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Op basis van een onderzoek van zes maanden naar kunst- en cultuureducatie in Nederland evalueert dit 
rapport de huidige stand van zaken met betrekking tot deze twee onderwerpen in dit land. Het signaleert 
de tekortkomingen en de sterke punten van het huidige systeem alsmede de wijze waarop dit in de 
praktijk werkt; daarnaast bevat het rapport voorstellen voor het overdragen van best-practices.

Het Nederlands onderwijsstelsel kent een aanzienlijke mate van keuzevrijheid, die ten dele het resultaat is 
van de politieke geschiedenis. Dit is zowel een voordeel, daar het mogelijkheden biedt om te experimen-
teren, als een nadeel, omdat een school niet zo makkelijk een best practice overneemt van een andere 
school.

Het opleidingsniveau in Nederland is hoog. Ook de culturele vorming staat internationaal gezien op een 
verhoudingsgewijs hoog peil, net als de kunsteducatie. In lijn met de internationale ervaringen en ad-
viezen worden kunstuitingen gebruikt als katalysator voor het verbeteren van het onderwijs in andere 
vakken. Bovendien is er een aanzienlijke betrokkenheid onder de ouders. 

Over het algemeen zijn de docenten van mening dat de middelen adequaat zijn. Wel is er vraag naar 
betere scholing, met name voor leerkrachten in het basisonderwijs.

Kunstzinnige vorming in het voortgezet onderwijs dient onder de loep te worden genomen. Kunst- en 
cultuureducatie wordt voornamelijk aangeboden in het eerste (en soms in het tweede) jaar van het 
voortgezet onderwijs en in de laatste twee jaar van het verplichte onderwijs. In het tweede, derde en 
vierde jaar van de middelbare school is vaak een lacune te constateren in het aanbod dat specifiek 
gericht is op kunst- en cultuureducatie.

Voor de kunstzinnige vorming in het Nederlandse voortgezet onderwijs wordt op grote schaal gebruik-
gemaakt van vouchers. Met deze vouchers kunnen leerlingen gesubsidieerd naar kunst- en cultuur-
uitvoeringen, tentoonstellingen, workshops en andere evenementen. Naast het geoormerkte budget voor 

-
cieringsregelingen voor kunst- en cultuureducatie. Deze regelingen hebben vele goede kanten, maar krijgen 
ook kritiek van eindgebruikers. Veel respondenten spreken over een gebrek aan controle op de besteding 
van deze gelden en tevens over onvoldoende kwaliteit in de selectie. De relatie tussen scholen en culturele 
instellingen, cultuurcoördinatoren en cultuurmenu’s heeft een invloed op de ervaringen.

Er zijn verschillende uitgangspunten voor het aanbieden van kunstzinnige vorming, variërend van l’art 
pour l’art tot het benadrukken van het effect dat kunst heeft op de sociale cohesie. Bij kunst gaat het 
echter niet alleen om consumeren. Veel respondenten zijn van mening dat kinderen meer mogelijkheden 
moeten krijgen voor vrije expressie en deelname aan actieve kunstbeoefening.

Toegankelijkheid werd genoemd als probleem. Individuele kunsteducatie komt hoofdzakelijk ten goede 
aan kinderen uit meer bevoorrechte kringen. Er zijn best practices, maar grootschalige structurele acties 

Samenvatting [Dutch]
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voor kansarme groepen, zowel in schoolverband als in hun vrije tijd, hebben over het algemeen 
weinig opgeleverd. De toegenomen culturele diversiteit – met name door het ontstaan van een 
multiculturele samenleving – komt niet voldoende tot uiting in de kunst- en cultuureducatie op de 
scholen. Het aanbod voor leerlingen met lichamelijke en/ of geestelijke beperkingen is redelijk goed, 
maar er moeten meer maatregelen komen om dit gelijk te trekken met het algemene aanbod, vooral 
voor wat betreft de naschoolse voorzieningen.

De marktgestuurde opzet van de kunst- en cultuursector maakt dat kunstenaars en cultuurcentra een 
overvloed aan hoogwaardige mogelijkheden voor scholen aanbieden. Het bijwonen van uitvoeringen 
en het bezoeken van tentoonstellingen is weliswaar een waardevolle ervaring voor kinderen, maar 
actieve kunstbeoefening is voor hen van cruciaal belang. Het beleven van kunst dient voor alle 
kinderen een regelmatig en elementair onderdeel te vormen van hun opvoeding. De neiging om 
alleen receptieve activiteiten en kunstbelevingen te bieden moet in evenwicht zijn met de mogelijk-
heden voor duurzame, leerlinggestuurde leerervaringen en actieve kunstcreatie.

Bij de meeste culturele instellingen vindt er een vorm van evaluatie plaats met de docenten en de 
jongeren, maar een systematisch proces voor het vaststellen van de kwaliteit lijkt er niet te zijn. Veel 
scholen in het primair en voortgezet onderwijs, maar ook veel van de ondervraagde kunstorganisaties 
betreuren het ontbreken van objectieve onderzoeks- en evaluatiegegevens met betrekking tot 
effectief kunst- en cultuureducatie. Bovendien is er over de gehele linie een gebrek aan duidelijke 
doorlopende leerlijnen voor kunsteducatie of methoden voor het beoordelen van leerlingen teneinde 
vast te stellen of er iets geleerd is.

Bij het waarborgen van de kwaliteit van de kunsteducatie speelt de lokale intermediaire structuur 
een centrale rol. Veel provincies hebben tegenwoordig een kunst- en cultuurinstantie die de scholen 
terzijde staat bij het geven van kunst- en cultuureducatie. Dit systeem heeft de scholen echter niet 
aangezet tot een proactieve opstelling. Integendeel: de cultuurinstanties melden unaniem dat zij zelf 
op de scholen af moeten stappen om de docenten geïnteresseerd te krijgen in het kunst- en cultuur-
aanbod.

Ook de gemeenten spelen een belangrijke rol in de uitvoering en verwezenlijking van kunsteducatie 
in Nederland. De gemeenten leveren waardevolle financiële en praktische steun. De diensten die 
worden verleend door plaatselijke instanties lijken zeer gewaardeerd te worden door degenen die er 
gebruik van maken.

Veel Nederlandse scholen maken met succes gebruik van kunst om zich te profileren. Ouders 
melden dat cultuurprofielscholen “goed onderwijs” geven. Ze worden gestimuleerd om actief deel te 
nemen aan schoolactiviteiten en bij te dragen aan voorstellingen en onderwijsactiviteiten.

Het beleid in Nederland is dat kunst en cultuur niet alleen gevolgd moeten worden als traditionele 
schoolvakken, maar ook als “innovatieve vormen” en “zelfstandig leren”. In het beleid wordt gespro-
ken over de intrinsieke waarde van leren over kunst en de extrinsieke waarde die een kunstzinnig en 
cultureel besef kan hebben voor allerlei doeleinden, waaronder het oplossen van problemen en het 
verrijken van de schoolomgeving.
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Steeds meer mensen zien in dat kunst bijdraagt aan participatie. Binnen Nederland is uitvoeriger 
onderzoek nodig om te kunnen bepalen aan wat voor programma’s er behoefte is en wat de impact 
van hoogwaardige programma’s kan zijn. De Brede school speelt een belangrijke rol in het Neder-
lands onderwijs. Veel van de Brede school-programma’s omvatten kunst- en cultuur, maar ook taal 
en sport worden op grote schaal aangeboden.

De bijdrage die de creatieve industrie zou kunnen leveren aan kunst- en cultuureducatie wordt in 
Nederland niet volledig verwezenlijkt. In algemene zin is de particuliere sector de grootste financier 
van de creatieve en culturele industrie: de overheid neemt 20 procent van de uitgaven aan kunst en 
cultuur voor haar rekening, terwijl 80 procent uit de particuliere portemonnee komt. Dit komt echter 
niet tot uiting in het onderwijs.

Er bestaan best-practice voorbeelden van samenwerkingsverbanden tussen scholen en de cultuur-
sector. In de dagelijkse praktijk missen veel docenten echter het zelfvertrouwen en de noodzakelijke 
kwalificaties om zinvolle culturele activiteiten tot stand te brengen. Hoewel er in alle delen van het 
land uitstekende modellen beschikbaar zijn, schieten de aspiraties over het algemeen tekort voor 
een uitgebreidere invulling van kunst- en cultuureducatie, met name op de basisscholen.

Ondanks diverse positieve initiatieven in de afgelopen paar jaar, waaronder de ontwikkeling van een 
masteropleiding cultuureducatie in het hoger onderwijs, lijken kwaliteit en omvang van de kunst- en 
cultuureducatie op de lerarenopleidingen de laatste tijd af te nemen. Tegelijkertijd stijgt de vraag 
naar creatieve, cultureel georiënteerde leerkrachten. Dit heeft geleid tot een vaardighedentekort op 
dit gebied. Dit tekort is vooral merkbaar in muziekonderricht in het VMBO.

Enige zorg baren de postinitiële opleidingen voor leraren, want er is een beperkt aantal parttime 
plaatsen voor leerkrachten en het animo tot het volgen van dergelijke opleidingen is niet groot. De 
mogelijkheden voor professionalisering zijn kostbaar en van korte duur; over het algemeen sluiten 
ze niet aan op de leerlijn voor leerkrachten. 

Uit empirisch onderzoek komt naar voren dat het nog een paar jaar zal duren voor kunst- en cultuur-
educatie structureel verankerd zullen in alle schoolprogramma’s met een vaste basis in het beleid 
en in de praktijk. Derhalve is het belangrijk dat de geoormerkte budgetten voor cultuur minstens 
nog een paar jaar blijven bestaan.

De echte succesverhalen in de Nederlandse kunsteducatie zijn die van de culturele netwerken. Een 
sterke band tussen onderwijs en cultuur leidt tot een vloeiende overgang tussen het binnenschoolse 
en het buitenschoolse aanbod. Plaatselijke steuncentra verlenen op gemeentelijk niveau hun mede-

land.

Kwaliteitscontrole dient meer structurele aandacht te krijgen van zowel de schoolbesturen als de 
Onderwijsinspectie. Bij de schoolbesturen is sprake van een opvallend gebrek aan belangstelling 
voor kunst- en cultuureducatie. Scholen die veel tijd en aandacht hadden besteed aan het verrijken 
en profileren van de school binnen kunst- en cultuureducatie voelden zich bij inspectie onder-
gewaardeerd.



Empirisch onderzoek toont aan dat de Onderwijsinspectie momenteel weinig of geen aandacht 
besteedt aan kunst- en cultuureducatie. Binnen de Inspectie is er een gebrek aan deskundigheid op 
dit gebied. Dit houdt in dat het slechts beperkt mogelijk is om een ter zake kundig oordeel te vellen 
over de kwaliteit van kunst- en cultuureducatie. Door scholen wordt dit beschouwd als een sterk 
demotiverende factor voor het inzetten van financiële middelen, tijd en personeel ten behoeve van 
de kunstzinnige vorming.

Samenvatting

10
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Based on a six month study of arts and cultural education in The Netherlands, this report assesses the 
current state of these two subjects in the country. It identifies the shortcomings and the strengths of the 
current provisions and their implementation and proposes how best-practice models can be transferred 
from the pre-eminent performers and educators to those at the other end of the performance scale. 

There is a considerable degree of freedom of choice in the Dutch educational system, which in part is a 
result of political traditions. This is both a strength, as it allows experimentation, and a weakness as best-
practice is not easily transferred between schools.

The Netherlands has a high level of education. The level of cultural education is also of a comparatively 
high international standard as is arts education. Consistent with international experiences and recom-
mendations, the arts are being used as catalysts for improving education in other subjects. Moreover 
parental involvement is considerable. 

The teachers generally felt that resources were adequate though there was a demand for better training, 
especially for primary school teachers.

Arts education in secondary schools needs to be examined. Arts and cultural education is mainly offered 
in the 1st (and occasionally 2nd) year of secondary school and in the final two years of compulsory school-
ing. In the 2nd, 3rd and 4th year of school there is often a gap in provisions that specifically address arts 
and cultural education.

There is an extensive use of vouchers in Dutch secondary school arts education. These vouchers allow 
schoolchildren to have subsidised access to arts and cultural performances, exhibitions, workshops and 
other opportunities. In addition to the primary school allocation of tied funds for cultural education and 
secondary school vouchers, a number of schemes operate to provide project funding for arts and cultural 
education. The schemes have many strengths but were also criticised by end users. A lack of auditing of 
this money and also a lack of quality for selection were widely reported. The connection between schools 
and cultural agencies, cultural coordinators and cultural menus has had an impact on selection of 
experiences.

There are several justifications for the arts ranging from l’art pour l’art to emphasis on the effect of the 
arts on social cohesion. But the arts are not just about consumption. Many respondents felt that children 
should be enabled to be more expressive and included in more participatory programmes.

Accessibility was identified as a problem. Arts education at the individual level is primarily benefiting 
children from more privileged backgrounds. While best practice examples do exist, broad scale structural 
interactions for underprivileged groups both within school and in their leisure time have generally not 
been successful. Further cultural diversity – especially the emergence of a multicultural society – is not 
adequately reflected in arts and cultural education in schools. There are, however, reasonably good 

Executive Summary
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Exe

provisions for disabled students, but more needs to be done to ensure these are equitable to 
general provisions, especially in terms of after school provisions.

The market-driven nature of the arts and cultural industries mean that artists and cultural centres 
provide an abundance of high quality opportunities for schools. While attending performances and 
exhibitions is a valuable experience for children, active, participatory programmes are vital for 
children. Arts experiences need to be a regular and core part of all children’s education and the 
tendency towards only receptive activities and arts experiences should be balanced by more 
opportunities for sustained, pupil-directed learning experiences and active arts creation.

Most cultural institutions conduct some form of evaluation with the teachers and young people, but 
there is little evidence to suggest that a systematic process is in place for determining quality. Many 
primary and secondary schools and arts organisations interviewed bemoaned the lack of objective 
research and evaluation data on effective arts and cultural education. In addition, there is a general 
lack of clear learning lines in arts education or methods of pupil assessment to determine if learning 
has occurred.

Agencies have a very strong role as intermediaries in ensuring the quality of arts education. Many 
provinces now have an art and cultural agency charged with assisting schools to deliver arts and 
cultural education. But this system has not encouraged the schools to be proactive. Rather cultural 
agencies unanimously reported that they have to go to schools to get the teachers interested in the 
arts and cultural provisions they offer.

Local government plays an important role in the implementation and delivery of arts education in 
The Netherlands. Local government provides valuable financial and in-kind support and these 
services delivered by local agencies seem to be held in high regard by the users of these services. 

Many schools in The Netherlands have successfully used the arts to create a public profile and 
parents reported that arts profile schools provided “good education”. They were encouraged to be 
active participants in the school and collaborated in performances and learning opportunities. 

Policy in The Netherlands states that arts and culture should not only be studied as a traditional 
schools subject, but also as “innovative forms” and “independent learning”. 
Policy refers to the intrinsic value of learning about the arts and the extrinsic value that artistic and 
cultural awareness may have to a range of outcomes including problem solving and enhancing the 
school environment. 

There is a growing recognition that the arts have an integrative function. More detailed research is 
needed within The Netherlands to be able to distil the nature of the programmes required and the 
likely impact of quality programmes. The Broad school plays an important role in Dutch education. 
Many of the Broad school programmes are related to arts and cultural education but language and 
sport are also common.
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cutive Summary

The potential contribution of the creative industries to arts and cultural education is not fully real-
ised in The Netherlands. In a general sense, the private sector plays a major role in the financing of 
the creative and cultural industries: 20 percent of expenditure on arts and culture comes from the 
government, while 80 percent comes out of the private purse, but this is not reflected in education.

There are best practice examples of schools and cultural partnerships in The Netherlands. But in 
the day-to-day experiences in school, many teachers lack the confidence and necessary qualifica-
tions to mediate meaningful cultural activity. While excellent models are prevalent in all parts of The 
Netherlands, in general aspiration falls short of more comprehensive implementation of arts and 
cultural education, especially in the primary sector.

Despite several positive initiatives in the last few years, including the development of a Master 
programme in cultural education being offered at several universities, the quality and extent of arts 
and cultural education within teacher training appears to have diminished in recent years. At the 
same time, the demand for more creative and culturally-orientated teachers within education has 
increased. This has resulted in a skills-shortage in this area. This is particularly evident in second-
ary music education within the pre-vocational secondary schools.

Post-graduate training is a concern as there are limited part-time spaces for teachers and a lack of 
incentive to complete such courses. Professional development opportunities are expensive and 
short-term and do not generally develop pathways of learning for teachers. 

Empirical research suggests that it will still be some years before arts and cultural education is 
structurally embedded in all schools and rooted in policy and practice. For this reason, it is impor-
tant that labelled money for the arts continue for several more years at least.

Cultural and arts networks are the real success stories in Dutch arts education. A strong connection 
between education and culture ensures a smooth transition between in-school and out of school 
provisions. Local support centres provide assistance to schools at the municipal level and make 
sure there is a good geographical reach of services across the country. 

Quality monitoring has to be more fully embedded within both the School Boards and the Inspection 
Service. There was a marked lack of interest in arts and cultural education by School Boards and 
schools that had spent considerable time and effort on enhancing and profiling the schools within 
the arts and cultural education felt undervalued when inspected.

The empirical research indicates that currently the Inspection Services give little or no attention to 
arts and cultural education. There is a lack of expertise in this field within the Inspection Service. 
This means that the capacity to make informed judgements about the quality of arts and cultural 
education is limited. This is perceived to be a powerful de-motivating factor in schools giving 
financial, time and human resources to the arts. 





Chapter 1: 
Introduction
and overview
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1.1 Introduction

In 2006-07 evaluative research was undertaken in The Netherlands to determine the nature, scope 
and impact of arts and cultural education for pupils in Dutch schools. The study aimed to gather 
comprehensive data about the extent and quality of arts and cultural education in The Netherlands. 
It addressed the following questions;
1. What is being done in arts and cultural education and how is it being

done?

2. What is the quality of arts and cultural education in The Netherlands?

This includes both the quality of the teaching and the quality of the

learning.

3. What are the current and future possibilities and challenges? What

expertise exists within education and more broadly in the arts and

cultural sector?

These questions were addressed through an intensive six month study using a combination of 
qualitative and quantitative research methods. The report starts with definitions of terms and 
follows with the nature of practices. Within this context, the report examines the impact on children 
and the manifestation of arts and cultural education in the classroom. The research analyses the 
implementation framework of arts and cultural education and identifies factors that influence the 
adoption of best practice in arts and cultural education. 

The focus of the research is on both formal and non-formal provisions of arts and cultural education 
for children under the age of 18 years. In the context of The Netherlands, this includes examination 
of arts and cultural education within schools and also the activities completed by children in after 
school possibilities. The research also investigated provisions in nursery years and for children with 
special learning needs. To supplement this, policy and implementation issues were explored, and a 
focus was given to teacher training and the professional development of both teachers and artists.

This research is linked to the international evaluation of arts education conducted in 2005-06 for 
UNESCO (Bamford, 2006) and the subsequent in-depth country studies in Denmark and Belgium. To 
build a benchmarked set of knowledge, complementary methods have been used for these studies 
and the same framework has been applied to data gathering and analysis of themes to enable 
international comparisons to be made.

1.2 Scope

The research was led by Professor Anne Bamford, Director of the Engine Room at University of the 
Arts, London. During the in-country study the Directie Kunsten van het Ministerie van Onderwijs, 
Cultuur en Wetenschap and a number of municipal arts and cultural agencies provided invaluable 
logistical support. 
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The research began in October 2006 and the data gathering was completed in May 2007. In total, 
142 people (n= 142) were interviewed, surveyed or participated in focus groups and 23 schools and 
organisations were consulted. 

The participants came from all stakeholder sectors and included civil servants, politicians, school 
inspectors, school directors, teachers, cultural coordinators, industry representatives, members of 
School Boards, arts and cultural researchers, cultural institutions, students, artists, teacher educa-
tors, professors, performers, members of the media, parents and the museum and gallery sector.

The field research was conducted in a representative sample covering the diversity of municipalities 
in The Netherlands and – through a matrix – all types of schools and institutions were covered as 
part of the data collection.

The research used a range of methodologies including:
> Document and media analysis

> Survey and data tracking of baseline data

> Interviews

> Focus groups

> Observations

> Provisions for emailed submissions

The scope of the study included a comprehensive sample of formal school provisions for young 
people between the ages of three to18 and also incorporated non-formal cultural offerings that 
directly intersected with the specified target group.

A detailed evidence-based analysis of arts and cultural education resulted in the production of this 
published report, an executive summary, and initiated public and media discussions.

The appointment of an in-country researcher to work as a collaborative member of the research 
team for the duration of the project ensured that while the study could be conducted in an inde-
pendent and unbiased manner, the methodology and analysis could still benefit from the value of 
contextual knowledge. This position was responsible for translations into and from Dutch and 
ensured that contextual knowledges and interpretations were embedded in the project. This person 
also sought relevant “on the ground” permissions and planned, convened and booked in-country 
meetings, agendas, itineraries, accommodation and visits, in-line with the research plan and in 
collaboration with local cultural agencies. 

All participants were given full and open access to the information gained and invited to comment 
and respond to the report in its draft state. All data remain protected as per international data 
protection protocols. The contributors were acknowledged and referenced in the work where this 
does not contravene privacy. 

The aim was to highlight salient, transferable and overarching themes, not to comment on the 
success or otherwise of particular cases. Concurrently, while certain reports and research were 
consulted to frame the ideas within the research, this research does not claim to present a detailed 
overview of research conducted in The Netherlands. As far as possible actual quotations from 
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research participants have been used to provide evidence for the analysis, as these extended 
narratives allow for an authentic insight into all levels of the implementation and delivery cycle and 
present a cross-section of the views of stakeholders.

Each section begins with a summary of the key findings of that particular topic, theme or issue. 

The following section overviews the political and policy context of arts and cultural education in The 
Netherlands. The purpose of this is to highlight the salient factors that have formed and continue to 
shape practices in The Netherlands. 

1.3 Context

> The educational system must be understood in the context of histori-

cal, cultural and political traditions in The Netherlands

> There is a considerable degree of freedom of choice in the Dutch edu-

cational system, which in part is a result of the political traditions

The Dutch Republic was established 400 years ago. One of the most important articles of the 
current Dutch Constitution is the liberty to organise education in an open an inclusive way. In 
response to this article, Dutch society can systematise unique structures of education, broadcast-
ing, and print media and so on. 

The central government has a largely “arms length” approach and in terms of influencing arts and 
cultural educational policy relies on leveraging indirect persuasion through a range of agencies,in 
cooperation with provincial and local government. Given this, centralised direct influences on arts 
and cultural education are quite weak – though the perception of degree of influence differs from 
those in the government to the people on the ground. 

ground that centralised government speaks with a strong voice and this perception can be exploited 
to encourage the central government to be more direct in its recommendations, actions and pro-
nouncements. Conversely, it was commented that government policy gives room for a degree of 
freedom but the other aspect of this freedom is that the structure is too generalised and leaves those 

above.

Within central government, there is considerable – justified – pride in the open system of cultural 
policy. There is a feeling within government that a happy balance has now been reached following 
the overloaded and too heavily funded arts sector during the 1970s, so that there is a more realistic 
and workable balance between public and private funding. 
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Now that a workable balance has been achieved, the aim is to keep this balance in place, but at the 
same time to consolidate this into more serious and sustainable systems, including cooperation 
across government and at all levels of government. As a culture policy advisor stated: “I think we were 
at a point where we need to grow up. Free creativity is over and now there is the feeling we have a job 
to do. We need a strong coalition between schools and cultural agencies. It is getting there.” 

In terms of “getting there” some of the steps made of the past 10 years include:
> Starting Culture and School programme

> Aiming towards every school having a trained cultural coordinator

> Making agreements about central, municipal and local funding

> Establishing a programme to fund Community schools and Broad schools

The comment was made on reflection that while “the system” may be influencing the schools, there 
is little indication that practices in the school are influencing the system.

The Netherlands is famed for its diversity – and some would argue polarisation. Policy experts and 
political scientists often talk about Dutch consociationalism or Verzuiling to describe how the 
country’s different confessional and cultural groups have a governmental system in which each of 
the major groups (Protestants, Catholics, Liberals and Socialists) created different institutions to 
cater for the needs of their members. While this system started to break down in the 1970s, ele-
ments of it can still be discerned. It is beyond the scope of this report to look closely into this, 
though it is useful to acknowledge this cultural background when studying arts and cultural educa-
tion in The Netherlands, not least because these subjects reflect deeper traits in a society. In recent 
years, the emergence of Islamic schools has added to this diversity.

Thus, parents and pupils have the freedom of choice to select the school which matches their 
demands and interests. In a single geographic area there is likely to be the choice of many different 
types of primary school education. At secondary level there is less choice, but in larger town and 
cities there is usually a number of different systems and types of schooling to choose from. 

Some schools also offer a variety of “school types” within the one school. For example, parents and 
pupils might be able to choose between Montessori philosophy school, traditional school or voca-
tional school on different campuses of the same school.

1.4 Country/policy

> The Netherlands has a higher level of education success than compara-

ble OECD countries

> Spending per pupil is lower than in comparable countries

> Cultural education is of a comparatively high standard though there is

concern about spending and allocation of resources

By world standards the quality of education outcomes in The Netherlands is relatively high. Yet 
recent social changes are putting added pressure on education. Particular issues of concern 
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include school safety and harmony; position of teachers; increased market orientation; deregulation 
and increased multiculturalism.
Significantly, The Netherlands has one ministry1 covering both education and culture. This is a 
distinct advantage as in most other countries there can be a lack of connection between these 
ministries. As a child’s induction into arts and culture occurs in a holistic way and extends well 
beyond the boundaries of school, a strong connection between education and culture should 
ensure a smooth transition between in-school and out-of-school provisions. 

Policy in The Netherlands promotes the intrinsic and extrinsic value of arts and cultural education 
and is recognised as being a “fixed part of education”. Teachers are encouraged to adopt open-
ended and problem-solving approaches to learning in the arts and to make full use of partnerships 
with cultural agencies and artists. The former Minister for Education, Culture and Science considers 
that, “culture is an inseparable part of education” (van der Hoeven, 2004). Saliently, it is also noted 
that: “To an equal degree, the education of both young people and adults is the business of the 
cultural institutions: not something extra but as part of their core task” (van der Hoeven, 2004). In 
relation to this latter point, the data would suggest that most cultural institutions (such as theatre 
groups, museums, festivals and many others) acknowledge the importance of education in their 
charter. For larger institutions there is a dedicated education and planning staff. There is also a 
good geographical spread of cultural institutions – with even small villages having a community arts 
centre, local museum and gallery. 

As with school education, the ideals of cultural institutions are not equally met in practice. While 
there are some outstanding examples of arts and cultural institutions working with education, for 
many, education is either viewed as a “sideline” or at worst as a commodity to earn money for 
“more important aspects”. Even in high performing examples, the amount of money allocated to 
education is considerably lower than either the money generated by education or the percentage of 
the institution’s audience that is under 18 years of age. 

For example, in a large regional art gallery excellent programmes exist for children and people 
under the age of 18 years account for over 70 percent of the audience and generate considerable 
external funds for the organisation. Yet the education team and the associated educational pro-
grammes receive less than five percent of the budget and so the heavy demands of delivery fall to 
volunteers, student interns and casual staff. In many examples the appreciation of education was 
present in the rhetoric, but less apparent in the data and annual statements. 

The exception to this picture was cultural institutions whose main business was working with 
young people. There are some wonderful examples spread across the country of cultural provisions 
specifically targeting young people. 

In terms of the cultural institutions’ obligation to provide education as part of its core task, this 
appears to be the case in terms of intent and action, but less the case in terms of managerial 
valuing and financial and staffing support. Moreover, it was widely reported during the empirical 

1 This ministry is known as the Ministry of Education, Culture and Science and will be

referred to throughout the report as simply the Ministry.
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research that the price of cultural services had sharply increased in line with increases in funding to 
culture and schools. While this point is canvassed in details in later sections, the heart of the 
argument seems to be that as demand has increased through the additional money made available 

cultural “products” has risen markedly. 

This means that the school’s cultural euro can only buy the same (or even fewer) services than it 
could buy before the vouchers in secondary school and additional funding in primary schools were 
introduced. From the supply side, the cultural providers argue that public funding on the production 
side of culture has been transferred to education and so they are now forced to charge the real cost 
of services at the consumer side. This has caused the price increase. Further research needs to be 
conducted into the overall effect of more global funding for arts and cultural education versus more 
targeted funding such as the funding in the form of vouchers or other direct amounts to schools. 
Issues of funding are more specifically discussed in later sections of this report.

As a result of cultural and historical factors (see section 1.3), schools in The Netherlands have 
almost full autonomy for both curriculum and for the allocation of funding. This does not, however, 
mean that the funding for education is especially high. In fact, the overall budget for education is in 

Conversely, teachers’ workloads are relatively high compared to their European counterparts.

1.5 School choice

> The arts are used as catalysts for improving education in other

subjects

> Parental involvement is considerable

> The physical resources in the schools appear to be of an adequate

standard to enable quality arts education to occur

Given the relatively high level of arts education, it is perhaps not surprising that several of the 
schools visited had used the arts as a catalyst – or at least a major impetus – for whole school 
reform. Schools that wanted to revise the curriculum to make it more relevant for the future, viewed 
the arts as being pivotal for enhancing pedagogy. The following vignette demonstrates the way the 
arts led reform within a basisschool.
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1.5.1 Vignette: We try to develop the talent of all

We try to develop the talent of all. We had the advantage that this was a brand new school, so we 

could establish a philosophy and then select the teachers to work here. The new school has a vision. 

The team has this vision. This vision is centred on speaking with children and agreeing learning 

targets. We have structured activities that contribute to the pupils’ portfolio and additionally we 

complete a range of unstructured arts tasks throughout the day. We draw everything. Pupils and teach-

ers negotiate what they want to keep and place in their portfolio. We listen to the vision of the pupils. 

Every child has his or her own talent. We follow the children’s vision and listen to it.

Parents are extremely happy with the education the children receive. Many ask about how we can 

extend this into secondary school. We have had some enthusiastic discussions with the secondary 

school, but they will be slow to change their system. Our children don’t sit the CITO < This is an 

assessment exam at the end of primary schools>. We don’t need it. We document all their learning on 

a scale between nine to 24. The inspector was very satisfied and gave us a beautiful report. Our pupils 

score very well when they get to high school. Interestingly, we have consistently found that our own 

evaluation actually does not place the children as highly as they achieve when they get to secondary 

school.

Where schools have adopted arts-based reforms, there is evidence of strong support from the 
parents as this comment suggests: “A new world needs a new way of thinking. The parents have 
grown up in the old way, but know that the traditional school is not the way for the future.”

Some schools have adopted an interesting approach where they give the parents the possibility of 
choosing different school types, and may have within a school two or three different types of 
school, ranging across philosophy-based options and more traditional arrangements. Schools that 
offer these choices note that amongst more “educated parents” arts-rich choices are consistently 
the most favoured choices.

1.6 Financing patterns

> Funding for arts and cultural education is labelled

> By international standards the level of funding for arts and cultural

is high

> Funding comes from a number of sources

> There is an extensive use of vouchers in Dutch arts education

In addition to secondary school vouchers (detailed fully in a subsequent section) a number of 

and cultural education. The upper years of secondary school are mandated to participate in the 
programme known as Culturele en Kunstzinnige Vorming2 (Culture and the Arts) (CKV). Pupils in 

2 To be referred to henceforth as CKV
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receive a CKV pupil discount card that entitles them to reduced cost entry to a number of cultural 
institutions and providers. 

In addition to the primary school money for culture education and secondary school vouchers, 
various schemes operate to provide project funding for arts and cultural education. These include 
amongst others:
- Cultural profile schools: a scheme to encourage certain schools to

profile themselves as specialist cultural and arts-rich schools

- Cultural tracks: a set of five regionally based “tracks” connecting

VMBO (vocational education) with cultural organisations to develop

arts and cultural projects

In more affluent areas, parents may also supplement funding to arts and cultural education. In these 
areas, parents were contributing between six and ten euro per trip (considerably more for interna-
tional trips) and this enabled these schools to undertake on average five cultural events per year. In 
poorer schools, the average number of events was 1.5 trips per year and supplements paid by 
parents did not occur.

1.7 Primary education

> All pupils in primary school receive arts education

> The teachers generally felt that resources were adequate though there

was a demand for better training

> In only 5.5 percent of cases was a professional specialist teacher

employed for 12 months or longer to develop arts education in the

school

As in almost all countries in the world, Dutch education is divided into primary, secondary and 
tertiary education. To understand the situation a few contextual facts are necessary. 

There are 1.6 million children currently enrolled in over 7000 primary schools. All the pupils should 
receive arts education. This covers a variety of subjects such as music (singing, pitch, rhythm, 
musical score reading e.g. clapping a notated rhythm, writing simple rhythms, simple percussion, 
listening to music, playing music), visual arts, drawing, and to a lesser extent drama and dance.

Since August 1993, a set of objectives has determined the core content of primary education. While 
the intention is that primary schools adopt an integrativee approach to learning, the arts generally 
fall under the core area of expressive activities. This core objective includes the use of language, 
music, drawing, handicrafts, and play and movement to develop expressive competencies in 
children. In addition to the specified core expressive activities, the arts may also be incorporated 
into the achievement of the more general cross-curricular objectives which aim to develop children’s 
general capacities. These include:
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> attitude to work

> working according to a plan

> use of a diversity of learning strategies

> self-image

> social behaviour

> new media

The variation in the enactment of these core objectives in practice varies considerably from school 
to school. In general, teachers in the primary school felt that there were enough resources for 
teaching in the primary school in terms of materials, books and other support. 

1.8 Secondary education

> Arts and cultural education is mainly offered in the 1
st

(and occasion-

ally 2
nd

year) of secondary school and in the final two years of

school

> In the 2
nd
, 3

rd
and 4

th
year of school there is often a gap in arts and

cultural education

> There is a shortage of qualified music teachers in the VMBOs

> CKV1 experiences tend to be about consuming arts and culture rather

than creating it

We notice a very big difference in the children coming into our second-

ary school from different primary schools.

This is perhaps a telling comment. But it is one that must be seen in context. In excess of 900,000 
pupils attend secondary school in The Netherlands. Arts and cultural education is mainly offered in 
the 1st (and occasionally 2nd year) of secondary school and in the final two years. Unfortunately, in 
the 2nd, 3rd and 4th year of secondary school there is often a gap in arts and cultural education. 

One of the most widely discussed programmes is CKV1. In the final years of secondary education – 
while discipline connected arts education has gone from most schools – children receive cultural 
provisions through a voucher system. This is described more fully in subsequent sections. In sum-
mary it can be said that the quality and scope of provisions is largely tied to the academic and socio-
economic status of the school, with the most thorough and high quality provisions being received by 
the more academic schools with educated parents. The lower quality provisions are generally being 
experienced by children in VMBO level secondary schools, in poorer socio-geographic areas. This 
differentiation of service quality is exacerbated by the academic-orientated schools also offering 
examinable arts electives. It is common for upper level students to be able to choose to focus their 
studies in the humanities with specialist study available in visual arts, music and drama. In VMBO 
schools final examinations in the arts are possible, but relatively uncommon in practice.3

3 A reflective comment noted that “In the gymnasium <higher academic level> there is

generally little possibilities for art education because a lot of time is spent on

Latin and Greek. In HAVO and VWO there are more possibilities <to do arts education>.

In these school types more students choose to do some exam in an art subject.”
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So, in summary, it could be said that The Netherlands has the policies, structures and intentions 
that should ensure high quality arts and cultural education for all children. In reality, however, 
children receive a more disjointed pattern of arts and cultural experiences of varying quality. 

The actual content of the CKV1 subject is difficult to define. While it is suggested that this subject 
should allow young people to experience art and cultural activities, the depth and rigour of this 
subject varies considerably from school to school. At a basic level, children – through a voucher 
system – can attend a variety of cultural experiences ranging from films to theatre performances. 

In some schools, this occurs in an unstructured way, with limited input from teachers. There are no 
specifically trained CKV1 teachers (though several training initiatives are underway to prepare 
specialist teachers for this role). The organisation of CKV1 varied considerably in the schools 
visited. Frequently the Dutch language, religion or history teachers taught the subject4. In some 
instances a cross-disciplinary team taught CKV1. In other schools there is control of the voucher 
system by teachers and the engagement in cultural experiences occurs in a thoroughly prepared 
fashion and includes an interesting variety of experiences supported by a range of in-school 
learning. CKV2 and 3 teachers are generally trained arts teachers.

In addition, in some secondary schools visited, CKV1 also included thematic study, overseas trips 
and excursions, training in arts appreciation, reporting and reflecting on experiences, preparation of 
portfolio and in fewer cases, active involvement in the arts. In relation to the latter activity, it was 
more common in lower academic level settings that CKV1 was taught in a practical way (i.e. involv-
ing “hands on” engagement with the arts). The higher academic level schools visited tended to 
focus on receptive appreciation of the arts (i.e. watching a performance rather than participating). 

Similarly, those secondary schools within lower socioeconomic areas, rural areas or with high 
number of ethnic children, tended to focus on urban and ethnic arts including djembe drumming, 
street dance and graffiti. Conversely, schools visited in more affluent areas tended to include more 
traditional art forms such as theatre or ballet and a larger number of cultural trips. 

Generally schools adopt a series of themes around which CKV1 is organised. These can be based 
around the different art forms or can be centred on social or personal themes, such as “identity” or 
“love”. In some schools CKV1 is regularly taught as a series of weekly one hour lessons. In other 
instances it is more an independent study. Some schools give the pupils considerable choice, 
whereas in other examples the content is identical for all pupils. 

