Scholars have analysed issues related to facilitating dance 
students’ reflection as an opportunity to increase their sense of autonomy and develop 
an action plan for enhancement (Hay, 2009; Leijen et al., 2008; Leijen et al., 2009a; 
Stevens, 2006). For example, Stock (2004) sees great value in creating opportunities 
in the ballet studio where dancers can consciously, actively and effectively apply 
anatomical knowledge, reflective/motivational skills and theoretical understandings 
to their dancing. It has also been repeatedly noted that in order to help students in 
reflection, reflective practice needs to be formally guided and structured (Tembrioti 
& Tsangaridou, 2014).

Considering the artistic and creative nature of educating future dance teachers, 
facilitating reflection during dance-teacher training and teachers’ continuing professional 
development seems crucial (Burnard, 2006; Chappell, 2007). Similarly, Stevens and Huddy 
(2016) highlight that in addition to acquiring research and interpretation skills, and 
diversifying and growing their skill sets as researchers, choreographers, collaborators, 
performers, writers and teachers, dance teacher training students need to be engaged 
in reflective teaching practice. Nevertheless, despite the fact that the reflective practice 
has been promoted for ensuring desired learning outcomes and providing the students 
with a number of other benefits in dance, a recent review (Tembrioti & Tsangaridou, 
2014) highlights the lack of research into the reflection in dance, and even smaller 
number of studies examine its relevance in training dance teachers. 

Reflective learning through video-review 
Among many different digital tools available for use in teaching and learning, video 

is gaining more and more popularity. Empirical studies have looked into its application 
in medical education (Hammoud et al., 2012; Sarıhan et al., 2016), communication 
skills training (Kurtz et al., 2005), physical education (Casey & Jones, 2011; Harris, 
2009) and dance (Alves, 2015; Buday & Jones, 2015; Leijen et al., 2009). In the wider 
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academic literature, video is referred to as a means of communication and self-
expression (Reeves et al., 2017), a medium to deliver online courses (Choi & Johnson, 
2005), ‘flipp’ the classroom (Ãlvarez, 2012; Riismandel, 2013), support assessment (Yoo 
et al., 2009) and promote reflection (Calandra et al., 2006; Coffey, 2014; Martin et al., 
2013). In particular, video-review has proven to be a very useful tool for providing 
an avenue to self-regulation and self-judgment, as well as a means to move towards 
active learning (Reeves et al., 2017). Furthermore, when considered as a tool for self-
assessment of learners’ performance or peer feedback, video-review supports the 
assessment-for-learning culture (Stobart, 2008; Warburton, 2002). 

The use of video as a form of performance evaluation has long been applied as a 
way to capture progress. Findings from the studies which explore the use of video in 
enhancing reflective practice in dance (Doughty et al., 2008; Doughty & Stevens 2002; 
Leijen et al., 2009b) reveal its positive effects in facilitating dancers’ self-reflection. 
Researchers indicate that the process of having dance students reflect on their practices 
using video-viewing helped them to learn from multiple perspectives (Leijen et al., 
2009b). Nevertheless, the potential of video technology to support what Schön (1983) 
conceptualised as ‘reflection on action’ is under-researched in the context of ballet 
teacher training. Very little is known about the student-teachers’ experience of video-
review and its ability to help pre-service teachers to acquire reflective thinking and 
self-assessment skills that are a key aspect of their growth as future dance educators. 

The anecdotal experience of dance educators is that the value for the pre-service 
ballet teachers in analysing a capture of their performance may be related to them 
becoming self-regulating independent learners. By recording their dancing, the student 
can 1) look at herself/himself executing a movement from a different perspective than 
the one they have by watching the mirror while dancing, which often interferes the 
dancing; 2) listen to teacher corrections while watching the recorded performance 
and thus relate a) what they see b) to how it felt while performing a movement and 
c) to the teacher’s feedback, 3) all exclusive of the stress coming from focusing on 
improving the action in actual execution 4) while receiving lots of visual information 
on their body in movement, thereby 5) encouraging critical reflection and supporting 
their self-evaluation, which could help them become more responsible for their own 
learning. Finally, video-recording of a previous dance experience can be saved and 
used in the future as a frame of reference for reflection. 

To conclude, the reviewed studies mostly discuss reflection from perspective of 
students who are trained to become professional performers (Doughty & Stevens, 2002; 
Leijen et al., 2008, 2009a, 2009b).  It has also been shown that generally, there is still 
lack of exposure to technology-enhanced learning in the context of ballet education 
(Dania et al., 2011) in spite of the fact that in recent years technology has become 
“invisible and normalised“ (Bax, 2003, p.23). Nevertheless, in the age of ubiquitous 
connectivity, digital landscape affords prospective ballet teachers exciting opportunities 
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to use technology for reflection in ways that speak directly to their own youth culture. 
This situation presents a motivation for this study. Believing that reflective thinking 
skills development should be valued for its relevance to student-teachers’ personal 
lives and their future professional success across a range of different sectors, it was 
found useful to explore how student-teachers perceive video-based self-assessment 
and what is the experienced variation in the meaning they ascribe to the phenomenon. 

Research Methodology
Phenomenography as a research methodology and theoretical basis for this study, is 

chosen to shape the investigation and serves as a frame within which the issue under 
exploration can be explained (Bryman, 2012). Through analysis of diversity in student-
teachers’ understanding of the use of video-review for reflection, the goal is to get a 
sense of the meanings that learners themselves experience and describe (Richardson, 
1999). A distinctive feature of phenomenography is that this collective human experience 
of phenomena is seen holistically despite the fact that a situation may be understood 
in another way by different people and in a different context (Åkerlind, 2005). The 
result of phenomenographic study is called an ‘outcome space’ and it emerges from 
the analysis of interview transcripts. Outcome space is formed of the qualitative 
explanations of the variations in how the world/phenomena is experienced, understood 
and communicated by people (Sjöström & Dahlgren, 2002).  Typically four or five 
variants of perceiving a phenomenon are normally found (Tight, 2016). These different 
ways of experiencing a situation can be organised hierarchy, based on “complexity 
of ways of experiencing a phenomenon and logical inclusiveness of the categories“ 
(Cope, 2004, p.2) with the highest level representing the most advanced or developed 
way of experiencing the phenomena (Tight, 2016). Based on a phenomenographic 
understanding of the world as experienced, this investigation rests on the conviction 
that a teacher-researcher conducting this study does not have unmediated access 
to reality, nor the participants in this study, but that our knowledge of the world is 
necessarily constituted by our experiences and our context. Nevertheless, this study’s 
aim is to note other people’s experiences of the phenomenon and see it “through the 
eyes of people experiencing it“(Cope, 2004 p.3).

Context, participants and methods 
This small-scale study took place in a medium-sized university in the UK. Four 

students aged between 18 and 24, enrolled in a full-time B.A. Ballet Education teacher 
training programme, were purposively selected to participate in the research in order 
to ensure maximum variation despite the small sample size. Although commonalities 
exist - the research participants are female, all first-year undergraduates and they 
haven’t been using video-feedback for evaluation of their ballet technique before, the 
sample provides a diversity in terms of age and other demographic indicators. The 
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participants are of different nationalities, with different lengths of prior ballet training, 
bringing different personalities, different learning styles, and work/life experiences 
to the phenomenon. 

The students were required to use film recording of their assessment to critically 
evaluate their performance of the selected ballet enchaînements. Their critical evaluation 
was written in the form of a self-reflective report in which they needed to identify 
personal strengths and areas that require improvement in relation to theories and 
principles of ballet technique, and create an action plan for future personal professional 
development. Apart from that one-time self-evaluation of their assessment, students 
do not normally have their technique classes filmed for regular viewing and learning. 

Post-viewing of the assessment video, trainee teachers were asked to share their 
perceptions of video-review as a technology-enabled self-reflection mechanism in a 
semi-structured interviews – a commonly used data collection tool in phenomenographic 
research (Collier-Reed & Ingerman, 2013). Care was taken to elicit “depths of thinking 
without leading” (Trigwell, 2000, p.68), and to focus the discussion on the connection 
between the interviewee and the phenomenon of research interest, rather than the 
interviewee or the research phenomenon itself (Bruce, 1994). The interview questions 
were created broadly to get the conversation going. Each interview lasted around 30 
minutes; it was audio recorded and transcribed verbatim. 

Data analysis 
Interview scripts have been read a number of times. First version of categories were 

created from review of each student’s answer and then analysed once again against the 
transcripts for confirmation. The initial categories were accepted, changed, combined 
or discarded if evidence to back them up was not found in the transcripts. On the 
basis of the analysis, three qualitatively distinct categories were found:

1) Video as a tool to capture, deliver and preserve information
2) Video as trigger for self-assessment and reflection; a means of gaining higher 

understanding of the subject and developing learner autonomy 
3) Video as a means for developing reflective skills, ‘dialogue with self ’ and ‘seeing 

in a new way’ 
In the Discussion of Findings section outlined on the following pages, each “pool of 

meaning“ (Marton et al., 1992) is backed up by students’ own words which serve as the 
evidence of the collective awareness and difference in how a situation is experienced, 
and quotes are used to describe a specific category of description. Individual may 
hold more than one conception, i.e., meanings vary in and between individuals. The 
categories are valid for a collective; they are qualitatively distinctive and hierarchically 
linked (Webb, 1997). First two categories display less complete understanding; the 
third category displays correct meaning, more complete, complex, and overarching 
understanding of the phenomenon (Webb, 1997), and is inclusive of other understandings 
ascribed to video-review. 
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Discussion of Findings

1) Video as a tool to capture, deliver, and preserve information
All interviewees have highlighted caption and delivery of the visual imagery as the 

most distinctive feature of the video-review. 
Student C: Video can display the rotations, transitory steps and complex dance actions 

that I would not be able to see otherwise.
Student answers assigned to this category marked video as a visual/narrative 

medium, however, the likelihood of expanding their understanding of one particular 
narrative/conclusion to come up with a variety of conclusions on the grounds of the 
same observation was not mentioned. This signals student-teachers’ appreciation of 
the simplest aspect of video-review, however, one unrelated to the reflective learning.  
Alves (2015) argues that such self-evaluation via video aids in students’ independence, 
and, having a significant impact on students’ self-perception, it also encourages the 
development of objectivity. Physical educators who use video technology for individual 
skill development through the use of slow motion (Banville & Poliki, 2009) and screen 
captures (Harris, 2009), feel that the ability to point out specific aspects of a student’s 
own performance while the student is viewing herself/himself, makes the feedback 
they provide more valuable for the student (Palao et al., 2015). Respondents’ answers 
support such suggestions and, rather than for/in reflection, in the Category 1 video is 
being understood as beneficial for subject learning - to observe and improve movement 
when the dance process includes rotation, jumping, and complex or fast motions, but 
also as an instrument to help preserve the information. 

Figure 1. The Outcome space for the research is represented by concentric circles that 
seek to illustrate the most dominant meaning ascribed to video-review

CATEGORY 3
A means

for developing
reflective skills,

,dialogue with self and
,seeing in a new way,

CATEGORY 2

CATEGORY 1

A trigger for self-
assessment and reflection;
A means of gaining higher

understanding of the
subject and developing

learner autonomy

A tool to capture,
deliver and

preserve
information
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2) Video as trigger for self-assessment and reflection; a means of 
gaining higher understanding of the subject and developing 
learner autonomy 

Interviewees’ focus on video is still as in Category 1 - on video as a tool to deliver/
preserve ballet-specific knowledge, however, at the same time, their attention was 
directed beyond this meaning - students describe video-review as an effective trigger 
for self-assessment and reflection, including questioning their practice, which helps 
in clarifying and getting deeper understanding of the subject. They display perception 
of wider impact of video-review on learning, explaining video to be about identifying 
and making sense of the “big-picture” (Student A, D) and concepts underlying ballet 
technique. 

Student D: Video is adding realism to how I perceive my dancing-self. I became more 
aware of where my body is in space. I understand that much better now, I needed to see 
myself better in order to feel myself better. I was not aware that my ability to move through 
space is that limited. However, in the video you can clearly see that my spatial awareness is 
not good…After seeing myself on the screen, seeing clearly what works and what doesn’t, 
I have a million questions on my mind…To question my own performance, to search for 
reasons behind certain actions is vital for clarifying concepts. And then for improvement. 

Student A: Watching the video I see room for development in terms of attack at one end 
of the scale, and delicacy and fluidity at the other. Now I understand how my performance 
must look to you, and I understand more clearly what you are talking about…It is all 
interconnected, application of the artistic principles, technical accuracy, alignment, transfer 
of weight, co-ordination… Now not only that I question what I was doing, but I consider 
the how and why. Watching the video is similar to having the audience’s perspective of my 
dancing; I can notice parts which are enjoyable (laugh) and parts that need improvement.

Indeed, for a dancer, reflection and self-assessment is critical to improvement as 
they themselves are the focus of development. Harding (2012) reinforces this concept 
asking, “How can they (students) achieve if they cannot assess what they need to do 
to achieve?” (p.96). Response from Student C continues this idea as it describes a 
student’s own process for development:

Student C: I think that, sometimes, I’m thinking about so many things that when I hear a 
correction called out, I can’t fix it right then.  I have to process it.  You hear it, but you don’t 
hear it…There is so much going on between step A and Z in a combination that from the 
moment you hear teacher’s positive comment or a correction, by the time you have finished 
executing that movement phrase, um, you know, you often forget what was said (laughter).  
So watching myself on the video, I could think about suggestions for improvement I normally 
receive from the teacher and process them without having to listen, correct myself, and 
dance at the same time.

