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ABSTRACT

This paper raises three concerns:

1. Pedagogy. Effective drama demands a constructivist pedagogy
(Wagner,1998), one built upon questions, discourse, reflection,
and, if it is to be transformative, action (Brooks & Brooks,
1993). Unfortunately, most teacher education takes place within
pre-service programmes and schools that practice the
traditional educational model (Windschitl, 2002). When many
drama/theatre teachers have little experience with a still
anomalous pedagogy and can receive little knowledgeable
support for their teaching, what in their drama teaching are they
valuing and assessing?

2. The art form. We know of the lack of theatre experience that
pre-service teachers bring with them (Miller & Saxton, 2000),
and this is exacerbated by the limited courses offered in
theatre/drama within generalist teacher education programmes.
There are theatre requirements for entry into secondary school
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theatre/dramatic arts pre-service teacher education, but the
quality and content varies significantly in depth, extent and
practice, depending upon locale and the focus of the degree.
Where then is the depth of knowledge and experience to
support the application of standards to student work?

3. Standards application. Given the above, how can standards in
the art form become internalized and actualized in our
classrooms?

STANDARDS

The root of the word, "standard", comes from the old French, estende,
meaning "to extend". We like to think of this root because it changes
the meaning of standards from the definition that refers to something
that we can see, like a flag, or a stump of a tree (its 12th and 13th
century meanings) because those are such static (and possibly
accomplishable) images. The original idea of "extend" implies
something that is always on the move, always stretching. Standards
then become more like Charles Taylor's (1991) "horizons of
significance"—changing and reshaping themselves into new
challenges as experience and circumstance dictate.

This paper examines three questions in relation to the matter of
standards and assessment. The first is the question of the drama and
theatre experience that pre-service teachers bring with them.

Many colleges and faculties of education do not ask for any arts
experiences or courses as part of entrance requirements, and there
are few (if any) courses required within the teacher education
programs to fill in these gaps. When teachers are told that they have to
teach the arts, they fall back on what they know or were perhaps
exposed to--folk dances, colouring, playing percussion and putting on
plays. This is certainly true for most elementary generalists in drama
education (Wetterstrand, 1999; Miller & Saxton, 2000). These teachers
tend to rely on "how to" books, black line masters, and lesson aids that
are structured to meet the particular standards that the authors deem
to be important. While there are theatre requirements for those pre-
service teachers pursuing credentials in secondary school
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theatre/dramatic arts, the quality and content within the degrees vary in
depth, extent and practice, depending upon the particular locales.

Our research (2000) suggests that the first three to five years of a
teacher's career are focused on his/her own survival in the classroom.
Add into that all-encompassing drive little or no classroom experience
to fall back upon, a mixed bag of content knowledge from their pre-
service education, an absence of mentors in arts education within most
levels, and it becomes clear that the opportunities for developing
practice leading to effective teaching are limited. In addition, for the
secondary teacher, s/he is very often the only teacher responsible for
the drama programme. This isolation mitigates against the
development of a sense of teacher efficacy and the nurture of a
passion for the discipline. Bad habits can breed behind closed doors.

The second question relates to pedagogy. Effective drama/theatre
education demands a constructivist pedagogy (Wagner, 1998); one
built upon questions, discourse, reflection, and, if it is to be
transformative, action (Brooks & Brooks, 1999; Shugurensky, 2001;
Shakatko & Walker, 1999). Five principles act as guides:

* Teachers seek and value their students’ points of view.

+ Classroom activities challenge students' suppositions.

» Teachers pose problems of emerging relevance.

* Teachers build lessons around primary concepts and "big"
ideas.

* Teachers assess student learning in the context of daily
teaching.

Key factors in building a constructivist-centered classroom are non-
judgmental feedback, authenticity and context (Brooks & Brooks,
1999).

Unfortunately, most institutional learning takes place within
traditional pedagogical structures: pre-service teacher education the
schools and institutions and the teachers who reflect that tradition in
their classrooms. The question therefore becomes, what is being
valued, and how is it being assessed when drama/theatre teachers in
the field have had little or no experience with that pedagogy and
receive little administrative support for their teaching?
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The third question is that of standards and how such a positive
concept has been subsumed into standardization, a completely
different concept and one that, for the most part, is antithetical to
effectively taught programs. What do we learn when we are working
inside an effective drama context? How do we hone our "crap
detectors”, and how do we discover what is effective and affective
practice? Debra McLachlan (2001), in looking at a year-long course in
devising with her senior students asked them what they felt they were
learning. At first, they talked about what they had learned about
creating a play, producing, and then performing it. Soon, however, they
began to talk about other things like: tolerance; self-direction; focus;
self-discipline; the ability not only to generate ideas but to combine
them with other's ideas; the capacity to consider numerous possibilities
without premature self-censure; and the pleasure in taking risks by
experimenting and exploring, thoughts, incidentally, we heard echoed
by the Creative Arts Team Youth Theatre in their talk-back (Paul
Caplan Centre, Friday, August 1, 2003) as well as by the New York
City choir students (NYU Forum on Assessment, Sunday, August 3,
2003).

“What do we learn when we engage in the arts” was the question
central to Champions of Change (1998), a longitudinal study of some
19,000 low socio-economic status students, K-12. In every case,
students who had highly enriched arts programs in school did better
than students who had only some arts programming. Students who
had only some arts programming did better than those students with
none. Students in drama/theatre programs did better at reading and
developed a stronger sense of self-identity than students who had not
been exposed. The bar graphs are there for those who need to see the
"hard data”. What the researchers found among a great many very
interesting findings were what they call "Habits of Mind" and "Personal
Dispositions". Note how similar these are to McLachlan's students'
findings. Note also that they offer an excellent set of expectations:

Habits of Mind

* The ability to imagine new possibilities.

» The ability to develop theories that predict the consequences of
actions.

» The ability to explore relationships from multiple perspectives.

 The ability to explore ideas, meaning and emotion through
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multiple forms.

+ The ability to reflect upon, assess and adjust behaviour.

+ The ability to sustain coherent collaborative action.

* A generosity of spirit; that is to say, to be forgiving of mistakes
through. recognizing that the process is long-term rather than
immediate.

* The ability to elaborate detail with infinite patience.

Personal Dispositions

* Persistence and resilience.

* Risk-taking.

* Focus and discipline.

* Respect for authentic achievement; that is to say, "junk" is not
easily accepted.

» Deep and active engagement with the arts is seen as
comprehensive learning.

* A great sense of joy in the challenges; a delicious sense of
achievement in the effective completion of the task.

(Richard Deasy, 2001)

So, to review: the knowledge and experiences of many teachers in
dramal/theatre education is , to put it kindly, limited. The kind of
teaching that effective drama/theatre programmes require is generally
not addressed in teacher education institutions. But effective teaching
can lead to ways of working that do enhance learning for most
students. Let us turn now to the question of standards and their
accompanying standardization activities and see how they fit into what
we have been discussing.

We are told there is a "national" problem in education for which we
must find a national solution. In parentheses, we do feel that we can
reflect on what has, heretofore, been an American educational
discussion, as it is now in vigorous debate in the United Kingdom and
Australia, as well as in Canada. This national problem, suggests Elliot
Eisner (2001), leads to the use of highly rationalized procedures.
Rationalization means to make logical and coherent by reorganizing in
order to eliminate waste of labour, time and materials. Rationalization
of teaching practices, therefore, is predicated on the ability to control
and predict; it downplays those parts of our practice that do not offer
themselves to control and prediction. This means that classroom
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interactions in which such things as individual differences, personal
qualities, ideas, orientations and temperaments are brought into play,
will have less time and attention, if for no other reason than that they
complicate assessment.

In an article in The Guardian (Monday, July, 14, 2003), the United
Nations special rapporteur on the right to education for the UN
commission on human rights, suggested that the British government
was in technical breach of the convention because of the current
policies on testing. Such tests, noted Dr. Katarina Tomasevski , "were
designed to fulfill government objectives rather than meet the needs of
children." The thing which Dr. Tomasevski finds "particularly intriguing
in the United Kingdom is the ideology which underpins the whole
movement. . . [it] is about target-setting and delivery. . . [it] comes from
a command and control economy [best exemplified by] the Soviet
Union and the People's Republic of China. . . very strange" (p. 7). Put
that way and by such a highly experienced officer, it is "very strange"
indeed, now that we come to think of it!