Interestingly, in practice in the secondary schools visited it was less common for an arts teacher to 
teach CKV1 though there were instances where a music or fine arts teacher taught this subject. In 
general, the choice of the teacher was based on the teacher’s personal interest in the arts, experi-
ence as a cultural coordinator or by nomination of the Director. In the latter instance, it was often 

4 Language teachers (Dutch, English, French and German) are officially approved to teach

CKV1. Visual arts, drama and music teachers can also officially teach CKV1. In prac-

tice religion and history teachers were also commonly teaching the subject.
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due to timetable demands and not necessarily related to the teacher’s expertise or lack of expertise 
in arts and cultural domains. 

It was also common – especially in schools in areas of social deprivation – that there was a short-
age of teachers and no one specifically allocated to teach CKV1. In the more extreme of these 
instances, unqualified or semi-qualified arts practitioners may be co-opted into the school to teach 
CKV1 or partnerships with local arts providers supplemented the lack of expertise within the school, 
as is outlined in this comment from a secondary school director: 

The presence of effective arts and cultural programmes in the school is 

to some extent dependent upon the interests and enthusiasm from a mem-

ber of staff. 

In several instances, the vouchers were given to the children for their own use, without any accom-
panying school-based content. In these cases, the schools reported that very few of the children 
actually attended any cultural venue, other than the cinema and a large percentage of the vouchers 
remained unused at the end of the year.

Secondary schools in Dutch education are arranged in a number of levels with the main differences 
being the academic, vocational or technical nature of the curriculum. The common types are:

1.8.1 Table: Secondary school types

VWO: Pre-university education (also referred to as Gymnasium or Atheneum)

HAVO: General secondary education

VMBO: Pre-vocational secondary education

MBO: Upper secondary vocational education

PRO: Practical training education

VSO: Special secondary education

In the highest level of secondary school (the Gymnasium) it is most common to have the highest 
quality arts and cultural education and more options for undertaking examinable arts education. 
Despite this, few of the students graduating from the gymnasium will undertake tertiary education in 
the arts. Even in one very arts-rich school, only a small percentage of the students were intending 
to do any further study in the arts:

Only around five percent of pupils will do any sort of study in the arts 

after they leave the gymnasium. But that is not the point. Parents value 

the excellence we offer in the school and the arts form a vital part of 

this total education. That is why we are very committed to the arts.
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Within the Netherlands, 60 percent of all students attend VMBO schools. These schools receive the 
least arts and cultural input5 within the secondary school sector. This is lamentable, as many 
VMBOs specialise in areas of employment that would benefit from a greater input by creative 
learning. For example, VMBOs can focus on metal work, wood work, fashion design, hospitality and 
tourism. These all fall under the banner of “Creative Industries” and could be given added value by a 
greater focus on art and design studies. This sector of the economy is predicted to be the fastest 
growing and yet in the VMBOs visited these courses were not being offered in a way that showed a 
clear understanding of the economic value of the arts within future economies. The focus on 
process, patterns and techniques is more closely aligned to previous industrial economies. 

Efforts should be made to ensure students within VMBO level secondary schools receive at least 
equitable arts education in terms of both time and rigour as the students in higher level secondary 
education. This is a particular issue, given that these children are also not likely to come to educa-
tion with extensive cultural experiences and do not attend after school and other part-time options 
at the same frequency as higher level students. All children are entitled to high quality arts and 
cultural education and the possibility to develop their arts education after leaving school. Higher 
arts education is generally only available to pupils coming from HAVO and VWO.

A further problem for VMBO schools is in finding suitably qualified teacher to work in arts educa-
tion. The difference of salaries means that teachers with specialist arts qualifications are more likely 
to teach in the higher levels. Also the low number of hours given to arts and cultural education in 
VMBOs mean that arts teachers have to often work across two or three schools. Teachers in this 
position reported feeling undervalued and commented on generally low appreciation for the arts 
and a lack of resources for teaching.

The shortage of teachers was particularly problematic in music education, where a number for 
VMBO schools visited were forced to not offer any music at all, or have an unqualified person take 
the class.

There were also major concerns expressed by VMBO teachers that if the vouchers became more 
‘owned’ by the individual child, this would result in an even worse position for the arts within the 
VMBO, as this comment from a teacher suggests: 

It is not good for this education. As the situation stands now we can 

manage the vouchers for everyone. If you give the vouchers to the child, 

they will not be motivated to go. We know that when we first got the 

vouchers we worked like that and 75 percent of the vouchers were not 

used. You really need to mediate the experience for the child and bring 

to a level that they can understand.

This view is also echoed in this first-hand account from a VMBO teacher:

5 Not the case if the schools offer arts electives.
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1.8.1 Vignette: If I say ART they think it is not for them

Working as an art teacher in a VMBO is very hard work but you get something back. You have to be 

very open and not judge the children. The classes are too big. Sometimes I feel more like a policeman 

than a teacher. I am there in a class of 24 pupils and maybe seven or eight of those pupils are really 

just there to disrupt things. They are not motivated at all. The first reaction when the children come 

down to art is “I don’t need this because I want to be a cook”. They don’t realise to be a chef requires 

so much art.

 I try to show them, so I did a whole lot of activities related to the “Day of Bread” in October. I try to fit 

in around what they are doing and avoid the big ‘A’ word. If I say ART they think it is not for them. My 

experience as a mother is all I have. I was in the fashion industry, so there was not training, but they 

<the school> were so desperate for someone to do it I got the job. With these children you have to help 

them and think at their level. I gently take them from one step to the next and at every step I want them 

to go further. I want them to be better and better.

And if I had a wish I would ask for smaller class size, and more time. One hour is not enough. It is no 

good though having two hours straight. The children can’t concentrate for that long, but two lots of 

one hour lessons would be perfect. Also why can’t we be paid a normal salary? Teachers in the 

academic education earn so much more and I ask you, which is the hardest job, an art teacher in a 

well-to- do academic secondary school or an art teacher in a VMBO?

1.9 Arts education

> Definitions of arts education are broad within Dutch schools

> Music and visual arts are the most common inclusions in the arts

> Contemporary, ethnic and urban arts are common inclusions

Arts education within Dutch schools6 generally includes music and visual arts. Drama may be 
included as a methodology to teach other subjects and as a subject in its own right in some sec-
ondary schools. Dance is far less common as a part of the arts curriculum. Literature is included 
within the arts. New media, film and a range of creative practices can also be seen as existing within 
the arts though the presence of these within the curriculum is likely to be more based on an indi-
vidual teacher’s interests than on any systemic inclusion. Also it is increasingly common for schools 
to include a range of community and cultural arts within the curriculum, including youth arts. In this 
way, it can be said that the definition of arts within schools by and large mirrors the practices 
outside the school.

The exception to this (described more fully in later sections) is the arts “methods” used within some 
primary schools. The methods are books and other resources for teaching the arts. They come in 

6 Where the general term ‘schools’ is used, this includes a feature or aspect common to

both primary and secondary schools. Where issues are tied to a particular school

sector, this has been specified in the text.
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sets according to arts disciplines, so for example there is a music set, visual arts set and so on. It 
would be reasonable to say that these sets are largely based around formalist principles and skills 
of the arts discipline and are more centred around what could be described as “school art” or art 
for children, than broader artistic practice within The Netherlands.

In a general sense, the arts in Dutch education are inclusive by definition and open to contemporary 
practice. They were often referred to as “arts” with a small “A” as this quote suggests:

We should not emphasise the effectiveness of the arts. We don’t do the 

arts because they are effective at doing something else. We do the arts 

because we are human. We just do it and that is it. We are not all trying 

to be Olympic sportspeople but we still all play sport and move. No one 

asks why we move. Why do we learn maths? Why do we learn ancient Greek? 

All these endeavours are ways to understand yourself and the world around 

you. If they are taught well the arts can open the world, but taught 

badly it can kill your ideas. We want art, not Art with a big A.

Similarly, the aims for arts education are viewed in a very broad way. It was common for the arts to 
be considered as being cognitive, value-orientated, socially embedded, skills-based and knowl-
edge-rich, as is explained in the following comment: 

What are the ingredients of art and can we sell that to politicians? 

What are the values, skills and crafts? There is something we are miss-

ing. We need to distil the qualities from the arts. I think it is really 

hard to stimulate creativity, but you can recognise it when you see it – 

an exceptional talent.

Despite this seemingly broad and inclusive definition of arts education, the presence of other art 
forms such as those related to the creative, aesthetic or cultural industries (such as fashion, film 
making, advertising and animation) and those described internationally as urban arts (such as rap, 
beat box, hippop) is not common in Dutch schools (though increasingly common outside of school). 
Interestingly, a number of vocational courses offer “fashion” “wood craft” and so on, but rarely 
connect these to design and the arts. Overwhelmingly in vocational education the emphasis is on 
skill not on creativity.

Within this broader sphere of “arts and cultural education” specific emphasis is also given to visual 
art education and music education. At the heart of visual education is the idea that children need to 
become “image wise” and so through a process of learning about images and reflecting upon this 
learning, students develop their own expressive capabilities. They should also learn about materials 
and techniques in a personal way. This is described as consisting of production, reception and 
reflection. In practice, visual education in primary school appears to include activities based on 
structured visual learning or prescribed art “activities”, with less common inclusion of arts apprecia-
tion or referencing of artists. In secondary school there was a great variation in quality from school 
to school and a similar range of approaches.
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Similarly, the content of music education seemed to vary considerably from location to location, but 
was generally based around popular music with some world music also appearing. The emphasis is 
on practical experiences of music with children playing and singing in groups. Listening to music 
and the development of a musical “ear” were also described. Less emphasis appeared to be given 
to the learning of musical theory or notation, though in more academic schools these aspects were 
more likely to be covered. Reflecting on the children’s musical experiences was also common. 

In general in The Netherlands statements of educational intent and aims in the arts are kept quite 
brief and the decision making power in terms of the content and processes of arts education have 
been devolved to the individual schools. Thus there is a wide diversity of enacted practices that can 
be observed and differences from one school to the next are more marked than similarities.

Given the high level of parental choice, there are also schools in particular areas that favour certain 
arts forms, or indeed restrict access to other art forms, as this minority quote suggests:

Dance is seen as being “the Devil’s work” in some areas in the Nether-

lands (areas dominated by orthodox Calvinism). It is considered unaccept-

able in the classroom. In some of the schools we (cultural agency) work 

in, it is very difficult to build trust. They see the arts as being 

dangerous and disruptive.

In addition to the provisions in school, community activities outside school offer a wealth of experi-
mental and non-traditional options within the arts. For example, a street dancing class visited on a 
Monday evening was packed with teenagers of all social and ethnic identities creating and experi-
menting with dance movements. The room was so full that dancers had to take turns to be able to 
move in the available space. The atmosphere was energetic and creative.

To this extent it would appear that the formal curriculum – and frankly the skills of the teachers – 
was being overruled by young people who showed more risky and adventurous arts practice in their 
own time than the rather bland offerings they were receiving in some schools.

Related to the debate of definition of terminology, there was a frequently expressed sentiment that 
the more widespread use of the terms “culture education” or “arts and cultural education” had 
diluted the value of each of the arts forms. There is an international argument (Bamford, 2006) that 
suggests that effective systems of arts and cultural education have both education in the specific 
arts forms, so – in other words – education in music, dance, drama, visual arts and so forth. At the 
same time, these effective education systems are able to use artistic and creative pedagogies to 
achieve a range of other social and educational outcomes. In relation this last point, Dutch educa-
tion seems to be generally effective at seeing the potential of the arts to assist in school transforma-
tion, but this – many respondents argued – has been at the cost of more substantial development in 
education in the arts, with students now receiving very little specific and active arts education 
development. In particular, the lack of skill and knowledge development was highlighted – especially 
in relation to the need for talent development within the overall, broader development of all children 
in the arts.
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The issue was also raised that the concept of cultural education as a platform for education 
through the arts had also removed a considerable amount of the actual active making, physicality 
and participation, in favour of models that encouraged the pupil to be more passive and to be 
spectators rather than creators. 

The following section explores cultural education in more detail.

1.10 Culture

> In most of the policy documents referring to arts and cultural educa-

tion, the term “cultural education” has been applied generically to

this field

> There is a difference between arts education and cultural education

and these are separate, although related

> There is a tendency to treat culture as “high culture”, with an empha-

sis on more traditional subjects (and to the exclusion of modern arts,

e.g. media)

> There is disagreement as to what the term culture signifies; this

impedes the discussion and improvement of arts education

> A pragmatic (working) definition of the arts is essential for an im-

provement of arts and cultural education

“Culture” is an example of what is sometimes known as an “essentially contested concept”. While it 
might be philosophically interesting to discuss the true meaning of the term, it is necessary that we 
adopt a pragmatic definition in the context of an empirical assessment. 

In this study, the term cultural education is used broadly to include both an educational focus on 
cultural issues across various disciplines in the curriculum and the field of art defined by subjects 
such as fine arts, dance, drama, music and a range of other creative and cultural areas. This is 
consistent with the general usage in The Netherlands. Arts and cultural education in the Dutch 
system falls under the curriculum area described as “expressive activities”. This definition is also 
congruent with the summarisation provided by Mr. Piet Hagenaars, the Managing Director of 
Cultuurnetwerk Nederland, who defined cultural education as “the different educational fields 
involving arts and culture either as an end or as a means”. In Dutch, cultuur (culture) is the broad 
description for all things created by people, while kunst (arts) is the creative culture. Despite this 
seemingly simple separation, the terms cultuureducatie and kunsteducatie are confused in practice 
and the distinction is not clear.

Cultural education can also be seen as a subject and as a cross curricula goal. What does this 
mean in practice? Overall, schools are required under the legislation to show they are making an 
effort but they are not required to attain specific goals. The social goals (that are inspected) are 
related to the working of the whole school and may not in any way be related to the arts. 
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It is supposed to be the role of the whole staff to ensure that the cross-curricula cultural goals are 
met, but in practice, in all the schools visited, it seemed to come down to one or two teachers to 
take responsibility. Again a quote sums up a widespread perception. A respondent noted: 

I think arts and cultural education has a different purpose. Arts educa-

tion should not be seen as a goal in itself. Heritage is part of history 

lessons. It is also about the neighbourhood. Media… <long pause> we 

don’t give much attention to media <another long pause> no specific 

attention.

What is telling here is not merely the difference between the subjects, but the fact that media are 
not included in the definition of the subjects. It is as if arts and culture are defined purely as fine 
arts and high culture. While interesting, this is also surprising given the official policy statements 
defining the subject of culture, which gives a broad definition. 

In most of the policy document referring to arts and cultural education, the term “cultural education” 
has been applied generically to this entire field. For example, in previous times, curriculum support 
agencies would have people specifically charged with supporting music, drama, visual arts and so 
on. These roles have largely disappeared, either not to be replaced, or to be replaced with general 
“cultural” coordinators. At this stage it is unclear whether this move to the use of cultural education 
in place of more discipline specific arts terms has been good for the expansion of the field or not. 
This overall change in direction has been quite encompassing as this excerpt of a conversation with 
local cultural coordinators suggests.
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1.10.1 Vignette: It is no longer about art itself

It is not common for the education advisory service to have three people specialising in the arts. We 

make up 10 percent of the total staff. We collaborate with other educational advisors and it is so 

valuable for us to be able to work across disciplines and see the whole picture. We are lucky because 

we have the support of the city council. 

Hardly any advisory service centres in The Netherlands still have arts advisors. The notion of arts 

education has changed. It is no longer about art itself, but rather it is about the role of arts in dealing 

with social problems and working with disadvantaged schools. We are now part of total education, 

trying to change the vision of education. We have worked with schools over the past three years trying 

to create a profile for the school. We do not call it “arts” anymore. We call it “cultural education”. 

Every school is entitled to a total of 142 hours of our time over three years to help them develop a 

cultural plan. The demand for this service is high. We expect the schools to want a new vision and to 

be able to put in the effort. We don’t want the “she” who is the cultural coordinator to do all the work. 

We establish a working group of teachers and insist that there are at least three teachers on the 

committee from each level of the school. As cultural coordinators we try to be a reflective mirror for 

these discussions. The Director (usually a “he”) has to be actively supportive. This group works to form 

the plan and we work to assist them in all aspects. 

Every year we have evaluations and we reflect on these and – where needed – change our processes. 

Before we start, we undertake a baseline cultural scan of what is happening in the school. The univer-

sity research team helped us to develop this measurement tool. We look at activity happening in six art 

disciplines; drama, dance, music, media, heritage, poetry/literature and visual arts. Every school has a 

different profile, so we work with them to develop three scenarios of how they want to develop in the 

future. We coach the cultural coordinator and support the school team. We also work with the Centre 

for the Arts. We start small and try to ensure the school experiences success. We really try to make 

that success visible and involve the whole team. We want to get everyone enthusiastic. We do not push 

one approach onto a school but give them choices and work with them at whatever point they are at. 

So for example, if the methods books are the only thing they feel comfortable with then we will start 

with that and think about ways they can enrich the experiences in the book and connect them to the 

context of the children. 

1.11 Aims

> There are several justifications for the arts ranging from l’art pour

l’art to emphasis on the effect of the arts on social cohesion

> Respondents felt that children should be enabled to be more expres-

sive

If I had three wishes, I would want every teacher and child to have cultural wisdom. They would be 
active and passive consumers of arts and culture and would feel a sense for cultural connectivity.
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During the research we encountered several justifications for teaching arts7. These included:
1. Different type of learning

2. Development of talent

3. Experience

4. Emotional development

5. Tactile development

6. All children should be able to see their personal connection with the

arts.

7. The arts are part of life.

8. The arts are playing a bigger role than we actually realise.

9. Expression

10. Learn about themselves

11. Understand others

12. To be active

13. Arts are a language.

14. We try to stimulate active and receptive cultural participation of

children.

If these are grouped according to theme to reflect the totality of responses received, these aims can 
be presented diagrammatically as follows:

1.11.1 Figure: Overall aims of arts education

1. Different type for learning 2
2. Development of talent 4
3. Experience 15
4. Emotional development 8
5. Tactile development (active)  3
6. The arts are part of life. 8
7. Expression/language 6
8. Identity 7
9. Cultural understanding 4
n= 57 
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7 The aims in this section are those elicited from respondents from both primary and

secondary schools and thus reflect the espoused aims as opposed to the official

attainment goals. This distinction is important, as it shows the aims that are fore-

most in the minds of the educators directly charged with teaching the children in

these areas.
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These figures can be complemented – and emphasised – by pertinent quotes from respondents. 
One noted: 

There has been a change. Before, the arts were for what they gave in 

terms of pleasure. Now it is about educational outcomes and social 

integration. There is a feeling that the arts are being asked to cure 

more and more of the world illnesses.

Another respondent noted that the aim of the arts had changed in response to commercial pres-
sures. This had particularly impacted upon the willingness of the arts and cultural sector to take 
risks and push boundaries:

The arts used to be a place where you could experiment and try things 

out. But that has all changed. We are client driven and so now we do 

safe productions where we know we will fill the seats and make money. It 

is all quick and dirty. There is no student involvement and no follow-

up. We try to challenge and to introduce new things but basically there 

is a clash of cultures between the arts and education.

A leading violinist said: “Children need to learn to release their creativity. It is more important to 
build on what they have inside than subject them to an hour of a boring concert”.

This view of the need for active creation was a recurrent theme in the interviews. The following 
quotes provide a representative insight into the views of the different respondents both within the 
schools and outside: 

Our performances are not made for an educational purpose. They are 

first and foremost art, but they do function at many levels.

It is nice when you see you have opened a new world for the teachers 

and the children. You have given their senses something and they have a 

new direction and a new way of life.

“We are convinced that the arts are valuable”, said a respondent. But the arts can be different – yet 
complementary ways. On the one hand they have an intrinsic value. On the other hand the arts can 
have a number of social and educational benefits, as well as – with the growth of the creative 
industries – they can have a direct positive impact on the economy of a country. 

There are no instructions, structure or goals for teaching arts and 

cultural education. There are final objectives for arts education in the 

advanced secondary school, but for everything else it is very vague.

Others argued that the value of the arts might lie in the manner in which they elicited other forms of 
intelligence and gave children a rounded and complete education. Under this conception, a consist-
ent and thorough programme of arts was particularly vital, as is suggested by this quote:
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We need to have the arts. If you follow the thinking of “multiple intel-

ligences” then every child is talented at something. Rich learning envi-

ronments allow a child to experience everything and learn where their 

talent lies. The school should provide an artistic orientation. But then 

you run into the problem that now children are learning less about many 

subjects. They are all learning little bits. They get a taste and a smell 

but not a good meal. They need a more balanced diet. They need opportu-

nities to develop and discover special talents. The key goal is only an 

orientation to the arts. This word is wrong. It should be about knowl-

edge, understandings, appreciation and skills. “Orientation” is not 

enough. Children just taste something once or twice.

The following section examines in more depth the notion of impact and the perceptions of impact 
within the research cohort.

1.12 Impact

> Social and personal impacts of the arts were widely reported

> Educational impacts were also reported, but not at the same frequency

as other factors

> There is considerable consistency in reported impacts

While not wanting to lessen the value of the arts for their own sake – and particularly to emphasise 
that this must be the foremost reason to have the arts – they have a number of other impacts that 
appear in both policy and were claimed by research respondents. It is these impacts that underline 
the importance of providing high quality arts and cultural education for all children. As this quote 
suggests, the arts can contribute to a child’s identity and growth on a number of levels:

Arts and culture is nice, but it is much, much more than that. Schools 

must be obliged to do it. It is how we learn to understand each other. 

It is about cultural wisdom, cultural careers and cultural connectivity. 

We really need a new cultural policy for a new century. Will you make 

sure your report carries that message with power and strength?

The following impacts were claimed at a high level of frequency from the respondents interviewed:

Emotional growth

Children felt more secure

The children learnt about the art forms

The children were more curious

The children became more aware of culture in the world

In our special education context, aggressive children became more able 

to reason
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The parents were very enthusiastic and emotional (when they saw the 

performance)

Before the arts were introduced, the children were like they were on 

different islands. Now they all mix.

Children learn how to present themselves

The level of self-confidence grows

Drama improves learning of Dutch

If the overall results of impact are presented visually, the social goals of arts education are high-
lighted as being particular areas of impact.

1.12.1 Figure: Proposed impacts of arts and cultural education

1. academic improvement
2. emotional improvement
3. knowledge of art forms increased
4. social improvement
5. better collaboration
6. confidence
n=69
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It was interesting that in these nominated impacts, enhanced creativity was not mentioned. How-
ever, at other times though throughout the research creative expressions were nominated as a key 
outcome of artistic learning. The general feeling was that while the arts might develop creative 
behaviours, other areas of the curriculum might also achieve these goals:

Creativity is not only linked to the arts...Creativity is more an attitude 

of mind. It is a way of looking at the world, expressing yourself and 

looking at other people’s expressions. Creativity is about finding new 

solutions. Creativity is important for everyone, not just for artists.

This is not to suggest that creativity is not important to Dutch education, in fact the research 
suggests the opposite. A number of respondents commented upon the need for children to be 
creative to cope with the social and economic conditions of the contemporary and future world. It 
was felt that creativity equip young people to make informed choices and responsive actions within 
the challenges of the future:

Creativity is about helping young people make choices about their lives. 

A typical nine to four school is not going to help a child in the fu-

ture. I think teachers have to change the way they teach. Standing out 
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the front of the class or sitting at your desk is not going to develop 

creativity. Teachers need to become more like a personal coach. Teachers 

should help young people to find out who they are and what they want 

from their lives. School should be about mentoring the person, not just 

about learning facts. To make these choices, teaching needs to be more 

individualised. It is about coaching, not about the Master.

Conversely, it was indicated that in some instances the classroom environment had a negative 
effect on the development of a child’s creativity.

The climate of schools can really negatively affect a child’s creativity. 

Creativity flourishes in a rich and authentic environment.

Creativity is not only creative thinking and problem solving. At the 

heart of creativity is confidence – confidence to take risks and to work 

together. And this is where the arts can really help. We should be en-

couraging entrepreneurship and risk taking in schools. Our government 

has this on their agenda, but schools are not really responding to this. 

We want to make entrepreneurs, but our young people lack confidence. 

They are shy and won’t take risks. The arts teach children to be self-

confident, and to develop presentational and communicational skills. 

These are vital ingredients of creativity. We say schools try to develop 

creative people, but they usually produce the opposite. Skills and 

knowledge are valued, but how is creativity tested or valued?

There was also a view that the creative potential of the broader Dutch community may not be being 
developed and the connection between the creative industries and schools not fully exploited:

The problem is not just in our school. How do the academies encourage 

creative people? 

We have a great creative industry and many artistic performances. The 

choice is enormous.

1.13 CKV1

> While CKV1, including the vouchers, has increased cultural consump-

tion, the quality of learning in CKV1 is largely dependent on the

individual interest and skills of the teacher and the focus of the

school

One of the desired outcomes of the arts and cultural education was to increase cultural consump-
tion by young people. In an empirical study (Haanstra, 2004) conducted after the vouchers were 
introduced, it was found that all levels of cultural consumption had increased but that this change in 
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behaviour was not long-term, with most participants returning to the same level as the average after 
three years. The greatest gains in consumption were in theatre. Recently there are indications that 
tend to suggest that more long term impacts may be plausible.

Underpinning these findings is the assumption that the value of cultural participation for young 
people may be in terms of building their future potential as cultural consumers. This view is some-
what at odds with general opinion that suggests that the arts and cultural education are valuable for 
the young person NOW, not for some perceived future. The results do however importantly point to 
the fact that it is not possible to “dose” a young person up with the arts and assume that this 
inoculation will last for their lifetime. Like physical fitness, unless active participation in the arts and 
a “healthy cultural diet” is maintained, the artistic and cultural health of the child will suffer. 

This finding needs to be considered in the Dutch system where the “stop and start” effect of a 
largely project-based way of delivering arts education may prevent sustained learning and apprecia-
tion to occur. Great emphasis needs to be placed on sequential, cumulative and sustained experi-
ences across the arts forms. Given the results of the cultural consumption research, there is also 
the need to highlight dance more directly in cultural programmes.

This case study of voucher usage in a high school in a regional centre – containing three levels of 
secondary education – demonstrates the generally reported manner in which the vouchers were 
used and changes being made.
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1.13.1 Vignette: They all went to the cinema and to pop music

When the vouchers were first introduced we gave them to the pupils and they all went to the cinema 

and to pop music. Now we hold all the vouchers and organise things through the school. We give them 

free choice but within a range. We go on one foreign trip each year (e.g. Paris, Barcelona, Berlin). 

They have to write an evaluation report. A teacher goes with the children. We try to teach the children 

how to form a critique. But we want the children to have the experience and to be able to talk about it 

to each other and with an adult. Through talking they learn new things and this is more important than 

writing too much. As you know, we have different levels in this school, so with the brighter pupils I can 

go deeper with their cultural awareness. Take them to more challenging films and concerts.

I am not trained as a cultural coordinator. I just do it because I think it is important. I think there should 

be a national training programme for cultural coordinators in the secondary school. I know there is a 

course for primary school coordinators, but I would like to learn more too.

Perhaps it is not surprising that CKV1 has increased consumption, as basically the vouchers are 
now being used to enable schools to purchase cultural products from a pre-selected menu. Some 
local cultural agencies provide a website with details for all the cultural providers in an area. Simi-
larly, the aims of CKV1 are often stated in terms of “get some understanding of” and “be in contact 
with…” These terms imply exposure rather than rigor and consistency.

Most professional artists working with schools have participated in special training, often conduct-
ed by the regional cultural convenors. Yet these artists interviewed questioned the value of the 
experiences a child receives:

There is a lot of discussion about the vouchers in the adult theatre 

world. Many children go to things they really don’t enjoy and you wonder 

if it is actually making them love or hate the arts. I remember one play 

was two and a half hours long and the children were bored stiff after 

one hour. You give children the choice and think that will be better, 

but they don’t know anything about the arts so they have no idea what to 

choose.

There were also major concerns – particularly expressed by VMBO teachers – that if the vouchers 
became more “owned” by the individual child, this would result in an even worse position for the 
arts within the VMBO, as this comment from a teacher suggest: 

It is not good for this education. As the situation stands now we can 

manage the vouchers for everyone. If you give the vouchers to the child, 

they will not be motivated to go. We know that when we first got the 

vouchers we worked like that and 75 percent of the vouchers were not 

used. You really need to mediate the experience for the child and bring 

it to a level that they can understand.
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A criticism made was , that while CKV1 had increased exposure to the arts, its disconnectedness 
from general school learning meant that it had effectively trivialised the value of the arts and did not 
allow for active art production:

The problem is that the arts are seen as being only for fun. It needs to 

be seen as a core part of the education of every child. CKV is killing 

the art field. It is too passive – too “one off”. It is not enough to do 

with art. There is no productive element and it is not active.

1.14 Heritage

> Heritage education is based on local contexts

> Heritage education receives relatively little attention and is margin-

alised in the curriculum

> There is a consensus that more heritage education is needed

> Heritage education is not specifically linked to arts education

In 1997, the Ministry identified the need for more heritage education at all levels of schooling. 
Heritage is defined as being both the “physical remnants of history” (Erfgoed Nederland: Dutch 
Heritage agency) and the diverse and dynamic intangible records of life. Heritage education, while 
interested in world and national histories, is primarily focused on connecting children to the heritage 
within “every village and every city” (Erfgoed Nederland ).

The aim of heritage education in The Netherlands is to arrive at a local conception of heritage and 
history. This aim is clearly related to recognition of the emergence of a multicultural society with a 
high-level of ethnic and cultural diversity and this combines with a growing desire to reinforce local 
identity and to encourage children to understand the development of their geographical and cultural 
area. Several examples referred to children understanding the manufacturing and industrial heritage 
of their local area and there were excellent examples of local museums dealing with the heritage of 
the municipality.

Heritage is defined in two main ways within The Netherlands. The first is material heritage which 
covers the moveable and immovable features of the landscape and places. The second is immaterial 
heritage which encompasses intangible heritage such as songs, stories, traditions, actors, agencies 
and other non-object based heritage. While both notions of heritage were apparent in school and 
museum programmes, there was greater attention given to material heritage and less on aspects 
such as learning local songs, poems or stories. These two different definitions are apparent in these 
quotes:

Heritage is part of history lessons. It is also about the neighbourhood. 

Heritage is all around us. It includes both the physical history around 

us but also the cultural heritage that is not fixed. Heritage is some-
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thing dynamic and diverse. Heritage education is sometimes referred to 

as “cultural inheritance”.

There is a tendency to make heritage and cultural education into singular “events” rather than 
systematic instruction. For example, heritage and cultural education may be seen to be “covered” in 
a single visit or series of visits to local museums. The museums commented that these visits were 
often “tokenistic” with low level of preparation or pupil engagement. 

We don’t really do anything in cultural heritage. I suppose it means 

things around the local area? There is not any connection made. This 

area is very under developed. There is actually a lot to do here in 

Groningen, but it is hard to choose. I suppose it is sort of there in 

geography. They visit the factories. It is not in art… maybe there is 

more in history?

It was also commented that secondary schools in particular were likely to visit the museums in 
larger centres, or even in other countries, while not taking advantage of the high frequency of 
heritage resources available in the local area. For example, an excellent local museum reported 
having more visits from students from other countries than those from the local school. The role of 
museums is discussed more fully in later sections of the report.

Conversely, excellent models of partnerships with museums existed where the pupils would meet 
with members of the local community, become actively involved in detailed investigations and 
publish their findings in interesting ways such as websites, films and performances. 

In one innovative example within a primary school in a low socio-economic and multicultural area, 
the teachers and the cultural coordinator had made contact with a range of small businesses in the 
area including local factories, and the children from the school were learning about local heritage 
through visits to these nearby sites. One of the site visits had been to the local newspaper where 
the children had learnt journalistic techniques. This was followed by visits to a printing factory and 
paper factory so the entire process could be viewed. Throughout this unit, there was considerable 
active involvement of children. They made their own paper from recycled paper, conducted inter-
views, developed budgets and produced their own newspaper complete with advertising! One 
highlight of the project was the profile it gave to parents working in these factories, and the in-
creased level of community involvement led to further ideas for future projects including one in 
textiles and another in construction. This excellent case study is explained: 
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1.14.1 Vignette: We start with the children themselves

We started small. We start with the children themselves. We collected rubbish in the playground and 

then this was made into collages. We don’t really have a budget, so the parents helped us. We looked 

at the children, then the school and then the parents drove the children to the mill in our neighbour-

hood. 

The mill had never taken children before so they were worried about safety but it was very good and 

the children learnt a lot from the real experience. We also visited the shipyards. A lot of parents work in 

the shipyards and for the children from ethnic and poor backgrounds they were very proud to go where 

their parents worked. Now we try every year to do these real experiences. 

This year we will go to the cardboard company. They make paper and books and also do binding, so 

we are going to link this with our literacy learning and then children will take all their writing and work 

and the company will bind these for the children while we are there so they can turn their work into a 

real book. 

This is part of a cultural heritage and our media. I am going to get the cartoon artist from the local 

newspaper to work with teachers and children too. It is funny, you think you have nothing and when we 

actually started to look we have unearthed a whole lot of resources. The parents are coming forward 

too and saying, “I work in the textile factory. I will ask the boss if the children can come there.”

 We have a cultural coordinator in our school and she meets about three times a year with the other 

cultural coordinators.

In another example, collaboration between a photographer and a group of challenging secondary 
students had led to the development of one project combing visual literacy with local heritage. In 
this project, the students documented their own local “monuments” and special places through 
images and developed poetry to accompany the images. The inclusion of their families and them-
selves in the images gave a strong link between heritage and identity. Also as part of the project, 
the photographer went into the homes of the pupils and created photographic scenes exploring 
heritage and identity. These images had an almost surreal appearance and gave a poetic insight into 
the lives of the pupils. But above the strong aesthetic appeal, the processes of the project opened 
doors to community engagement and empowered the pupils to feel proud of their local area. 
Unfortunately, a restricted budget and the permissions required have prevented these images from 
being more widely displayed and the pupils would have benefited from more opportunity to reflect 
on their learning.

Interestingly, both these examples described had negligible budgets, involved communication within 
the local area and were highly successful with ethnically diverse and lower ability level pupils. Other 
schools combine the cultural menus with heritage education:
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We are using the menu system for heritage education now. We have 10 

museums and 10 schools working together on local heritage. The most 

important thing is that we are now talking together. 

Local archives were also taking an increasing role in heritage education in schools. Several of these 
archives had interesting arts-related heritage items, such as music files, film footage and clothes 
and costumes. Other museums had niche collections that could be directly connected to arts and 
cultural education. These resources were presented in an interesting way and readily available 
(including online) and offered enormous educational potential, but the comment was frequently 
made that these resources were under utilised by schools.

1.15 Media education

> There are excellent examples of media education in film

> Media education may be covered within graphics courses in vocational

education

> Overall knowledge of media education is minimal

> Use of new media in the arts in primary school is very limited

Media education is a high priority for the government and it is rightly perceived that understanding 
the media will become increasingly vital in years to come. There is however a discrepancy between 
the espoused policy and the knowledge and understanding of media education within the schools. 
From the research there is insufficient “on the ground” knowledge and practice to even make 
general statements in relation to this area. When pushed in interview, some schools were able to 
nominate aspects that could be considered to fall under media education. These areas included:
- photography

- journalism

- ICT

- Email

- Communication

- Radio

- TV

There was a lack of clarity about whether media education is a part of arts education, an overall 
cross-curricula objective, or a subject in its own right. Combined with this, there were questions 
about whether it was a receptive activity (i.e. gaining knowledge about the media) or and active (i.e. 
creation of media based communication).

Apart from suggesting what might be included in the area, the teachers were unclear about the 
scope of curriculum in this area, including aims, pedagogy and outcomes.

Attempts to have media education adopted within schools have largely been unsuccessful. Con-
cepts of the role of media in education, especially in the areas of the so-called “new literacies”, 
“multi-modal literacies” and the ethics of communication technology have had little empirical impact 
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in the schools and levels of knowledge and practices in these areas are very low. Most schools 
interviewed were not familiar with the term “media education” and not able to define its aims or 
identify practice related to media education.

In several examples observed, media education was being taught within more vocational orientated 
secondary schools and particularly those schools focusing on the printing trade, graphics or visual 
design.

As stated, the general lack of understanding of media education was low and consequently it did 
not receive a high priority. Similarly, there was only limited understanding of its aims and what might 
be included in curricula. The following were the most common ‘types’ of media education that 
teachers nominated in interview:
- digital photos

- websites

- newspapers

- discussions

- film

In another example though, the educator spoke passionately about the impact of film:

People say, “What does film give us?” It does not bring us anything! It 

is what you bring to the experience that counts. It is what film ex-

presses. You need to experience it. Through the arts you learn to deal 

with emotion and to develop something out of nothing. If you are taken 

to a concert and it is great, something changes in you. It is not some-

thing with an absolute value, but is something that has changed within 

you.

Media education was largely viewed as a passive activity. By this, what is meant is that pupils were 
largely taken to view films but rarely given the chance to express their ideas through film. While 
this was a generally noted deficiency, there were isolated examples of excellent projects in media 
education. The Ministry itself initiates projects in film making. A number of municipalities hosted film 
festivals and screened high quality films from a range of genres. 

Interestingly, when the cultural vouchers were more widely given directly to the pupils, their choices 
often focused on the arts more closely aligned with media (in particular, films were popular). There 
was a perception though, that the children’s choice did not stretch their experiences enough with 
frequent criticism that the children “just went off to see James Bond”. Films chosen by the schools 
tended to be more “art” based films and not the box office successes.