This response describes how feedback to the learner in a different way than usual had 
a positive influence on the dancer’s learning.  The use of video allowed for reflection 
and more strategic self-assessment by the student, because the nature of the video-
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feedback was delivered post-performance and it was such that learners could have 
assigned both positive and negative evaluations to different aspects of the movement. 
Moon (1999) has argued that reflective thinking might include “relating, experimenting, 
exploring, reinterpreting from different points of view or within different contextual 
factors, theorising and linking theory and practice” (p.33). The words which Moon 
used to describe reflection - “relating”, “exploring”, “reinterpreting”, “linking” – signal 
being active about examining experiences. Similarly, Schön’s (1983, 1988) concepts of 
reflection-in-action and reflection-on-action have situated action as a vital element of 
the reflective process. Student-teachers also speak about the engagement with video 
technology in proactive rather than reactive terms and connect it to reflective thinking.

Student B: Examination of the assessment video enabled me to reflect upon my first 
months of training; I found this extremely encouraging as I can identify progress in this 
short time; I am achieving movements which I previously found extremely challenging. I 
was also able to recognise many weaknesses; the weaknesses which I identified throughout 
this reflection have enabled me to create an action plan for the improvement in the 
upcoming semester. Since January, I have actually done something about the identified 
problems. I hope my plan works and hopefully, I am fixing my mistakes and more 
consciously I continue doing well what was evaluated as positive.

This student-teacher’s claim that reflection is a process of continually learning from 
experience to the benefit of future actions is consistent with Costa and Kallick’s (2000) 
conclusion, who note that students reflect on the significance of why they are learning, 
apply new knowledge to future situations, and form goals and an action plan to modify 
behaviour. Going further, trainee teachers feel that video is a driving force for both 
reactive responses - with control of their own learning staying with the teacher, and 
proactive engagement where the video-review helps them to take the responsibility 
for their own learning or the responsibility is divided with the teacher.

Student D: The video shows that my relevé was consistent throughout the exam; these 
moments were seen in different exercises. That proved to me that the training I did in 
addition to ballet classes has been working and therefore I will continue with those 
practices in order to further improve my pirouette enchainements. Yeah,..I guess it is up 
to me; I need to take greater control of my development. 

Alves (2015) argues that self-evaluation via video aids in students’ independence. 
In this study the learners have reported similar conclusions. As they have been given 
an opportunity to access as much visual data on their own body as their teacher, they 
were more centrally positioned in the learning, which may increase their degree of 
ownership of their own dancing. Learning through reflective self-management of one’s 
experience also draws upon Boud’s (1981) notion of linking autonomous learning to 
personal reflection. It has been suggested in the literature that when teachers become 
reflective practitioners, “they move beyond a knowledge base of discrete skills to a 
stage where they integrate and modify skills to fit specific contexts, and eventually, to 
a point where the skills are internalized, enabling them to invent new strategies…they 
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develop the necessary sense of self-efficacy to create personal solutions to problems” 
(Larrivee, 2000, pp.293-294). Student-teachers’ answers assigned to this category 
demonstrate that video-review appears to contribute to students becoming aware of 
their role in self-directed learning and the amount of autonomy they have to guide 
their own learning and inquiry processes.

3) Video as a means for developing reflective skills, ‘dialogue with 
self’ and ‘seeing in a new way’

Two students were able to describe this more holistic and complex understanding 
of video-review.  Student A characterised video-review as a “dialogue with self” and 
explained that through the inner dialogue she was reflecting on different aspects of 
practice and beyond that - on “personal self”. This quote shows how by challenging our 
thinking and questioning existing practices through reflection, one is “continuously 
accessing new lens to view their practice and alter their perspectives”(Larrivee, 2000, 
p.296).

Student A: The more I watched that recording, the more I was reflecting on everything I 
see, I was asking myself questions, and I was answering those questions with more questions 
(laughter); like a dialogue with myself…Watching the video more than once was helpful 
because I started to think differently, I started to see something I haven’t seen after the first 
watching, I started to have new perception. 

Student A: Video is somehow adding realism to how I perceive myself, if that makes sense. 
Maybe this will sound strange, but I see overlapping of my private-self vs. professional-self 
after watching the recording. I see no boundaries between the two. Can one be a dancer, 
be professional, without being personal about it at the same time? 

As students go through the process of evaluation and reflection, their understanding 
changes, which describes how Wyse (2013) views learners as agents of change. This 
conception of video-review as a key factor in acquiring self-reflective skills through 
‘dialogue with self ’, presents the finding that dancers can develop self-understanding 
and become more self-aware while learning is supported by the use of technology. 
Student D similarly acknowledged that reflection on the video content has helped 
her to develop self-knowledge. That student-teacher also marked video-review as 
contributing to change in her perception and awareness – she was able to “see in a 
new way”.

Student D: The fact that my dancing was uncovering both, aspects of my individuality 
that I like and want to keep, and aspects I wish to abandon and modify, that was unexpected. 
Ermm. I see more than my dancing-self on that footage. Watching myself on the video 
provided an opportunity to understand how my body works. But also, looking into myself 
from the audience’s viewpoint made me become conscious of who I am. That is a new way 
of seeing things. I move the way I move because of my personality. 

This is an important finding because it demonstrates that, by challenging our thinking 
and questioning existing practices through reflection enabled by video review, one 
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is accessing new lens to view their practice and, consequently, this can help them to 
develop greater self-understanding and self-knowledge, in addition to gaining higher 
understanding of the subject. Indeed, Student D’s perspective on the use of video 
makes one recall Stinson’s (2001) words: “I reflected on my practice as being the living 
manifestation of my values“(p.6). Stinson’s statement points towards an understanding 
of the connection between the professional practice and our values, beliefs and who we 
are. Student-teachers drew similar conclusions. Thus, it can be argued that by triggering 
reflective thinking and proactive learner interaction with the subject, video-review 
can in fact create a transformative learning environment (Taylor, 2017), accountable 
for the construction of professional and personal knowledge. 

The use of video-recording can become a transformative experience, one that elicits 
change in the learning process. It places students in dynamic, complex interactions 
with the image of self a) as perceived ‘from the outside’ in contrast to b) how they feel 
about themselves ‘in the body’, while dancing, or c) in contrast to what the teacher has 
been saying to help them advance their technique. It can therefore be argued that such 
experiential variance and exposure to an extended learning opportunity beyond the 
actual studio practice has an ability to activate a transformational learning (Mezirow, 
1990), and provoke alteration in attitudes and values one holds. The change resulting 
from the process can be described as a “change in consciousness within the learner“ 
(Clark, 1993, p. 53). Furthermore, Coombs (2000) holds that an educational technology 
tool such as video is a “critical thinking scaffold” (p.4) since it helps in establishing the 
important pedagogic link between reflective thinking and knowledge construction. 
However, in order to be able to construct personal meaning from video-review, the 
learner is required to be able to self-monitor, control the learning process, and reflectively 
evaluate ideas whilst developing appropriate models of understanding (Coombs, 
2000, p.3-4). For educators, these findings suggest the importance of engaging learners 
in regular classroom practices that facilitate the development of reflection.

Recommendations for further research 
It would be interesting to explore whether the results of this study would differ if 

video-review had been introduced to students in the second and third year of the 
teacher training programme, and comparisons would need to be made with male 
students as well. Also, technique class is only one among different courses on a BA in 
Ballet Education programme; further research should be undertaken into the use of 
video-review on other courses.  On their teaching placements, students are teaching 
in dance schools a group of young students themselves; reviewing the capture of their 
own teaching episodes would give another perspective on the use of video in helping 
student-teachers enhance their reflective thinking skills. Finally, there is little empirical 
research about ‘consequences’ of fostering reflective practice in dance teacher training 
courses – for example, does (and if yes, how) regular and systematic reflection influence 
learning outcomes and wider academic attainment and/or life of the student-teacher?
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Conclusion
Learning environments are dynamic and complex, what calls for teaching styles that 

better align with the understanding of a teacher as learning facilitator and reflective 
practitioner. Being able to function in these roles begins with teacher self-awareness, 
self-inquiry, and self-reflection. This study presents evidence that video-review can 
encourage student reflective thinking and transformative learning, develop learner 
autonomy and assist learners to become self-aware and more aware of their ballet 
technique. Findings also show that pre-service ballet teachers are capable of engaging 
in reflection beyond surface level, resulting in improvement of their learning and their 
future practices. Student-teachers’ conceptions of video-review as a mechanism for 
self-reflection fall into three qualitatively different categories. In Category 1, video is 
being understood as supportive of subject learning and an instrument to preserve 
the information rather than for reflection-on-learning. Category 2 is also discipline-
oriented – video-review allows dancers to reconsider and develop their ballet knowledge 
and make sense of the ‘big-picture’. Additionally, students describe video as a tool 
for self-assessment and a mechanism that helps one actively relate with the subject 
and acquire deeper understanding of the underlying principles of the ballet. The last 
category illustrates students’ understanding of video-review as a process which helps 
them to ‘see in a new way’, make sense of the ‘personal-self ’ and finally impact their 
perspective transformation - academically, professionally and personally.

Socrates remarked that the unexamined life isn’t worth living. This phrase has often 
been interpreted as a call for additional introspection by people. Student answers assigned 
to Category 3 signal that video-review is an effective trigger for self-examination. As 
educators, we need to provide our students with opportunities for regular examination 
of experience, reflecting, and acting on the transformation of their world. If prospective 
teachers are going to provide opportunities for self-reflection for their students, they 
need to experience and nurture their own reflective thinking skills in their own classes 
(Stinson, 2010). This also means recognizing that becoming reflective is an act of 
empowerment and a way for teachers to acknowledge that they cannot fully know 
their students and may not even begin to know them without having access to the 
their self-understanding (Hargreaves et al., 2002). 

By making student-teachers’ experiences of video for self-assessment and reflection 
on practice in the UK undergraduate dance teacher education visible, this research has 
demonstrated the positive role that video-technology can play in facilitating reflection, 
transformational learning, and change in consciousness within the learner. This study 
contributes to the field of research in dance by providing pointers for educators and 
designers of courses in dance teacher training with understanding the importance 
of acknowledging reflective practice through the use of video-review as something 
educators on these courses can more explicitly convey to future dance teachers.
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Kolektivne varijacije u 
percepciji videorevizije kao 
refleksivne samoprocjene u 

preddiplomskom kolegiju Baleta: 
fenomenografska perspektiva

Sažetak 
Poticanje refleksije studenata koji žele ostvariti karijeru plesnih edukatora važna 
je zadaća, ona koja doprinosi profesionalnom razvoju studenata/ budućih učitelja. 
Ova studija analizira videoreviziju kao tehnologijom potpomognuti mehanizam 
samorefleksije i percepciju toga mehanizma budućih učitelja. Istraživanje se 
fokusiralo na buduće edukatore upisane u program obrazovanja baletnih učitelja 
na institucijama visokoga obrazovanja u Ujedinjenom Kraljevstvu. Ishodi ovoga 
istraživanja su kategorije opisa koje obuhvaćaju kvalitativno različite načine na 
koje studenti-učitelji razumiju istraživani fenomen. Ova studija pruža edukatorima 
i tvorcima baletnoga školovanja korisne zaključke i detaljno razumijevanje 
videorevizije, uključujući ulogu koju ovakvo iskustvo tehnologijom potpomognutoga 
učenja (TPU) ima u poticanju studenata na refleksiju i transformaciju učenja.

Ključne riječi: autorefleksija; ples; tehnologijom potpomognuto učenje; videorevizija.
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within the Drawing subject. From the mid-20th century, they were combined with 
the contents from history. From 1960, both Visual Arts and Music had been equal 
components within the Art course, but in 1994 it formally became a full independent 
subject in grammar schools. The last educational reform generated a new subject 
curriculum in 2019 that completely reorganized the subject and brought it closer 
to contemporary educational principles. In vocational schools during the 1960s, 
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Introduction
The fundamental starting point for considering the objectives of visual arts 

education have remained, even to this day, the same deep-rooted ideas that experts 
have accepted for decades, like education through arts, the importance of teaching 
visual thinking and visual speech as a means of intercultural communication, the 
integration of knowledge through art or the ideas about the need for placing art in 
the centre of education (Arnheim, 1969; Efland, 2002; Perkins, 1994; Read, 1943; 
Turković, 2001; Turković, 2009), as well as aspirations of experts to emphasize the 
importance of visual speech and bringing awareness to sensory perception, as a 
large and often unused human potential (Damjanov, 1991, 1998). Nowadays, when a 
highly significant extent of information is received via visual messages and when our 
everyday life is filled with various visual content most often communicated via new 
media and social networks which are indirectly implied in the processes of learning 
and education (Greenhow et al., 2001), the visual arts education is of high importance. 
In Croatian elementary and secondary school teaching system, this is implemented 
via Visual Culture subject in elementary schools and Visual Arts subject in grammar 
schools, or related theoretical subjects in vocational schools. A new curriculum for 
Visual Arts subject for grammar schools was approved within the Comprehensive 
curricular reform in 2019 and combined with a curriculum for Visual Culture subject 
into a comprehensive document Curriculum for Visual Culture in elementary schools 
and Visual arts in grammar schools in the Republic of Croatia (Kurikulum za nastavni 
predmet Likovna kultura za osnovne škole i Likovna umjetnost za gimnazije u Republici 
Hrvatskoj, 2019). It was based on the principles of contemporary educational theories 
that have been built upon the competence system and change of focus from content to 
pupil, as well as the development of competences required for lifelong learning (Council 
Recommendation, 2018). Hence, this document changed the educational paradigm of 
a subject in which the emphasis has been given to active learning, analytical thinking, 
the development of critical attitudes and visual literacy. 