Rationalization (or standardization), because it has so much to do
with measurement, promotes comparison and comparisons (as we all
know) can be invidious, especially when we are comparing test results
that do not take into account cultural difference, instructional values or
community values, teacher and/or student interests and needs.
Standardization relies upon incentives that are designed by someone
(or ones) other than those for whom the incentives are intended. When
authority lies somewhere else, if the results are not effective, both
school and teacher survival may be at risk.

We know the results of national standardization: the curriculum is
narrowed; tests come to define our priorities; certain subjects are
privileged over others. Those of us who practice in the arts know which
subjects are privileged, and it ain't the arts! Eisner (2001) goes on to
make three points that tell us what is happening in our schools.

+ The pressure to succeed in high-stakes testing means cutting
corners, dealing with schooling in ways that may interfere with
principled teaching and learning.

» The need to succeed leads to students and teachers confining
learning to just what will be needed to accomplish the test.
Such things as risk-taking, exploration, speculating,
hypothesizing and uncertainty; "the opportunity," as Eric Booth
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(1998) puts it, 'to not know things for a while"-- these are
activities that have little or no place in the test-driven
classroom. As a result,

» The practice of conversation is diminishing and the quality of
conversation is dropping. "In the process of rationalization,"
writes Eisner (2001), "education has become a commaodity" (p.
379, 370).

For Eisner (and for many of us, we would posit) the goal of schooling is
not what students achieve in the short term but "what they do with what
they learn when they can do what they want to do" That is the real
measure of educational achievement. In a good education, getting it
right for ourselves is the best reward. It is the process of work from
which we derive our satisfaction; it is the journey more than the arrival
that matters.

If we produce, as we are in danger of doing, a generation of young
people who have lost the art of conversation, of self-motivation, who
see their lives valuable only in response to some kind of extrinsic
reward system which they have had no part in setting up, who have, in
fact, discovered through their education that taking time to think about,
to question, to fail, to move around an issue and see it from different
points of view is not valued; if we allow ourselves to become teachers
who no longer have the skills of improvisation, take pleasure in
surprise, value a diversity of perspectives and a richness of outcomes;
if we allow ourselves to bend to political expediencies and
"educational" directives that have little or nothing to do with what we
know to be education, then we must accept that our culture will be
changed, that our ideas of what is democracy will shift significantly and
the brains of the young people we teach will be significantly altered.

Scott Thompson (2001) uses the metaphor of the good and bad
twins to describe the educational reform movement. Under the evil twin
(aka, high-stakes, standardized, test-based reform) what gets "lost" is
precisely that rich, high level teaching and learning that the "good" twin
(authentic standards-based reform) aims to promote. Authentic
standards-based reform is that under which "all students achieve as
much of their creative, intellectual and social potential as possible. . . in
a system of learning communities dedicated to developing and refining
common learning standards in order to prepare each student to live
successfully and contribute actively . . ." (p. 360).
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As with any research, write Raths, Pancella and Van Ness (1971),
the final question is always about assessment and application:

All other things being equal, one activity is more worthwhile than
another if it:

* Permits students to make informed choices in carrying out
the activity and to reflect on the consequences of their
choices.

+ Assigns students active roles in the learning situation rather
than passive ones.

* Asks students to engage in inquiry into ideas, application of
intellectual processes or current problems, or to examine
them in a new setting.

* Recognizes completion of the activity may be accomplished
successfully by students at several different levels of ability.

* Involves students and teachers in risk-taking.

This implies to us the kinds of standards that embrace the sorts of
learning that drama and theatre education promote and that lie at the
heart of good practice and, incidentally, good citizenship.

However, it's all very well for us to prate on about the good things
that may accrue through effectively taught drama/theatre education,
but we have to accept the fact that many of pre-service teachers have
little of our experience in the discipline. How can they begin to talk
about (let alone meet and exceed) standards if they have no
understanding of the knowledge, skills and understandings being
assessed? With all the good research on the power of the arts to
enhance learning, it's a bit depressing to face this truth. It does leave
us wondering if a discussion on the matter of standards and how they
may be applied to classrooms of learners isn't just a little premature
when we have yet to put into place that critical mass of competent and
confident teachers of the arts.
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	Contributing to reader madness, I have digressed from definitions of evaluation to describing the context for any definition. Let me now distinguish the boundary between assessment and accountability. It is accountability that the public wants from the schools. The public wants to know how priorities are established, they want data on the success of those priorities, and they want the consequences (rewards and punishments) for students and teachers to relate to the schools’ priorities. The accountability mo
	that emphasize the superficial or exotic such as clothing styles, food, holiday, religious observances, leisure activities, rituals, and other customs (Rochester, 2003, 45). Rochester states: “More often than not, such features are stressed mainly to provide a sense of difference and to ‘celebrate diversity’ without much context to give them real meaning. To understand a culture, the curriculum must be designed to explain linkages among family structure, kinship grouping, language, technology, religion, art
	Schwandt suggests that accountability is a technical and contractual notion; responsibility in education is a moral notion (Schwandt, 2003, 362). What we want in the arts is responsibility. As an aside, I enjoyed a recent ruling by a North Carolina judge that the state is responsible (accountable) for poor student performance -- not the students, teachers, or schools. When education was truly a local enterprise, the schools and teachers were accountable to the local school board and to the community. The da
	students displayed only superficial knowledge at the annual PTA meeting but with no understanding. Mann ruled that, as a consequence, Boston was to receive no further support from the state unless the teaching was improved (Parsons, Howe, and Neale, 1845). Mann’s ideas for assessment were put into place in 1845 and 1846, but abandoned in 1847 because the results were never used (Black and Kline, 2002, 224). In the more than 150 years since Horace Mann, school districts have grown even larger, the state has 
	 
	 
	THE REFORM MOVEMENT AND THE CURRICULUM 
	Reform 
	There are many individuals and groups who wish to “help” establish the school’s priorities and here everything is in play: policy, politics, editorials, set pieces, business, random research reports, books, professional organizations, and journal articles. The reform movement may have been initiated over a concern for student learning and the welfare of kids but today the overriding concern is control of the schools, primarily through controlling the curriculum and testing. Charter schools, vouchers, and ho
	evaluations are accumulating on each of these, documenting their relative effectiveness, and it may be important to know the priority of the arts in each program and for each player. 
	 
	Standards 
	National standards are the anchors in the reform movement with advocates for change (or control) arguing from published standards. The standards have been challenged in many subjects and subsequently revised, but the standards in the arts have not even been seriously debated. One guess is because those standards are both broad and vague, do little more than describe desired experiences, and can be ignored. The arts standards are not standards; rather they provide broad aims from which teachers (and students
	 
	Curriculum 
	Experience and observation indicate that there are two distinct 
	curricula in music and in drama, one in “required” education and a separate one for “elective” education, each “requiring” its own standards. Without clarity about the curriculum, the fuzzy border of what content belongs in the discipline of music or theatre will prevent any valid progress. The division between required and elective goals is not one of grade level although in practice this tends to be the case. Teaching required music and theatre, at any level, requires competencies not required in elective
	The New York Times on October 9th, 2003, interviewed Stephanie Blyth, a star mezzo soprano in the opera world who obtained a music education degree at the Crane School of Music in Potsdam, New York, one of the better institutions for music education in the United States. Not until her practicing teaching experience in elementary school music did she realize that she was ill-equipped and unsuited for success in that field. (She reports that for the following semester she majored in marijuana, [Smith, 2003, 5
	and aesthetics to the arts curriculum. DBAE did broaden the curriculum in many schools although it is not found as a K-12 “program” in most schools. In high school, production reigns supreme. The teaching of dance is so rudimentary that it is difficult to surmise whether the public would be accepting of it as an art in the definition of a well-rounded education. 
	Given their history, the fuzzy boundaries and fuzzy content of courses in the four art forms is not surprising. Visual arts and music both began in the Boston Public Schools early in the 19th century. Visual arts preceded music because the ability to draw accurately was a necessity in building America in the industrial age. Music was justified as a required subject because of its health benefits and the hidden good of improving congregational singing in Boston’s Protestant churches. Secondary arts have been
	Research by Achinstein working with 37 experienced teacher induction leaders confirmed that new teachers did not know much about assessment; only 35% could align curriculum and standards, 24% knew about reflection and 38% knew how to use assessment to guide their own growth (Achinstein, 2003, 1496). In a charter school in California experimenting with differential salary options for teachers, professional development is based entirely on competence in the visual arts. (In No Child Left Behind, the definitio
	 