While there is a general lack of development in media education, the organisation behind the 
International Documentary Film Festival Amsterdam (IDFA) has made considerable inroads into 
working with teachers and children to develop media literacy, as this case study indicates:
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1.15.1 Vignette: They need to learn about image

We run master classes and workshops for film students and teachers. There are also special VIP 

evenings throughout the year for teachers to learn more about film. We encourage personal involve-

ment from teachers. They learn by experiencing things. We are redoing our website and have included 

a lot of material for teachers and students. There is a section for tips and links where teachers can 

share good practice in media literacy.

Media literacy is so vital now. Look at the explosion of You-Tube. Children are making films in their own 

time and sharing these on You-Tube. They need to learn about image manipulation, interactive thinking, 

and media literacy. Our website will allow children to experiment with these ideas.

Media education could be really something in education, but to do this there is a lot of work that needs 

to be done with teachers. We are working collaboratively to this end. In theory, the questions should 

come from the schools but they don’t. Teachers don’t even know enough about media literacy to ask 

the right questions. There is in practice no subject called media education. When we hold screenings 

for schools they are very popular but the teachers need coaching to understand the connections to the 

rest of the learning. For the arts to take off in schools you need supportive leadership. The school 

leaders need to promote flexibility in the timetable especially to promote cross-curricula links. It is a 

worry but we held a meeting with teachers and we discovered 60 percent of teachers did not even 

know we were here. Part of the problem is that Amsterdam has many offers. I think one of the prob-

lems in arts a cultural education is that now all the institutions are competing for children. This is 

happening at a national level. We should be working together a lot more instead of competing.

1.16 Part-time arts education

> Well-funded and diverse offerings are available through a range of

inexpensive and locally-based arts providers

> Children with special needs have less access to part-time arts educa-

tion

> Part-time arts education tends to favour the more educational elite

but excellent examples also exist of more connected programmes

> There are excellent examples of programmes developed by young people

and collaboratively run

Part-time arts education caters for a large sector of activities that operate after school hours and sit 
outside “formal” school education programmes. There is an enormous range of offerings, from 
classical music lessons to break dancing. After school arts and cultural centres are in a large part 
funded through considerable subsidies from the city, municipality or local community. They may 
also receive central government funding and project-based funding. There is also a number of 

most after school offerings for children try to connect closely with schools:
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We have developed links with local schools. They wanted us to come into 

the school and we agreed but only on the condition that I said we would 

not come in Friday afternoons. I did not want us to be just a token. I 

said we wanted to come in Monday morning and they agreed so now we do 

music education in the school every week. Every child had to pay only 

€2.50 per year for a whole year of music education. The parents have 

seen the good results and now they want it.

In the most effective examples, young people themselves are active in organising the programmes, 
and have a large voice in planning, management and aims:

We concentrate on arts education by working in partnership with teachers 

and youth workers. We have a strong focus on youth welfare and problems 

in the city. We don’t start with a prepared model, but rather we develop 

projects in response to what is needed. Our artists in residence work 

with the schools to create their projects. We do in-school projects in 

cooperation with teachers and our ‘free time’ projects we do in coopera-

tion with youth workers. We also do cultural programmes that may be lead 

by the youngsters. In our offerings we also have arts classes both in 

schools and out of schools. These can run from one day to one week. 

Most of the arts classes are also bespoke to the needs of the context, 

but we do have our own core projects but even with these we can design 

them individually to the school or purpose. It is definitely a shared 

planning model that we use. It is important that the voice of children 

and youngsters is incorporated too and we try to do that, but it depends 

on the programme. 

1.17 The Broad school

> The Broad school plays an important role in Dutch education

> Many of the Broad school programmes are related to arts and cultural

education but language and sport are also common

There are trends and fashions in every field. Arts and cultural education is no exception. The current 
buzz-word in Dutch education is the Brede school (The Broad school ). Broad schools are connected 
to youth services. Many of the Broad school programmes are related to arts and cultural education 
but language and sport are also common. For example, in one school visited, the school had 
connections with the football club Ajax to run football development. 

Some Broad schools open the programmes for all children while others try to develop particular 
talents. While the aim is to build the options for children in less privileged areas and to make social 
mobility possible for more deprived groups, even within these schools and groups, the teachers 
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report that it is still the more affluent and educated parents who ensure their children participate in 
the Broad school programmes. 

But enthusiasm for the Broad schools is not universally shared: ‘The Broad school project has not 
inspired either teachers or children. The reality is that it has not worked. That is the reality’, as one 
interviewee noted. Or, as another respondent said:

We have problems with the Board school. We like to specialise in every-

thing to do with learning and that is becoming more difficult. The gov-

ernment is trying to put too much on the shoulders of schools. Schools 

should be about education. If we now have to take on all the roles 

parents should be doing, then parents should have to teach their chil-

dren reading, writing and maths.

There is a number of incentives for schools to become Broad schools. But this does not imply that 
all schools are opting for this status, or that those who do are evenly distributed across the socio-
educational spectrum. As an interviewee noted: 

There is an interesting dichotomy developing. The rich areas are getting 

after school arts education through music, drama, dance and art schools 

and the underprivileged areas are getting Broad schools.

In the following two vignettes, the Broad school concept is explained through examples. The first 
example is from a secondary school, while the second is a collaboration of local primary schools, 
explained by the school Director and cultural coordinator:

1.17.1 Vignette: Ping pong to football, street dance to guitar

The average secondary school does about 4.25 hours per day of education. We do at least eight hours. 

We run two hour blocks after regular school and depending on the course it might run from one to six 

weeks in duration. 

There are a lot of sport and arts choices, everything from ping pong to football, street dance to guitar. 

Sport is certainly the most popular. Street soccer is popular. We have an arrangement with Ajax 

(football club). Around 30-50 children turn up to a sports activity. The numbers are less for the arts, but 

dance is popular. 

It is still mainly the upper class kids that come to the community school. Some parents really are not 

interested in what their children are doing. Attendance is increasing. I worry that there are very few 

offerings for special education children. I am trying to organise something for them.
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1.17.2 Vignette: It is all free

Four primary schools are all working together. We have been trialling this for 12 months. We stop 

formal school at 2:15pm each day and then a range of guest teachers start after school programmes. 

The activities include face painting, drawing, street dancing, computer, woodcraft, drama. The teach-

ers are very good, because we pay them to run a course and because the children only come if they 

want to, if the quality is not good, then we get a new teacher and run a different course next time. It is 

all free. Classes run for about one hour. 

We also run weekend schools. This is linked to the university and its aim is talent development, 

allowing extra extension for gifted children in underprivileged areas. 

Currently around 40 percent of the children in the school do something in the Broad school. I have to 

say though, we had to introduce a sort of waiting list system, because the children of the parents that 

were keener wanted to do everything, and some children were doing nothing, so if you have got into 

one activity you want, then you have to be on a waiting list for the other and we try to encourage non-

participating children to join in. 

The Muslim parents were reluctant for their children to be home as it was getting dark, especially in the 

winter, but we are slowly winning the mothers over. We found it worked well to speak directly to the 

fathers if we could catch them. The most popular activities are those to do with computers, courses on 

PowerPoint and video are always full. The disappointment is that good things are happening after 

school but this is not filtering into the rest of the school. I have started to follow-up with some extra 

drawing and painting.

The teachers in the Broad school have not been through the training and child protection as the other 

teachers. Most teachers work for about 80 hours a year in the Board School. The best quality assur-

ance is that if it is not popular it will not run. 

We have started a system of homework coaches and there is a theatre group coming in doing a special 

project about bullying and identity. The Broad school experiment will continue for five years and we are 

looking at links with the high school. 

We have planned a three hour music programme on street life and that will be primary schools and 

high school working together. It is hard though, as the children from our school go to many, many 

different high schools so it makes knowing who to collaborate with very difficult.
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1.18 Museums and theatres

> There are many well-designed and resourced local museums, theatres,

libraries and archives that provide excellent support and resources

for arts education

> The educational potential of these facilities tends to be under uti-

lised by schools and under recognised within the institution

In addition to both the various part-time arts options and the Broad schools, in The Netherlands 
there is a large number of local and specialist museums. This means that children have ready 
access to real artefacts that engender authentic learning experiences. 

These museums cover everything from clocks to textiles, paper to tractors. All provide services for 
education and are relatively low cost. All acknowledge that children make a vital part of their 
audience and encourage contacts with local schools. 

Despite this, the active connection between these museums and the local skills is less than would 
be expected. For example, a very well-presented village museum with excellent interactive learning 
displays reported that despite hosting teacher information days, talking with schools and sending to 
all schools in the local area brochures and packs that most of their school visitors come from 
outside the local area and overseas. 

Similarly, a wonderful text museum with enthusiastic education staff and imaginative and engaging 
education support was not known by an Islamic school only a few kilometres away that had an 
entire curriculum focus on text. The excellent resources (in terms of knowledge, skills and artefacts) 
within the museum sector need to be fully utilised by education and imaginative ways should be 
developed to ensure that schools are more directly connected with local museums. 

This connection should not just be in the form of formal visits. Young people should be encouraged 
to see cultural resources such as museums, theatres, archives and libraries as ways to enrich 
ongoing learning. All cultural centres reported very low levels of independent visits8 by young 
people, although there was on average a six percent revisit rate for primary school children, bring-
ing their family as part of the return visit. To encourage more independent visits to cultural learning 
facilities, open-ended research projects could be given to secondary children where they are 
required to build long-term relationships with institution staff. 

From the perspective of the cultural institution, pricing policy should be reviewed to encourage 
students to feel they can “come and go” for the various facilities, such as a low cost annual pass or 
frequent visitor reward scheme. Museums could also think of the way temporary programmes could 
be enticing to independent young visitors and how the innovative use of online technology might 
open the doors of these facilities. It is important that children do not feel that museums are some-
thing only visited with the school and not a resource for their use at any time.

8 Visits by pupils to a museum without a teacher or not with a school group.
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Furthermore, there was a strong sense from speaking with a number of focus groups of museum 
educators, that education is not perceived as being a core part of museum business, despite it 
counting for a large percentage of the overall activity of the organisation. This is clearly explained in 
this comment from a committed and experienced museum education specialist:

1.18.1 Vignette: Really collaborating

The whole organisation is not focused on the visitor and they are even less focused on young people 

and education. They just don’t get it! They spend a quarter of the budget on PR (public relations), but 

education is actually 57 percent of their visitors. This is just the way it is. I do what I can do. 

Education is absolutely core business to this museum, but apart from me, it is not enacted at all. The 

management will say education is important. They say it but they don’t enact it. It is what the manage-

ment says. But I don’t lose sleep over their attitudes. It doesn’t feel like education is unimportant when 

I work with young people. 

It is meaningful. I think education is really the new vision for museums. And slowly the management is 

going to have to change. 

We should be collaborating much more with education. And here I am not talking about more visits. I 

am talking about teachers, children and the museum staff sitting down together to plan. Really 

collaborating. I think cultural education in schools is too scattered around. It needs to be ordered and 

concentrated. At the moment it is too dispersed.

Other museums and theatres were more successful in being able to structure their contact with 
young people in a more connected way to arts education:

We are a specialist theatre company for young people. We like to see our 

experiences as being like an arc. It starts with the preparation at the 

school, peaks with the performance but then continues with follow-up 

activities after the performance.

Arts experiences need to be a complete diet. Not just a taste, which fits 

all in the child’s mouth in one go.

There was also the view that children’s understandings of museums and theatres was getting better 
for primary school children but getting worse for secondary students.

We have over 30,000 young visitors per year. So there are many schools 

that come, but I would say only 50 percent of the schools are prepared 

for the visit. In my view, primary schools are getting better and second-

ary schools are getting worse, in terms of arts and cultural education.



52

The children know nothing about museums. Their behaviour is very bad. 

The children have a bad reputation and the teacher’s do not try to ex-

plain things to them or help them to know how to behave in a museum. 

Our museum attracts a number of international school groups and Dutch 

children are the rudest when visiting the museum. We give the teachers a 

lot of material to work with the children before they come to the museum 

but this is not followed through.

These findings are interesting as it could be argued that while participation levels may have in-
creased due to initiatives such as CKV1, children’s enjoyment and engagement with the experience 
may not have increased. In this regard, many of the museum educators pointed to problems with 
policy and implementation:

The policy is always very short time. We really need consistency of 

policy over a longer period. To establish the place of education within 

the theatre takes time and we need to know there is commitment from the 

government so we can do long-term planning. 

The museum board will tell us that education is very important but we – 

the people who actually do it – are always last in line when it comes to 

resources or support.

1.19 Methods

> ‘Methods’ books and kits are widely used in primary school

> These methods are costly and tend to favour formalist and ‘school

arts’ examples, rather than directly connecting with children’s devel-

opment and experiences

> The methods are filling a gap in the level of teacher expertise in

arts education in the primary school

According to policy, arts and cultural education is compulsory through all school years from four 
years to 18 years, though in practice the picture is somewhat different. The school visits, interviews 
and focus groups indicate that the provisions that children in the early years of school receive 
regular arts education, often on a daily basis are of variable quality depending on the skills and 
interest of the class teacher. 

In primary school, children receive on average less than two hours per week arts and cultural 
education. In general this is in music and visual arts and is taught by the class teacher. There is 
limited tracking of the frequency, scope or quality of this input, so in practice, some children receive 
no arts education while others may get up to the equivalent of one day per week – or more – of arts 
education. 
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Once again it is the skills and interest of the teacher that appears to be the determining factor in 
allocation received. The “philosophy” of the school seems to be a factor also, with some primary 
schools adopting a more arts-focussed approach. 

Many primary schools visited made use of “methods” which are sets of directed books based on 
disciplines (e.g. a music book, drawing book and so on). These methods are expensive to buy, as a 
class set is required, but provide a directed approach to teaching arts for those primary school 
teachers with limited skill or knowledge in the arts. 

In both music and visual arts, the sample of methods books reviewed suggests that these books 
use a very ‘modernist’ approach to teaching arts, with little consideration of creative process. The 
aim of the books is on structured skill development and effective “end product”. The activities in the 
books are generally not connected to the child’s context or experiences and focus on “school arts” 
exemplars with only marginal connection to real arts practice. 

Primary teachers tend to use these books in two ways. Less confident primary teachers start on 
page one and systemically work through the books. During schools visits it was possible to see, for 
example, a number of schools all doing the same activity in the same week. More experienced 
teachers will “dip in and dip out of the book” selecting lessons that connect more effectively to their 
learning themes, but at the loss of the continuous line of skills development underpinning the 
arrangement of activities in the methods.

Interestingly, policy makers and researchers were reluctant to acknowledge (or unaware of) the 
widespread use of the methods in primary education, but teacher educators and artists visiting the 
schools seemed to have a good understanding of these programmes and their limitations, as this 
comment from an artist suggests:

Children never draw. When we arrive in a school it is like we are coming 

to an island removed from life. The standard is very different from 

school to school, but in all cases there is never enough. The primary 

schools all do the methods and you see the same drawings and assign-

ments in every school. Oh, it must be week nine there is the drawing of 

this or that! The products are all the same and never from the child. 

Teachers want everything to be in the boundaries… they want the children 

to colour inside the lines, it is dangerous if you colour outside the 

lines!

Similarly, this teacher educator in music education was so concerned by the widespread use of 
methods, that she set it as an assignment for the teacher trainees to investigate the quality of the 
methods:

It was interesting. All the schools use the musical methods. We set the 

music education students an assignment to review these methods. The 

students conducted an analysis and did not like them. It is too much 

“school music” and[has] no connection with real music. Some of the 
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students developed an improved version of the methods. The focus in 

schools should be on composition, singing, participation and experimen-

tation. In the primary school children need to sing a lot. They should 

sing together every day. They need a teacher who is a role model and 

sings. We have developed a CD and book that teachers can get for free, 

but they would rather buy the methods that are very expensive. 

The cost of the methods is an important factor. Many primary schools visited were spending their 
arts budget on methods (including money from the cultural subsidy). Other schools were not 
“starting to teach” an arts subject as they were saving – often for several years – to buy the meth-
ods before starting.

The arts methods are not too expensive. We are saving some money. We 

bought 50 percent of them and will buy the next lot next year. 

Every class has the methods, “Beeldende Vorming”. Most teachers just dip 

in and out of them.

There was widespread criticism of the methods from teacher educators and artists, for instance:

The methods are bad and not inspiring.

Other people interviewed took a more ambivalent attitude to the arts methods, suggesting that they 
filled a gap where teacher expertise was low, provided at least some arts education for children and 
were better than nothing.

In the primary schools even using the methods is something! Many schools 

don’t even try!

There is such a vacuum in primary arts education and no skills so the 

methods just fill this vacuum.

This last comment raises the important point of quality. Is poor quality arts education better than no 
arts education at all? Issues of quality are canvassed in detail in the subsequent chapters.
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2.1 Introduction

Social and educative research is not like science. We cannot test hypotheses in laboratories and un-
der ideal conditions. Yet this does not imply that we cannot make valid generalisations. It merely 
means that our observations must be based on comparisons and reflections about these and why 
they occur. One proven method of educations – and other policy – research is by bench-marking. 
That is, by developing comparable standards and yardsticks we are able to determine when and if a 
country’s arst education lives up to an international standard – and/or is conducive to other side-
benefits of arts education (e.g. on literacy and numeracy and other academic subjects). To deter-
mine these standards it is necessary to take a step back and consider the matter in the light of 
academic research. 

2.2 World standards:

Defining the alpha of quality arts education

Art education – like health – is not a mono-causal phenomenon but one which hinges on many 
variables pointing in the same direction. Statisticians have developed a measure of this. The so-
called Cronbach’s Alpha (Bogt, 1993) measures the consistency between factors in a compound 
phenomenon. The higher consistency there is between the qualities, the higher the Cronbach Score.
Statistically speaking, total consistency equals one, whereas no consistency at all equals zero.

This is certainly not to suggest that a Cronbach score can be derived for the arts by criteria, aver-
ages, and global means. Educational systems are deeply embedded in cultural and nation-specific 
contexts. This is especially the case in education in the arts. More than any other subject, the arts 
(itself a broad category) reflect unique cultural circumstances, and consequently, so does the teach-
ing of the subject. 

So any Alpha developed must respect and encourage this diversity. Judd (Judd, 1993) refers to this 
more as a gossamer concept, where a set of abstract constructs are grouped together consistently 
to create a somewhat dependable phenomenon. Just as “health” may be a collection of measurable 
factors (e.g. steady pulse, low cholesterol and good metabolism etc), well-being comprises of a 
number of constructs such as happiness, contentment, power, social roles and so on. 

Related to arts education, we know that quality programmes have a number of measurable charac-
teristics in common, such as inclusion of partnerships, performances and approaches to learning 
but equally they depend on attitudes of risk taking, collaboration, sharing and other abstract 
constructs. 

These together form the baseline alpha that needs to be considered prior to the measurement of 
impact.

It is possible to draw certain overall conclusions and to find common denominators, which can 
serve as a form of alpha for education research. Just as social science researchers have developed 
community ‘liveability’ standards, medical researchers have developed patient well-being indicators 
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and the legal system is continually called upon to make judgements based on precedent and 
statutes, the arts community can now – perhaps for the first time – have a reasonable alpha to use 
for ascertaining quality prior to evaluating impact. 

Throughout the results of the global survey there is an unequivocal indication that certain structures 
and methods of instruction are common to all quality programmes regardless of their context, scale, 
scope or resources. The question now is to determine if these structures are present at the national 
level.

2.3 The nature of quality

“Quality” here is being defined as those arts education provisions that are of recognised high value 
and worth in terms of the skills, attitudes and performativity engendered. According to Pearsall 
(1998) quality implies something that has been achieved successfully. 

In the case of arts education, quality is considered to exist as something that may include achieve-
ments (i.e. quality outputs), but goes beyond this to consider learning journeys, pathways, partner-
ships and recognition. Dewey (1934: 19) writes of quality as being characterised by a “heightened 
vitality.” He further comments that quality signifies, “active and alert commerce with the world: at its 
height, it implies complete interpretation of self and the world of objects and events”. Under this 
notion, quality is not a fixed disposition but rather as Kissick (1993: 27) notes, “quality is first and 
foremost an idea, its criteria are susceptible to influences from within a given society”. 

Within The Netherlands, there is a strong push to enhance the quality of arts and cultural education. 
Yet, it appears that although those arts and cultural organisations that receive government funding 
do have to submit and annual report, these tend to be limited to descriptions of activities and 
financial and other accountability measures. The Council for Culture is the body responsible for 
judging artistic and cultural quality, but it is less clear how this translates into educational quality – 
both merit and value – within the context of arts and cultural education. In this aspect, there 
appears not to be a systematic process in place for determining quality.

Dutch education is rightly proud of its developments in this area, but is keen to ensure quality is 
more uniformly applied and validated through evidence. During interview a number of respondents 
spoke directly of the need for enhanced quality:

There is no point doing what we are doing if we don’t consider issues of 

quality. We want the arts and cultural education provisions to continue 

and expand. It is the right of every child to get the chance to experi-

ence high quality arts. We are concerned that policy is always changing. 

It takes considerable time to build up a strong network between the arts 

and cultural sector and education and if there is uncertainty about 

either finance or quality then it will not take long for those connec-

tions to be destroyed.
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There is a strong ethos in arts and cultural policy in The Netherlands related to the importance of 
quality. As applied within the Dutch context, this includes the need to ensure that the quality of arts 
education received by children is of the highest standard. The quality argument has also been 
extended to imply that schools can both improve and extend the overall quality of education by 
more effectively profiling the arts. The empirical research would suggest that schools with an arts 
profile perform well, are more popular with parents and children and are able to retain teachers for a 
longer period. 

The discussion has to be about quality. How can we talk about quality in 

arts education when we do not yet know what quality in education looks 

like?

Others questioned whether it was ever possible to specify classifications of quality:

There is no such thing as an unequivocal list of criteria for quality 

classification. Such a list would no doubt vary with the cultural back-

ground of its composer. 

This last quote points to the importance of embedding notions of quality in a cultural context, 
because just as notions of arts vary considerably from place to place, the aims of Dutch arts 
education are similarly complex, and each aim could have its own quality measures. There is a 
belief in The Netherlands, and more broadly in the arts community that it is very difficult to pinpoint 
quality. This in fact is not the case. The international research indicated that sets of indicators of 
quality occurred together in high frequency and across a range of cultural backgrounds, policy 
guidelines and practices (Bamford, 2006). It is possible with a high level of predictability to ascer-
tain if a particular arts education programme is likely to be high quality by measuring the extent to 
which it meets the given alpha of a ‘healthy’ arts programme.

2.4 Indicators of quality

Instinct is the best way to judge quality. You just know quality when you see it. You feel it when you 
visit a school or a cultural programme. The policy plan can be good, but it is when you see it in 
action you actually know if the practice is good quality. However, it is difficult to define indicators of 
quality. As one organisation indicated:

Many organisations play the game. They just repeat back the policy in 

their supposed outcomes; give them what they want. What is needed is a 

platform for sharing. Some neutral space where we don’t just talk ‘poli-

cy speak’ or technical questions, but we really reflect on methods and 

speak about real contexts, issues and problems. 

One of the issues in The Netherlands is the close connection between funders and outcomes. While 
this direct line should make policy implementation easier and more efficient, it also means that there 
is a tendency for evaluations of quality that tend to give back to the funders the outcomes they 
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wished to see. In this way, it is difficult to ascertain determinants of quality – both in schools and in 
cultural providers. 

There were some very interesting approaches to quality assurance and measurement being under-
taken in The Netherlands. In one arts and educational support agency in the north of the country, 
collaboration with university-based researchers had led to the development of an online “wellness” 
check that primary schools could complete to determine if their offerings in arts and cultural 
education were of a good standard. Importantly, this tool was also used as a type of “initial exami-
nation” and opened the way for a number of follow-up discussions, programmes and actions to be 
undertaken.

Also – by design or default – the system of locally-based cultural coordinators are actively involved 
in visiting every primary school and cultural provider in their given areas. The simple effect of these 
visits was to focus the attention of the schools and institutions on issues of arts and cultural 
education and was producing both quality monitoring and, ideally, quality enhancement.

Throughout the research, respondents were asked to nominate factors that they felt existed in high 
quality programmes. The following list is indicative of some of the factors that were frequently 
nominated:

2.4.1 Figure: Indicators of quality

1.Outreach to other areas
2.Innovative methods
3.Clear vision/aims
4.Active
5.Experiential
6.About identity
7.Long-term
8.Minority groups/diversity
9.Flexible approaches
10.Partnerships
11.Different locations
12.Education in and through the arts
13.Professional development
14.Evaluation/reflection
15.Careful selection of artists
16.Connection with other groups
17. Follow-up/sequence
n=139

In d ic a to rs o f Q u a lity

1

2

3

4

5

6

7

8

9

10

11

12

13

14

It can be noted in the nominated indicators of quality, that these correspond very closely to the 
international indicators. The list of 16 items suggests a comprehensive vision of quality by both 
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practitioners and those in decision making positions. It can therefore be assumed that the knowl-
edge of quality is well entrenched, practices of monitoring and quality assurance9 are less well-
developed. On the other side, 16 separate categories connected with quality is a larger number than 
would be desired. Having too many quality indicators may suggest a lack of focus in terms of the 
indicators of quality, though the research does not reveal evidence that this is a problem.

Quality arts education is the result of interplay of structure and method. It should be noted, that 
alpha does not specify content. This is deliberate, as content should be derived in relation to local 
environments, culture and resources. In this way content and context can operate independently of 
the quality alpha. Similarly, these indicators of quality hold true for both education through the arts
and education in the arts. In both these complementary ways in which the arts contribute to educa-
tion, the indicators of quality remain quite stable and consistent. 

These quality indicators are:
• Active partnerships between schools and arts organizations and be-

tween teachers, artists and the community

• Shared responsibility for planning, implementation and assessment and

evaluation

• Opportunities for public performance, exhibition and/or presentation

• A combination of development within the specific art forms (education

in the arts) with artistic and creative approaches to learning (educa-

tion through the arts)

• Provision for critical reflection, problem-solving and risk-taking

• Emphasis on collaboration

• An inclusive stance with accessibility to all children

• Detailed strategies for assessing and reporting on children’s learn-

ing, experiences and development

• Continuing professional learning for teachers, artists and the commu-

nity

• Flexible school structures and permeable boundaries between schools

and the community

These alphas of effective arts education are used to organise this report and the quality of arts 
education in schools in The Netherlands and will be discussed in reference to these world standard 
quality alphas.

9 It was argued in reflection that the high degree of free choice in Dutch schools may

limit the likely success of establishing structures of quality assurance and monitor-

ing in schools.
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3.1 Introduction – Overall statements about

quality

Within Dutch education, there continues to be considerable debate about issues of quality and a 
desire to base policy and practices more firmly within quality frameworks supported by a strong 
evidence base. As was noted in international case studies (Bamford, 2006), definitions of arts and 
cultural education are context specific and vary from country to country and even at the micro level 
between schools. Given this, it is not surprising that the components of quality are also highly 
variable. As was seen in the last section, within The Netherlands, the indicators of quality are 
especially broad, as this quote highlights:

It is hard to get a definition of quality. There is a great diversity of 

things in the community.

While the complexity of determining quality might cause some to throw their hands in despair, the 
sense in The Netherlands is that quality is important and that research and pedagogical efforts 
need to be exerted in this area. Respondents point at a deeper level between the connections of 
quality arts education to overall educational quality:

The discussion has to be had about quality. How can we talk about qual-

ity in arts education when we do not yet know what quality in education 

looks like?

Several comments were also made connecting notions of quality to the child’s view. This presents 
an innovative approach to quality, being not something driven by external monitoring but something 
emerging from the context and needs of the child, as is outlined in this response to issues of quality 
made by a teacher:

It is interesting. Many children philosophise and connect the world of 

art with their own lives and their worlds. 

3.2. Active partnership with creative people

and organizations Involving teamwork and

collaboration

> There are best practice examples of partnerships between schools and

artists in The Netherlands

> The length of time of these projects should be extended

> While partnerships between cultural industries and education is

strong, more partnerships could be forged with industry, especially

the creative and cultural sectors

> The free-market approach may be leading to rising costs and a water-

ing-down of cultural options
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Countries that have effective arts and cultural education generally have active partnerships across 
sectors, disciplines and organisations. The notion of an active partnership involves the direct 
inclusion of a range of cultural and artistic organizations in all aspects of the planning and delivery. 
The best of these provide sustainable, long-term and reciprocal associations. These sustained 
associations are centred on shared responsibility for planning, implementing and evaluating pro-
grammes.

While the most common partnerships in a world context are between the cultural and educational 
sectors, a number of countries have a range of agencies supporting arts education including private 
individuals (the most common one), enterprise, the community, trade unions and a number of other 
possible partnerships. These partnerships tend to encourage the pooling of financial resources, 
human resources and expertise to produce substantial arts education programmes. There are very 
few examples of industry partnership in education in The Netherlands.

Conversely, government policy at the national, regional and city level has been strongly geared to 
promoting partnerships between culture and education. Local cultural agencies are very active in 
this regard, and their role is described more fully in later sections. Systems of arts and cultural 
menus also exist to encourage schools to actively develop partnerships with external providers. 
Most primary and secondary schools also have a cultural coordinator who is a member of the teach-
ing staff with a special focus on developing the arts and cultural connections within the school.

Despite this widespread good practice, a major shortcoming of the current programmes is the lack 
of time given to the partnerships. While there is a strong and active connection in many schools 
between their programmes and programmes offered by local cultural providers, there tend to be 
little collaborative planning and the projects tend to run for a short time, with one day duration 
being the most common. So-called ‘long’ programmes only run for one week or up to three months. 
Ideally, partnerships should be sustained and long term, with world data (especially emerging from 
the United Kingdom, Australia and France) suggesting that between six to nine months should be a 
minimum. Similarly, it was suggested that partnerships should form a part of continuous lines of 
learning in arts and cultural education rather than as singular ‘projects’. 

Currently, the ‘menu’ approach – while giving ready choice to school and empowering schools to 
make more informed cultural choices – has lead inadvertently to a culture of ‘one-off’ projects being 
developed by cultural agencies, often packaged and sanitized to meet the demands of the educa-
tional market. Many institutions seem to be now be spending considerable time, effort and money 
on developing appealing promotional material for schools, rather than working in more direct 
collaboration with school.

Other arguments cited for inconsistent partnerships included a lack of awareness by teachers and 
artists of opportunities for greater linkages, lack of sustained commitment to arts education from 
the cultural sector and the additional time needed to organize such partnerships. Geographical 
isolation and expense are also widely given as reasons for not doing more.

Some schools are frequent and active visitors to museums, performances and galleries. In the most 
successful examples of these, schools work very closely with local cultural providers – both attend-
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ing events and exhibitions outside the school and inviting long-term, active artist partnerships into 
the school. 

In other schools, the involvement with cultural partners is somewhat marginal. The school might 
visit an exhibition, do a workshop or attend a performance. The theatre group might be invited to 
give a performance once a year in the school or the children may see a movie, but these are seen 
more as ‘one off’ experiences than part of the general arts and cultural programmes of the schools. 
In these instances, there is also too much emphasis on ‘passive’ encounters or experiences with the 
arts (such as, watching a film, watching a play, watching a book illustrator) rather than active 
workshops were the children are given the opportunity to systematically develop the skills and 
knowledge needed for creative and aesthetic expression.

It was widely reported that the voucher system in secondary schools and the labeled cultural money 
in primary schools had been a very effective provision in stimulating partnerships between educa-
tion and cultural providers. As the following comment from a museum director suggests, this 
collaboration was not only between education and culture, but also created an opportunity for local 
cultural providers to collaborate more closely with each other:

One of the good things to emerge from the voucher system is that the 

four museums in the town have started to collaborate. Instead of compet-

ing, we are exploring ways to work together to interest the children and 

to develop packages for schools. For example, at the moment we are 

working to explore ways of developing learning experiences for boys in 

the technical stream. These boys really require active programmes so we 

are doing some collaborative training of guides. Before developing pro-

grammes we are talking with teachers. No one is really talking to the 

young people. 

Conversely, more widely reported was a situation where various cultural providers were in direct 
competition for the same group of children, and rather than adopting cooperative approaches, were 
quite guarded about their practices and were marketing to try and attract a greater share of the 
local educational market. In other towns and cities, an ad hoc system had developed where schools 
would visit certain sites in certain school years. So for example, year six would attend the theatre, 
year seven the museum and so forth. 

The relationships between schools and the cultural providers was also not as productive as it might 
have been and in some instances, especially when cultural agencies and artists were visiting 
schools, there was an almost hostile relationship described, as this comment from an artist sug-
gests:

I feel like I am ‘The Alien’ in the school. That is the position I am in 

when I arrive in a school. I like to think I bring oxygen into the 

school, but that oxygen is only any use if people can breathe it in and 

many of the teachers have stopped breathing long ago.
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From the viewpoint of the school they see the artists as being disruptive, lacking discipline and 
over-priced. While the artists often comment that the schools are ill-prepared; children are bad 
mannered and inattentive; faculties are not adequate; teaching staff are restrictive, rude or discon-
nected from the activity; they are not welcomed into the schools; and arts and cultural activities are 
not taken seriously. As one cultural agency commented; “Culture has to see the school as a serious 
partner.”

There also seemed to at times be mismatched expectations. This mainly resulted from the fact that 
generally when an artist arrived in a school, immediately they would start to perform, run workshops 
and so on. There was almost no opportunity for pre-planning or to become familiar with the children 
or their teachers, as is highlighted in this comment from an artist:

Most schools don’t take the time. The teacher should always be in at-

tendance, but often the teachers goes and has coffee. In a way that is 

better because you sometimes have a problem with the teacher. They will 

say, “You can’t do that”. I had a really difficult teacher once. It got 

to a point where it was almost impossible to work, so I asked him about 

attitude, and then all sort of things came out about his own learning in 

the arts and he was clearly then only modelling the way he had been 

taught – which was very uncreative. In art you have to develop imagina-

tion and step outside the boundaries. It is thinking in different ways 

and it is not something you can get learn from a book. 

Given the lack of time to prepare and the fact that in most cases, the cultural experience fell outside 
the ‘normal’ sorts of learning opportunities within the school, it was not surprising discipline was a 
widely discussed problem. The performers coming into the school were often looking for different 
forms of expression from the children and these conflicted with the aims and goals of the schools. 

When we take an art programme into the school it feels like you are 

going into a very strange context. It is like art education has nothing 

to do with the school or the children, so we are like aliens landing in 

the school. In many circumstances we are not even made to feel welcome. 

We feel like we are the dose of medicine children must take and the 

schools see us as that. It is a one shot dose. In the school, what we do 

is neither prepared for, nor picked up by the schools. We try to avoid 

that. We send lots of things to the school. We offer before and after 

performance workshops. But these things are never acted upon. The chil-

dren and teachers are not prepared to do anything about the arts. They 

need us only so the school can tick that box. It is like the school says 

“Just do it!”

Artists described feeling vulnerable, especially in vocational secondary schools where the pupils 
had been poorly prepared for the performance, crowded into the performance space and where the 
teachers would leave to have a meeting or a coffee while the performance occurred, showing no 
interest in what was occurring. On the other hand, some artists actively welcomed the teachers 
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‘going off for a coffee’ as it would change the dynamics of the pupils and the artists could achieve 
better results. But in summary, the artists felt they needed far more connection with the teachers 
and support and enthusiasm from the school, as this quotation from an artist outlines:

A big part of teaching is based on discipline and order and this is 

opposite to the mind of most artists. The teachers have a form they are 

used to and when artists come into this structure it is the meeting of 

opposite worlds. But if the artists and the teacher start to communicate 

they can connect beautifully. This tends to be most effective when the 

vision of the school is supportive. It is a personal thing. You can feel 

it immediately you enter a school. In 80-90 percent of cases you can 

work with the school and get a good working partnership and then it is 

really good. The reality is though, is that it takes a bit of time. 

There is an increasing trend in Dutch education towards allowing the schools to show greater 
autonomy in terms of the performances and arts experiences they choose. While it could be argued 
that an educational, market-driven approach would lead to a more competitive and relevant arts 
sector, there is both evidence and perceptions that suggests that this free-market approach may 
actually be leading to a watering-down of cultural options aimed at young people. 

The reason behind this is relatively simple. Within the schools, the level for critical expertise to 
judge arts performances or opportunities is relatively low as historically, such expertise has not 
been engendered through teacher training. Additionally, the tight structure of the school means that 
arts experiences which can fit ‘neatly’ within these bounds are favoured over those that stretch the 
boundaries. Concurrently, there is the perception within education that children are the best judge 
of what is ‘good arts education’ for them. While not wanting to downplay the importance of the 
voice of the child, clearly within education if similar levels of choice was applied to the learning of 
numeracy or literacy, it would be unlikely that by default a child could select all the aspects for the 
curriculum that standards might suggest they should have knowledge and skill of over the course of 
the school year. 

To summarise the point, what is happening as the market has moved away from the arts world 
developing offerings for schools, to the schools being the major purchaser and consumer, is that in 
many instances, children are receiving more popular – and it could be argued ‘palatable’ – options 
that fit neatly into the current status quo, rather than being challenged with high quality, innovative 
and more risky arts offerings. 

For example, a long standing youth theatre company in The Netherlands has on its range of theatri-
cal offerings for schools a challenging play that looks humorously at the difficult subject of death. 
The play has received considerable acclaim, but this play has been difficult to ‘market’ to the 
schools that see it as being a too challenging offering.

The following extended vignette from a large arts institution with a long and successful history of 
providing arts for young people and working as a cultural partner in education gives a detailed 
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insight both into best practice (in terms of preparation, shared planning and sustainability) but also 
highlights some commonly reported challenges (such as transport and costs).

3.2.1 Vignette: I would do less but in more depth

We have 240 staff and we work with over 6000 pupils per week. 60 percent of the total work of this 

organisation is with under 18 year olds, and of that 60 percent a little under half is with less than 12 

year olds and a little over 50 percent is for 12-18 year olds. We only have one specialist education 

contact person two days a week, which is really not enough for all the work in schools we do. 