Starting from the present-day position of visual arts in education in terms of the new 
curriculum document, the initial interest has spread on the research in the history of 
the subject itself within the Croatian secondary education, from the first introduction 
of art history topics in the teaching programs to the latest documents. Therefore, this 
paper analyses the selected teaching programs in grammar schools and vocational 
schools in Croatia from the mid-20th century to present-day, in order to consider 
specific qualities of the Visual Arts subject and its position within comprehensive 
programs, bearing in mind the socio-historical connotations of educational changes 
and reforms that produced them. Art schools are omitted from this analysis due to the 
length limitations of the paper itself, so they remain a topic for some further research.
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On the beginnings of learning art history in Croatian
grammar schools within the Drawing course
Until the mid-20th century, the topics of art history had been taught only to a lesser 

extent within the Drawing course in the teaching programs of grammar schools in 
Croatia, and its timetable and content had changed over the years. The subject started 
from the first year of (lower) grammar schools, but the lectures from art history 
within the subject were delivered mostly in higher grades (higher grammar schools). 
For example, the temporary teaching plan in 1944 included Drawing and the history 
of visual arts subject, and its explanation emphasized: “Drawing and the history of 
visual arts should be most closely connected, so while pupils develop the talent for 
artistic experience, they also develop the possibility and talent for artistic expression. 
Teaching the history of visual arts should build pupils’ understanding and accurate 
comprehension of artistic manifestations throughout history, their social determinations 
and connections with all social and cultural movements of an era.” (Teaching plan 
and programme, 1944, p. 36). The contents of art history were lectured only in the 
last two years of grammar schools, in such a way that they alternated with drawing (2 
lessons every other week). They included an elaborate overview of art history from 
Palaeolithic to modern times and gave prominence to the examples of national art 
heritage, with the following instructions: “In each social era one should emphasize the 
social position of an artist and his relationship to a commissioner in a broader sense. To 
highlight the social need of a work of art” (ibid. p. 37). The Teaching plan and program 
in 1945 proposed lecturing the contents from the history of visual arts within the 
Drawing course throughout three years in higher grades of grammar school (1 lesson 
a week in the 5th, 6th and 7th grade.) Besides the timetable and the title of the course, 
the changes with the previous program included the sequence of content. The content 
was still lectured in chronological order, but only after the pupils were introduced to 
certain types of visual arts on selected examples. Even this brief elaboration of modest 
contents demonstrates that the intent was to connect theoretical and practical parts: 
“Studying these artistic unities is connected with drawing and taking notes on the 
most characteristic stylistic features of individual artistic groups.” (Teaching plan and 
programme, 1945, p. 5). The same content also remained in the Drawing course in the 
program from 1947, but with changes in its timetable – 2 lessons a week in the fifth 
grade and 1 lesson a week in the sixth grade (Teaching plan and programme, 1947). 
The program made the following year extended the contents from the history of visual 
arts to another year of learning, so they were incorporated within the subject in the 4th, 
5th and 6th grade, with more detailed and elaborated contents and prescribed timetable 
that was specially separated for them – a total of 45 lessons throughout three years of 
learning (Teaching plan and programme, 1948).

At that time, classical grammar schools were an exception by being more strongly oriented 
towards classical languages and culture. Additionally, they had Art as an independent 
subject already in the 1930s (Programs and teaching-method instructions , 1936). Over 
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the next decade, in the programs of classical grammar schools, there were different titles 
and timetables for the subject in which art history was lectured. In the program from 
1945, it was still under the title Art (2 lessons per week in the 7th grade; Teaching plan 
and programme, 1945), whereas in 1947 it was titled Art history (1 lesson per week in 
the 5th grade, 2 lessons per week in the 6th grade; Teaching plan and programme, 1947). 
From the elaboration of the prescribed content of this program, it is evident that it did 
not significantly differ from the former program for grammar schools (1947), but larger 
timetable certainly enabled a more detailed elaboration of topics. 

The analysed grammar school programs with their frequent changes and often 
temporary nature, especially during the war and post-war years, revealed unstable 
socio-historical circumstances of the time. The more substantial educational changes 
were yet to come in the decade that followed.

History with cultural history and basics of social and state
organization of the Federal People’s Republic of Yugoslavia (FPRY) 
– multidisciplinary construction of fundamental social subject
in grammar school programs in the 1950s
After the Second World War, the intention and need for economic and cultural 

renewal and further progress of the country included steps to improve the educational 
system. Apart from restoring school buildings that had been damaged in the War, and 
building and equipping new schools, the system also required internal, structural 
renewal of school programs themselves (Franković, 1958; Tomich, 1963). Significant 
changes in grammar school programs, together with a more distinct positioning of 
visual arts in them, took place in the mid-1950s. To begin with, in 1953, the teaching 
plan project for grammar schools had presented program structures for two types 
of grammar schools, natural sciences and language-humanistic (while keeping the 
classical grammar school as an independent type). Both types of grammar schools 
incorporated Art history subject with the same timetable of two lessons per week in 
the 5th and the 6th grade of grammar school. The program’s explanation did not offer 
contents of the subject, but general guidelines. In terms of the language-humanistic 
type, the following was pointed out: “The committee wanted to give more instruction 
time to art history and philosophy in the teaching plan for this type, but the total 
number of hours did not allow for this intention to fulfil without compromising the 
principle that the total number of lessons could not be larger than 32 lessons a week 
or to reduce the number of lessons of other courses on account of these courses.” 
(Curriculum project, 1953, p. 17). This suggestion was put on a public hearing and a new 
Teaching plan for the 5th grade in grammar schools was proposed in 1954, which offered 
a somewhat different organization of the courses. For the first time, a new division 
into four groups of courses was proposed: the first group consisted of subjects from 
the social sciences (Croatian or Serbian language; History and Art history; Philosophy, 
Sociology, State organization of FPRY; Seminar for social sciences). The second group 
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included natural sciences (Matemathics; Physics; Chemistry; Biology; Geography; 
Seminar for natural sciences). The third group included foreign languages (First 
foreign language; Second foreign language; Latin), while the fourth, unidentified group 
encompassed Physical Education, Pre-military training and Drawing. The contents 
of art history were integrated with the contents from history within History and Art 
history subject. An explanation for a more systematic introduction of contents from 
visual arts (art history) in grammar schools independently from Drawing was given 
in the very introduction of the program: “From the point of view of general education 
of grammar schools, one cannot ignore such an important sector of cultural activities 
such as art. One cannot consider himself or herself a cultural or versatile individual if 
he or she doesn’t understand art at all and doesn’t have a developed sense and need for 
experiencing art works.” (Teaching plan and programme, 1954, p. 95.). Furthermore, it 
was pointed out that by the end of the grammar school education pupils had a rather 
low level of aesthetic culture and remained on the level of kitsch, which was a problem 
of former grammar school that failed to provide pupils with a wide-range education. 
This is what was perceived as one of the reasons for this failure: 

Hitherto the history of art was taught too early and together with drawing. 
[…] There is no teaching of art history after the 6th grade, so the education is 
stopped at a time when, regarding their age, the young people are more mature 
for understanding and enjoying art works. […] In terms of the aesthetic culture 
of pupils, which is rather low at the end of their grammar school education, 
one part of responsibility lies on the course of drawing and singing, which 
insufficiently succeeds to develop aesthetic culture and taste, among other 
tasks.” (p.95). 

The program also explained that art history was not established as an independent 
subject – which was pointed out as a necessity by the Chair of Art History (Faculty of 
humanities and social sciences, Zagreb) – due to the initial “concept of connecting history 
with all forms of activities of social consciousness” (ibid.), but it was emphasized that 
experts would lecture it whenever possible. The subject’s program implied a chronological 
approach to visual arts that simultaneously followed prescribed historical themes. For 
example, art of the Palaeolithic era, Egypt, Classical Greece and Rome, Middle Ages, 
Byzantium, Islam and Pre-Romanesque era in Croatia had also been lectured in the 
context of historical periodization. It also included music art, even though it was not 
mentioned in the title of the subject itself. The comprehensive program for grammar 
schools was issued in the following year of 1955, in which contents for all four higher 
grades were described in detail. Following the principle of subject division according to 
their scientific fields that had been generated in 1954 program, the humanistic group 
of subjects introduced a new subject: History with history of culture and basics of 
social and state organization of FPRY. It included topics from history, visual and music 
arts, philosophy and religion. The introductory chapter in the document repeated the 
explanation from the previous program from 1954 and indicated that it was also just 
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antecedent to a more holistic reform of school system which was necessary and yet to 
take place. It highlighted the need to increase the commitment of pupils in teaching 
all subjects and to abandon the former dominant lecturing type, with an explanation 
that the pupils were passive receivers of knowledge that was of no use. The Draft of 
the new curriculum (1955) instructed to supress traditional formalism and introduce 
better and contemporary teaching methods: 

In many of our grammar schools the fight against verbalism achieves excellent 
results thanks to using modern teaching means which enable pupils to work 
actively, experiment, observe and work on real material that they study etc. 
[…] so this way pupils indirectly learn about the structure and organization of 
our society, fight for socialist-direct democracy, that is, involvement of as large 
number of people as possible to manage our society, fight for the development 
of socialistic social relationships.” (p.1)

Therefore, the obligatory Seminars in social or natural sciences had been introduced 
(2-4 lessons per week) which aimed to encourage the use of new methods and active 
forms of work in teaching, that is, to orient pupils to individual or group study research 
of particular themes and problems, reading literature, developing discussions and 
presentation of results of problem research, and they also included scientific excursions. 
This program’s propositions revealed the intention that grammar schools should cease 
to be a school that would direct their pupils only to higher education, but to make 
them also qualified to choose other vocations. Given the increase in the number of 
grammar school pupils at the time, the intention was for grammar schools to expand 
their educational character and to separate them from elitism of sorts, that is, to make 
them a place where one can “gain more real knowledge, work habits and work culture, 
as well as reduce the opposites between manual, or production, and intellectual work” 
(Draft of the new teaching plan, 1955, p.2). In that sense, former grammar schools were 
criticised for basing their programs on encyclopaedic knowledge, in which subjects 
were “as a science in a nutshell” (ibid., 1955, p. 2), and where pupils were asked to listen, 
remember and reproduce content (Tomich, 1963). The highly elaborate content of 
this program repeated those for the 5th grade from the previous program (1954), and 
the initiated chronological interpretation of history of visual arts continued through 
the next three years of schooling: from the Romanesque art to modern times, with 
simultaneous examples from national heritage. The approach emphasized critical 
thinking and contextualization, distance from facts and pure learning, with functional 
connection of comprehensions of various fields, especially between subjects of the 
same group. The makers of educational politics of that time recognized the need that 
within grammar schools as a general knowledge schools, a bigger space should be given 
to visual arts than before, out of the aforementioned intention to develop aesthetic 
culture and holistic development of pupils, but they combined it with history, as a 
framework of social field of educational program.
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Teaching plan and program in 1960 – affirmation
of Visual Arts subject in grammar schools 
General Law on Education in 1958 proposed a compulsory eight-year-long elementary 

school, after which education could be continued in either vocational schools or 
grammar schools. This also put an end to the former structure of eight-year-long 
grammar school (lower and higher grammar school), which then remained only on 
the level of secondary education. A major reform of high school system in Croatia was 
implemented over the following years, which resulted in the new teaching programs 
of grammar schools and vocational schools. In 1960, a new program for grammar 
schools with Art subject was developed, which included Visual Arts and Music Arts, 
set as a sort of sub-subjects. Although they were joined under one roof subject, each 
of them had autonomy in content and equal share in timetable. In social-language 
type of grammar school, it was given two hours a week in the first and fourth grade 
and one hour a week in the second and third grade, whereas in mathematics-natural 
science type, two hours a week in the first and one hour a week in the second grade. 
Therefore, with this program the art subjects were separated from history, which 
in the previous program was the backbone of the humanistic group of subjects. 
The program emphasized that the tasks of Visual Arts subject were “to create and 
further develop possibilities of pupils to feel, experience and understand works of 
art, and thereby influence the development of their emotional life; to contribute to 
the deepening of general education of pupils using materials from art history”, and 
these should be achieved “by harmonious intertwining of teaching materials as well 
as means of approaching these materials, avoiding one-sided insisting on either 
historical information only, or formal analysis” (Teaching plan and program, 1960, p. 
173). A three-part concept can be recognized in the elaboration of contents according 
to grades in social-language type, according to which the first grade pupils should be 
taught with “the basic means of expression of particular branches of art”, together with 
constant stimulation of interest in pupils, development of pupils’ receptive abilities 
and visual cultures, as well as the power of observation. It was advised that, in doing 
so, “one should insist on active participation of pupils in conversations, discussions, 
comments on art works” (Teaching plan and program, 1960, p. 175). The introduction 
of such fundamental contents of visual arts in the first grade was certainly possible 
because of its separation from history, with which an overview of art history also had 
to start from the first year of learning, and such model would remain in the programs 
that followed. The contents in the second and third grade contained a historical 
overview of art, with an incentive to learn additional literature and deliver reports in 
extracurricular time due to short timetable which was insufficient for more detailed 
teaching. Contemporary art (international and national) was taught in the fourth grade, 
as well as the protection of cultural heritage. The focus was given to practical work, 
direct contact with works of art in galleries and art workshops, analysis of artworks, 
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comparisons with previous eras with equal attention to all art types, architecture, 
urban planning and art in everyday life. Art contents were elaborated extensively and 
in detail, with underlined problems that accompanied stylistic periods. They also 
included hitherto undiscussed topics such as the primitive arts of Africa and Polynesia, 
India, China and Japan, as well as the protection of heritage. In further description of 
specific qualities of teaching all subjects, it was advised “to develop individual work of 
pupils as much as possible, stimulate writing reports, discussions, organizing contacts 
with art workshops, schools for applied arts, etc.” (ibid.). For fulfilling the program 
in grammar schools of mathematics-natural sciences type, it was recommended to 
teach the content prescribed for the first and fourth grade of the social-language type.

Combining visual and music arts under one joint subject soon took place in classical 
grammar schools. In 1963, a new teaching program was proposed with Art subject 
(Teaching plan and additional teaching program, 1963), which consisted of Visual 
Arts and Music Arts, like in other grammar schools, only with significantly larger 
timetable (2 lessons per week throughout all four years). The tasks and content were 
almost completely the same as the grammar school program for social-language type 
from 1960.