	No Child Left Behind 
	The federal legislation that has become known as NCLB (No Child Left Behind Act of 2001, Public Law Number 107-110, 2002) is both a political and an accountability document. The intent to have all students at a “proficient” level in core subjects (language arts, math, and science) by 2014 is an admirable goal. Politically, its intention was not only to demonstrate President Bush’s commitment to education but to give school districts and states political “cover” from any fallout from the extensive testing re
	Educational Progress exam is to be administered periodically and Gerald Bracey argues that this requirement will mean that NAEP’s definition of proficient will be the standard, not local or state definitions (Bracey, 2003, 149). The levels established by NAEP in core subjects, however, have been found flawed by any number of groups, ranging from the General Accounting Office, to CRESST(National Center for Research on Evaluation, Standards, and Student Testing), and the National Academies of Education and Sc
	Robert Linn, in his 2003 AERA presidential address, suggests that if progress continues to be made at the same rate as in the past decade, it will be 2056 before 4th grade students will be proficient in math, 2060 for 8th graders and 2166 for high school seniors (Linn, 2003, Chicago, April 23)! There are numerous technical problems inherent in such a massive evaluation effort, and costs to school districts will go well beyond that envisioned by the legislation. 
	The levels proposed for the arts are even more arbitrary and have not been subjected to any analysis. They were established by a committee that communicated by mail and were intended to initiate a discussion in the profession on performance standards. Although performance standards are the standards of most importance, attention has been focused exclusively on content standards. It is nearly inconceivable that the arts will be tested, although advocates, recognizing that subjects to be tested are subjects t
	has had for arts instruction. 
	Classroom teachers are wailing about too much testing or testing of the wrong kinds, some of which wailing is prompted by possible consequences for the teacher or the school when comparisons are unfavorable. Neither students nor parents are opposed to today’s testing mentality as indicated by the PDK/Gallup Poll (2002) and interviews with students. Sixty-seven percent support annual testing of all students in grades 3-8 and 68 percent favor use of a single national test (PDK 2002 poll). Only 30 percent beli
	 
	College 
	College teachers often model the behavior expected of their graduates—the student works in the chemistry laboratory alongside a professional chemist; the drama teacher directs plays; the applied music teacher performs in public; and the teacher educator is expected to be an inspiration in the classroom. Unfortunately, teaching expertise does not distinguish, the faculty in the college of education, because excellent teaching is found across the campus. 
	Pertinent to this article is the absence of evaluation in American colleges. Evaluation essentially began at the college level in 1985 (Banta 2002, p 1). Of course, college programs have been approved by professional organizations and professors have given mid-semester 
	and final exams, but college administrators have not employed any mechanism to determine what students have learned as a result of their college majors, how any learning compares with what should have been learned, or what is being learned at comparable institutions. The primary concern has been with quantitative data on drop-outs, transfers, and job placement. Based upon a 1998 survey and returns from 1393 institutions, 78 percent of those institutions admitted to giving no attention to learning outcomes (
	 
	Assessment 
	A reasonably thorough analysis of educational issues in 2004, with special attention to the extensive clamor about assessment results is that summative assessment is important in the arts but not a high priority. Contests, public performances and exhibitions are an important element in arts education and serve a comparable purpose to the Cincinnati Symphony Orchestra’s annual tour to New York City and the accompanying New York Times review. Performance standards in each of the arts are being “globalized” an
	 
	Formative Evaluation 
	The primary concern of every teacher is to provide feedback to 
	students on daily and weekly objectives. The teacher must also keep records. Without documentation even on oral feedback, the teacher (and student) has limited data upon which to individualize instruction and develop improvement strategies. Feedback consists of in-class questions and comments as well as group measures that include written exercises, projects, performances, auditions, and more. Every kind of assessment can be valuable to teaching and learning. A major drawback is that evaluation requires tim
	Teachers learn about helpful assessment strategies through coursework, professional development, and experience. Unfortunately, our knowledge of the role of learning styles, and even how students learn, remains limited. Nevertheless, this paper, will conclude with a few ideas that have proven successful that reflect what we tentatively know about teaching and learning. First, almost no empirical research exists to support the idea that authentic assessment, self-assessment, or peer assessment is more intrin
	Assessment is not a new topic in the arts; one model is the individual music lesson where the student receives a clear assignment of what is to be accomplished and demonstrates the results of practicing at the next lesson. At this lesson, immediate feedback is provided whenever the teacher believes that an improvement is possible. Often this feedback is accompanied by modeling on the part of the teacher. A similar model is found in theatre and dance. Similarly, visual arts at both the elementary and seconda
	identify anything that might interfere with exemplary performance. Rehearsals with dance, theatre, and music groups—including at the Metropolitan Opera—are marked by a well-integrated assessment process, in these cases evaluation dictating instruction. With amateurs, the order is likely reversed: instruction comes first, with the student involved in trial and error and then receiving feedback. Some coaches, instructors, and directors are more adept than others -- indicating the need for both instruction and
	Fair assessments increase student self-esteem because self-esteem is earned, not given by the teacher. Beran suggests that today’s public school systems shrink from giving students the constant challenge required to move to higher levels of mastery and insight. He believes that “accommodating” to inner city kids (or anyone disadvantaged) results in a loss of self-esteem and respect. “The dumbing down of the curriculum, the unwillingness to make kids learn a body of knowledge and develop basic skills through
	Self-evaluation is to be encouraged but, again, it is overrated. There would be less need for coaches and directors (with professional artists) if self-evaluation were easy and did not interfere with further learning. Hewitt, working in music, found self-evaluation effective only 
	for improving intonation (Hewitt, 2002, 226). With self-assessment, students tend to focus on how hard they worked and how far they have come. If the student is initially deficient, a difficulty arises between providing a reward for progress and challenging the student so that the deficiency does not continue. 
	Evaluation in the arts is far more complex than in other subjects due to instruction out of school and the influence of the student’s immediate and peer culture. The task is likely to become more complex if the present fuzzy definitions of arts education are expanded further. Visual arts has, for some time, included museum education; with 16,000 museums in the US, and the number of visitors to museums exceeding that of all sporting events combined, separating in and out-of-school learning is complex (Paris,
	Any use of evaluation will find resistance among some arts educators who desire the status quo and do not want to risk failure. These individuals have an established power arrangement within the school and any change in resources is a threat. They prefer vague objectives and vague assessments (Taut and Brauns, 2003, 255). 
	Assessment has more impact on learning when the objectives are clear to both student and teacher. Thus, it is important to establish who defines the norms of the discipline and the criteria for setting performance levels. The voluntary national standards do not provide this clarity, and the professional organizations have not initiated the discussion necessary for setting norms. Lacking norms, outcomes presently differ vastly from school to school. Present arguments over what is quality instructional materi
	The teacher needs to understand that students come to arts classes with ideas about the relationship between talent and effort. 
	Today’s population is about evenly divided on the importance of each. The youngest students attribute success more to effort than do students above the age of nine or 10. Dweck classifies students as having (1) an entity or fixed theory about ability or (2) basing their learning on an incremental theory, by which she means that ability is malleable. (Dweck, 1999, 20). Weeden, Winger, and Broadfoot (2002) use the term helpless and mastery children. Helpless students are those who are motivated by the desire 
	Assessment criteria must be in language understood by the students and language that indicates the fairness of any assessment. A teacher can prepare for an assessment but has little control over the results, and it is the results that have the most impact on learning. Interpreting the results for students, parents, and school administers is complex, but this is an area where instruction is available, and it must become part of professional development and teacher education in the arts. It is known that youn
	Before assessment can be helpful, the curriculum must be aligned with expected standards and with the projected assessment. Core subjects have research data on various strategies for aligning, e.g. Survey of Enacted Curriculum and Council for Basic Education ( Bhola, Impara, Buckendahl, 2003, 22.). Where no curriculum exists or is followed, however, the arts are unready to employ the complex assessment strategies found in education journals. For example, in visual arts, Charles Dorn attempted to teach teach
	that the teachers used their intuitive knowledge in arriving at reliabilities of .345 and .442 after training. Such low reliability indicates the difficulty of arts assessment. Rubrics are best used in summative evaluation, and they need to be established (descriptions written) after competent judges have evaluated work and placed the works in the suggested number of categories. Rubrics are also not generalizable, applying primarily to one population at a time. 
	Teachers need to be told, and often, that the focus of arts assessment is in the classroom, by the teacher, and that the external assessments produced by today’s testing madness do not apply. State tests and the national assessment are not models for classroom testing, but just the opposite, for they do not provide immediate feedback, are not written in student language, and are not aligned with the instruction that has been conducted. Most arts classes have few routines and limited stability and might requ
	Portfolios cannot be compared within a class or against any standard and hence have limited use. Colleges that have tried them have found them ineffective measures at the end of a course with possibly more value where they can be continued over several semesters and several courses (Palomba, 2002, 210). Observation does not tell us why things do or do not happen, thus, its diagnostic value is limited although it remains important for instruction and other roles in assessment. We need definitions not only of
	Much more can be said; every assessment tool has potential and limitations. These remarks offer only a partial listing of what needs to be considered in a course in evaluation for all teachers in the arts. Evaluation requires understanding and time; when evaluation is employed as a Shock and Awe experience rather than part of daily learning, more negative than positive learning will take place. 
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	ABSTRACT 
	Many music teachers consider improvisation to be a creative musical activity, without questioning whether student improvisations are really “creative.” Others claim that improvisation skill is not dependent on creativity, and suggest that while anyone can create a solo, that solo may or may not be “creative.” No significant correlations were found between the improvisations of college jazz singers and their Torrance Tests of Creative Thinking scores, yet musical creativity emerged as a factor. This factor a
	 