We rely on a close association with the city cultural coordination team. We are trying to establish one 

lead contact teacher in every school. It is good in the primary schools where there is a trained cultural 

coordinator because we have that contact. We want young people to experience the theatre. It is great 

if they can come here <to the arts centre> but we can also go into schools. 

People are interested in things that combine the different disciplines of the arts – music, film, and 

this we prepare an education pack. 

Most of the time we are not just giving the performance. There is an associated project and education-

al materials. We try to involve the school pupils and teachers in developing these packs. Schools want 

the packs before the project, but actually they will use them more if we include making the pack as 

part of the project and the teachers and children are involved. We include the cost of producing a high 

quality outcome as part of the price.

The problems of transport are a big issue here in the east. Many of the schools are in the country and 

it is a long way to travel in to see a performance. The schools tell us that the buses usually cost more 

than the performance! The ideal would be to that the children see every performance twice. The first 

time they would come into the theatre and see it, and then the next time we would come into their 

school to perform. Then we would do a project in the school. We have a number of workshops under 

development. Last year we piloted this approach with six schools. The problems are that we find it 

hard to get money for educational development. We can get money for the performances or the 

workshop but not to develop new ways of working. To do this we need more time.

If I had my choice, I would do less but in more depth. I would go to fewer schools each year and do 

fewer performances but really develop these in a deeper way within the school.

We try our experimental pieces working with the poorer schools. We don’t charge them and this allows 

them to experience the arts.

In some situations, partnerships with schools are seen – incorrectly – to be a substitute for more 
systematic and embedded arts education taught by teachers in the school. In these instances, the 
view is that the teachers lack the expertise to teach arts education and that this is better “done” by 
outside providers. 
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In the best case examples, though, the school recognises the role and the responsibility of the 
teacher to provide basic high quality arts and cultural education. The school directors nurture the 
artistic and creative talents of the staff and empower them to expand creative ideas within the 
school. The presence of partnerships in these cases is as a supplement to already strong pro-
grammes. In these instances, the partner artist can provide mentorship, enrichment and challenge 
which enhances the overall effectiveness of the school. This best practice model can be seen in this 
comment from a primary school:

We have partnerships with external experts, parents and the cultural 

sector. We work closely with museums. We also take a different view of 

teachers. We don’t expect every teacher to be an expert at everything. 

We value the talent of the teacher and allow everyone to have their own 

speciality. We make the most of everyone’s competencies. If we have the 

competencies in the team, we will make the most of it. If we don’t have 

them then we will partner with parents or anyone outside the school to 

ensure we have the competencies. We are always searching for new col-

leagues and are having partnerships with the local teacher training 

college. We want our partners to share the same vision of education.

In this example, the school also was open to the broad notion of partnerships, including parents, the 
community, colleagues and teacher training in the partnership alongside cultural providers. The 
following samples of responses were given by respondents to the question of ‘What makes good 
quality partnerships?’ These samples were selected as they were representative of the most 
frequently described points.
> school and cultural institution must take arts education seriously

> not go mad over the mess

> be ready to dig in and try new things

> think arts education is important

> regular meeting with the team

> not be narrow-minded

> reflections

> be responsive

The following vignette from a primary school director reflects an insightful view of the need for clear 
communication in making a successful partnership. It also underlines the importance of moving 
away from sanitised ‘school arts’ to allow children – including young children – to experience high 
quality contemporary arts and cultural practice from a range of sources.
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3.2.2 Vignette: At the heart of a good partnership is joint planning

At the heart of a good partnership is joint planning between the school and the artists. It should not be 

about the cultural agency ‘selling’ products to the schools. And it is not about the schools saying to 

the artists “we want this done”. It should be about getting together to plan and make meaning within 

the environment. The artists need to have sensitivity for collaborative practice and working with 

children but should stay real artists and not become teachers. 

We actually don’t have art in schools. I mean that what we have is a thing called “school art”. It is not 

real art. Not real music, not real painting. Children’s art and children’s songs. 

Partnerships between schools and artists bring REAL art into the schools. There is a good programme 

where schools can borrow an original art work to display in the school for six months. The art is made 

by contemporary Dutch artists. During the artwork being on loan to the school, the artists who made it 

visits the school and talks with the children and teachers and does some workshops. This is a good 

initiative as it connects the art world to the school and children see and experience real art and real 

artists.

One of the factors that influence the likely success of a partnership is the willingness of the school 
and the museum, theatre or artist to be flexible and responsive. The ensuing section explores this 
issue by examining the degree to which educational and cultural intuitions can be flexible.

3.3  Flexible organizational structures and

permeable boundaries

> Parents have a high level of flexibility in their choice of schools

and educational approaches

> There is a large degree of variation between the flexibility of one

school to the next

> There is very limited connection between primary and secondary schools

> Schools and cultural institutions have developed innovative ways to

encourage more permeable boundaries around their organisations and

more flexibility within the organisation

> Bureaucracy and attitudes can inhibit organisational flexibility

> Cross-curricula education through the arts is an aspiration that is

rarely in practice achieved

It is reasonable to say that there is an enormous range in Dutch schools in the way learning is 
organised and different schools have very different levels of flexibility. 

Some schools are quite traditional with largely inflexible structures of timetabling, staffing, facilities 
and teaching approaches. At the other end of the scale, some schools are highly flexible in their 
approaches and reference the latest in educational thinking to try innovative approaches to learning. 
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Parents can largely choose the particular school they want for their children although in practice 
more popular schools are harder to access. Schools are encouraged to be quite individual and 
autonomous in their offerings. Parents select a school that has the sort of approach they support or 
desire. The options of choice are less likely outside the larger cities and towns. It is also apparent 
that more educated and middle class families (across all ethnic groups) are likely to have better 
access to information that would enable them to make thoughtful choices. More economically or 
educationally disadvantaged populations are likely to be left to only choose from a place still 
available. 

Despite the degree of flexibility of parental choice, and in many cases, the internal flexibility within 
the schools, there were consistently inflexible boundaries between primary and secondary schools 
and school systems. Even in examples where there are generally flexible procedures within certain 
schools, there are almost no examples of flexible boundaries between primary and secondary 
school or between schools of various networks or systems. Even when these schools are geograph-
ically close – even being on the same site – there will be only limited, if any, contact between these 
settings. This means that good practices are rarely shared and learning in arts and cultural educa-
tion can be disjointed and lack continuity. A number of focus groups of teachers, especially within 
primary schools, highlighted this as an area that needed considerable focus:

I think it would be good to do more projects across primary and second-

ary. We are doing a project at the moment with an artist and we are 

writing a play across primary school and secondary school and then we 

are going to perform it together.

Similarly, many of the focus groups within primary schools acknowledged that traditional modes of 
education were not always successful and that more artistic and culturally-based models were 

10 had been 
a major stimulus for starting changes in the school, but that making schools more open, responsive 
and flexible takes considerable time:

My problem us that the normal practice of the school is so fixed that I 

don’t have freedom anymore. Many of us want to change and do things a 

different way. We know what we do is no longer working for children but 

there is not any opportunity to retrain. They should be running training 

for people in the schools (not just for people learning to be teachers). 

We really hope the Cabinet approves the continuation of the €10.90. We 

might only be doing a ¼ of all the reforms we would like to do, but at 

least that is ¼ more than we did before. If the money goes in a lump 

sum that will be the end of it. You have to keep it separate so the 

director sees it and says, “That is for arts and culture”.

10 Amount given per year, per pupil to primary school pupils specifically for arts and

cultural education.
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The policy in The Netherlands states that arts and culture should not only be studied as traditional 
schools subject, but also as “innovative forms” and “independent learning” – in other words educa-
tion in the arts and education through the arts, and using a range of flexible approaches. The policy 
also refers to both the “intrinsic” value of learning about the arts for their own sake, and the extrin-
sic value that artistic and cultural awareness may have to a range of outcomes including problems 
solving, and enhancing the school environment. 

Furthermore, the strengthening of cross-curricula themes – especially in the first two years of 
secondary education should expand possibilities for flexibility. Schools are required under the 
legislation to show they are making an effort towards achieving cross-curricula themes, but they do 
not have to attain specific goals. The social goals – that are inspected – are related to the working 
of the whole school and may not in anyway be related to the arts. It is supposed to be the role of the 
whole staff to ensure that the cross-curricula goals are met; but in all the schools visited, it seemed 
to come down to one or two teachers to be responsible or for a cultural coordinator. Generally, in 
secondary school the teachers charged with the responsibility for seeing that cross-curricula goals 
are met are in the area of history, languages, religion or the arts; although the latter is less common, 
as there is a shortage of arts teachers.

In reality, education in and through the arts, and particularly the influence of the cross-curriculum 
themes has had less ‘on the ground’ impact than would be desirable. Primary schools cited the lack 
of expertise; lack of resources; lack of time, and; lack of monitoring as common reasons for their 
under achievement of the general goals related to arts across the curriculum. Concurrently, second-
ary schools attributed derisory focus on cross-curricula goals as being caused by inadequately 
trained teaching staff in arts and cultural education; rigid timetables; lack of priority from the school 
director and board, and; low levels of pupil interest and engagement. Hope was expressed that 
current changes to the first phase of secondary school might help the arts to feature more strongly 
in the curriculum. There was also the hope that the newly initiated Master-level programmes for 
teachers in arts and cultural coordination might help staffing and leadership issues. 

But the overall issue stated repeatedly for a lack of flexibility was rigid timetabling and structural 
constraints.

It is hard to fit our projects into the structured arrangements within 

school. Primary schools are more flexible, but flexibility is almost 

non-existent in the secondary school. 

Comments were also made about the lack of flexibility between the arts and the educational worlds:

The arts world and the education world are just two completely separate 

worlds. Taking the arts outside the school is an option, like the commu-

nity arts projects we do.

Conversely, other arts organisations suggested that recent approaches to more education/client 
driven funding models had – while posing some challenges – allowed their organisations to adopt 
more flexible ways of working with education:
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In the 80s we offered an arts menu, but then you would describe it as a 

fixed menu and it was quite inflexible. Our movement has been much more 

towards bespoke developments. We like to work with local organisations. 

The other major change is that we used to be solely supported by govern-

ment but now we function on a commercial basis and schools have to pay 

for our service. About 80 percent for all schools use our service.

A teacher working within a lower ability, vocational education setting made a salient point also 
about the need to allow flexible boundaries between the world of the pupil and the world of the 
school. In this comment, her response about needing to connect with life was highlighting the way 
the boundaries between the life of the classroom and the real life of the child are rarely breached:

Dance and drama is too difficult. Younger students use a bit of drama in 

their language learning. Maybe in the future we could be more flexible. 

I think I would like to connect what I teach more to life.

3.4. Accessibility for all

> Accessibility is made up of complex sets of circumstances including

what is offered, who takes up that offer and how the arts and cultural

education addresses their needs and wants

> Geographic accessibility is generally good

> Interactions for special needs children in their leisure time have

generally not been successful

> Increasing options are being made available to bridge the social di-

vide in arts and cultural education

Dutch arts and cultural education values access and inclusivity, but while policy can state such 
aims, achieving it across the country and with all sectors of society is proving to be more difficult. In 
this research, accessibility issues were approached from a number of angles, namely:
- Geographic accessibility i.e. to what extent do children across the

country receive equitable provisions?

- Intellectual accessibility i.e. to what extent do children from all

ability levels receive equitable provisions?

- Cultural accessibility i.e. to what extent are the needs of children

from diverse cultures and diverse socio-economic backgrounds consid-

ered?

Accessibility goes beyond simply saying that arts programmes are available to all. Accessibility is 
made up of complex sets of circumstances including what is offered, who takes up that offer and 
how the arts and cultural education addresses their needs and wants. Within this broad definition, 
there was widespread acknowledgment that insufficient action had occurred in this area and that to 
move away from elite conceptions of the arts takes considerable time.
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The Minister is pushing the criteria of accessibility, but just saying it 

is not enough. We need strategic planning and time. When people have not 

ever had a history of involvement in the arts, you can’t expect change 

in 12 months. For example, many of the immigrants from Morocco are from 

remote mountain area. In their country of origin they were farmers, shop 

keepers, peasants. They never experienced the arts there and so there is 

a long history of them not connection with the arts.

It is not easy to meet accessibility goals. We need clear targets and 

then strategies to meet those targets.

I think getting accessibility takes a long time. You have to be well-

planned. You need to use a lot of imagination and build flexibility into 

your programmes.

We realise ourselves that there is a problem of attracting people from 

diverse backgrounds. I know we are not doing this enough. It has taken 

time for the arts and cultural industries to realise their responsibility 

in terms of accessibility, now we need to develop real strategies and 

then research whether we are successful. 

These comments all point to the need for structural changes to ensure that quality arts education is 
accessible to all. One such structural change has been the development of a local network of 
cultural coordinators. While their role is more specifically described later in the report, the ‘local’ 
location of their offices means that cultural services are available in the more remote places in the 
country and the influence of these centres is spread across the length and breadth of the country. 
Similarly, a policy to build a number of local theatres, museums and cultural centres in the 1970s 
means that most children have relatively nearby cultural facilities:

Every city or village has access to a cultural co-coordinator or team of 

people. In small towns, it might be the council official who has several 

other jobs and arts and culture might only be a ½ a day per week of 

their job. In these cases, cultural services from larger cities or towns 

would also work to support the schools.

However, it is important to bear in mind that despite these structural initiatives there is a sharp 
distinction between the arts and cultural resources that exist in the cities and what we find in the 
rural areas. This distinction – and its consequences as regards access – is summed up in these 
quotes:

Outside the triangle of the big cities there are fewer cultural facili-

ties. But most towns have a gallery, museum, theatre and other locally 

supported arts and cultural initiatives. There are no real barriers, but 

there can be a distance. This is more a problem for children than adults 
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because the buses are expensive. Also if the parents have to drive (say 

to music lessons) then it can really only be the parents that have the 

time and money to do that. 

Some respondents argued that the quality of arts education is still poor for most levels of children 
and in most schools, and is quite marginalised in terms of the overall vision of school – Arts and 
cultural education is always put at the worst part of every week. In every school it is Friday after-
noon! In practice, from the field observations and focus groups, it would appear that schools at the 
higher academic level have the most access to high quality arts and cultural education, while those 
in the lower academic levels, including vocational education and special education receive the 
worse provisions both in terms of quality and extent.

For example, if we contrast two public secondary high schools visited. The first was a ‘grammar’ 
style school offering a very high quality academic programme for students wishing to go onto 
tertiary education. This school had extensive arts and cultural programmes both in the arts and 
through the arts. Students had a number of specialised arts courses in the lower years and could 
choose elective (examinable) courses in drama and visual arts in the upper years. They received 
instruction from committed and highly trained arts teachers. There was also a substantial cross-
curricula cultural programme, covering all the main art forms through both active engagement 
workshops and through attending a range of exhibitions and performances. The school was well 
equipped with a professional standard dance and drama studio. 

By contrast, the second school – only a relatively short distance away from the first -was a voca-
tional and technical school with a focus on graphics, mechanics and retail. This school had no 
dedicated arts spaces. Nominally music was being ‘taught’ by an unqualified person, as the school 
had been unable to attract any qualified teachers to the post. The children in this school were likely 
to receive less than two hours of arts instruction and only in the first year of school. Although this 
school was part of the voucher system, these were mainly given to the children who did not use 
them. Sometimes movies and dances may also occur, but without a dedicated staff member to 
organise this, it was left to the teacher. There was also the perception that the pupils were not 
interested in the arts and largely not intellectually capable of achieving much.

We only do theory with our top level of pupils. The lower level would 

not understand. We do simple things with them.

The threshold to enter sport is much lower than the threshold to enter 

music. Anyone can grab a ball and start kicking it around the street. 

But within arts traditional says you need materials and a musical instru-

ment, special dancing shoes… and you need to be trained and you need a 

special studio all these raise the threshold level for participation but 

we know this is not the case in non-European countries.

The vocational level schools reported that it was very difficult to attract and retain qualified teachers 
in the arts. Those arts teachers choosing to work in these schools were paid less that those in 
general or academic education (despite having the same qualifications). They also reported that lack 
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of timetabled classes meant that they had to teach other subjects and be divided across their 
working week over two or three schools. Resources were also low in these schools, with many 
having barely the basic instruments, paints and so on to be able to teach the arts. There was a 
particular shortage of music teachers and dance teachers. It was also considered that the music 
students coming into vocational education from the academies and conservatories lacked the skills 
to engage the students, and this also caused beginning teachers to leave quickly. Teachers in the 
lower academic level schools often felt undervalued and peripheral to the school goals.

3.5 Cultural Diversity

> Cultural diversity – especially the emergence of a multicultural soci-

ety – is generally not adequately reflected in arts and cultural edu-

cation in schools

> Some innovative best practice examples do exist, especially in ‘out of

school’ provisions

The multicultural nature of Dutch society has had an effect on the education. Immigrant populations 
above all bring a different culture with them, and this is an issue that remains high on the agenda in 
the political debate. 

Some schools with a high number of ethnic students and generally less popular schools have 
actively adopted arts focused approaches in an attempt to attract more “white”, middle class pupils. 
There are excellent examples of arts-rich education and some current research being conducted in 
several of these settings indicates that a strong arts focus not only lifts pupil attainment, but 
importantly changes the perception of the broader community towards the school. In one example, 
the reputation of a school had fallen and the school was in risk of closing due to falling enrolments. 
The school conducted substantial consultation with the community and then decided to adopt a 
strong arts focus. That change was very successful with enrolments changing from being less than 
60 pupils to more than 500 and a greatly improved relationship between the school and the commu-
nity. It was also noted that it had led to substantial changes in the attitudes of parents and children 
towards education.

Concepts such as a ‘cultural canon’11 raise within the population issues of value and identity, as a 
diverse presence is bound to have an effect on the discussion of cultural and arts policy. Some of 
the respondents welcomed this challenge, but felt that not enough was being done. As a participant 
noted: 

11 The concept of a ‘canon’ has gained wide acceptance within Europe. It is a broad

concept that attempts to reconcile issues of cultural heritage, national and interna-

tional identity, and cultural knowledge and experiences. In a simplified definition it

implies selecting the exemplar artists or artistic works that form the key elements

that a nation value and whose tradition and understandings would want to be trans-

ferred to young people and children. The interpretation in practice of a canon varies

considerable between countries.
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In our school I would like to offer more diversity in the arts. Not just 

the traditional arts but open up to contemporary practices for a range 

of cultures. We have no actors from black or ethnic backgrounds at the 

moment (that was in an organisation with a staff of more than 240).

At our museum, we are trying to get guides that are Turkish, Moroccan, 

and speaking other languages. That has been a good strategy and some 

schools come here for tours in English or French as part of language 

learning.

In an innovative approach, one museum used models of family learning to try to encourage greater 
involvement of children from diverse backgrounds:

We are developing a lot of programmes for families and children. We 

don’t want to be seen as somewhere you only come with the school. We 

find that programmes with grandparents work well as the grandparents 

often have more time than the parents to bring the children to the 

museum. 

While there were a number of innovative and enticing programmes observed within museums and 
galleries, it was not always possible to ascertain if these were the result of a genuine desire to reach 
out to the community, or a clearer aim to reach out for the government money provided for encour-
aging diversity! Certainly, in some instances, it took very little scratching below the surface to 
uncover deeper issues related to accessibility, as these quotes infer:

Normally these kinds of people <black and poor people> don’t go to 

museums.

We have tried to get more diverse inclusion in our arts programmes, but 

it has not been too successful. We designed some interactions for under-

privileged groups both within school and in their leisure time. But 

really it was not successful. They stayed on their own and really did 

not mix. We are trying to concentrate within school programmes, but then 

if you look at education, it really has not been that successful either. 

There are black schools and white schools. Some black schools have 

tried to include more arts education as a way to profile the school and 

to try and attract a more diverse cultural mix, but it is not really 

successful. You might get a few white children attending but really not 

a big difference.

Several settings acknowledged that accessibility was more than simply making your programmes 
available to the population. At a deeper level, issues of accessibility are more concerned with the 
way the offerings of a school or cultural provider do – or do not – connect across all aspects of the 
population, as these comments suggest:
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In order to ensure that our programmes are accessible, you have to ask 

a range of questions in terms of what you are offering. Can they iden-

tify with it? What kind of culture or art are you providing?

There are a number of social-artistic projects at the community level. 

These are locally based. Some are good quality, and maybe these need to 

be included in our dossier. We are convinced that the arts are valuable.

During the research, there were a number of excellent case examples of high quality accessible 
programmes, where community-based initiatives had high levels of involvement of young people 
and where social inclusion had been a strong and positive feature. For example, one after school 
music school had added a strong programme of urban music to its more traditional options. An 
‘open stage’ had been made available to young people, and this became the hub for rappers and 
street singers and was proving to be very popular at drawing diverse groups of young people into 
the music scene. There were especially strong programmes catering for the needs of black young 
people.

There is a percussion group that supports black culture.

I have to say, I really prefer students from black schools and mixed 

schools. They are less pumped up by their parents and are more recep-

tive. My children were raised in a black school and when they were 

about 12 we moved to a different area and there was a white school but 

the children felt that was really dull.

European culture tries to make something special out of the arts – to 

remove the arts from general life. In African culture, the arts are 

life. Everything is the arts. Some schools have chosen to be cultural 

profile schools. It is interesting because in these schools the arts 

become sort of every day and that seems to remove some for the special-

ness.

3.6 Special needs

> There are reasonably good provisions for disabled students, but more

needs to be done to ensure they receive equitable treatment, especial-

ly in terms of after school activities, the Broad school and cultural

programmes

Special needs education is much talked about – and rightly so. Nevertheless there has often been a 
discrepancy between statements and actions. The following quote bears this out: 

We have a performance that involves five able bodied teenagers and five 

teenagers in wheel chairs. They work with two professional choreogra-



82

phers. We tried to incorporate youth with disabilities into our youth 

theatre group, but we found it then became impossible to tour as most of 

the stages in community venues do not have disabled access, let alone to 

the lighting and production areas of the theatre.

It was widely acknowledged by people working in this field that:

The arts release special skills. The arts raise self esteem and are 

centred on development. All these are so important to children with 

special needs.

It was regularly reported during interviews that for special needs children the impact of the arts may 
be even more than for children in mainstream education. Positive social outcomes, improved 
attention span and learning potential and greater confidence were impacts nominated frequently by 
staff working in this field of education. The following example was typical:

When special needs children are singing they are learning new words and 

sentences. They learn quickly through singing. They have a longer atten-

tion when we do things through the arts. There is so much joy that this 

gives intrinsic motivation. It’s hard to measure it, but the children 

just want more. They behave properly and keep their attention. They are 

learning social behaviour and are more likely to remember experiences. 

We invite parents and they get involved and that is special for our 

school as often the parents do not want to be proud of their children 

or get involved. They sort of deny the need for their child to go to a 

special school. But then when the parents watch their children perform. 

Often for the first time ever they can feel really proud of their child. 

They see their learning and growth. We try to develop the children’s 

skills and there is real quality in their performances.

While there were some very moving examples of the arts being incorporated to enrich the learning 
of special needs children in the context of their regular schools, these children were consistently 
excluded from after school offerings including those made possible through the part-time arts 
education and the Broad school, as these comments indicate:

There are many offerings for part-time arts education but almost nothing 

for children with visual impairment. The children in our school come 

from everywhere to this school. We would like to be able to connect 

them with cultural services in their local area, but we contact these 

and none of them will cater for children with visual disability. Many 

museums run great programmes for children, but once again, nothing when 

the children are blind.

Similarly, this vignette describes the inaccessibility of after school activities and the Broad school 
for special needs children:
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3.6.1 Vignette: I don’t want therapy

Very few of the after school activities are available to special needs children. The practical reason is 

that the children who come to this school are not from the local area. They all come on buses and 

some may travel many kilometres. At the end of the day, they are bussed back. 

But at a deeper level, the activities are not designed for participation of special needs children. It’s 

actually more important that special needs children get extra help outside school, but this is very 

difficult.

 I am developing a resource which lists all the options for the Broad school for children with special 

needs. For example, there is horse riding that they can do. I don’t want therapy. That is not what they 

need. They need social interaction and community connection. It is best if it can be in their local 

neighbourhood. 

If they don’t go somewhere, then after school we know that for most of the children they are just sat in 

front of the computer or TV.

Children with special needs receive the same amount of ‘voucher’ money as the rest of the pupils in 
The Netherlands. While this is certainly equal, it is not equitable.

The centres catering for the education of children with special needs consistently reported that it 
was difficult to get suitable cultural options for their pupils and that the structural, staffing and 
transport costs of each activity meant that they were lucky if they could afford even one cultural 
event per year. In some cases, local authorities had stepped in to provide additional project money 
to allow the children to experience more cultural experiences. It was also widely reported that 
parents of these children were frequently unwilling to become involved in their children’s education 
and would not provide additional funds, believing it to be a ‘waste of money as their children won’t 
understand it anyway.” This was particularly the view when the individual children came from 
parents with lower educational aspirations for their children. The limitations for special needs 
children were very practical and very real.
Transport is a big problem for our children (special education). We need our own bus. The vouchers 
are the same amount for us but the problem is it costs three times the price to transport our chil-
dren. We have to take one staff member for each child and we need specially equipped bus. They 
think by giving every child in the country the same 22 euros that it is fair, but it is not equal for our 
children. It costs us more than that to do one trip. The municipal arts support is very good and they 
bend the budget to give us more money so we can do projects. A lot of performances and projects 
won’t even come to our school and even those that do are not specifically trained and they find it 
hard to work with our children. 

Nevertheless, there are examples of best practice. The following vignette is a case in point:
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3.6.2 Vignette: Case study of a school for visually impaired pupils

We have all levels of secondary education (VMBO, VWO and HAVO). We offer examinable subjects in 

sculpture, drawing and music. We also have extensive programmes in drama and dance. The pupils 

work with professional theatre and dance groups. We do a number of productions and the pupils do 

everything from acting to producing posters.

We have our regular offers and then on top of these we have special projects. The pupils do two hours 

a week for drama, one hour a week of music and two hours of visual arts. At the moment there is not 

any dance, but we are considering how to develop that. 

We take the children to a lot of performances and try to make sure there are many opportunities for the 

children to perform or exhibit their work. We have done extra projects in film making and poetry. We 

won the poetry contest and they did not know we were a school for visually impaired students.

The arts really improve the children’s identity and this is important as the children are visually im-

paired. When they come here, they are usually not confident. They are shy. We use the arts to try and 

find their abilities rather than focus on their disabilities. Performance is a very important part of this. 

They have a public stage and suddenly people see their abilities and the pupils are very proud.

3.7 Ongoing professional development

> There are a range of websites and online resources providing valuable

professional development for teachers.

> Teacher confidence and expertise to teach arts and cultural education

is low particularly in the primary school

> Professional development opportunities are expensive and short-term

and do not develop pathways of learning for teachers

> Postgraduate education is not generally accessible to teachers that

are in full-time employment

> More connections are needed between the various providers of profes-

sional development

> While the professional development of teachers is vital, the profes-

sional development of artists is also a key issue

Once again, there was a great variation between available opportunities for inservice education. In 
larger cities where there was a supporting education officer, there were a number of ways a teacher 
could develop more skill and understanding in art. These tended to be offered by local council and 
the cultural agencies. Teachers showed a willingness to attend such events. 

Schools also had a small budget that could be used towards professional development. Additional 
budgets might also be available through ministerial led projects or other project related or local 
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funds. Teachers would attend on average around two or three professional development opportuni-
ties in a year, and these were often in the arts or at least related to creative learning. 
These could largely be described as informal provisions as they tended to be voluntary, have no 
formalised certification and were offered either as a ‘one-off’ or as part of a small sequence or 
programme. There were a number of providers of such courses including private educational 
publishers, local government, city pedagogical services, school system and local arts and cultural 
providers. 

Schools were generally well informed about these options and largely it was the teacher who made 
the choice about the events they would like to attend. Larger cities and towns tended to have greater 
opportunities than smaller village schools. Teachers valued professional development opportunities:

It is really important. It keeps you fresh.

We have network meetings – TOM, Team Onderwijs op Maat. It is a good 

chance for us to catch up with people, other organisations and update 

our content. Sometimes we learn something new, but because as a school 

we are further down the track, it is more likely that we are doing the 

giving, rather than us being able to take something away.

Professional development is essential in all education. In The Netherlands there are a range of 
websites and online resources providing valuable professional development for teachers. These 
resources include projects, teaching methods, policy documents, research and research digests, 
sample cultural plans for schools, menus of cultural offerings. 

There are a lot of courses available and we are encouraged to go. We 

are also engaged in a process of staff appraisal and peer review. 

The course I attended for cultural coordinators was very useful.

Teachers also pointed out the value of working alongside artists as a model of informal professional 
development:

Some degree of professional development occurs by when artists and 

teachers work together on a project. 

We are trying to organise a conference on social cohesion to encourage 

a topic around which artists and teachers can work together.

In some places they are exploring the possibility for a ‘combi-teacher’ 

so instead of one person, the class teacher and the arts professional 

work together to be a ‘combi-teacher’ and learn from one another.

We have found that working with artists has made us think more deeply. 

We have involved an artist in the drawing up of a school plan. We find 
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the artists talk deeply on the whole. They ask us “why do you want to do 

that”? And that makes the school think more. The artists are stimulating 

and inspiring.

It was also stressed that teachers needed to experience the arts in a ‘first-hand’ way to know the 
benefits of the arts from children. Many professional development opportunities were criticised for 
being too passive and not relating directly to the arts or the teachers needs.

It is really vital that the teachers participate actively in the arts. 

They have to feel the “wow” effect for themselves. This is a small but 

really important thing. We want the teachers to go home excited. They 

arrive, have a coffee and then participate. When it is time for them to 

go home, we want them to not want to leave. 

Conversely, many arts organisations have active programmes to help teachers gain more knowledge 
and skills in the arts. These programmes are generally high quality and popular among teachers. 
Some of the organisations connect the teacher professional development to performances or 
exhibitions. Others work as part of local cultural initiatives and will develop workshops and informa-
tion sessions for teachers.

We coach teachers to organise artists’ activities in schools with artists. 

We produce ‘on demand programmes in the expressive arts and visual arts. 

Dance, image education, visual arts, media and drama are all popular.

We work with teacher training. We try to train primary and secondary 

teacher trainees to understand the languages of the arts and we want 

them to experience the arts so they enjoy these languages. We want the 

teachers to know how to design lessons and experiences that will make 

the children enjoy the arts and be able to express themselves with the 

arts. We see our programmes as complete things, not just about the 

performance or exhibition. It is a complete thing, but to complete this 

we need extra help both financial and more time for training.

There is a general view that primary teachers’ level of skill and understanding of the arts and 
cultural education is of a low standard.

There is very little knowledge among teachers about how to do effective 

arts education.

To counteract the perceived low standard of arts teaching, especially in the primary schools, 
cultural coaches may work directly to enhance the skills and understandings of a group of teachers.

Special cultural coaches are working with teachers to develop learning 

and helping teachers to choose between options. We try to encourage 
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schools to develop a plan for the year. As an organisation we have to 

say we are neutral, but we can help the schools make choices.

The perceived lack of confidence of some primary teachers to effectively teach the arts, has led to 
the idea that ‘quick fixes’ and projects might be the answer. In some instances, professional devel-
opment has been more about proving ‘packaged’ lessons to take the next day into the classroom 
than providing teachers with the skills, knowledge and confidence to effectively teach arts and 
cultural education. To counteract this position, some course are being run that try to unlock latent 
talent that may be with the primary teaching staff, as this quote outlines:

We have run some courses for teachers. The teachers only wanted to 

learn tricks, ideas straight from the drawer that they could do in the 

class the next day. In Rotterdam we have an experiment with four schools 

under the Broad school plan. We are trying to map the talents of the 

students, staff and parents. We describe it as the cultural luggage a 

teacher brings. We want to use the position of the talents that might be 

latent within the school.

Despite these efforts, there appears to be considerable discrepancy between the policy ideals and 
the practice within schools. This is due – at least in part – to the ongoing lack of expertise of 
teaching staff, especially in primary schools and the VMBOs sector. Research currently being 
undertaken into initial teacher training and recent commencement of post-graduate courses in 
cultural education may address this issue. Complementary research should examine possibilities for 
enhanced professional development, especially the manner in which this can be connected into 
accredited pathways of lifelong learning for teachers, as one respondent from a specialist teacher 
training college commented:

In hindsight, I think we should be doing far more in professional devel-

opment for teachers now you mention it.

By contrast, in some schools there was a strong commitment to the value of the professional 
development among teachers. This desire to enhance skills and knowledge appeared to be strong-
est within schools with a strong methodological approach. It may be these schools saw a greater 
need to induct teachers into their ways of working and underpinning philosophies.

If you want to go to professional development you can. Often the whole 

team will go on a course. We do a lot of development within our network, 

such as courses about what Montessori means. The sharing and strategy 

within the Montessori sector has changed a lot. We attend courses in 

school time and each teacher has an annual budget of €600 to attend 

courses.

While later sections of this report specifically address issues in teacher training, one aspect perti-
nent to the Dutch system is the lack of a culture of ‘lifelong’ learning among teachers or teacher 
educators. In fact there are major financial and time barriers that act as powerful disincentives for 
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teachers to undertake ongoing learning. There were similar problems noted in terms of the level of 
training of the teacher educators in the PABOs. 

There are a number of institutes that are connected with universities and conservatories that 
promote practice-based research in the arts. While these offer excellent programmes of study, 
these are not generally appropriate for arts educators, being either full-time or not directly relevant 
to pedagogy in arts and cultural education.

Additionally, these institutions frequently offer high quality congresses, seminars and workshops. 
Once again though, most of these are targeted at professional artists and are not generally acces-
sible to teachers – especially primary teachers. Many of the topics covered could be very applicable 
as part of a structured professional development programmes. In particular, focus days on arts 
research, performance and exhibition development, and skill enrichment. Yet, postgraduate pro-
grammes are generally full-time, or are conducted during school time and so therefore are not 
accessible for teachers who are teaching full-time. As was pointed out by a number of respondents:

There are currently no opportunities for teacher to undergo professional 

development that is connected to further qualifications.

The introduction of several institutions offering Master level courses in cultural education may assist 
in addressing this shortfall. While the number of students currently enrolled is relatively low, it would 
be valuable to evaluate this course as it progresses and to examine its impact within schools, 
especially primary schools and VMBOs where the greatest skills shortage is felt.

We have begun this year a Master of Education in the Arts. There are 

around 13 students doing music and eight doing visual arts. We have 

funding for around 20 students but we could take up to 40. The curse 

covers creative thinking, project management, cultural and social phi-

losophy and interdisciplinary study. There is also a unit on working with 

the professional art world. A large component is a final thesis or 

practical project. The students can get a subsidy.

Additionally, there are several options in postgraduate education that may be applicable to arts 
education professionals including postgraduate programmes in choreography and dance therapy. 
Courses are comprehensive and cover technical and performance aspects, creative development, 
theoretical considerations, educational practice, policy, professional training. There are extensive 
offerings in projects within both educational and health areas. These offerings range from classical 
violin to urban music and cover a range of offerings in the expressive and graphic arts.

Master of Education in the Arts covers concept development in the arts, artistic research, presenta-
tional skills, multi-disciplinary art appreciation, project management in art education, art educa-
tional theory. It also contains practice teaching and a research thesis.

Despite observing a number of high quality professional development programmes and visiting 
many centres offering professional development opportunities, it was somewhat surprising that the 
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feeling ‘on the ground’ among teachers, school directors and inspectors was that the situation of 
arts professional development in The Netherlands was getting worse, as this quote clearly 
exemplifies:

I think in many ways we are going backwards. Trainee teachers are get-

ting less time on the arts. It is all being fast-tracked. Professional 

development has been cancelled.

Moves towards increased school autonomy have not been without some critics. In relation to 
professional development in arts and cultural education, it has been argued that as schools are 
given greater choice in how they spend their money, their decisions are moving away from arts and 
culture. The greater ‘free market’ system for professional development seems to have resulted in a 
sharp rise in costs and a falling of standards. Similarly it was felt that there were now lesser choices 
in the arts, though due to the number of agencies that provide professional development and the 
ability of schools to self-select, it was not possible in the scope of this research to gather statistics 
to verify if the widely expressed opinions were validated. Conversely, it was suggested that long-
term partnerships with cultural institutions may provide an option for reducing costs and providing 
sustained professional development in the arts for teachers. Further research should be conducted 
into teacher professional development, including examining cost, participation rates, availability of 
arts and cultural offerings, leading to qualification frameworks and quality assurance mechanisms. 
The following comments are typical of the types of comments made in focus groups of teachers:

Some professional development cost €1000 for two teachers for one morn-

ing. The cost of professional development is far too high. Then on top 

of that you have to pay the replacement teachers for the classes. We had 

some artists come and give workshops on arts and heritage. It was rough-

ly 40 euro per teacher per hour.

For inspiration I look at journals, websites and around me all the time. 

I went to a course on computer games. It was a good day and inspiring. 

At this school there is a budget of €750 per teacher for doing courses. 

These courses are expense so it means usually only one or two after-

noons per year. In my own time I try to do a lot to keep my practice 

active. In the holidays I go to museums. I try to keep my art making 

practice active. I take trips and travel but time and money is a prob-

lem. A full day for professional development is very hard to get, so I 

don’t do it any more.

We did one course in drama but it was not very good. It was expensive 

and badly organised and the teachers felt it would be too chaotic to try 

drama in our school. But we will try again. There are not many choices. 