Visual Arts and Music Arts as completely separate, individual subjects were 
introduced for the first time in the program in 1962. It was designed for grammar 
schools of teacher education type, which, apart from general educational tasks, offered 
special tasks of preparing pupils for teacher programs on academies and faculties. The 
mentioned subjects were part of the social-language field of program, and they were 
given the same timetable – two hours a week during the first two years, one hour a 
week in the third year, whereas in the fourth year they shared a prescribed timetable 
of one hour a week (2 hours a month for each subject). The tasks of Visual Arts subject 
were: “to develop pupils’ ability to experience and understand works of art and thus 
influence the development of their emotional life; to contribute to the deepening of 
general education of pupils through practical work and learning about visual arts” 
(Teaching plan and program for grammar schools, 1962, p. 134). The detailed contents, 
as well as the mentioned tasks, indicate its theoretical and practical basis, which is 
understandable given the profile of the grammar school that should provide pupils 
with knowledge and skills required for their future education and teaching vocation. 
The first three years of learning were primarily oriented to practical work through 
prescribed art fields and elements, with smaller part of history of visual arts that should 
accompany practical tasks. The contents of the fourth year of learning were exclusively 
connected to the history of art, but with prescribed visits to exhibitions and lectures and 
conversations with renowned artists. The extended content in relation to the grammar 
school program from 1960 was made by considering the developmental progress of 
high school pupils, who should be provided with further creative development with 
an intention to achieve: “mastering the actual design and shaping of object through 
systematic teaching by mastering the artistic elements which are the basis of every 
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form in the past and today; practical mastery of drawing; supporting artistic freshness 
and the power of excitement in front of artistic phenomenon in nature; learning art 
history and building the need and positive attitude towards art today” (ibid. p. 153.).

Educational reform in 1974 and Visual Arts subject
within the program of vocation-oriented education
The major school system reform that took place in 1974 had abolished grammar 

schools. The high school system was based on the Basics of the teaching plan and 
program for high school education (Osnove nastavnoga plana i programa za srednjoškolsko 
obrazovanje, 1973), which were meant to be the starting point for all high schools for 
the development of their oriented education profile: “Starting from the fact that there 
is no strict separation between general and vocational education due to them being 
intertwined, that is, that the general education also provides vocational education and 
vice versa, a part of the content of the basics, or some subjects, could be integrated 
in the appropriate vocational subjects” (Basics of the teaching plan and programme, 
1973, p. 159). This document prescribed minimal mandatory teaching contents and the 
smallest number of teaching lessons required for teaching all subjects organized under 
teaching fields: general culture, socio-economy, natural sciences and mathematics, and 
health and physical education. Each school, considering its own special objectives and 
tasks, had to expand the prescribed basics with appropriate contents and create new, 
specific programs of appropriate orientations. The social and ideological foundation 
of the reform manifested itself in the very explanation of the program:

The conceptual basis of our educational system is Marxism. By this we want to 
emphasize that the entire educational system in its broadest sense (including 
all of its dimensions and structural elements) must be based on and permeated 
with Marxism in order to achieve the ultimate goal of education; an all-round 
personality who has adopted Marxist way of thinking and perceiving the world, 
and who is ready to build his or her relationship with the world, that is, his or 
her social and human activities, on that.” (Ibid. p.155).

Within this program, the Art subject was grouped together with Croatian or Serbian 
language and literature and foreign language within the field of general culture. Its total 
timetable was (at least) 70 hours, with an indication that contents could be lectured 
within the individual subject or within Croatian or Serbian language and History. The 
explanation of the course showed that it kept the concept of the program from 1960 
and that the course consisted of Visual Art (35 lessons) and Music (35 lessons). The 
tasks of the Visual arts subject were given in the explanation: “to introduce pupils with 
art issues and the most important artistic achievements of certain periods; to develop 
pupils’ sensitivity to artistic achievements; to develop criteria for the evaluation of works 
of art, especially contemporary ones” (Basics of the teaching plan, 1973, p. 172). Its 
contents consisted of three bigger units: An approach to art work implied a theoretical 
approach through basic division of arts into painting, sculpture and architecture; the 
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second unit, Historical overview, encompassed art from the Palaeolithic to 19th century; 
and the third unit, Modern art, implied the art of the 20th century subdivided into 
Urban planning, Architecture, Painting and sculpture, Abstraction and new tendencies 
and Design. Such three-part organization of contents was meant for pupils to develop 
“sensitivity for art and visual phenomena as an introduction to art issues of the past 
and the present and a special approach towards contemporary art” (ibid.). In terms 
of elaborating themes and examples, it relied on the program from 1960, although in 
a narrower range of content. The possibility of expanding the program was aimed at 
increasing the number of art examples and better articulation through analysis and 
synthesis, comparisons and other methodical activities, at the same time bearing in 
mind both international and national art: “The selection of teaching material should 
be characterized by contemporariness. The emphasis should be given to that which 
is of permanent value, what is current in modern life, what is built on contemporary 
understanding and views, what can be applied in the modern world.” (ibid. 1973, p. 159).

Law on vocation-oriented education came into force in 1982. Its implementation 
implied a review of former educational programs and ordered the establishment 
of common program bases as well as executive educational programs. Pursuant to 
this Law, in 1984, Common program basics for vocation-oriented secondary education 
was published for all subjects that were grouped and elaborated according to their 
educational fields. A high school subject Visual Culture was included within the 
language-artistic field, with an explanation that it was “logically derived from the 
program of elementary school: it summarizes and systematizes themes, upgrades 
what was tested in practice and theoretically devises a comprehensive introduction to 
contemporary art issues in historical continuity” (Common program basics, 1984, p. 
4). The program was based on the idea of interdisciplinarity and strong correlations 
of subjects within an educational field, which consisted of Visual culture together with 
Croatian or Serbian language, literature, performing arts and film, foreign language 
and Musical culture. The course was based on three years of learning: its timetable in 
the first two grades was 17 lessons combined together with Musical culture, and in 
the third grade, 10 lessons within Croatian or Serbian language course. Content wise, 
the course represented a crucial shift from the previous concept of learning history 
of visual arts to a formal approach to art works, which was noticeable already in its 
title. The contents encompassed art language, practical exercises, correlations with 
contents from other subjects and art works whose selection indicates possibilities of 
their synchronous linkage (Alviž, 2019). Common program basics was the result of the 
initial Proposition of the plan and program of elementary and general education published 
in Delegatski vjesnik in 1980. It included programs of pre-school education, compulsory 
elementary school education and a common basis for secondary vocation-oriented 
education in Croatia. Its principle was a logical link between all levels of education 
based on common grounds: “For the first time in the history of our schooling system 
we try to build not only a unique, but organically connected and continuous program 
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of education for all children from their birth to 16 or 17 years of age, or from birth 
until their vocational education in the most narrow sense of that word” (Proposition 
of the plan and programme, 1980, p. 28). The program’s explanation referred to the 
integral education through life, a departure from pure formalism of content that 
created “human-lexicon”, the importance of practical knowledge and polytechnic 
content, developing skills on valuable educational material, erasing strict borders 
of subjects within educational fields, in which attention was given to thematic units 
with a greater possibility of correlations, the need to rationalize contents and other. 
However, it also indicated the need for educational reform of future teachers who 
would be trained for the implementation of such program, that is, for the mandatory 
upgrade and training of teachers.

The teaching plan and program for Visual Arts
subject (1994)
Fundamental new changes took place during the 1990s after Croatia’s independence 

when new state and political context also started with the institutional changes of 
the schooling system, that is, teaching programs with accompanying new textbooks, 
especially for high school education (Baranović, 1994). The reform re-introduced 
grammar schools and vocational schools into the high school system, and a new 
teaching program for general, classical, language and natural sciences-mathematics 
type of grammar schools was developed in 1994. The program’s structure no longer 
grouped similar subjects into larger units, but prescribed a common part for all 
grammar schools and an elective part for each of the grammar school types. In this 
program, Visual Arts was an independent subject of the common part with a timetable 
of one lesson per week throughout all four years of schooling in general, classical 
and language type of grammar schools, whereas in natural sciences-mathematics 
type, it spanned throughout the first two years. The didactic instructions of the 
program encouraged distancing from the factual learning and giving attention to 
cognitive processes and changes in art, interdisciplinarity, teaching with compulsory 
visual base (original art works, reproductions, slides). It was pointed out: “The basic 
method of visual arts subject in grammar schools is based on the constant contact 
with a work of art in order to enable young people with the experience of works of 
art” (Teaching programmes for grammar schools, 1994, p. 91). The program revealed 
a thorough reflection on numerous educational tasks that it had been assigned with, 
such as developing opportunities for pupils to experience art works and enrich their 
emotional life, introducing them to the most important works of art (of international 
and national art), developing sketching skills, encouraging pupils to engage in cultural 
and social activism in their environment, to visit museums and galleries, to develop 
an active relationship towards the protection of heritage and the environment. The 
four-year subject program with the prescribed content had relied, to some extent, 
on the program from 1960. The contents in the first grade covered art basics from 
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the field of drawing, painting, sculpture, architecture, urban planning, photography 
and film, while in the next three years it consisted of the chronological overview of 
art history from the Palaeolithic to the contemporary time, with topics from visual 
communications, design, protection of heritage, protection of environment and art 
theories. The first year of the two-year program repeated the contents of the first year 
of the four-year program, but in the second year, the emphasis was put on the themes 
of architecture and urban planning in chronological approach. The introductory part 
of the program noted that the listed contents were not obligatory for any subject, as 
well as not for Visual Arts. They were more of a framework according to which each 
professor prepared an executive program. However, regardless of this freedom in the 
choice of content, the densely listed themes in program led to their detailed elaboration, 
so the practice revealed that the contents in the last two years in particular, which 
explored the themes from Romanesque art to contemporary times, had been too 
extensive for lecturing within the short timetable (1 lesson per week). Consequently, 
the full implementation of the program in schools was often lacking. 

In the history of Croatian high school education, this entire grammar school 
program will certainly be remembered for its longevity – it has been in progress since 
its approval in 1994 until the end of the school year 2020/2021, or more than two 
and a half decades. This longevity, especially over the last decade, seems somewhat 
unjustified at a time of massive changes in educational approaches and strategies, 
rapid development of technologies and profound changes in daily life. This can also 
be considered a result of slowness and unwillingness of former educational system 
to make fundamental changes. 

Curriculum for Visual Arts (2019) – paradigm shift
in teaching and learning 
Except for the Visual Arts program in 1984, all of the programs analysed so far, 

whether they taught the contents of visual arts within independent subjects or as 
part of certain symbioses with drawing, history or music, were designed to follow a 
chronological approach and give attention to the contents which needed to be lectured. 
The paradigm shift in the teaching and learning of visual arts in our grammar schools 
took place with the new Curriculum (2019), which has been theme and problem based, 
in which chronological approach has been enabled, but no longer mandatory. The set 
topics and subtopics have been developed over the four years of subject learning: the 
first grade focuses on the topics of Art and Man (subtopics Human body in art and 
Worldview); the second grade covers the topics of Man and Environment; the third 
grade the topics of Art and interpretation of the world (subtopics Art and Spirituality 
and Arts and Sciences); the fourth grade the topics of Art and Power and Art and 
Creative process. The themes have been set in a logical order so that even the pupils in 
natural sciences grammar schools, who are taught the contents of the first two grades 
(due to twice less hours), within their formal education receive the basic knowledge 
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and skills which can serve as an excellent foundation in further development of their 
interest in artistic content. 

The program has been based on educational goals and outcomes elaborated through 
three conceptual frameworks, or three domains: Creativity and Productivity, Experience 
and Critical Attitude and Art in Context. Within the first domain, it has been planned 
for pupils to carry out independent research and presentation of particular problem 
solving during each year of learning. The domain Experience and Critical Attitude has 
implied the analysis of works of art, as well as knowing the terminology and expressing 
critical attitude, learning in direct contact with art works, knowing national art heritage, 
discussing different artistic approaches to the same problem. The third domain has 
implied observing art works and art problems within the appropriate social-historical 
context. The general educational outcomes related to the three domains have been 
further elaborated by a number of even more detailed outcomes, with additional 
recommendations for their implementation. The same domains extend through the 
Visual Culture curriculum in elementary schools, which has contributed to stronger 
vertical connections between these two courses than it was in the program from 1994. 
In addition, the inclusion of new themes such as visual culture, pop culture, art and 
science, art and propaganda, art censorship, institutionalization of art and other, has 
surely contributed to the topicality of the subject itself. 

A more flexible program which has given emphasis to the greater autonomy of 
teachers in the selection and sequence of content and selection of art works examples 
and teaching methods; which has highlighted the activities of pupils in terms of 
individual research and presentations; where analytical thinking, developing critical 
attitudes and creativity have become iimportant; which has modernized the subject 
which is now more equal in comparison with those in the developed Western countries 
(Alviž & Nestić, 2019). These propositions have certainly contributed to subject’s 
main goals of grammar school education, listed in the still unapproved version of The 
national curriculum for grammar school education – proposition (2017), which involves 
the holistic development of pupils, thorough general education and preparation for the 
continuation of education, as well as lifelong learning. What remains an indisputable 
problem in its implementation has been the short timetable with only one lesson per 
week in grammar schools, whereas in mathematics and natural sciences-mathematics 
grammar schools the timetable has even been reduced by half. Of course, a concrete 
success analysis of this curriculum can be made only after a certain period of its 
implementation in whose beginnings the entire internal system must adapt to new 
propositions of the subject. Given its massive changes in content and methodology, the 
lifelong improvement and training of teachers is necessary since, during their higher 
education, they have been trained for the program valid at that time. Additionally, 
it has become increasingly important to equip classrooms, pupils and teachers with 
appropriate tools and aids for its implementation.
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Teaching programs of vocational schools 
in the 1960s: the integration of visual arts
contents in the course of literature and language
In the context of representation analysis of visual arts contents within the programs 

of vocational schools, it is interesting to first begin with those made around sixty years 
ago during the 1960s. The aforementioned major school system reform, which also 
included vocational schools, took place on the basis of General Education Law (1958). 
The important changes that came about were, first of all, connected to the status 
of vocational schools. In order to continue education in industrial and vocational 
schools, it was necessary to finish the eight-year elementary school, just as it was for 
the continuation of education in grammar schools. This way, schools were set on the 
same (high school) level of education (Tomich, 1963). Such equalization of educational 
levels of general education schools and vocational schools was also intended to even 
out the chances of pupils of all high schools to continue their education at institutions 
of higher education (Baranović, 1992).