	 
	 
	Many music teachers consider improvisation to be a creative musical activity, without questioning whether student improvisations are really “creative.” Others claim that improvisation skill is not at all dependent 
	on creativity, and suggest that while anyone can create a solo, that solo may or may not be “creative.” To complicate matters further, teachers are feeling the pressure to teach improvisation because of state and national mandates, yet they lack the background, because their own training did not involve improvisation. They end up seeking out teaching materials and methods that promise to enhance students’ creative skills, and they hope for the best. But what exactly is “creativity”? And if teachers cannot i
	Let us examine, first, some characteristics of creative thinking, followed by teacher attitudes toward the improvisation standards as stated in The National Standards for Arts Education (1994), and finally, a model for teaching improvisation in the style of vocal jazz. 
	Creative thinking has traditionally been described as divergent thinking, characterized by fluent, flexible, original, and elaborated thoughts. The standard measure for general creativity, the Torrance Tests of Creative Thinking (TTCT, 1974/1990), has been criticized in favor of more recent theories of creativity and its assessment. Among the most popular are Amabile’s consensual assessment by experts (1982), as well as those illustrated by Gardner in Creating Minds (1993) and by Csikszentmihalyi in Creativ
	Similarly, in my own research with “expert” vocal music teachers, there was little agreement on how they described a “creative” jazz improvisation solo. While some used terms that resonate with divergent thinking, such as “imaginative, free” and “making it your own voice,” others aligned more with convergent thinking characteristics including “knowledge of correct jazz scales and chords” and “knowledge of jazz style.” Still others described a creative improvisation as one sung with “confidence and convictio
	If we look to those such as Csikszentmihalyi and Gardner to provide valuable insights into the nature of creative thinking, we find that their focus is not on creativity “with a small c” (Csikszentmihalyi, 
	1996, p.8), but on the minds of creative giants who have changed the culture of their particular domain. Their focus may not be helpful to teachers who are concerned with enhancing the creative potential of novice improvisers. 
	Despite the criticisms against the Torrance Tests of Creative Thinking (TTCT, 1990), it has been widely used (Davis, 1983), and its reliability and validity are well documented in the test manual. The TTCT assesses general creativity by measuring verbal or figural fluency, flexibility, elaboration, and originality. I examined relationships between general creativity (TTCT) and improvisational skill of college level jazz singers (Madura, 1991 &1996) and found no significant correlations. This was particularl
	Despite the almost nil correlation between general creativity and improvisation skill, factor analysis did tend to group the flexibility, originality and elaboration items into one factor. Flexibility (or variety) in vocal range, tone quality, and dynamics dominated this factor but also included were flexibility, originality, and elaboration of rhythmic and tonal ideas (Madura, 1992). These divergent/creative thinking characteristics do appear to comprise an aspect of musical improvisation which would be ex
	Startlingly, however, this divergent/creative thinking factor accounted for only 6% of the explained variance strongly suggesting that an effective jazz improvisation solo is not primarily a creative thinking activity. Jazz rhythmic feel (Factor 1) explained 66%, and tonal language (Factor 2) accounted for an additional 8%. So, although an impressive 80% of the variance of vocal jazz improvisation achievement was explained by these three factors, the creative thinking factor meant little (only 6%) to an eff
	Although many music teachers think of improvisation solely as a creative activity, performance practice from around the world shows that this is not so. Improvisation in Western classical music, as well as in other art musics of the world, such as Indian and Persian, requires that a vast repertoire of stylistically appropriate rhythmic, melodic, and 
	harmonic patterns be internalized. The language of a musical style is usually learned through years of extensive listening, imitation, practice, and study. In fact, Csikszentmihalyi (1996) and Gardner (1993) both agree that at least a decade of study in a domain is required before one can make a truly “Creative” (with at large “c”) contribution. 
	I do not mean to imply that our students cannot be creative in the arts without several years of training. As aspects of a musical style become internalized and automatic, the student can be guided to manipulate those in improvisation. A balance must be achieved between learning the rules of that style (convergent thinking) and having numerous opportunities to “play” with those ideas by varying, combining, and developing them; synthesizing them into something new; or even relaxing all restrictions to encour
	Unfortunately, studies have suggested that schools stifle musical originality, and that musical experiences outside school are often the main motivators for creativity (Auh, 1995; Kinney, 1990; Csikszentmihalyi, 1996.) Traditional training has placed little value on improvisation and more on note reading and performing written musical works. With the advent of the National Standards for Arts Education (1994), all students in grades K-12 are now expected to learn to improvise and in very specific and ambitio
	Research on musicians’ abilities to teach improvisation according to the National Standards indicates that they are neither prepared nor confident (Wollenzien, 1999; Kirkland, 1996; Jorgensen, 1997; Riveire, 1997.) In a survey I administered to attendees at my vocal jazz conference sessions in 1998, teachers indicated that they felt moderately confident to teach basic improvisation at the elementary school level, but became increasingly insecure with the more advanced improvisation national standards recomm
	I continued to survey music teachers during my summer 2000 workshops. When asked, “How confident are you in your present ability 
	to improvise jazz?” the mean was 1.8 on a scale from 1 (low) to 4 (high). When asked, “How interested are you in learning to become a better jazz improviser?” the mean was 3.5 out of 4. They also indicated an interest in learning to improvise in the following styles: Classical, world, African, Latin, Gospel, atonal, contemporary, popular, Armenian, Irish, Cajun, and folk. It is clear that the lack of improvisation practice is not for lack of interest but rather for lack of training. 
	Using the exact wording from the National Standards, teachers were asked, “How confident are you in your ability to teach students to improvise original melodies over given chord progressions?” The mean was 1.8 for jazz and 2.2 for a style other than jazz. When asked, “How confident are you in your ability to teach students to improvise harmonizing parts in jazz style?” the mean was 1.65, and in a style other than jazz, 1.85. It is apparent that teachers are minimally confident in their ability to teach imp
	No matter what style of improvisation is to be learned, both convergent and divergent thinking are at play. Without the internalized rules of a musical style, divergent production often sounds out of context. This is frequently heard when a novice jazz singer scats but is obviously unaware of the chord progression and the jazz tonal language. 
	I propose a model for teaching improvisation. This model organizes the predictors of improvisation achievement (Madura, 1996) into convergent (rule-following) and divergent (freeing) thinking experiences. 
	 