It might be better to spend the money on the ‘methods’ (teaching and 

learning books and kit) as these can be sued by the teachers. We are 

saving up to buy the music methods. The set is €800. It is good for the 

not very musical and it gives sort of ‘foolproof’ ideas. But we don’t 
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have any instruments, so it is no good getting the book and then we 

can’t do the activities. There is a music school in the area, but there 

is very little connection. I know some of our children go there. Maybe 

less than 10 percent, but, no, there is not any contact.

I went to a one day course on being a cultural coordinator but it was 

not very useful. We are doing many of the things already. We don’t have 

a structure.

The teachers also bemoaned the lack of choices in arts and cultural education and the lack of time 
to attend courses:

There are limited choices in the arts

Teachers have very little time. There is less and less time for teachers 

– less and less time for the arts. There is very little on offer. IT 

exists but it is not realistic. It is very hard to get time free from 

lessons.

The following case study is somewhat lengthy, but in its entirety it has value as it shows in detail the 
issues (and advantage) of teacher professional development in changing the quality of arts and 
cultural provisions and allowing the teaching staff to explore new and innovative ways to enliven 
learning. This case study comes from a school with a strong and successful arts profile. The school 
has 68 percent children from a Turkish background and 95 percent children from a background 
other than Dutch. The school is in a low socio-economic area. The school director is committed and 
the staff acknowledges the value of the arts for learning.
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3.7.1 Vignette: Professional development is a core part of our vision

Professional development has been a core part of our vision. When I came to this school, it had the 

usual mix of teachers and there was not a strong arts focus.

 The first course we did for the whole school was about leadership and management. I think it was 

important that we all knew the need for strong leadership and working together bottom-up and top 

down. I also set up a network with other schools so we could share learning and exchange ideas. 

The next thing was to send several teachers on a cultural education course. The course specialised in 

‘work forms’ and showed us ways to think about organising learning in different ways. 

This year the focus in on dance. We have dance professionals working in the school and all the staff 

have done a course on dance education. I also get project money for artists, but instead of the artists 

working always with the children, I sometimes get the artists to work with the teacher instead. For 

example, we had an artist who was very good at working with scrap materials and we did a workshop 

for teachers on using material and jewellery making, and you can see a lot of this displayed around the 

school so it had an impact on the way the teachers use material. For some teachers they just do 

exactly what the artists showed, but at least that is something. The more creative teachers will take the 

idea and then adapt it and use it in many ways. We want the artist to inspire the teachers. This is 

probably even more important than them inspiring the children. 

The teachers have become more interested, and we were even able to run some professional develop-

ment in dance on Saturdays and the teachers all wanted to come. It would be good if the teachers got 

a certificate, or qualifications or extra salary if they do these courses because it really shows their 

extra commitment. 

One day or two days in the year we close the school and take the teachers on team building. I know the 

Minister is worried about minimum school hours, but we write to the parents and explained why we 

want to do it and none of the parents complained. So we took the teachers on a trip and we visited 

galleries and just had a lovely time sharing. 

This reward for the teacher really changed the atmosphere and made the team so much closer. I will 

definitely do it every year. The staff is also organising a conference for all the teachers in the area – pri-

mary and secondary and also the different networks. 

There are 19 schools in the area and one school for children with disabilities. I think maybe only the 

public schools will come as the other school tend to keep to themselves, but I will still ask. 

Teacher training needs to be more progressive. I have had meetings with the teachers from the PABO 

and some of them have not been in a school for 26 years! I remember the PABO in this area. Ten years 

ago there was a lot of art and craft in the programme. Now the trainee teachers tell me they do one 

week!
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3.7.1 Vignette continued

I suppose I have a lot of creative energy, and now I put that energy into my management. I am learning 

all the time. There is another way for education. A better way. And that is what as a school we are 

the teachers. 

Every year, we get together as a staff and make our professional development plan. We start with what 

we value and what we need. We decide that first and then we all work to find ways to make sure we 

can find the resources to deliver. It takes time and effort, but unless the teachers feel supported and 

confident, changes won’t happen. 

Artists are also an important part of our staff team. They are not extra. They help us make our choices 

and we include them in the professional development. Currently we are working closely with two artists 

across three projects. They are part of our staff and with us for the whole year.

In this best practice model, there is active involvement of teacher – learning in the context of the 
school. The school director values staff development and has found innovative ways to engage the 
staff. Importantly the artists are also a core part of the professional development strategy and play 
and long term and highly valued role in the school.

While the focus of this section has been on the professional development of the teacher, good 
quality projects also contain ongoing professional development for the artists. This aspect is often 
overlooked and the result (as was clearly indicated in the section on ‘partnerships’) is that artists 
working in education may feel marginalised and undervalued. To counteract that, there is an excel-
lent programme for artist development based within Amsterdam. The following vignette describes 
this programme and highlights the way it forms a best practice model not only within The Nether-
lands, but potentially internationally where a number of countries struggle to develop effective ways 
to induct artists into new forms of more socially and educational relevant practice.
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3.7.2 Vignette: Sustainable ways for artists to work

BIK provides training for artists to work in education and other social and community contexts. We call 

it ‘creative partnerships’. We collect and disseminate best practice case studies. We are trying to make 

structural changes that will provide sustainable ways for artists to work. This also provides an income 

stream for young artists. 

We try to develop the relationship between artist and outside partners. The markets for the arts are 

changing. Artists are working in new fields and the influence of artists is being felt across many 

sectors. 

In BIK we prepare artists to work in education (primary and secondary schools), with the elderly, with 

disabled people, in hospitals, in the third sector (the corporate world), in product development and 

service design and within companies. Most for the services we provide are free or subsidised. 

with the visual arts and about 40 percent with performing arts. 

We acknowledge that now and into the future, a profitable practice will be a mixed practice. For our 

year in subsidy to run the course. 

We need to do more research but it has certainly opened up pathways for artists to succeed. We call 

our artists ‘creative co-makers’ and our programmes are ‘artist elsewhere’. We also offer master 

classes and other support for artists.

In a different example, it was felt that ‘too much’ training might actually be detrimental to the impact 
of the artist in the school:

We believe in the vision of the artists. While other organisations have 

training, we believe in choosing the right artists and then letting them 

go with their instincts.

One of the major successes in terms of professional development has been the development of 
cultural coordinators within each school in The Netherlands. The role and training of these cultural 
coordinators is overviewed in the following section.

3.8 Cultural coordinators

> The role of cultural coordinator is a successful way to embed arts and

cultural education in schools, but these roles need to receive long-

term and continued support
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To manage the process of the allocation and distribution of funds within the schools, most schools 
now have a cultural coordinator. This is a significant positive step and provides a single point of 
contact between the schools and the cultural agencies and specifies a role within the school 
responsible for arts and cultural education. 

According to official figures (van der Hoeven, 2004) 66 percent of schools of secondary schools 
have appointed a cultural coordinator. The figure in primary school is lower with around 50 percent 
of schools having a cultural coordinator. 

Most of the primary school cultural coordinators interviewed had participated in training courses, 
but most of the secondary coordinators had not. This is because there are not training courses 
generally being offered to secondary school coordinators. Several of the secondary coordinators 
expressed enthusiasm to attend the types of programmes offered to primary teachers.

Cultural coordinators received on average two to three hours per week of time to map cultural 
activities across the schools, though in reality, most reported that they received little or no time for 
their work. Most had only been in this position of responsibility for less than two years, but there 
was a high degree of satisfaction expressed in terms of the support received from external agen-
cies. On the other hand, they felt they were often chosen as a champion of the arts because of their 
enthusiasm and that it had been both difficult and slow to get the support and cooperation of the 
broader staff team. In this way, it is important not to consider that presence of a cultural coordinator 
implies by default a school with strong arts and cultural programmes as many of these had been 
appointed for pragmatic reasons to obtain and mange the extra financial resources in the arts and 
the vast majority of the cultural coordinators interviewed spoke of the challenges and obstacles to 
their position and the need for far more time to ensure their work could be more broadly adopted. 
As one policy maker commented:

There are around 1000 trained cultural coordinators now in Dutch 

schools. These will have a big influence on thinking on cultural educa-

tion. The good thing is that with this many people it has forced schools 

to start thinking about culture. It is made teams of teachers talk about 

arts and cultural education and schools to put their plans onto paper. 

For the cultural coordinators themselves, executing their role has not always been as simple as the 
policy maker’s comment may have indicated:

I have a new position of cultural coordinator for the school. I am 

trying to develop the policy. I have to do it on my own, I speak with my 

colleagues. There is a lot happening now in my school, but there is no 

sequence and no line. I have had a discussion about the text of the 

school vision. The word ‘culture’ is not even there. To change this sort 

of attitude is really difficult. I try, but nothing has really changed. I 

am trying to set up and orchestra in the school, but I meet a lot of 

reasons why that can’t happen. I volunteered to be the cultural coordi-

nator because I am committed to the arts. I did a one day course where 
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they explained the rules for getting the money. The school is only 

starting to realise about culture, and it has been two years. They are 

really only interested in the results. Everything else is called ‘activi-

ties outside the lesson’. This places culture in a very bad position. The 

children and the school don’t take it seriously.

Despite the inherent challenges of this role, the mere presence of the cultural coordinators in the 
schools is raising awareness of arts and cultural education and encouraging schools to put more 
effort and thought into cultural planning. It has also had a direct and explicit impact on increasing 
the skills and confidence of the teachers nominated as coordinators.

It made me more conscious of what I was doing in arts and cultural 

education. I learnt how important arts are for children. I realise as 

teachers we have a real responsibility to introduce children in an 

effective way to culture. It can’t be just some things without any 

thought. You must make a plan and organise learning. We also try to 

evaluate what goes well and what we need to change.

Cultural coordinators in the primary school receive training through their local cultural agency. The 
perceived value of this training and its impact appear to be quite mixed. On the positive side, the 
following quotes were typical:

I received a good view of the standing of our school in terms of other 

schools. Since doing the course, the school has made a cultural plan of 

what we would like to achieve. This plan was too ambitious. Through the 

course, we got to know all the people there, both other teachers and the 

people from galleries, theatres and other cultural providers. It is now 

easy to pick up the phone and directly ring the person from the gallery 

or museum to organise collaborations or visits. I realised that there is 

a lot of expertise and knowledge in the market place and you can access 

this for nothing. A teacher does not have to know everything to be a 

good arts and culture teacher. The network that developed in the course 

meets now three times and year and we can ask questions and discuss 

things. It is good to hear from other schools and you learn about their 

tips and traps and share some of your own. I have learnt that there is 

not one way to do something and that I can do thing in another way. I 

really look forward to these meetings. When I did the cultural coordina-

tors course, it stated me on a process. It was a little step, but now I 

have been able to take it further. Arts and cultural education is a 

journey. Sometimes that journey is frustrating. Now I have the network, 

we all share the same problems and that makes me feel supported and 

makes me feel I can be brave and try something.

Conversely, other cultural coordinators interviewed were far less impressed by the quality and value 
of the course.
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I went to a one day course on being a cultural coordinator but it was 

not very useful. We are doing many of the things already. We don’t have 

a structure.

The director asked me if I wanted to be the cultural coordinator. I did 

not do any course. I went to an information day and it did not really 

inspire me. It did not seem clear what it was trying to achieve. They 

wanted €900 per participant for the training. That is so expensive. If 

you are going to spend that sort of money you really need to know what 

you would learn and that was certainly not clear. We have a total of 

only €6000 for the whole school, for professional development, for the 

whole year, and if I had done the cultural coordinators course that 

would have taken a sixth of the whole budget.

I did not really like the cultural coordinators course. It was very 

expensive and it gave too much attention to theory. There was no practi-

cal in the course. In my teacher training I did very little arts educa-

tion. I think in all the four years we did some drawing, played the 

flute and did about two hours of drama. I thought the cultural coordi-

nators course would give me the skills to try things in the school. I 

was looking for some real practical help and ideas, but it was just 

theory. There is a lack of money for professional education in this 

school and I just feel that course was a waste. It cost €150 per hour.

For other coordinators there was acknowledgement of the value, but it was felt that there was still 
insufficient training to enable effective school transformation to be initiated.

We need so much more education. Even young teachers need it as the 

PABOs only focuses on mathematics and literacy. The young teacher come 

to us and they already know that the Minister and the inspectors are 

only interested in maths and language and so they feel under pressure 

to focus on these things. In my experience, children learn the best when 

they are interested in something I think the children learn much more by 

learning through the arts. When I did the cultural coordinators course 

last year, I suddenly had a vision of how it could be in the school, but 

I think I am the only one who feels this way about the arts. Now my job 

is to spread arts and culture to the other teachers. I have started this 

sort of creative circuit on a Friday afternoon. The whole school is 

involved. They have to choose a creative topic for six weeks and they do 

two hours each week. After six weeks the children move to another activ-

ity. The children love it, but importantly the teachers are discovering 

their creative talents.

The salient aspect that was apparent in the research was that even where the training of the cultural 
coordinators had been successful and the individual coordinators felt empowered and passionate 
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about the arts, the transformation of the rest of the staff within the school was a difficult process. 
The coordinators often worked tirelessly and largely in an isolated way to push for changes. Despite 
a number of programmes aimed at getting the entire staff to become engaged in arts and cultural 
education, successful programmes were still largely the result of an individual’s passion and 
determination, rather than systemic change. The early adopting cultural coordinators stressed that it 
would take a minimum of five years to make any real impact on the staff. This should be considered 
in relation to labelled money and the duration of programmes, as it would appear that a realistic 
timeline for change, especially in the primary schools may be more than 10 years.

When we do succeed it depends upon one or two contacts in the school 

that are keen. It has to be a group of teachers and it is a real issue 

as most teachers just don’t care.

Some teachers feel like they are in a desert and after five years the 

whole art project stops. The person who started with so much energy gets 

really tired.

It is mainly thanks to one teacher or if the school has a project as to 

whether the children get arts and cultural education at all. 

I am a cultural coordinator, but even though I am convinced of the value 

of the arts and have been working to change school perceptions for the 

past three years, it is very difficult to get a team of teachers togeth-

er.

There are two of us that do the cultural coordination in this school 

(large secondary school). We are very tired and feel on the edge all the 

time. It has been hard to integrate culture into this school. We try to 

get teachers working together and planning. But even after three years I 

would say One third of all the teachers are responsible for 100 percent 

of all the results. 

We (the two cultural coordinators for two nearby schools) have changed 

but that is not the same for all the staff. I think that my colleagues 

really need to feel it. We have this offer and now it has to grow. I 

want more people to be with me. At the moment in this school it is just 

me. I would like to win over four or five colleagues and then we can all 

work on this and then other teachers will experience it and they will 

see the value too. 

Other local cultural agencies have been more forceful in making schools develop collaborative 
cultural plans, and not simply leave it all to the cultural coordinators. Where schools have not shown 
a willingness to work together and support the cultural coordinator, the project and funding has 
even been withdrawn.
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It costs around €5,000 per school per year to provide arts projects and 

advice. We have worked in a really bottom-up way and learnt as we have 

gone along. We say to the schools that they really have to want to 

change and to really put the effort in. We kicked one school out of the 

project because if the school won’t work, we won’t work.

To add to the complexity of the role of ‘cultural coordinator’ there is often unclear and confusing 
aims associated with the position. In most of the policy document referring to arts and cultural 
education, the term ‘cultural education’ has been applied generically to an entire artistic and 
cultural field. 

As was commented upon in Chapter 1, there is some debate as to whether in this process the 
distinct identity of the arts has been lost. For example, in previous times, curriculum support 
agencies would have people specifically charged with supporting music, drama, visual arts and so 
on. These roles have largely disappeared, either not to be replaced, or to be replaced with general 
‘cultural’ coordinators. The picture is not at this stage clear, whether this move to the use of cultural 
education in pace of more discipline specific arts terms has been good for the expansion and 
development of the field or not. 

While the cultural coordinators represent a significant success of the Dutch system, they will require 
ongoing, systemic support. As the process of installing the cultural coordinators is now into it 4th

year, it would also be timely to research, analyse and reflect upon their successes and the chal-
lenges that still lie ahead.

3.8 Detailed assessment, reflection and

evaluation strategies

> Most cultural institutions conduct some form of evaluation with the

teachers and young people with who they work

> There is no evidence to suggest that a systematic process is in place

for determining quality

> Many of both schools and arts organisations interviewed bemoaned the

lack of objective research and evaluation data

In this report, a distinction is made between beoordeling – assessment (the set of means and 
resources used to determine student learning) and evaluatie – evaluation (the set of means and 
resources used to determine more broadly the success of a programme, teaching strategies, policy 
and so on). 

Assessment can include reflection but, on the whole, reflection is a more informal short term 
process, while pupil assessment implies a more formalised attempt to determine the extent and 
nature of learning through the collection and analysis of evidence. 
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Assessment and evaluation are important aspects of all policy-making. To learn from our mistakes – 
and, indeed, to utilize our positive experiences – we need to evaluate initiatives. But this is far from 
always done as the following statements show: 

How do we know achievements? This is a real problem. I don’t know. You 

see ideas and the children’s faces. You see expressions. Maybe you can 

tell us? The problem too is that we are working with a policy plan with 

minimum goals.

We don’t have parent teacher interviews. We call them instead, “intervi-

sions”. Buddies, coaches, parents, pupils and teachers will sit and talk 

around the children’s portfolios. We find these conversations are our 

best mirror and make very specific the nature of the learning that has 

occurred and where gaps exist.

There were some excellent examples of schools developing innovative ways to both assess chil-
dren’s learning in the arts and to report this learning to the parents. For example, a Montessori 
school keeps very detailed portfolios on each child. These portfolios are part of the child’s learning. 
These then inform the school in terms of broader reflections and overall evaluation. The evaluation 
team from the school conduct ongoing research into leaning outcomes and school satisfaction, as 
these comments from the school director outline:



100

3.8.1 Vignette: Three tops and three tips

We take evaluation very seriously. We conduct interviews with pupils and parents and put these up on 

our website. We certainly take seriously the voice of the children. They keep very detailed learning 

portfolios and have to annotate these, through written comments, poems and they can draw or 

compose music about their experiences. 

We also conduct a major survey every two years where we ask all parents, teachers and children to 

suggest three “tops” (things we do well) and three “tips” (things we need to improve). These results are 

discussed by teams that include pupils, parents and teachers and we involve some outside people to 

give an overview. 

During the year we also ask the pupils to complete anonymous evaluations of the teachers. These are 

also discussed with the team. We make all our inspection reports public. We think providing detailed 

evaluation results and sharing the research is better than superficial guides. For example, we know 

that pupils and teachers stay longer in this school because they feel supported and part of the school 

community. That information is research-based and is better than just saying we are a “nice” school. 

As a school director, I take quality systems very seriously. I went to the United Kingdom to study 

systems of quality assurance and Ofsted. Quality is a complex process, and we have had to learn and 

develop what it means to us. We ask the question, ‘What does quality mean for an art and culturally 

rich school?’ We have been asked to be part of a pilot test to know if we are doing things correctly. 

I think as a cultural school, we are trying new things and so we must be active in research and know 

that we are giving the children the bets possible education. We have to be more specific about the 

kinds of experiences we design for the children. We have to be very clear and explicit about our 

objectives and core goals. We have to ensure that arts and culture education is at the core of our basic 

education. 

There is the ‘Elsevier’ list of good schools. We always do well. But I think we also need to be looking at 

culture at home. Do our children achieve well because they come from parents who care and where 

there are rich cultural inputs? We track results and we don’t wait until the end to make changes. That is 

what is good about the structure in this school. You can do research, make changes and then check 

the impact of those changes. We say any of our good courses have been changed and updated at least 

three times. We want everything to be the best it possibly can be.

In this example, the school is also using the arts themselves as an effective form of both reflection 
and assessment. Having to write a poem about a cultural encounter, re-enact an artwork, compose 
a song may all be valid ways to determine the level of children’s leaning and to encourage the 
children to become active creators – and indeed questioners – of knowledge.

Yet, the majority of teachers and artists interviewed were very unsure about assessment proce-
dures. Interestingly, there was also the desire expressed by teacher educators, school directors and 
inspectors on guidance to assist with developing methods for assessment, evaluation and impact 
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measurement for arts and cultural education. This appears to be a general area requiring further 
attention.

While there is a clear intention from a government level to base policy on evidence and to be able to 
track the quality of interventions, in practice there is a lack of skills and knowledge of assessment 
and evaluation that would enable this tracking to occur.

It is very difficult in practice

I think we need to explore new ways of collecting children’s artistic 

processes and their reflection on their cultural learning. We have 

introduced digital portfolios and these are really good. I went to a 

course in Scotland about this and I think they are a really good idea. 

If the children can add things themselves it doesn’t take so long. It is 

important to date everything so then the children, teachers and parents 

can talk about developments and process. The children know they can use 

the digital cameras to document and we encourage them to keep their 

files up to date. Regularly we hold discussions with the children and 

parents and we can use the electronic portfolios to talk about what they 

have learnt.

There is nothing much in the way of assessment and evaluation. It is all 

pretty superficial. The students can do an exam in art and music. We 

need a continuing line of learning especially from primary school into 

secondary school. In the community schools and Broad schools there are 

more links.

An organisation receiving more than two million euro per year in government providing services for 
children that have been excluded from mainstream schools states:

We don’t know if we do a good job. I am not interested in that. We can 

only do what we do. We don’t measure. We will only know in the long run.

While this cavalier attitude was uncommon, the lack of expertise in evaluation was a more likely 
reason for not evaluating. The main issues frequently mentioned were: 
- attainment targets;

- examination programmes, and;

- continuous lines of learning

It could be argued in a way all three issues are part of a greater debate around the development of 
more systematic, spiral learning development in arts and cultural education throughout a child’s 
schooling. The Ministerial briefing report to Cabinet (van der Hoeven, 2004) stresses the need for 
more cohesive learning patterns for the arts. 



102

During the research the impression is that for the vast majority of schools, arts and cultural educa-
tion could be described more accurately as a ‘series of dots’ rather than as a ‘continuous line’. 

The continuous lines of learning in arts and culture are zero. The ac-

tivities are totally separate.

There is a lack of clarity around the aims of arts education and less certainty amongst teachers as 
to how to determine if these aims have been met. What therefore results is more often than not 
smaller projects, themes or projects that are largely self-contained and do not in a systematic way 
connect to form continuous conceptual, skill or knowledge lines. The current response by most 
schools to these problems has been to create more ‘dots’, but this does little to connect learning 
and can in the children’s mind simply make more confusion.

It appears that the philosophy or method-based schools (primarily Montessori, Freinet, Steiner and 
Dalton influenced schools) are more detailed and thorough about ways to assess children’s devel-
opment in the arts and to involve people in meta-reflection and evaluation. This could be due to the 
schools’ need to argue their position vis-a-vis more traditional schools and so have over the years 
developed more thorough ways of documenting. Similarly, perhaps in these schools a position 
against formal testing has led to the development of more innovative tracking and reporting systems 
to be developed. A third reason – often purported during interview – was that these schools adopt-
ed a more total and holistic vision of learning and that assessment, reflection and evaluation were a 
necessary part of the learning circle so were more centred than in traditional schools. Whatever the 
reason, the research indicated that these philosophy-based schools have more developed assess-
ment mechanisms that are capable of delineating learning in the arts and that these provide models 
of good practice that could be more widely adopted across schools in The Netherlands.

Allied to the need to track children’s learning is the attitude of mind that both pupils and teachers 
possess in relation to learning in and through the arts. There is a clear indication that a reflective, 
thoughtful and organic process may be better than more formal or set ‘how to’ types of approaches. 
While the value of critical approaches to learning is detailed more fully in the latter parts of this 
report, it is relevant that as issues of assessment are considered, these must be framed by a debate 
that sees reflective practice as core to innovative and creative approaches in education. It appears 
that nominating the role of a cultural coordinator and forming networks of these colleagues is 
encouraging teachers to be more reflective. Also the enhanced level of partnerships between 
schools, artists and cultural agencies are also increasing the levels of shared and personal reflec-
tion. These findings are significant, as many educational systems struggle to encourage their 
teaching force to adopt more critical and reflective stances in relation to learning, and that appears 
to be successfully emerging as a side effect of the focus on arts and cultural education, as these 
comments from a number of teachers indicate: 

We get new ideas by working alongside the artists. We look at the way 

the artists worked and then we were able to do the same. As teachers we 

got to experience making art and that really gives a difference
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We evaluate things as a group of colleagues. We are starting to build up 

networks and can talk about arts ideas in the network meetings. It makes 

it easier if you can reflect. It is teaching children to see, to show, to 

feel and to experience. I notice we are already becoming more creative. 

We are no longer frightened of art.

The other major issue is one of overall evaluation. Put plainly, considerable government expenditure 
is going into arts and cultural education and there is a need to know if the programmes being 
instigated are working. While this sounds simple, this process in The Netherlands is made more 
complex by the wide range of aims attributed to arts and cultural education. There first needs to be 
some agreement about the main aims (or the key four or five outcomes desired) and then it would be 
possible to measure impact in relation to these.

Clearly, one of these key goals is social cohesion. There is growing interest in measures of social 
skills within schools. It has been argued that within Dutch schools, insufficient attention is given to 
socialisation skills and cultural awareness and the arts might be a way to redress this shortcoming.

Most cultural institutions conduct some form of evaluation with the teachers and young people with 
who they work. These provide basic information and are mainly used as a way to collect summative 
comments that can be used in promotional materials. The types of information collected include:
- quality in terms of expectation

- pupils perceptions of the cultural experience

- quality of educational materials

- quality of organisation procedures

- value for money

- future needs

Notions of evaluation are poorly understood but most of the respondents from the cultural sector 
looked to these processes and types of outcomes:
- customer surveys/satisfaction studies

- whether we get inquiries from customers

- progress in techniques

- knowledge of art forms

- civics development

It appears that those arts and cultural organisations that receive government funding do have to 
submit an annual report, but these tend to be limited to descriptions of activities and financial and 
other accountability measures. Many of these reports are also closer to a marketing or promotional 
brochure than a report of overall performance. There is not evidence to suggest that a systematic 
process is in place for determining quality. The main reasons given for artist and cultural centres not 
evaluating include:
- lack of time

- no trained people

- no research expertise
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Many of both schools and arts organisations interviewed bemoaned the lack of objective research 
and evaluation data. Another factor preventing more wide scale adoption of evaluation and quality 
assurance is that there is a perception that even if data was collected and reports written, no one 
would read it or check it. As one art professional stated; “We do write about whether we achieved 
our goals, but it is easy to say anything – no one checks it.”

A more insidious aspect is that most of the supposed ‘evaluative reporting’ is more a marketing or 
advocacy process than detailed research and analysis. During the course of the research, many of 
the centres, schools and artists visited had expensively produced, ‘glossy’ reports. The purpose of 
these was to promote the organisation and to attract and greater market share and to be able to 
leverage more funds. While acknowledging the need for arts, education and cultural agencies to be 
proactive in communicating their work and disseminating attractive and artistic information, these 
should be viewed as part of the communication and marketing strategy of the organisation and 
cannot be seen to suffice for more detailed and systematic evaluation. 

3.10 Cultural Centres, agencies and Institutions

> Local cultural centres provide a large number of programmes for children

> Many provinces and cities now have an art and cultural agency charged

with assisting schools to deliver arts and cultural education

> Agencies have a very strong role as intermediaries in ensuring the

quality of arts education

> Cultural agencies unanimously reported that they have to go to schools

to get them interested in arts and cultural education

From the level of the Ministry to local area administration, many aspects of the way policy – and 
implementation of this policy – is organised promote effective arts and cultural education.

Local support centres provide assistance to schools at the municipal level and ensures there is a 
good geographical reach of services across the country. The increased funding for arts and culture 
in schools over the past three years has meant that resources for arts and cultural education have 
become accessible to all schools, though the impact of this funding on the grounds in terms of the 
improvement in the quality of the arts and cultural provisions is less clear. 

The harmonisation of local, provincial and national policy has connected the funding and provided a 
basis for ensuring a greater connection between policy and supply. Undoubtedly one of the major 
success stories of Dutch arts and cultural education has been the establishment of a network of 
regionally and city-based cultural agencies, responsible for the training of cultural coordinators for 
the schools and the establishment of links between the local education and arts cultural sectors. 

These units are well-staffed and very professional. Most have been in operation for five years and in 
this time have managed to develop close relations between the stakeholders from the education 
sector and the cultural sector. These agencies have a very strong role as intermediaries in ensuring 
the quality for arts education. As was highlighted by one local government officer, “Arts education 
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needs to be more consistent and frankly more professional and that is where the agencies can be of 
benefit”

Cultural agencies perform a very important function in Dutch arts education to ensure all children 
have access to substantial, high quality and consistent learning. Most provinces now have an art 
and cultural agency charged with assisting schools to deliver arts and cultural education. The 
cultural agencies play an important role. A policy developer explained: 

It is all that stuff that goes on behind the scenes that makes arts 

education happen or not. They have established network groups and we are 

starting to do some collaborative projects with primary and secondary 

schools. The planning is difficult and we are really just working in a 

small scale.

In another interview, a municipal arts officer described the cultural agencies as being more like 
‘translators’ forming a common language between education and culture, that is; “School and 
culture need translators. They speak different languages.”

In another analogy, a local cultural coordinator saw herself less of a translator and more of a match 
maker!

3.10.1 Vignette: Step outside the boundary

I suppose what we do is the matchmaking between artists and schools. We are trying to broaden the 

network of schools and cultural institutions. We give ideas and impulses. We try to stretch and to 

challenge. We produce a booklet every year of things available in the area and some examples and 

ideas. 

Every year we hold a cultural market day. The cultural coordinators can come from the schools and the 

artists and cultural organisations set up displays and small talks about their work and also we arrange 

larger presentations to excite the coordinators with new ideas. Last year we had over 200 teachers 

attend and around 80 artists and cultural centres. We like to work with artists that have done the BIK 

course (artists in schools training course). 

We try to get artists and teachers to step outside the boundary. Every school is trying to make their 

own identity and we encourage them and work with them. We try to do stories in the press to help the 

schools develop a profile. 

We also think it is important to connect schools with one another and also to connect the cultural 

agencies. They never speak with one another. 

In another response, the role of cultural agencies was one of advocacy and promotion for the value 
of arts and education working together.
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I think people are thinking more about the role of arts and culture in 

education. The system of local support agencies does a great job of 

bringing the education and the arts worlds together. Arts organisations, 

artists and teachers are actually meeting and talking together and this 

is good for both sectors. You have to get the arts into education to 

show the way the arts work in the real world. At the same time, you have 

top get education into the museums, theatres and galleries so they can 

get out of the school context.

Cultural agencies officially work to:
- Ensure all schools in a province or city have clear policies and prac-

tices for quality arts education

- Assist schools and cultural institutions to enter into dialogues about

arts learning

- Be a go-between for education and culture

- Develop continuous lines of learning in the curriculum

- Map the cultural and arts provisions within an area

- Expand the possibilities for arts and cultural provisions through the

establishment of networks

- Address questions or issues to support schools and cultural institu-

tions

Cultural agencies are charged with many things. The list is exhaustive by any standard! Services 
these agencies provide include:
- Information

- Networks

- Broker partnerships

- Provide resources

- Conduct workshops

- Produce publications

- Culture menus

- Integration of local cultural surroundings into schools and curricula

- Direct contacts with schools

- Provide tools for cultural education

- Stimulate cooperation between cultural providers and schools.

- Commission research

- Provide Advice

- Conduct teacher professional development

The following vignette shows a consultancy agency in practice:



107

3.10.2 Vignette: People want to be inspired

I run a creative consultancy agency. I try to coach teachers (for pupils from nursery to 14 years) to 

become more creative. I have a lot of work and it is getting more and more. People want to be inspired. 

In education now the children just learn the surface. They never go deep. The teachers who teach the 

children have a lack of skills and they just stay on the surface. Students from the PABO and academies 

come to me for internships. They have hardly learnt anything that prepares them for future education. 

They need to be guided and inspired.

From the viewpoint of the users of the cultural agencies they claimed that;
- we learnt about arts and culture

- they helped us to make a plan

- they worked with us to define goals and plan for the future

The cultural agencies receive funding from municipal authorities and this geographic devolution of 
financial support appears to be a highly successful and efficient way to deliver services by realising 
economises of scale. The nature and function of the cultural agencies varies considerably. Some are 
small operations of one or two people working from their car and a home office, while others are 
part of a large and well-resourced organisational structure. In some instances, the centres act as 
direct purchasers of cultural products to distribute throughout the schools while in other instances, 
they are strictly forbidden from offering anything more than advice. Similarly some centres provide 
their services on a fee basis while others provide free services to school. These variations are 
evident in the following examples:

We are not allowed to offer quality judgements, but we can work with 

schools to develop their educational and cultural philosophy. We are 

oriented towards culture but led by schools. We operate under a demand 

orientated policy. The art menus are trusted by schools.

While some cultural coordinators also act as ‘booking’ agencies for schools, others are specifically 
banned from doing this by local government or the municipality. The assumption behind the ban is 
that if the advisors became providers, there could be a conflict of interest. Additionally, it is argued 
that it might narrow the scope of arts and cultural provisions by selecting artists based on ‘profes-
sional one-sidedness’. These concerns notwithstanding, the interviews and focus groups conduct-
ed, suggest that that overall quality could be improved if these were more flexible. The challenge is 
to find a way of ensuring conflicts of interest do not occur while at the same time utilising the formal 
and informal networks and expertises that cultural agencies have developed through sustained 
interaction with cultural providers. 

Implementing quality arts education is a process not an act. To ensure the successful delivery 
within the schools, the cultural agencies should be more closely connected with the schools and the 
teachers and be given responsibility for the success or otherwise of the continuous learning lines in 
arts and cultural education. This will provide an incentive for both the schools and the cultural 
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agencies to develop workable relationships to the benefit of improved learning outcomes for 
children. 

It is important that greater transparency occurs in relation to the nature of the service provided and 
the fees charged for these.

The cultural agencies unanimously reported that they have to go to schools to get them interested in 
arts and cultural education12. “I literally go to every school in the area and ask them how we can 
help. The service has to be personalised to the needs of each school.” The on-the-ground nature of 
the role of these agencies is their main strength and has greatly assisted in implementing arts and 
cultural policy in The Netherlands, as these quotes highlight:

I would say over the last three years, two out of 10 schools are now 

quite good in terms of arts and cultural education and one in 10 are 

improving, but the rest not really changing. Realistically, I think it 

takes at least five years for effective change to occur.

Some schools are very closed to the idea of cultural agencies. They 

don’t know what we do and yet they say they don’t need us. Is this 

really the case or don’t they even know the questions to ask?

My goal has been to get 100 percent of primary schools to claim the 

money. That is hard enough as many of the very strict schools won’t even 

meet. About a third of the schools how have a trained cultural coordina-

tor. In general terms four out of 29 schools are actively doing some 

arts education (14 percent) but that so not saying ‘good quality’ just 

doing something is a start.

Most teachers know very little about the arts. They buy it in because 

then they don’t have to think for themselves. It is just an incident in 

the school and does not connect in anyway.

The schools widely acknowledged the value of the cultural agencies for helping them to make 
informed decisions in relation to arts and cultural planning.

The local cultural bureau has been really useful. They visited us two 

months ago and now we have a top to toe dance programme. We need a 

central contract and a list of providers of art. We need people who have 

special talent into the school. They can come into the school and now we 

go to the gallery, we look at sculptures. We have methods <text books>. 

We have a method for drawing and a method for music. 

12 It was also suggested that problems of transportation – especially in rural areas –

and an over-abundance of choices in the urban areas contributed to difficulties in

schools taking-up cultural options.
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The value of the local cultural agencies can not be under-estimated, as from an implementation 
point of view, they have also effectively bridged the gap between a time when cultural decisions 
were largely centrally controlled, to a point where the schools have almost full autonomy to make 
purchasing and planning decisions. Without the ongoing support from the cultural agencies, it is 
questionable whether the system would have been equipped to effectively make these decisions, as 
these quotes imply:

Schools have the money but not necessarily the skills and knowledge to 

know what to do with it. They need coaching and process management.

There is a huge need to connect people at a local level.

For 20 years the cultural institutions have been saying to the schools 

“We know what is good for you.” Now the school is the customer and they 

are saying to culture this is what we want. We can no longer say this is 

good for you. We have to actually persuade them to the arts.

I think we need to manage the process carefully if we are to reap the 

profits.

Often associated with the cultural agencies – though not always – local cultural centres throughout 
The Netherlands also provide support for teachers and important venues and spaces for arts and 
cultural events to take place. 

Our performances are held in local community centres. Around 80 percent 

of all performances occur in school time, but interesting the best 

performances are always those after school. When the children that are 

the audience have actually chose to attend.

70 percent of all our performances occur within school time

We distribute educational films for young people. Most of the schools 

come to the local community cultural centre during school time to see 

the films. We try and choose films that the young people would not 

normally see. We send information to the schools before the screenings. 

There are tasks to do before and after the screenings. For example, the 

students create mind maps about the films. We also introduce the films 

to the schools. The schools can get us in to do introductory workshops. 

We will come into the class and do practical workshops. In these work-

shops we try and support young people to create their own films, both 

inside schools and in their spare time.

The local library also provides a hub for disseminating opportunities for arts and cultural education. 
The value of the library as a resource is often overlooked as this comment outlines:
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The library is often overlooked as a cultural resource. Yet every town, 

even very small towns have a library. 95 percent of all schools have a 

relationship with their local library. The relationship with primary 

school is very strong, but it becomes less regular in secondary school. 

Writers should be seen as artists in school and many writers have a 

connection with the library. We are working on developing literary e-

portfolios with secondary school students where they make critical and 

creative responses to the books they read. They can include writing from 

song lyrics, poetry, popular media as well as more traditional forms.

Literature generally was not always seen to exist as an art form. 