During the 1960s, the teaching programs with Literature of the basics of language and 
aesthetic culture subject had been established among the vast varieties of vocational 
schools. For example, in 1961 programs for vocational school of agriculture (Teaching 
plan and programme for vocational school of agriculture with, 1961) and school for 
nurses (General teaching plan and program, 1961); in 1962 programs for schools 
for paediatric nurses (Teaching plan and programme for nurses, 1962), schools for 
child nurses (Teaching plan and program for paediatric nurses, 1962) and vocational 
school of forestry (Nastavni plan i program za šumarske škole, 1962). In 1964, there 
were programs for vocational schools for skilled shoe workers and skilled rubber 
workers (Temporary curriculum, 1964) and school for dental technicians (Temporary 
curriculum, 1965). A similar subject of a somewhat modified title, i.e. Croatian-Serbian 
language and literature with the basics of aesthetic culture had been established in the 
program of vocational school of business administration (Teaching plan and program 
for vocational school of business administration, 1962). The Croatian-Serbian language 
and literature with the basics of aesthetic education subject had been established in the 
programs for vocational schools of general economics (Teaching plan and program 
for vocational school of general economics, 1967), vocational schools of commerce 
for salespersons (Nastavni plan i program trgovinske škole, 1967), vocational schools 
for woodworking technicians of final orientation (Teaching plan and program for 
vocational schools for woodworking technicians, 1967), vocational schools of economics 
for tourism, sales and bookkeeping (Proposition of the teaching plan and program 
for vocational school of economics for bookkeeping, 1968; Proposition of teaching 
plan and program for vocational school of economics for sales, 1968; Proposition of 
the teaching plan and program for vocational school of economics for turism, 1968), 
vocational school of administration (Propostion of the teaching plan and program 
for vocational school of administration, 1969), vocational schools of commerce for 
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warehousepersons (Proposition of the teaching plan and program for vocational 
school of commerce, 1969), vocational school of business administration (Propostion 
of the teaching plan and program for vocational school of business administration, 
1969). This subject was prescribed in 1967 for programs of all four-year (according 
to the program for vocational schools of general economics in 1967) and three-year 
vocational schools (according to the program for salespersons in 1967). Content 
wise, the aforementioned subjects implied a diachronic approach to the history of 
visual and musical arts which were taught together with simultaneous examples from 
literature, with prescribed contents and with an exact timetable for each subject field 
mentioned only in some instances. For example, in the program for vocational schools 
for woodworking technicians (1967), out of a total of 108 hours per year in all grades, 
33 lessons were provided for contents from the artistic field. This content intertwining 
was also the result of the intention to enrich the general education of pupils and to 
open up new possibilities in aesthetic education, in order to develop a wholesome 
personality: “Literary and artistic encounters in education open new opportunities 
in the aesthetic education of pupils. A complete personality who will be able to enjoy 
the fruits of artistic creations cannot be developed at all within just one branch of art. 
Aesthetic education in contemporary education is set on broad foundations, pupils 
learn about the most prominent achievements in all fields of art” (p.24). 

When connecting artistic contents, the teaching programms in vocational schools 
relied on the experience of the grammar school program at that time, in which the 
subjects’ symbiosis had already taken place at a certain level. The leading methodologists, 
Jadranka Damjanov and Koraljka Kos, perceived such principle of connection as positive: 

Connecting different artistic fields can contribute to a more complete understanding 
of the great stylistic eras, in which particular arts, using their own means of 
expression, manifest similarities in syntax and exploration aspirations. We 
believe that discovering such similarities in the teaching process is much more 
valuable than connecting individual artistic branches according to a theme or a 
motif, because it penetrates deeper in the core of artistic narration and creates 
a more active relationship of pupils towards art.” (p. 24).

Even though the programs in all aforementioned vocational schools were not 
completely the same in terms of contents and timetable, the general foundations of 
the subject can be presented through two selected cases. The first is the program for 
paediatric nurses in 1962, in which Literature with the basics of language and aesthetic 
culture subject (a part of the socio-economic field) was taught during all four years of 
schooling (scheduled 3/I, 2/II/III/IV). Its task, among others, was “to raise the general 
and cultural level of pupils, develop ethical and aesthetic emotions and understanding 
for subject matter and artistic expression” (Teaching plan and program for paediatric 
nurses, 1962, p. 74). In terms of visual arts contents, they were closely connected with 
literature to which they were directly referred and followed a historical overview from 
medieval art to the present day. The program for dental technicians (1965) with the 
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subject of Croatian-Serbian language and literature with basics of aesthetic education 
(a part of general education field) was somewhat different in contents. It was taught 
in all four years of schooling (3 lessons a week) and its task was “to introduce pupils 
to the most valuable accomplishments in the field of literature, visual arts and music 
based on the analysis of the artistic text; to enrich their emotional life and develop their 
ability to evaluate artistic values” (Temporary teaching plan and program for dental 
technicians, 1965, p. 10). The order of contents from the Croatian language, visual arts 
and music over the years of learning had been based on parallelism of sorts, from the 
introductory and core contents to the chronological overview. The listed contents were 
arranged separately within each year of learning and were defined under the following 
units: Literature, Culture of Written Expression, Music and Visual Arts. In the first 
grade, the analysis of works of art (architecture, painting and sculpture) was emphasized 
in visual arts, with the attention given to the elements of forms and art works from 
national and international art. For the second grade, there was a prescribed content 
related to the selected examples of architecture and urban planning from Classical 
antiquity to the 19th century, from the national heritage explicitly. Selected themes 
from architecture and urban planning of the 20th century were prescribed for the third 
grade, whereas themes from film and television were prescribed for the fourth grade.

According to Jadranka Damjanov, visual arts entered the program of vocational 
schools “on the initiative of professor Mara Zuber, one of the rare advisors in the 
Institute for the Advancement of Education, who understood artistic contents and 
new approaches. She made possible the printing of three manuals for pupils and a 
methodical manual for teachers, as well as organized a large number of seminars across 
Croatia” (Damjanov, 2004, p. 343). The educational policy of vocational education of 
that time was based on Resolution on the principles of building a vocational education 
system (1965), which specified that every form of education, regardless of its vocation 
orientation and profile, should contain “elements that provide a basis for further 
education and self-education throughout the entire working life, which contribute to a 
conscious and mature inclusion into the socio-political life of the country” (Resolution, 
1965, p. 113). At that time, over two thirds of the total number of high school pupils 
attended vocational and technical programs of education, whose status was often 
inadequately appreciated: “It can be concluded that, despite social concern, vocational 
schools, even though they have always been the first in terms of number of pupils, 
didn’t always receive a certain social and economic treatment they deserved according 
to the importance of their function in the development of the economy, and not only 
it” (Bulović, 1975, p. 89). The new possibility for pupils to continue their education at 
higher education institutions after finishing vocational schools, which did not exist 
in the pre-war education system (Tomich, 1963), called for a more comprehensive 
general and cultural development of pupils, within which the contents of art were by 
no means to be bypassed.
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The disappearance of artistic contents from
the general education field of vocational
school teaching programs from the 1990s
to the present day
This paper already mentioned the major school system reform in 1974, which 

involved all high schools of that time with the idea of oriented education through the 
same general education basics prescribed for all schools, and which also included Art 
subject (Visual Arts and Music). The next major changes that took place in the teaching 
programs of vocational schools were those brought in by the reform in the 1990s that 
introduced vocational programs from which visual arts contents were completely cut 
out. These included a very large number of technical, industrial and crafts schools, 
that is, programs for education in the fields of economy and commerce, chemical 
technology, personal services, agriculture and food, geodesy, transport and logistics, 
forestry, health, mechanical engineering, etc. According to the Framework for curricula 
of general education programs in high schools (1997), the general education part of the 
program in these schools consisted of the following subjects: Croatian language, History, 
Foreign language, Physics, Mathematics, Chemistry, Biology, Geography, Politics and 
Economy, Physical and Health Education, Ethics and Religious Education. Compared 
to the previous programs, the scope of this part of the program was greatly reduced 
(almost halved in the programs of industrial and craft schools), but also depleted in 
content, which seriously undermined the thoroughness of education, especially in 
social sciences and humanities, as Baranović (1994) stated: 

Unlike grammar schools, the general education field in vocational and art schools 
is reduced and its content significantly depleted […] Given the experience of 
developed countries, this high reduction in general education raises the question 
of how new educational programs can create appropriate general education 
conditions, not only for the acquisition of vocational education but also for 
the transfer of socio-humanistic knowledge needed to understand modern 
processes in society, train young people to participate in shaping social life and 
take responsibility for its democratic development.” (p.207). 

Visual arts contents at that time, but also during the following decades, and even 
until today, had taken place only in the programs that educate professional staff related 
to cultural heritage or some segment of aesthetic design. Among them, for example, 
there was a program in the field of catering and tourism during the 1990s, in which 
History of art and cultural-historic heritage (2 hours per week in the fourth grade) 
was prescribed for education of hotel and tourism technicians, whereas History of 
Croatian Cultural Heritage (2 lessons per week in the third grade) was intended for 
the education of hoteliers, chefs, waiters and confectioners (Teaching plans and general 
programmes, 1998). In the programs from the field of construction and geodesy, the 
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contents of visual arts were planned only within the program for the education of civil 
engineering technicians (History of architecture and arts subject, 2 lessons per week 
in the third and fourth grade) and stonemason technicians (Styles in architecture, 2 
lessons per week in the fourth grade; Teaching plans and general programmes, 1997). 
Visual Arts subject was planned in the programs from the field of graphic technology 
that took place in the first decade of the 21st century (graphic designer of multimedia 
contents, 2003; web designer, 2006) during the first two years of learning (2 lessons 
a week). In all these programs, the aforementioned subjects were not a part of the 
general education group of subjects, but of the group of vocational subjects. Therefore, 
the contents from the field of visual arts were regarded as a part of the package of 
vocational subjects and were adjusted to the vocational profile, which, of course, can 
be considered justified. However, according to this principle, artistic contents were 
completely absent from extremely large number of curricula of schools in other 
vocational fields and specializations, and this situation is still present today. 

The current reform of vocational schools is highly complex due to the large number 
of vocations and orientations, as well as to the development and changes in the economy 
and market demands. Moreover, one can say that there have been continuous changes 
at the micro level in vocational education in Croatia over the past two decades, in 
terms of refining certain curricula, creating new occupational profiles, designing and 
implementing experimental curricula and the like. The aforementioned reform, based 
on the Programme for Development of the Vocational Education and Training System 
(2016 – 2020), as well as The Strategy of Education, Science and Technology (2015), has 
generated the umbrella document, Curriculum of vocational education (2018) and 
certain standards of occupations and qualifications. Based on them, new vocational 
curricula for the acquisition of certain vocation qualifications have been published in 
the Official Gazette over the last few years. For example, curricula for environmental 
technician, geodetic and GIS technician, mechanical computer technician, agricultural 
technician, economist and road traffic technician were published in 2017, and dual 
models of education for beautician, chimney sweep, and salesperson were published 
in 2020. Only few of the newly adopted documents contained prescribed contents 
from the field of visual arts, for example, in the curricula for stonemasonry technician 
(Decision on the introduction of vocational curriculum for acquiring the qualifications 
of stonemason technician, 2017), media technician (Decision on the introduction 
of vocational curriculum for acquiring the qualifications of media technician, 
2017), carpentry technician designer (Decision on the introduction of vocational 
curriculum for acquiring the qualifications of wood technician designer, 2017) and 
web designers (Decision on the introduction of vocational curriculum for acquiring 
the qualifications of web designer, 2017). The need to modernise vocational programs 
is, of course, completely understandable in terms of their foundation on the system of 
professional competences and qualifications, dual models and stronger connections 
to practical teaching and labour market. As a result, it is difficult to find equal time 
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for all the contents within such a dense timetable and workload of pupils. However, 
the absence of any artistic content in the majority of vocational schools even in the 
most recent programs reveals a situation of insufficient sensitivity in rethinking the 
entire upbringing and education of young people. 

Final thoughts
Croatian education system has underwent complex changes over the last several 

years, starting with the Comprehensive curriculum reform in 2015, which also brought 
in visible shifts in terms of secondary education. Modern educational theories have 
oriented the development of new teaching curricula towards their foundation on 
the competence system, emphasizing horizontal and vertical harmonization and 
fluctuation, as well as on special consideration regarding the development of generic 
competencies and lifelong education and learning, that is, the holistic development of a 
person. In the context of modern day, the goals mentioned in the new grammar school 
Curriculum for Visual arts (2019) – like shaping the personal and social identity of 
pupils; refining and enriching the image of ourselves and the world in which we live; 
developing an active and positive attitude towards cultural heritage, developing the 
ability to think and act creatively; developing aesthetic culture and creative potential 
as well as artistic and visual literacy of pupils – certainly support these principles. The 
major content and methodological changes that affected the subject by the mentioned 
document have been much needed, maybe much more than they had ever been before. 
This does not imply that former grammar school programs in Visual Arts had not 
been well conceived, but that they are no longer appropriate today. In the context of 
their time, they were thoughtfully elaborated, from the very beginnings of the subject 
and then through the decades in which the subject was clearly profiled within high 
school programs. It is important to point out that the programs of Visual Arts, through 
various educational changes and reforms, were less subject to political and social 
ideologies, which were more visibly implemented in other subjects – which is also 
another contribution to the perception of art as a universal communication system of 
all time. Regarding education in the field of visual arts in Croatian vocational schools, 
the most comprehensive elaboration was carried out by the aforementioned teaching 
programs in the 1960s, in which the approach to contents was basically similar to those in 
grammar schools, but to a lesser extent, given their assigned timetable. The step towards 
the decrease of general knowledge programs occurred with the reform in the 1990s, 
when the artistic contents were completely cut out from a large number of vocational 
programs, and the new reform has not changed this situation. Such organization of 
vocational programs has led to the fact that young people in most vocational schools 
during their high school education, or approximately from the age of fifteen, have 
lost any contact with fine arts and visual culture, which are extremely important for 
the development of aesthetic sensibility, cultural awareness and expression of pupils, 
that is, for a comprehensive personal development and self-improvement. When we 
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look at the ratio of the number of students in high schools and vocational schools in 
Croatia – according to the data from school year 2017/2018, grammar schools were 
attended by 31.28%, vocational schools by 65.34%, and art schools by 3.38% of the 
total number of high school pupils (Guidelines, 2019) – it becomes clear that certainly 
almost 50% of the total number of pupils don’t come into contact with the contents 
from the field of visual arts during their high school education. The focus of vocational 
education on both generic competences and lifelong learning competencies, except 
for competencies for acquiring specific qualifications, as is indicated in the National 
curriculum for vocational education (2018), cannot be considered comprehensive without 
such an important field as art. Nowadays, when the tendency to continue education 
at higher levels of education after vocational schools is increasing, this situation is 
certainly not justified.