	Instrument/Voice Lessons (convergent): Musical ideas cannot be fully expressed without technical control of one’s instrument/voice. Because technical limits can stunt creative growth, ongoing study with a teacher and a commitment to practice are essential. 
	 
	Listening and Accurate Imitation of Models (convergent): This step is paramount in the internalization of any style and should be structured to include rhythmic exercises first, followed by melodic and harmonic. Jazz ear-training methods are available for this purpose. Also invaluable is the exercise of learning and transcribing jazz master solos from recordings. There is no substitute for immersion in the listening (both live and to recordings) and accurate imitating for effective improvisation in any styl
	when the student is young. 
	 
	Call and Varied Response (divergent): While students are learning a particular style’s language through the call and imitated response activities of the previous step, they should also be encouraged to create varied, original, and elaborated responses while keeping some aspect of the call similar. This will simultaneously reinforce both the value of rule-following and the freedom of rule-breaking. 
	 
	Study of Theoretical Materials (convergent): Because of the plethora of sub-styles that have developed within jazz, learning through listening and imitating alone is no longer sufficient. Cognitive understanding of jazz theory and its notation make learning more efficient and can be gained through formal study. 
	 
	Performed Improvisations (divergent): It is a fact that scheduled performances motivate musicians to practice. The same is true for improvisation learning. Teachers should feature short improvisations (or memorized transcriptions) by all students in every concert or final class project. 
	 
	Self-Assessment and Expert Assessment of Improvisations (convergent and divergent): At each stage of the model, self-assessment of tape-recorded improvisations, as well as expert/teacher feedback, should occur. Besides attention to stylistic appropriateness, divergent thinking questions might include: What musical aspects could be varied or developed to make it more interesting? What could be added or deleted to create more drama or suspense? Did you enjoy the experience? If not, what could you do to make t
	 
	Flexible Environment (divergent): It goes without saying that this model requires a music classroom that is safe and encouraging for improvisation attempts, but it must be kept in mind that an unchanging environment will eventually result in rigid responses. In order to challenge students to adapt to new and unexpected musical situations and thus achieve higher levels of improvisation skill, open and variable environments should be sought out (Koestler, 1964). Providing students with ample opportunities to 
	improvisation clinics, festivals, and conferences is vital. 
	 
	Not included in this model is any reference to the individual personality. As teachers, we want to be able to enhance the creative thinking skills of all students, not only those we consider talented. One major factor that will influence the quality of their creative efforts is their motivation to improvise. Therefore, it is essential that teachers seek out a variety of the very best musical models to inspire their students. 
	Improvisation is a skill that most musicians wish they had in order to free themselves from the tyranny of the written page. Motivated in large part by the National Standards, music teachers are struggling to address both the lack of improvisation in their own training and the need for instruction for their students. Many are under the false impression that an “anything goes” philosophy is valid for creative improvisation attempts, or that improvisation skill is a simply a gift and not a result of “long ard
	There are no short cuts to learning to improvise creatively, but following a model such as this can produce positive results. After teaching a five-day intensive vocal jazz workshop for teachers (n=12), I compared pre- and post-workshop scores and found that their confidence in their ability to improvise jazz increased 40% and their ability to teach students to improvise original melodies over given chord progressions increased 57%. 
	Despite claims that “improvisation cannot be taught,” it is hoped that this model will give teachers a tangible tool to assist in designing experiences to enhance the creative improvisation potential of their students. It is also my hope that two opposing myths might begin to be dispelled: that “anything goes” in improvisation and that it is a mysterious gift bestowed upon only a talented few. These mind-sets inadvertently permit an easy way out of the dedication and “long arduous striving” on which creativ
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	ABSTRACT 
	This paper examines my past and present experiments with assessment as a vehicle for learning for both teachers and students. Initially, the assessment experiments grew from two directions: the need to create clear standards for students and the need to find a stronger structure for a student-centered, project-based curriculum. These needs led to a study of the assessment techniques developed by Harvard’s Graduate School of Education’s Project Zero, as well as a series of consultations with Heidi Andrade, o
	clearer understanding of class standards, became more aware of their own strengths and weaknesses, and took more responsibility for setting and reaching higher goals in their work. An additional and unexpected benefit for me, as teacher, was the precise reframing of the class content material that became evident with the helpful magnifying lens of the assessment tools. Thus, what started out to be a simple search for standards and structures quickly evolved into a method by which I was able to articulate to
	 
	 
	 
	When asked for feedback on the process of building and using a rubric in class, one student commented, “Unfortunately, I have never had a good experience with rubrics. It has always limited me because it becomes a physical manifestation of the right way. As an artist, I have continuously and consciously tried to steer away from the rubric.”1 His reluctance to engage in a process that at first glance seems constrictive shows the basic mistrust some artists feel toward definitions of any type and points to th
	1 See Andrade (1991, pp. 91-99) for an excellent introduction to the use of rubrics. 
	1 See Andrade (1991, pp. 91-99) for an excellent introduction to the use of rubrics. 

	I have always strongly believed that a project-based class, where the teacher acts as a coach/guide for student-centered problem solving and peer review, provides an ideal vehicle for arts education. To this end, over the past seven years, in addition to the more traditional classes in acting and choreography that I teach, I have been developing a curriculum referred to as “COW,” short for Creating 
	Original Work, that is based solely on project-based work. Here, the student chooses the media to be used, sets the problem/goal, creates the steps to solve the problem, presents the results, reworks the presentation after receiving feedback, and presents a final version of the project. In the process of developing this curriculum, I realized how important students’ ability to self-assess is in their educational process, and how a stronger structure for self-assessment, in both a project-based class and in 
	In project-based classes, the student’s ability to self-assess as well as offer non-judgmental assessments of peer work in class discussions is an especially important part of the set of skills being taught. The importance of student self-assessment as an integral part of the learning process in this context is clearly delineated in John Dewey’s 1916 classic work, Democracy and Education: 
	 
	Thinking is the method of an educative experience. The essentials of method are therefore identical with the essentials of reflection. They are first that the pupil have a genuine situation of experience—that there be a continuous activity in which he is interested for its own sake; secondly, that a genuine problem develop within this situation as a stimulus to thought; third, that he possess the information and make the observations needed to deal with it; fourth, that suggested solutions occur to him whic
	 
	One current student describes her experience: “Part of the beauty of this process is the level of self-discipline involved. You are responsible for giving back to yourself, for rehearsing yourself, for listening and not disclaiming yourself, and ultimately, you have a chance not only to formulate rehearsal procedures and strong work habits, but you will have a final product that reflects these elements.” 
	It is pivotal for students to practice taking responsibility for their work process if they are to continue productive work cycles beyond the years spent within the supportive structure of an educational framework. Developing that responsibility begins with the skill to form a challenging question that can fuel the creative process. In their 
	publication, Teaching Through Projects, researchers at Harvard’s Project Zero outline the successful use of a project-based curriculum developed for an after-school program that served lower grade school students. Their ideas for structuring project work with a problem-solving framework and the use of ongoing assessment techniques are equally applicable to university level coursework. The authors offer this advice about setting goals, which they consider to be one of the first steps in basic self-assessment
	 
	The kind of sustained work required by relatively long-term endeavors like projects requires that students understand what they are working toward and what they will need to do to get there. Because project work is unfamiliar to many students, the goals of a project and the steps involved in reaching them need to be made explicit from the start (Goodrich, Hatch, Wiatrowski, & Unger, 1995, p.8). 
	 