Literature falls between two disciplines. While it is part of language 

study – both Dutch and other languages such as English, German and 

French – it is often forgotten in arts education; Literature is creative 

and should definitely be part of arts education. This is an area where 

the language and the arts department should collaborate.

This section began by claiming that one of the real strengths of the Dutch system is the excellent 
role played by the local cultural agencies in bringing arts and culture into the schools, especially for 
primary schools. These centres should continue to be funded and expanded as their role is by no 
means over. Allied to this recommendation, the cultural agencies themselves must give more 
attention to evaluation, external benchmarking and measures of impact. It is important that the 
coordinators receive training to complete this process properly, as currently there is a lack of 
external determinants of their quality, as this comment very effectively summarises it its omissions:

<Cultural agency> There is a long pause… Umm is there a structure for 

evaluation? A plan? Some system? I think evaluation should be taken 

seriously but I don’t know how to do it.

3.11 Local Government

> Local government plays an important role in the implementation and

delivery of arts education

> Despite agreements being reached, there is generally a poor coordina-

tion between local and central level

The funding for arts and cultural education comes 70 percent from the local government, 20 percent 
from the Ministry (national) and 10 percent from provincial government. There is also a system of 
matched funding called the “Aclieplan Cultuurbereik” whereby the local government will match the 
money from the national government. From these figures alone, it is clear that the contribution of 
local government to arts and cultural education is enormous. Yet this is really the tip of the iceberg! 
Local and municipal government offer special awards and grants, help with transport costs, train 
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teachers, commission artists, run local museums and performance spaces. All in all, it is not 
difficult to see the considerable contribution made by local government: 

As a city we provide an additional €800K in vouchers to all the chil-

dren. We also spend two million euro on arts and education projects. I 

think there needs to be more obligations between national, local and 

school level initiatives.

We can get extra funding for arts and cultural education in the school. 

The criteria for this funding are:

- Integration across disciplines

- Showing how the arts and culture run across the curricula

- Connect with artists here in Amsterdam.

If a programme meets all those aspects we can get an extra €9,000 from 

the local government and the school has to put in €2000. 

The policy on arts and culture of the provincial and state governments in The Netherlands empha-
sises the importance of arts and cultural education at the local level: 

The aim in reference to culture education of the provincial Government 

is as follows: 

“All pupils in primary schools and the first form of secondary education 

should have receive in one uninterrupted line, a continuing curriculum, 

knowledge and experience of cultural education. We want to stimulate a 

cultural career for every child in his or her school years” (The Provin-

cial Culture Memorandum 2005-2008)

Local government provides valuable financial and in-kind support and the services provided by 
these agencies seem to be held in high regard the users of the services. 

Local communities really use the educational and cultural services. They 

have forged long-term relationships and are working towards permanent 

structural collaborations. These sort of ground-up initiatives are really 

valuable.

Yet it would appear that despite the large support given by local government to arts and cultural 
education, their voice is comparatively small in terms of policy planning and monitoring. These 
systems need to become more closely aligned.

3.12 Inquiry based

> Dutch education supports research and inquiry into art education and

culture

> School programmes generally adopt inquiry-based learning models
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> All projects should be encouraged to include action or practitioner

research as a part of their processes

> People responsible for delivering arts and cultural education and

children should be trained inquiry processes

Flexible, research-orientated approaches, combined with project-based methods, encourage an 
educational climate where the teachers, artists and children engage in learning conversations and 
test their ideas. Inquiry-based approaches enable spontaneous situations to be incorporated to 
create interesting and meaningful art-based learning opportunities. 

Dutch education is generally very amenable to research orientated learning. Practically, though, the 
classroom experience of children may dependent upon the attitude of the teacher and school 
director. At a more particular level, there was wide support for this research. The cultural and 
education sector appreciated the opportunity provided by this research to share some of the issues 
surrounding arts education. 

Despite a central commitment to research and inquiry based practices, many organisations do not 
have any funding to complete even the smallest reflective inquiry. To do research is not easy. Many 
organisations are modest, not-for-profit organisations. They do all the coordination and the teach-
ing. It is just not possible for them to do research also. Many schools do activities but they do not 
consciously know the impact of their work. This seemed to be particularly the case in heritage 
education, where many schools and children were initiating interesting inquiries in this field, but 
were not explicitly aware of the nature of their work. As it was noted:
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3.12.1 Vignette: We encourage the children to adopt a research approach

We focus a lot in the first four years of secondary on the arts. Unlike other schools, all children get 

subjects in the arts for all the first three years. 

We have a strong media focus. We encourage the children to adopt a research approach and to 

visualise their thoughts in word webs and images. It is both the end result and the process that is 

important. 

In first year we focus on 3D art including wood, cardboard, abstract, sculpting and soft materials. 

In the second year we focus on landscape both 2D and 3D and are influenced by the work of Dali, 

Magritte and the surrealists. 

In the third year we do a year long project called the ‘sky’ project which as about place and location. It 

is problem based and so it really stretches the children and makes them think. Throughout all the years 

there is a drawing programme, including painting and printing techniques. In the ‘sky’ project they 

have to work like real artists. They have to design a chair for an imaginary brand. They can work at 

their own level, but we really expect them to work in a high quality way.

In addition to the regular arts classes, we do a student art exchange. We go abroad to Italy and the 

children from Italy come here and we exchange artworks. 

When children come from primary school to our school, we notice a really big difference. Some are 

quite good but for many children they have had zero experience of art. They have never drawn or 

painted.

Similarly, in the following secondary school example a research approach is used to organise the 
children’s learning. Importantly, the steps of the research process are also made clear and apparent 
for the pupils.
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3.12.2 Vignette: Always productive and reflective

We organise learning around themes. We focus on skills development but always productive and 

reflective. It is also important to place it within the context of theories of art and art history. We do one 

hour of practice and one hour of theory. We cover drawing, painting, multimedia, installations and 

ceramics. We start with the children’s surroundings and then move towards classicism. We follow five 

main steps:

– Reflection

– Observation

– Expression

– Forming opinions

– The design process and planning

We use a series of evaluations from the “Toolbox” This kit has teachers’ book and student workbooks. 

We collect the children’s work and give feedback. We are developing a connected whole school plan 

and dance and drama will come into the next plan.

3.13 Centred around active creation,

performance and exhibition

> The schools in The Netherlands have successfully used the arts to cre-

ate a positive public profile

> Parents reported that schools generally provided ‘good education’

> Parents were encouraged to be active participants in the school and

collaborated in performances and learning opportunities.

> It is important that projects and learning lines culminate in a high

quality presentation of the learning process

> Process and product should be clearly linked

> Passive arts and cultural education (such as seeing a performance) are

valuable but should not be used as a substitute for children’s active

creative processes and opportunities for children to be performers and

artists

Engagement in active arts creation and performance engenders particular learning and achievement 
embedded within active practice. The positive benefits of performance and exhibition were evident 
in quality arts programmes. Exhibition and performance brings kudos to the participants and 
promotes the benefits of the arts to a wider audience. Throughout The Netherlands there are many 
highly successful examples of where the arts have been effectively used to enhance the profile of 
the school, to lift flagging enrolment and to improve the parental and community perceptions of 
quality. 

In one example in a regional regeneration area in the countryside a school reported that during the 
late 1980s a sharp increase in the number of immigrant children and the falling popularity of the 
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school and decline in student numbers resulted in the merger of two schools whose position were 
becoming increasingly unviable. 

Following this merger, a new director was appointed and this person was strongly committed to the 
arts. The school is now seen to be highly desirable, and young families are moving into the commu-
nity to ensure that their children can attend the school. Numbers of pupils have grown by 40 
percent, and 65 percent of parents are bringing their children from the surrounding areas into the 
school each day. The student population for the school still remains very international and there are 
two special Dutch language classes. The school exists in an area of economic deprivation and 11 
percent of children live in caravans. 

The following vignette from a teacher educator describes a pack she is preparing of best practice 
examples in arts and cultural education for her trainee teachers:

3.13.1 Vignette: You can see the difference in people

I am putting together some good practice examples for students <student teachers>. One school is a 

black school. It was having problems, but then a new and enthusiastic Director was appointed. He 

was able to get the teachers to be more enthusiastic. He wanted to attract a more balanced student 

population by attracting more white kids. He chose three disciplines to do that – dance, drama and 

visual arts. He had the money to rearrange staff and so he used the talent among the teachers in the 

school. All the children were lifted up by the arts focus. The CITO13 score was higher. It is hard to 

prove the effects of the arts but it is like religion, you can see the difference in people and you just 

have to believe it. We try and write about these sorts of examples in our professional magazine for 

members.

During visits to one primary school, the presence of high quality arts-rich education was palpable. 
Children were very actively engaged in all forms for the arts and parents, teachers and children 
were enthusiastic working together both inside and outside the classroom on arts related learning. 
The school has a number of arts specialists working within the school. 

Children have one hour per week of specialist instruction in drama, music, dance and drawing. This 
specialist instruction is provided by both external artists coming into the school and the redeploy-
ment of generalist teachers with expertise across the school and in cooperative teaching arrange-
ments. The general primary class teachers also do a number for arts projects with their classes 
throughout the year. Teachers without expertise in the arts are learning by working with colleagues 
and artists with expertise and methods books are available as an additional resource. 

Parents reported that school provided ‘good education’. The parents were encouraged to be active 
participants in the school and collaborated in performances and learning opportunities. 

13 CITO is a form of national testing that occurs at the end of the primary school. It is

quite significant as to a certain extent it in part governs a child’s placement into a

particular type of secondary school and in so doing informs the future direction of

the child.
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The teachers reported a good team atmosphere, active learning and that the school now had a very 
good image in the community. The Director and teachers though expressed dismay at the inspec-
tion process and the way the radical changes and improvement sin their school had not been 
recognised by the system, as the following quote demonstrates:

There are many things that stop a school doing the arts. Even after all 

the positive changes that have happened here and the way even the teach-

ers without an affinity for the arts are putting in a real effort, the 

system does not value and recognise the arts. There is a pressure of 

exams, especially at the end for primary school. It is really frustrating 

when the inspectors come. They ask about maths and language but NEVER 

NEVER the arts. That is really frustrating for us. We are a community 

school. The school has turned around over the last 10 years through the 

arts, but that is never commented upon. It is hard for the teachers too. 

The teachers here are not specially trained. In the past, there were 

eight main fields of knowledge that teachers had to know to be a good 

primary school teacher, but now there are 21 learning fields I have 

counted, and we expect a primary teacher to be good at them all. The 

inspector was not at all interested in the arts. He was only interested 

in language learning. As long as language and maths are progressing 

that is all they care about. They are not interested in happiness. The 

former inspector was better.

.
In addition to the regular arts activities provided within the school, each year the school chose a 
particular arts focus to enrich their programme. The main focus of the enrichment programme was 
to connect the children and parents with the professional art world through direct encounters with 
artists. This programme is described:

Each year we look at the arts menu and choose a focus for the year. 

This year we chose music. We run a four –week intensive programme and 

involve parents, teachers and children. We always visit the library, but 

last year we had a strong focus on writers so we did a lot about librar-

ies, literature and creative writing. We try to also educate the parents 

as many of our parents have not had the arts themselves. It is very 

important to involve the parents. For instance, when we took a boy and 

his parent from the camp <caravan housing> to the Mozart project, we 

went to Salzburg. The effect was amazing. And it was the same with 

Rembrandt the musical. The teachers and parents become enthusiastic. 

They really experience it. I use the professional development budget. It 

costs less than getting a person it to speak about learning and if you 

actually experience it you learn far more. It is about the climate and 

atmosphere in the school. The training for the cultural coordinators has 

also been good. Teachers know how to use the cultural menu and it in-

troduces them to culture and starts conversations in the school. They 



117

learn how to write policy and they get two hours a week to work on arts 

and culture. Even the less cultured teachers are becoming enthusiastic. 

When they see the children being enthusiastic and learning the teachers 

become enthusiastic BECAUSE of the pupils!

Several of the schools visited had used the arts as a catalyst, or at least a major impetus for whole 
school reform. In schools that want to revise the curriculum to make it more relevant for the future, 
the arts have been viewed as being pivotal for enhancing pedagogy. 

Interestingly, where schools have adopted arts-based reforms, there is evidence of strong support 
from the parents, as this comment suggests: “A new world needs a new way of thinking. The 
parents have grown up in the old way, but know that the traditional school is not the way for the 
future.”

Some schools have adopted an interesting approach where they give the parents the possibility of 
choosing different school types, and may have within the one school, two or three different types of 
school, ranging across philosophy-based options and more traditional arrangements. Schools that 
offer these choices, note that amongst more ‘educated parents’ arts-rich choices are consistently 
the most favoured choices. Schools with a strong arts profile were also keen to share their success-
es through the media, but some found it hard to gain the interest of the local papers:

The media pays considerable attention to sport. There is football in 

every newspaper. I am in charge of culture and sport for this city. I 

can always get coverage about anything to do with sport, but artistic or 

cultural things are much harder. 

There is always considerable debate in arts education as to whether it is the process or the product 
that is most important. Clearly, as can be seen through many successful examples in The Nether-
lands, it is both process and product that underpin high quality arts education. This point is clearly 
outlined in the following quote:

My colleagues are more focused on process than product. The process is 

established – reception, reflection and production. In younger years the 

process should be more important. In later years then the product need 

to be good and really stretch the children.

3.10 Education in and through the arts

> Policy in The Netherlands states that arts and culture should not only

be studied as traditional schools subject, but also as “innovative

forms” and “independent learning”

> Policy refers to the “intrinsic” value of learning about the arts and

the “extrinsic” value that artistic and cultural awareness may have to
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a range of outcomes including problems solving, and enhancing the

school environment

> There is a difference between, what can be termed, education in the 

arts (e.g. teaching in fine arts, music, drama, crafts, etc.) and

education through the arts (e.g. the use of arts as a pedagogical tool

in other subjects, such as numeracy, literacy and technology)

> Schools need strong programmes in the arts AND artistic and creative

ways to learn in an integrated way across the curriculum

There were very high quality examples of schools that adopted flexible approaches to the delivery 
of curriculum. In these situations, learning philosophies were grounded around connected learning. 

Recent changes to the early secondary curriculum – sometimes referred to as the middle years – is 
encouraging schools to adopt more creative and holistic approaches to learning and with skilled 
teachers in place, could open opportunities for the development of more extensive models of 
education in and through the arts.

In primary schools there has been a longer tradition of the use of integrated themes to organise 
learning and teachers frequently incorporate the arts into these, though at times the quality of the 
arts is somewhat akin to ‘window dressing’ rather than real art. 

According to the policy, “In cultural education, we distinguish between lessons about culture 
focussed at teaching pupils the (intrinsic) value of art and culture… <and> lessons with culture, 
<where> culture is the instrument used to learn about the content or to acquire competencies.” 
(Ministry of Education, Culture and Science, 2007).

The policy in The Netherlands states that arts and culture should not only be studied as traditional 
schools subject, but also as “innovative forms” and “independent learning” – in other words educa-
tion in the arts and education through the arts, and using a range of flexible approaches. The policy 
also refers to both the “intrinsic” value of learning about the arts for their own sake, and the extrin-
sic value that artistic and cultural awareness may have to a range of outcomes including problems 
solving, and enhancing the school environment. 

The challenge in this ideal is the use of the term ‘not only’. Not only implies that systematic educa-
tion in the arts should be core for children, but that potential of education through the arts should 
be explored. 

The problem is, that many secondary schools have interpreted the policy to mean that providing 
they are incorporating some culture into education (i.e. education through the arts) this is all that is 
required. Such an idea clearly undermines the value of systematic and sustained education in the 
languages of active artistic and creative expression. This problem was so widespread, that with the 
exception of two researchers interviewed, none of the other respondents spoke about the impor-
tance of learning the skills and knowledges that would make pupils able to be fluent in the artistic 
modes of expression and understanding.
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Chapter 4: So?
Taking the 

longer view
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4.1 Introduction

Generally, Dutch schools are of a very high standard and education is highly valued. Moreover, 
there are world leading practice in arts and cultural education. That is a good beginning. But even 
the best of systems have room for improvement. The challenge is to ensure there is consistent high 
quality across the system and that good practice continues and expands. This chapter examines 
some key areas for development and the attempts being made to address quality learning.

4.2 Continuous learning lines

> Arts and cultural experiences tend to be a series of relatively short-

term projects rather than a continuous pattern of development

> Learning is frequently interrupted in the 3
rd

year of secondary school

> Linkages and overall concepts are not made apparent and explicit to

the pupils

> There are limited linkages between primary and secondary school

> In later years there is insufficient focus on arts creation

The Ministerial briefing report to Cabinet (van der Hoeven, 2004) stresses the need for more cohe-
sive learning patterns for the arts. During the research the impression is that for the vast majority of 
schools, arts and cultural education could be described more accurately as a series of dots rather 
than as a continuous line. There is a lack of clarity around the aims of arts education and less 
certainty amongst teachers as to how to determine if these aims have been met. What therefore 
results is more often than not smaller projects, themes or projects that are largely self-contained 
and do not in a systematic way connect to form continuous conceptual, skill or knowledge lines. The 
current response by most schools to these problems has been to create more dots, but this does 
little to connect learning and can in the children’s mind simply make more confusion.

Similarly, as stated in the first chapter, there is almost no connection between experiences in the 
primary school and those in the secondary school. The child’s experiences of arts and cultural 
education in primary school in most instances is likely to be patchy, with good quality experiences 
for children with enthusiastic teachers and no art, or lower quality experiences for children where 
the teacher is not interested in the arts. In secondary school, most children will receive some music 
and some visual arts education in the 1st and 2nd year, but the quality can vary from excellent to 
abysmal. Pupils may then start to get some cultural education again in the 4th or 5th year, but once 
again the quality can be highly variable. Pupils within the lower academic streams are most likely to 
have the least high quality experiences.

As is true of Dutch education in general, it is very difficult to make overall conclusions, as it would 
be possible for anyone reading the report to say, “But what about this school” or “I know wonderful 
examples of arts education at…” The research team has seen many of these exceptional examples, 
but these do not represent the vast bulk of schools. 
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While it is important from an implementation standpoint that good practices become more continu-
ous and widespread, it is also vital to say that this continuity must be made explicit to the children. 
Unless the pupils are reflecting on their experiences and – through careful questioning and system-
atically planned activities – seeing the linkages from one activity to the next, the overall effect can 
be to trivialise the value of the arts. Pupils see the arts as being purely ‘recreational’ – a break from 
the more demanding subjects rather than something that demands of them new forms of thinking, 
risk taking and critical awareness. These higher order thinking and expressive skills are not being 
developed as the pupils are passed quickly from one activity to the next.

Similarly, especially in the later years, the activities move from maker to participant. Almost all the 
activities in later high school are about being audience rather than being creator. While there is one 
set of learning that occurs from seeing a film, it is a very different set that occurs when you make a 
film! If we consider arts and cultural education to be a unique language, it makes sense that a pupil 
will only learn to be fluent in that language if they are given authentic opportunities to express 
themselves. As one respondent noted, you do not learn to swim by standing on the edge of the pool 
and watching others swim.

4.4 Social demands

> There is a growing recognition that the arts have an integrative func-

tion

> More detailed research is needed within The Netherlands to be able to

distil the nature of the programmes required and the likely impact of

quality programmes

Arts education can not – and should never be – divorced from social concerns. While a case can be 
made for a l’art pour l’art (art for arts sake) – conception of the arts, it is important to acknowledge 
the social importance and consequences of the arts. Culture has always been a factor in creating 
social cohesion. And this view is still prevalent in The Netherlands. Thus the ministerial decree 
supports the role that arts and culture play in social cohesion by “bringing diverse social groups 
together” and by engendering “active participation of young people” (van der Hoeven, 2004, p 5). 
The document stresses that any use of the arts to build social cohesion should not detract from the 
intrinsic value of the arts. 

According to the minister, arts and cultural education may address issues such as community 
schools, citizenship social cohesion, integration and the social role of school (van der Hoeven, 
2004). While these goals are laudable and to some extent justified by international results (UNESCO, 
2004), more detailed research is needed within The Netherlands to be able to distil the nature of the 
programmes required and the likely impact of quality programmes. Similarly, as is the case in 
almost all the recommendations, good practice examples need to be more widely shared and 
adopted in a structural way.

Debates surrounding a cultural canon and the relevance of the arts bring into focus the diverse 
needs of Dutch pupils. There is a challenge to ensure all children participate in a form of arts 
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education that recognises local contexts but still provides every child with the capacity to creatively 
express themselves and the understandings to participate fully in – and contribute to the expansion 
of – a shared national and international cultural life.

4.5 Creative features/Creative Industries

> The potential of the creative industries is not realised in Dutch arts

education

> The private sector plays a major role in the financing of the creative

industries: 20 percent of expenditure on arts and culture comes from

the government, while 80 percent comes out of the private purse
14

An individual would not have to stay long in The Netherlands to realise it has a rich and thriving 
creative sector within the economy. A visit to almost any small town would reveal galleries, theatres, 
arts schools, amateur arts groups as well as boutiques, designer home wares shops and numerous 
other creative economies. Even a stopover at Schiphol airport would give these impressions, with an 
outpost of the national art gallery, jewellery and fashion designers and unique creative products. It 
is true that in The Netherlands:

We have a great creative industry and many artistic performances. The 

choice is enormous.

Yet why are these creative industries so absent within the school curriculum?

Traditionally, the discussion about the justification of the arts was between those who saw art as 
having an intrinsic value and those believed that it was justified on the grounds of it cultural effect. 
But this dichotomy can no longer be maintained. Increasingly the arts are big business. The eco-
nomic importance of the creative industries is growing. And this needs to be reflected in arts 
education. However, in order to do this it is important that arts education is in sync with the general 
trends and developments. Perhaps this is best summed up in this quote, which deserves to be quot-
ed verbatim:

This is the big paradox. We put a lot of investment into culture because 

we hope there is an output. It is not about producing young artists. 

That happens in a very small number of cases. It should be much more 

about nurturing the creative spirit. Yet new generation art forms are 

not well supported. There is a gap between the established area and 

developing areas. Most of the arts education money goes on projects. 

Very little money goes to really changing the structure inside schools. 

How are schools working to develop imagination? Are we trying to develop 

the artists or the entrepreneur? It is the old argument about the 

14 OECD figures on cultural industries OECD (2002) Workshop on international measurement

on culture (Paris, OECD).
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inherent versus the instrumental value of the arts. We need to think 

about the benefits of the arts. In other parts of the world the contri-

bution of the creative industries is really acknowledged far more than 

it is here.

Of course, a single quote from a respondent – however precise – cannot do justice to the situation. 
But the researchers’ own notes suggest that there are problems in the way that the teaching is 
related to the creative industries: Researcher’s journal note “Planning a meeting with the captains of 
industry proves to be difficult” No meeting occurred, and unlike in other countries where industry 
has a strong link to education and creativity in particular – this does not appear to be the case in 
The Netherlands. 

Statistics specifically related to the creative industries within The Netherlands are difficult to 
determine as definitions of these industries vary considerably and so the available statistics are 
somewhat difficult to compare or generalise from. According to the OECD (OECD, 2002) government 
and household expenditure on the arts and culture (as a percent of GDP) has remained steady over 
the last four years at six percent whereas in comparable countries such as UK and Australia, 
expenditure is closer to eight percent, and increasing. 

Interestingly 20 percent of expenditure on arts and culture comes from the government, while 80 
percent comes out of the private purse. This breakdown has remained relatively stable. According 
to the World Bank (2003) (www.worldbank.org) more than 50 percent of household consumer spend-
ing is on outputs from creative industries in G7 countries. Yet where is the mirroring of these 
patterns in the planning or implementation of classroom arts and cultural experiences?

Some attempts are being made, and where these are occurring, they are already attracting interna-
tional attention and major business support:

We work with school dropout and it <the creative arts> empowers them and 

gives them status and a new direction. For many of our participants the 

arts gives them meaning in their lives. There is a large creative indus-

tries sector in Rotterdam. It is known for street culture and hip hop. 

The skills we are developing allow our young people to get jobs. We are 

doing promotional work for Nike and Coke Cola at the moment. We have 

access to three lots of funding, from the local district under regenera-

tion funds, from the city of Rotterdam and from the province.

Failure to connect effectively with the global trend towards greater creative, designer and innovative 
economies is likely to lead to a skills shortage within the Dutch economy and limit its potential for 
growth in this area.
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4.6 Research and Sharing

> Best practice models are not shared between schools

> While excellent quality research is being undertaken, this is not

being systematically used to inform the ideas of teachers and artists

Throughout several of the universities in The Netherlands – and associated research centres – 
research is underway into many aspects of arts education. 

The main focus is on research that is related to policy (evidence informed policy). There is also work 
on the impact of the arts on socialisation and on improving quality in arts education. In relation to 
quality, the main research is examining ways to make learning lines for arts and cultural education. 
Research has also been undertaken into the use and impact of the vouchers and on the role of 
cultural coordinators. There are a number of highly qualified researchers in arts education within 
The Netherlands.

It is essential however that evidence-based research is firmly grounded in accurate empirical 
observation. There is a latent danger that academic research can be divorced from the every day 
practices and development in a field. For example, in interview, a researcher suggested that “HAVO 
is a requirement for entry to teacher training and teachers can not enter PABO without having this 
qualification.” However, this observation was incongruent with results from the focus groups with 
teacher educators, where it was revealed that more than 25 percent of students enter without this 
qualification and that this figure is growing. Moreover, the widespread practice of using ‘methods’ 
books in primary schools did not appear in previous research. 

While the research in arts education in The Netherlands is of a high international standard and 
available through an excellent database of research studies, there was a general concern expressed 
that it was not adequately exposing the practice of ‘average’ classrooms and that more emphasis 
needed to be placed on the teacher as researcher and the involvement of pupils. It is important that 
research has the capacity to be authentic to the practices in order that it can be utilised by policy 
makers. Teachers and pupils need to be empowered to become active reflectors, researchers and 
documenters themselves so that an authentic vision of experiences can be captured and communi-
cated. 

Further, there is always a danger that the close link between government funding and the research 
being conducted (often from researchers or institutes who are direct recipients of government 
funding) leads to a situation of ‘insider advocacy research’ and group thinking rather than independ-
ent analysis. It is imperative that for the research to be useful it should be based on a combination 
of objective, scientific measurements combined with detailed qualitative knowledge derived from 
practitioners and stakeholders at the coal face of arts and cultural education.

It will be of little consequence to undertake research if the results of this research are not shared. 
Increasingly, arts institutions are in a climate of competition not collaboration. As schools compete 
to attract pupils and parents, they are increasingly focused on developing their profile and making 
their school the best school. While such a competitive climate means that Dutch schools are of a 
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high world standard, it is not a conducive environment for sharing. Wonderful practice tends to 
remain encased within one school, and best case models remain as islands within the general sea 
of education. To counteract this position, a project was launched in 2006 to locate best practice 
examples of cultural education programmes. This provides an opportunity to showcase and share 
some good examples and to analyse the parameters for their success.

The same observation can be made of arts and cultural institutions. These are spending more and 
more resources on the best looking brochure; the most innovative programmes; the most ardent 
media coverage; and so on, but a rarely sitting around the table with colleagues from other similar 
settings to discuss collaborative planning. The reason for this is simple, these organisations are
competitors, and in a menu and market driven cultural economy in education, the forces of supply 
and demand will select the best. But the converse side of this argument is the manner in which 
knowledge transfer between these institutions is lessoning and opportunities to share best practice 
becoming more market sensitive. These issues are apparent in the following comment:

There are some wonderful examples for arts and cultural education in 

The Netherlands, but this good practice is not always shared. We need 

the top to inspire the bottom. We want all children to receive the top 

quality. We also have the problem at the moment between two different 

aims. Do we want to develop the talents of a gifted few – a view of art 

as developing an elite? Or do we want broad access for all? Or is it 

possible to do both? At the moment I feel our policy is about broad 

access, but in practice we are not doing that and probably not develop-

ing talent either.

To counteract the lack of sharing, there should be targeted money for sharing in these areas: 
> Leadership

> Conferences

> Media education

> Cooperation structures

> Evaluation and visibility

> Engagement outside the sector

> Broadening organisational capacities

> Learning from mistakes

> Knowledge transfer (especially for communicating research and best

practice in simple and accessible ways to teachers and parents)

There are a number of professional associations for teachers in The Netherlands. In theory, these 
could provide the ideal opportunity for teachers from a range of networks and geographic areas to 
get together to share good practices and to develop a stronger collegial voice for arts and cultural 
education. In reality though, it could be argued that in some instances there are competing organi-
sations and tat may prevent a cohesive picture of the needs of arts education from being pushed at 
a political level. 
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The key agencies are as follows:
- The Association for teachers, consultants, authors and artists in the

field of audio visual education www.vkav.nl

- Dutch Association for Visual Arts Education www.nvto.nl

- Association and Union for Teachers of Visual Arts www.vlbv.nl

- Dutch Association for Professional Dancers www.nbdk.nl

- Foundation for Educational Dance www.platformvvvo.nl

- Professional Association for Drama and Theatre Teachers

www.docentendrama.nl

- Association of Teachers of School Music www.vls-cmhf.nl

- Samenwerkingsberaad Kunstvakken (SBKV) www.sbkv.nl

These associations have varying roles to play in supporting teachers. The large number of profes-
sional arts and cultural associations, and the unclear nature of their constituencies or ‘territories’, 
means that they compete for interest rather than collaborate to build a solid body of opinion. These 
agencies should be encouraged to consider a national alliance15 to allow key issues pertinent to 
their entire field to be canvassed. They should also connect to their relevant international organisa-
tions. Also, the arts organisations need to give attention to primary education where there are few 
professional associations providing support.

15 In reflection, a senior researcher indicated that Samenwerkingsberaad Kunstvakken was

a kind of national alliance, but this was not mentioned during interview or focus

group.
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Chapter 5 
Impediments



132

5.1 Introduction

Arts and cultural education are not free-standing activities. And just as these subjects must seen in 
the context of the wider educational and policy developments in The Netherlands, it is important to 
appreciate the factors that act as impediments on improving cultural and arts education. The major 
impediments can be summarised as follows:
The lack of:
- time

- money

- expertise

- implementation

- leadership

- monitoring

5.2 Time

> There is too little time for adequate culture education and especially

arts education

> Time for arts and cultural education is not dedicated time

> It takes considerable time for reforms in education to be embedded so

it is vital for programmes to have longevity

Time is a precious commodity. And there is not enough of it. As one of the respondents noted:

It all takes time. It needs to be embedded. You need enthusiastic people. 

If the champions can be enthusiastic and then take other people with 

them. You have to be selective. If you offer too much then it interferes 

with the normal methods people have to learn. Once a year a project is 

about as much as people can bear. You need to win people over to your 

side and it all takes time. 

The value of time can be illustrated through this positive case study of a gymnasium where time has 
been structured into the timetable to allow substantial arts education to occur:
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5.2.1 Vignette: One hour of drama, one hour of drawing, one hour of 

music and one hour of handicraft

This school has around 1400 pupils. About 50 percent of the pupils are from the city itself and around 

50 percent come from outlying villages. The school is very popular and it is quite prestigious to get into 

this school. Over 90 percent of all our pupils will go to university. We have high standards.

 The arts are a core part of our programmes. In the 1st year of secondary school the students do one 

hour of drama, one hour of drawing, one hour of music and one hour of handicrafts. In the second and 

third year they can chose their favourite arts discipline and they do two hours a week for two years. 

Drama and drawing are the most popular.

 In 4th year the students can do electives in drama and visual arts. There are a full number of 25 pupils 

in each class. This year we don’t have a music elective class as too few pupils chose it. For CKV1 the 

students do one hour a week for half a year. CKV2 and CKV3 involve 10 double lessons of theory and 

20 double lessons of practical. In addition to that in 5th year as part of CKV1 we have a major cultural 

week. 

It is integrated across all classes and we link it with the classics with presentations about Rome, 

Greece, Turkey. We arrange a number of activities to use the vouchers. As cultural coordinator, I organ-

ise these and provide offers to the pupils. These include Dutch language plays, going to Amsterdam, 

attending the ballet, dance workshops, theatre companies coming into the school. We use the vouch-

ers to pay 60 percent of the cost and the students pay the rest. We are trying to broaden the children’s 

international connections. For example, we do an exchange in French with a French school.

In this example, we can see substantial time being allocated for both education in and education 
through the arts. This has not – as some school directors feared – taken ‘valuable time away from 
other subjects’ but rather allowed for the rich development and expansion of all learning. 

The recommended amount of time given to the arts is five hours in the first year for all levels for 
secondary education. This equates to 15.6 percent of the curriculum. By the time the children enter 
the second year, the amount for arts and culture education has decreased from 15.6 percent to 6.2 
percent for the upper levels of secondary education (Gymnasium, VWO and HAVO) and to 3.1 
percent of the overall learning hours in the lower level secondary education (VMBO). In the third 
year, there is no specified inclusion of the arts, while the broader cultural awareness subjects CKV1 
starts in the 4th year of lower level secondary and in the 5th and 6th year of upper level secondary 
school. The amount of time dedicated to CKV1 varies considerably from school to school. HAVO 
students receive around 120 hours of instruction, while VWO students (higher level students) receive 
200 hours.

While these are the figures in policy, in practice the picture can be quite different as this quote 
shows:



134

In secondary school, it depends on the school you go to as to whether 

you have the choice to do any arts. Most schools have none; some 

schools only have visual arts or only music. Drama I think there are 

only eight schools in the whole country where you can do an exam. Visu-

al arts has the most subjects running. I don’t know that there are nay 

in dance. I would say 10-20 percent of schools have some examinable 

subject in the arts. 

Calls to increase the amount of time for the arts are usually met with complaints about the fullness 
of the teaching day and the lack of flexibility of timetables, as is indicated:

The secondary school day is very busy and the schedule is tight. There 

is getting less time and with the new recommendations about minimum 

teaching hours I think this problem will get even worse.

The view that problems of time were getting worse was echoed in many focus groups. It was also 
argued that even when time was allowed, it was often as an extra, or an afterthought and left to the 
least preferable time of the week or the year. The time may not be dedicated and embedded and 
could disappear if other work was not finished or ‘more important things’ needed to take prec-
edence, as these comments reflect:

Arts and cultural education is always put at the worst part of every 

week. In every school it is Friday afternoon!

The view was widely expressed that whereas time for the arts in school used to be dedicated, 
regular and systematic, it was increasingly becoming short terms, project based and intermittent.

In Dutch schools there was always a tradition for singing. You sang 

every day at the morning assembly. But that tradition has gone. Children 

don’t sing together anymore.

We used to have special classes for visual arts; special classes for 

music; special classes for textiles and handicrafts; special classes for 

drama. Now the school just has me and I do all the coordination of 

culture. There are only projects now. They even took away the art 

studio.

5.3 Finances

> There are a lack of audit processes in relation to cultural money

> The connection for schools with cultural agencies, cultural coordina-

tors and cultural menus has had an impact on selection of experiences

> There are good models there, but many of the good models are just too

expensive
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> The costs of arts and cultural services have risen steeply in the last

few years

> Money for arts and cultural education needs to remain as labelled

money for at least the next three to five years

Money may not make the world go round as the saying says, but it plays an important part, and the 
government has acknowledged this. In 2004, 18 million euros was allocated to primary education to 
increase arts and cultural education under an initiative Meer mensen die meedoen (More people 
participating). 

These funds were distributed directly to schools under the scheme known as Regeling versterking 
cultuureducatie in het primair onderwijs (Scheme to boost cultural education in primary schools) 

However, the scheme was initially slow to take hold, but after three years, 80 percent of primary 
schools are claiming monies under the scheme but in practice it seems to be that only around 50 
percent are doing what could be considered high quality, sustained programmes. Primary schools 
in the scheme for three years are only just noticing some changes in levels of cultural participation 
within their schools. 

The reason for schools not participating includes:
- A lack of knowledge of the scheme;

- The fear of the paperwork involved;

- The fear of the reporting involved, and;

- Adequate funds available from other sources.

There appears to be a lack of audit processes in relation to this money and also a lack of quality for 
selection, though in regard to this latter point, the connection for schools with cultural agencies, 
cultural coordinators and cultural menus has had an impact on selection for experiences. The 

longer part of labelled money), the cultural activities will disappear very quickly as very few struc-
tural changes have occurred. It would therefore appear that the aim that this injection of funds 
would lead to arts and culture having a more permanent place in the primary school curriculum 
would take a far longer period of time to occur. 

Furthermore, the longer-term aim that connections between the educational and cultural sector 
would leave a legacy of continuous lines of learning in arts and culture from the early years, through 
to age 18 has also failed in the primary and secondary schools, with no evidence that this has lead 
to clear sequences of learning being developed. 

The early adopting primary schools generally have a cultural coordinator in place and the outline of 
a cultural plan, but these plans tend to be more a description of experiences than a pattern for 
learning and lack the clarity to ensure structural sustainability.

By world standards, arts and cultural education in The Netherlands is very well funded, but on the 
ground, a shortage of funds is still limiting experiences:
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We don’t have any more music in the school because it was too expensive. 

It starts with money. It all depends on the richness of the school. It 

depends how important arts education is to the government. The Nether-

lands pays a comparatively low budget on education, yet our results are 

high. The grants must continue and if anything we need more money. I try 

and get special project money. We wanted to do a programme for teachers 

on visual literacy. It is great project, but we don’t have the money. We 

also need to renovate out school. We are trying to do 21st century 

education in a 1930s school!

Other schools overcome shortfalls in funds by seeking extra money from the parents. This in most 
cases is freely given, but by default this tends to build further inequities into the system with the 
more privileged students consistently receiving more arts and cultural education.

We ask our parents for a subsidy of €180 extra per year and we have the 

vouchers. We can also ask about 10 euro for something special like a 

performance.