* * *

In conclusion at the end of this paper, it is illustrative to emphasize the results of 
research Curriculum Evaluation and Model Development of the Curriculum for Compulsory 
Education in Croatia, which was conducted by the Institute for Social Research in 
Zagreb in 2003. The research showed that, from the perspective of pupils, the primary 
school subject of Visual Culture was placed somewhere in the middle of the scale in 
terms of its interesting features compared to other subjects, but in the last place in 
terms of its usefulness in the present life and importance in the future (Curricula 
evaluation, 2004). Similar research for high schools has not been conducted yet, but 
with the experience of Visual Culture, which in the previous school system often had to 
accept a “subordinate role (fun and recreational) next to ‘serious’ subjects” (Damjanov, 
1998, p. XII), the odds are high that the answers for this subject would be similar to 
the mentioned ones. We can all hope that the new reform has laid the foundations 
to change such opinions, at least in regards to grammar schools, not only about art 
subjects in schools but also about the importance of art in society.
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Likovna umjetnost u 
srednjoškolskom obrazovanju u 
Hrvatskoj od sredine 20. stoljeća 

do danas u kontekstu obrazovnih 
promjena i reformi

Sažetak 
Sadržaji iz povijesti umjetnosti u hrvatskim su gimnazijama prvotno bili predviđeni 
u sklopu predmeta Crtanje, a zatim su se sredinom 20. stoljeća našli u predmetnoj 
simbiozi sa sadržajima iz povijesti. Od 1960. Likovna umjetnost zajedno s Muzičkom 
umjetnosti ravnopravna je sastavnica predmeta Umjetnost, a od 1994. kao predmet 
u gimnazijama i formalno se posve osamostaljuje. Posljednja obrazovna reforma 
iznjedrila je novi predmetni kurikul 2019. kojim je predmet temeljito reorganiziran 
i približen suvremenim obrazovnim načelima. U pogledu strukovnih škola, tijekom 
sedmoga desetljeća 20. stoljeća izrazito veliki broj nastavnih programa imao je 
implementirane sadržaje iz likovne umjetnosti unutar predmeta Hrvatskosrpski jezik 
i književnost s osnovama estetskog obrazovanja, a koji su u kasnijim programima 
tijekom 1990-ih u većini škola posve izostavljeni, što se ponovilo i u najnovijim 
obrazovnim dokumentima nastalima u zadnjih nekoliko godina. Cilj je ovoga rada, 
kroz analizu nastavnih programa gimnazija i strukovnih škola u Hrvatskoj u periodu 
od sredine 20. stoljeća pa do danas, tematizirati položaj i specifičnosti predmeta 
Likovna umjetnost, odnosno sadržaja iz područja likovnih umjetnosti (povijesti 
umjetnosti) te promjene koje je predmet prošao tijekom raznih obrazovnih reformi.*

Ključne riječi: gimnazije; nastavni programi; povijest umjetnosti; strukovne škole.

* Ovaj je rad financirala Hrvatska zaklada za znanost projektom IP-2018-01-9364  Umjetnost i država u 
Hrvatskoj od prosvjetiteljstva do danas.
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Croatian Journal of Education (CJE) is an international peer-reviewed academic 

journal intended for scientists from all fields of education and related sciences. CJE 
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is preliminary reviewed, and after that they are sent to reviewers. Following the review 
procedure the papers are returned to the authors with reviewers’ suggestions for the 
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1. Papers have to be previously unpublished and they cannot be under consideration for 
publication in other journals; however, if the paper has been submitted somewhere 
else, the editorial board of Croatian Journal of Education should be notified.

2. The submission file should be in Open Office or Microsoft Word document file format.
3. Where available, URL links appearing in the text should be enabled.
4. The text of the paper should be edited in accordance with the Submission Guidelines.

The decision regarding publication will be made by the editorial board after 
considering the reviewers’ recommendations. The editorial board is under no 
obligation to provide justification of its decision regardless of whether the paper 
is accepted or rejected. 

Languages accepted for the categorized papers are English with Croatian 
translation of the text (without illustrations). Authors are obliged to submit the 
paper in both languages and they take full responsibility for the quality of the 
translated text. Authors who do not submit their paper in both languages will be 
offered a translation for a fee according to the market price of 150 kunas (20€) per 
standard page. The fee will be paid after the paper has been accepted and before 
its publication. Standard page size is 1800 characters with spaces. Proofreading is 
provided for all well-prepared texts, however, all texts which require more than 
16 proofreading corrections per standard page will be charged additionally in the 
amount of 60 kunas (8€) per standard page. All prices include VAT.

Copyright and availability of papers. Copyright fees are generally defined only 
for the requested papers, in accordance with the corresponding regulations. After 
submitting their paper for publication in Croatian Journal of Education, authors 
accept, without additional conditions, the regulations according to which their 
papers will be published in the journal, as well as the publication of the paper in 
full or partially on the Croatian Journal of Education web site, i.e. the web site of 
the Faculty of Teacher Education in Zagreb and other related electronic portals. 
By submitting their papers to Croatian Journal of Education, authors accept the 
above-mentioned conditions.

Persmissions and Consents
Authors certify that copies of all permissions to reproduce published material, to use 

illustrations, report information about identifiable people, or to name people for 
their contributions are submitted along with the manuscript.

All the employed research instruments need to be legally obtained, in other words the 
authors are obliged to present a written consent by the rightsholder, the publisher 
or the author, granting them the right to use the instrument.

Reviewers
Prior to publication, every paper is peer-reviewed. Each submitted paper is reviewed 

by a minimum of two independent reviewers who are all prominent scientists in their 
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field of study and they independently evaluate submitted papers. Reviewers generally 
do not receive a fee, but the journal keeps a record of successful review procedures for 
each reviewer individually. At any given time, the reviewers may obtain the statistical 
data about the completed reviews for the purpose of their scientific advancement.

Paper Submission
Only the papers written and prepared in accordance with Submission guidelines 

will be considered for publication in CJE.

Online paper submission: The papers may be submitted exclusively online at 
 URL address: http://cje.ufzg.hr.

Paper submission. The paper is submitted in the following format: A4 format, all 
margins 3 cm, font size 11 points. Font should be Calibri, single spaced (1.0). Italics 
are recommended instead of underlining.

Paper length including abstract and references is determined according to paper 
categorisation and may not exceed:
Ø 25 standard pages for original research paper,
Ø 20 standard pages for preliminary communication, 
Ø 30 standard pages for review paper,
Ø 17 standard pages for professional paper. 

Standard page size is 1800 characters with spaces.
Authors may suggest categorisation for their paper; however, the final decision 
about the categorisation will be determined by the editorial board.

The title. Centred, Calibri, sentence case, font size 14 points, bold, in English version 
Capitalize Each Word should be applied.

Abstract should have up to 1300 characters with spaces, should be written in Calibri, 
font size 11 points and italics. The text should indicate the purpose, the main 
findings and the conclusion of the paper. The abstract should be placed at the 
beginning of the paper, labelled Abstract, label font size 12 points, bold. 

  After the abstract, marked as Key words there should be an alphabetized 
list of the most important concepts discussed in the paper (up to five terms 
not mentioned in the title of the paper and separated with a semi colon (;)).

The text of the research paper should basically consist of the following sections: 
Introduction, Methods, Results, Discussion and Conclusion(s). Subtitles should 
not be numbered, font should be Calibri, sentence case (in English version Usual 
Title Capitalization should be used), font size 12 points, bold with one empty 
line above the subtitle. 

The first line in each paragraph should be indented and there should be no empty 
lines in between paragraphs. Automatic formatting with spacing above or after the 
paragraph should not be used.

Figures and tables should be black, white and grey, and positioned in the appropriate 
place within the text, font Calibri, size 10 points, centred. Write Table and the 
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table number followed by the title of the table which should be in the next line 
and italicized. All graphs and tables should have a title, be numbered in the 
order in which they appear in the text (e.g. Table 1) and should be referred to 
in the text. The title of the table should be placed above the table, while the title 
of the figures or graphs should be placed below. All graphs, figures and tables 
should be created in accordance with the Publication Manual of the American 
Psychological Association, 7th ed., 2010.

Citations and references. 
Croatian Journal of Education uses the APA system of reference (Publication 

Manual of the American Psychological Association, 7th ed., 2020). Unless the 
referencing is in accordance with the APA style, the paper will be returned to the 
author prior to the reviewing procedure. The paper should include references and 
sources on the basis of which it was written, without bullets or numbering and 
with 1.0 hanging indentation (justified alignment). When other people’s syntagms, 
ideas, data, terms, etc. are cited, the source should be given in the text and not in 
the footnotes. References are given in brackets and should contain the author’s 
surname, year of publication and, in the case of a verbatim quotation, the page 
number (e.g. Rossi & Cassidy, 1999, p. 24; Vilke, 1993, p. 23). If the referenced 
work has more than two authors, both the first time the reference occurs and 
in subsequent citations only the surname of the first author should be included 
followed by et al. and the year of publication (e.g. Pastuović et al., 2003, p. 35), 
except where this would create ambiguity. When paraphrasing, the author’s name 
is written and the year of publication is given in brackets (e.g. Horvat (2001) 
claims that; Zarevski and Tominac (2008) maintain...). The reference list at the 
end of the paper (References) should include full information about all the works 
that are referred to in the paper, in alphabetical order according to the author’s 
surname (the works of the same author should be listed chronologically), in 
Latin alphabet. Surnames and initials for up to 20 authors should be provided in 
the reference entry. Authors’ names are given in the order in which they appear 
on the source document - do not rearrange the names of the authors of a multi-
authored work into alphabetical order. Furhtermore, the publisher’s location is 
excluded from the reference list. The titles in the reference list need to be given 
in the language of the original, and their English translation should be given in 
square brackets []. When electronic sources are referenced, the exact web site 
from which the information was retrieved has to be stated. DOIs are formatted 
the same as URLs: the label DOI is not necessary. URLs are not preceeded by 
„Retrieved from,“ unless a retrieval date is needed. The website name is included 
(unless it’s the same as the author).

Examples of referencing: 
Books: 

Rosenthal, R., Rosnow, R. L., & Rubin, D. B. (2000). Contrasts and effect sizes in 
behavioral research: A correlational approach. Cambridge University Press.
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When authors number twenty-one or more, include the first nineteen authors’ 
names, then insert three ellipses and follow with the final author’s name.

Organisation:
American Educational Research Association. (1985). Standards for educational 
and psychological testing. American Psychological Association.

Government publications:
Australian Institute of Health and Welfare. (1999). Australia’s young people: Their 
health and wellbeing, the report on the health of young people aged 12-24 years. AIHW.

Articles published in journals: 
Hanna, K. (2007). Adsorption of aromatic carboxylate compounds on the surface 
of synthesized iron oxide-coated sands. Applied Geochemistry, 22(9), 2045-2053.
Kyratsis, A. (2004). Talk and interaction among children and the co-construction 
of peer groups and peer culture. Annual Review of Anthropology, 33(4), 231-247.
Parker, G., & Roy, K. (2001). Adolescent depression: A review. Australian and 
New Zealand Journal of Psychiatry, 35(5), 572-580.

Chapters in books: 
Friese, C., Hofmann, W., & Wanke, M. (2003). The impulsive consumer: Predicting 
consumer behavior with implicit reaction time measures. In M. Wanke (Ed.), Social 
psychology of consumer behavior (pp. 335-364). Psychology Press.
Hine, C. (2001). Ethnography in the laboratory. In D. N. Gellner & E. Hirsch 
(Eds.), Inside organizations: Anthropologists at work (pp. 61-76). Berg.
Payne, S. (1999). ‚Dangerous and different‘: Reconstructions of madness in the 1990s 
and the role of mental health policy. In S. Watson & L. Doyal (Eds.), Engendering 
social policy (pp. 180-195). Open University Press.

Conference papers:
Balakrishnan, R. (2006, March 25-26). Why aren‘t we using 3d user interfaces, and 
will we ever? [Paper presentation].  IEEE Symposium on 3D User Interfaces, 
Alexandria, VA. https://doi.org/10.1109/VR.2006.148
Rowling, L. (1993, September). Schools and grief: How does Australia compare 
to the United States [Paper presentation]. In Wandarna coowar: Hidden grief. 8th 
National Conference of the National Association for Loss and Grief (Australia), 
Yeppoon, Queensland (pp. 196-201). National Association for Loss and Grief.