	The authors outline a framework for creating and problem solving projects and encourage further reflection after the completion of the work, so the student can take note of how to make improvements with the next project. 
	Because the framework outlined by the Project Zero researchers mirrored the structure of the project-based course I had been developing myself for several years at the university level, their work encouraged me to further articulate the goals I had set for that curriculum. In general, I felt that my expectations of students and the overall goals for each class could be better articulated. 
	Soon thereafter, an additional factor pointed to the need for a more formalized method of assessment. The school administration expressed concern that the grade-spread throughout the studio was concentrated too much at the high end; a higher level of accountability was required for measuring the standards for grading. 
	These two factors, the desire to more clearly outline the goals of the coursework and the need to set clearer standards for grading, led ultimately to a study of the creation and use of rubrics. With the help of Heidi Andrade, a Project Zero researcher and one of the authors of Teaching Through Projects, I began to implement rubrics as an integrated learning tool into each of my classes. 
	In the spring semester of 2002, separate rubrics were co-created 
	with each section of two university level courses: Choreography for Directors (a required course for second-year directing students) and Creating Original Work (C.O.W.) (a project-based elective for second-year students and an elective or track requirement for third- and fourth-year students). The classes were taught at the Playwrights Horizons Theater School under the auspices of NYU’s Tisch School of the Arts Undergraduate Drama Department where I have been teaching since 1985. Figures 1-5 contain the rub
	 
	Figure 1.  Choreography rubric, section 1, Spring 2002 
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	Figure 2.  Choreography rubric, section 2, Spring 2002 
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	Figure 3.  Choreography rubric, section 3, Spring 2002 
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	Figure 4.  Rubric, Creating Original Work, section 1, Spring 2002 
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	Figure 5.  Rubric, Creating Original Work, section 2, Spring 2002 
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	Although the list of criteria was similar from class to class, the variations and separate descriptions used in each class reflected the individual class discussions that were an important part of the process. As the students voiced their opinions and negotiated the details of the rubric to capture their joint vision on paper, they assumed more responsibility for their work and, in doing so, made their peers equally accountable for the standards being set. For example, the ability to work well with people i
	The rubrics were also helpful to me as a teacher, as they soon became a basis for discussion during individual student conferences at mid-term. The rubrics were used to identify specific areas where students needed help and to discuss what steps might be taken to address those problems. To facilitate this process, the student mapped out his/her position within the various levels of each criterion, and we would discuss ways in which the student could work toward a better understanding or application of the m
	 
	 
	 
	 
	 
	 
	  
	Figure 6.  Combined rubric, Choreography, Spring 2002 
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	After this first semester of rubric use, some of the benefits being sought, such as clearer standards for grading and better goal-setting, were immediately apparent. The rubrics clearly outlined the expectations of each aspect of the class, from levels of participation in class discussions to how and in what way students would collaborate on assignments. Students responded very positively to the process of laying out specific criteria that would be used in grading their work. In response to this, one studen
	The process of creating rubrics with the classes and using them for mid-term conferences and final evaluations was repeated in the following fall semester with incoming students who were new to the process (see Figures 7-10). Because the classes involved were year-long courses, the rubrics were carried over in the spring semester, re-evaluated, and modified. 
	In re-evaluating the rubrics, the content of the course was viewed in greater detail. Here, the choreography rubric posed a particular challenge to me as teacher. In the choreography class, unlike in the C.O.W. class, when the initial criteria of the rubrics were developed with the students, important content aspects of the course had not been fully articulated. At that time, with students who had little working knowledge or vocabulary of the material to be covered in the class, this seemed an impossible ta
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	  
	Figure 7.  Choreography rubric, section 1, Fall 2002 
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	Figure 8.  Choreography rubric, section 2, Fall 2002 
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	Figure 9.  Choreography rubric, section 3, 2002 
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	Figure 10.  Rubric, Creating Original Work, Fall 2002 
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	Therefore, in the second semester, as the students understood the nature of the rubric and the course tools, I was able to elucidate the course content at a more detailed level and created a second, advanced, instructor-driven rubric based on the rubric used during the first semester. Thus, the students were given a two-page modified rubric that included a breakdown of the choreographic tools on the second page (see Figure 11). This exercise revealed the benefit of using the rubric to elucidate course conte
	Tracing steps from a sophisticated use of each tool to its fundamental source made it easy to identify the skills needed to apply each tool at different levels and pinpoint the way in which each tool is based in physical perception. Having identified the source, the entry point for the student was clearer. For example, the basic source of rhythm is the ability to hear and follow a pulse in text or music or, even more fundamentally, to be conscious of the rhythm of a breath. From that point, the tool of rhyt
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Figure 11.  Combined rubric, Choreography, Spring 2003 
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	Figure 11.  Combined rubric, Choreography, Spring 2003 (Continued) 
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	The newly created rubric provided a tangible outline that made it easier for students to grasp the seemingly intangible concepts of physical training. Dance educator Margaret H’Doubler, in her book Dance: A Creative Art Experience, stresses the importance of sense perception as the source of more complex movement concepts. She closes the chapter entitled “Form and Content” with the following assertion: 
	 
	In building from the simple, immature beginnings to more finished art results, we must not lose sight of the importance of the elementary, sensorial type of human response. …It is necessary, through the conditioning processes of education and training, to lead away from it and beyond it, but we must keep in mind that it is a physiological necessity and that it remains the indispensable source upon which later art developments depend (H’Doubler, 1940, p.130). 
	 
	The unpacked rubric helped students understand and work with subtle ideas such as this. 
	 With the use of the modified choreography rubric over the course of the spring semester, the students’ skills showed marked improvement. Not only did their conscious use of choreographic vocabulary in class discussions increase, but the students were more aware of when and how tools were being applied in class assignments. They began to integrate choreographic concepts with their process as directors and saw more purpose in developing their own level of physical awareness. A number of directors began to us
	In this second year of experimenting with assessment, the Creating Original Work class also benefited in many ways from the use of rubrics (see Figure 12). Here, the benefits came as less of a surprise to me as I was more aware of how integral self-assessment is to project-based work. The category “Process” evolved into a very detailed criterion that held specific advice about possible future pitfalls when it was unpacked. “Physical Support,” a category unique to this class, allowed students to place value 
	 
	 
	Figure 12.  Rubric, Creating Original Work, Spring 2003 
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	The rubric work significantly raised the standards of the class, not only from the point of view of project content, but also from the point of view of identifying modes of ethically responsible behavior. The students invested more time in their projects, worked more consistently to problem solve their ideas, and held each other accountable for the atmosphere of the class. In addition, creating a rubric became a vehicle for students with project experience to share what they had learned with incoming studen
	As the long-term goals of the class became clearer, students gained a better understanding of how to build on what they had learned from one project to the next. Because they could articulate for themselves what it was they were working on, they looked forward to the possibility of improvement with the next project, and, therefore, were better able to set more challenging goals for future projects. The assessment tools were teaching the students how to track their own progress in an articulate and responsib
	In the past three years, since the idea of assessment was first introduced to the C.O.W. class, the class expanded from one section to two, and in the last year it became an alternative track, or major area of study in which a student can continue and extend project work through the second, third, and fourth years of study. Originally, C.O.W. projects were limited to a ten-minute solo work. Students now have the option of extending their projects to include a larger number of cast members and an extended le
	 
	 
	 
	 
	 
	 
	 
	 
	 
	  
	As the number of projects increased among the third- and fourth-year C.O.W. students, I was able to implement two other assessment techniques. Drawing on the work of Steven Seidel, current director of Project Zero, I decided to put in place a mid-term collaborative assessment panel.2 The panel consisted of four professionals from theater-related fields including design, choreography, and directing, who viewed third- and fourth-year C.O.W. works-in-progress and offered feedback to the project creators. A stu
	2 Steven Seidel has written extensively on the subject of collaborative assessment. His working paper “Collaborative Assessment Conferences for the Consideration of Project Work” describes this technique and, in particular, gives excellent guidelines for panel members to follow in their discussion of the work (1991, p. 7). 
	2 Steven Seidel has written extensively on the subject of collaborative assessment. His working paper “Collaborative Assessment Conferences for the Consideration of Project Work” describes this technique and, in particular, gives excellent guidelines for panel members to follow in their discussion of the work (1991, p. 7). 
	3 See Gardner (1990, Table 2, p.i) for a concise outline of this technique 