We can only charge around €25 for a whole year. We currently charge €27 

but only half of the parents can pay. In principle schooling is free, 

but that does not allow for arts and cultural education and if the 

€10.90 was just added to the educational learning bucket, that would be 

the end for arts and culture in this school.

There are also inequities between different areas as it needs to be remembered that only around 30 
percent of funds come from the central governments and municipalities, cities and local councils 
contribute the rest. These more local funding provisions vary markedly from place to place, with 
some being very generous and others being less so. For example, in the following instance, the level 
of local funding is proportionately very high.

Around 70 percent of the money comes from the province and 25 percent 

from the national government and then there is around five percent of 

money from the community. Our other budget is the money we can generate 

and over the years it is becoming increasingly important to generate our 

own funds and rely less on public money.

Schools have considerable autonomy in how they spend their money. Despite the amount of money 
going from the top down to arts and cultural education, unless this money is labelled in some way, it 
is down to the discretion of the school director and the School Board as to whether this money finds 
its way into arts and cultural education. In schools where there was a director supportive of the arts, 
there appeared to be plenty of funds and resources available whereas in schools without that level 
of support, teachers received very little for the arts.
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If the director of the school is supportive of the arts then money might 

be allocated from global funding, but this is unlikely. There is a lack 

of money and a lack of inspiration among teachers. Schools have devel-

oped a culture of complaining.

The need to continue collared monies for a far longer period was highlighted by the vast majority of 
respondents and the real fear was expressed that all the gains made over the last five years would 
be lost if the labelling of money was to cease.
As a respondent said: 
it. It will only work if you have the money labelled.” This comment was mirrored throughout the 
research in many ways:

If they take the label off the money the money will be spent on the 

school toilets.

A survey was done by the Council of Culture in Rotterdam and they found 

that 40 percent of schools are not choosing to spend the vouchers on 

culture. A lot of the black schools – that need it the most – are simply 

opting out. The money should definitely, definitely remain labelled. At 

the national level I think it is mad what is going to happen.

Thanks to the €10.90 culture is growing in our school. Nothing would 

have happened without this ring fenced money. We are able to do more 

activities than we used to do. 

As an art teachers’ association commented: 

The €10.90 has been a good initiative, but it needs to continue for much 

longer. It is only just starting to have an effect in primary schools. 

There is an assumption that if you take the ring-fencing away, schools 

will be able to choose. But that is not correct. This position assumes 

that primary schools have the expertise to choose and they clearly do 

not. The money is also too little. It basically means going to the thea-

tre once a year. That is not good quality arts education. From 2008 

there is the proposal that this money will all be paid into the lump sum 

for the school. This is ludicrous. We had a chance to change things for 

arts and culture and now that chance is being thrown away. If the money 

goes into the lump sum it will disappear. There is no structure and the 

schools will just do anything with the money.

Many local governments were keen to spend even more on arts and cultural education, seeing the 
benefits within their systems:
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<Councillor in charge of arts and culture> If I could I would immedi-

ately double the budget for arts and cultural education and keep it ring 

fenced.

Interestingly though, other policy and local government representatives stated that some project 
grants remained undersubscribed. This may not be, as assumed, due to the schools already having 
the resources (though some more affluent schools visited said this was the case) but because 
commonly the schools complained that application and reporting processes were too complicated 
for the money received and while the money supported the programmes, it did not support the extra 
administrative time needed to complete the paper work.

The issue of money is interesting, because schools always say they don’t 

have any money, but we have provided additional money in the form of 

grants and it is nearly the end of our financial year and many of the 

funds remain un-subscribed.

We can get extra funding for arts and cultural education in the school. 

The criteria for this funding are:

- We have to integrate across disciplines

- We have to show how the arts and culture run across the curricula

- We have to connect with artists here in Amsterdam.

If we meet all those aspects we can get an extra €9,000 from the local 

government and the school has to put in €2,000. The problem is the 

application takes too much time. I couldn’t face the prospect of writing 

another application.

The problem of the volume of paperwork is exacerbated by a feeling that project money is not 
structural and not sustained. This was particularly the case with project money coming into the 
cultural sector.

The problem is that the funding is not sustained. All the funding is 

short term.

Whereas generally within arts and cultural provisions in the community, the private sector plays a 
major role, the private sector is not very large within Dutch education. In recent years there has 
been a growth in private sector contributions to arts and cultural education in The Netherlands, but 
this still remains relatively low compared to the United Kingdom and other OECD (2002) countries. 
The potential of this could be further explored and expanded.

There is also the view that the increased direct purchasing power of the schools has led to a sharp 
increase in the cost of cultural services and professional development in the arts. In some cases, 
this increase was reported to be as high as a 500 percent increase over a three year period. It could 
be argued that this increase is caused by the reallocation of money away from direct allocation into 
the supply side of the cultural institutions to direct funding into the demand side. Schools that were 
used to buying products within a highly subsided cultural sector are not facing the actual cost of 
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these services and it appears to be far more than they were previously paying. As this is only 
speculation, further research needs to be conducted into the overall effect of more global funding 
for arts and cultural education in the form of vouchers or other direct amounts to schools.

Overall there is a little bit more money for arts and culture, but since 

the vouchers the cost has really increased. For example, the price for a 

performance in school is €1000. And that is if we can squeeze three 

performances in a day. If we say we can only fit two in then the theatre 

will charge us €1500 per performance. That means that now we can really 

only afford to do one or two things per year. When the vouchers first 

came in, we could do about six things per year.

There has been a steep rise in prices. A lot of money has been poured 

into the cultural economy. There is a long-term hope that the market 

will even out. In some ways it is really important that education sees 

the real value of the arts – that value is recognised and paid.

Something that has not really been considered in the way funding has 

been given to schools is that schools now have a lot more of the 

administrative burden of arts projects. If you think about it, before 

the cultural providers had to have administrative staff to collect money 

from the children, do invoices and so on. Now this burden is falling to 

the schools. We get funding for the children to attend things but all 

the invoicing, collecting payment and so on is being paid for by the 

school. We are a small school and we find this makes a major drain on 

our resources.

At the moment the price of cultural services has really risen. At the 

moment it is really in the air in terms of prices, but hopefully over 

time there will be more checks and balances and it will even out.

Money is a big problem. Even with the 22 euro we have to think: do we 

want one good performance or three not so good performances. We are 

always searching for extra project money and that takes time. I would 

say it takes at least ½ day a week to just do the administration for 

cultural education. I don’t mind because it is something I am very com-

mitted too, but I do all that in my own time. The price of performances 

keeps going up. I used to work with a dance academy and I would say 

there has been a very steep rise in the price in the last two years. 

That is a big problem for our school. Less than five percent of students 

attend private arts classes, so if they don’t get arts education in 

schools they don’t get it. 
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At a micro level, the way arts teachers’ salaries are based on the grade they teach also effects 
flexibility in the system and the ability to engage external expertise.

Music teachers in the school get different pay even if they have the 

same qualifications. So for example, if a music teacher was in the pri-

mary school they would earn less money for the same job in the second-

ary school. There is a real shortage of music teachers at the VMBO level 

because teachers get more money to teach in the academic stream. And as 

there is a shortage of music teachers they can go where the pay and 

conditions are best. Many schools have lost hours of musical instruc-

tion. Cultural education is now being used by schools as an excuse for 

cutting arts courses. Other schools have not got the resources to buy 

instruments. We need the equivalent of a cultural football field. A 

place near to the children where they can drop in and play music. Where 

they can direct the process themselves and gain skills from one another. 

Schools have the money but not necessarily the skills and knowledge to 

know what to do with it. They need coaching and process management.

Similarly, while money has been provided to cultural agencies, there is no money for transport and 
this is particularly a problem for very poor schools, schools in isolated areas and schools for 
children with special needs:

The schools can afford to pay the artists but can’t afford to pay the 

bus. If we stay in the village we only get local artists. The children 

never get to see really high art. 

A bus is too expensive. If we can go on a bike then parents will agree. 

Once a year we can afford a bus.

Furthermore, there appears to be a lack of audit processes in relation to this money and also a lack 
of quality for selection, though in regard to this latter point, the connection for schools with cultural 
agencies, cultural coordinators and cultural menus has had an impact on selection of experiences. 

Some schools say they are doing arts and culture so they can get the 

money. They say it is being carried through the school and quality is 

improving, but I don’t see it. The school has a cultural coordinator 

just to get the money. Real research is needed into this. We need to 

know the schools where good practice is happening. We should be sharing 

good practice across the systems.

Some detailed research was conducted to determine the manner in which the secondary school 
vouchers were used, and this study revealed that there was less than expected used for the pur-
pose for which they were intended, with a surprisingly large number of vouchers not being used at 
all. From the interviews and focus groups conducted for this research, if a detailed audit of the use 



141

of the primary school cultural money were to be undertaken it would illuminate a similar picture to 
that of the vouchers. Through questioning, it was revealed that a number of primary schools were 

amount of paperwork was likely to be attached to the money. Schools that were getting the money 
were often spending the money in ways not directly related to arts and culture or where using the 
money to purchase low, quality ‘fun’ experiences for the children. It would be easy to therefore 
conclude that the money is being wasted and should not continue, but on the contrary, the targeting 
of money seems vital, but this money needs to be more rigorously ‘fenced’ and more systematically 
audited. Where the money was used effectively it had enabled enormous positive changes to occur 
in the schools, whereas where it had been wasted, the changes were nominal. For example, one 
faith-based school had spent the money on a dinner for parents and the community and after 
school ‘play’ activities in plaster moulding and circus skills. Others had used the money by contrast 
to develop whole school, connected programmes to target massive improvements in arts and 
cultural education in the school.

activities that are largely short-term and project-based will disappear very quickly as very few 
structural changes have occurred. It would therefore appear that the aim that this injection of funds 
would lead to arts and culture having a more permanent place in the primary school curriculum has 
largely failed. Furthermore, the longer-term aim that connections between the educational and 
cultural sector would leave a legacy of continuous lines of learning in arts and culture from the early 
years, through to age 18 has also failed in the primary school, with no evidence that this has led to 
clear sequences of learning being developed. 

I don’t know what will happen if they take the ring fencing away. 

If the ear marked money goes, then a system should be introduced to 

match funding, where schools that commit money from the global budget 

receive additional money from special arts and cultural funds. That way 

School Boards and directors will be encouraged to allocate money to the 

arts.

5.4 Expertise

> Many teachers lack the confidence to mediate any cultural activity

> Teachers may lack the necessary qualifications

> There are inadequate opportunities for teacher professional develop-

ment and lifelong learning in the arts

> More research is needed into the extent of arts education provisions

in initial teacher training

> The wider adoption for a project approach to teaching arts and cultur-

al education within teacher training has been widely criticised

> In the PABOs there is so little contact time between the students and

the teacher educators
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The respondents were asked to nominate the key characteristics of a ‘good arts and cultural 
educator. In summary it was felt that good arts’ teachers:

- do more than just come

- are active with children

- are dynamic

- are really interested in pupils

- have a sense of humour

- hold a broad vision of education

- cope with stress

- are self-reflective

These qualities of accomplished teachers might be widely agreed, but the limitation is the capability 
within the system to deliver such teachers. As was poignantly remarked,

We need more time and assistance. As teachers we don’t have enough 

knowledge. Our ignorance keeps the door closed.

Particularly in the primary school, it seems that the wider adoption of specialist teachers may be of 
assistance.

We need specialist teachers in the primary school. I have tried to use 

as much of the talent as we have in the school by swapping teachers.

Generalist teachers are not allowed to teach sport and it should be the 

same for the arts. 

There are disadvantages of employing more specialists in the primary school, especially the lack of 
capacity for integration into general education and across areas of learning and also the lack of 
intimacy and continuity for the children. But many teachers feel that they lack the necessary 
qualifications:

Many teachers lack the confidence to mediate any cultural activity. They 

don’t know anything about culture. They feel that they lack skills to be 

credible teachers of the arts. Many are frightened that the children 

will go wild in the class. Because the arts are only ever a special 

event, like a festival, the children see the arts as being play not 

learning. I hear teachers say at the start of an art lesson, “You are 

not going to be silly I hope”. The arts should be fun, but it should 

also be a real part of structured learning. The children don’t have 

enough exposure to the arts and never get to experience the different 

learnings that the arts can offer. The teacher is nervous and frightened 

of the arts and that becomes the role model for the children.
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The issue of the amount of qualified teachers, especially in harder to staff schools is likely to get 
worse, as this teacher educator points out.

The average age of teachers in Dutch schools is 49.8. In five years we 

are going to face a real crisis and a shortage of teachers. We already 

have a shortage in some areas. To counteract that, the level of entry to 

course has fallen and so student teachers are different from the people 

who went into teaching two years ago. When the student teachers come 

here, we do a lot of modelling. They have very little time in their 

courses. We do a lot of team teaching and they learn quickly, but they 

come into teaching from a very low base especially in terms of their own 

cultural knowledge and confidence.

While there are no general provisions for specialists art teachers in the primary school, many 
schools have made the decision to rearrange staff and to seek funds to employ specialists.

We used to have specialist teachers about 10 years ago. There was one 

for music and one for visual arts. I wish we could have kept them on, 

but we had to have a specialist gym teacher instead. Affluent schools 

get both art and gymnastics. I remember up until the 90s this school had 

a special atelier. But that stopped in the 90s. The specialist teacher 

left and the atelier was destroyed.

While employing specialist teachers might provide a short term solution, the key to sustainable 
improvement is both initial and continuing teacher training.

Preservice16 education is considered to fall far short of what is required to teach contemporary arts 
and cultural education to young people.

There is inadequate training in arts and cultural education

It is one of our goals and wishes to fill the gap in terms of the poor 

skill level among teachers. We offer to speak to trainee teachers and to 

work with the teacher training institutions and we also offer training 

ourselves. Teachers are really looking for training. They know it is 

necessary if we could provide teacher training, we might really see some 

long-term progress.

One of the teacher training institutes invited us in to do one day of 

training. We thought that was good, then we realised that one day was 

ALL the training all teachers were receiving. ONE DAY! Only for ONE DAY!

16 ‘Preservice’ is the term used internationally to describe the teacher training – in

total – that a student receives prior to becoming a fully qualified teacher. It can

include courses of study, teaching experiences, practicum, mentoring and so on.
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In a widely held belief, it was felt that the nature of people becoming trainee teachers had changed. 
It was expressed that prior to the last 10 years, prospective teachers had academic educations and 
came from the middle to upper classes. As such, they were in the more privileged sector of society 
that had more exposure to – and experience of – the arts. Due to shortages of teachers, falling 
popularity of teaching as a career option and changes in the status of the teaching profession, in 
the past decade students, especially into the primary education and early years of secondary 
training, have come from lower levels of education themselves, and, it could be argued, lower 
classes of society. 

While it could be argued that the move towards teachers coming from a broader social strata is 
opening up the profession to greater diversity – which is a positive thing – the inherent discrimina-
tion in participation patterns in the arts, means that the new graduates coming into teacher training 
have themselves had limited or no experience of the arts.

The students are different from they were in the 1970s. There is a 

shortage of people coming into teaching. Now 60 percent of students come 

from HAVO, 20 percent from MBO and only 20 percent from Gymnasium. At 

the end of the first year, 30 percent of students are deemed to be 

unsuitable for teaching and leave. The graduates are still predominantly 

white, middle class women. We are really looking for students with cul-

tural diversity. In Rotterdam we have now lifted the percent to 30 per-

cent from a culturally diverse background. In music they only do a total 

of 20-30 hours, 20 hours for visual arts/craft and 15 hours for drama. 

Cultural education gets 60 hours in total. The time we have for arts and 

cultural education is a lot less than we used to have. Students need to 

experience art for themselves, but there is just not enough time. We try 

to get the students to see that art is a serious thing, not just some-

thing to enjoy. I would say only 10 percent see art as being important. 

The arts have disappeared in the primary school. The students have very 

little understanding of the value of the arts. They tend to make vague 

statements about the climate of the classroom and that the arts might 

help social cohesion.

There is a bigger structural problem we are not talking about and that 

is the change of the social class of the future teacher. When you invite 

future teachers to a performance, it is usually the first time they have 

ever been in a theatre. They only come to the theatre because their 

teaching college is making them come. Their knowledge of the arts is no 

different from the average 14-15 year old. They just don’t have the 

experience of the arts.

We bring teachers into our performances and we try to get them involved 

in the arts and to learn by working alongside the children, but the 

teachers lack any enthusiasm. They would rather drink a coffee. They 

talk during the performance and you hear them say, “Is it over yet”. 
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Their attitude rubs off on the children. If the teachers don’t value the 

experience, why should the children value it?

50 years ago a teacher was something, but now to be a teacher is a lowly 

profession. This problem is beyond arts education. It is a reflection of 

society.

The teachers are now in the middle or lower groups, both intellectually 

and culturally. We really need to accept that and then focus on that 

group receiving good arts education in our schools. If they can experi-

ence the arts differently, then perhaps they will bring that experience 

to the children they will teach in the future. Currently this group 

receives the worst arts education and that is only going to make the 

situation much worse in the future. We have to make sure their experi-

ences are different. We must broaden their education.

When I was doing my primary education training there was a little bit of 

visual arts. I remember we did screen printing. Music was compulsory but 

it was so uninspiring. There was no dancing, no drama, no playing. We 

were told we would learn “the easy things to do with children”.

Student teachers have changed a lot. It is very difficult to say how 

they have changed. Older teachers complain about the lack of knowledge. 

In some ways though I would say they are better prepared as teachers- 

they might have better pedagogical skills than the older teachers had 

when they graduated.

The students know very little about the arts themselves. I said we were 

going to hear the philharmonic orchestra and the student said I don’t 

like classical music. I asked her if she had been to a concert, and she 

had never heard live music and only knew that classical music was sort 

of old fashioned.

Academic teachers are diminishing. 30 years ago being a teacher was 

something prestigious. Nowadays you can earn a lot more money outside 

education. We are facing a real problem over the next few years. By 2012 

60 percent of our teachers will have retired. To attract enough students 

into teacher training we have had to lower the entry standards. This is 

leading to a problem in quality. Academic teachers can pick and choose, 

so they get jobs in the best schools, then the other secondary and 

primary schools struggle to find any teacher, let alone a good teacher.

Schools are trying to get a pool of teachers by working directly with 

teacher training. They have to contact the students while they are still 

in teacher training and sign them up so they can keep the level high 
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enough. In some instances the schools have no choice but to employ 

people not trained to work with children.

While it would be easy to blame the lack of quality of the student teachers themselves, the student 
teachers interviewed in this research bemoaned the lack of arts education in their programmes. 
They were enthusiastic towards the arts and criticised the amount of focus (or lack of focus) it 
received in the teacher training course.

We didn’t do much. There was some handicrafts and drawing and we learnt 

to play the recorder. I did quite a bit of textiles. We did not do any 

dance or drama.

We do a little bit of music, dance and drama.

We make a play out of a story. We have had a few compulsory projects in 

the arts. It takes a lot of time because it is hard to get everyone 

together to work on the play.

Not only was it to be insufficient in terms of the amount it was also likely to be out of touch with 
contemporary arts practice, being based heavily on skills and experiences rather than on purpose 
and quality. It was also felt that teacher training was not closely enough connected to the ‘real’ art 
world.

The student teachers are certainly not getting enough in arts and cul-

tural education. The PABOs are not doing enough. It is almost nothing! 

The power to change things should be within the arts profession, but 

even then, few of my colleagues take education seriously, especially 

teacher training. Once a year we write to the PABO and try to get the 

teachers there interested, but there is not a lot of response.

We have a problem in teacher training. What is adequate quality? How do 

we make sure we provide high quality? What is the basic minimum for 

every student? How can we increase the profile of the arts and develop 

the talents of the teachers? We need much much more time. I think it 

will take at least five years to start to build up our programmes again 

in this area. We have to work together with arts and cultural agencies. 

We have to work together. We have to make partnerships. 

It is very hard to teach the students everything. I want them to be good 

art teachers. But how can you do that when you have 10 Friday after-

noons! There must be a clearer line, not just one-off incidents.

Teacher training needs to give time for the student teachers to develop 

their talents. Learning the arts takes a long-term commitment. Thinking 

that student teachers can learn it in a few hours is ridiculous. 
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It was widely felt that this lack of time and focus had become more of a problem since the introduc-
tion of cultural education as opposed to discipline based arts education.

We have a very bad situation at the PABO. All of arts education is 

rolled into one week. The students enjoy it, but that is then all they 

learn about arts and cultural education for their entire course. If the 

arts are a sixth of the primary curriculum it should be a sixth of the 

time and content within teacher training.

Since the introduction of cultural education, the PABO where I work has 

rolled everything into this subject. So before, we had subjects in mu-

sic, drama, dance, drawing and handicraft. Now these have been rolled 

into one subject called Cultural education. It is good to integrate the 

subjects, but now we get 20 hours in total to teach these subjects 

whereas before we would have had nearly that much per week!

Teachers need more skills and knowledge to be able to stimulate the 

children in their care in creative ways. The threshold to get into 

teacher training is lower.

There is less and less time within teacher training for learning skills 

and knowledge about the arts. Teachers do not know how to teach chil-

dren to be creative. The arts came be about simply looking around, and 

children need to do this and not just look at a computer screen.

In the PABOs there is so little contact time between the students and 

the teacher educators. You cannot learn to be a good arts and cultural 

teacher online or by reading a book or some learning materials. You have 

to experience it. It was interesting, we were running a pilot programme 

in the PABO and were had the entire course written and then it was the 

Teacher educators themselves that found the practical parts hard to do!

Similarly, not only was there a lack of focused time, but the teacher educators themselves acknowl-
edged the applicability of what most courses were covering.

We are always talking about what and how BUT NOT WHY! With the cultural 

coordinators we are trying to start their training with asking them WHY? 

In our mind, the main aims of arts and cultural education for primary 

school children is to develop imagination and to allow children to 

express themselves. We want the students to experience active learning 

and have a confrontation with the professional art world.

A broad range of projects has been set up to ensure that around half of 

all teacher training courses for primary education (PABOs) devote addi-

tional attention to the cultural education in primary schools. 
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This has certainly not happened with widespread dissatisfaction expressed by students, teacher 
educators, teachers who take student teachers and the general teaching fraternity. An in-depth 
examination is currently underway into teacher training provisions in arts and cultural education. 
Even where schools with innovative practice proactively seek students, the connections with the 
PABOs seem difficult to form:

It is interesting. We are finding that student teachers are very much 

trained in the traditional approaches and know very little about the 

arts. Really they don’t understand anything. We take it as our roll to 

have to teach them about different ways of learning. We are really com-

mitted to teacher training. We now bring teams of PABO students into the 

school. They attend for the whole year for three days a week. It is 

important that they don’t come into for just a week or two. It takes 

time for student teachers to learn. They need it. We had five teachers 

from the PABO also come to learn our approach. This is amazing since we 

have been trying on contact them for three years and now only just have 

the PABO teachers coming. The PABOs are behind where many of the 

schools are at. Education has moved on, but some of the PABO teachers 

are not up to date.

The wider adoption of a project approach to teaching arts and cultural education within teacher 
training has been widely criticised. While it is considered to be based on sound pedagogical 
principles and encourages group work and collaboration amongst students, the projects are often 
conducted over a week or less and their intensity means that this is often then the only cultural 
education received ‘using-up’ the available hours. Further criticism is made of the reduction in face 
to face teaching in teacher training and the reduction in time given to the arts and cultural educa-
tion. There is also considerable concern expressed about the way in which the various disciplines of 
arts education have been ‘rolled into’ a notion of cultural education which does not fully recognise 
and acknowledge the skills and concepts embedded in understanding the various arts disciplines. 
Yet there were some examples of projects working effectively as this vignette shows:

5.4.1 Vignette: We really worked on inspiring the teacher

We did an interesting project. It was good because we did pre talk and post talks with teachers. We 

really worked on inspiring the teacher. The teachers were motivated and really connected to the 

project. We introduced the teachers to theatre and the students were the audience and it was amazing. 

It is so important that the teacher feel the arts. It was a partnership with a school but in actual fact it 

was more teacher training. I wish we could get all the teachers from the PABO to experience theatre. I 

know they are taken three times a year to some cultural facility. But they don’t really feel the arts and 

don’t know how to value it. When I work with the PABOs I am just astonished at how little the trainee 

teachers know. A teacher is so important. I remember I liked biology at school only because I fell in 

love with the biology teacher. The real value the arts could bring to society would be to work with the 

teachers and to really inspire them. At the moment saying you are a teacher is almost like saying I am a 

failure.
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In some instances, there are clear contacts between the PABOs and the cultural sector. In the case 
of this interview with an art museum, they have a strong partnership with teacher training:

5.4.2 Vignette: It takes a lot of time

The trainee teachers from the PABO come and participate in two of our courses. We also have virtual 

contacts though our website. Student teachers can come and do practice teaching with us or attend 

our inservice training courses. We usually take a group of about 10 4th year students. They don’t have 

to come, but if they do they get extra credit in their programme. The students are very interested. We 

find when they arrive they have done very little arts education. We have to do a sort of crash course in 

art history. I don’t know what they are learning in their undergraduate course.

Basically the student teachers coming to us don’t know anything. We talk with them. Everything they 

learn is something. We also try to talk to the teacher educators as well. Before we used to help run a 

week at the PABO focused on arts and culture, but now they have a new programmes and there is no 

time for that. Most of our priority is on developing new projects so we have little time to evaluate. It’s 

very very hard. To reach everyone you want to reach is very hard and it takes a lot of time.

The problems within secondary teacher training were similar to those seen in primary teacher 
training, with complaints about the lack of available time to explore cultural aspects of the curricu-
lum. Complaints were also levelled at moves to make more of the course ‘online’ or by independent 
project.

The euphemism of “self-supported learning” is being used as an excuse 

for stopping practical arts lessons. Instead of teaching the children 

anything about the arts they say “We want you to work in groups and do 

some cultural project”. I think there needs to be a serious discussion 

about the efficiency of students doing self-learning. Students don’t have 

enough knowledge to know where to start. Teaching does not have status 

especially for men.

There appears to be very little study of individualised learning techniques. There is inadequate 
investigation of the impact of learning styles, and in particular the way arts and cultural education 
might expand innovative approaches to learning. And links with cultural institutions remain largely 
elusive: 
interest among teachers.” 

There were several teacher training programmes visited where real attempts were being made to 
extend the cultural experiences of the trainee teachers and to connect to broader issues of arts and 
cultural education.

In our teacher training programme, the students have to visit 24 cultur-

al centres – 12 for their own interest and 12 where they take children. 

We stated this programme because the students had very little in the way 
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of cultural experiences. When they go with the children they have to 

develop ways to retranslate the experience for children.

It is interesting. We are finding that student teachers are very much 

trained in the traditional approaches and know very little about the 

arts. Really they don’t understand anything. We take it as our roll to 

have to teach them about different ways of learning. We are really com-

mitted to teacher training. We now bring teams of PABO students into the 

school. They attend for the whole year for three days a week. It is 

important that they don’t come into for just a week or two. It takes 

time for student teachers to learn. They need it. We had five teachers 

from the PABO also come to learn our approach. This is amazing since we 

have been trying on contact them for three years and now only just have 

the PABO teachers coming. The PABOs are behind where many of the 

schools are at. Education has moved on, but some of the PABO teachers 

are not up to date.

With careful mediation, these programmes could reap benefits in terms of the skills and attitudes of 
the trainee teachers.

I would say that it is about 90 percent practice and 10 percent theory. 

It is important to make skills. The government says “go for the skills” 

in the new developments in teacher training. So the university says “go 

for the skills”. That is the cry, “skills”. I think the students don’t 

have a lot of education in the arts. It is different school by school, 

but generally there is a big difference. I have been in teacher training 

for 30 years. The change I notice is that there is a lower level of 

theory. The students themselves are coming from the lower levels of 

secondary education (VMBO and MBO). When I trained it was five years and 

now it is four years. My view is now that the students can do everything 

but they can do nothing!

Up until now, the report has been focused on the teacher training received by generalist teachers, 
primarily working in the primary school. Do these issues hold true in specialist programmes? 
Certainly these programmes provide a far greater grounding in the art forms, but it was equally 
argued that specialist courses have too little teaching pedagogy, were disconnected from the art 
world and did not adequately prepare trainee teachers17 for the current social and cultural reality in 
schools – especially not equipping them to teach in more challenging teaching and learning con-
texts.

17 In the reflective phase of the research, it was commented by a senior researcher in

the visual arts area that comments related to music education may not be applicable to

visual arts schools. The following comment was made, “In most of them there is much

attention for teaching pedagogy, many teachers are artists and are part of the art

world.”
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The music teachers complete a slightly different curriculum. They do 

general didactics, learning styles, psychology and methods. They also 

have to do a practicum in schools and can also do an internship in an 

educational context. They have to learn both tuned and percussion in-

struments, plus work on orchestra and choir. In the 4th year they work 

collaboratively to put on a musical. It is good training as it is a big 

production and the students are solely responsible – everything from 

budgets, to PR, composition and rehearsing. 

Also in the specialised degrees and in the academies comments were made about the changing 
nature of students and their capacities:

Student teachers have changed a lot. It is very difficult to say how 

they have changed. Older teachers complain about the lack of knowledge. 

In some ways though I would say they are better prepared as teachers- 

they might have better pedagogical skills than the older teachers had 

when they graduated.

There are several options in postgraduate education that may be applicable to arts education 
professionals including postgraduate programmes in choreography and dance therapy.

Courses are comprehensive and cover technical and performance aspects, creative development, 
theoretical considerations, educational practice, policy, professional training. There are extensive 
offerings in projects with both an educational and health areas. There offerings range from classical 
violin to urban music and cover a range of offerings in the expressive and graphic arts.

The Master of Education in the Arts covers concept development in the arts, artistic research, 
presentational skills, multi-disciplinary art appreciation, project management in art education, art 
educational theory. It also contains practice teaching and a research thesis.

Postgraduate offerings in cultural education have increased with the introduction of a Master in 
Cultural Education in several locations around the Netherlands. As these courses have only begun 
in the last 12-months (or less) it is too early to determine their impact. At the outset18 there has been 
criticism that students undertaking these courses may not have jobs in schools as most schools 
have only a few hours per week in timetabled classes or other roles related to cultural education. 
Despite this, in their first year of operation, cultural education has been a popular choice for stu-
dents.

The PABO has 40 students (out of 300) that have chosen to specialise in 

cultural education. They come to see performances and they work in our 

youth performances. We are excited by the possibilities for these teach-

18 It was noted in reflection that students undertaking the Master of Education in the

Arts are part-time and require teaching jobs. It was further pointed out that this

course was not “meant for general teachers”.
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ers in the future. But the question is raised as to whether there will 

be jobs for teachers with cultural education as their specialisation 

because there is currently not a designated cultural course in schools.

While the growth in postgraduate offerings in arts education has grown, many of these options are 
still in practice difficult for a full-time employed teacher to undertake. Similarly, the disparity in 
salaries means that there is little motivation for a primary or vocational teacher to take such cours-
es. There is also the likelihood in that even if they persevered and were successful they would then 
leave the primary or vocational school to seek employment in the more preferred and lucrative 
academies. It is unrealistic to think that a teacher graduating after four years can have all the 
competencies needed to be a high quality teacher for the next 40-50 years. Models of lifelong 
learning and professional pathways need to be embedded for all aspects of Dutch education, but 
are particularly pertinent to arts and cultural education, where the field of knowledge is itself 
changing so rapidly.

5.5 Implementation

> Aspiration falls short of more comprehensive visions of arts and cul-

tural education

> Empirical research suggests that it is still several years away from

arts and cultural education being embedded in school practices

> Cultural and arts networks are success stories in Dutch arts education

> Local government provide valuable financial and in-kind support. The

services provided by local funders seem to be held in high regard by

the users of the services

> A strong connection between education and culture should ensure a

smooth transition between in-school and out of school provisions

The policy suggests that increasing the visits to – and experiences of – culture will be the ultimate 
measure of success, for example, “At the end of the day, it is all about getting more pupils to visit 
cultural institutions and more artists and cultural institutions to visit schools.” (Van der Hoeven, 
2004, p 16). 

While this is certainly of value, as an aspiration it falls short of more comprehensive vision of arts 
and cultural education. While the considerable expenditure on arts and cultural education has at 
least in part allowed many more young people to experiences arts and cultural than ever before, the 
empirical research suggests that it is still several years away from arts and cultural education being 
embedded in the school, rooted in policy and practice.

Dutch education is pluriform in nature in that it is comprised of school systems that reflect the 
broad cross section of the various religious and social movements in Dutch society.

Undoubtedly one of the major success stories of Dutch arts and cultural education has been the 
establishment of a network of regionally and city-based cultural agencies, responsible for the 
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training of cultural coordinators for the schools and the establishment of links between the local 
education and arts cultural sectors. These units are well-staffed and very professional. Most have 
been in operation for five years and in this time have managed to develop close relations between 
the stakeholders from the education sector and the cultural sector. 

Local government provide valuable financial and in-kind support and the services provided by these 
agencies seem to be held in high regard the users of the services. 

Local communities really use the educational and cultural services. They 

have forged long-term relationships and are working towards permanent 

structural collaborations. These sort of ground-up initiatives are really 

valuable.

Policy promotes the intrinsic and extrinsic value of arts and cultural education and is recognised as 
being a ‘fixed part of education.’ Teachers are encouraged to adopt open-ended and problem 
solving approaches to learning in the arts and to make full use of partnerships with cultural agen-
cies and artists. 

Local support centres provide assistance to schools at the municipal level and ensure there is a 
good geographical reach of services across the country. The increased funding for arts and culture 
in schools over the past three years has meant that resources for arts and cultural education have 
become accessible to all schools, though the impact of this funding on the grounds in terms of the 
improvement in the quality of the arts and cultural provisions is less clear. The harmonisation of 
local, provincial and national policy has connected the funding and provided a basis for ensuring a 
greater connection between policy and supply.

In primary school, children receive on average less than two hours per week arts and cultural 
education. Generally this is in music and visual arts and is taught by the class teacher. There is 
limited tracking of the frequency, scope or quality of this input, so in practice, some children receive 
no arts education while others may get up to the equivalent of one day per week – or more- of arts 
education. Once gain it is the skills and interest of the teacher that appears to be the determining 
factor in allocation received. 

In early secondary school, there are specific discipline –based subjects offered in the arts. In most 
of the schools visited, this equated to two hours a week in the first year and either one or two hours 
per week in the second year. The classes were normally music and/or visual arts, with a lesser 
number of schools also offering textile or design courses. As with the primary schools, the reality of 
the amount of arts education received differs from the intention of the policy. 

But unlike primary schools, the enormous variation noted from school to school was less the 
product of the teacher’s own passion for or skill in the arts and more based upon a decision of the 
school director or pragmatic timetable or personnel issues. These issues tended to align themselves 
around socio economic and education level lines. For example, schools in socially deprived areas 
and in the lower level vocational stream tended to receive the least arts education, while schools in 
the gymnasium or general secondary education in more affluent areas, with more highly educated 
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parent population never likely to receive the most. Lack of timetabled allocation for arts was less in 
the more underprivileged schools, and it was also hard to recruit trained arts teachers in these 
schools.

During the third and fourth year of secondary school, it is common for the pupils to receive no arts 
education. While throughout secondary years, there are opportunities for children to attend a range 
of cultural performances, event and workshops held within the local community or within the school, 
these tend to be one-day or short term instance and are generally not linked into a substantial 
learning line for arts and cultural education. Schools with a stringent arts ethos or with a particular 
arts profile might prove supplementary arts experiences in the middle secondary years to counter-
act the lack of provisions. 

The students themselves might also instigate arts projects through links with the local community or 
through student generated activities such as school performances, talent quests, school dances, 
bands and other initiatives.

In the final years of secondary education while discipline connected arts education has gone from 
most schools, children receive cultural provisions through a voucher system. This is described more 
fully in subsequent sections, but in summary it can be said, that as with early secondary years, the 
quality and scope of provisions is largely tied to the academic and socio-economies status of the 
school, with once again the most thorough and high quality provisions being received by the more 
academic schools with educated parents and the lower quality provisions generally being experi-
enced by children in VMBO level schools, in poorer socio-geographic areas. This differentiation of 
service quality is exacerbated by the academic oriented schools also offering a number of examin-
able arts electives. It is common for upper level students to be able to choose to focus their studies 
in the humilities with specialist study often available in visual arts, music, and drama.

So, in summary, it could be said that The Netherlands has the policy, intention and structural 
approach that should ensure high quality arts and cultural education for all children, but in reality 
what children on average receive is a more disjointed pattern of arts and cultural experiences that 
are of varying quality. In determining if the high ideals of policy are transformed into classroom 
practice, there needs to be strong and capable school leaders on the ground in schools. The 
following section explores issues of school leadership.

5.6 Leadership

> High quality arts and cultural education is most likely to occur in a

school where there is a strong and visionary director who shows prac-

tical and philosophical support for arts and culture

> The School Boards in The Netherlands place little value on arts and

cultural education and lack an understanding of its potential impact

on educational quality
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There is no doubt in a practical sense the greatest influence on whether a school has high quality 
arts education is the attitude and passion of the school director. There were numerous examples 
observed during the research where a committed leader had determinedly guided staff to become 
more enthusiastic and competent at teaching the arts. These leaders could influence pupils and 
parents and seemed to have an enormous capacity to pool resources where others would claim no 
resources existed! Such inspirational leadership is shown in the following example:

The director changed our way of working. She inspired all the teachers 

to use their talent. We now work as a team and if one teacher is musical 

and one is artistic and one is good at something else we can use those 

talents across the schools and all teachers feel like they are doing a 

good job. We have written a cultural policy and we hold talks for par-

ents and meetings. The leader is very important. You have to have a good 

leader.