Theses: 
Hos, J. (2005). Mechanochemically synthesized nanomaterials for intermediate 
temperature solid oxide fuel cell membranes [Unpublished PhD thesis]. University 
of Western Australia.
May, B. (2007). A survey of radial velocities in the zodiacal dust cloud. Canopus 
Publishing.
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Electronic sources:

Electronic books:
Eckes, T. (2000). The developmental social psychology of gender. Lawrence Erlbaum 
Associates. https://prospero.murdoch.edu.au/record=b1600608 

E-journals:
Ahmann, E., Tuttle, L. J., Saviet, M., & Wright, S. D. (2018). A descriptive review 
of ADHD coaching research: Implications for college students. Journal of 
Postsecondary Education and Disability, 31(1): 24-58. https://www.ahead.org/
professional-resources/publications/jped/archived-jped/jped-volume-31

Manuscript Online Submission
Note: Manuscript online submission, i.e. upload via Open Journal System of the 
Croatian Journal of Education must start from the English web page. Language may 
be selected from the drop-down menu placed on the right side of the web page.

Step 1: STARTING THE SUBMISSION
From the drop-down menu, the author(s) should select one of the three provided 
options:
Ø Basic Educational Sciences,
Ø Teaching Methodologies and Related Fundamental Sciences,
Ø Information and Communication Technologies and Other Sciences and Arts. 
Authors who wish to add comments to the editor regarding their paper can 
do so by selecting the option Comments for the editor. The authors are kindly 
requested not to upload the manuscript in this step.
The process may continue by selecting Save and Continue.

Step 2: UPLOADING THE SUBMISSION
The manuscript needs to be prepared in accordance with the Submission Guidelines 
in Open Office or Microsoft Word document, with the information about the 
authors omitted. 
The paper is submitted in English language with the title, abstract, tables, figures 
and graphs positioned in the appropriate place in the text, followed by the 
reference list and appendices. Appendices should be avoided wherever possible, 
unless they are crucial for the paper.
The authors also need to submit the Croatian version of the title, abstract and the 
manuscript with the omission of tables, figures, graphs and references. The authors 
submitting the Croatian version of the paper are kindly requested to specify the 
position of tables and illustrations in the paper marking it with e.g. Table 1; Figure 1.
The process may continue by selecting Save and continue.
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Step 3: ENTERING THE SUBMISSION’S METADATA
ENTERING AUTHOR’S/S’ DATA

In this step, data about all authors need to be entered in the appropriate 
order and the name of the Principal Contact for the Editorial Correspondence 
needs to be specified. If there are multiple authors, their information can be 
added using the option Add Author. In case the order of the authors needs 
to be changed, the option Reorder Authors to Appear in the Order They Will 
Be Listed on Publication is selected, or if an author needs to be removed 
from the submission, the option Delete Author is selected.

All data about authors are entered in English language, with the name of 
the author’s affiliated institution and the postal code specified. The author’s 
country of origin needs to be selected from the drop-down menu.

ENTERING TITLE AND ABSTRACT
The title of the manuscript should be entered using sentence case letter 
format in English and Croatian language with the two language versions 
separated by a slash (in English Capitalize Each Word should be used). 
When submitting the abstract, the English text is entered, followed by key 
words in a new line. Then there should be an empty line followed by the 
Croatian version of the abstract and key words in a new line. 

Key words are up to five words or phrases, not previously mentioned in the 
title, submitted in alphabetical order and separated with a semicolon (;). 

The process may continue by selecting Save and Continue.

Step 4: UPLOADING SUPPLEMENTARY FILES
The authors are kindly requested to skip this step and continue submission 
procedure. All the files and data related to the manuscript need to be 
submitted in a unique file in Step 2.

The process may continue by selecting Save and Continue.

Step 5: CONFIRMING THE SUBMISSION
In this step the authors only confirm that they have correctly entered all the 
data so that the system can register it.
The process may continue by selecting Finish Submission.

Paper Categorization
Papers are categorized as research papers, professional papers and other. Research 

papers can be divided into the following categories: original research paper, preliminary 
communication and review paper. As previously indicated, the author can suggest the 
category of his/her paper, but the final decision will be made by the editorial board 
following the reviewers’ recommendations.
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Original research paper includes original theoretical or practical research results. 
Preliminary communication includes one or more new scientific facts, but it does 

not encompass the topic and the details thoroughly enough to enable 
evaluation as does original research paper. Preliminary communication can 
present information on the results of experimental research or an ongoing 
scientific research if prompt publishing of results is required.

Review paper contains a comprehensive overview of the current situation and 
development trends of a particular field of study, methodology, or practical 
application accompanied by a critical comment or evaluation and author’s 
conclusion. The references quoted have to be complete so as to enable a good 
overview of the presented field of study.

Professional paper does not necessarily contain original scientific research but 
offers comments on the practical application of known scientific results and 
theories. 

All other contributions (new editions, announcements, reviews, news, interviews, 
etc.) that cannot be assigned to the above-named categories will not be categorized.

Papers are generally published according to their categorization and in alphabetical 
order within the same section of the journal.

Publication and Circulation
The journal is published four times a year in electronic form and with a circulation 

of 100 copies in printed form. The editorial board may agree to publish special issues 
in addition to the regular publications.

Publication Cost
Publishing papers in Croatian Journal of Education is free of charge. Authors who 

may not submit their paper in both languages will be offered a translation for a fee 
according to the previously mentioned price (translation from Croatian language into 
English and vice versa at 150 kunas (20 €) per standard page, paid after the paper has 
been accepted and before it is published). In addition, all texts which require more 
than 16 proofreading corrections per standard page will be charged additionally in 
the amount of 60 kunas (8 €) per standard page.

Standard page size is 1800 characters with spaces.
Authors whose papers have been accepted for publication will be delivered one copy 

of the issue for the first author for a fee of 1500 kunas (200 €). All prices include VAT.

PAYMENT CAN BE MADE TO
IBAN HR9124020061100639639, SWIFT ESBCHR22

credit reference number 661514
The Faculty of Teacher Education in Zagreb

with a note: (your paper ID number) __________ –
Croatian Journal of Education
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Naputak autorima

Hrvatski časopis za odgoj i obrazovanje – Croatian Journal of Education (CJE) međunarodni 
je recenzirani časopis otvoren znanstvenicima iz svih područja edukacije i pridruženih 
znanosti. CJE prihvaća znanstvene članke koji su izvorne primarne publikacije, znači 
da prije nisu objavljeni u časopisima. Prethodno objavljivanje na skupovima mora biti 
naznačeno, a pridonose znanstvenoj zajednici i potvrđeni su od recenzenata.

Hrvatski časopis za odgoj i obrazovanje objavljuje znanstvene i stručne radove koji 
neposredno ili posredno obrađuju pitanja sveučilišnih teorijskih i primijenjenih 
disciplina u Republici Hrvatskoj i svijetu. Uredništvo nastoji osigurati mjesto gdje će 
znanstvenici iz različitih znanstvenih područja koji proučavaju odgoj i obrazovanje 
objavljivati rezultate znanstvenih istraživanja, stručne i teorijske studije.

Struktura časopisa
Časopis se sastoji od nekoliko dijelova:
Ø Sadržaj
Ø Uvodnik
Ø radovi prema sekcijama, kategorizaciji članaka i abecednom redu autora
Ø Novosti i događaji 
Ø Izdanja
Ø Naputak autorima 
Tekstovi u Hrvatskom časopisu za odgoj i obrazovanje objavljuju se na engleskome 

jeziku s inačicom teksta (bez ilustracija) na hrvatskome jeziku.

Procedura prihvaćanja radova
Glavni urednik čita sve pristigle članke i dodjeljuje prioritet. Člancima se provjerava 

standard za časopis te se radovi šalju na preliminarnu provjeru metodologije. Članci 
se zatim šalju recenzentima. Nakon recenzije članak se vraća autoru s napomenama 
recenzenta za korekciju ili se, u slučaju negativne recenzije, članak odbija. Uredništvo 
zatim čita korigirani članak i ako je korektno dorađen, članak ulazi u izbor za objavu 
prema kategorizaciji rada.

1. Članak ne smije prethodno već biti objavljen, ni u procesu razmatranja 
za objavu kod drugih časopisa. Ako je riječ o takvoj situaciji uredništvo 
Hrvatskog časopisa za odgoj i obrazovanje treba biti o tome obaviješteno i to 
autor mora posebno naznačiti.
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2. Rad se predaje u formatu dokumenta OpenOffice ili Microsoft Word.
3. Trebaju biti omogućene URL poveznice ako se pojavljuju u tekstu.
4. Test članka treba biti uređen prema Naputku autorima.

Odluka o objavljivanju 
 Odluku o objavljivanju donosi Uredništvo uzimajući u obzir mišljenje recenzenata. 

Uredništvo nije dužno obrazlagati svoju odluku bez obzira radi li se o prihvaćanju 
ili odbijanju rada za objavu. 

Jezici 
 Jezici na kojima se objavljuju kategorizirani radovi su engleski i s inačicom teksta 

(bez ilustracija) na hrvatskome jeziku. Autor mora dostaviti radove s cjelovitim 
prijevodom. Autori su u potpunosti odgovori za kvalitetu prijevoda teksta. Redakcija 
će autoru koji ne preda rad na oba jezika ponuditi prijevod na hrvatski ili engleski 
jezik s tim da autor snosi troškove prijevoda, i to prijevoda s hrvatskoga na engleski 
jezik i s engleskoga na hrvatski jezik 150,00 kn (20,00 €) po kartici teksta, što se plaća 
po prihvaćanju, a prije objave rada. Standard kartice teksta iznosi 1800 znakova s 
prazninama.
Redakcija osigurava besplatnu lekturu dobro pripremljenih tekstova, a za tekstove 
koji imaju više od 16 lektorskih intervencija po kartici teksta naplaćuje se lektura 
za engleski i hrvatski jezik u iznosu od 60 kn (8 €) po kartici. U sve izražene cijene 
uključen je PDV.

Autorska prava i dostupnost radova
 Naknada za autorstvo određuje se u pravilu samo za naručene radove, odnosno u 

skladu s odgovarajućim pravilnikom. Autor je ponudom rada uredništvu Hrvatskog 
časopisa za odgoj i obrazovanje, suglasan, bez naknadnih uvjeta, s objavljivanjem rada 
u spomenutom časopisu te je suglasan s objavljivanjem cijeloga rada ili dijelova rada 
na mrežnoj stranici Hrvatskog časopisa za odgoj i obrazovanje, odnosno Učiteljskoga 
fakulteta u Zagrebu te na drugim elektroničkim portalima na kojima je zastupljen 
Hrvatski časopis za odgoj i obrazovanje. Ponudom rada za objavljivanje u Hrvatskom 
časopisu za odgoj i obrazovanje autor prihvaća navedene uvjete.

Dozvole, suglasnosti, dopuštenja
Autori potvrđuju da su kopije svih dopuštenja za reporudukciju objavljenih materijala, 

za upotrebu ilustracija, za objavljivanje podatakla o ispitanicima ili za imenovanja 
osoba i njohova dopisona u istraživanju predani uz rukošpis.

 Mjerni instrumenti koji su korišteni u istraživanju moraju biti legalno kupljeni, 
odnosno, autori su dužni predočiti pismenu suglasnost od izdavača ili autora kao 
nosioca prava da imaju pravu na njihovu uporabu.

Recenzenti
Svaki rad prije objave prolazi recenzentski postupak. Minimalno dva neovisna 
recenzenta recenziraju pristigle radove. Recenzenti su priznati domaći i strani 



205

Croatian Journal of Education, Vol.23; Sp.Ed.No.2-2021, pages: 195-210

znanstvenici u svojemu polju djelovanja koji samostalno evaluiraju pridošle im 
radove. Za recenzentski postupak ne dobiva se naknada, ali časopis vodi evidenciju 
uspješno odrađenih recenzentskih postupaka za svakoga pojedinog recenzenta. 
U svakom trenutku recenzentu je moguće izvući podatke odrađenih recenzija za 
potrebe znanstvenoga napredovanja.

Priprema teksta članka
Samo kvalitetno pripremljeni tekstovi prema Uputama za autore bit će razmatrani 

za objavljivanje u CJE.

Online prijava članaka. Radovi se dostavljaju isključivo on-line na mrežnoj stranici 
časopisa na URL adresi: http://cje.ufzg.hr

Dostavljanje rada. Rad se dostavlja u sljedećem obliku: format A4, sve margine 3 cm, 
veličina slova 11 pt. Calibri, jednostruki prored (1.0). Preporučuje se korištenje 
kurziva umjesto podcrtavanja.

Sastav i opseg rada. Opseg rada, uključujući sažetak i bibliografiju može iznositi 
najviše:

 Ø za izvorni znanstveni rad: 25 kartica teksta 
 Ø za prethodno priopćenje: 20 kartica teksta 
 Ø za pregledni rad: 30 kartica teksta 
 Ø za stručni rad: 17 kartica teksta 
 Standard kartice teksta iznosi 1800 znakova s prazninama.
 Svaki autor može predložiti znanstvenu kategorizaciju rada za svoj rad koju 

uredništvo može i ne mora prihvatiti. 

Naslov rada. Centrirano, pisanim slovima, Calibri, veličina slova 14 pt., podebljano, 
u engleskoj verziji početno slovo svake riječi treba biti veliko.

Sažetak rada. opsega do 1300 znakova s prazninama, Calibri, veličina slova 11 pt., 
pisano kurzivom, treba ukazati na svrhu rada, najvažnije rezultate i zaključak. 
Sažetak se stavlja na početku rada, s oznakom naslova – Sažetak, veličina slova 
12 pt., podebljano.

  Na kraju sažetka pod oznakom – Ključne riječi treba abecednim redom navesti 
najvažnije pojmove koji se obrađuju u tekstu (do pet pojmova abecednim redom 
koji se ne spominju u naslovu rada, odvojenih točka sa zarezom (;)).

Tekst znanstvenog rada. Tekst se znanstvenog rada sastoji načelno od sljedećih 
dijelova: Uvod, Metode, Rezultati, Rasprava i Zaključak. Podnaslovi bez 
numeracije, Calibri, pisana slova (u engleskoj verziji početno slovo svake riječi 
podnaslova treba biti veliko), veličina slova 12 pt., podebljano s jednim redom 
slobodnim iznad podnaslova.