	A second new assessment tool, the use of process-folios, was also included in the C.O.W. classes as part of the mid-term and final evaluations. Based on the work of Howard Gardner, founder of Project Zero, the process-folios were aimed at allowing students to share the process of creating their projects in greater detail.3 The associated work took the form of a variety of media. In one case, a student shared a drawing he had made of the inner life of the character he was working on (see Figure 13). The fina
	In another case, a student with a more cinematic approach shared the storyboard that outlined his solo project (see Figure 14). His project ultimately incorporated video work with live-spoken text. Students have become more inclusive in their own view of what feeds their process, a critical awareness in learning to move the creation of a project forward. 
	Having invested a good deal of time, both in and out of the classroom, in the creation and investigation of assessment techniques over the last several years, it is clear that the return has been well 
	worth the effort. In all, the benefits derived from the assessment experiments for both teacher and students were more far reaching in scope than I had ever imagined when I first set out to establish clear standards for evaluating student work. Although the use of rubrics, a collaborative assessment panel, and process-folios did not totally resolve the inherent conflict of grading a creative process, these assessment tools created an environment in which the creative process and accountability mutually flou
	  
	 
	Figure 13.  Drawing by Michael Newman. Used by permission. 
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	Figure 14.  Storyboard by Dylan Dawson. Used by permission. 
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	In closing, I would point out that, not surprisingly, problems remain that point to the need for further investigations—the first being the influence of student grade-consciousness on the rubric process. At the end of the semester, when final evaluations were due, knowing that the more detailed rubric was also a grading instrument inhibited some students from mapping their position among the criteria in an honest way. One student who was taking the choreography class as a required course commented that, “As
	Honest self-evaluation became an important issue because the higher learning values of the rubric process itself seemed endangered without it. Class discussions ensued about whether or not realistic self-assessment should be considered a new criterion. Here was my argument: Because the teacher is conceivably in the position of seeing the progress in a student or lack thereof and can judge whether or not a student is being realistic about their work, the student who marked the highest level of each descripti
	“You really have to do some honest soul-searching to provide honest answers, which (I think) is an important thing to do”, reacted one student, while another added, “…after being released by the freedom of no wrong if honest—the [rubric] exercise is very revealing.” It was important to make honesty a value to be considered. . . It seemed a new criterion was in the making. As that was the final day of class, it was obvious the discussion would continue with the creation of a new rubric in the upcoming fall s
	integrated learning tool, it is a map filled with possibilities, fixed yet fluid, not unlike a piece of choreography. 
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	ABSTRACT 
	This paper raises three concerns:  
	1. Pedagogy. Effective drama demands a constructivist pedagogy (Wagner,1998), one built upon questions, discourse, reflection, and, if it is to be transformative, action (Brooks & Brooks, 1993). Unfortunately, most teacher education takes place within pre-service programmes and schools that practice the traditional educational model (Windschitl, 2002). When many drama/theatre teachers have little experience with a still anomalous pedagogy and can receive little knowledgeable support for their teaching, what
	1. Pedagogy. Effective drama demands a constructivist pedagogy (Wagner,1998), one built upon questions, discourse, reflection, and, if it is to be transformative, action (Brooks & Brooks, 1993). Unfortunately, most teacher education takes place within pre-service programmes and schools that practice the traditional educational model (Windschitl, 2002). When many drama/theatre teachers have little experience with a still anomalous pedagogy and can receive little knowledgeable support for their teaching, what
	1. Pedagogy. Effective drama demands a constructivist pedagogy (Wagner,1998), one built upon questions, discourse, reflection, and, if it is to be transformative, action (Brooks & Brooks, 1993). Unfortunately, most teacher education takes place within pre-service programmes and schools that practice the traditional educational model (Windschitl, 2002). When many drama/theatre teachers have little experience with a still anomalous pedagogy and can receive little knowledgeable support for their teaching, what

	2. The art form. We know of the lack of theatre experience that pre-service teachers bring with them (Miller & Saxton, 2000), and this is exacerbated by the limited courses offered in theatre/drama within generalist teacher education programmes. There are theatre requirements for entry into secondary school 
	2. The art form. We know of the lack of theatre experience that pre-service teachers bring with them (Miller & Saxton, 2000), and this is exacerbated by the limited courses offered in theatre/drama within generalist teacher education programmes. There are theatre requirements for entry into secondary school 


	theatre/dramatic arts pre-service teacher education, but the quality and content varies significantly in depth, extent and practice, depending upon locale and the focus of the degree. Where then is the depth of knowledge and experience to support the application of standards to student work?  
	theatre/dramatic arts pre-service teacher education, but the quality and content varies significantly in depth, extent and practice, depending upon locale and the focus of the degree. Where then is the depth of knowledge and experience to support the application of standards to student work?  
	theatre/dramatic arts pre-service teacher education, but the quality and content varies significantly in depth, extent and practice, depending upon locale and the focus of the degree. Where then is the depth of knowledge and experience to support the application of standards to student work?  

	3. Standards application. Given the above, how can standards in the art form become internalized and actualized in our classrooms? 
	3. Standards application. Given the above, how can standards in the art form become internalized and actualized in our classrooms? 


	 
	 
	 
	STANDARDS 
	The root of the word, "standard", comes from the old French, estende, meaning "to extend". We like to think of this root because it changes the meaning of standards from the definition that refers to something that we can see, like a flag, or a stump of a tree (its 12th and 13th century meanings) because those are such static (and possibly accomplishable) images. The original idea of "extend" implies something that is always on the move, always stretching. Standards then become more like Charles Taylor's (1
	 
	 
	This paper examines three questions in relation to the matter of standards and assessment. The first is the question of the drama and theatre experience that pre-service teachers bring with them. 
	Many colleges and faculties of education do not ask for any arts experiences or courses as part of entrance requirements, and there are few (if any) courses required within the teacher education programs to fill in these gaps. When teachers are told that they have to teach the arts, they fall back on what they know or were perhaps exposed to--folk dances, colouring, playing percussion and putting on plays. This is certainly true for most elementary generalists in drama education (Wetterstrand, 1999; Miller 
	theatre/dramatic arts, the quality and content within the degrees vary in depth, extent and practice, depending upon the particular locales. 
	 
	 
	Our research (2000) suggests that the first three to five years of a teacher's career are focused on his/her own survival in the classroom. Add into that all-encompassing drive little or no classroom experience to fall back upon, a mixed bag of content knowledge from their pre-service education, an absence of mentors in arts education within most levels, and it becomes clear that the opportunities for developing practice leading to effective teaching are limited. In addition, for the secondary teacher, s/he
	The second question relates to pedagogy. Effective drama/theatre education demands a constructivist pedagogy (Wagner, 1998); one built upon questions, discourse, reflection, and, if it is to be transformative, action (Brooks & Brooks, 1999; Shugurensky, 2001; Shakatko & Walker, 1999). Five principles act as guides: 
	 
	• Teachers seek and value their students’ points of view. 
	• Teachers seek and value their students’ points of view. 
	• Teachers seek and value their students’ points of view. 

	• Classroom activities challenge students' suppositions. 
	• Classroom activities challenge students' suppositions. 

	• Teachers pose problems of emerging relevance. 
	• Teachers pose problems of emerging relevance. 

	• Teachers build lessons around primary concepts and "big" ideas. 
	• Teachers build lessons around primary concepts and "big" ideas. 

	• Teachers assess student learning in the context of daily teaching. 
	• Teachers assess student learning in the context of daily teaching. 


	 
	Key factors in building a constructivist-centered classroom are non-judgmental feedback, authenticity and context (Brooks & Brooks, 1999). 
	Unfortunately, most institutional learning takes place within traditional pedagogical structures: pre-service teacher education the schools and institutions and the teachers who reflect that tradition in their classrooms. The question therefore becomes, what is being valued, and how is it being assessed when drama/theatre teachers in the field have had little or no experience with that pedagogy and receive little administrative support for their teaching? 
	The third question is that of standards and how such a positive concept has been subsumed into standardization, a completely different concept and one that, for the most part, is antithetical to effectively taught programs. What do we learn when we are working inside an effective drama context? How do we hone our "crap detectors", and how do we discover what is effective and affective practice? Debra McLachlan (2001), in looking at a year-long course in devising with her senior students asked them what they
	“What do we learn when we engage in the arts” was the question central to Champions of Change (1998), a longitudinal study of some 19,000 low socio-economic status students, K-12. In every case, students who had highly enriched arts programs in school did better than students who had only some arts programming. Students who had only some arts programming did better than those students with none. Students in drama/theatre programs did better at reading and developed a stronger sense of self-identity than stu
	 
	Habits of Mind 
	• The ability to imagine new possibilities. 
	• The ability to imagine new possibilities. 
	• The ability to imagine new possibilities. 