One school director was so committed to the value of building other good school directors that he 
had developed a ‘checklist’ of the characteristics of a good school leader. It could be argued that 
such a list would hold true over total school leadership, but specifically in the context of this report, 
leadership that encourages arts and cultural education is being targeted. The principal began by 
saying he was going to recount the 10 characteristics of good leadership, but then want on to say 
far more than that!
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5.6.1 Vignette:

10? Characteristics of a good school director by a School Director

These are the 10 characteristics of a good School Director:

- Chief of organisational chaos

- Having the confidence to say “yes” to the team

- Being an example of innovation

- Giving facilities

- Giving support

- Acknowledging the school as a learning environment

- Acknowledging themselves as learners and having the courage to say “I am a learner”

- Only seeing the positive in colleagues

- Practicing what you preach

- Being a critical friend

- Trying different models of decision making

- Not listening to pressure groups

Oh that is more than 10! But here are a few more:

- Seeing teachers as people

- Caring about HR <human resources> issues

- Seeing teachers as being people beyond the subject they teach and recognising their other talents

- Networking – I am always on the road

- Talking with the pupils

- Can walk into a classroom in the school at anytime

- Providing a mirror for colleagues in the school

We host a yearly conference for school managers. We are trying to connect our school with other 

schools in the area. We are also trying to open our school to the community. Here when the school day 

finishes and new life for the buildings begin. Why should school be empty after 4pm every day?

Similarly, in a school with excellent arts and cultural education and a clear vision for education and 
the arts, a high quality arts teacher at the school commented, with a smile:

The Director says he still wants us to do more arts and culture in the 

school. He is a great fan of the value for arts education and he want to 

introduce more music education and creative things, but like all schools 

we are sort of snowed under.

All schools in The Netherlands have a legally recognised, competent authority , referred to as the 
School Board (Directorate-General for Education and Culture, 2005), which is responsible for all 
financial and material aspects of the school, personnel, policy, curriculum and admission of pupils. 
School Boards may be classified as associations or foundations for statutory purposes. The School 
Boards receive the block funding for the school and decide how this is to be spent. The Boards 
directly control:
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- Curriculum

- Philosophy

- Operations

- Selection of teachers

- Property

Their priorities are:
1. Buildings and property;

2. Budgets; and

3. Human resource management.

It was interesting to notice that neither children nor curricula were offered as priorities. A represent-
ative of a School Board stated: “Actually everything is the responsibility of the School Board”.

Officially, the School Boards are responsible for the quality of schools, but in practice, this is a 
matter for the School Director, except where poor performance has been noted by an inspection 
team. The Inspectors are independent of the Board, but report to and speak to the Board following 
their review of a school. This would particularly be the case if a school was perceived to be under-
performing.

In relation to arts and cultural education, there is an almost complete lack of interest from the 
boards. Even the boards of high achieving, creative schools give little more than lip service to 
creativity;

The Board have put the finished art work up in their board room, but 

they have never asked about the process. They did not even bother to 

come to the opening of the children’s show.

As one respondent accurately stated; “A lot of Boards are not even interested.”

This comment is echoed by the direct experiences of the research team. We arrived at the regional 
meeting of School Boards and were an item on their agenda. There were 12 members for the 
meeting, but when the topic was arts and culture education, 75 percent of the board members left 
claiming that this was not relevant to them. 

School Boards are a major force in Dutch education and control large amounts of money and can 
cover more than 30,000 pupils. Some Board members are elected, other co-opted. Some Boards 
have administrative support and officers. Board members can be paid. The members of Boards can 
come from all walks of life but many are former school directors, parents, business people, politi-
cians, finance sector and academics. There are different terms of office. Board members are not 
briefed or trained. The School Boards mandate the Director to operate as a representative of the 
Board. The accountability for the Board is somewhat unclear. In a recent case that was perceived to 
be quite extreme, the Ministry had to intervene in an issue of a dysfunctional Board, and it appears 
that even then it may be difficult to dismiss a School Board.



158

School Boards are affiliated to either a primary or secondary School Board Association. The 
primary and secondary Boards never have any contact.

Major advocacy has to be undertaken to outline to School Boards about the importance of arts and 
cultural education and its role in learning and social development.

5.7 Quality assurance and monitoring

> There is a strong emphasis in arts and cultural policy in The Nether-

lands on issue of quality

> Schools with an arts profile perform well, are more popular with

parents and children and are able to retain teachers for a longer

period

> The perception that the Inspection Service does not look at the arts

is a powerful de-motivating factor in schools giving financial, time

and human resources to the arts.

> There is a widely held coal face belief that if no one is checking,

then there is little point in doing it despite what legislation or

policy may expect

> There is a lack of expertise within the Inspection Service. This means

that the capacity to make informed judgements is limited in relation

to arts and cultural education.

There is a belief in The Netherlands, and more broadly in the arts community that it is difficult to 
pinpoint quality. This in fact is not the case. The international research indicated that sets of indica-
tors of quality occurred together in high frequency and across a range of cultural backgrounds, 
policy guidelines and practices (Bamford, 2006). As has been canvassed in chapters 2 and 3, it is 
possible with a high level of predictability to ascertain if a particular arts education programme is 
likely to be high quality by measuring the extent to which it meets the given alpha of a ‘healthy’ arts 
programme.

There is no point doing what we are doing if we don’t consider issues of 

quality. We want the arts and cultural education provisions to continue 

and expand. It is the right for every child to get the chance to experi-

ence high quality arts. We are concerned that policy is always changing. 

It takes considerable time to build up a strong network between the arts 

and cultural sector and education and if there is uncertainty about 

either finance or quality then it will not take long for those connec-

tions to be destroyed.

There is a strong emphasis in arts and cultural policy in The Netherlands on issue of quality. As 
applied within the Dutch context, this includes the need to ensure that the quality of arts education 
received by children is of the highest standard. The quality argument has also been extended to 
imply that schools can both improve and extend the overall quality of education by more effectively 
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profiling the arts. The empirical research would suggest that schools with an arts profile perform 
well, are more popular with parents and children and are able to retain teachers for a longer period. 

The view that the Inspection Service does not look at the arts is a powerful de-motivating factor in 
schools giving financial, time and human resources to the arts. There is a widely held coal face 
belief that if no one is checking, then there is little point in doing it despite what legislation or policy 
may expect. This is a major hindrance in the wider implementation of arts and cultural policies if 
schools feel that any effort they make towards arts and culture is likely to be invisible.

The role of Inspection Service in The Netherlands is a crucial one in assuring the quality of Dutch 
education. All schools are inspected every one to two years and in all the schools interviewed there 
was strong evidence of the importance placed on receiving a good inspection report. In relation to 
arts and cultural education, there was a strongly expressed perception that these inspections 
focused very narrowly on only a few aspects of the total life of the school. These included numeracy 
and literacy results, pupil social welfare and physical learning environment. Effectively, this focus 
meant that arts and cultural education receives little attention from the Inspection Services. This 
resulted in two different responses from the schools. 

The first, and over whelming more common, was for the schools to give a low priority to the arts, 
ensuring that they had adequately ‘ticked the boxes’ by doing some arts and cultural education 
within the year to meet basic requirements, but not highlighting the arts as being a valuable part of 
the core curriculum. 

The teachers always feel the pressure of tests. External tests. The 

inspectors are only interested in test scores. We try to showcase other 

things we do but they are not interested. I think we get both. We have 

excellent test scores and good arts education, but the only thing that 

counts is the test scores, and so that is what the teachers want. Even 

new teachers coming into the school are so focused on the children 

getting good scores in tests and not on learning.

The second effect was that schools that had spent considerable time and effort on really enhancing 
and profiling the schools within the arts and cultural education felt very much undervalued by the 
inspection process. For example, one school, who had been working in a very challenging learning 
environment, had made major developments in drama education. Their programme was developed 
in consultation with local arts and cultural providers; had clearly thought through aims; had consid-
ered measurable indicators of outputs, learning and success; and had been used to very effectively 
alter the poor profile of the school. Despite this programme being a model of excellence in arts 
education and the focus of the schools energies over the past two years, the inspector did not ask 
any questions about this of the other arts and cultural offerings in the school and focused purely on 
literacy and numeracy scores. 

By way of example, this comment from a school director shows the trivial nature of the inspector’s 
response in relation to major creative initiatives in the school:
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The inspectors never ask about the arts and culture. They have a very 

narrow view. They ask about language, reading and mathematics. They look 

at the colours of the wall and say “oh you have painted the wall. That 

is nice. Last time we came it was all grey. And that was all they said 

about arts and culture. The inspector noted that he could hear singing 

and just said ‘that’s unusual’ <the school Director rolls her eyes and 

makes a look of exasperation>. 

The Education Inspectorate reports directly to the Minister of Education, Culture and Science and is 
responsible for ensuring the quality of education. They do this through visiting the schools and also 
with reference to the self-evaluations conducted by the school Directors and/or School Boards. In 
2006, the Ministry recommended that the Inspection Service conduct stricter supervision of arts 
and cultural education in schools. While a process is currently underway to develop quality meas-
ures for arts and cultural components within the curriculum, the unanimous findings of the empirical 
research was that currently the Inspection Services gives little or no attention to arts and cultural 
education. 

This has a compounding effect as schools with a cultural profile feel undervalued to continue their 
efforts when these efforts are not acknowledged or rewarded and underperforming schools feel that 
there are no external sanction or even questioning to motivate them to become more attuned to the 
need for cultural education. Concurrently, the lack of expertise within the Inspection Service means 
that the capacity to make informed judgements is limited in relation to arts and cultural education. 

We used to have an inspector who had an interest in arts education but 

he has gone about two years ago. The inspectors are not trained in the 

arts. They should be checking how the 10.90 is spent and whether the 

children meet minimum standards but they don’t even ask.

The inspectorate needs to be clearly briefed about what to look for in 

arts and cultural education.

The following vignette is from an extended interview with a school inspector. He highlights some of 
the challenges facing the Inspection Service.
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5.7.1 Vignette: Focus on basic maths and vocabulary

We tend to focus on schools where things are going wrong. There is a tendency when we are in a 

school to focus on basic maths and vocabulary. In the future I think there might be more of a focus on 

media education. Issues of internet security and IT are becoming more and more important. Social 

integration and security in the school are also important.

In the 90s inspectors had their areas for expertise. So there were geography inspectors, art inspectors 

and so on, but now it is only one or two people that visit and they can be from any background. The 

inspector is only in the school, one or two days. 

Between 2003-07, every school has had at least one general school visit. On these visits the focus in 

maths and language. We might also look at learning materials, climate and special education. Schools 

also have to produce a self evaluation report. This is really a financial report and a report on the 

school’s progress on improvement targets. There is also the annual schools guide, but this is more a 

public promotional document. About once every four years schools produce a school plan, as a sort of 

strategic plan.

The inspection team use a range of quality assurance tools including questionnaires, and school self-

evaluations, and SWAT analysis. There are 10 of these tools but I can only think of three at the mo-

ment. We are trying to build up more evaluation tools and would welcome tools for measuring more 

soft aspects such as art and culture. We have very little time in the schools and that is getting worse in 

the future so any tool has to be very easy and quick to use.

There is a growing trend for government to withdraw from the schools. The Netherlands has a firm 

tradition of freedom of education so any inspection or system of standards is always going to be 

challenging. There is a strong desire within the government for more efficiency.

 I would say about 80-85 percent of schools are doing OK, so the inspection will focus on those schools 

that are not OK. There will be a change in the future, so inspections will be based more on a risk assess-

ment, with those schools at a higher risk of failure, getting more focus. That will mean that around 20 

percent of schools will be monitored more closely than they re now, but the other 80 percent will be 

monitored far less. We will then rely on school support centres to pick up the challenge of quality, so for 

the arts and culture it will be through the support centres that improvements can be initiated.

Most inspectors are ex-school directors. There are seven centres throughout The Netherlands where 

inspectors are trained and based, but these are likely to be reduced.

The government gives money for basic education. We look only at the things that are easiest to 

measure <researcher asks the questions, But isn’t art and cultural basic education?> Yes well then if 

we had the tool we would measure it. In October/November we are preparing a more detailed survey 

for 200-300 schools. We could make a list of questions about arts and culture. We are in the process 

of preparing the survey.
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The role of the Inspection Service is also limited to determining quality within schools. The quality 
of arts education delivered within cultural institutions or by artists or other cultural agencies falls 
outside the jurisdiction of the inspectorate and so other means will need to be developed to ensure 
that quality standards can be applied across all delivery sectors. Similarly, the quality of teacher 
training and universities also is outside the brief of the inspection system.
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Chapter 6 
Recommendations
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6.1 Introduction

The invitation to conduct this research is a reflection of the Dutch commitment to world leading arts 
education research and the desire to document the impact of policy of arts and cultural education. 
Throughout the research, the respondents at all levels have been welcoming and honest and have 
shown the highest level of motivation to ensure that all Dutch children receive the best possible arts 
and cultural education.

It is hoped that this research report presents an authentic picture of these voices and that as it is 
read, arts and educational colleagues can feel a strong affinity with the strengths, challenges and 
recommendations being highlighted. 

This chapter succinctly presents the main recommendations emerging from the report.

6.2 Recommendations

There are eight major recommendations from this research:

1. Policy and implementation

1.1 Distinction needs to be drawn between arts (kunst) education and

(cultuur) cultural education

1.2 Clear lines of learning need to be developed for the arts to cover

all a child’s education

1.3 Linkages and overall concepts should be made apparent and explicit

to the pupils

1.4 Media education should be developed, especially use of new media in

primary schools

1.5 The connection between primary and secondary schools needs to be

strengthened

1.6 Time allocated to arts education should be specified, especially in

the primary school and the 3
rd

and 4
th

year of secondary school

1.7 The role of cultural coordinator in secondary and primary education

appears to be a highly successful way to embed arts and cultural

education in schools, but these roles need to receive long-term and

continued support

1.8 Local cultural agencies have a very strong role as intermediaries

in ensuring the quality for arts education and they should continue

to receive local and national support

1.9 Clearer definitions of desired impacts and outcomes should be spec-

ified for each age level so it can be ascertained if objectives

have been reached
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2. Budgets and finance

2.1 Funding needs to be more embedded and long term, but remain as

collared funds for arts education

2.2 The free-market approach may be leading to rising costs and a wa-

tering-down of cultural options. This needs to be closely monitored.

2.3 Audit processes should be developed in relation to labelled arts

and cultural money, including an audit of quality selection

3. Collaboration and sharing

3.1 Moneys should be specifically tied to sharing good practice

3.2 There are excellent examples of collaborations between education

and cultural institutions, but these partnerships needs to be made

core and their duration, funding and occurrence extended

3.3 Stronger partnerships with the creative industries should be devel-

oped

3.4 Local cultural agencies provide effective and cost-efficient support

for arts education and their role should be strengthened and ex-

tended

4. Accessibility

4.1 Children with special needs should have equitable access to part-

time arts education and Broad schools

5. Active creation

5.1 CKV1 experiences should be more balanced between consuming arts and

culture and actively creating it

5.2 It is important that projects and learning lines culminate in a high

quality presentation of the learning process

5.3 Process and product should be clearly linked

6. Expertise: Professional development and teacher training

6.1 Funding needs to be specifically targeted at providing ongoing pro-

fessional development in arts and cultural education for mid career

teachers

6.2 Shortages of trained arts teachers, especially in the VMBOs needs

to be urgently addressed

6.3 Inservice, professional development opportunities need to be linked

to pathways into higher degrees

6.4 Post-graduate study should be made more desirable and possible for

teachers in full-time employment, especially in the primary school

6.5 The professional teacher associations could be valuable partners in

professional development, but currently there is a lack of collabo-

ration and consensus thinking between these groups

6.6 More research is needed into the extent of arts education provi-

sions in initial teacher training, especially in the PABOs
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7. Assessment and evaluation

7.1 Strategies for assessment and evaluation are very limited within

arts and cultural education and this area needs further research

and development

7.2 Simple models for determining quality in arts education need to be

developed and applied

8. Leadership and monitoring

8.1 School directors, school inspectors and School Boards need knowl-

edge of the impact of arts and cultural education and training in

implementing and monitoring quality arts education

6.3 Areas requiring more research

While the previously listed recommendations are based on detailed evaluative research, there are 
areas that will require more research. These include:
- Teacher training

- Tracking of accessibility for part-time arts education and the Broad

school programmes

- Development of assessment strategies

- Mapping of learning lines in the arts

- Development of simple measure for determining and monitoring quality

- Early years’ education and the role of arts and culture

In addition to these areas, media education, links with creative industries and specification of aims 
should also be further investigated.

Evidence-based policy relies crucially upon accurate, empirical assessments. There is the impres-
sion that some of the official figures in relation to participation in arts and cultural activities are not 
congruent with the actual, observed findings of this research. 
A criticism levelled at much of the international research in arts and cultural policy is the close link 
between the funders and the research agents. In other words, results are often more proving what 
the funder wants to hear than presenting a credible picture of the quality on the ground. 

This is understandable in a climate where advocacy for the arts is vital for financial stability, but 
does not help to accurately inform policy makers or those charged with implementation. Connected 
with this, the separation in The Netherlands between policy and implementation means that experi-
ences gained at the coal face of deliver may not be conveyed effectively to policy makers and vice 
versa. As a result of this innovations may not get translated into new broader initiatives. 

The following extended comment was made during the reflective stage of the research:
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Policymakers cannot give schools full responsibility. These schools do 

not have the expertise anymore and unfortunately there is a great lack 

of quality teaching at the moment. I think policy makers should be more 

decisive and set standards and monitor them. Schools can always trans-

late these standards in their curriculum. Policy makers should inject 

structural money to lift up the quality of arts education as this area 

has been unattended for a lot of years.

The close link between gaining access to funds and a perception of being committed to arts and 
cultural education could lead to a situation where lip service is paid to the place of arts in the 
curriculum without this being actually matched by developments in the classroom.

Therefore, a committee of both internal and external members should be formed to oversee the 
responses to the recommendations. Actions emerging from these responses should be evaluated to 
determine their success.

6.4 Conclusions/Future directions

Quality arts education programmes have impact on the child, the teaching and learning environ-
ment, and on the community, but these benefits were only observed where quality programmes 
were in place. Inadequate programmes do little to enhance the educational potential of the child or 
build first-rate schools. Poor quality programmes are detrimental to children’s creative development 
and adversely effect teacher confidence and the participation of cultural agencies. High quality 
programmes are no more expensive to implement than poor quality programmes and afford the 
opportunity to initiate sustained educational reform and greatly enhance the overall excellence of 
education. 

While arts and cultural education in The Netherlands is excellent by world standards, there is also 
still a considerable gulf between the nature, extent and quality of arts education received by 
children.

More research is needed into early years’ education and the role of arts and culture. There are two 
issues of particular focus that need to be researched in the nursery years and these are the effect of 
enhancement of cultural capital on children’s transition into school and the supporting and extend-
ing of the creativity of young children. Also of interest would be investigations of the socio-educa-
tional context of early years’ education and the role of the arts in the child’s socialisation processes.

In sample municipalities in The Netherlands, quality assured arts education has been in place within 
primary schools for three years, or more. The role of the cultural centres in working with both 
cultural providers and schools means that there has been a sustained model of implementation. 
Within such contexts, it would be possible to undertake impact measurement studies to deter-
mine the consequences of the rollout of local and national policy initiatives. A detailed study of this 
nature would assist determining the outcomes of arts expenditure, actions and policy.
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As one of the major functions of arts education is to socialise the child and to contribute to the 
development and reinforcement of the child’s identity, more discussion and research is needed to 
ascertain the value basis on which the arts should operate in this regard. Modern interpretations of 
citizenship are highly complex and evolving, so any socialisation role of the arts – especially connect-
ed to levels of prescribed content or canons – need to be carefully considered to ensure their rel-
evance to broader society and to the needs and aspirations of the child and the education system. 

Over recent years, there has been considerable funding being directed towards enhancing the 
provisions of arts and cultural education within disadvantaged schools. The introduction of the 
Broad school and other initiatives targeting lower income areas has focused attention on the needs 
of children within different sectors of society. It is often contended that the arts within disadvan-
taged schools increase educational attainment, reduce problematic behaviour and perform a social 
and community regenerative function. More research is needed to determine whether these claimed 
advantages are evident. There is also still a considerable gulf between the nature, extent and quality 
of arts education received by children in the more privileged settings, so consideration needs to be 
given as to how this imbalance might be addressed.

There appears to be considerable discrepancy between the policy ideals and the practice within 
schools. In part this appears to be due to the lack of expertise of teaching staff, especially in 
primary schools and the VMBOs sector. Research currently being undertaken into initial teacher 
training and recent commencement of post-graduate courses in cultural education may address this 
issue. Complementary research should examine possibilities for enhanced professional develop-
ment, especially the manner in which this can be connected into accredited pathways of lifelong 
learning for teachers.

In a broader sense, more detailed tracking is needed of the implementation trajectory from policy to 
practice. This would allow for the mapping of arts and cultural education to reveal where the 
implementation might be being blocked or accelerated and the factors aiding or hindering wider 
sharing, expansion and adoption. 

Aligned to this, it would be recommended that The Netherlands continues its record of international 
links, leadership and publication in the fields of arts and cultural education and expand these to 
include the formation of a series of benchmarking exemplars to determine comparative achievement 
and impact for students. Links with Flanders may provide suitable comparative studies, but future 
visions might look further to innovative work occurring in other countries. In particular, Canada and 
Finland might be useful comparators for teacher professional development.

Given these supporting factors, The Netherlands, as this final quotation suggests, might lead the 
world into the sort of education children need for the new century.

Arts and culture is nice, but it is much, much more than that. Schools 

must be obliged to do it. It is how we learn to understand each other. 

It is about cultural wisdom, cultural careers and cultural connectivity. 

We really need a new cultural policy for a new century. Will you make 

sure your report carries that message with power and strength?
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Hoofdstuk 6 – 
Aanbevelingen

[Dutch]



6.1 Inleiding

De uitnodiging om dit onderzoek te verrichten toont de Nederlandse inzet voor wereldwijd onder-
zoek op het gebied van kunsteducatie en de wens om van het kunst- en cultuureducatie vast te 
leggen wat de invloed is van het beleid. In alle fasen van het onderzoek hebben de respondenten, in 
alle geledingen, enthousiast en oprecht meegewerkt. Ze bleken bijzonder sterk gemotiveerd om 
zeker te stellen dat alle Nederlandse kinderen het best mogelijke onderricht krijgen in kunst en 
cultuur.

Wij hopen dat dit onderzoeksrapport een authentiek beeld geeft van wat er leeft en dat collega’s uit 
het kunst- en onderwijsveld zich tijdens het lezen kunnen vinden in de pluspunten, uitdagingen en 
aanbevelingen die erin belicht worden.

Dit hoofdstuk geeft de belangrijkste aanbevelingen uit het rapport beknopt weer.

6.2 Aanbevelingen

Uit dit onderzoek komen acht belangrijke aanbevelingen naar voren:

1. Beleid en verwezenlijking

1.1 Er moet onderscheid worden gemaakt tussen kunsteducatie en cultuur-

educatie.

1.2 Voor kunst dienen duidelijke leerlijnen te worden ontwikkeld die de

gehele schoolloopbaan van een kind omvatten.

1.3 Verbanden en totaalconcepten dienen zichtbaar en duidelijk gemaakt

te worden voor de leerlingen.

1.4 Media-educatie dient te worden ontwikkeld, met name het werken met

nieuwe media op basisscholen.

1.5 De aansluiting tussen basisschool en voortgezet onderwijs dient

versterkt te worden.

1.6 De tijd die scholen moeten besteden aan kunsteducatie dient nader te

worden vastgelegd, met name op de basisschool en in het derde en

vierde jaar van het voortgezet onderwijs.

1.7 De functie van cultuurcoördinator in het voortgezet en primair

onderwijs lijkt een zeer geslaagde manier om kunst- en cultuureduca-

tie een vaste plaats te geven op de scholen. Het is dan wel noodza-

kelijk dat deze functie voldoende steun krijgt, ook op de lange

termijn.

1.8 Bij het waarborgen van de kwaliteit van kunsteducatie spelen de

lokale cultuurinstanties een zeer belangrijke rol als tussenpersoon.

Zij dienen dus verzekerd te blijven van ondersteuning op zowel

lokaal als landelijk niveau.
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1.9 Voor elke leeftijdsgroep dient een duidelijker definitie te komen van

gewenste impact en opbrengsten, zodat kan worden vastgesteld of de

doelstellingen gehaald zijn.

2. Budget en financiële aspecten

2.1 De bekostiging dient verder verankerd te worden in het budget, ook

voor de lange termijn; wel moet er een specifiek budget blijven voor

kunsteducatie.

2.2 De vrijemarktaanpak kan leiden tot kostenstijging en een verwatering

van de culturele mogelijkheden. Dit moet goed in de gaten worden

gehouden.

2.3 Er dienen auditprocedures te worden uitgewerkt met betrekking tot de

gelden die gereserveerd zijn voor kunst en cultuur. Ook voor de

selectie van kwaliteit moet er een auditprocedure komen.

3. Samenwerken en delen

3.1 Er moeten specifieke gelden worden uitgetrokken voor het delen van

best practices met andere scholen.

3.2 Er zijn uitstekende voorbeelden van samenwerking tussen onderwijs-

en cultuurinstellingen. Deze samenwerkingsverbanden moeten als uit-

gangspunt dienen; looptijd, bekostiging en frequentie van de samen-

werking moeten uitgebreid worden.

3.3 Er moeten intensievere samenwerkingsverbanden worden ontwikkeld met

de creatieve industrie.

3.4 De lokale cultuurinstanties ondersteunen de kunsteducatie op een

doeltreffende en kostenefficiënte manier; hun functie moet versterkt

en uitgebreid worden.

4. Toegankelijkheid

4.1 Leerlingen met lichamelijke en/ of geestelijke beperkingen dienen in

gelijke mate toegang te hebben tot buitenschools kunsteducatie en

Brede scholen.

5. Actieve beoefening

5.1 Bij de activiteiten in het kader van CKV1 moet er meer evenwicht

zijn tussen consumeren van kunst en het actief creëren ervan.

5.2 Het is belangrijk dat projecten en leerlijnen culmineren in een

hoogstaande presentatie van het leerproces.

5.3 Er dient een duidelijke koppeling te zijn tussen proces en product.

6. Expertise: professionalisering en lerarenopleidingen

6.1 De bekostiging dient specifiek gericht te worden op het verwezen-

lijken van doorlopende professionalisering in kunst- en cultuur-

educatie voor mid-career leerkrachten.
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6.2 De tekorten aan bevoegde vakleerkrachten op het gebied van kunst,

met name in het VMBO, dienen met spoed aangepakt te worden.

6.3 Mogelijkheden voor professionalisering en bijscholing moeten aanslu-

iten op de trajecten naar hogere opleidingsvormen.

6.4 Postdoctorale opleidingen dienen aantrekkelijker gemaakt te worden

en haalbaar voor leerkrachten met een voltijds dienstverband, met

name in het primair onderwijs.

6.5 De vakverenigingen van leerkrachten kunnen waardevolle partners zijn

voor wat betreft professionalisering. Momenteel is er echter sprake

van een gebrek aan samenwerking en eensgezindheid tussen deze

groepen.

6.6 Meer onderzoek is nodig naar de omvang van het aanbod van kunst-

educatie bij de initiële lerarenopleidingen, met name op de pabo’s.

7. Beoordeling en evaluatie

7.1 De beoordelings- en evaluatiestrategieën zijn erg beperkt binnen de

kunst- en cultuureducatie. Op dit gebied is meer onderzoek en on-

twikkeling nodig.

7.2 Het is noodzakelijk om eenvoudige modellen te ontwikkelen en toe te

passen voor het vaststellen van kwaliteit in de kunsteducatie.

8. Leiderschap en toezicht

8.1 Schoolleiders, onderwijsinspecties en schoolbesturen moeten meer

inzicht hebben in de impact van kunst- en cultuureducatie, en beter

opgeleid zijn voor het realiseren en bewaken van hoogstaande kunst-

educatie.

6.3 Aspecten die nader onderzoek behoeven

De bovenstaande aanbevelingen zijn gebaseerd op uitvoerig evaluatief onderzoek, maar er zijn ook 
aspecten die nader onderzoek behoeven. Dat zijn o.a.:
- Opleiding van leerkrachten

- Bijhouden van toegankelijkheid voor buitenschoolse kunsteducatie en de

programma’s voor de Brede school

- Ontwikkeling van beoordelingsstrategieën

- Inventarisatie van doorlopende leerlijnen in de kunsten

- Ontwikkeling van eenvoudige maatregelen voor het vaststellen en bewak-

en van kwaliteit

- Voor- en vroegschoolse educatie en de rol van kunst en cultuur hierin

Naast deze aspecten is ook verder onderzoek nodig naar media-educatie, de banden met de 
creatieve industrie en het formuleren van specifiekere doelstellingen.
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Voor evidence-based beleid zijn nauwkeurige, empirische beoordelingen van cruciaal belang. De 
indruk bestaat dat een deel van de officiële cijfers met betrekking tot deelname aan kunst- en 
cultuuractiviteiten niet strookt met de feitelijke, waargenomen bevindingen van deze studie.
Veel van de internationale studies naar het kunst- en cultuurbeleid worden bekritiseerd vanwege de 
nauwe band tussen de financiers en de uitvoerders van de studie. Met andere woorden: vaak tonen 
de uitkomsten eerder aan wat de financier wil horen dan dat ze een geloofwaardig beeld geven van 
de feitelijke kwaliteit. 

Dit is begrijpelijk in een klimaat waar het pleiten voor kunst essentieel is voor financiële stabiliteit, 
maar het draagt er niet toe bij dat beleidsmakers c.q. degenen die het beleid uitvoeren van nau-
wkeurige informatie worden voorzien. Daar komt bij dat er in Nederland een scheiding bestaat 
tussen beleid en uitvoering; dit houdt in dat de ervaringen van de werkvloer zich niet altijd effectief 
laten overbrengen aan de beleidsvormers en omgekeerd. Dientengevolge worden niet alle innovaties 
vertaald in nieuwe, bredere initiatieven.

Tijdens de reflectieve fase van het onderzoek werd de volgende opmerking gemaakt:

Beleidsmakers kunnen de scholen geen volledige verantwoordelijkheid 

geven. Er is niet meer voldoende expertise op de scholen en helaas is er 

op dit moment een groot gebrek aan goed onderwijs. Ik vind dat beleids-

makers doortastender moeten zijn, dat ze normen moeten stellen en die 

moeten bewaken. De scholen kunnen deze normen altijd opnemen in hun 

curriculum. De beleidsmakers zouden structureel geld moeten uittrekken 

voor het verbeteren van de kwaliteit van de kunsteducatie, want dit 

domein is al heel wat jaren verwaarloosd.

Dat de toegang tot financiën zo nauw samenhangt met een imago van betrokkenheid bij kunst- en 
cultuureducatie zou kunnen leiden tot een situatie waarin lippendienst wordt bewezen aan de 
positie van kunst in het curriculum, zonder dat de ontwikkelingen in de klas daar gelijke tred mee 
houden.

Derhalve is het noodzakelijk om een commissie te vormen, bestaande uit zowel interne als externe 
leden, om toe te zien op de reacties op de aanbevelingen. Maatregelen die voortvloeien uit deze 
reacties dienen geëvalueerd te worden om vast te stellen of ze resultaat hebben.

6.4 Conclusies / richting voor de toekomst

Hoogstaande kunsteducatieprogramma’s hebben een impact op het kind, op de onderwijsleerom-
geving en op de gemeenschap. Dit nut is echter alleen aantoonbaar bij kwalitatief goede program-
ma’s. Ontoereikende programma’s dragen nauwelijks bij tot het stimuleren van het leerpotentieel bij 
een kind of tot het opbouwen van excellente scholen. Slechte programma’s zijn funest voor de 
creatieve ontwikkeling van kinderen en hebben een nadelige uitwerking op het zelfvertrouwen van 
de leerkracht alsmede de deelname van culturele instellingen. Kwalitatief hoogstaande programma’s 
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kosten niet meer dan slechte programma’s, maar maken het wel mogelijk om duurzame onderwijsh-
ervormingen in gang te zetten en het onderwijs in algemene zin naar een veel hoger peil te tillen. 

Hoewel de kunst- en cultuureducatie in Nederland wereldwijd gezien uitstekend is, zijn er nog 
steeds aanzienlijke variaties in aard, omvang en kwaliteit bij de kunsteducatie.

Meer onderzoek is nodig naar de voor- en vroegschoolse educatie en de rol van kunst en cultuur 
hierin. In de kleuterjaren zijn er twee aspecten die met name aandacht behoeven. Het eerste is het 
effect van de bevordering van cultureel kapitaal op de instroom van kinderen in de school, het 
tweede is het ondersteunen en vergroten van de creativiteit bij jonge kinderen. Wat eveneens 
interessant zou kunnen zijn, is een studie naar de sociaal-educatieve context van voor- en vroeg-
schoolse educatie en naar de rol van kunst in het socialisatieproces van kinderen.

In een aantal Nederlandse gemeenten bieden basisscholen al drie jaar of langer kwaliteitsgeborgde 
kunsteducatie. Door de rol van de lokale en regionale cultuurcentra bij het samenwerken met zowel 
cultuuraanbieders als scholen is er een duurzaam invoeringsmodel. Binnen een dergelijke context 
zou het mogelijk zijn om een impactmeting uit te voeren om vast te stellen wat de effecten zijn van 
lokale en nationale beleidsinitiatieven. Een uitvoerige studie hiernaar zou nuttig zijn om te bepalen 
wat de uitgaven, de activiteiten en het beleid op het gebied van kunst opgeleverd hebben.

Aangezien kunsteducatie mede bedoeld is om kinderen te socialiseren en bij te dragen tot de 
ontwikkeling en versterking van hun identiteit, is meer dialoog en onderzoek nodig voor het 
vaststellen van de waarden-basis die in dit opzicht als uitgangspunt zou dienen voor de kunst. De 
hedendaagse interpretaties van burgerschap zijn bijzonder complex en veranderen voortdurend. 
Een eventuele socialisatiefunctie van kunst – met name indien deze gekoppeld is aan verplichte 
leerinhouden of canons – zou dan ook zorgvuldig overwogen moeten worden om zeker te zijn van de 
relevantie daarvan voor de maatschappij in bredere zin, maar ook voor de behoeften en ambities 
van het kind en het onderwijs.

De laatste tijd worden er forse bedragen uitgetrokken voor het bevorderen van het kunst- en 
cultuuraanbod op achterstandsscholen. Door de invoering van de Brede school en andere 
initiatieven gericht op mindervermogende wijken is er meer aandacht voor de behoeften van kin-
deren in de verschillende lagen van de maatschappij. Vaak wordt betoogd dat kunst op achter-
standsscholen de leerresultaten verbetert, probleemgedrag terugdringt en bijdraagt aan de partici-
patie in de maatschappij en de gemeenschap. Meer onderzoek is nodig om te bepalen of deze 
veronderstelde voordelen daadwerkelijk uitkomen. Verder zijn er ook nog steeds aanzienlijke 
variaties in aard, omvang en kwaliteit bij de kunsteducatie aan kinderen in een bevoorrechte omgev-
ing. Het is noodzakelijk om aandacht te besteden aan de aanpak van deze ongelijkheid.

Er lijkt een aanmerkelijke discrepantie te bestaan tussen de beleidsidealen en de praktijk op de 
scholen. Voor een deel lijkt dat toe te schrijven aan het gebrek aan deskundigheid bij de leer-
krachten, met name in het primair onderwijs en binnen het VMBO. Studies die momenteel gaande 
zijn naar de initiële lerarenopleidingen en de recent gestarte postinitiële opleidingen kunsteducatie 
zouden hier aandacht aan kunnen besteden. Daarnaast zou er aanvullend onderzoek verricht 
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moeten worden naar de mogelijkheden voor verbeterde professionalisering, met name de wijze 
waarop die kunnen aansluiten op geaccrediteerde routes voor levenslang leren voor leerkrachten.

In meer algemene zin is het noodzakelijk om het uitvoeringstraject van beleid tot praktijk nauw-
keuriger te bewaken. Dit maakt het mogelijk om de kunst- en cultuureducatie in kaart te brengen 
teneinde te signaleren waar de uitvoering tegengehouden of juist versneld zou kunnen worden en te 
inventariseren welke factoren bevorderend dan wel belemmerend werken op het grootschaliger 
delen, verspreiden en aannemen ervan.

Het valt aan te bevelen dat Nederland zijn reputatie op het terrein van internationale verbintenissen, 
leiderschap en publicaties op het gebied van kunst- en cultuureducatie hooghoudt. Dit zou kunnen 
worden verstevigd met het verwezenlijken van een reeks benchmarkmodellen voor het bepalen van 
de relatieve prestaties en impact voor de leerlingen. De band met Vlaanderen zou geschikte vergeli-
jkende studies kunnen opleveren, maar voor de toekomst zou men verder kunnen kijken naar de 
innovatieve werkwijze in andere landen. Met name Canada en Finland zouden nuttig vergelijkings-
materiaal kunnen bieden voor wat betreft de professionalisering van leerkrachten.

Uitgaande van dit fundament zou Nederland, zoals dit laatste citaat voorstelt, de wereld kunnen 
voorgaan naar het soort onderwijs dat kinderen nodig hebben voor de nieuwe eeuw.

Kunst en cultuur is leuk, maar het is zo veel meer. Scholen moeten 

verplicht worden om iets aan kunst en cultuur te doen. Dat is hoe we 

elkaar leren begrijpen. Het gaat om culturele wijsheid, culturele car-

rières en culturele connectiviteit. Een nieuw cultuurbeleid hebben we 

echt nodig voor deze nieuwe eeuw. Wilt u erop toezien dat uw rapport die 

boodschap luid en duidelijk laat horen?
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