 Tekst rada se piše tako da se uvlači početak odlomka, te bez praznih redova 
između odlomaka. U tekstu ne treba koristiti automatske postavke dodavanja 
praznog reda prije, odnosno poslije odlomaka. 
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Grafički prikazi i tablice. Grafički prikazi i tablice moraju biti izraženi u crnim, 
bijelim i sivim tonovima i nalaziti se u tekstu na željenom mjestu; Calibri, 
veličina slova 10 pt., centrirano. Potrebno je napisati Tablica i broj tablice te 
u sljedeći red u kurzivu navesti naslov tablice. Svaki grafički prikaz i tablica 
trebaju imati naslov i biti numerirani rednim brojem (npr: Tablica 1) koji je 
povezan s tekstom. Naslov tablice se nalazi iznad tablice, a naslov prikaza 
ispod. Grafičke prikaze i tablice potrebno je urediti prema APA pravilima – 
Publication Manual of the American Psychological Association, 7th ed., 2010.

Referiranje i literatura
Hrvatski časopis za odgoj i obrazovanje koristi APA sustav za navođenje literature, tj. 

sedmo izdanje priručnika za objavljivanje radova (Publication Manual of the American 
Psychological Association, 7th ed., 2020). Ukoliko navođenje literature nije u skladu s 
APA stilom, rad će biti vraćen autorima prije postupka recenzije. Rad treba uključivati 
reference i izvore na osnovu kojih je napisan, bez grafičkih oznaka, s 1.0 visećim 
udubljenjem (obostrano poravnanje). Kada se citiraju tuđe sintagme, ideje, podatci, 
termini itd., izvor treba biti naveden u tekstu, ne u bilješkama. Reference se navode 
u zagradama: trebaju sadržavati prezime autora, godinu izdanja i, u slučaju izravnog 
citata, broj stranice (npr. Rossi & Cassidy, 1999, p. 24; Vilke, 1993, p. 23). Ako citirani rad 
ima više od dva autora, u slučaju prvog i svih sljedećih navoda istog izvora, potrebno 
je uključiti samo prezime prvog autora i et al., nakon čega slijedi godina izdanja (npr. 
Pastuović et al., 2003, p. 35), osim u slučajevima kada bi to dovelo do zabune. U slučaju 
parafraziranja, prezime autora i godina izdanja navode se u zagradi (npr. Horvat (2001) 
tvrdi da; Zarevski i Tominac (2008) navode...). Popis literature na kraju rada treba 
sadržavati cjelovite informacije o svim navedenim izvorima, redoslijedom latinične 
abecede prema prezimenima autora (radovi istoga autora navode se kronološkim 
redoslijedom). Prezimena i inicijali do dvadeset autora trebaju biti uključeni u popisu 
literature. Imena autora navode se redoslijedom u kojem se javljaju u originalnom izvoru 
– u radovima višestrukih autora, ne treba mijenjati redoslijed autora prema abecedi. 
Naslovi radova u popisu literature trebaju se navoditi na jeziku originalnog rada, a 
njihov prijevod na engleski u uglatim zagradama []. Prilikom navođenja elektroničkih 
izvora, potrebno je navesti mrežnu stranicu s koje potječe referenca. DOI brojevi se 
formatiraju na isti način kao i URL: oznaka DOI nije potrebna. Nije potrebno navoditi 
riječi Retrieved from ispred URL-ova, osim ako je neophodan datum dohvaćanja 
podataka. Naziv mrežne stranice treba biti naveden (osim ako je isti kao ime autora). 

Primjeri referiranja: 
Knjige: 

Rosenthal, R., Rosnow, R. L., & Rubin, D. B. (2000). Contrasts and effect sizes in 
behavioral research: A correlational approach. Cambridge University Press.
When authors number twenty-one or more, include the first nineteen authors’ 
names, then insert three ellipses and follow with the final author’s name.
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Organizacije:
American Educational Research Association. (1985). Standards for educational 
and psychological testing. American Psychological Association.
Službeni dokumenti:
Australian Institute of Health and Welfare. (1999). Australia’s young people: Their 
health and wellbeing, the report on the health of young people aged 12-24 years. AIHW.

Primjer za citiranje rada objavljenog u časopisu: 
Hanna, K. (2007). Adsorption of aromatic carboxylate compounds on the surface 
of synthesized iron oxide-coated sands. Applied Geochemistry, 22(9), 2045-2053.
Kyratsis, A. (2004). Talk and interaction among children and the co-construction 
of peer groups and peer culture. Annual Review of Anthropology, 33(4), 231-247.
Parker, G., & Roy, K. (2001). Adolescent depression: A review. Australian and 
New Zealand Journal of Psychiatry, 35(5), 572-580.

Primjer za citiranje poglavlja u knjizi: 
Friese, C., Hofmann, W., & Wanke, M. (2003). The impulsive consumer: Predicting 
consumer behavior with implicit reaction time measures. In M. Wanke (Ed.), Social 
psychology of consumer behavior (pp. 335-364). Psychology Press.
Hine, C. (2001). Ethnography in the laboratory. In D. N. Gellner & E. Hirsch 
(Eds.), Inside organizations: Anthropologists at work (pp. 61-76). Berg.
Payne, S. (1999). ‚Dangerous and different‘: Reconstructions of madness in the 1990s 
and the role of mental health policy. In S. Watson & L. Doyal (Eds.), Engendering 
social policy (pp. 180-195). Open University Press.

Primjer za citiranje rada objavljenog u zborniku radova:
Balakrishnan, R. (2006, March 25-26). Why aren‘t we using 3d user interfaces, and 
will we ever? [Paper presentation].  IEEE Symposium on 3D User Interfaces, 
Alexandria, VA. https://doi.org/10.1109/VR.2006.148
Rowling, L. (1993, September). Schools and grief: How does Australia compare 
to the United States [Paper presentation]. In Wandarna coowar: Hidden grief. 8th 
National Conference of the National Association for Loss and Grief (Australia), 
Yeppoon, Queensland (pp. 196-201). National Association for Loss and Grief.

Primjer za citiranje doktorske disertacije ili magistarskog rada: 
Hos, J. (2005). Mechanochemically synthesized nanomaterials for intermediate 
temperature solid oxide fuel cell membranes [Unpublished PhD thesis]. University 
of Western Australia.
May, B. (2007). A survey of radial velocities in the zodiacal dust cloud. Canopus 
Publishing.

Primjer za citiranje elektroničkih izvora:
Elektroničke knjige:
Eckes, T. (2000). The developmental social psychology of gender. Lawrence Erlbaum 
Associates. https://prospero.murdoch.edu.au/record=b1600608 
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E-časopisi:
Ahmann, E., Tuttle, L. J., Saviet, M., & Wright, S. D. (2018). A descriptive review 
of ADHD coaching research: Implications for college students.  Journal of 
Postsecondary Education and Disability, 31(1): 24-58. https://www.ahead.org/
professional-resources/publications/jped/archived-jped/jped-volume-31

Učitavanje rada
Napomena: Unos rada u OJS sustav Hrvatskog časopisa za odgoj i obrazovanje 
svakako treba započeti s mrežnih stranica časopisa na engleskom jeziku. 
Opciju odabira jezika možete naći na desnoj strani izbornika.

1. korak: START
Izaberite jednu od tri ponuđene sekcije:
Ø Temeljne odgojno obrazovne znanosti
Ø Metodike i supstratne znanosti
Ø Informacijsko-komunikacijske i ostale znanosti i umjetnosti

Ako autor ima potrebu poslati komentar uredniku vezan uz rad, to može učiniti u 
COMMENTS FOR THE EDITOR. Nikako nemojte ovdje unositi cijeli svoj rad.
Nastavite sa Save and continue.

2. korak: UPLOADING THE SUBMISSION
UNOS RADA U SUSTAV ČASOPISA
Rad mora biti uređen po naputku za autore u OpenOffice ili Microsoft Word 
dokumentu bez navođenja informacija o autorima.
Rad na engleskom treba sadržavati naslov, sažetak, kompletne tablice, slike i 
grafikone na mjestima na kojima u tekstu dolaze te na kraju popis literature i 
priloge radu. Preporučuje se izbjegavanje priloga, osim ako su prijeko potrebni.
Autori trebaju na hrvatskom jeziku, u nastavku, nakon teksta na engleskom 
jeziku priložiti isti tekst za koji vrijedi sve isto kao za tekst na engleskom, ali se 
izostavljaju tablice, slike, grafikoni i sl., te literatura. U hrvatskoj inačici rada 
na mjestu tablice, slike ili grafa treba napisati samo oznaku (npr. Tablica 1; 
Grafikon 1.). 
Nastavite sa Save and continue.

3. korak: ENTERING THE SUBMISSION’S METADATA
UNOS PODATAKA O AUTORIMA / AUTHORS
U ovom koraku treba unijeti podatke o svim autorima rada željenim redoslijedom 
i naznačiti odgovornu osobu za kontakt s uredništvom Principal contact for editorial 
correspondence. Dodatni autori se dodaju opcijom Add Author. Ako treba promijeniti 
redoslijed autora, iskoristite opciju Reorder authors to appear in the order they will be 
listed on publication, a u slučaju uklanjana autora upotrijebite opciju Delete Author.
Svi podatci o autorima unose se na engleskom jeziku, obavezno s ustanovom 
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uz koju se veže autor i obavezno poštanskom adresom. Potrebno je također 
odabrati državu iz koje je autor.

UNOS NASLOVA I SAŽETKA / TITLE AND ABSTRACT
Potrebno je pisanim slovima unijeti naslov rada na engleskom i hrvatskom 
jeziku, odvojeno kosom crtom (u engleskoj verziji početno slovo svake riječi 
treba biti veliko). Kod unosa sažetka unosi se engleska inačica teksta, u novome 
redu ključne riječi. Slijedi jedan prazan red pa hrvatska inačica sažetka i ključne 
riječi na hrvatskome jeziku u novome redu. 
Ključne riječi mogu biti do pet pojmova, koji se ne spominju u naslovu rada, 
posložene abecednim redom i razdvojene točkom sa zarezom (;). 
Nastavite sa Save and continue.

4. korak: UPLOADING SUPPLEMENTARY FILES
Molimo cijenjene autore da ovaj korak preskoče i nastave dalje. Sve materijale vezane 
uz rad potrebno je unijeti u jedinstvenom dokumentu u drugom koraku.
Nastavite sa Save and continue.

5. korak: CONFIRMING THE SUBMISSION
U ovom koraku samo potvrđujete da ste sve podatke unijeli pravilno kako bi 
ih sustav registrirao.
Nastavite s Finish Submission.

Kategorije radova
Radovi se kategoriziraju kao znanstveni, stručni i ostali radovi. Kategorije znanstvenih 
radova su: izvorni znanstveni rad, prethodno priopćenje i pregledni rad. Kako je 
već prethodno napomenuto, kategoriju rada može predložiti autor, a konačno je 
određuje uredništvo na prijedlog recenzenata.

Izvorni znanstveni rad sadrži originalne teorijske ili praktične rezultate istraživanja. 
Prethodno priopćenje sadrži jedan ili više novih znanstvenih podataka, ali bez cjelovitog 

zahvaćanja teme te dovoljno pojedinosti koje bi omogućavale provjeru kao kod 
izvornih znanstvenih radova. U priopćenju se mogu dati rezultati eksperimentalnih 
istraživanja, odnosno istraživanja u tijeku, rezultati kojih, zbog aktualnosti, traže 
brzo objavljivanje.

Pregledni rad sadrži cjelovit prikaz stanja i tendencija razvoja određenoga područja 
teorije, metodologije ili primjene s kritičkim osvrtom ili procjenom, te originalnim 
zaključkom. Citirana literatura mora biti dovoljno cjelovita da omogućuje dobar 
uvid i uključivanje u prikazano područje.

Stručni rad ne mora biti vezan uz originalna istraživanja, već sadrži razmatranje o 
primjeni u praksi poznatih znanstvenih rezultata i teorija.
Svi ostali radovi (nova izdanja, najave, prikazi, vijesti, intervju i dr.) koji se ne 
mogu svrstati u navedene kategorije neće se kategorizirati.
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Radovi se u pravilu objavljuju po stupnju kategorizacije i abecednom redoslijedu 
autora u okviru iste rubrike.

Izlaženje i naklada
Časopis izlazi redovito četiri puta godišnje s nakladom od 100 primjeraka te u 

elektroničkom izdanju. Prema potrebi i odluci Uredništva objavljuju se i specijalna 
izdanja između redovitih izdanja.

Troškovi objavljivanja
Objavljivanje članaka u Hrvatskom časopisu za odgoj i obrazovanje je besplatno. 

Autorima koji ne mogu organizirati prijevod redakcija će ponuditi uslugu prijevoda
u organizaciji Hrvatskog časopisa za odgoj i obrazovanje prema navedenim cijenama.
(Prijevod s hrvatskog na engleski jezik i s engleskog na hrvatski jezik je 150,00 kn 

(20,00 €) po kartici teksta i plaća se po prihvaćanju, a prije objave rada). Također, 
autorima čiji tekstovi prosječno imaju više od 16 lektorskih intervencija po kartici 
teksta naplaćuje se lektura po tržišnoj cijeni za engleski i hrvatski jezik u iznosu od 
60 kn (8 €) po kartici teksta.

Standard kartice teksta je 1800 znakova s prazninama.
Za sve prihvaćene radove redakcija osigurava dostavu primjerka izdanja prvom autoru 

za što je potrebno uplatiti 1500,00 kn (200 €). U sve izražene cijene uključen je PDV.

UPLATE SE DOZNAČUJU NA
žiro-račun broj IBAN HR9124020061100639639, SWIFT ESBCHR22

poziv na broj: navesti OIB uplatitelja i 661514
Učiteljski fakultet u Zagrebu

s naznakom: (navesti prijavni broj rada) __________ –
Hrvatski časopis za odgoj i obrazovanje