	• The ability to develop theories that predict the consequences of actions. 
	• The ability to develop theories that predict the consequences of actions. 

	• The ability to explore relationships from multiple perspectives. 
	• The ability to explore relationships from multiple perspectives. 

	• The ability to explore ideas, meaning and emotion through 
	• The ability to explore ideas, meaning and emotion through 


	multiple forms. 
	multiple forms. 
	multiple forms. 

	• The ability to reflect upon, assess and adjust behaviour. 
	• The ability to reflect upon, assess and adjust behaviour. 

	• The ability to sustain coherent collaborative action. 
	• The ability to sustain coherent collaborative action. 

	• A generosity of spirit; that is to say, to be forgiving of mistakes through. recognizing that the process is long-term rather than immediate. 
	• A generosity of spirit; that is to say, to be forgiving of mistakes through. recognizing that the process is long-term rather than immediate. 

	• The ability to elaborate detail with infinite patience. 
	• The ability to elaborate detail with infinite patience. 


	 
	Personal Dispositions 
	• Persistence and resilience. 
	• Persistence and resilience. 
	• Persistence and resilience. 

	• Risk-taking. 
	• Risk-taking. 

	• Focus and discipline. 
	• Focus and discipline. 

	• Respect for authentic achievement; that is to say, "junk" is not easily accepted. 
	• Respect for authentic achievement; that is to say, "junk" is not easily accepted. 

	• Deep and active engagement with the arts is seen as comprehensive learning. 
	• Deep and active engagement with the arts is seen as comprehensive learning. 

	• A great sense of joy in the challenges; a delicious sense of achievement in the effective completion of the task. 
	• A great sense of joy in the challenges; a delicious sense of achievement in the effective completion of the task. 


	(Richard Deasy, 2001) 
	 
	So, to review: the knowledge and experiences of many teachers in drama/theatre education is , to put it kindly, limited. The kind of teaching that effective drama/theatre programmes require is generally not addressed in teacher education institutions. But effective teaching can lead to ways of working that do enhance learning for most students. Let us turn now to the question of standards and their accompanying standardization activities and see how they fit into what we have been discussing. 
	We are told there is a "national" problem in education for which we must find a national solution. In parentheses, we do feel that we can reflect on what has, heretofore, been an American educational discussion, as it is now in vigorous debate in the United Kingdom and Australia, as well as in Canada. This national problem, suggests Elliot Eisner (2001), leads to the use of highly rationalized procedures. Rationalization means to make logical and coherent by reorganizing in order to eliminate waste of labou
	interactions in which such things as individual differences, personal qualities, ideas, orientations and temperaments are brought into play, will have less time and attention, if for no other reason than that they complicate assessment. 
	In an article in The Guardian (Monday, July, 14, 2003), the United Nations special rapporteur on the right to education for the UN commission on human rights, suggested that the British government was in technical breach of the convention because of the current policies on testing. Such tests, noted Dr. Katarina Tomasevski , "were designed to fulfill government objectives rather than meet the needs of children." The thing which Dr. Tomasevski finds "particularly intriguing in the United Kingdom is the ideol
	Rationalization (or standardization), because it has so much to do with measurement, promotes comparison and comparisons (as we all know) can be invidious, especially when we are comparing test results that do not take into account cultural difference, instructional values or community values, teacher and/or student interests and needs. Standardization relies upon incentives that are designed by someone (or ones) other than those for whom the incentives are intended. When authority lies somewhere else, if t
	We know the results of national standardization: the curriculum is narrowed; tests come to define our priorities; certain subjects are privileged over others. Those of us who practice in the arts know which subjects are privileged, and it ain't the arts! Eisner (2001) goes on to make three points that tell us what is happening in our schools. 
	 
	• The pressure to succeed in high-stakes testing means cutting corners, dealing with schooling in ways that may interfere with principled teaching and learning. 
	• The pressure to succeed in high-stakes testing means cutting corners, dealing with schooling in ways that may interfere with principled teaching and learning. 
	• The pressure to succeed in high-stakes testing means cutting corners, dealing with schooling in ways that may interfere with principled teaching and learning. 

	• The need to succeed leads to students and teachers confining learning to just what will be needed to accomplish the test. Such things as risk-taking, exploration, speculating, hypothesizing and uncertainty; "the opportunity," as Eric Booth 
	• The need to succeed leads to students and teachers confining learning to just what will be needed to accomplish the test. Such things as risk-taking, exploration, speculating, hypothesizing and uncertainty; "the opportunity," as Eric Booth 


	(1998) puts it, 'to not know things for a while"-- these are activities that have little or no place in the test-driven classroom. As a result, 
	(1998) puts it, 'to not know things for a while"-- these are activities that have little or no place in the test-driven classroom. As a result, 
	(1998) puts it, 'to not know things for a while"-- these are activities that have little or no place in the test-driven classroom. As a result, 

	• The practice of conversation is diminishing and the quality of conversation is dropping. "In the process of rationalization," writes Eisner (2001), "education has become a commodity" (p. 379, 370). 
	• The practice of conversation is diminishing and the quality of conversation is dropping. "In the process of rationalization," writes Eisner (2001), "education has become a commodity" (p. 379, 370). 


	 
	For Eisner (and for many of us, we would posit) the goal of schooling is not what students achieve in the short term but "what they do with what they learn when they can do what they want to do" That is the real measure of educational achievement. In a good education, getting it right for ourselves is the best reward. It is the process of work from which we derive our satisfaction; it is the journey more than the arrival that matters. 
	If we produce, as we are in danger of doing, a generation of young people who have lost the art of conversation, of self-motivation, who see their lives valuable only in response to some kind of extrinsic reward system which they have had no part in setting up, who have, in fact, discovered through their education that taking time to think about, to question, to fail, to move around an issue and see it from different points of view is not valued; if we allow ourselves to become teachers who no longer have t
	Scott Thompson (2001) uses the metaphor of the good and bad twins to describe the educational reform movement. Under the evil twin (aka, high-stakes, standardized, test-based reform) what gets "lost" is precisely that rich, high level teaching and learning that the "good" twin (authentic standards-based reform) aims to promote. Authentic standards-based reform is that under which "all students achieve as much of their creative, intellectual and social potential as possible. . . in a system of learning commu
	As with any research, write Raths, Pancella and Van Ness (1971), the final question is always about assessment and application: 
	 
	All other things being equal, one activity is more worthwhile than another if it: 
	 
	• Permits students to make informed choices in carrying out the activity and to reflect on the consequences of their choices.  
	• Permits students to make informed choices in carrying out the activity and to reflect on the consequences of their choices.  
	• Permits students to make informed choices in carrying out the activity and to reflect on the consequences of their choices.  

	• Assigns students active roles in the learning situation rather than passive ones. 
	• Assigns students active roles in the learning situation rather than passive ones. 

	• Asks students to engage in inquiry into ideas, application of intellectual processes or current problems, or to examine them in a new setting. 
	• Asks students to engage in inquiry into ideas, application of intellectual processes or current problems, or to examine them in a new setting. 

	• Recognizes completion of the activity may be accomplished successfully by students at several different levels of ability. 
	• Recognizes completion of the activity may be accomplished successfully by students at several different levels of ability. 

	• Involves students and teachers in risk-taking. 
	• Involves students and teachers in risk-taking. 


	 
	This implies to us the kinds of standards that embrace the sorts of learning that drama and theatre education promote and that lie at the heart of good practice and, incidentally, good citizenship. 
	However, it's all very well for us to prate on about the good things that may accrue through effectively taught drama/theatre education, but we have to accept the fact that many of pre-service teachers have little of our experience in the discipline. How can they begin to talk about (let alone meet and exceed) standards if they have no understanding of the knowledge, skills and understandings being assessed? With all the good research on the power of the arts to enhance learning, it's a bit depressing to fa
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